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Foreword by Sean S. Cunningham




As this book goes to
press, it's hard to believe that it has been over 25 years since I made the
original Friday the 13th. It's even harder to imagine that a book has
been written to define and memorialize the original film and the subsequent
installments. Over the past few years, I have gotten to know Peter Bracke, the
author, as he has carefully and painstakingly assembled his extensive research
and conducted his interviews. At this point, I'm sure that Peter's the world's most
informed expert on the subject. Now, I think it's hilarious that when I have a
question about events concerning any one of the movies, I always call Peter to
ask him what really happened. Peter knows. 

Back
in the summer of 1979, things were tight. I had just finished Manny's
Orphans, the second of two independently financed family films but it had
yet to be distributed. I was worried about how I was going keep everything
going until some money came in. I was married, with two beautiful children, and
was working out of a home office in Westport, Connecticut where I had produced Last
House on the Left with my friend Wes Craven. I needed to come up with a new
idea that I could sell. 

So
why not make a scary movie? I had not revisited the horror genre since Last
House on the Left but I had this movie title banging around in the back of
my head that I thought would be terrific: Friday the 13th. I had no idea
what the movie would be, but with that title I thought, at least, I'd be off to
a good start.

That's when I went to Steve Miner, my friend, producer, editor and collaborator with a
half-baked idea about taking out an ad in Variety announcing the production of
a movie called Friday the 13th. We both knew it was crazy since we
didn't have a script, no production funds and we weren't sure we could even get
the rights to use the title. I said to Steve, "First, let's see if we can use
the title and we'll work the rest out from there. If the ad runs and nobody
sues us, I say we have the rights." 


I
scraped together just enough money to run a full-page ad in the July 4th
weekend edition of Variety announcing the production of: "Friday the
13th—The Most Terrifying Film Ever Made!" I ran the ad expecting to receive
letters from lawyers telling me that I couldn't make the movie because I didn't
have the rights, blah, blah, blah. But to my amazement, nobody objected! And
here's the thing we didn't anticipate. People loved the ad and wanted to see
the movie. I got distribution queries from all over the world, plus I got
several offers from people willing to loan me money or to invest in the movie. 

Virtually overnight
we were in pre-production.

The
next weeks were a frantic obsessive scramble as we tried to figure out how to
actually make "The Most Terrifying Film Ever Made." We decided on a budget of
$500,000—more money than I had ever raised before—and then tried to put
together a script. Instrumental in all this was my friend Victor Miller, a
writer who had collaborated with me on the two earlier kids movies. We'd meet
every morning to discuss the story, and then Victor would go off to sketch out
scenes while Steve and I wrestled with the logistics of casting and production.
And every day we'd ask ourselves the same questions: what's really scary, and
how can we shoot it on our budget? 

Sometime during
pre-production we interviewed Tom Savini, who had driven up from Pittsburg with
his pet Chinchilla and a car full of clothes and makeup tools. Tom had been
trained by Dick Smith, the master makeup effects wizard, and had worked with
George Romero on Dawn of the Dead. We all hit it off perfectly and Tom
didn't go home until we finished the movie. Some of my fondest memories from
that time were of Victor, Steve, Tom and I trying to plan storyboards for stuff
that had never been done before. Surely someone on the outside might have found
it bizarre to see us trying to figure out the best way to chop off somebody's
head or the most effective way to drive an arrow through a camper's throat. But
we were energized with laughter and adrenaline and the naughty hope of putting
on a kind of crazy magic show. We kept pushing forward, one foot in front of
the next, until we found ourselves at a Boy Scout Camp in Blairstown, New
Jersey, getting ready to shoot the movie at a place we renamed Crystal Lake. 

Making movies is
difficult under the best conditions. But when you have no money, it's even
harder. Looking back I realize how lucky I was to have been put together with
such a dedicated, caring, passionate group of people. Steve Miner, Victor
Miller, Tom Savini. Barry Abrams, my cinematographer and our tireless crew of
commando filmmakers. In post Bill Freda, my skillful editor, and my musical
mentor and maestro, Harry Manfredini, the genius who created the signature
musical sounds of Friday the 13th. And I was particularly lucky to have
Barry Moss and Julie Hughes as my casting agents. They worked diligently to
assemble such a terrific cast of unselfish actors willing to do anything to
make the movie better. I was grateful then and I'm even more grateful now.

So it is with
continued shock and amazement that I sit here, 25 years later, with the
original Friday the 13th having now produced 10 sequels of its own. Who
would've thought it? Certainly not any of us back in 1979. Although it wasn't
planned, the film completely changed the course of my life. It opened doors in
Hollywood and offered me opportunities that I never even conceived of back in
my little office in Westport. Jason Voorhees has been good to me.

I want to thank
you, Peter, for creating this book which has allowed me to look back at one of
the craziest and most wonderful times of my life. 

It's been one hell
of a ride so far!

 

Sean S. Cunningham

Los Angeles, August 2005




Introduction



It was an idyllic scene. Rays of
early morning sunshine pierced the trees as ripples gently caressed the cool
waters of Crystal Lake. A young girl lay in a canoe, her fingertips gingerly
testing the glassy surface. All around, the sounds of nature were peaceful,
almost a lullaby. Then, suddenly, a figure burst through the once-calm water.
Some creature, some thing, moss-covered and horribly disfigured, pulled
the screaming girl down into the depths below. The legend of Jason Voorhees had
claimed his first victim.


It was a moment
that inspired a nation to let out a collective scream. A scream so loud and
bloodcurdling it continues to send aftershocks thirty years later.


It was the final
scene of a film called Friday the 13th—and the start of a phenomenon
that has become as inexplicable to its critics as it is beloved by its fans.
Who could have anticipated that the story of a group of carefree camp
counselors being stalked by an unseen assailant, only to be dispatched one by
one in a series of ever more gruesome murders, would inspire ten sequels, a
remake, a television series and a lucrative line of tie-in merchandise? And who
would have known that it would catapult its star villain, Jason Voorhees—a
mute, hockey mask-wearing, machete-wielding maniac with a deformed face and one
serious mother fixation—into an icon of terror recognized around the world? 


Amazingly, for a
concept as straightforward as that of Friday the 13th, the series—like
the seemingly indestructible Jason Voorhees—has continued to rejuvenate itself
for thirty years. Diehard fans typically point to the first installment of any
long-running horror film series as being the best, but in fact the twelve
installments (and counting) of Friday the 13th, collectively, form as
admirably diverse and ambitious a franchise as any in motion picture history.
While not all of the cinematic permutations of Jason have met with unanimous
approval by the series' dedicated fan base, Friday the 13th nevertheless
continues to prove that it cannot be stopped. Having survived no less than two
"final" chapters, a telekinetic teen, the gimmick of 3-D, a shipwrecked voyage
to Manhattan, a journey into outer space, a millennial makeover and even a
Jason imposter, it is hard to deny the character's universal and enduring
appeal. The series has also had not just one but three parent studios.
Paramount Pictures and Warner Bros. jointly "adopted" the original Friday
the 13th in 1980 (with Paramount handling domestic distribution while Warner
took international markets); Paramount then assumed full parentage of the next
seven installments of the franchise during the 1980s, as well as Friday the
13th: The Series, a popular television show that ran for three seasons in
first-run syndication. New Line Cinema then acquired the rights to the
franchise in 1992 and continued to release its own successful new sequels. In
2003, Jason even did battle with his greatest challenger: Freddy Krueger of the
A Nightmare on Elm Street series. Not only did Jason survive the
resulting bloodbath but Freddy vs. Jason managed to inject new life into
two of Hollywood's most enduring faces of evil. The battle between the terror
titans became one of the biggest hits of the year as well as the most
commercially successful sequel that either series had ever spawned on its own.
Finally, it came full circle when Paramount and Warner (which had now acquired
New Line as a wholly owned subsidiary) joined forces with Michael Bay's
independent production company Platinum Dunes to give Jason Voorhees his own
long-expected and much-anticipated reimagining: 2009's Friday the 13th,
a modern and high-budget remake that introduced the character and the
franchise's mythology to a whole new generation of eager moviegoers. Although
few would have predicted it at the time—including its own creators—the specter
of Jason Voorhees still seems to be unstoppable thirty years after he made his
first big screen appearance. 


The seed for this
remarkable, if somewhat redoubtable, success was planted on May 9, 1980, when
the original Friday the 13th made its debut on more than 1,100 screens
across the United States. Though the basic formula of Friday the 13th
was not entirely new—its blueprint had, in fact, already been established by Halloween
two years prior (and arguably Psycho eighteen years before that)—the
presentation was unique, as was the film's attitude, modern dress and innate
understanding of the collective fears of its audience. Certainly, horror films
involving teenagers (ones usually preoccupied with sexual exploration) under
threat from murderous forces—whether human, monstrous or other-worldly—had
already been a staple of the genre for decades. And many a great
mystery-thriller, particularly Agatha Christie's Ten Little Indians, had
fine-tuned the plot device of introducing a group of unwitting victims only to
pick them off, one after another, until the identity of the evildoer was
revealed in the last reel. But what proved so effective about Friday the
13th was that this unassuming, low-budget exploitation picture could so
cannily and craftily reformulate the classic conventions of yesteryear into
something that was contemporary, resonant and unapologetically shocking. 


At the time of its
release, Friday the 13th's cinematic language was hip and cutting-edge.
Bathed in dark shadows and filled with roving point-of-view shots (usually from
the perspective of the killer), the audience was kept perpetually off-balance.
The film's attenuated shock moments, gingerly but relentlessly modulated, were
then sprung without mercy. Like a giant exclamation point at the end of a
carefully worded sentence, the film's incredibly visceral and graphic murder
sequences, executed with state-of-the-art makeup effects, literally left
audiences gasping, "How did they do that!?" Friday the 13th pushed the
boundaries of what was permissible to be seen in mainstream cinema, and did it
with mood, suspense and unforgettable imagery. And driving it all was an
unsettling, almost atonal musical score, complete with a classic aural motif
for its unseen killer: the stuttered words, "Ki, ki, ki, Ma, ma, ma" have
undeniably become as synonymous with Jason as John Williams' unforgettable
three-note score has with the man-eating shark in JAWS. 


Friday the 13th
also presented a group of young characters purposely stereotypical, even
archetypal. So relatable were these carefree counselors of Camp Crystal Lake to
young audiences that the boundary between spectator and participant all but
disappeared. The horrors of Friday the 13th became not something just to
watch but to experience. Most unsettling to some observers was that the point
of identification for the audience (the character with whom their allegiance
was strongest) varied throughout the film, a narrative device that became even
more pronounced in the subsequent sequels. In one moment, audiences could have
empathy for the hapless human victims as each was stalked one by one, while in
the next they could "cheer on" Jason as he dispatched his prey in ever more
elaborate and shocking ways. Yet by film's end, their sympathies were once
again aligned with the (usually female) protagonist, as she (or he) defeated
Jason—if only temporarily, of course. Film as spectator sport was and continues
to be one of the Friday the 13th series' signature attributes. More akin
to a rollercoaster ride than a motion picture, even the film's harshest critics
could not deny that the "Friday the 13th formula" had connected with
young audiences on an almost primal level.


Yet, Friday the
13th was more than just a well-executed if thriftily made thrill ride; It
was ground zero for a new mythology of fear. Almost immediately upon its
release, Friday the 13th became the new campfire tale for the
then-largest generation in American history—the children of the baby boomers.
For them, its shocks were new, its visuals arresting, and its chair jumper of
an ending totally unanticipated. Just as urban legends are passed from ear to
ear, house to house, town to town—and transformed from local superstition into
revered folklore in the process—so, too, would Friday the 13th's tale of
the young Jason Voorhees and his revenge-seeking mother be whispered in hushed
tones in schoolyards across America. And as Jason became more powerful, more
indestructible and more iconic with each sequel—eventually donning his now
trademark hockey mask in 1982's Friday the 13th Part 3 in 3-D—he has
legitimately become as potent and vital a symbol of fear to our modern culture
as Dracula, Frankenstein and the Wolf Man were to the early twentieth century. 


As trend-setting
as Friday the 13th may appear in retrospect, the people who create
low-budget, independent genre movies often don't produce a film because they
imagine it will break fresh ground, set grand new aesthetic standards or expand
the horizons for the next generation of moviemakers. Friday the 13th was
not created because its filmmakers wanted to inject something bold and alive
into the cinematic bloodstream. And certainly none of them had any notion of
creating a franchise that would spawn a dozen films over a period of three
decades and take in more than half a billion dollars at the box office. Friday
the 13th was conceived purely by chance and out of desperation by an
ambitious independent producer and director named Sean S. Cunningham, who
wanted to create a potboiler just profitable enough so that its success might
allow him to make another movie. Cunningham, having reached the milestone age
of forty and left nearly insolvent after a decade of paying his dues, had only
one true hit on his resumÃ©, the notorious 1972 exploitation cult classic Last
House on the Left. Fresh off the commercial failure of his two previous
films, a pair of sports-themed family entertainments, he pulled out the one
great title he had once stored away in his mental Rolodex—Friday the 13th.
Reluctant at first to return to his horror roots, Cunningham nevertheless
crafted his new suspense shocker out of a little money, a lot of spit and
polish, and a game cast and crew out to make something special (and, they
hoped, successful).


When Sean
Cunningham sold the domestic distribution rights for Friday the 13th to
Paramount Pictures, the studio was at a crucial juncture in its history.
Looking to augment their product pipeline of in-house productions, the studio turned
to its then-Vice President of Distribution & Marketing, Frank Mancuso, Sr.,
to find independently produced motion pictures that they
could acquire quickly and cheaply, then widely distribute and market for
maximum profit. When Mancuso took a chance on Cunningham's seemingly
unremarkable horror film, he immediately sensed its commercial potential. Then
Mancuso and Paramount thought big. They gifted Friday the 13th with a
launch on more than a thousand screens across the United States—an unheard-of
number for a "negative pick-up" at that time—and the kind of saturated
multimedia marketing campaign previously afforded only to high-gloss,
first-class studio pictures. The result was historic for an exploitation movie:
Friday the 13th was not only a smash success; it helped to create a
whole new paradigm in the way motion pictures are made, marketed and exhibited.


In the thirty
years since the release of Friday the 13th, the execution of its pattern
for success has become a template copied by the entire motion picture industry.
By the beginning of the 1990s, negative pickups would become de riguer,
and by the new millennium most of the major studios had created their own
in-house specialty divisions to produce and distribute the kind of niche genre
entertainment previously disregarded as strict exploitation fare. Companies
like Dimension Films, then a subsidiary of the Walt Disney Company, and, most
notably, New Line Cinema, owned by Time-Warner, saw profits from such popular
horror franchises as Halloween, A Nightmare on Elm Street and Scream
serve as a major source of annual revenue on their parent companies' financial
ledgers. And concurrent with major studio production of genre films in the
1980s came a sea-change in how they exhibited them. Today, no-holds-barred
horror films like the Saw, Hostel and Texas Chainsaw Massacre
franchises—movies so unashamedly hardcore that they once might have played only
in drive-ins and seedy grindhouses—are now being shown in multiplexes across
America, while their grisly advertising campaigns, previously considered taboo,
are now accepted across all forms of mainstream media, from network television
to major magazines, the internet, and even the sides of buses and subway cars.
Thanks in part to the success of Friday the 13th, the distinction
between the "A" and "B" film has been irrevocably blurred if not entirely
erased. 


The evolution of Friday
the 13th has not, however, been without its aches and pains. The scorn that
was heaped upon the franchise, particularly in its early years, was of the type
usually reserved only for the most reviled of exploitation films or
pornography. The creative murder sequences for which the Friday the 13th
films have become infamous were considered by many not just offensive but
downright obscene. Almost immediately upon the release of the original Friday
the 13th the barrage of criticism began, with the film and its makers
engulfed in a firestorm of attacks: high-brow commentators, irate op-ed pieces
in local newspapers, complaints from concerned parents on syndicated talk
shows, and even the official condemnation of the Catholic League of Decency. Friday
the 13th became not just a lightning rod for controversy, but the most
visible representation of a so-called "cynical new wave of horror filmmaking"
that reveled in sadistic violence, misogyny and nihilism. Further inciting the
attacks was the immediate and overwhelming wave of imitators that followed in
the wake of the success of Friday the 13th. Knock-offs that were
arguably even more crass, derivative and prurient than the film that had
already been derided as the most base form of cinematic exploitation
imaginable. Friday the 13th, along with Halloween and The
Texas Chainsaw Massacre, were among the first in the cycle of American
"slasher films," a whole new subgenre of motion pictures united by their most
basic elements: sex-crazed teens, a virtuous heroine, a masked killer with a
knife, and graphic bloodletting. That Friday the 13th and its seemingly
endless parade of sequels would remain the most financially successful of the
slasher craze—released unapologetically by a major studio, no less—only
emboldened the Moral Majority in their cause.


But perhaps the
greatest nemesis of the Friday the 13th series was, ironically, the
least publicly vocal. The Motion Picture Association of America's ratings board
had always maintained a tight grip on the series' graphic content, but as the
sequels wore on, the constraints began to feel like a strait-jacket being
placed on the creative backs of the filmmakers. The battle eventually took on
political dimensions, with the producers and directors often loudly complaining
that the board—or the "censors," as some foes labeled them—held an unfair bias
towards the franchise. While such theories could never be proven, it was an
assumption that had all but become accepted as true by the genre press and the
series' most ardent fans. Nevertheless, it remains an undisputed fact that most
of the films in the series required extensive trimming of their violent imagery
in order to earn an R classification from the board. Whether or not the imposed
cuts harmed or diminished the intended impact of the films, the issue continues
to be hotly contested by fans and the filmmakers today. 


By the mid-1990s,
however, the MPAA's stance against the kind of graphic imagery seen in films
like Friday the 13th clearly began to soften. Whether American culture
had, in the intervening years, grown more accepting of—or simply become
desensitized to—graphic depictions of violence in motion pictures, video games
and the broadcast media, the stigma that had marginalized the Friday the
13th franchise seemed to dissipate to a large degree. Ironically, by the
end of the 1980s, the key elements of the "slasher film" that had once sparked
such public outrage were suddenly (if not subversively) being adopted by more
mainstream movies. From the high-gloss thrills of Fatal Attraction to
the Oscar-winning Silence of the Lambs, many of the most derided
elements of the Friday the 13th films—over-the-top violent deaths, the
seemingly unstoppable killer and that now-expected "one last final
scare"—seemed to have migrated over to the more "socially acceptable" Hollywood
blockbuster. Today, even the most repudiated aspect of the Friday the 13th
series, its gore quotient, can now be seen in greater clinical detail (and for
free, no less) on such network television shows as CSI, NCIS and Law
& Order.


Occasionally,
those opposed to Friday the 13th won some of their battles. By the end
of 1990, Friday the 13th: The Series, a weekly syndicated television
drama that ranked second only to Star Trek: The Next Generation in
weekly ratings, would be cancelled after its third season amid protests from
the Religious Right. So synonymous had the title Friday the 13th become
with sex, nudity and gratuitous violence that the television series, which
otherwise had no connection to the motion picture franchise, suffered its
untimely demise as the result of sheer guilt by association. Although neither
Paramount Pictures nor New Line Cinema has ever publicly commented on the
critical and moral backlash against the franchise, the repercussions have been
felt most keenly by the actors and the filmmakers, some of whom have come under
harsh personal attack from both outside and within the industry just for having
their name associated with something as prurient and offensive as Friday the
13th. 


Now, as Friday
the 13th enters its fourth decade, the horror series that refuses to die
has, despite the consternation of its fiercest critics, earned a permanent
place in the cinematic history books. With the smash success of 2003's Freddy
vs. Jason, and newly revitalized by the 2009 remake, Friday the 13th
has gone from a surprise mainstream success to a cult phenomenon, survived a
nearly decade-long hibernation, and re-emerged as an enormously viable
commercial franchise whose appeal now spans multiple generations. The series
has achieved the simultaneous feat of being both a source of nostalgia for
older audiences who grew up on the original films, as well as remaining
relevant to a new generation of moviegoers. While perhaps not quite as
all-American as "Mom and Apple Pie," Friday the 13th has nonetheless
hacked, slashed and stabbed its way into the pop culture lexicon, with Jason
Voorhees' iconic hockey-masked visage recognized around the world as a symbol
of movie mayhem. For many, Friday the 13th is one of the signposts of
the adolescent experience—to initiate a younger sibling or friend into the
mythology of Friday the 13th is like telling your favorite scary story
around a campfire. And for those who have never before experienced a "Jason
film," the event is akin to a rite of passage. Friday the 13th has
become a phenomenon far larger than the sum of its bloody parts. It is
currently one of the longest-running film series in cinema today, with Jason
Voorhees standing tall amongst such box office heavyweights as James Bond and
Indiana Jones. Its profits have exceeded those of any other horror franchise
around the world. And its durability has defied even the most vocal of its
detractors. Friday the 13th may truly be eternal.


This book tells
the story of the original Friday the 13th series, for the first time and
in the words of the people who created it. Whether the success of the franchise
left them elated or disgruntled, amused or bewildered, they talk about their
experiences with passion and candor, in a wide array of views about the series,
its making, its controversies and its legacy. Their recollections are also
proof positive that even in the world of Friday the 13th, there may
never be one pure, objective reality, only several subjective perspectives of
the same event. With the compiling of this book, I have aspired to do justice
to the people and their stories, to celebrate their accomplishments and respect
the cultural impact of what they have created. 


What you are
holding in your hands (or, rather, now reading on your computer screen) is also
the culmination of my own thirty year journey, one that began when I sat in a
darkened movie theater back in 1980 and watched, with rapt fascination, as Friday
the 13th unspooled in front of my ten-year-old eyes. But unlike the science
fiction and fantasy-adventure films that proved so popular and resonant to the
youth of my generation, I was not so much transported to a different universe
by Friday the 13th as I was inspired to reckon with the sometimes harsh
realities of my own very real world—to confront my adolescent fears and
mortality, stimulate my sexual curiosities, find a sense of belonging within my
peer group through a shared love of the genre and, ultimately, to realize my
own ambition to work in the entertainment industry. If, inevitably, the
question of why I would write such a book as this must be asked, specifically
by those unfamiliar or outright offended by the series, I can only answer with
another question: where would I be without Friday the 13th? 


Never could I have
anticipated that it would have taken me three years to complete the original
hardcover edition of Crystal Lake Memories, which was initially
published in 2005. Nor, with this electronic edition, that I would get the
chance to revisit this classic franchise yet again as the series enters its
fourth decade. In that time, I have had the great fortune to meet more than two
hundred people who lent their considerable talents to the Friday the 13th
franchise over its enduring lifespan. Never, in my opinion, has there been such
an unfair schism between the reputation of a film series and the caliber of
talent, passion, integrity and intelligence of the people who created it. And I
certainly cannot forget the legion of enthusiastic and devoted fans that I have
met over the course of this journey—not only the new generation of teenagers
who have discovered their passion for the Friday the 13th films in
today's world of special edition DVDs and Blu-rays, but also their parents who,
not so long ago, made up the young audience for whom these films were so
unabashedly intended. It has been good to hear others talk so passionately
about the impact these films have had on their lives. I also cannot forget the
many new friends I have made among the series' alumni, especially the team at
Crystal Lake Entertainment and, of course, Sean Cunningham, who has not only
graciously contributed the Foreword for Crystal Lake Memories, but whose
support and belief made this project possible. To all of you, I do not know
what my life would have become had I not had this experience and this
privilege.


With this new electronic edition of Crystal Lake Memories, it is now my pleasure to be
able to revise and expand the original hardcover version of the book, free of
any constraints of the traditional print medium. I have exhumed all of the
original source interviews and, with the benefit of hindsight and perspective,
selectively reinstated material that was originally lost due to the
strait-jacket of page counts, as well as the need to balance words with images,
specifically the hundreds of photographs that, while they so elevated the
hardcover edition into a true coffee table collectible, nevertheless took
precious white space away from text content. Also frustrating, as deadlines
loomed, it was often a simple toss-of-the-coin decision to slash a specific
anecdote—an editor must sometimes wield their machete with more ferocity than
even Jason himself—so it has been particularly satisfying to unearth the many
fascinating gems of material I thought would remain forever buried. But perhaps
best of all, there is the addition of nearly a dozen fresh new interviews, conducted
in the six years since Crystal Lake Memories was first published, with Friday
the 13th alumni that were previously unavailable—or, in some cases,
unwilling—to participate in the hardcover edition. Indeed, this new electronic
redux of Crystal Lake Memories is more full-blooded than ever before. 


Though there is so much new within the "reimagined" pages that follow, it must be addressed as to
why this version of Crystal Lake Memories does not include a dedicated
new chapter detailing the recent Michael Bay-produced remake of Friday the
13th. It has always been and remains my intention that Crystal Lake
Memories, in every form and iteration, is as comprehensive and
fully-realized as is possible. Yet, it must also be built upon a wholly
satisfying narrative arc—one with a clear beginning, middle and end. As its
stands today, the films from the original Friday the 13th through Freddy
vs. Jason form what can arguably be called the "classic canon" of the
franchise. The 2009 remake, though highly successful in its own right and as
important and integral a piece of Friday the 13th history as any film in
the original saga, nevertheless is the intended launching pad for its own
series of brand-new films. It is the formulation for the next evolution of
Jason Voorhees and, as of this writing, a tale that is still very much
unfolding. But today and forever, the eleven films chronicled in Crystal
Lake Memories—now appropriately re-subtitled The History of Friday the
13th—occupy their own immutable place in the franchise's history, and it is
the story of these eleven films that this book celebrates.Â  


So huddle around the campfire, whisper "Ki-ki-ki, Ma-ma-ma," and turn the page to discover the
secrets of the mythical place called Crystal Lake. Inside you'll find stories
of fear and fortitude, told with much humor and reverence, as well as tales of
courage, of conquering seemingly insurmountable obstacles, and ultimately of
good defeating evil. Because Crystal Lake Memories is a book about
survivors—both real-life and fictional—who have come to learn that, while there
is darkness in the world, we can, with great resourcefulness and a little luck,
survive the night. I hope that once you have finished reading this book you
will realize that the world would be a much darker place indeed without Friday
the 13th. 

 

Peter M. Bracke

Los Angeles,
  January 2012




1. Long Night at Camp Blood




Near the end of 1969, Sean S.
Cunningham, then twenty-nine years old, sat down with his wife, Susan, at their
home in Westport, Connecticut. Almost four years married, and with a second
child on the way, Cunningham declared to his wife his plans for making it in
the film business. It would prove to be a fateful day. Despite having already
achieved a prodigal level of success as a Broadway theatre director and stage
manager, Cunningham was eager to make the transition to the cinematic arts. "I
didn't know enough to be intimidated," he would admit 35 years later.
"Since then, I've been stupid enough and lucky enough to have achieved great
success in my career." 


Stupid and
lucky—Cunningham gives the words equal weight. Throughout his career he has
defied the odds and achieved commercial success on his own terms. Brash but
pragmatic, and resolutely independent, Cunningham retains to this day the
tireless work ethic instilled in him as the son of first generation Irish
immigrants. He is also a devout family man and fiercely loyal to the people he
chooses to work with—a dichotomy that, in the early days of his career, left
him torn between maintaining financial security and realizing his own artistic
ambitions. Cunningham's beginnings were inauspicious at best. He struggled to
make a name for himself in New York's "anti-establishment" film scene of the
early 1970s, scraping by on a diet of industrial shorts and commercials—and the
occasional soft-core porn. Yet Cunningham's drive and determination remained
unflappable. He was once heard to boast, even before he produced his first
motion picture, "All you need in order to be a film producer is a telephone and
some stationery!"


Although
Cunningham would toil in the trenches of low-budget, largely unremarkable
exploitation pictures for the 10 years before the unprecedented success of
Friday the 13th, his youthful bravado proved magnetic. And many of those
drawn into what would become his own rag-tag filmmaking family would come to
play a crucial part in the birth of the Friday franchise—a group whose
backgrounds were as disparate as their talents were unique, and who were often
united by little more than raw ambition. There was Wes Craven, an ex-Humanities
professor-turned-aspiring filmmaker; Steve Miner, a former ski-bum looking to
break into Hollywood; Harry Manfredini, a New York-based composer and part-time
session musician; Bill Freda, editor-for-hire; and Victor Miller, the
Yale-educated screenwriter torn between prestige and schlock. But perhaps those
most integral to Cunningham's destiny would be three men of great mystery—Phil
Scuderi, Steve Minasian, and Robert Barsamian—owners of the Boston-based
regional chain Esquire Theatres who, along with a sharp and eager young booking
agent named George Mansour, were about to make an unexpected transition from
shady back-door dealmakers to major studio-supported financiers. 


All were
anxious to make their mark on motion picture history. And they would. 


SEAN CUNNINGHAM, Producer &
Director: 


I didn't grow up
in the film business at all. I wasn't even allowed to read comic books. My
parents just thought they were stupid. They said, "Read books. Comics will rot
your mind!" So without knowing what I wanted to be, I decided I should be a
doctor. I ended up going pre-med to a little liberal arts college in
Pennsylvania called Franklin & Marshall. And while I was there, mainly as a
social and creative exercise, I got into theatre. That's where I discovered an
abiding love for Shakespeare. It was great! But, I had also been accepted into
Stanford Medical School, so I had to do a soul searching. I realized I didn't
want to be a doctor as much as I wanted to have a lot of the things being a
doctor offered. And I didn't even like science. So I wound up going to
Stanford, but to the School of Speech and Drama to pursue a Master of Fine
Arts. I was 20 years old.


Eventually I found
myself in New York, getting a job on the road company of The Merry Widow,
and where I trained as a stage manager. And as many stage managers do, I
started to take on directing the plays that I was managing. As it turned out,
this kind of made me a child prodigy, because I was now very successful in a
career that's usually reserved for men 20 years my senior. But what I loved
about stage management was only up through the opening night and the first two
weeks. After that it became a routine. I had also recently gotten married to my
wife at the time, Susan, and we had our first child. That was a major changing
point in my life. I said to her, "Look, if it's going to cost X amount of
dollars to do an off-Broadway play, why don't we just do a movie for the same
amount of money? How hard could it be?"


This just all
speaks to how young I was at the time. I had no idea whatsoever what I was
getting into. I knew nothing about making movies. But I didn't know enough to
be intimidated. Most people who want to make movies, they have a passion, a
drive for it. I didn't. I liked going to the movies, but I didn't want to be a
"filmmaker," I wanted to make a living. I wanted to support my wife, my family,
myself. Not as a creative exercise and to have a vision or whatever, but as a
way to make money. Because growing up, I never had money—I didn't come from
money. So that is how I embarked upon my filmmaking career. 




GEORGE MANSOUR, Distributor,
Esquire Theatres:


Back in the late
1960s, I was working for Warner Bros. as a "short-booker"—in other words, I
wasn't trusted with major films. There were big books and you had a number of
prints and you wrote in where the prints were going and the name of the movie
house. Esquire Theatres was one of Warner's accounts. They owned and operated
about one hundred screens, mostly on the East Coast. Esquire was not the best
payer—they were a little shady and shaky—but they also had a lot of good movie
houses. I got a rapport going between myself and the owners. Their names were
Phil Scuderi, Steve Minasian and Robert Barsamian. One thing led to another,
and they had an opening and offered me a job. So I went from a trainee booker
for Warner Bros. who was selling to movie houses, to working at a distribution
company who was booking movies from them. 


It was a different
time back then, in the way movies were distributed. That age is gone. Films
didn't have to compete against a window of video. And they weren't given a
saturated release. They could play in one movie house for a very long period—I
remember I booked The Graduate here in Boston and it played for almost
two years in one movie house without ever going wide. Television advertising
also wasn't as important. You had local radio, and newspapers—everything relied
on regional newspaper. It's entirely different today, of course, because movies
are on video in three months. You have to play wide. 

There were also a lot of
  hardcore porn houses then. This was right before the "porn chic" explosion, and Behind the Green Door and Deep Throat—Esquire had a few movie
  houses back then to show hardcore, mostly gay porn. We had what were called
  "white coaters"—you billed your film as "educational" or "medical," and it
  allowed you to get away with showing hardcore XXX-rated movies. At the
  beginning, someone would come out in a white lab coat and say, "We're now going
  to show you marriage practices in Denmark and these are the ways you can
  improve your marital bliss." And then for the next 80 minutes you saw people
  fucking like crazy. At the end, the same guy with the white coat would come
  back out and say, "Now that you have experienced these methods, you can go home
  with your mate and practice these things at home." People were coming to these
  things to be "enlightened."



Sean Cunningham (left) and Steve Miner, circa 1986. After Cunningham hired the young Miner as a production assistant on 1970s The Last House on the Left, directed by Wes Craven (center, in a 1984 publicity still), they formed a close friendship that continues to this day. Miner went on to direct the first two Friday the 13th sequels, as well as the hit 1986 horror-comedy House, which Cunningham produce. Frank Mancuso, Sr. (right, in a 1982 publicity pose) he began his career as a booking agent for Paramount Pictures in 1962, and by 1983, was named the studio's chairman and CEO. He would acquire Friday the 13th for the studio in 1980.




BILL FREDA, Editor:


I first met Sean
Cunningham in New York City. At the time, there wasn't much of a major film
industry there. The only way you broke into that business was to make a
low-budget movies. And people were making a lot of porn movies—those were very
big in the early 1970s. Because it was something that could get you into
shooting and editing dialogue, and then, hopefully, lead to
something better.




SEAN CUNNINGHAM:


It was a nifty
time. It was the early 1970s and this was alternative filmmaking. My belief was
that you didn't need big Hollywood trucks and shit like that. All you needed
was a 16mm camera, then throw it on your shoulder and go shoot. My first film
was a white coater called The Art of Marriage. I just can't tell you how
simple things are when you don't know anything. I had never even touched a
camera before. I had no idea whatsoever what I was getting into. The Art of
Marriage cost something like $3,500 that I had scraped together. I think we
had three crew members, and I don't even know why we had to have that many. We
just were afraid of getting arrested. 


As dreadful as The
Art of Marriage was, I had to find a theater that would make a deal with me
to play it. I was in completely uncharted waters. It was one of those scenes
right out of an old B-movie—I figured out who owned the local movie theaters in
my area and literally looked them up in the phone book. One guy I got on the
phone was Bingo Brant, part of the Brant family of theatre houses, and I went
over to his office and showed him the picture, and he says he wants to play it.
He kept the first $3,500 or something, and then after that, we'd get a piece of
the box office. The Art of Marriage was first released at the Brant
Theater on 42nd Street in Manhattan. And it played for like 27 weeks! We
probably grossed over $100,000. So I had what most people in the film business
never had, a hit movie. 


But The Art of
Marriage was crummy, so I thought if we could make a real version of it, we
could play it in suburban theaters. That was how my next film, Together,
evolved. I ended up renting office space in New York with the profits from
The Art of Marriage. And I raised another $50,000 from my family, and
friends, and people I knew. Everybody was in for $1,000 or $1,500. It was kind
of a lark, a silly crapshoot for them. "Crazy Sean doesn't know what he's
doing, but he seems to think that this might work." 


WES CRAVEN, Filmmaker:


The late 1960s was
not a successful time for me. At that point in my life I was still trying to
please my parents, unconsciously trying to be the good boy that went off to
school and then became a teacher. This was an acceptable profession and very
respectable. But four or five years into teaching I realized I was profoundly
bored and out of place. It just wasn't me, and so I made one of those big
leaps. I said, "I'm gonna take a shot at doing something that I would really
enjoy." So I quit and went to New York to work in filmmaking. 


It was a very
intense year and a half of doing everything, from sweeping floors upwards.
Before I met Sean Cunningham I was working around the clock, just going from
one job to another, from managing post-production to synching up dailies for
various documentaries. It was very intense. My marriage collapsed. I lived on
virtually nothing. But it was a real watershed in my life—within a few weeks of
meeting Sean, I had this job synching up dailies on this little feature he was
directing, Together. It had already been shot, and Sean hired me to
synchronize the dailies from a three or four day reshoot of additional
material. After that, they asked me to come aboard as assistant editor. Sean
and I got that film ready under horrendous conditions of no money and no sleep
for practically two weeks. We stayed up all hours just working through the
night, and we bonded. We really became war buddies at the end of that process. 


GEORGE MANSOUR:


Hallmark Releasing
was one of the names for Esquire's many distribution arms. We'd look to acquire
movies from overseas—mostly from Germany—with the view of making them
exploitation movies. Hallmark was really the first to perfect the art of this
kind of rip-off movie. We bought some of the first karate movies ever brought
to this country. Not real Bruce Lee movies, of course; our character was named
Bruce Li. Another one we had was with a female karate woman, Angela Mayo, and
we renamed the movie Deep Thrust, to capitalize on Deep Throat.
We literally just made up these titles on the way back on the plane. It was
also on one of these trips that we bought Mark of the Devil, and on the
way back made up the idea that we would print the ads for the movie on vomit
bags, then we'd distribute the bags in New York City—the idea that when you saw
this movie, it would make you so sick you'd have to throw up! It was the same
kind of thing as William Castle was doing, only not as legitimate. He made real
movies and promoted them; we just did the same thing on a shoestring.


I first met Sean
Cunningham when he was shopping around a print of this movie, Together.
He had heard about Hallmark and came up to our offices. I remember he arrived
by bus—he didn't even have the $90 to fly up from New York City. I looked at
the film and said, "It's pretty crude and stupid, but I think that people would
pay to see this." It had a very pretty girl, Marilyn Chambers, and one
incredible sequence with this tremendously good-looking black man. Very
handsome, fantastic body. And Marilyn Chambers took a yellow flower and she
runs it along his flaccid penis, and as she runs it along, the penis becomes
erect. I said, "You know, Phil, there's a large group of people out there who
have never seen a big black dick before. We can exploit this." So Hallmark
bought Together for $10,000 flat.



Left: One of the many shocking images from The Last House on the Left. Distributed theatrically in 1972 by Hallmark Releasing, this notorious cult classic was directed by Wes Craven and produced by Sean Cunningham. The film was initially tested under different titles, including Sex Crime of the Century and Krug & Company. It was not until the film was renamed and coupled with an inventive ad campaign (right) that recommended to terrified patrons, "To avoid fainting, keep repeating, 'It's only a movie...'" that it became one of the most successful exploitation films of the early 1970s.



RON KURZ, Screenwriter, Friday
the 13th Part 2:


I had known of
Phil Scuderi and Esquire since my days in the early 1970s as a theater manager
in Baltimore. I became aware of Phil because of some of his distribution
tricks, which were well known at the time. Phil, who has since died, was quite
a force in the schlock movie business. Just picture a cross between Roger Corman
and Michael Corleone—a trained lawyer, crude and suave at the same time, and
full of street smarts. And when he got into movie production, he could rip off
the latest box office hit and have something on the screen in a matter of
months. He was like William Castle—taking out insurance policies against dying
of fright or having kids handing out logo-imprinted toilet paper on downtown
street corners. 


GEORGE MANSOUR:


Instead of Together
playing the conventional XXX-rated movie houses, Phil said, "We're going to
give this a class campaign. We're going to play it in regular movie houses so
real people—the non-raincoat crowd—can come. Just to see nudity in a place
where they can see it respectably." And Esquire had a very good movie house
called the Fourth Season in Providence, Rhode Island. So that's what we did. We
played Chinatown and Together in the same theatre! We even
actually got a kind of favorable review in the Providence Journal. We
did tremendous business the first week, and then in the second week we broke
the house records we set in the first week. 


SEAN CUNNINGHAM:


Phil saw what I
saw. If you marketed Together right, it could play in suburban theatres.
We'd take out big ads in local papers that read, "What can your children teach
you about S-E-X? Find out Tuesday—Special Screening at 10:00 am. Free!" And
who's going to come at ten o'clock in the morning? Housewives. The buzz was off
the charts. We just did phenomenal business. People were literally lining up
around the block to see it. Nobody had seen anything like this. It was
1971—before Deep Throat. "Porn chic" happened later. That's when
censorship came and everything changed at that point. 


Of course, it all
felt great. It was glorious. But Together wasn't an aesthetic success.
So after that, Hallmark said, "Well, what do you want to do?" Wes and I said,
"Something else. If you guys will write us a check, let's figure out another
movie." And that movie would become The Last House on the Left. 


WES CRAVEN:


Sean had been
offered $90,000 as the whole budget for a scary movie as a result of Together.
He asked me if I wanted to write, direct, and cut it. I said sure. Our attitude
was that we were going to do this tiny little film for a company in Boston, and
it was only going to be shown in two or three theaters up there. Nobody was
ever going to see it, and nobody was ever going to know that we did it. So we
essentially said, "Let's be as bad boys as we can. We're going to show things
that people have never seen before on a movie screen, we'll pull out all the
stops, and just do whatever the hell we want." And by doing this, we were
basically going to teach ourselves how to make a feature film. 


SEAN CUNNINGHAM:


When we made Last
House... it was a different time, a different place. Last House was
shot right around my house. It was literally made in the backyard, essentially
by kids. 




STEVE MINER, Associate Producer:



I always say in
interviews, "Yeah, I loved horror movies as a kid" and stuff, but no, I never
really did. I'm not one of the children of Forry Ackerman and Famous
Monsters. But my mom was a film librarian, and she would always bring home
movies for us to watch. I'd see a lot of 16mm films and that's when I really
started to fall in love with cinema and decided that I should try to make them.



In
the early 1970s, I was a ski bum in Colorado, and I had decided that I wanted
to get into the film business. I grew up in Westport, and I knew that there
were a number of industrial and educational filmmakers there. So I moved back
home to Connecticut in hopes of finding some work. I heard that somebody in town
was shooting a movie, and it turned out to be Sean Cunningham, who was
producing Last House on the Left with Wes Craven. I didn't know Sean at
the time, but I had grown up with his younger brothers. So I asked Sean to give
me a job, and he did, at something like $15 a week. I was a gofer,
but I ended up doing a little bit of everything. I held the boom mike, I
carried lights, I took script notes, anything that was needed. I remember a lot
of 24-hour days, trying to finish up and get out of a given location. And we
didn't have script boards, so we would be going through the script, crossing
out pages, wondering, "Did we shoot this part yet?"


I was with Wes every day in the editing room. Wes
essentially cut the entire movie himself, and as he went along, he'd show me
various techniques and ways to make a scene work. I didn't know anything about
editing at the time, so I just tried to absorb as much as possible. It was
actually a very exciting time for me. One of the things I remember most about the
movie is that it seemed like we cut it for about a year, mostly because nothing
matched. In fact, it seemed like five years. I think the main influence Last
House had on all of us was that we learned from the mistakes we made, and
tried not to make them again.




WES CRAVEN:


There was a period
of, I think, about six to eight months after Last House was released,
when nothing came in, and Sean and I thought, "Well, we'll never see any of
that money." Then, suddenly, I got a check for $20,000. After that first check,
another one came, this time for $30,000. You could have floored me! In the year
following the movie's release, I made close to $100,000 from it. It was like a
dream. I had been living semi-communally with a group of people on the Lower
East Side, and had virtually no money, and suddenly I was making all of this
cash. It was difficult to process. 


Both Sean and I
went back to our typewriters trying to write things that were "socially
responsible." Nothing happened with any of them. We went about three years that
way, at which point I ended up broke because we were devoting all our time to
doing that, from about 1972 to '75. At that point, I was saying to myself, "Did
all that really happen?" It was strange, and the beginning of a rollercoaster
ride of ups and downs.





Makeup effects artist Tom Savini, circa 1979.



SEAN CUNNINGHAM: 


Wes and I made a
lot of money from Last House on the Left, especially considering that he
had been driving a cab and I was working in a theatre. But my career wasn't
progressing at that point; Last House became a double-edged sword. Since
it was very cheap and exploitative, and successful at its own level, all people
thought of me was, "If you want to get puke in a bucket—and get it cheap—boy,
I've got just the guy for you!" In terms of film politics and possibilities,
Last House is important. But it is very, very hard to watch. It's not a fun
movie at any level. And boy, did I not want to make Last House on the Left
Part II or Part III. Wes and I were also striking off in slightly
different directions. I was trying to do documentary films and commercials.
Steve Miner had been working for me, and he was trying to cut some NHL film. We
were all just learning. I also did not want to deal any longer with Phil and
the folks in Boston. They were and continue to be very difficult people to deal
with. In a perfect world, you wouldn't have to deal with people who cause you
problems. So after Last House, Wes and I just decided to stay away from
them. We were friendly, and I didn't want to quite close the door, but I didn't
particularly want to work with them again either.


GEORGE MANSOUR:


To try and gauge
what Last House on the Left eventually grossed would be difficult, but
in 1972 dollars, it was a lot in comparison to what it cost. The initial
grosses were spectacular for the places where we played it. In some cases the
film performed so well that we sold it away from our own movie houses! But it
is also true that even after all the money he made from Last House, Sean
didn't like Phil. He didn't like the way he was treated, so he went out on his
own to make movies. Whether the movies were good or bad, I don't know—I never
saw them.


BILL FREDA:


I have always
thought that Last House evolved more from Wes than Sean. And if you look
at Wes Craven's career, the path he's taken since Last House, he hasn't
really done anything other than horror-type pictures. But I believe there was
an impetus at the time, in the financial sense, for both Sean and Wes to get
another movie made together. But I don't think Sean was moving in the same
direction as Wes.


SEAN CUNNINGHAM:


I never really
thought about going to Hollywood, the way Wes eventually did. After Last
House I was asked to a couple of times. Once specifically by Sam Arkoff,
who was running American International Pictures. He had a history of hiring
talented filmmakers—kids who he thought had talent and would work really cheap,
like George Lucas and Francis Coppola. Sam was suggesting that I come and do
some pictures for him, which on the face of it would be great. But all I knew
was that he was one of those Hollywood guys—he wore a pinky ring, smoked a big
cigar and had this big, pretentious office. And I wanted to make money doing
this stuff, but he was talking about back-end deals, and in an aggressive way.
I didn't want to get involved with this—it seemed like a silly, stupid place to
be. It would not have been, but I didn't know that at the time.




STEVE MINER:


Wes had done what you're supposed to do—got an agent and went to Hollywood and made movies there.
Sean and I stayed back East, but we all remained very much in contact. I worked
on a couple of features right after Last House and nothing ever came of
them. For the next four or five years after that, I had an editing business in
New York, doing commercials; I also did some producing, directing and writing
of industrial films, mostly sports-oriented. After about five years of it, I
finally said enough is enough, I wanna do features. Then I got a call
from Sean to go down at the last minute and work on a movie. I worked on it for
two or three weeks or however long we shot. It was a real mess, and I think I
ended up cutting it when we got it back to the editing room. It was supposed to
be a comedy, but it wasn't funnyâ€¦ it was just stupid. It was the first time I
directed anything though—I shot a bunch of insert scenes back in Connecticut,
the stuff with the two cops. It got a limited release in the U.S. as The Case of the
Full Moon Murders, but I've heard that it was a big hit in Australia. They
thought it was hilarious down there. 




DENNIS MURPHY, Co-Producer, Friday
the 13th Part 2:


I first met Sean
Cunningham when he and another friend of ours, Bud Talbot, produced a picture
down in Miami originally called The Silver C, for "The Silver Cock," which
became know as The Case of the Full Moon Murders. Sean was against
hiring me because I had never worked on anything before, but in preparation for
the interview with Bud I did a lot of research, and I eventually knew more
about Miami than the people who lived there. Bud was very impressed with that,
I got the job and Sean went along with it. But Sean and I became friends and he
became a really great mentor to me—I knew he was an enormously smart guy. 


The Silver C
was essentially a soft-core porn. Fred Lincoln was in it, from Last House on
the Left. But it was illegal to shoot an adult film there at the time,
because Deep Throat was such a big hit and it was filmed right in their
backyard and they didn't know what it was. So we were continuously being
surveyed by the police. But they waited, and on a Sunday night when we were
filming in a private house, they just burst in. I don't know what the pretense
was—loitering about the premises where drugs were being used or sold or
something else pretty weak. But a number of us got arrested Sean and Steve
Miner got busted. Eventually they hired a lawyer and everyone all got off.
Though it was all pretty funny, I have to say.


The film turned
out to be a mess. It was a big struggle to finish it, and everyone was broke.
Finally a deal was managed for the Australian rights, for I think $5,000 and a
fifty-fifty split on the profits. Then at the last minute, Sean said, "Oh, give
us $10,000 and you can own the film outright." I think he was just anxious to
get whatever money they could get out of it. Then later, after it became a huge
hit over there, Talbot told me he'd seen the Australian distributor at the
American Film Market, who came up to him and said, "Hey mate, thanks for making
me a millionaire!" 



These stills were taken by unit photographer Richard Feury, leading many fans to believe that a more graphic murder was shot for Friday the 13th's doomed pre-title heroine, Claudette (Debra S. Hayes). Special makeup effects artist Tom Savini clarifies: "The first two kids in the movie, we should have killed them gloriously. But we didn't. Because when nothing happens to them, you're thinking, 'Okay, they're not gonna shock me too bad.' And then from there on out, with every increasingly gruesome murder, the audience just went, 'Oh my god!'"



SEAN CUNNINGHAM:


You have setbacks,
but I think setbacks are a part of life. For years I worked really hard for a
few years trying to get children's fairy tales going. I tried to do Hansel
and Gretel and a couple of other things, and nothing came of it. Case of
the Full Moon Murders wasn't really my picture. Bud Talbot was a Rhode
Island rich kid who had raised some money and wanted to make this sex comedy
film and asked if I would help him out. So I went down to Florida, acting as a
sort of line producer, but the footage was dreadful and he ran out of money,
and I couldn't get paid. I ended up taking over the film and trying to find a
way to finish it and get it released. 


After that, eventually I wound
up going to Spain to do a tax shelter movie called Blind Planet—I was
somehow the American who had brought in the financing and they wanted to make
their own movie, but they didn't want my input. And in Spain they have siesta
so I was getting drunk twice a day. Plus, I didn't have too many
responsibilities, so I could get drunk as much as I wanted to. I had two
alcoholic parents so I knew a lot about booze. I thought I had decided that I
wasn't going to become a drunk like my parents. And I didn't—I became a drunk
unlike my parents. When I came home, my wife had had it. I went to AA on
Mondays to get her off my back. Meeting after meeting. And as it turned out, I
was one of those fortunate guys—I discovered sobriety. That's when my life
really changed dramatically. Sobriety brings with it very different
perspectives. I no longer had interest in the "naughty factor." I just wasn't
going to do that anymore. That was a big turning point. 


Coming back
from Spain and still wanting to do something else, one day, out of the blue, I
got a call from Phil Scuderi to come out to Boston. I said, "What the hell?" So
he sits me down in his office, and this is around Labor Day, 1976. And he has
this thick Boston accent: "Have you ever seen that Bad News Bears
movie?" So a writer named Victor Miller and I put together this silly little
rip-off movie called Here Come the Tigers with only three weeks of prep
and script. 




VICTOR MILLER, Screenwriter:



I started my
career as a playwright off-Broadway, but the whole process was so painful that
I decided to be a novelist. I switched paths and wrote a novel that was bought
by Bantam Books, a rather undistinguished paperback about a female private eye.
Then I moved into novelizations—Kojak episodes, mostly—and eventually
somebody asked me to take a novel called The Black Pearl and turn it
into a screenplay. I finally got around to seeing the movie and it was pretty
ghastly, but the people who produced it introduced me to Sean Cunningham, who was
wandering around New York at the time. This was around 1977. 


I was very
impressed with Sean. He had an incredible mind and seemed to know a lot. And,
of course, he had done Last House on the Left, which was a lot more than
I had done. Though it's funny, because Sean was anything but scary—he was goofy
and sort of carefree at that point. I remember we were both commuting back and
forth from Stratford and Westport, and we would be on the train for an hour,
talking about projects we were going to do. I also always liked his metaphor
that a good movie was putting together a good rollercoaster for people. We both
wanted to make a living at it—we definitely thought about movies as entertainment,
not as teaching tools for the universe.


BILL FREDA: 


The stories go
that Sean used to ride the railroad to New York City and play cards with
people. Though I don't believe that, because when I met him he had a nice home
and he and Susan were still married. Someone there had money so he was able to
survive. Sean eventually hired me to edit two of his kids movies for him—Here
Come the Tigers and Manny's Orphans. They were good; in fact, I
actually look back on them and think they're better movies than Friday the
13th. But, of course, they weren't horror movies. 


I had heard of Last
House on the Left, but I wasn't interested in background when I took the
job on Here Come the Tigers. It was a low-budget movie and it gave me a
chance to cut dialogue, and that was about it. And I liked Sean, he's a very
sweet guy. Though, and I hope this doesn't reflect poorly on anybody, but I
think Sean was in it for the money. And at that time, why not? Though, and I'm
not sure if this has anything to do with the way those kids movies were
received, but I just don't think he was very creative—he was not a "filmmaker,"
in that sense.


SEAN CUNNINGHAM:


I don't remember
what the connection was between Victor and I, but we just hit it off. Then was
like he was a constant. A very funny guy, and always a lot of fun to work with.
I think Here Come the Tigers cost like $250,000, if that. It could be
much lower. It was guerrilla filmmaking. It was all kids from the local little
leagues; it was like being on a three-week field trip with a bunch of
sixth-graders. It was good and bad, frustrating and exciting. I loved it. Those
were the greatest times I ever had making movies. 




VICTOR MILLER:


Those where the
days when everybody said, "What America needs is a good G-rated movie." I guess
Here Come the Tigers made its money back, but they lied about America
wanting G-rated films. But that did not stop us from making another G-rated
film right after it, Manny's Orphans—or Kick, depending on which
version you saw. Steve Miner had come up with the idea for it and I wrote the
screenplay and we did it, another low-budget film, and shot it around
Bridgeport, Connecticut. 




HARRY MANFREDINI, Composer:


I didn't start
scoring films until I was 35 years old. There was a film community in New York City
back in the 1970s, but it was all about production. Post-production? No. The
opportunities were very slim. So I had been working on documentaries and short
films. Two of them, Angel and Big Joe, with Paul Sorvino, and The End
of the Game, both won Oscars in the short film categories. And I did one
porn film, Through the Looking Glass, which was actually a great way to
learn scoring, because there's little dialogue and 90 minutes of music—you
really got to hone your technique. Anyway, I have this theory that you can't do
three pictures in New York City without clicking with somebody involved with
those three pictures. It was too small a community. And one day I was
introduced to a guy named Steve Miner, who was editing for Sean Cunningham.
Steve had seen one of the shorts I scored and said to me, "Oh, you did this?
We've got this kid's film, would you do it?"


The first two
movies I did for Sean were Here Come the Tigers and Manny's Orphans.
I loved Sean—if you don't like Sean, you don't like sliced bread. He's so
amicable and extremely bright. And he is one of those guys with such great
ideas, but he's usually just a little late with them. Manny's Orphans
was a movie about soccer when soccer was just starting to get big in the United
States. And then soccer didn't make it, and neither did Manny's Orphans.



Robin Mogan as the ill-fated Annie. 


SEAN CUNNINGHAM:


We had this notion
of a bunch of orphans in a halfway house, and they put together a soccer team
and the underdog wins. Again I loved working with kids, and it was a lot of fun
to make. This time, I really thought it was going to be a breakthrough film for
me. Then we went out to try and sell it and the reaction was lukewarm. United
Artists said, "Let's take this and use it as a pilot for a TV series," and they
optioned the movie. That was the good news. The bad news was, all they did was
option it, but they didn't buy it.


This was when I
was trying to figure out what the heck we could to do keep the lights on and to
support my wife and my kids. I loved this notion of doing warm, fuzzy children's
movies, but that wasn't gonna pay the bills. I decided I had to make some kind
of other movie. I didn't want to go back to horror, but we were broke. And the
most important thing you can do in a film career is make money. Because if you
make money, people will let you make more films and take chances and nobody
will blame you. After 10 years I didn't want to make things any longer that
people didn't want to buy. I wanted people to pay me to put images up on a
screen, so what could I put up there that they're going to like? 


Sean Cunningham would find the
answer he needed with the release in 1978 of a low-budget, independently
financed and distributed horror film entitled Halloween. The story of an
escaped mental patient named Michael Myers who returns to his hometown to stalk
and murder a trio of babysitters, the film's stylish direction by John
Carpenter and easy-to-replicate elements—a simple but effective structure,
limited locations, a masked killer and a fresh-faced cast of relative
unknowns—served as the blueprint for a new sub-genre of horror film that would
soon become known as the "slasher" movie.


Although
excited by the commercial possibilities of following in the success of Halloween,
Cunningham's return to horror was still a reluctant one. Even if the film that
would become known as Friday the 13th was more calculated rip-off than
genuine inspiration, the roots of its conception, development and financing
would, ultimately, need to begin with the relationships Cunningham had forged
eight years prior—and the three men with whom he had sworn he would never do
business with again.


VICTOR MILLER:


Around early 1979
I was living in Stratford. Sean and I were going to each other's houses
probably three or four days a week, just working on things. We were coming up
with projects that we thought would be great for Clint Eastwood and other stuff
that, of course, never got made. Then one day he called me up and said, "Halloween
is making a lot of money at the box office. Why don't we rip it off?"


STEVE MINER:


I loved the
original Halloween. It was a breakthrough for American cinema. It
pioneered the concept of the independent film having mainstream success, and of
a certain type of horror film as a sub-genre. And it was really well done—it
relied on classic suspense and situations, and not gore. With Friday the
13th, we tried to copy the success of Halloween, clearly. We did it
to break big into the movies. At the time, we were working out of a garage in
Connecticut. We didn't even have a script. 


BILL FREDA:


I can tell you how
I first heard about Friday the 13th. It was a while after Manny's
Orphans, and Sean Cunningham called and said he was doing a feature and
that he was going to make me famous. I remember I said, "I don't want to be
famous—I just want to be rich." I never forgot that. That is the kind of
attitude we were talking about here. 


SEAN CUNNINGHAM:


Victor and I sat
down at the kitchen table and started kicking around the concept—we'll take a
remote location and put a lot of young people in jeopardy. Then we went down
the list: are they in jeopardy from a real force or an imaginative one? Who's
going to survive, if anyone? Locations were kicked around, too. How about an
apartment building? A funhouse? An amusement park? An island off the coast of
Spain? 


VICTOR MILLER:


Everything
happened really fast. This was the middle of 1979. My first week's work was
coming up with about 50 different venues. Anywhere that kids would be. Like
high schools, playgrounds, forests, whatever. I would go over and pitch my
ideas to Sean and we would say, "Nah, nah, nah." Then I remembered that going
away to summer camp was just too scary for me. My older brother went to camp
and I did not like the stories he came back with—the whole idea of living in
these big rooms with people and sleeping in double bunk beds sounded pretty awful. So I
finally went over to Sean's and said, "I think I got it. It's a summer camp
before it opens." And we both said, "Yippie!"


I went off to my
little office, typing my life away. And after I started writing I came up with
the highly unfavorable title of "Long Night at Camp Blood." That was its
working title until about the third or fourth draft, when Sean came and said,
"I've got the name of the movie." 



Top left: "The scene where Annie comes into the tiny diner and announces she's going to Crystal Lake, and the people just stare?" says director Sean Cunningham, "that was just trying to set mood. So the audience would think, 'Oh, there's something out of the ordinary going on here!'" The scene also features an early screen appearance by actor Irwin Keyes (center), who would go on to provide the likeness for the titular character in the blockbuster Shrek animated motion picture series.



SEAN CUNNINGHAM:


While I was
working on Manny's Orphans, I was trying to figure out a marketing campaign for
that movie and distributors were telling me, "The title's no good. 'Manny' is
too ethnic. 'Orphans' sounds too sad. We should have another title." So I
started making these long lists of titles and one that just came into my head
was "Friday the 13th." I didn't know what it would be about, but the title
intrigued me. And out of frustration I thought, "Christ, if I had a picture
called Friday the 13th, I could sell that! But what am I supposed to do
with this?" I had been toying with it, and it just kinda stuck in the back of
my mind. 

So I took out this full-page ad in Variety over the Fourth of
  July weekend of 1979 that said, "Friday the 13th" in great big block letters
  and crashing through a mirror. And underneath it read, "The Most Terrifying
  Film Ever Made! Available December 1979." Immediately I started getting all of
  these telexes from different foreign distributors all around the world who said
  they'd love to see this picture. 


I had gone away
from the investors at Hallmark, but after I placed the ad they called and said
they would like a piece of it. I was trying to budget it at $500,000, and they
came in with an initial offer of $125,000. It was a good start. Then they came back
 after we had an early draft of the script and they said that they
had changed their mind—they wanted to invest the entire $500,000. They really
wanted to control it all. We tried to negotiate the deal in a certain way that
I thought I could live with, but they wouldn't cave on a few points that I
considered to be crucial, like who gets the money and when, and cash flow.
Finally, one night I was having a phone conversation with Phil Scuderi. I said,
"No. I just can't do it." And I hung up on him. It wasn't the wrong thing to
do—it was the right thing to do. And I think it would still be the right thing
to do if it were only myself involved. On the one hand, they're putting up all
the money, so we get to make the movie. On the other hand, it was just going to
be like signing up for a root canal. It was a way to go forward, but it was
another way to go backwards.


That was a very
troubled night. I spent it tossing and turning. Then I got up early in
the morning and went jogging. I remember this so clearly. I thought, "It's not
the deal you want, but it's not the movie you want, either. And all these
people are counting on you. Fuck, what's the big deal?" So I come back to the
house, it's 6:45 a.m. and my kids had just gotten up. I called Phil at home and
said, "I thought about our conversation last night, and I changed my mind. I'm
willing to do it on the terms you suggest." And he said, "I'm glad you called
because I was just leaving the house." He was about to go take the money and
invest it in a shopping center. That's how we got to make Friday the 13th.
It really came down to, if I had called him 20 minutes later it never would
have happened. 


With the relentless shocks of Halloween
still fresh in the minds of young moviegoers, Sean Cunningham realized he had
to do more than simply replicate the modern scare techniques and camera
trickery employed by the likes of John Carpenter and Alfred Hitchcock before
him. What could his film bring to the marketplace that was fresh and
commercial? Could the inspiration for one Cunningham's early dream projects, an
aborted attempt to film Hansel & Gretel, and the disturbing, often
graphic imagery of the Grimm's fairy tales, be updated for the sophisticated,
sensation-starved youth audiences of 1980? And how could the creative and graphic
murder sequences suggested in Victor Miller's script be realized practically
and logistically on a limited budget? 


With the
arrival of a 26-year-old makeup effects artist named Tom Savini, Cunningham
would have his answer. 




SEAN CUNNINGHAM:


I discovered Bruno
Bettelheim and his book Uses of Enchantment back in the mid-1970s when I
had tried to develop an update of Hansel & Gretel. He says one of
the values of these grim, ugly fairy tales is that young people have unnamed
fears: fears of abandonment, fears of death, fears involving sexual repression.
Scary stuff. Parents read these stories and get spooked, but the kids love it,
because at a young age we don't have words or names to go around these things,
we just know they are out there lurking. What fairy tales can do, and by
extension certain kinds of horror movies can do, is take the fear, dress it up
in a costume, look at it in the safety of a story and then put it away. As a
result of listening to the story a number of times, each time the fear becomes
more and more manageable and less and less scary. 


I also believe
that, as teenagers, we think of ourselves as invulnerable. Bad things happen to
other people, but not to us. And everybody has that story of somebody in high
school who got on a motorcycle and hit a tree and died. And the school is in
shock. "How could this possibly happen?" It's simple—you get onto a motorcycle,
you run into a tree, you die. These events call into sharp focus the fact that
we are vulnerable. This is where we wanted to go with Friday the 13th,
to deal with untimely, unwarranted death. I still think that's at the core of
the most successful horror films. 


We also had a
really tough bullet to bite—there is no discount for the patron at the box
office to see a low-budget movie. On any particular night, people are either
going to see your film or someone else's. They are all first-run movies. Even
at that time, the whole idea of a second feature, the B-movie that plays at drive-ins
and exploitation houses, didn't exist anymore as a viable alternative to
conventional distribution. That was the reality. So when Victor and I were
conceiving Friday the 13th, we were very aware that what we needed to
create something that had an element of circus to it.


VICTOR MILLER:


From a very early
age, my mother and father called me a worry wart because I was always creating
these dire scenarios. If I had an infected finger, well clearly I was going to
die by the morning. Certainly the idea that my mind instantly leaps to a negative
outcome made it possible for Friday the 13th to happen. Each of the
killings in the film did not need to be particularly gory but they had to be
inventive. They certainly had to be something very personal and a hand-to-hand
thing. It was one of Sean's pieces of wisdom that guns are terribly impersonal
weapons. Unless I can wrap my hands around your throat, it is really not
killing you, because murder is a very intimate act and you have to take full
responsibility for it. 


SEAN CUNNINGHAM:


I had, in fact, no
notion of the tradition of the European body count movies or the gross-out,
Grand Guignol kind of thing when I conceived of Friday the 13th. I never
saw Twitch of the Death Nerve or any of those other movies that people
say influenced Friday the 13th—the first time I ever heard the name
Mario Bava was when I went to a film festival in 1986 or '87. I knew that
Hammer made some movies, but the idea of Spanish or Italian or Japanese horror
films—I didn't know anything about it. I was not even aware of horror films in
the United States! But there was a film George Romero had shot in Pittsburgh, Dawn
of the Dead, that came out right when we were working on Friday the 13th.
I hadn't seen it, but Steve Miner had, and told me that this special effects
guy Tom Savini is somebody I should talk to. That maybe he could meet with us
because he knows low-budget filmmaking and he could give us some advice, or
help us.



Camp Crystal Lake counselors (clockwise from top left): the late Laurie Bartram as Brenda; Jeannine Taylor and Mark Nelson as Marcie and Ned; Harry Crosby and Adrienne King as Bill and Alice; Kevin Bacon (right) as Jack and Peter Brouwer as camp owner Steve Christy.


TOM SAVINI, Special Makeup
Effects:


The whole reason I
got into effects was seeing Man of a Thousand Faces, the story of Lon
Chaney. He was a silent screen actor, a make-up artist and a stunt man—all the
things I wanted to be when I grew up. Lon was my first inspiration, and of
course Jack Pierce, the guy who created Frankenstein and the Wolf Man. Then,
after that, Dick Smith, who is still the greatest living make-up artist today.
And of course Rick Baker, Rob Bottin—those guys are in a class all by
themselves. They're my idols, my inspiration, who I strive to be like. 


My first memory of
Sean Cunningham is of a whirling dervish. I remember I went to his house in
Connecticut and we talked about the film, effect by effect. Sometimes the
script was pretty descriptive as to what it wanted, sometimes it wasn't. But
that was the fun—inventing how to do this stuff. Then, I could give Sean a
budget and how many people I needed, and how long it would take to prepare.




VICTOR MILLER: 


I remember it was
a hot summer afternoon in 1979 and this guy came up in his car with
Pennsylvania plates. It was Tom Savini. We sat around Sean's patio and I was
stunned. This guy was saying things like, "Okay, on page 43 you've got an ax in
the face. Now, do you want a fake ax on a real face, or do you want a fake face
with a real ax in it?" I looked at Sean and said, "My God, I just write this
shit!"


SEAN CUNNINGHAM:


Tom Savini is a
fucking nut. He's wildly energetic. He's got this Peter Pan quality about him,
and this desire to have fun and play around, and boundless enthusiasm. So crazy
Tom comes up and we all hook up, and he's just loves the notion of the idea of
the film. He throws himself into it and he's got all of these ideas on ways to
push the envelope, to do things that  hadn't been  done before. 


It was Tom, Steve
and Victor and I hanging out in my backyard, asking, "How can we do this?"
Victor and I had been trying to figure out better ways to tell the story, but
we were never sure what we could or couldn't do. This was the era of low-tech
makeup and special effects. Now, we're so spoiled with computers and
CGI—anything you can dream up you can just put on the screen. But in 1979, if
you wanted to chop someone's head off onscreen, it hadn't been done before. We
were creating a magic show, and that the fun would be that you know the
magician didn't saw the girl in half, but dammit, it sure looks like he did.
You've been tricked but are delighted by it. That is, ultimately, what we were
trying to do. It wasn't really about grossing the audience out—it was about
showing the audience something that they hadn't seen before. 




TASO STAVRAKIS, Effects
Assistant:


Tom Savini and I
were best friends in college. We both grew up in Pittsburgh. I was an actor,
and Tom was teaching acting and makeup classes. I went on to do Dawn of the
Dead with him. It was low budget and they didn't have any stunt guys, so we
said, "Hey, we can do that, too!" Then we just kept finding these low-budget
pictures like Friday the 13th. It was great. And Tom's signature was
that he didn't want to cut away from the horror moments—he wanted to watch it
and see it, like a cartoon, which is something that no one else had done. It
was thinking in reverse. Tom and I both come from a theatre background, so we
would always say, "How can we do this stuff live? How can we do it right here,
in front of an audience?" That was the approach we went into with Friday the
13th. It was just a big game. 


The hodgepodge of characters
that pepper Victor Miller's script for Friday the 13th are undeniably
generic, albeit dependable, archetypes: roughly a half dozen thinly sketched, would-be
victims familiar to any American teenager—the good girl, the practical joker,
the jock, the slut, the potential boyfriend. And in the film's heroine, Alice,
Miller would build upon the foundation laid by Carpenter's prototypical
babysitter Laurie Strode in Halloween, while also granting his creation
a resourcefulness and intelligence lacking in many a transparent scream queen
past. 


Few answering
the open casting calls could have expected anything more than just another
low-budget horror film in the wake of Halloween's success, but for one
group of fresh-faced young actors, Friday the 13th would be a very lucky
day indeed. 


VICTOR MILLER:


I was sitting in
the waiting room at Columbia Pictures after Friday the 13th had come out
and was such a success, and I heard one of the guys describing the movie as
"the Pepsi Generation being horribly killed." I had started by peopling the
script with types. It just seemed like I needed enough really good-looking
young people, all clean-cut and nice—you couldn't just have two or three people
to open up a camp. And although I was 40 years old at the same time, I had a
house full of teenagers, so I could ask them anything that was necessary. Plus,
I have always been enough of a "Peter Pan" to identify downward...




SEAN CUNNINGHAM:


I remember
thinking what was so scary about JAWS were the point-of-view shots of
the shark looking up at the legs of all these innocent children and lovers and
parents. It wasn't that they did anything wrong, or right. With Friday the
13th, I wanted to create this world of young lovely kids, and somebody is
going to bite their legs off without any rhyme or reason. And therein lies the
fear. 


We'd never used a
casting agency before. I was very fortunate to run into Barry Moss in New York.
He worked with Julie Hughes at TNI Casting, and they were primarily theatrical
agents. Barry really responded to it; Julie wasn't quite so sure. But they
broke their necks to get me the best actors they could find and were absolutely
instrumental in getting us the credible cast that we wound up with. 


BARRY MOSS, Casting Director:



We had done Hero
at Large and The Champ before Friday the 13th. We didn't
think it was a comedown, not at all—this was before the stigma of horror
movies. There was Halloween, which was a big hit, and this was the next
one. It wasn't grade-A, but in New York actors loved to do movies because there
were so few opportunities. And I loved the script. I remember reading it one
night on my little terrace, "Oh, no, not Jack! Don't kill Jack!" 



Adrienne King won the lead role of Alice in Friday the 13th over hundreds of other girls—and to the surprise of no one more than King herself. "The funny thing was, they were looking for a star name," smiles King. "I even heard Sally Field was being considered at one point. Thankfully, she didn't do it!"


KEVIN BACON, "Jack":


Ever since I was a
little kid, I always had an over-developed fantasy life and plugged myself into
those fantasies whenever I could. By the time I was 9 years old, I wanted to
be a painter. When I was 13, I wanted to be a conga drum player. Then, when I
reached 15 or 16, it came to me that I was going to be an actor. And I had a
really strong sense that I was going to make a living even though I was going
to be an artist. That was a big driving force, because I wanted to be free from
any financial connection to my parents as soon as I possibly could. I didn't
want to owe anybody anything—I still think of myself as a workhorse. The summer
I turned 18, I remember coming up out of the New York subway at 72nd Street and
Broadway, with my little suitcase, thinking it was the center of the universe. 


My first movie was
National Lampoon's Animal House. I was attending Circle in the Square at
the time, and the casting director called up the school and said, "We're
looking for preppy freshman, wet behind the ears." It didn't register as
anything real. The guy said, "How's scale?" and I said, "Scale is fine." I had
no idea what scale meant. I ended up with a couple of scenes in that movie, in
which I get whacked on the backside with a paddle and flattened into the cement
at the end. And after five weeks on the set in Oregon, I figured I was a movie
star and didn't have to go back to school. Six months later, there I was, back
in New York, waiting tables. 


I heard about Friday
the 13th because I traveled in some of the same acting circles as Mark
Nelson, and I knew Jeannine Taylor as well. I think the casting directors just
thought we worked well together as a threesome. 


BARRY MOSS:


The first thing
you do when you cast is, you read the script and write down your ideas for the
role. Then you send a breakdown out to all the agents and ask for their
submissions, and they send you headshots and resumes. From there you
audition—usually the casting director interviews everybody first, and then you
bring back your top choices to read for the director. On Friday the 13th,
we usually brought in about three or four actors for each part, and sometimes
you just get lucky right on the first day. Like when you bring in Kevin Bacon,
and he's the answer—you don't even have to bring in anyone else.




SEAN CUNNINGHAM:


At that point he
wasn't Kevin Bacon the movie star as we know him now, he was just a kid from
New York trying to figure out how to make it happen. And he had a chance to be
in a movie, to have a bunch of lines and show what he could do. I thought he
was really smart. And I guess he still is great looking, but he was a great
looking kid. It was kind of a no-brainer to hire him. 




JEANNINE TAYLOR, "Marcie":


I had the bug
pretty early. I began to take voice lessons at the age of 14 and then sang in
school assemblies and at church and community events. Then I got some parts in
school plays, and began to yearn to be a serious actress. Right after college I
immediately moved to New York. I couldn't wait. I had the great fortune to work
with really fabulous, renowned artists very early. I was incredibly lucky. I
was living many an American girl's dream. 


As far as acting
in major motion pictures, frankly, I didn't think I was pretty enough; I didn't
ever think of myself in that way. Friday the 13th was kind of a fluke,
really. Barry Moss and Julie Hughes were a big part of my auditioning because
they were very well regarded. I was very confident that any part that came
through that office would be a good opportunity. I didn't even really think of
this movie as a horror film. To me, this was a small independent film about
carefree teenagers who are having a rip-roaring time at a summer camp where
they happen to be working as counselors. Then they just happen to get killed. 


MARK NELSON, "Ned":


Friday the 13th
was my first movie. I had done an off-Broadway play at the Joseph Papp Public
Theatre right after college, and some other small theater jobs. I had also done
a few plays with Jeannine Taylor. 


I first got sides
from the script, a comedy scene among the counselors. Then I got called back
and my agent told me that they wanted me to come to the second audition in a
bathing suit. That was when I was clued in that something was unusual about
this movie. It certainly was not a straight dramatic role, and it was only
after they offered me the part that they gave me the full script to read and I
realized how much blood was in it. I did wonder how it would turn out, but I
knew that Kevin Bacon was going to be in it and I liked Sean Cunningham from
the auditions. And I was anxious to start an acting career. 




ROBBI MORGAN, "Annie":


I was a child
actress. At age 5, I did an episode of this TV show called "Kraft Musical,"
and Rock Hudson, believe it or not, was on that particular show along with a
group of little girls who played Shirley Temple, and I was one of them. Then by
the time I was 6 years old until I was 9, I was the lead in off-Broadway
show called Curly McDimple. It was a very coveted role to get—an amazing
showcase for a little girl. Then I did a horror movie called What's the
Matter With Helen?, starring Debbie Reynolds and Shelly Winters. They were
looking for a girl to do the Shirley Temple part but felt I was already a bit
too old. But there was another part for a girl to do Mae West, so I got that
role instead. 


I originally went
in to audition for Barry Moss and Julie Hughes for something else. They said,
"You know, Robbi, you're not really right for this, but there's a movie called Friday
the 13th and they need an adorable camp counselor." I was 17 or 18 years
old. And when Sean called me to tell me I had gotten the part, he just said, "I
just want to make sure you're joining us!" And I said, "Absolutely!" It was
only going to be a day or two of work, but I was just thrilled.




RON MILLKIE, "Officer Dorf":



I had known
director Sean Cunningham back in the days when he was doing industrial films.
Even then I remember thinking he was going to make it. I told him that, too.
"You're going to be big someday." Because Sean's really sharp. A short man, but
good-looking. And he was always easy to work with. Then a few years later I saw
the notice in Variety: "Now filming—Friday the 13th, directed by
Sean Cunningham." So I called him up and he said, "Come to think of it, there
might be a part for you. I was going to play Dorf myself. Why don't you come on
up?" It was the only part that had not been cast. And in the script, Officer
Dorf was not specifically comic relief. But the first time I read it, I saw the
humor, so I did it real funny. And Sean said, "No, no, don't do that. Just play
it more like a real cop." So I did it that way, and he was right. And Sean just
said, "Great, you got the part."



Filming Friday the 13th. Actors Jeannine Taylor and Mark Nelson rehearse a scene as Kevin Bacon looks on (top left)—this still was taken on the very first day of principal photography, September 4, 1979. Bottom left: Director of Barry Abrams grabs a few winks during a break in filming, while  the crew (right) manage to steal a catnap between setups.


RONN CARROLL, "Sgt. Tierney":



The majority of the
work I've done has been on Broadway and in New York, but throughout the 1970s I
had done a tremendous amount of commercials. I would always have people
recognize me at grocery stores, or sit next to me in airplanes and say things
like, "Weren't you the apple in the Fruit of the Loom commercial?" But I'm
always delighted when someone remembers me. And in my situation as sort of a
character actor, I've played bigger roles, and not so big roles, but I've
always wanted to do things that I wanted to do, or I thought would be fun to
do. The size of the role has never been an issue with me. And work begets work.



My agents called
and said Sean Cunningham asked if I would come in and read for this policeman. I
had no idea what kind of movie it was, except that they said it was "sort of a
horror film." I never even saw an entire script, only the sides of my scenes. Then,
a couple of weeks after I read, they called back and said Sean wanted me for
the role. I said to my agents, "But I'm doing a show." I was actually doing On
Golden Pond on Broadway at the time. And they said, "We know, but it is
shooting entirely at night—late at night. So they'll pick you up after the show
is over, and drive you out to Blairstown where the camp is." So for about one
week, I was doing On Golden Pond during the day, and Friday the 13th
at night.


SEAN CUNNINGHAM: 


One of the things
that Barry Moss brought was Harry Crosby. Who, as it turned out, was Bing
Crosby's son. That doesn't necessarily make him a good actor, but I was aware
that that would be something for people to talk about. And he was very
conscious of being Bing's son—but never to use it. At that time, he was just
trying to just do something on his own. And it turned out he really served us
very well.




BARRY MOSS:



There has been
talk about the casting of Harry Crosby in the movie, as Bill—that it came about
because of Halloween, where you had another up and coming actor with
famous parents, in Jamie Lee Curtis. But we weren't copying Halloween—that
was not intentional. Next to Alice, Bill is ostensibly the male lead in the
movie, and I did want to get a name in that role. Harry wasn't a name on his
own, but there was an interest about the fact that he was acting. 




ADRIENNE KING, "Alice":


My mother started
me and my sister and my brother in commercials when I was 6 months old. I was
pretty young—I didn't have a lot to say about it. Then I quit school. I'd
commute to New York, take my lessons, I did a few soaps, off-off-off Broadway,
just the thing every young actor in New York does when they want to be a
serious actor. You do it 100 percent of the time, whatever you can. And
commercials kept me alive. I was a Burger King girl for a while. I even had
someone put a reel together for me at one point—a history of my life through
commercials. And the last commercial was me holding a  baby in a
Dolby spot. It was totally full circle. 


At that point, in
1979, I had spent a few weeks as a dancing extra on Saturday Night Fever.
I'm one of like two blondes in the dance scene. They used us for everything—the
continuity is so off that I had different hairstyles and dresses during the
same song! But it was great—I felt like things were clicking and happening. At
the same point I was auditioning for Friday the 13th, I was auditioning
for Grease on Broadway. It was a very exciting time. 


BARRY MOSS:


There was an open
casting call for the lead, Alice, a promotional thing to get people excited
about the project. Adrienne King was a friend of somebody who worked in our
office, who had told us about this girl she thought was marvelous. So we
brought her in as a favor to this woman, and after she read, Sean said, "You
sneaky guys! You saved the best one for last!" 


SEAN CUNNINGHAM:


They brought in
every young actress in New York. I liked Adrienne King when I met her.
Vulnerable, girl-next-door type. She didn't seem like an actress, she seemed
like a kid, which was true for most of the actors in the movie. I wanted a
sense of real people who could act and behave naturally, and Adrienne gave me
that sense. I liked what she brought to the table. It's one of those things
where she just had something. 


ADRIENNE KING:


The audition
process took an entire summer. The funny thing was, I heard that they were
looking for a star name. I even heard Sally Field was being considered at one
point—thankfully, she didn't do it. The first time I auditioned was in one of
those rehearsal houses and there were hundreds of people in the hallway.
Hundreds. And it wasn't even a scene, it was just "Hello, here's my picture.
I'm young and nubile and I can scream really well." I think that's what locked
it for me, I really do. My scream was bloodcurdling. My mother was in the room
at the time and she jumped up and thought I had been hurt. 


It wasn't until late
August, almost Labor Day, when I got a letter and that made it official. It was
magical, just magical. I didn't sleep that whole summer. 


Dated August 21, 1979, Victor
Miller's third draft of "Long Night at Camp Blood" deviated unusually little
from the final shooting script of Friday the 13th, and it was with this
draft in hand that Sean Cunningham had completed pre-production for the film,
including scouting locations, assembling his crew and completing casting
sessions in New York City. 


Production on Friday
the 13th officially commenced on September 4, 1979. Budgeted at
approximately $600,000, the film was shot on location in rural Blairstown and
Hope, New Jersey, over a period of seven weeks. If the adventurous team of
filmmakers was initially aghast at the marginal accommodations afforded by the
movie's modest budget, the early days of the production would see a cast and
crew brimming with an enthusiasm and optimism that assuaged any complaints.
Though no one involved could possibly know that they were at ground zero for
the birth of a franchise, in retrospect they would collectively create what
became the production template for all Friday the 13ths that followed.
It was, by all accounts, a true filmmaking summer camp—albeit one with a body
count. 





"It was a movie about kids having a blast at a summer camp, and we really were a bunch of young, carefree actors having a blast," says actress Jeannine Taylor. "A little bit of cinema veritÃ© there."



SEAN CUNNINGHAM:


When I ran the ad,
it said I would have the film ready by December, and I didn't think at the time
that it would be such a daunting task. I had discovered that a Friday the 13th
fell in June 1980, and hoped to be able to get the film into national release
by then. We set about trying to lay the foundation over the month of July and
August by finding locations. We shot in a tiny little town in New Jersey called
Blairstown that is a bedroom community for New York. I used my art director Virginia
Field and sent her out to find camps to get the thing rolling. We went in
completely below the radar out at a Boy Scout camp—and only after we made a
contribution to the Boy Scouts of America—waiting for them to go back
to school before we could take over for a few weeks and shoot the movie. We set
up shop in these little rustic cabins, with the production offices next to bunk
beds. There was also a little motel down at the end of the lane called
Travelers' Lodge, but a lot of the crew stayed in the cabins instead.


MARK NELSON:


Jeannine, Kevin
and the rest of the cast and I were all on the same bus out of Port Authority
in New York to the set. I remember the first day, people just introduced
themselves to each other on the bus as we got closer. And the motel was on the
highway, and so they would pick us up and bring us to the location. It really
was like summer camp. 


ADRIENNE KING:


It was Camp
No-Be-Bos-Co, or as we all called it, "Not-a-Very-Good-Boy-Scout-Camp." Most of
us stayed at that little motel, with its tiny rooms and no bathtubs, and the
Delaware River running behind it. And there really was nothing to do—you'd wake
up and then go to the set, shoot all day and night long, and then come back and
go to bed. We did all the day shooting for a couple of weeks, six days a week.
We maybe got one day off. 


When I look back
on it now, it's just a flash—most of my scenes I was on my own, so I worked
maybe only a week with most of the cast. For me, there wasn't time on the set
to really get to know and hang, or for socializing. And I was kind of a loner.
I think the dominant factor was that you had to be a trooper—you had to be
willing to go the full count and not be expecting any special treatment. But it
was one of those things where there immediately was a great bonding energy
because there was no money. When there's nothing you just have to hang in
there. For all of us, it was everyone's first big possibility. Everybody was so
psyched and hopeful. That was the feeling on the entire set. 



JEANNINE TAYLOR: 


Some people might
think it surprising that the set of Friday the 13th was so sunny and
devoid of neuroses, but it was in absolute contrast to the movie's ghoulish
subject matter. There was a jokey, breezy, carefree atmosphere on the set. We
didn't really have to act that—that was real. The location was part of it. It
was a beautiful, bucolic setting. We ate a lot of our meals together in the
dining hall, and we were even given the option of staying in the cabins. So the
cast fell into a kind of laugh-a-minute relationship with one another and I
think it added to the movie.




RICHARD FEURY, Still
Photographer:


My friend Marty
Kitrosser got hired to be the script supervisor on Friday the 13th, and
he called me up and said that he was doing a movie with these nice people and they needed
someone to do stills. So I showed them my portfolio and got hired on the spot,
$200 a week. I ended up staying there for every day of the shooting, from call
to wrap. They had all these beautiful boy scout cabins along the lake to stay
in, so every morning I'd walk down to the mess hall and have breakfast while
everybody else was piling in. I also had a rowboat right by the cabin, and I'd
go out and take pictures of the fog coming off the lake. It was great.




NOEL CUNNINGHAM, "Young Camper":



I always knew what
my dad did. It's the same as if I was the son of a train conductor—it's just
dad's job. Especially doing low-budget films. Back then it didn't have as much
allure as it does now. So going to the set was very much like just going to see
dad at work. I even played one of the kids in the opening prologue of Friday
the 13th. Just for a brief little stint in the cabin, the flashback scene
where the killer's P.O.V. walks around. I'm the kid in the second bunk on the
left. I was 12 years old. 


In our small town,
Westport, people had always known about Sean because he had made a couple films
in the area. And my dad always said that you want to work with people you like.
He compared it to going to battle—it's you and a bunch of other people working
really hard to get something done, and you're with each other 24-7. I remember
a Fourth of July party at the late Barry Abrams' house, who was the director of
photography, where we were lighting off fireworks. And I remember everyone
called Steve Miner "The Kid" because he was just a young guy. Though all of
this kind of changed after Friday the 13th—I guess things just blew up
after that.




BILL FREDA:


Friday the 13th
was all shot on location. There was no option to go into a studio or shoot on a
set—Sean didn't have the money for that. And in those days, shooting on
location was more interesting anyway. But I think it was an easy shoot for
Sean. He didn't have a big impersonal crew like you'd have today, and there
were no unions. It was like a family—Sean was able to use people he had worked
with and had a relationship with already. Steve Miner was a good friend, and I
think Harry Manfredini came up a couple of times. Sean has always been the kind
of guy who likes to be able to say to his crew, "This is what I need here," and
they just get it. 


The dailies
weren't very impressive, to be honest. It was like home movies. Everyone was
young and overacting. It wasn't anything to get negative about. They were
actors, they were doing a good job, but they were young. It's an off-shoot of
the director, too, and how much he wants to settle for. Although maybe I felt
that way because I was coming into this from outside—I wasn't living it, down
in Connecticut. It may have been a different feeling for them. 





"Many people have criticized some of the early scenes in Friday the 13th, that they are too slow and chit-chatty," says director Sean Cunningham. "Take the scene where Ned fakes his own drowning. By itself this scene doesn't play, but in the context of our expectation of what is in store for these characters, it means something different. All of this is eventually what will make the last act of the film work—you carry that emotional investment in what happens to these characters."



ADRIENNE KING:


Oh, yeah right,
major rehearsals on Friday the 13th! Not a whole lot. But there were a
lot of script changes along the way. I only had half the script when I got the
role, and it changed throughout, even on the day sometimes, so by the afternoon
we'd have new pages. And the revisions would be in a different color—by the
end, there were 15 colors. 


I think everybody
just developed their own character. It wasn't that difficult because I was
nervous. I think that's why the
first Friday is so special. Everybody just dug in his or her heels and
said, "You know, something's happening here." I felt that innocence when I was
shooting it. I remember my first day was the scene with Steve Christy, where I
hammer on the roof. Alice didn't really have any carpentry skills, did she?
Believe me, when I watch that scene, I start laughing—I hit one nail in the
roof, get down off the ladder, move it about an inch, then climb up again and
hit another nail. But I think the reason that Friday the 13th has
endured is because we were the kids next door. I think a lot of the teens that
saw the movie could identify with the characters: "That could have been me out
there." 


And Sean was right
there with us. I adore him—Sean is the best director you could have on a first
film. He was so great and patient and encouraging. There were a lot of
one-takes, but he was real clear about what he wanted, so if it wasn't right
we'd do it again until we got it right. There's one shot, the very first one of
me in the film, when I slap my knee once before saying hello to everyone. We
kept having to do it over and over again—I must have slapped my leg a hundred
times during that scene. They were like, "Would you hold your hands together, please?" And I was like, "Could you do a take with my hands tied behind my back, please?"


SEAN CUNNINGHAM:


The wonderful part
about making a movie at that point in everyone's career is that we were so
thrilled just to be seeing an image. We'd look at the dailies, and it had color
and sound! This was young filmmaking by young people. It's a wonderful place to
be, because a big part of our industry is about becoming jaded and spoiled. 




MARK NELSON:


I think the acting
is kind of naÃ¯ve, but enthusiastic. I remember I was really nervous on my first
day. It was the scene where Kevin and Jeannine and I are driving and then
arrive at camp in a truck. And I remember that, living in New York, neither of
us were really drivers—Kevin didn't even have a driver's license. So they had
to change it. Originally I was in the middle and Kevin was driving, but now
suddenly I had to drive. I did all right with most of it, but then we had to
get the shot where I drive in to the camp, park it and we get out. I wasn't
familiar with the truck at all, and I kept parking in the wrong spot for the
camera. Barry Abrams was real patient. He just said, "No problem, just do it
again." Then, finally, I park in the right spot, but we get out of the truck
and I slam the door behind me without realizing I never turned off the
ignition. I was totally embarrassed. 


Sean was always
very forgiving about things like that. He was a great guy and really tolerant
as a director, and always fun and excited to be there. Though everything was
shot very fast so Sean could also sometimes be really businesslike. I remember
I was under the water for a very long time for the scene where my character
fakes his drowning, and when the shot was over I was really winded. I was
completely out of breath and I just lying on the shore on the grass and
heaving. And I remember Sean stood over me and I was wheezing and he said,
"What's up with you?" Like I was some kind of a wuss for not jumping up and
doing a dozen push-ups after that.




RON MILLKIE:


Sean always had a
sense of humor and took things in stride. He never got stressed out; even when
we all made mistakes it was no big thing. I played Officer Dorf as a jerk, a
dork. I know cops like that—very filled with themselves, big men. But the funny
thing is, I can't even ride a motorcycle! So Sean said, "Just hold on to it!" I
did, but then I tumbled and the motorcycle fell on top of me. Everyone was
laughing. They ended up having to hire a real state trooper as my "stunt
double." Now in the film, I only make the motion of starting the damn thing,
and then they cut to my double riding off. Pretty embarrassing.


JEANNINE TAYLOR: 


Sean was very
easygoing and he knew exactly what he wanted, and he conveyed that mostly
non-verbally. If he didn't like something, he wouldn't say, "No" or "Don't," or
any of the negative words that make actors—especially young, inexperienced
actors—freeze and feel upset with themselves. He was very good that way. The
silent message was: "Okay, kid, if I don't say anything, you're doing all right
and if you're messing up I'll gently redirect you." 


I remember when
Kevin Bacon and I made the entrance into the cabin to do the sex scene, I was
extremely nervous because I was going to do this very private, naughty thing. I
was a modest person—I still am, really. So I did it very clumsily. I was just
really bad on that first take. Just to show you what kind of person Sean was,
he said "Cut," took me by the hand, privately walked me away from the rest of
the crew and said very slowly and quietly in my ear: "Now, we can do better
than that." He was very gentle and compassionate about it—it calmed me down
immediately. And I did a little better on the next take. 




KEVIN BACON:


When I first
started out, I had the idea that there were two sides to acting—"out of work"
and "star." That was a misconception that was blown apart when I realized that
there was this whole middle range of actors who were making a living in the
theatre, playing a wide variety of roles, tuning and tightening and mastering
their craft. So I took whatever acting work I could get at that time. I worked
as an extra, and tried unsuccessfully to land commercials. I did soap operas.
That being said, I think I was still really careful not to make work decisions
based on money. 


Friday the 13th,
honestly... it was material that, for whatever reason, I didn't necessarily
feel connected to. But I tried to take the size of the budget and the size of
the part and the size of the paycheck out of the equation. And then a huge
variety of things open up to you, because there is something about a truly
collaborative effort that really feels right. Movies are an isolated medium.
You're taught or learn to look out for number one—yourself. Rarely do you
encounter something that's really my concept of what an ensemble is. 



"When I wrote Friday the 13th, I had no background in horror movies whatsoever," says screenwriter Victor Miller. "Sean Cunningham made me go dutifully to see Halloween. I think that John Carpenter and Debra Hill did a wonderful job. And one of the things I noticed is that the first act of Halloween is filled with the more innocent scares. So I wrote a scene early on in Friday the 13th that called for a snake to be killed. I wanted to show that these kids could fight back and use violence if necessary."



RICHARD FEURY:


I got to know
Kevin, and he was a genuinely likable guy. He'd hang out with everybody.
Everyone got along. But it's funny— and I don't want to use the term "pretty
boy"—but at the time, you'd look at him and say, "He's really good-looking,"
and kind of discount him for that. And Kevin's probably seven or eight years
younger than me, and we'd talk once in a while. He grew up upper-middle-class
in Philadelphia, but he had a real working-class attitude. I don't think he was
thrilled to be doing Friday the 13th. He had higher aspirations—which he
certainly has fulfilled.




RON MILLKIE:


When I first
auditioned for the film, I read with Kevin, and even then I could tell he had
something special. I remember I was very impressed with him. He was improvising
with me; I didn't expect him to do that. He came over to my motorcycle and I
didn't know what to say, but I indicated for him to get away. Kevin made that
whole scene spontaneous and fresh. He was very good and very free.




ADRIENNE KING:


Kevin Bacon had
the greatest body. He was working out all the time. He would do like a
hundred push-ups, every hour. That's what he did in his down time.


ROBBI
MORGAN:


The only drag about the whole experience was that I
only worked a couple of days, so I didn't get to meet most of the cast. None of
the other counselors, not Kevin Bacon, no one. Even that scene early on, where
I'm in the truck with the truck driver and talking about going to the camp,
Sean filmed our scenes separately. So when I'm supposed to be talking to the
driver, played by Rex Everhart, and doing all that dialogue, he wasn't even
there. That was Sean feeding me the lines. It was tricky. And now, when I watch
myself, I can tell I got the eyelines all wrong, because Sean is a lot shorter
than Rex. It's like, "Oh, I'm not even looking at him!"




RONN
CARROLL:


Kevin Bacon,
Adrienne King and I used to ride out to the location at the camp. And as you
remember in the movie, I was always separated from all the kids. All my scenes
are like, "There's trouble down at camp! Where are we going?" And I had never
seen the whole script, so I had no concept of what Adrienne and Kevin were
telling me on our trips out, that it was going to be pretty gory. So I actually
used that for the character. That he seemed like a regular guy, just a nice cop
that got caught in the middle of this huge thing. I also think that Sean, like
most directors—he had vision as to who he saw the character as. He saw that
in me, that there was no tough side to this guy, that he was just a small town
sheriff in over his head.


SEAN CUNNINGHAM:


I have a
recollection of Laurie Bartram, who played Brenda, that this was an
adventure for her in particular. Laurie—she has since passed away—her whole
family background was Christian Fundamentalists. I think her father was a
minister. She was completely buttoned up—not uptight, but she was in fact very
devout. And her she was, in the middle of doing this horror cum sex
extravaganza at a boy scout camp! 




ADRIENNE KING: 


I remember Harry
Crosby being such a great and classy guy—he didn't like to talk about his
personal life. And this will put it in perspective—1979 was the summer of "Who
Shot J.R.?" And Harry's sister, Mary Crosby, was on "Dallas." And as it
turned out, she was the one who shot J.R., but no one knew it yet. Harry had to
keep it from all of us, and we all kept asking and pleading and begging him to
tell us what he knew. He had the inside scoop and at the time, this was huge.
But he never told.




VICTOR MILLER:


I thought they all
did a fabulous job. If it had been cast in Los Angeles, I think the look would
have been quite different. Clearly these are New York actors. The women were
not pneumatically endowed, which was a fantasy of mine, so I missed that. But I
thought it made it much more real.




SEAN CUNNINGHAM:


When you're
dealing with seven or eight would-be protagonists in a horror film, you really
don't have a chance to get into what you'd normally call character development.
And especially when you are casting low-budget films, what you ask the actors
to do is be consistent with who they are personally. That makes it easier and
credible to the piece. Sometimes it is a double-edged sword, because it can
work great or it can turn out to be a real embarrassment. But if you're
fortunate enough, you wind up with a situation where you just turn the cameras
on and your actors behave how they would behave in real life. No matter how
scripted it was, it would appear natural. Hopefully, there was some
feeling in the boy-girl relationships. I loved Adrienne King's work. Laurie
Bartram had those wonderful eyes, and that big smile. Jeannine was the tough
guy—I remember that she was small, but very strong. And a great sport. Robbi
Morgan's scenes were basically the prologue, so she didn't work that much, but
boy, she was a real treat. She was just all bubbly and light and fun. And Harry
Crosby, I found his manner to be incredibly warm and affable. He was a very
endearing man. If any of the actors didn't do better in this film, it's my fault.



As the first weeks of daytime
shooting came to a close, it was clear by incoming dailies that the carefree
and playful atmosphere on the set of Friday the 13th was translating to
the screen as well. The film's expository scenes portray a youthful exuberance
and teasing, non-explicit sexuality that would not have been out of place in
any of the tamer teen movies of the period, and was purposefully designed to
contrast the graphic horrors to come. Little seems to occur in the way of
narrative consequence or complex characterization, with a languid and
deliberate pacing that belies today's modern fast-cutting techniques. And as if
to intentionally rebuke—if only with the benefit of hindsight—Friday the
13th's reputation as a non-stop bloodbath, just a single onscreen murder
occurs during the film's first, post-credits 40 minutes. 


In a further,
intentional homage—or as some critics carped, outright pastichÃ©—of Psycho,
Sean Cunningham and Victor Miller would subvert traditional narrative
convention by introducing the audience to who they presume will be the film's
main protagonist, the soon-to-be-doomed Annie. These early scenes would also
introduce many secondary characters of the fictional surrounding Crystal Lake
community, that to this day remain fan favorites: the inept, bumbling Officer
Dorf; a kindly local truck driver Enos, played by the late Rex Everhart; and
perhaps most memorably, Walt Gorney as Crazy Ralph, the local "prophet of doom"
who's warnings of a "death curse" go tragically unheeded by the naÃ¯ve
counselors. If Cunningham and Miller remain not quite as convinced of the
effectiveness of some of these creative conceits, the first half slow burn they
constructed for Friday the 13th nevertheless cemented many of the
defining structural characteristics of the prototypical slasher film. 



 Ron Millkie was cast in the role of Officer Dorf after spotting an ad for an open call in Variety. "I had known Sean Cunningham back in the days when he was doing industrial films, so I called him up and he said, 'Come to think of it, there might be a part for you. I was going to play Dorf myself. Why don't you come on up?'" Millkie found the comedic character enjoyable to play. "Officer Dorf is a jerk, a dork. I know cops like that. Very filled with themselves, big men." 



SEAN CUNNINGHAM:


I was strongly
aware of the setup for Psycho—that the first girl you are introduced to
dies. I purposely set up Annie as the lead, and she isn't the lead at all.
That's why I think the audience is so surprised when she becomes the first
victim, because they didn't expect her to die. This is about structure—getting
the audience to buy in as the film progresses. Those early scenes with Annie,
like where she comes into the tiny diner and announces she's going to Crystal
Lake, and the people just stare—that was to set the mood. I think Sergio Leone
did that better than anybody—where somebody would come in to a new land and ask
for a drink, and everybody stops and looks. It's so the audience would think,
"Oh, there's something out of the ordinary going on here!"


Subsequently, many
people have criticized some of those early scenes in Friday the 13th,
that they are too slow and chit-chatty. Take the scene where Ned fakes his own
drowning. By itself this scene doesn't play, but in the context of the film and
our expectation of what is in store for these characters, it means something
different. All of this is eventually what will make the last act of the film
work. You buy in. If you play the hour that precedes it, you carry that
emotional investment in what happens to these characters.




VICTOR MILLER:


Sean was
instrumental in saying, "Look, we should learn from Alfred Hitchcock, when he
killed off Janet Leigh in this big, horrible surprise." Psycho totally spun
horror movies around, in that you could kill off a major contract player. That
resulted in the Annie character, and it is a piece of structure that I think
was really important. I certainly knew I had to establish in Friday the 13th
how helpless these characters would be. So that after Annie is killed, the
audience would say, "Whatever this movie is about, the people who made it are
not taking prisoners!"




BILL FREDA:


Sean saw the
overview of it. And that's a big compliment for him on the movie. I remember
one comment Sean made during the editing that I think really paid off. I was
moving a scene along. He said, "Slow it down." That was a big influence.
Because it's that pacing that, as an editor, you don't want so much. Today,
people would be like, "Let's get on with it." But at that time it worked. The
audience waited for the murders to happen, and to see how they happened.


VICTOR MILLER:


When I wrote Friday
the 13th, I had no background in horror movies whatsoever. But when I saw Halloween,
I loved it—I think that John Carpenter and Debra Hill did such a wonderful job.
And one of the things I noticed is that the first act of Halloween is
filled with the more innocent scares. So I wrote a scene early on that called
for a snake to be killed. I wanted to show that these kids could fight back, if
necessary, and use violence.


SEAN CUNNINGHAM:


The killing of the
snake, it was an important moment in the film. It was tone setting. Though it
was very upsetting that we actually chopped up that snake with a machete.


ADRIENNE KING:


Thank God PETA
wasn't around when we shot that! I was shocked. I remember that the owner of
the snake was just standing off to the side, tears running down his cheeks.


VICTOR MILLER:


One thing that's
funny about Friday the 13th is that there is only one reference to the
actual day Friday the 13th in the whole film. Sean called me and said, "Look
you got to put in some reference to the day in there. Otherwise, it's nice that
I came up with this title, but it won't have some kind of reverberation in the
movie." So I added that line, in the scene with Ronn Carroll, and had him turn
to Peter Brouwer and say that little bit of dialogue about how it's "a full
moon and a Friday the 13th" and all that. Talk about shoehorning! 


JEANNINE TAYLOR:


Doing nudity in
the film was a big decision for me. I consulted my agents and other people
about it, and I was told that, ultimately, it would be up to me. It was not to
be a condition of taking the job. And I initially decided not to do any nudity—that
was my decision. But then, when it came time to shoot the love scene with Kevin
Bacon, it seemed unnatural to worry about if my chest was exposed. It's
summertime—why is the girl all huddled up under a blanket or whatever? It
seemed unrealistic at the time. A phony, artificial thing. It just didn't seem
like a big deal while I was doing it, and less of a problem to just do the
scene as it would happen in life. To the degrees possible, of course—I was not
nude from the waist down.


It was only
afterward that I was very embarrassed. I said to myself, "Oh, no—you've taken
some of your clothes off!" My Victorian-era side came out. I was upset that my
family would see it, and my friends, and especially my elderly relatives. And I
was married at the time to a fellow actor and he had very nice parents who I
cared about very much. He had a lovely family and I thought, "My in-laws are
going to see this!"




ADRIENNE KING:


I think we were
lucky compared to later Friday the 13ths, and certainly slasher movies
at the time—there's a little T&A in ours and that's it. Though at one point
I remember someone saying, "Maybe you should go into the lake naked." But that,
thankfully, got overruled. And I do remember the "Strip Monopoly" scene came
out of nowhere. We all just had a laugh about that... 




VICTOR MILLER:


 "Strip
Monopoly" came from when I was 13 or 14 years old. Jane, Peter,
Henry Fonda and the third Mrs. Fonda lived down the road. My older brother and
me and the two young Fondas were always looking for things to do. One day we
played "Dirty Scrabble." There I was, not knowing that I was with the 15
year-old Jane Fonda. And that has always stuck in my mind. So somehow, I just
went to "Strip Monopoly."





"I was aware that we needed someone who the audience would think was the potential love interest for our heroine," says Sean Cunningham about casting Harry Crosby (below, right) in the role of Alice's doomed love interest, Bill. "And it turned out Harry really served us very well."



SEAN CUNNINGHAM: 


Friday the 13th
has very little nudity in it. It probably would have benefited from having
a little more but I was nervous about the MPAA in the first place. I was very
suspicious about the story value of nudity. I think there can be a lot of
commercial value to having nudity in this kind of a film. Not for story reasons
but purely for commercial reasons. Your primary audience is teenage boys and
they are interested in what naked girls look like. It is kind of fun at that
level. And there is always gonna be some version of a girlie calendar. But
there are also calendars that exploit motorcycles or exploit gay men. It's just
a part of our culture. I think if you make too big a deal out of it, you do
yourself a disservice.


VICTOR MILLER:


It was not
necessarily important that the heroine be a virgin, historically, in these
kinds of films, just that you not fool around. But I bent that rule around,
because it was more interesting to me, and because I was 40 years old
writing this. Remember that line Alice says to Steve Christy, "You did last
night?" That used to be a more important exchange about the nature of their
physical relationship, but it just got whittled down, both by budget and the
time constraints of shooting. The reason it was even there is because I really
wanted Alice to be more of an outsider. That is probably the only thing that I
was conscious of doing with her—that all the other kids kind of fit in better
with each other.




HARRY MANFREDINI:


I rarely go to the
sets of movies I'm scoring, because it's so boring—it's like watching paint
dry. And sometimes that is very strange, because then I'd go to cast parties
and, of course, everyone would know everyone else and they'd all wonder who I
was. Anyway, I did go to the set of Friday the 13th a couple of times,
though I guess I missed all the fun parts. But on one of the days I was there,
they were shooting a scene with the Crazy Ralph character. Walt Gorney, that
guy really was scary. He wasn't acting.




STEVE MINER:


I can't remember
why, but we called him "Ralph the Rat Man." Walt played him very well. I loved
the way he looked. He was just so strange. And Walt is really a very dedicated actor. I think that he
tends to live his roles—we'd be between takes, sitting around the location, and
Walt would be talking to himself. I don't know if he does that in real life,
but he did it on the set. Maybe because Crazy Ralph is so strange, Walt felt
like he had to act weird all of the time in order to stay in character. 




MARK NELSON:


The story was
going around that Walt was actually just some guy they cast right off the
street or something, but that's not true. I remember going to see Walt in a
play called Trelawny of the Wells when I was in college. He played the
butler in that. It was a huge cast with Meryl Streep and John Lithgow. And Walt
was terrific! It is still one of my favorite plays I have ever seen.


SEAN CUNNINGHAM:


One character I
did have reservations about was Crazy Ralph, and I still do. His function, in
the classical tradition, was to be the foreshadower. I know it's effective—like
"Beware the Ides of March," right out of Julius Caesar. It was also predicated
on the fact that I needed, for at least a while, somebody who might be the
murderer. Hopefully I he was able to help set the mood and tone. I can't tell
you if I really accomplished my intention.




VICTOR MILLER:


You needed to find
a way to keep any adult from being able to materially aide or save the
teenagers. I remember in Halloween, Jamie Lee Curtis would go around
banging on adult doors and say, "Help me, help me, help me!" and you would just
hear the adult voices inside saying, "Oh, it's just a kid, don't even open the
door." And they kept finding ways of getting Dr. Loomis out of the way. So all
of the adults, you had to keep them off the canvas. 


The Steve Christy
character was necessary to give credibility to the story, a legitimacy. Why
else would you have these kids just careening around, 18 year-olds
capable of opening up a summer camp by themselves? He also knew the surrounding
neighbors, he knew Sgt.Tierney and Crazy Ralph, and he knew the killer, so
through him, I could have the audience meet the camp. Still, it was very
important to use him sparingly and to keep him always doing something else
offstage. I made sure that he was out of the way. 


The only scene in Friday
the 13th that I did not write was the motorcycle cop. I was told that it
was the brainstorm of the man who came up with the cash, Phil Scuderi. And when
I heard about it I was just appalled, because the entire point was to create an
environment in which there was no way these kids could get any help from the
outside. Officer Dorf worked so far against that. With the adult characters, I
was not trying to save the kids from buffoons, you know? I like to think that
outside their world there were very effective adults who could have helped
them, but they were unable to get them or even knew what was going on. That
scene with the cop is the only one that I am aware of that has nothing to do
with me whatsoever. 


RON KURZ:


After writing a
couple movies for Phil Scuderi, I heard he was approached by a somewhat
down-and-out Sean Cunningham. Sean basically had a great title in Friday the
13th, but what Phil viewed as a rather tepid script by Victor Miller.
Before Phil would put up any money he wanted script changes. He brought me in
to do the revisions—Phil wanted some humor added, my forte, and he knew the
script needed something. He didn't know what at the time, but something. 


I have no
apologies for any humor I put into the script. Despite Victor's or Sean's sense
that it was detrimental, I'm afraid I disagree. If done right, humor and horror
can work extremely well together—complimenting one another—often lulling the
audience to a point where the horror, when it strikes, is more effective. 



Shooting the effect of Annie getting her throat slit was one of the many examples of the wizardry of makeup effects artist Tom Savini. "It really is a magic trick," says Savini. "What do I need to do to make the audience believe what they're seeing is really happening? With Robbi Morgan's death, all you saw was a knife come up into the frame, then the blade go across her throat. So we cast Robbi's neck and built a rubber appliance with a slit in it already, so when she tilted her head back, you'd see the would open. It is a primitive effect today, but still in use. In fact, after Friday the 13th, I think there was a cut throat gag in every movie that was offered to me."



SEAN CUNNINGHAM:


Back when we did Here
Come the Tigers, Victor Miller used a pseudonym. "Arch McCoy," that's the
credited screenwriter on Tigers, because Phil Scuderi made him write
some stuff that he just hated so much that he took his name off the credits. Ron
Kurz? I don't know that I ever met the guy. I think that potentially Scuderi
gave him money to write, but he never wrote for me. 


Its lighthearted early days
spent filming in sun-drenched cabins and on the shores of sandy beaches
completed, Friday the 13th would switch to a noctural schedule for its
final four weeks of shooting—seemingly unending long nights spent under a cloak
of darkness, in dank cabins battered by the howling winds, across vast and
eerie woods covered in sheet rains, and with the ever-present ticking clock of
the morning's rising sun always looming on the horizon. Having set up their
full base of operations in camp's mess hall kitchen, Tom and Taso would also give
the cast and crew what was often their first taste of working with complex
make-up effects—when they weren't terrorizing them with practical jokes—and it
was in these often arduous final weeks of shooting that the tone and visual
color of Friday the 13th would be fully realized.


Minimalist,
thrifty and occasionally crude, Friday the 13th both suffered and
benefited from the limitations of its small budget. Cunningham and his crew had
to be inventive with the resources at their disposal—limited equipment, the
moodiness of the location, and creative production design. But the result was a
dark, sparse, neo-veritÃ© nightmare influenced as heavily by the documentary
makers with whom Cunningham had rubbed shoulders during his early years as by
the more stylized films of the era that critics accused him of shamelessly
swiping from. 


SEAN CUNNINGHAM:


I wasn't
creatively invested in Friday the 13th. I didn't have "artistic"
inklings. The style was, "What does it take to tell the story?" And we created
technical problems that you wouldn't believe. We were out in this totally
remote location in New Jersey. Then, in the script, the storm comes in. And on
top of that, the lights have to go out. So I have to shoot this film with no
source light whatsoever, not even moonlight. There I am, out in the middle of
nowhere, trying to maneuver everyone. Consequently, it takes forever to go from
here to there. Anything you want to do is three to four hours of setup time. 


There have been
criticisms of the way Friday the 13th looks. My poor D.P., Barry Abrams,
he begged me for more lights. I didn't have the money. I was like, "Barry,
you're killing me! Why do we need all those lights!?" Friday the 13th
was almost the definition of minimalist filmmaking at the time. How low can we
light it to qualify as a movie that somebody would pay us money to see? And
reality is perhaps the most effective method to present horror—"This could
happen to me!" That truly scares the wits out of an audience. I had also come
out of the documentary film scene in the 1970s, just like D.A Pennebaker and
all those guys. I was even in the same building as them in New York—Norman
Mailer was downstairs. And at some level, we were looking for an alternative
for that bloated, Kodachrome Hollywood crap that we were being fed. I think one
of the reasons why the film is seductive in its own way is that the
amateurishness gives it a veritÃ© kind of reality that a slick movie doesn't
create. You feel like you're witnessing a real event, which I suppose is an
accomplishment. 




PETER STEIN, Camera Operator:



One of the first
movies I had shot, a documentary called A Good Dissonance Like a Man,
won a Peabody Award. On the basis of that, I got a lot of corporate shooting,
and one was a motivational film Strategy of the Achiever, on which the
line producer was Steve Miner. We got to talking and I told him I was really
interested in dramatic films. He said he was working with Sean Cunningham on
this film Here Come the Tigers, and the director of photography was
Barry Abrams, and they were all sort of buddies. So I showed him some of my
work, and from there on I was the cameraman and it all worked out pretty well.


We shot Friday
the 13th with a very small crew. A gaffer and an assistant cameraman, that
was about the size of it. And you've got to figure out where to place the
lights so they're not going to be in the shot, but they're going to do the job.
And do it all without front-lighting the action, because that is not horror
film lighting. You want to edge-light and backlight, and just have a little bit
of fill to give it that dramatic, scary look. And for the effects, you want to
light them even darker, to not feature them too much. The lighter it is, the
more the audience's attention goes to it. So if you keep it dark and in the
shadows, it works better. I think it was those considerations that really
contributed to the look of Friday the 13th. 


RICHARD FEURY:


Barry Abrams was
very dedicated. I remember the first night of shooting when we did our first
scene inside one of the cabins by the lake. The actors rehearsed, they go to
get dressed, then they come back, and still the crew was lighting and lighting.
But Sean was really good about this. A lot of directors don't want to deal with
the director of photography. But the film is very, very dark. I remember
going to take this first picture that night, and looking at my camera and
thinking, "The aperature is wide open, and still it's going to be
underexposed!" And I turned to Barry and said, "Is there something wrong with
my camera?" He said, "Nope, that's right. Nothing wrong with your camera." That
dark look of Friday the 13th, it is extreme. It was a real challenge
throughout filming. 


ADRIENNE KING:


It was like The
Blair Witch Project 20 years beforehand. That's what we felt like in the
dark, in the woods. It wasn't a handheld camera, but it was close. 




SEAN CUNNINGHAM:


There's a
technique that has since become a clichÃ©, which is the stalker POV. I used it
extensively in Friday the 13th, and John Carpenter certainly used it
before I did. It's the notion that there is an unexplained, unexpected person
in the story. And that by switching to that point of view you can create a
certain kind of anxiety. Because the camera is in the wrong place and it's
telling you, non-verbally, that there's somebody else present. And that we, the
audience, have information that the characters don't have. So whereas the
character might just wander into the equipment shack thinking everything is
fine, we're saying, "No, there's somebody out there, don't ya' see?" That is
one of the many devices that we used to try to increase the tension, and it's
certainly the main visual dynamic of Friday the 13th. 


Another element is
the delight when you get the audience to be startled and jump. Which is often
done by having an offstage noise and a fake scare, like, "Oh, silly me it's a
cat or a bird, and it's safe." Then right after their guard is let down, you'll
deliver another sudden movement and a completion of that beat. But I believe
that shouldn't happen on a cut, it should be in the same frame. That gives you
the best possible shot. The audience has become sophisticated now, and today
you have to find other ways to create that misdirection. But I still think in
order to get that startling moment, that is the best way to get it, by using
the fake scare to lead into the real one, all in one shot. 



"I remember Kevin Bacon as being very much an all-around nice guy," recollects co-star Jeannine Taylor of her romantic co-star. "I knew he'd be a star. He had that kind of focus. He was very serious without really seeming to be—in some ways mature beyond his years."



JEANNINE TAYLOR:


As an actress, it
was interesting to try and achieve those switches. In the scene when Marcie
recounts her dream, I think her fear does come across. That was one part of my
performance that I thought was pretty okay. The sound of the storm triggers
this happy-go-lucky girl's only real terror. The film changes tone at that
point and goes into a darker place. That's an aspect that I can say was
interesting to try and do. 


The actual scene
in the shower room, leading up to my death scene, I'm just goofing around. My
character is in love, she's in this great place and has all these neat new
friends. She's just read this clumsy little graffiti that the kids left on the
bathroom stall and it's put her in a silly, child-like mood. So the reality is
wholesome and safe. The safety is broken the second she hears a noise. But then
it's back to a childish game as she looks into each shower stall and there's
nothing there. The only things that aren't safe and child-like in that scene are
the first noise that she hears that might be something bad, and the last split-second, when she sees
what's going to happen to her. 


SEAN CUNNINGHAM:


Whereas Victor
Miller and I had a sense of story, I think it was when Tom Savini came on
board, and gave us a notion of what we could and could not do with the effects,
that the film really started to take on a visual character of its own. Once
production began, he arrived at the camp with his truck, his assistant Taso, a
chinchilla and a bunch of makeup. And he didn't leave until we wrapped. He
became part of our extended filmmaking family. I remember Steve Miner and Tom
and I trying to block stuff out—trying to figure out where a prosthetic would
go and how we would make the switch via cuts. It was Special Effects 101. 


TOM SAVINI:


It was just me and
my best friend, Taso. We decided not to live in the hotel. We were just out
there every night in the middle of the woods, in this little camp by the lake,
where somebody's supposedly running around killing people. And here we were
creating the victims. We had everything at our disposal, and free reign of the
kitchen—we even baked prosthetic appliances in the pizza oven at this Boy Scout
camp. And in those days I had a Betamax, and we only had two movies, Barbarella
and Marathon Man. We watched one of them every night for two months—I
can quote you every line from those movies. So, when I think of Friday the
13th, I think of living at the camp, watching the same two movies over and
over again and hanging around at night. It was a blast.



Left: "The signature creative death of Friday the 13th is, I suppose, the murder with Kevin Bacon and the arrow," says Sean Cunningham. "And the best example of something that could not have been done or even remotely considered without Tom Savini being there, telling us how to do it. Now everybody knows how to do it, but at the time we had no idea how we were gonna pull it off."



NOEL CUNNINGHAM:


I was around the
shop all the time. I became pretty good friends with Tom Savini and Taso—or,
rather, they put up with me because I was the director's son. They were great.
These guys were stuntmen and special effects guys. They'd be fencing and
sword-fighting all over the camp. And one night, everyone was eating in the
cafeteria and then out of the darkness this big gorilla comes running into the
mess hall screaming and flipping up tables. Then Tom jumps up on the table and
draws a blank gun—he's rigged the gorilla suit with squibs and he starts
blasting. Everyone was screaming and yelling. No one had any idea what was
going on. They did stuff like that all the time.




TASO STAVRAKIS:


We set up our
headquarters in one of the cabins behind the kitchen, a storage room that they
let us use. We had a lot of work to do, but we also had so much fun. The man
who ran the camp, he and his wife let us make the latex molds in their oven—and
we wrecked it. All the food that came out of those ovens smelled like latex for
who knows how long after that. And when Tom and I were first driving out to the
camp, I had a little BMW that we just stuffed as much of our stuff as we could
into out little car. I remember packing for the movie and saying, "Should we
take the gorilla suit? Yeah!" And when you're shooting a horror movie, people
are freaked out already anyway. So we would do a lot of sneaking around the
camp at night, and pull gags. Like the gun thing—we'd drive girls from a local
college down to the main building, start a fake argument, then pull out a gun
and shoot them and have all this fake blood rigged. We got a lot of people with
stuff like that. Or, at the end of the movie, Adrienne King has to use a bunch
of tools and things to fight against the killer. I made a lot of fake weapons,
a frying pan and other things, out of silicon and foam, and then painted them.
I did a killer job! That was one of our favorites—one of the cast or crew would
come in, and Tom would throw a fake hammer at them and they'd scream. 


BARRY MOSS:


I went out to the
set once to see what was going on, and there's Jeannine Taylor's head on a
stick. I never went back to the set again.


MARK NELSON:


Back then, working
with special effects and make-up was not something you would normally be used
to. I had to sit for a long time in a dentist chair in Tom Savini's little
studio, being fitted for the latex mold that he built for my death scene, for
the slash across my neck. He did a complete mold of my jaw and neck and chest
and then made a latex application with a gash in it and a tube the came through
the gash that dripped blood. And they had to put straws in my nose so I could
breathe through the plaster as he was taking the impression. It is certainly a
experience to have your face covered and mold made of you, but it was
okay.  


ROBBI MORGAN:


After I got the part,
the first thing I had to do before we started shooting was go and get right on
a train to Connecticut, where Tom Savini had his place set up there to make
molds and other things to prepare the effects. They had to fit me with a
neckpiece and get my makeup handled. We did it once, in one take. There was no
room for mistakes, because it was getting late and they could only set up my
neckpiece once and that was it. 


I'm the first of the
counselors to die in Friday the 13th and it's the first big effect in
the movie, and it was so uneventful to shoot it. You can't really prepare for
something like this, your own death scene. I just went with my instincts. But I
do remember that I did specifically decide not to scream. I thought if my
throat was getting cut, I couldn't scream. It would just be pure fear.




TASO STAVRAKIS:


Robbi, Tom and I
hung out a lot. We even had shirts made up for each of us. Robbi's read "Mini
Maniac," Tom's read "Major Maniac," and mine read "Minor Maniac." We were three
maniacs, and we had a great time.




ADRIENNE KING: 


Sean had a lot to
do with the effectiveness of the murder sequences. He didn't want anyone going
over the top. He also made it into a real situation. It wasn't like this was a
phony camp with big lights and stuff. It got spooky. Sean allowed that it
didn't take all that much for you to put yourself in a position where you can
create a whole mental scenario, that makes it possible that these things are
really happening to you. For instance, after I wake up, and I go off looking
for Bill in the woods, I knew that Harry Crosby was going to be on the back of
the door, but I didn't know what he was doing there or how he was going to look.
Sean purposely did not let me see him beforehand. So when I close the door to
the generator shed and see poor Bill, with the arrow through his eye, that was
a real scream. From the gut. And it was the one and only take. Sean was able to
keep it pure. 


It was the same
for the scene when Brenda flies through the window—or, rather, Tom Savini
draped in her nightgown and wrapped up in ropes. I was so freaked because Sean
had set it up so well. I didn't know exactly when she was going to come flying
through the window. Sean said to me during that scene, "Think of Laurie as your
best friend." He talked me through it. He also let me take that whole entire
scene myself, as I'm crawling across the floor to get to the other side of the
room and get out the door. It was one shot, one take. I remember filming that
scene more than most others in the film because I really felt like I was
there—I just totally got into the fact that this was my friend. And you'll
notice that I'm so into it that I didn't realize that as I'm crawling across
the floor, I caught my slicker on the oven handle. I sort of did myself in
there, because at that point it was established that I would be running the
rest of the night, in the rain, without the slicker on. But we weren't gonna do
it over because Sean got what he wanted, and I didn't want to do it over,
either, because it felt so real.





Marcie gets the ax.


TOM SAVINI: 


Brenda's death was
another that wasn't shown. I don't know if I suggested it, or if Taso suggested
it, or somebody else came up with the idea of Brenda's body being thrown
through the window as a scare. It was supposed to be a "chair jumper"—one of
those sudden scares when someone is walking around the cabin and suddenly
something comes flying through from out of frame. I also felt there should be
some kind of a payoff involving Brenda, because we didn't see her killed. So
when she is thrown through the window, that is actually me in her costume and a
wig—they didn't even have any stunt people, but I had just come off Dawn of
the Dead where I did stunts. I just jumped through the window—it was
breakaway glass—and landed on the floor, and then Sean just cut to a shot of
the real Laurie Bartram.

VICTOR MILLER:


I remember in an
early draft, I had Alice find all of the victim's bodies hanging from the
trees. It was sort of like Czechoslovakian Easter eggs. But that eventually got
cut down, for various reasons, and now she just finds one body, of Steve
Christy.

ROBBI MORGAN:

I only worked on the film a couple of days. Then I got
  called back to "play dead" for the scene when Adrienne King finds me
  in the jeep. So I got another night out of it. And it was freaky, because you
  could hear people screaming and stuff across the lake while you were shooting.

SEAN CUNNINGHAM:


The signature
creative death of Friday the 13th is, I suppose, the murder with Kevin

Bacon and the arrow. And the best example of something that could not have been
done or even remotely considered without Tom Savini being there, telling us how
to do it. Now everybody knows how to do it, but at the time we had no idea how
we were gonna pull it off. 


TOM SAVINI:


We cast
Kevin, and did a fake body. He's actually under the bed with his head coming up
through and the fake body was lying in the bed. We put the same shirt on the
fake body, and we had him wear a chain that we also put on the fake body. As
long as the real head is in there, you kind of accept the fake neck. I always
try to do that—keep the real person in it as much as possible. So cutting from
the real Kevin with the shirt and the necklace, to the fake body with the shirt
and the necklace, you believed that was Kevin. And whatever I did to the neck
is not going hurt the actor because his body's not there. So we just drove the
arrow in and pumped blood out of it. And it looked great. 




RICHARD FEURY:


They were shooting
it in a cabin one door down from mine. The bed had to be raised up on apple
boxes. It was taking a long time to get ready, and because Tom had to do his
thing, he needed somebody to push the arrow up from below and through the neck
appliance. There was some sort of channel for it. So Sean said to me, "You mind
getting under the bed?" So it's my hand on Kevin's forehead, and me pushing the
arrow through his fake neck. 




TOM SAVINI:


The arrow was
attached to an ice bag that was glued to the plastic support of the neck. It
was a sealed compartment that we pumped blood into, so the action of me pushing
the arrow through Kevin's neck was also pushing against the ice bag and forcing
the blood to come out And right off-camera, Sean Cunningham was screaming,
"More blood!" Only there was none.




MARK NELSON:


I remember
watching them shoot Kevin's death scene, and it was so funny. There was a pump
that was supposed to spray blood as the arrow came up through his chest, and
they could only shoot it once because the arrow would break the skin on the
mold of his chest and that was it. Only the suction pump that was going to
spray the blood stopped after the camera started. But Taso saw it and jumped
in, and saved the day.


TASO STAVRAKIS:


So there we are,
all cramped under the bed. And my knees were getting wet because the tube came
off by mistake and I was pumping blood all over us. So I grabbed the tube and
started blowing with all my might. And that's why, in the finished film, what
you see coming out of Kevin's neck are two or three spurts of arterial spray.
It was terrific. Then, after we got the shot, I spit out all the blood and ran
down to the lake and jumped in, still hacking, trying to get that shit out of
my mouth.


KEVIN BACON:


It was absolutely
awful. I was crouching under the bed for hours, with my head sticking out
through a hole. But, I did have a classic horror movie death, which is: you
fuck the girl, you smoke the joint, you're dead. So that was good.


VICTOR MILLER:


Over the years,
there has been some criticism of the plausibility of the murder methods in Friday
the 13th. To tell you the truth, I do not know if it is possible to get a
hunting arrow up through a mattress, through the springs, and up through the neck
of a person, all without any ability to have any sort of back swing from
underneath the bed. But if I had to take time out and show the killer getting
out their block and tackle and a wrench, I mean god, yes, it is all impossible!





"The special effects were fascinating," says Jeannine Taylor of filming the death scene of her character Marcie. "I had a lot of fun watching the special effects being created. But oddly enough, I had no sense of how gory the end product would be. I didn't even think about it—the process was just so interesting!"



SEAN CUNNINGHAM:


I think the reason
that gag worked so well is because of that misdirection. Your whole focus was
somewhere else. Two people, in what you think is a loving, sexually charged
environment. But what the people in bed don't know is that there is a dead body
above them, and we don't know what's going to happen. All our focus is up. She
leaves, and we're saying, "Oh my goodness, he is going to discover that the
body is above!" The last thing we expect is that something is going to happen
from below. 




TOM SAVINI: 


It's a very
primitive thing, but it's all about a mindset. It's the same mindset that I
teach the students here at my school: "What do I need to see to make me believe
that what I'm seeing is really happening?" Then you create the pieces. And in
the case of a movie, the pieces are the shots. I need a shot of the actor
clean. Then, a shot of the threat of the knife or the threat of the ax. Show
that first, because then the audience knows there's going to be a meeting of
that weapon and the actor. And finally a shot of the impact, of that meeting.
That's what the audience can't wait for. It's almost like an exhibit from your
favorite artist.


So that's what we
did in Friday the 13th, we created the pieces—the fake head with the
real axe, the fake knife to the real neck. And it really is a magic trick. A
magician makes you look here while he's pulling flowers out of his butt there.
He's misdirected you, and he has mechanical devices that you're not aware of.
It's the same thing we do in the movies. To fool you. That's really what Friday
the 13th was about, not just gore—magic tricks that are fooling you into
believing that what your seeing is really happening.


As production on Friday the
13th neared completion through long days and even longer nights, relations became
increasingly strained between Sean Cunningham, Victor Miller and Steve Miner on
one side, and Phil Scuderi, Steve Minasian and Robert Barsamian, the film's
Boston-based financial backers, on the other. A situation that had grown even
more contentious after Scuderi brought in screenwriter Ron Kurz to incorporate
additional "comic relief" into Miller's shooting script. The creative and
financial tensions that had started to simmer during production of Last
House on the Left some eight years earlier were about to reach a boiling
point.




RICHARD FEURY:


Sean and Steve got
everyone together one day not far into the shoot and said they were having
money problems, asking would the crew consider, in lieu of salary, having a
fraction of a point in the film? We all said "No." Because we all thought this
movie was going to go absolutely nowhere. But to be fair to Sean and Steve,
they had to deal with this throughout the picture. And I had worked on some
really skanky low-budget things in New York, where we'd all run to the bank to
cash our checks and there would be no funds. It was never like that on this—I
would mail the check home, and after the first one or two cleared I stopped
worrying about it. Of course, after the movie came out and was a big hit, I'd
run into people who worked on it and we'd say, "Oh, shit, maybe we should have
taken the points!"


ADRIENNE KING:


Everyone else was
complaining about the money situation. But Sean was very organized and kept
everyone calm. No matter what was going on, the actors didn't know about it.
I'm sure they were having money problems left and right, but Sean would just
say, "It's going to be a big hit!" For us, we knew going in that everyone was
on minimum scale, so that was the deal. I was just thrilled to be there. 


Not that money was
never a factor. At the beginning of the shoot, the wardrobe person had bought
me a pair of boots and they were too small. So being that we were on a tight
budget, she started walking around in my boots with three pairs of socks on,
trying to get my boot to fit my foot. I put them on and I did my first scene
with my tight boots, and afterwards I said to Sean, "I have to do a lot of
running in this film and I really need boots that fit." He goes, "Jeez, okay,
when you go back to New York this weekend go find a pair of boots. Just make
sure they're on sale." 


SEAN CUNNINGHAM:


Georgetown
Productions was just another name for Hallmark. It sounds so low-rent, but
they'd tell me, "I'll give you $25,000 on Friday." They would say they would
write a check and then they wouldn't, and then it wouldn't arrive, and then you
can't make payrolls and you're trying to pay the laboratories and stuff like
that. They were theater owners, and cash would come in on the weekends, and
they would have a limited number of places where they could spend the money. It
was the squeaky wheel thing—there was a lot of that going on. Every week it was
always a battle. You had to fight so hard just to pay the bills, which is a
fight that was completely separate from how hard it is to make any movie, even
when you have the money. 


What poor Steve
Miner had to go through—I couldn't have done it without him. And Steve didn't
even want to do this picture at all. I had to beg him to do it. He said that he
would work as the Line Producer and the Unit Production Manager and make all
that stuff happen. He had to keep dealing with these people day after day until
we finally got to the end of it. 


GEORGE MANSOUR:


Sean Cunningham
got a better deal on Together than he would ever have gotten from
anybody else. And he would never have had the opportunity to make Last House
on the Left and Friday the 13th if Hallmark hadn't bought Together.
Sure, we paid him very little money, and we made a lot of money on those films.
But no one else would have invested that kind of publicity and prints and
attention. If Sean had made Friday the 13th for Sony Pictures now, he
would have been fucked—the majors would have written off everything and he
would have had nothing. He got a substantial amount of money out of Friday
the 13th. And after that Sean never made a decent movie, or one that made
any money. 


However, I will
say this about Phil and Steve and Bob—I won't characterize them anything as
more than shady, without mentioning any other kind of word. They would lie
about things they didn't need to lie about, and they liked to portray
themselves as worse than they were. There was a certain frisson for them
about being outlaws. But they were nice people underneath it all. All movie companies
are tough—just try dealing with Harvey Weinstein. At least Phil and Steve and
Robert, after everything was said and done, they were okay. Maybe they'd fuck
Universal, but if you were a little guy, they'd be less inclined to fuck you.
They'd only fuck you halfway. 


SEAN CUNNINGHAM:


I don't resent all
the money that Scuderi and Minasian made. Nobody else had that kind of faith in
me and wrote those kinds of checks. They took an enormous risk. And as a
result, they made an enormous amount of money. Okay, fair enough. The problems
that they caused me are problems that some people would love to have. But it
was always a push-pull relationship. It was always an incredible ordeal to
extract the money to make the movies. It was never, ever easy. But to give them
full credit, they were people who, when I said I was going to go do something,
they'd believe me and I'd go do it. Phil trusted me—I think Phil trusted me.
But I can't complain. If it hadn't been for them, I would have never made Friday
the 13th. 



"The 'Strip Monopoly' scene came out of nowhere. We totally laughed about it," says Adrienne King. " And it became the unwritten rule of the movie—because my clothes don't come off, I got to live!" 



Sean Cunningham wanted a
surprise for Friday the 13th's third act revelation of its heretofore
unseen villain, Mrs. Voorhees. It was highly unlikely that the production could
land an A-list actress such as a Meryl Streep or Shirley MacLaine, let alone afford
her on such a low-budget film. In his search for the soon-to-be-crowned "Queen
of the Slashers," casting director Barry Moss would look to the past, finding
an unlikely match in Betsy Palmer, a veteran of wholesome 1960s network
television. Palmer's arrival on set during its final 10 days of shooting added
a touch of class to the film. Fully in command of her Method stage training,
Palmer would invigorate the production with her witty and worldly style, battle
to the death with its plucky leading lady and provide the film with its most
memorably gruesome piece de resistance. 


VICTOR MILLER:


I learned from Halloween
that you had to start with some evil that had happened before the movie begins,
so there is kind of that Gothic sense, a historical evil lurking around that
had never quite been avenged. The idea for Mrs. Voorhees came to me about the
first or second week that I was working, because we had the summer camp and I
needed that prior evil. Once I had that her kid had drowned, it all sort of came
together fairly quickly. We were also using the Donald Pleasence formula, which
means that you have a maximum of a few shooting days with whoever your name
player is. But I think we made a more interesting choice by saying that our
Donald Pleasence is actually going to be the killer. That made it much more
fun, and it saved us an incredible amount of money. 


BARRY MOSS:


Originally, Sean
wanted Estelle Parsons, who had won an Oscar for Bonnie & Clyde. But
Estelle was smart enough to want several points in the film. So I thought, "How
great would it be if, when we look out the window at who we think is the
killer, and then here comes the wonderful, sweet Betsy Palmer." To have it totally
be someone you would never, ever suspect. 


SEAN CUNNINGHAM:


Betsy Palmer had
worked in television on the morning talk shows. And she was squeaky clean, like
a completely scrubbed up Katie Couric. As a person, and certainly as a
personality, Betsy was perceived to be somebody that would never get her hands
dirty, who would never do a thing wrong. I was hoping to fool a few people, and
I think we did fool a few people, initially. Although that kind of reverse
casting is, I think, a little self-conscious. 


BETSY PALMER, "Mrs. Voorhees":



At the time of Friday
the 13th, I was on Broadway doing Same Time Next Year and living in
Connecticut. One night I was driving home from the theatre and my dear old
Mercedes broke down. So I said to the universe, "I need a new car." This was
on a Tuesday or something, and then my agent called on Friday. He said, "How
would you like to do a movie?" And I said "Great! I haven't done a movie since
the 1960s." And he said, "Well, it's 10 days' work and they'll give you $1,000
a day." And I had already picked out the car I wanted, and it was a little VW
Sirocco, and it was going to be about $9,999.50. Really, it was that close. So
I thought, great, I have myself a car. Then he said, "Now, I have to tell
you... it's a horror film." I asked my agent to send me the script anyway. I
read it and thought, "What a piece of shit." Just dumb, dumb, dumb. I just
could not envision this thing. 


Then I thought
about the car again. And that nobody is going to see this movie, ever. It's
going to come, it's going to go, I will have my little Sirocco, and everything will
be fine. So I called him back and I said, "Great, I'll do it!" 


BILL FREDA:


Betsy was
beautiful and when she came in I was surprised, because she had aged. I
remember her when I was a kid and she was really good-looking. She always
created this society act—she was from the upper-crust of New York City, and all
the stuff she did on TV reflected that. It was weird. It's like having Rosie
O'Donnell be in your horror movie. She was a little out of place for me. But I
think she really wanted to do it, although I don't know if she knew what she
was getting into. 


BETSY PALMER:


My first day on
the set, I drove up in my Mercedes that was still clunking along. I just made
my way out, and I see the sign "Crystal Lake," and I say, "Wow! That's a good
omen!" Because I had spent my summers as a kid growing up on Crystal Lake in
Warsaw, Indiana. So I arrive and the first person they shoo me off to is Tommy
Savini because he's got to make the mock-up of my head. And the first thing he
says is, "Do you have claustrophobia?" Then he mixed up some goop and put it on
my face, with straws in my nose so I was able to breathe. And Tom had this cute
little chinchilla—we would all be putting raisins in our mouths, and the
chinchilla's eating raisins from our puckered lips.


RICHARD FEURY:


Betsy was great. I
kept thinking, "What is she doing in a horror film?" But she was just like me,
she needed to work and the price was right. But to her everlasting credit, she
could have come in there, not wanting to do it, and have been a real bitch. A
lot of people who come up and are successful in Hollywood would be hard to deal
with. But I think she came from a different era. She was a woman from the
1950s, she had Broadway training and the morals and the backbone to say, "I
signed on to do this. I'm going to do the best I can and be the best person I
can be." How many actors—leading ladies—sit every night with the crew? There
are actors who will just go to their dressing room for lunch and it has to be
brought to them by a production assistant. Then there are actors who will stand
in line with everybody else. That was Betsy. 


MARK NELSON:


The first time I
met Betsy Palmer, I had just gotten there the night before. I was a fan because
I had grown up watching her on I've Got a Secret. So I go to Tom
Savini's cabin to get my makeup and he says, "Hey Mark, I want to introduce you
to Betsy Palmer!" I looked over in the corner and she is leaning against a
worktable with a down jacket draped over her shoulders, her hands both on the
table. Or what I thought were her hands. So I walked over and said, "Oh Betsy,
I'm so glad to meet you!" And her real right hand came out from inside the
middle of her shirt to shake hands with me, and I screamed. She was wearing
prosthetic hands that Tom had set her up with to fool me. After that, I was too
suspicious to fall for any of their tricks again. 





"Sean Cunningham had a lot to do with the effectiveness of the murder sequences," says Adrienne King of her director. " For instance, after I wake up, and I go off looking for Bill in the woods, I knew that Harry Crosby was going to be on the back of the door, but I didn't know what he was doing there or how he was going to look. Sean purposely did not let me see him beforehand. So when I close the door to the generator shed and see poor Bill, with the arrow through his eye, that was a real scream. From the gut. And it was the one and only take. Sean was able to keep it pure." 



JEANNINE TAYLOR:


I'm one of the few
in the cast who actually got to meet Betsy Palmer—to see the transformation
from the all-American, sweet, wholesome TV personality into a monster. I
remember I had a great time meeting her. She was preparing for a scene,
standing on the shores of the lake and getting into character. And summer had
turned to fall and it was a very blustery, very chilly night, and she was wearing
this really baggy sweater. It made her look really scary. She was pacing up and
down and growling her lines and making herself go to a very scary place. I
thought she was a rollicking barrel of laughs. She was having a ball doing the
part. 


The only other
time I saw Betsy was a little while after Friday the 13th, in New
Jersey, when the State Theatre was inaugurated. It was a star-studded gala with
the governor and Helen Hayes and Ginger Roger and Betsy as the
mistresses of ceremony, and everyone dressed in wonderful gowns. Betsy looked
drop-dead gorgeous! And I was the ingÃ©nue in that evening's performance, and
Betsy came around to all the rooms to personally thank everyone in the cast. She
thanked me, though she may or may not have remembered me. I didn't mention Friday
the 13th and she didn't mention it to me. But she was great.




VICTOR MILLER:


In the years since
the writing of the movie, I have had a very helpful psychiatrist explain Mrs.
Voorhees to me. He said, "My God, don't you know what you've done?" And I said,
"I'm totally clueless." He pointed out to me that I had created a mother, in
some ways very much like my mother, but a better version of her because was
killing people that had not taken good care of her son. In some ways she was
the best mother of all—she loved her son so much that she would commit these
horrible acts for eternity just to make up for her loss. 


Not to say, of
course, that any of this was on a conscious level as I was writing it. But it
was perfect for me that the two counselors were making love when they should
have been watching that poor little boy Jason. And it is a theme that I would
repeat throughout the movie, so that we knew right from the get-go that this
whole thing has a lot to do with psychosexual craziness. 


BETSY PALMER:


I'm a very sincere
actress. I was taught "The Method." So I created a whole autobiography of Mrs.
Voorhees. She was a gal my age, and she had grown up in the 1940s like I did.
And in the script she had a class ring. Back in school you went steady, and in
those days girls did not go to bed with anybody. So I said "OK, what happened
to her was she's in love with this guy, and they did make love, and she became
pregnant. And after a while she said to him 'I'm pregnant,' and he said, 'Well,
don't brush it off on me. Bye, bye.'" He tosses her off, she tries to hide it
from her family, and pretty soon six months or so and she's showing. Her father
has a fit and throws her out of the house. 


So here's this
poor thing, wandering around pregnant. She hasn't even finished high school;
she has no way of earning a living. I figure she probably went to the Salvation
Army. They always took in a lot of the girls, the unmarried girls, and let them
have their babies in the home. And then she has the kid, and now he's a
mongoloid! When it rains on her parade it pours. The bluebirds are dropping
doo-doos all over her. So she makes the best of life and her little boy. She
gets this job to cook at summer camp. And she thinks, "My little boy can be
with other kids, and he can swim, and he can have this wonderful camp
experience, and we'll be there together." And of course you know what happens,
the kids go off and make love and her boy drowns. 


I was in some city
once, doing a radio show and the kids were calling in to talk to "Mrs.
Voorhees." And I asked one of the girls, "Why do you kids love this woman so
much?" And she said, "Because we know why you did it." That is the reason why I
think the character has stayed alive as long as she has. I didn't think I was a
bad lady. I thought I just got the short shrift in life. If her little boy
hadn't drowned she never would have killed all those counselors. I just tried
to save those other children every summer when they tried to reopen the camp.
Doesn't the movie talk about how I had set fires and poisoned the water, and it
eventually closes the camp down? Doesn't it make sense? 


SEAN CUNNINGHAM:


You're always a
little worried about stage actors for a lot of reasons. The biggest is that
they are in complete control of their performance. You can give direction, but
when the curtain goes up, the actor does whatever he or she wants to. In a
film, it's the absolute opposite. And when that lack of control is realized by
the actor, panic often sets in. So in film, what has to happen is that he or
she has to trust you as a director. And Betsy decided to trust me on the
decisions she made. Consequently, when we were rehearsing her stuff, it started
off very big. A lot of time was spent toning her down, and keeping her madness
limited to subtler eye and head movements. But Betsy always had something
cooking inside that I liked. 


BARRY MOSS:


I hope I don't get
shot over this, but I would have directed it a little differently. I think Sean
tried to make Betsy look a little like Estelle Parsons. When he put Betsy in a
windbreaker and a short haircut so she could look as tough as possible, it was
just the opposite of what I had in mind when I recommended her for the part. I
just thought it was such a cool idea to have it be someone you would never
suspect. 


BETSY PALMER:


There was no
hairstylist. There was no makeup person. I did it all myself. There was a cold
little cabin that had a wood-burning stove in it—that is what they called the
make-up room. I did just a straight make-up on my face and, as I had also
divorced my husband at the time, I'd cut all my hair off. Women sort of do that
somehow—it's like freedom, you know. And I'm also not built like Estelle
Parsons—I'm slender, and five foot seven and a half. So I wore heavy thermal
underwear, and they gave me two sweaters to wear so that would make me look
heftier. Like I could throw a body through the window, and whatever other
horrible things I did. 


ADRIENNE KING:


This is what I
really want to know: do audiences feel cheated that Mrs. Voorhees only shows up
in the last part of the film?



"When Brenda flies through the window, I was so freaked out!" remembers Adrienne King. "I didn't know when the moment was going to come, and it was done entirely in one two-minute take. It was a totally real situation." 
 


VICTOR MILLER:

Sean would say
  things that I always thought were really campy but right on. Like that it is a
  good idea to keep your villains masked, because if you start seeing your
  villain brush his or her teeth it becomes very ordinary. So I guess we went to
  the furthest extreme possible. It is a cheat, obviously, but it seems to have
  worked.

BETSY PALMER:


When my character
makes her entrance at the end of the movie, I said to Sean, "You know, you're
not fighting fair, fella. You're not even giving anybody a loose clue that I'm
on the scene. They should at least have a glimpse of this woman somewhere
earlier in the film. You should at least put me in that little diner Steve
Christy visits, or at a stoplight in my Jeep. Whatever, just a flash
somewhere." And he said, "The hell with it. Just let 'em guess."

ADRIENNE KING:


Alice is not the
smartest person in the world, is she? When I run into the cabin, protecting
myself from God knows who, I'm supposed to throw a rope over the beam to brace
the door, and then start throwing all this stuff against it. Until I realized
afterwards that the door opened out. Still, I was told to intentionally do it
that way. What sense does this make? Hello! But my fans love to delight in the
fact that after piling all this furniture up against the door, I then have to
leap over all this stuff and run back out. I guess when you're scared, you are
not really thinking ahead...


SEAN CUNNINGHAM:


We had high ambitions
for the climactic fight between Alice and Mrs. Voorhees. We couldn't afford
stunt people, so I thought we'd do the "easier" dialogue stuff first. We had
Betsy come out and shoot her long revelation scene in the cabin, which took a
long time to do. Once that was done, we started staging a ballet of the fight.
And that was the beginning of the longest two days of the shoot. We just could
not get the action staged correctly. We spent the next two nights doing stuff I
thought we'd get done in two hours. It was hard, but Betsy and Adrienne were
both good sports and never complained once. 


ADRIENNE KING:


We jokingly called
it the "Ballet du Machete." We rehearsed and rehearsed and rehearsed. And then
when we shot it, it was like gangbusters. We had all this adrenaline. And Sean
wanted to make sure that nobody got hurt, which I was thankful for, because we
were really on a beach and it was a real machete and there really was somebody
smacking my head into the sand. 


BETSY PALMER:


Before we went
down to the beach. I said to Adrienne, "Let's rehearse our scene." She says,
"Great!" This lovely young thing. So I haul off and I hit her. Because when
you're onstage in the theater, you do. You cup your hand, and you get it along
the jawbone so you don't break somebody's face. So I just gave her a potchky
right on her cheek. And she fell to the ground, "Sean! Sean! She hit me!" Sean
came over and I said, "Well, we were rehearsing this thing and I just hit her."
He said, "No, Betsy, you don't hit people in movies! You miss them, and then we
put a sound effect in later."


ADRIENNE KING:


Betsy and I did
have a couple of very intense days and nights in the cabin. We had a few great
fight scenes together. And she loves to tell that story where she slaps me and
she says I broke into tears. Well, she did slap me really hard and I went
flying through the air. She beat me up, man. It got to fisticuffs. No stunt
double. I walked away from that scene with bruises. But Betsy was a real
trooper to be cast in this film. She was bigger than life and funny off the
set. On the set she was really into it, and she scared me. Betsy's very
theatrical and very intense, but very sweet. I can't imagine anyone else that
could have done a better job. 




TOM SAVINI:


I remember the
last day, when Taso and I were in the car on the way, ready to leave Camp
No-Be-Bos-Co. Sean stopped me, saying they still had to shoot the fight scene
between Betsy Palmer and Adrienne King. So Taso and I staged that. We're
certified fight directors with The Society of British Fight Directors. And that
was the last thing we did—and then we got in the car and just went home.


The fight between
Adrienne King and Betsy Palmer is almost like the Road Runner and the Coyote,
you know? If, at last, the Road Runner was going to get his comeuppance, you
want him to die gloriously because of all the torment he's been giving the poor
Coyote. Here's Betsy Palmer wiping out all these people. She has to die in a
glorious way, so the idea was to cut her head off. 


BETSY PALMER:


After the beach
scene was shot, I went up to the cabin to get out of my wet clothes. One of the
crew came to me and said, 'Hey, Betsy, we're going to cut your head off. Don't
you wanna come down and see?' I just went, 'What!?'"




VICTOR MILLER:


Decapitation has
always been something that I have found particularly disquieting ever since the
French Revolution was explained to me. I thought that was just one of worst
things that could possibly happen to someone. 


SEAN CUNNINGHAM:


It hadn't been
done before, and all we could keep thinking was, "How in the world can we chop
somebody's head off and make it look as if it actually happened?" We had to be
sure that we knew when we were gonna cut because it only works for maybe a
second or two. I knew that if I had those seconds covered then I could sell the
moment. You think you see a lot more than you actually do. 





Right: A classically-trained stage actress, Betsy Palmer is devilish perfection as the diabolical Mrs. Voorhees.



TASO STAVRAKIS:


There was this
old, dark, dingy shop in the Empire State Building in New York City where you
could go and buy fake eyeballs, which we needed for Mrs. Voorhees' head. You
walk in and they just say, 'Go over there and help yourself.' And there's a
little drawer that you pull out, filled with eyes of every different shape and
size, all staring back at you...


TOM SAVINI:


When Betsy Palmer's
head goes off her body, her hands actually come up into the frame, as if
looking for the head. That's our way of making fake stuff look real. But if you
notice, her knuckles are full of black hair because that's Taso's hands. He was
actually slumped over with Betsy's fake head stuck to the body with toothpicks.
So that the machete, when it hit, would just break the toothpicks and the head
would spin off. Another glorious death!


ADRIENNE KING:


Taso's head was
actually under the sweater and they put Betsy Palmer's head on top of his neck,
so it didn't feel fake because I really was cutting somebody's head off. I
worked very hard on the moment after I deliver the fatal blow. Sean talked me
through that whole scene. He said to me, "Just put yourself in the moment. What
would your reaction be if you really did this?" I was supposed to be like, "I
can't believe I'm doing this, but thank God I did. I'm alive." Those mixed
emotions. I think I look perplexed. And I'm happy with that look, because it
works. 


Filming that shot
was the culmination of everything we'd done. I wouldn't trade it for the world,
because how many times in your life do you get to do something like that? It's
hysterical. If there is going to be a memory of what I did in this lifetime, it
is that I'm the person who decapitated Betsy Palmer with a machete. 


For six weeks, the production of
Friday the 13th had gone through highs and lows, surviving a lack of
cash flow, constant practical jokes by Tom and Taso, weeks of intense all-night
shoots that left cast and crew wrung out, and a crowning, glorious
decapitation. But there was one final, crucial element left to complete. One
that, in retrospect, would spawn a franchise. 


Almost an
afterthought, the emergence of a little boy named Jason from the watery depths
of Crystal Lake would prove to be more than a last-minute, tagged-on "chair
jumper." It would be the birth, albeit a seemingly inauspicious one, of a
cinematic icon.


VICTOR MILLER:


I went to school
with a girl named Van Voorhees. I was always struck by the sound of the name
because it was just creepy-sounding. My son Ian was born in 1968 and my other
son Josh was born in 1972. I mixed the two together and that's how I came up
with the name Jason Voorhees. 


Originally, my
script ended with Alice killing Mrs. Voorhees. Then Sean called me up and said
we need a chair jumper after the climax. So I wrote the sequence where Alice is
in the little canoe, she sets off, the sun rises, we think she's safe and Jason
comes out of the water. Then she wakes up in the hospital bed. Which was as
close as I could steal from Carrie without being arrested. 


TOM SAVINI:


At that point
there still wasn't an ending to the film—Betsy Palmer's killed and that's it.
But I had just seen Carrie, and its ending was terrific. You think the
movie is over: Amy Irving is walking to Carrie's grave and the music is playing
as if the credits are going to roll any second, then suddenly this hand pops
out of the grave—that scared the piss out of everybody. So great, let's do the
same thing. But how are we going to do that here when everyone's dead? 


So I said, "It
might be psychologically disturbing if Jason suddenly pops out of the water and
grabs her." Because you've kind of dismissed him, he's gone, and then just have
Alice wake up out of a dream. Which worked, because if it's a dream, you can
show anything and get away with it no matter how preposterous it is. 


RON KURZ:


Everyone will, of
course, have their own version of events, but here's mine. In Victor Miller's
script Jason was merely a normal kid who had drowned one year, followed by two
camp counselors being killed the next year. Everything centered on the unseen
Mrs. Voorhees and her revenge when the camp is about to reopen. In rewriting, I
came up with the idea of making Jason "different"—a mongoloid—and having him
appear out of the lake in the shocker scene at the end, still in the form in
which he drowned. A scene that, I've been told more than once, made the movie.


TOM SAVINI:


I can't say, in
all honestly, that I completely remember. Jason wasn't deformed in the
screenplay. Maybe it was my idea that instead of a boy, why not a deformed kid?
There's a little more pathos in that. If he's mentally challenged then
obviously he can't take care of himself. That is why he died, because he wasn't
being taken care of. And it seems to me that would provide the motivation for
the mother to wipe everybody out. 


When I designed
the look of Jason, I kept thinking of this guy that I saw in my neighborhood
when I was a kid. His name was Bill Bailey—a derelict and a drunk. And he was
misshapen. He had one eye and one ear that were lower than the other, like
Quasimodo. Originally we were thinking Jason was gonna have hair, but it just
didn't look quite right. So we just left him bald as if he was like a
hydrocephalic, mongoloid pinhead or something. I also gave him more of a dome
head for the final make-up. And we just went with that—we didn't do any tests
or mockups at all. And that's been the look of Jason ever since. 


STEVE MINER:


I remember there
was some controversy after the movie came out in Fangoria magazine about
the use of the term "mongoloid." That word was used to describe Jason to the
press, but not to belittle or make fun of handicapped people—only to describe
someone who might be horribly deformed and at the same time might be mentally
incapable of taking care of himself. Tom Savini might have just latched onto
the word mongoloid and made him look that way. But I'm not going to pass the
buck.


BETSY PALMER:


Taso said to me,
"Why don't you look at these Polaroids that we've been taking of the special
effects that we've been doing?" And I come upon this one little photograph. I
didn't have my glasses on because I usually wear contact lenses, but I said,
"Wait a minute! Who's this?" Taso said, "That's your son." I say, "Why does he
look so strange?" And he says, "Well, we figured that he looked too
normal, so we made him a mongoloid." And I said, "What!? That wasn't in the
script!"



The staging of Alice's discovery of Mrs. Voorhees many victims was originally conceptualized to be a more elaborate series of reveals by screenwriter Victor Miller. "I remember in an early draft, I had Alice find all of the victim's bodies hanging from the trees," recalls Miller. "It was sort of like Czechoslovakian Easter eggs. But that eventually got cut down, for various reasons, and now she just finds one body, of Steve Christy."



VICTOR MILLER:


Betsy is absolutely
correct. Time plays tricks on me, but I think it would be fair to say that I
may have intimated that Jason was not a normal kid, that maybe he was slow. But
I think it was when Tom and Sean got together that they cooked up this
grotesque mask for the character, which was fine, because Tom's ideas are very
seductive. If you think about it, the only time Jason actually appears in the
movie, when you actually see his face, it is a fantasy, so he could be anything
you wanted him to be. But certainly when I let go of the screenplay, Jason was
just a slow kid who probably needed more help than your average camper. 


RON KURZ:


I remember being
out to dinner in Boston with Phil and his secretary and I told him of my idea
to change the Jason character. He then got up without a word and left the
table, going into the lobby where we saw him pacing around. His secretary
looked at me and said, "Wow, you got him good with that one." After that, the
ending lake scene became Phil's obsession. From what I understood, he was all
over Sean to do it right, Phil all but directing it himself by some accounts
I've heard. But let me make one thing crystal clear—the idea of making Jason
"different" was mine, the scene of him leaping out of the lake at the end was
mine. The ending was mine. I conceived it, I wrote it. Phil, having the power
over Sean, carried it through onto film. 


Yet despite my
contribution to the original film I've never gotten any formal credit, although
I'm told some sequels state "based upon characters created by Victor Miller and
Ron Kurz." It's not something I'm particularly proud of, nor something I have
ever trumpeted, but Jason, as we know him, is my creation. 


SEAN CUNNINGHAM:


There was no
particular reason that Jason looked the way he did. It was just something that
Tom Savini and Steve Miner and I came up with. Make him look weird and not
normal. Whether it was Victor Miller or Phil Scuderi's original idea, I really
don't remember. Anyway, what scenes would you like credit for? You can have it.
Who gives a shit? It was really Victor Miller, Steve Miner, Tom Savini and me.
We were the four people who, for all intents and purposes, were sitting around
the table every day trying to figure out how to make the movie. 


ARI LEHMAN, "Jason Voorhees": 


When I walked into
the casting room they handed me sides for a different character, Jack. I was 13
years old. I remember they said the character goes off to make out with another
counselor, and I was like, "Wow, this is great! I really want to be in this
movie!" But then Sean walked in and said, "No, no, no! We want Ari to play this
role." I ended up not even having to say a word for the part. Sean just took
one look at me and said, "You're the right size, you've got it!" 


SEAN CUNNINGHAM:


Jason was
originally meant to be played by my eleven year-old son, Noel. He thought it
would be fun, but when my wife found out she was having no part of it. Forget
about missing school, there was damn near ice on the lake and he would have had
to get in and stay under the water. So we wound up hiring Ari Lehman, who had
been in Manny's Orphans.


NOEL CUNNINGHAM:


I went through a
lot of therapy after that. I think about it now, and man, I could have been
Jason! I would have gotten on the cover of Fangoria. Chick magnet! Can you
imagine all the tail I could get with that story?


ARI LEHMAN:


I had the idea
that I would psych myself up to become Jason. You could tell Sean was getting a
kick out of this kid wanting to know how he should be playing Jason. Everybody
else on the set just laughed. I was probably taking the role of Jason much more
seriously than anybody else on the film was.


ADRIENNE KING:


The first time we
shot the final scene, it wasn't winter yet and the water was still warm. I
don't think they had more than one camera shooting and they didn't get what
they needed. Then the second time was about three weeks later, and the water
was colder. And they had two cameras going. It still didn't work. And the last
time we did it, it was three weeks after the end of the shoot. This is November
in upstate New Jersey. You'll notice the leaves have changed color and are
actually starting to fall off the trees. And this time they had three cameras,
and one was in slow motion. Finally, Sean finally got everything he needed. 


It was tough. I
remember that morning, before we started, there was a little snow falling
and—I'll never forget this—over the radio a weatherman says, "...And it's
twenty-eight degrees." Everybody stopped. "Twenty-eight degrees! Are you sure
the lake isn't frozen?" It was a good-sized lake, but still!


ARI LEHMAN:


By the third time
we shot the ending, we just had this energy. We were like, "Yeah, we're going
to knock it out of the park with this one!" Every time we had to shoot the
scene, I would have to reach down into the lake and rub mud all over myself.
All I had on was a jockstrap. In the shot, it looks like Adrienne is out there
in the middle of the lake in 30 feet of water. Barry Abrams framed it in such a
way where all you can see is the water. We had to wait for it to calm so I
could come up and out and the illusion of great force would created. And there
could be no bubbles on the surface. So I would have to go under and count to 10.
And there was buoyancy to the prosthetics. It was like holding a beach ball
underwater. So that is why I came up with the momentum I did. 



A game of cat and mouse. "We spent two nights doing stuff that I thought we were going to get done in two hours," says director Sean Cunningham. "It was hard, but Betsy and Adrienne were both such good sports and they never complained once."


SEAN CUNNINGHAM:


I was never sure
the ending was going to work and I didn't quite know how to do it. Phil thought
that the disgusting creature from the lake was going to be great. But his
emphasis was on how much seaweed you could put on the monster. My belief was
that if you were going to make the gag work, it wasn't about the seaweed or
whatever, but getting the surprise right. 


We accomplished it
in three ways. It had to be idyllically staged, with Adrienne in the canoe.
Second, there is a shot where you see the police coming to the rescue, just to
create that sense of safety. And third, Harry Manfredini figured out a piece of
music that just mellowed you out, so when Jason comes up out of the bottom of
the lake, he comes up at a point musically where it's so unexpected. Then all
hell breaks loose. 


HARRY MANFREDINI:


If you listen
closely at the beginning of the movie when the girl who's on her way to the
camp, Annie, goes into the local convenience store, there's a country and
western song playing on the radio. Originally, when the film was being edited,
they had a Dolly Parton song on the soundtrack called "Fly Away Little
Bluebird." Well, we couldn't afford Dolly Parton, obviously, so I sat down and
wrote this song called "Sail Away Tiny Sparrow." A typical country song, about
a girl who got married when she was in high school and her husband's an
asshole. We also used it in the diner scene later on in the film, too. Then
again at the end. That gentle music before Jason comes out of the water, that's
Mrs. Voorhees' theme song. It literally becomes the musical catalyst that
drives him up.


ADRIENNE KING:


After we wrapped,
two weeks later we did the final scene up in Connecticut in some kind of little
hospital set. Sean said, "Let's wrap it up somehow." That was the last scene we
shot, and the last time I saw anybody before the screening. 


SEAN CUNNINGHAM:


I insisted that we
couldn't end the film on that scene with Jason coming out of the water.
Everybody thinks the movie ended there. But there's an epilogue, and without
it, the movie doesn't make any sense. And in writing the epilogue I went
through the hammers of hell. As it turns out it was like four sentences, but
that was four out of 400 that we tried. How do you explain Alice's dream? I
think those two scenes back to back, in terms of the overall presentation of Friday
the 13th, were the most important.


RONN CARROLL:


When we shot the
final scene, and I say, "Ma'am, we didn't find any boy," to me, even at the
time, that meant here comes number two. I'm thinking, "Mmm-hmm!" I asked Sean
how to play it, and he said, "Draw yourself over to the camera here." And you
know that when a director moves his camera in close, it's an obvious setup. I
almost said the line tongue-in-cheek. Because I had a feeling that they didn't
want it to end here. I would laugh about it with my friends after the film came
out: "I knew there was going to be a sequel!" 


BETSY PALMER:


A few weeks after we
wrapped, Sean called me up and said, "Betsy, we need you back to do some insert
shots. You're going to be Jason's voice." So we went over to a university in
Bridgeport, Connecticut, because there was a big campus with a lawn. It was
already wintertime, so when they were shooting the close-ups of my mouth, my
breath was coming out like steam. I said, "Get me some ice cubes." So there I
stood, with ice cubes in my mouth, talking in a high voice to my dead son,
Jason. And that's the last thing that we shot for the film. 


With production on Friday
the 13th wrapped by the end of November of 1979, Sean Cunningham and Bill
Freda would spend the remaining months leading up to the film's planned Spring
1980 theatrical release ensconced in an editing studio—leaving little time to
complete one of the most crucial aspects of any horror film: its score. Yet,
despite cripplingly meager resources and a scant few weeks to write and record
almost 90 minutes worth of music, Harry Manfredini would exceed all of Sean
Cunningham's expectations. Unusual for a low-budget film of its period, much
less a slasher movie, Manfredini eschewed the era's trendy (and now dated)
synthesizers in favor of real instruments, including a full string section, and
incorporated a variety of eerie motifs that recalled—but not copied—the sublime
simplicity of such seminal scores as JAWS and Psycho. But most
memorably, Manfredini created a thematic identity for the character of Jason
Voorhees that remains, to this day, six of the most iconic and well-known sonic
syllables in cinematic history. 





"We jokingly called it the 'Ballet du Machete,'" says Adrienne King of her climactic fight scene with Betsy Palmer. "We rehearsed and rehearsed and rehearsed. And then when we shot it, it was like gangbusters!"



SEAN CUNNINGHAM:


Harry Manfredini
had worked on the two kids films with me. I don't even remember how I met him,
but Steve Miner and I both always loved him. He's just a good guy. Energetic
and funny, a very strong creative collaborator and a very accomplished
musician. And at the time of Friday the 13th he was still trying to earn a
living in New Jersey, making music in his basement. I just thought he would be
a terrific asset for the movie—and I was right. I was very fortunate to have
worked with him.


Harry really knows
timing. His Friday score is very mathematical. From here to here, this
point to that point, there's a certain amount of time. And if you break that
down into a rhythm pattern, like a metronome, then there are a certain amount
of beats. He didn't write music that merely worked—it was measured so it
happened in time. That's what scoring is all about. 




HARRY MANFREDINI:


I wrote the entire
score in a couple of weeks, maybe three. The recording took much longer,
because there were so few players—oddly enough, 13—and so little room, as it
was recorded in a friend's basement studio in New Jersey. The original budget
was five or six thousand dollars, and I could only do the strings for two
sessions, and then the brass later. All the rest of the instruments were played
one at a time by me. So I would have to go through the whole score numerous
times to add each part. I was also was not a big fan of electronic instruments
at the time. I wanted to stay orchestral. So things that you might think were
synthesized were me just making sounds. I spent a lot of time scraping and
hammering on the piano of the poor studio owner, and playing screeching sounds
on an Irish tin whistle. 


When I do a film,
I always try to create a world where the score lives. And that's what I tried
to do with Friday the 13th. I learned about being limited but really
concise, and using the material in many different ways. And sometimes you write
your best when you don't know what you're doing. You just let it happen—when
you're more in control of it, it doesn't come through. In Friday the 13th
there are just two chords in the whole picture, colors that relate to various
parts of the story. It's very intense in the sense that it all comes out of
itself. Every single note can be explained from these two chords. And there are
three cues in Friday the 13th—there's stalk, there's tension and there's
attack. And then there's the one red herring, where you always fake it. That's
always bigger. If you're really watching the picture, you'll notice that if the
score is really rabble-rousing you and pushing you, chances are the visual
payoff is not going to be there. And when we really want to scare you,
the music will stop.


BETSY PALMER:


I first saw Friday
the 13th at a screening at the Paramount Theater. The other kids from the
film were there, everybody brought their families and we were all eager to see
it. And I remember that Sean was a good 45 minutes late bringing the print,
because he was putting in that "Ch-ch-ch, ha-ha-ha" sound effect in at the last
minute. That was a brilliant move—I really think that's one of the main
things that sold the picture. 




SEAN CUNNINGHAM:


The "Jason sound,"
I remember the first time I heard it. Harry is an equipment junkie, and he had
something called an echo reverb machine. I don't know what Harry was saying,
but it is like guttural sounds, hard sounds. The two words that he used were
"kill" and "mother." "Ki, ki, ki. Ma, ma, ma." If he had tried "dog" and
"peach" it wouldn't have had the same flair. But I still don't know exactly why
it works. The peculiarity of this kind of stuff is that you don't know until
you put it up with the movie and see how it actually plays in context. I think
there was something about the repetition of it.


HARRY MANFREDINI:


In most other
horror films the music is all over the place, just to try and manipulate the
audience, and for any reason. Sean and I made a direct choice on Friday The
13th to make the music represent the stalker. I was looking for a sound, a
signature for a killer who does not appear in the movie until reel eight or
something. That's a long time, so it was essential to establish something that
brought the villain into the movie from the beginning without ever showing
him—or her. You didn't see the shark in JAWS, but when you heard that
motif, it was the shark. It's the same thing with old Jason, or in this case,
actually, Mrs. Voorhees. The audience has to be aware of what's going on, and
the music was the thing that said, "Uh-oh, the killer's there." 


In his wisdom,
Sean asked if we could have a chorus. I told him we couldn't afford one—we
could barely afford what we were doing! This was shoestring, crazy filmmaking.
So I was listening to a piece by Krzysztof Penderecki, who's a very famous
contemporary Polish composer. I study a lot of classical music, because you get
a lot of great ideas. And the piece had a huge chorus that was singing very
striking pronunciations. Consequently, all of the consonant sounds were quite
sharp, almost like a "ki ki ki!" And in the movie, there's a scene towards the
end where there's a close-up on Mrs Voorhees' mouth. It goes between the sound
of Jason saying, "Kill her mommy!," then the mother's voice, and back and
forth. So I got the idea of taking the "ki" from "kill" and the "ma" from
"mommy," but spoke them very harshly, distinctly and rhythmically into a
microphone and run them through this echo thing. So every time there was the
perspective of the stalker, I put that into the score. And that is how it came
to be, and how we hear it today. 



"Tom Savini just amazed us with his imagination," raves associate producer Steve Miner. " The decapitation appeared on the screen in the most

  powerful and visceral way possible!" 



In early 1980, the directive
given by Paramount Pictures to Frank Mancuso, Sr., the company's then 46-
year-old Executive Vice-President of Distribution & Marketing, was as clear
as it was direct: augment the studio's slate of in-house motion picture
productions by acquiring low-cost, independently-produced product. While the
concept of the "negative pickup" was not an entirely new one in late 1970s
Hollywood, the zeal with which Mancuso was to go about his task would instigate
a major change in motion picture distribution and exhibition, blurring the
previously steadfast division between the "A" and "B" picture and the marketing
of low-budget acquisitions. But even Mancuso did not know what lay just around
the corner. Following a series of screenings in February 1980, a bidding war
broke out over the rights to Friday the 13th between representatives of
four major motion picture studios—Paramount, Warner Bros., MGM and United
Artists. The film eventually would be picked up by Paramount for domestic
distribution, with Warner taking international markets. 


After 10 years
in the trenches of low-budget filmmaking, and his 40th birthday just past by
the turn of 1980, fate was about to smile upon Sean Cunningham. Back in 1971,
unable to afford a $90 airline ticket, he once schlepped by bus the film cans
containing his first full-length theatrical feature, Together, to the
offices of Hallmark Releasing. Now, he would never have to worry about the
price of an airplane ticket again.


SEAN CUNNINGHAM:


When you finish a
film, all you have to do is call distribution companies. Literally, you can
cold call them. That doesn't mean they'll buy your movie, but they're delighted
to look at it. That's as true today as it was in 1980. And with Friday the
13th, my investors were guys that had a background in exhibition—they'd
call their friends, and their friends told their friends. The selling of Friday
the 13th happened very quickly, really within a matter of two weeks. 


FRANK MANCUSO, SR., Former VP of
Distribution & Marketing, Paramount Pictures:


I was raised in
Buffalo, New York. I was mesmerized by film from the time I was small. When I
was a teenager, I started working as an usher in a movie theater. Then I
progressed through the action side of the business. I managed a theater, then
got into booking movies into different demo areas throughout Upstate New York,
Ohio and Pennsylvania. I would match the population with the movies that were
available. I was hired by Paramount in 1959 to do distribution, and stayed with
them until 1991. 


Paramount used to
have these events where we would show a reel of our upcoming product. We would
fly out to the West Coast, then you'd fly out to the East Coast and do the same
thing. Phil Scuderi was a customer and I met him many times. And I don't even
know if it was Phil or Sean who contacted me first about Friday the 13th.
I just remember seeing it at a screening with our distribution guys. 


ADRIENNE KING:


I asked Sean if I
could bring my mother to the screening and he said, "Sure." So we were sitting
up front and all the guys are sitting in the back. And my mother's nervous
because she thinks I'll probably take my shirt off in the Monopoly scene or
something like that. Anyway, at the end, she's easing into her seat and she
thinks the movie was over. Then Jason comes out of the water, and I'm telling
you—she bolted six feet out of her chair. She screamed so loud that she could
have aced my audition better than I did. If Sean didn't have a deal at that
point, then trust me, she sealed it. I think that's the day Sean sold the film.



BILL FREDA:


I remember the
Paramount screening distinctly, because I was working the soundboard in the
back. All the studio execs at the distribution level were there, too, including
Frank Mancuso. And when Sean and I had been editing, we used scratch music. And
there was this one piece of music that we used at the end, with a big "Bang!"
in it, for when Jason pops up out of the water at the end. And at that
screening, I remember I took the volume band and just went crazy with it. I
mean, everything would shake at that volume. And boy, when I bounced that thing
up all the execs just jumped. I think that's the thing that sold it. I think
these guys sat there and said, "Even if we buy this movie for the ending, it'll
be worth it."





Completing Friday the 13th's famous "chair jumper" would take three attempts to get right. The process took its toll on cast and crew. "It was tough," winces Adrienne King. "I remember that morning before we started, there was a little snow falling and—I'll never forget this—over the radio a weatherman says, '...And it's 28 degrees.' Everybody stopped. '28 degrees! Are you sure the lake isn't frozen?' It was a good-sized lake, but still!"


FRANK MANCUSO, SR.:


Obviously, the
ending was a highlight. I said, "Oh, boy! The audience is going to leave the
theater talking about this movie for days because of that ending!" It is a
truly visceral moment. I left that screening saying, "If we could get this for
the right price, it will have a market. I know exactly who will want to see
this, and I know who doesn't want to see this. And we have many slots coming up
in the year where we could use a movie like this." 




SEAN CUNNINGHAM:


We started to
screen Friday the 13th for distributors and it had just incredible
success. Mostly because of the sucker punch in the last reel. They loved it.
Then all of a sudden we're setting up another screening and they bring in all
the secretaries and their other friends and they would sit in the back and wait
for the ending, to watch their friends get scared. Then they'd jump up and
they'd laugh and they'd high-five each other. It was exactly that kind of fun
that created this little bidding war between United Artists, Warner Bros. and
Paramount. 


You have to
understand the world of distribution at that point did not exist the way it
does now. The notion that an independent film would ever be released nationally
had never occurred. When I made Friday the 13th, I wasn't trying to jump
into or resurrect a previously established pattern of distribution. It was a
pattern that didn't exist. What I looked to do was make a movie for the
$500,000 we were able to raise. And hopefully get our investors their money
back. 


GEORGE MANSOUR:


To be honest, we
all just thought it was going to be another rip-off movie. I didn't think it
was very good. I wasn't keen on it. I liked Last House on the Left better.
I never thought it would do as well as it ultimately did. But this was quite a
coup for Esquire and Hallmark, to have this association with a major company
like Paramount. 


VICTOR MILLER:


Sean and I had
done two movies before and they were nice and respectful and nothing happened,
so I was used to nothing happening. Then I got a call from Sean saying
Paramount had picked up Friday the 13th and was going to release it in a
thousand movie theaters, which was an unheard of number. I just went, "Holy
shit!" 



One charge that plagued Friday
the 13th was that it was a cynical gorefest, reveling in the kind of lurid,
sadistic violence that tested not only the standards of the Motion Picture
Association of America's ratings board, but all manner or good taste, propriety
and social responsibility. Yet the MPAA ultimately requested a mere nine
seconds of deletions from the film's graphic murder sequences and, after only
two submissions, granted it an R classification.


In the years
since the film's domestic release, the unexpurgated international version of Friday
the 13th, which Warner Bros. issued overseas and that restores those nine
seconds of deleted footage, had remained a highly sought-after collectible on
the American market. Additional still photography shot during the movie's
production, showing images of murder sequences or behind-the-scenes tomfoolery
of cast and crew that was never intended or even shot for the finished film,
also surfaced in various magazines and media, leading many fans to believe that
a longer cut of Friday the 13th was buried somewhere deep in the
Paramount vaults. But even today, with the studio having made the international
version widely available on DVD and Blu-ray, rumor persists of even bloodier
and more violent versions of the film, a claim its filmmakers continue to deny.



VICTOR MILLER:


I think the funny
thing about Friday the 13th, and I will go to my grave saying this, is
that it is not grossly violent. What I think was so great about the editing and
the special effects is that everything had a buildup, and then you finally you
saw this one shot of this thing and nobody lingered on it. We got in and we got
out real fast. It was more of the thought of having an ax in your face that
lingers with you, rather than seeing blood dripping all over or whatever. 


SEAN CUNNINGHAM:


It's like the
relationship between pornography and erotic storytelling. That when the
specifics are presented, it's not what you think. It's off-putting. It doesn't
take you to the right fantasy places. We needed to have long attenuated moments
that would end in a moment of surprise. We were trying to see how long we could
maintain suspense. That was the goal, rather than extreme gore. We had to push
the envelope, not rip it open. 


There has been a
lot of talk about additional scenes and all this extra gore stuff that was shot
and not released. The truth is that we had so little money. We used every
scene, every possible shot we had. We didn't have the luxury of shooting an
extra 20 minutes and deciding what worked the best, and then taking those 20 or
30 minutes out of the movie.


BILL FREDA:


I think the
build-up is more of what Sean was trying to create rather than focus on the
actual murder. That moment of impact is all that matters. And then let them
imagine the rest. When you start showing it too many times it loses its effect.






Tom Savini puts the finishing touches on one of his most famous creations (left, with actor Ari Lehman), while Steve Miner (right) poses with Lehman and Sean Cunningham.


BETSY PALMER:


Who would have
dreamed that Friday the 13th would be as scary it is? To me the secret
is that in the film, your eyes are the camera. When Jeannine Taylor goes to the
bathroom after she left Kevin Bacon in the bed and he gets the arrow through
the throat, she's standing washing her hands at the sink, and then she looks
over and thinks she sees something in the stall—as the audience saw it, the
shower curtain, they look and say, "Did that move?" I remember seeing that
scene when it was all put together in the final film, and that to me was one of
the scariest moments in the whole movie because it let's you use your
imagination. That is what's really wonderful about a lot of Friday the 13th.


SEAN CUNNINGHAM: 


Over the years,
many people have commented on the fades to white that we used at the end of the
murder sequences in Friday the 13th. But it meant absolutely nothing. It
was just, "Let's try something here to make this edit work." 




BILL FREDA:


I had been
impressed by a movie called The Pawnbroker. Ralph Rosenblum, who cut it,
he used the flashes and it was amazing what he did. So I utilized them
throughout Friday the 13th. It's not like a stock dissolve. The white
flashes were timed perfectly, and where they are placed is a big part of their
effectiveness. It just kept that momentum going. I also think it worked well
here because Friday the 13th was a movie where continuity could be a
problem. This solved that in a lot of ways. These things often come about
whenever you're stuck editing. 




TOM SAVINI:


The first two kids
in the movie, during the prologue, we should have killed them gloriously. There
are a few still pictures floating around, of Debra Hayes, who plays one of the
kids, and we're goofing around with a machete and she's screaming, and so
everyone thinks we shot a bigger, bloodier death for them. But we didn't.
Because when nothing happens to them, you're thinking, "Okay, well I can deal
with that, it's not that scary, they're not gonna shock me too bad." And then
from there on out, with every increasingly gruesome murder, the audience just
went, "Oh my god!"


SEAN CUNNINGHAM:


Originally, we
planned to shoot that prologue scene in quite a different way. It was written
to occur by the lake on the campgrounds, there was to be a chase through a boat
house and by the water, and a few other things.



STEVE MINER:


The first night we
tried to film that prologue, it snowed. Then when we did it the second time,
the generator died. So we were forced to choose the barn, as it eventually
appeared in the movie, out of necessity, because that was the one location we
could think of that had its own power source. And I liked what we ended up
with. But the original sequence would have been very exciting.




RICHARD FEURY:


Probably the most
famous promotional photograph taken from Friday the 13th was actually a
fluke. We were eating in the dining hall at the Boy Scout camp. It was
basically open-air, so it got very cold, and they set up sheets of plastic with
space heaters inside. I said to Betsy Palmer, "Why don't you just lean into
that plastic and scream?" She did, and the photo wound up in Time magazine.
And it's really funny, because it's not from any scene in the movie.


BILL FREDA:


Ultimately, there
were no bloody, gory scenes left on the cutting room floor, I feel quite
certain of that. I'm being completely honest—after that screening at Paramount,
the final domestic version didn't change much from the original cut. I do
recall a few seconds being excised. It was hardly a big deal. And remember,
Sean had been making very low-budget movies, so he was more than willing to
make cuts to allow a major distributor like Paramount to pick up the movie.



Tom Savini, Ari Lehman and Adrienne King joke around between takes, while Savini (right) enjoys a brief respite during the arduous filming.


Frank Mancuso, Sr. was taking a
gamble on Friday the 13th. He eschewed the regional platform
distribution pattern usually afforded to prestige pictures of the era, yet did
not discard the film directly into the dumpster of the drive-in and
exploitation circuit. Instead, he gifted his low-budget acquisition with an
unprecedented—at least for a low-budget negative pickup—mass media marketing
campaign that highlighted the film's key selling point: its succession of
creative murder sequences. Mancuso also shrewdly refused to screen the picture
in advance for critics. 


Mancuso's
conceit, combined with a release date set strategically placed well ahead of
the summer's expected blockbusters, would pay off. Handsomely. Friday the
13th opened on 1,127 screens on May 9, 1980 and topped the box office with a
three-day opening gross of $5.8 million. But even more remarkable to observers
was the film's staying power. Unusual for a horror film, whose receipts
traditionally decline after its opening weekend, Friday the 13th
remained second behind only The Empire Strikes Back as the top
money-earner of the summer, and would go on to best such higher-profile major
studio rivals as Stanley Kubrick's The Shining and Brian De Palma's Dressed
to Kill. By the end of its run, Friday the 13th would pull in an
impressive $39.7 million, inspiring over 14 million ticket holders to sleep
with the lights on.


If the
popularity of Friday the 13th baffled the industry and mystified
critics, it would shock no one more than its cast and crew, who were expecting
little from the film on which they labored so enthusiastically. For its
creator, investors and studio, it was a financial windfall that would change
their lives—and the face of the horror genre—forever. 


SEAN CUNNINGHAM:


Friday the 13th
was made for about $600,000. We had $2.6 million in guarantees before the
picture opened. And that was not the end of the line, just an advance against
our participation. I didn't know what was going to happen. I just hoped that if
the film were to do more than $6 or $7 million then I would see some real
money. But back then, how many pictures saw that kind of return? Very few.
Independent films? Almost none. So we were really fortunate there wasn't
anything else going on at that time approaching the format of the film. And the
success of Friday the 13th could never have been accomplished without
Paramount and Warner Bros. They had the money and the resources to sell it, to
put it into theaters and present it in such a way that it reached a mass
audience. 


Frank Mancuso decided
to take a chance on this low-budget film with no stars and release it
nationally. That had never been done before. He could have fallen on his face,
but he believed in the film and took enormous chances. And he was absolutely
correct. We happened to be at the right time at the right place, and we were
very, very lucky. The success of Friday the 13th was completely
unanticipated by everybody, except maybe Mancuso. We sure didn't expect it. 


FRANK MANCUSO, SR.:


What we started
doing with Friday the 13th was target marketing, because I never
believed we would have a demographic spillover for the film beyond, say,
someone in their early 20s. That was it. The early 1980s was the beginning
of when Hollywood started to realize that the teenage market was the driving
force at the box office. The attraction of acquiring Friday the 13th for
the studio was that it served a natural, frequent movie-going demographic. It
was the right subject matter and the right title. 


Everything we did
on Friday was targeted, as opposed to something like JAWS. That was a mass
audience picture, so their coverage in print, television and radio was much
more general in purpose and intent. What we needed to discover was much more
specific. What do teenagers listen to? What do they watch? Where do they go?
What do they read? So in many ways our campaign for Friday the 13th was
less expensive but much more effective. 



GEORGE MANSOUR:


The original
marketing for Friday the 13th was Hallmark's. And it could easily have
been the idea of any of the guys in the office, because it was very loose and
crazy. We didn't have an ad agency or anything like that. It wasn't until
Paramount really came in on the third Friday that they were involved in
the marketing. It's like what the Weinsteins do today. They're totally
publicity-driven. They make much better movies, obviously, and they have much
better taste and much higher budgets, but when it comes down to it, they run
things on the basis of publicity and advertising. In a lot of ways, they're a
high-class rip-off of the old Phil Scuderi school of film distribution. There
are definite parallels there. 


ADRIENNE KING:


We did have a
proper premiere, a very small opening at the Loews on Broadway. But it was a
huge theater, and packed. And before the showing was over there was a line
around the corner for the next showing. I was amazed at how successful it
became the very first night. I know it opened up at number one for the weekend.
It was a love fest for Friday the 13th. The fans just adored it and they
kept on coming back. I remember opening Backstage and it showed Friday
the 13th above Kramer vs. Kramer on the charts. 


After that it was
overwhelming. I would get stopped all the time on the subway. It was just the
most amazing thing that could have happened to me. It has been the highlight of
my career, since it was the only time it has happened so far.




RON KURZ:


Everyone with
their name on it was becoming rich overnight. Sean, down in Westport, traded
his station wagon for a new Mercedes. I was at lunch with Phil Scuderi after the first
weekend grosses were in and I've never seen a happier man in my life. 


RONN CARROLL:


I remember going
with a friend of mine and his wife to see an early screening of Friday the
13th. I remarked after it to my friend who was sitting next to me, "At
least nobody will ever see this thing!" Then after it came out, everybody in
New York would ask me, "Hey, man, I saw you in Friday the 13th, what did
you think?" And I would just say, "Well, you know, it is what it is." Maybe it
was naÃ¯ve on my part. I thought it was just a week's work, and was going to be
one of those movies that opens on Friday and closes Sunday.



The most famous promotional photograph taken from Friday the 13th was actually a fluke. "We were eating in the dining hall at this Boy Scout camp," remembers unit photographer Richard Feury. "It was basically open-air, so it got very cold, and they set up sheets of plastic with space heaters inside. I said to Betsy Palmer, 'Why don't you just lean into that plastic and scream?' She did, and the photo wound up in Time Magazine. And it's really funny, because it's not from any scene in the movie." 


MARK NELSON:


I think none of us
thought anything would happen with it. We thought it was a low-budget shocker
that would probably go straight to video. We were completely stunned, at least
I was, to see the commercial campaign that Paramount built for it, which
probably cost more than the entire production.


I saw it on
opening night. I went to the Plaza on 44th Street in New York City, which is
probably a 1,500 seat theater, and it was packed. I remember Barry Moss was
coming up the escalator as we were going down, and he said, "There was a heart
attack at the first show where it hit." It was huge. 


ROBBI MORGAN:


I'm such a scaredy-cat. Shooting the movie was fine,
but then I went to see the movie in a theatre. I hadn't been a part of any of
the scenes other than mine, and I didn't even get the whole script. So with
music and not knowing what was going to happen—I was scared to death. I had nightmares after it. 


I must admit that the success of the movie was really
fantastic. Oh, man! My brother, who lived in L.A., called me and said, "Robbie,
it's in Variety! The numbers it's doing are amazing. It's a big hit!"
There I was doing Barnum & Bailey, and across the street on 44th Street, Friday
the 13th is sold out. 




KEVIN BACON:


Whatever steps
forward I have taken, I was always able to take a few back and sabotage it.
I've been through so many ups and downs. But I feel pretty good from a career
standpoint. I was never the fresh new face, and I'm happy about that. Friday
the 13th—I think that success gave me the confidence I needed at that time,
after the lull following Animal House. And it was a great conversation
piece. For a while I was known as "the guy that got it with an arrow through
the neck, making love to a girl in a camp bunk."




RON MILLKIE:


The first time I
saw the film was at the first cast and crew screening. And when my scene came
up, nobody laughed. I was really worried. Then I saw it again after it opened,
with my wife on 42nd Street, which in those days was all grindhouses and cheap
theatres. And it was a very ethnic audience—mostly black people—and they were
roaring. They thought it was hilarious.


I thought the movie itself was
quite well done. It scared the crap out of me and, of course, we all jumped out
of our seats during the famous closing scene. I guess that was the draw—that's
why people went to see it, because they were so scared by that point and it was
a total shock and a surprise.



TOM SAVINI:


I've done a lot of
stage work where the reward is immediate—the applause, the laughter, the
screaming. But a movie, you don't get your reward until a year later when the
movie comes out. So I always go to the theater but I hardly watch the movie. I
pick somebody in the audience and watch the evolution of their heart attack.
And Friday the 13th was a great one to watch, I mean, my god—when Kevin
Bacon's death scene came up, the reaction—the audience screamed at the top of
their lungs. I remember staying in the lobby waiting to watch the people leave.
Friday the 13th was a very rewarding film. 


VICTOR MILLER:


I saw it with an
audience in Milford, Connecticut, and it was absolutely terrifying. But the
most interesting moment was the end. Half the audience got up and headed toward
the exit. When Jason came out of the water, the half that were still seated
were trying to see over the people who were leaving. Everyone screamed. It was
absolutely the most wonderfully chilling sound I have ever heard in my life. 


HARRY MANFREDINI:


One of my favorite
things to do with Sean Cunningham was to sit in the front row of the theater,
and we'd slide down in our chairs, turn around, face the audience and watch
them react. People would fly out of their seats, and Sean would scream, "I got
'em! I got 'em all!"


SEAN CUNNINGHAM:


The dynamics of
that ending scene have been copied any number of times and consequently,
everybody says, "Oh, yeah, I know what you guys are up to. You can't fool me
with that stuff anymore." But it was so much fun back then. I think that was
probably the biggest scare I've ever seen in a movie theater. The only one that
got me in a similar way is when Ridley Scott had the alien come out of John
Hurt's stomach in ALIEN. Ours was great, but that was spectacular! 




Composer Harry Manfredini. After three decades of requests and anticipation, fans of Friday the 13th and Manfredini were at last rewarded for their patience with La-La Land Records' Friday the 13th Parts I-VI limited edition soundtrack collection (right). For the first time, Manfredini's original scores for the first six Friday the 13th films were presented uncut and remastered from newly-recovered audio elements. Spread across six CDs and including a 40-page full-color booklet with extensive liner notes, the box—limited, appropriately enough, to 1,300 copies—quickly sold out.


BETSY PALMER:


When I first went
to see Friday the 13th in a theater, I went in Connecticut where I lived
and I brought my daughter. And it was Mother's Day, so I said, "Well, let's go
see this damn thing." And there's nobody in this movie house except for six
young boys. No audience. Well, the film finishes, nobody screams, nobody yells,
nobody's frightened, nobody laughed. And I said to Melissa, "I told you it was
going to be a turkey. Nobody's ever going to see this movie." 


Then after it
began to become such a big hit, we went over to the Paramount on Hollywood
Boulevard and it's just filled with kids. They were crazy for it! They had
found it by then. And there were three black girls sitting in front of me. A
friend that was with me leans over and whispers, "You've got to tap them on the
shoulder!" So the lights came up, we were all getting ready to leave, and as
the girl stands up I poke her on the shoulder, and she turns around and says,
"Oh my God! It's her! It's her!" And they all started screaming and running out
of the theater. 



ADRIENNE KING:


I was living in a
little studio apartment in New York on 56th Street. The man who owned the
building, his son-in-law was a theatre and movie nut. And once I got wind that
the son had power in the system, I said, "I'd really, really like to get a
one-bedroom apartment in the building you own up on 82nd Street and Madison
Avenue." And he goes, "Yeah, right. You're an actress. Forget about it." Still,
whenever a show of mine would open, I'd send him something. Then a year and a
half or so went by and I said to him, "I'm really serious. How do I get on the
list for that apartment?" And he says, "You don't. Someone has to die—there's a
waiting list for years." But then he stopped, and said. "But when you star in a
movie, I'll get you an apartment at 1100 Madison."


Then I did Friday
the 13th. I invited him to the screening—the one where Paramount first
bought the film. And after, he came out to me in the lobby and just said, "8L."
I couldn't believe it! A rent-controlled building, 1,200 square feet and it
looked out over Central Park! It's an actor's dream in New York. A Cinderella
story. I still dream about that apartment. It was my dowry. That's my Friday
the 13th bonus. 


The critics hated Friday the
13th. It was not merely reviewed, it was eviscerated. But while poor notices
were nothing new for low-budget exploitation films, what came as a surprise was
the virulent and personal nature of the attacks. 


The most vocal of
the film's detractors was the late Gene Siskel, then still a local critic for
the Chicago Tribune who, in his May 8th, 1980 review, took the unprecedented
step of not only revealing the identity of the film's killer to potential
moviegoers, but also calling Sean Cunningham "one of the most despicable
creatures ever to infest the movie business." Siskel's review went on to urge
those just as outraged as he was by Friday the 13th to write letters to
both Paramount Pictures and Betsy Palmer to express their contempt and disgust
for them and their film. Perhaps as further incentive to get his readers on his
anti-Friday bandwagon, Siskel even went so far as to publish Ms.
Palmer's home address. Siskel, along with his co-critic Roger Ebert, then
devoted the entire October 23, 1980 episode of the pair's weekly, nationally
syndicated television program Sneak Previews to what they called the
"gruesome and despicable" new genre of the "splatter" film. During the show's 24
minutes, a disgusted and disgruntled Ebert accused Friday the 13th and
its ilk of "expressing a hatred of women," and decried the phenomenon of
"audiences cheering the killers on." The pair concluded the program with an
outright call for censorship, with a smug Siskel remarking, "After all,
bullfights were outlawed, too!" 


Joining in the
fray were the vast majority of national critics, among them The Hollywood
Reporter's Ron Pennington, who lambasted the film as "a sick and sickening
low-budget feature that's blatant exploitation of the lowest order." Archer
Winsten complained in The New York Times that while "the performers are a
good-looking set of youngsters, the dialogue and continuity are barely up to
the level of competence." And echoing those who felt cheated by the
out-of-the-blue third-act reveal of the film's killer, Linda Gross lamented in
the Los Angeles Times that "Cunningham has evidently no respect for a good
murder mystery...the villain is as much a surprise as a sunburn after a July 4th
beach party." The few critics who did bestow any virtues to Friday
the 13th did so begrudgingly. Janet Maslin admitted that "...Cunningham's
brand of horror is reasonably suspenseful, though none too new," while Rob
Edelman in Films in Review at least acknowledged that "Friday the
13th is almost unbearably scary," and was made for an audience "who like to
be terrified out of their wits as they munch popcorn and convince themselves
that they are only watching a movie." 


But critical
brickbats did little to quell audience interest. By the time the Catholic League
of Decency officially added Friday the 13th to its list of condemned
motion pictures on June 12, 1980, such publicity only guaranteed its status as
the sleeper hit of the year. The film that had been proclaimed the most
dangerous of the summer by moral watchdogs was now the one every kid in America
wanted to see. 



TONY TIMPONE, Editor, Fangoria
Magazine:


When Friday the
13th first came out in 1980, I was 17 years old and it was the same summer
as The Shining. All my friends were arguing about which horror movie we
should see that weekend, and I was kind of taking the highbrow approach and
saying Stanley Kubrick. The other group was like, "No, let's go see Friday
the 13th." So I dragged some of the group to see The Shining, and
the others went to see Friday the 13th. We came out of The Shining
bored stiff, but the people who went to see Friday the 13th couldn't
stop talking about it. And that's all they talked about in the schoolyard the
next day—they got off on all of the horrible murders and the cast getting
knocked off one by one. But the box office was the true test. Friday the
13th was the big hit, not The Shining. I think the public ruled on
that one. 


STEVE MINER:


The enjoyment with
this kind of film is audience participation. The audience didn't even mind the
dumb stuff, because they could talk back to it. They really stayed with the
story. What does happen with a lot of these movies is that they have terrific
ad campaigns but then don't deliver. I don't think that that was the case with Friday
the 13th, because business continued strong for weeks and weeks.
Practically all of the advertising money was spent during its first week of
release, which means that its continued success was based on good word of
mouth. I think a film like Friday the 13th is pure entertainment, like a
rollercoaster ride is pure entertainment. 



Adrienne King's photo album #1.

SEAN CUNNINGHAM:


It wasn't like I
was creatively invested in Friday the 13th and then misunderstood. My
personal delights lie with stories that are well told. Friday the 13th
is just not a story. It seems like a story, but it's not—it doesn't have the
integrity that good stories have. I was just trying to create a fun horror
film, and people called me names because of it. Horror films don't get good
reviews. Horror films, like several other genres but more than any of them,
speak to your subconscious. And they are meant to be manipulative—if they
aren't, they don't work. And people who write critical evaluations of movies
characteristically resist anything that is not cerebral. They want the
information to come in through the brain—more often than not, verbally—and they
want to be able to filter it, and only then maybe it feels good. But if it
comes through the eyes and goes to the guts and then bubbles up to the brain,
then it's dangerous. 


I knew that then,
so I didn't need vindication. I was amused. When critics said the film was
manipulative, it was a pejorative word, and one I considered a huge compliment.



ADRIENNE KING:


They called us
"young and nubile." Do you think anyone my age read those things? It wasn't
like I had this thing about being a serious actress, even though I did end up
trying to train to be one after Friday the 13th. I had been doing this
since I was a kid. I'd put in my time and I just felt like this was probably
the best thing that could happen to me, fame-wise. I can't control what happens
outside of that. I learned that. And it didn't matter anyway. The thing was
huge. 


BETSY PALMER:


There was that one
critic, Ebert or Siskel, whatever his name was—I don't even know which one did
it. He wrote in his review, "You write Betsy and tell her how awful it is that
she should let us down this way, after being our girl next door all these
years." It's so funny how they cannot delineate that you're not really who you
are when you're playing these roles. Anyway, it was too late. It was out. What
was I going to do? 


VICTOR MILLER:


I had to be
reminded of that Gene Siskel review because I had totally forgotten it. That
was just unconscionable, the idea of printing somebody's address. Although at
that point, I was just thinking, "Boy, the more publicity, the better!" And as
a graduated Yaley, I was already used to people talking about how trashy I was.
I was never fooling myself about what Friday the 13th was. It is a good
show and we were building a rollercoaster—the best damn rollercoaster that we
could. We just seemed to be the most visible one at that moment and we caught
all of the flack. 


STEVE MINER:


To be honest, my
feeling is that the audience can usually imagine something much worse than you
can show them if you lead them in the right direction. But critics don't
understand this kind of movie. I think, at the time, you had to show some
realistic violence in order to make the setup frightening. You can't scare
people nowadays without showing some kind of gore. You don't necessarily have
to dwell on violence, however, to satisfy an audience. Still, I'm sure there
will be people, especially critics, who still think we went overboard. But we
couldn't worry about what the critics were going to say. If we made a movie to
please the critics, we probably wouldn't have been doing justice to our
audience. 


Part of the
backlash was also that less people were doing it. It was at the beginning of
independent horror films like Halloween and Friday the 13th. They
were much cheaper to make, much easier to get going. And there weren't that
many film schools back then like there are now, filled with kids who are very
smart and sophisticated. 
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TOM SAVINI:


Friday the 13th
was the beginning of the splatter craze. But it was not that we were getting
pleasure out of creating gore. We were getting pleasure out of fooling and
scaring people. When I see something gory and I say, "Wow! That's beautiful!"
it's because it was a magic trick that worked. I will look at the stuff exactly
for what it is. It's a rubber head with glass eyes on remote control
mechanisms. And the blood is Karo syrup. 


When I'm in the
movie theater, I realize that I'm springing this on objective, unaware people.
And sometimes their reaction really surprises me. But that's why they're there,
right? They pay their money to get scared, the same reason they go to an
amusement park to get strapped into a machine that catapults them into the air
and turns them upside down and makes them fly in loops. 


WES CRAVEN:


I see Last
House on the Left, in a way, as a protest film. There was an initial stage
in horror cinema, during which Last House was made, where gore stood for
everything that was hidden in society. Guts stood for issues that were being
repressed, so the sight of a body being eviscerated was exhilarating to an
audience, because they felt, "Thank God, it's finally out in the open and
slopping around on the floor." But that gets very old very fast. I don't think Last
House on the Left was really the progenitor of slasher movies. I was more
interested in psychological underpinnings and irony, and I think Sean
discovered after Last House that he was much more interested in being
entertaining rather than assaultive. The violence in Friday the 13th was
bizarre, but it wasn't real; it was goofy. 


BILL FREDA:


I find it very
funny, but many people still think I edited Halloween, not Friday the
13th. Of course, Halloween was a much better-produced movie. You can
still watch it today. I mean, I look at Friday the 13th now and it's
just terrible-looking. It's so low budget. But I do think kids have a great
sense of humor, and that's what Friday the 13th had. It wasn't serious.
And kids loved the creative way the murders were executed. It was almost
stupid. Today, people say, "How could you do a movie like that? It's so dumb."
But Friday the 13th came in just before the realistic era arrived. It
was still part of that almost 1950s-era sensibility, where nobody really died
and nobody really got hurt. That is why it was shocking. 


RON MILLKIE:


I wasn't offended
by the violence in Friday the 13th. I had already gone through Vietnam
and protested. I felt that was much worse—people having to die for a stupid
war. I just thought this was not to be taken seriously.


RONN CARROLL:


The truism that
came out of Friday the 13th for me was that I'll try not to judge any
material, other than to do the best work I can. It is a very subjective thing.
Unfortunately now, you couldn't even make a movie like Friday the 13th on
the cheap, that would still draw the kids. At that time, it didn't have to have
a lot of high-tech stuff going on. There was a time when you could make this
sort of movie, and it would be fun. It was a popcorn movie. The kids could
still gape and go, "I wonder how they did that!?" 


From left: Domestic one-sheet; international one-sheet; and German one-sheet.



United Kingdom quad poster.



From left: Japanese video poster; German one-sheet; Australian half-sheet.


JEANNINE TAYLOR:


Friday the 13th
had an artfully designed plot, striking special effects and memorable music.
Was it a valid endeavor? I think it was. I really was shocked at the degree of
hostility and the criticism and how emotional it all was. People vilified
everyone connected with the project. I don't think I—or anybody—deserved to be
held personally responsible for the degradation of our culture. I did not think
Friday the 13th merited that kind of scorn. I still don't. But now when I
think about the initial reaction to the film I realize that one must ask the
question: who was being murdered in this way? The epitome of fresh-faced,
all-American middle-class youth. We were the next step along the road of those
squeaky clean kids in sit-coms. That's what enraged the press and some of the
public so extremely. It was the first time that had ever been seen in exactly
that way, except for Halloween. And Tom Savini is such an artist and so
good at making these effects that it created this horrified reaction because it
did look quite real. It was extremely disturbing. 


None of the older
generation took it as fun. People Gene Siskel's age and older didn't think it
was fun at all. There were still arbiters of taste who were the children of
people whose sensibilities were formed during the end of the Victorian era.
It's not really all that surprising that there was this kind of stigmatization
of anything violent or sexual. Things have moved way beyond that now—and I
don't know if that's good or bad; it just is. 


SEAN CUNNINGHAM:


By the mid-1980s I
began to get asked these questions about themes that were being superimposed
upon Friday the 13th and other slasher films. That thing of, "Oh, the
slut's gonna die. And the good virgin will survive." And honest to God, I
thought they were nutty. Friday the 13th wasn't meant to be
misogynistic. It certainly wasn't trying to demean women. We killed
democratically.


I never bought
into the notion of sex equals death. I grew up as an Irish Catholic, but
religion was not part of my life at all as an adult. So in my movies, you don't
find any sense of preachiness or born-again stuff. There have been a great
number of films made that do present that morality, but that certainly wasn't
what I intended in Friday the 13th. It wasn't meant to be a morality
tale. In fact, I think that diminishes the form at some level. The fear comes
from bad things happening to good people for no apparent reason. And
reconciling yourself to the fact that bad things are out there. We think that
we protect ourselves by being nice to our mothers, being polite, by being good
people, going to church. And doing all the good things. But gnawing in the back
of our minds someplace is the notion that they may not protect us. It's as cold
as that. 


VICTOR MILLER:


If there is a
scene in the film that is the most controversial, I think it is when the Jack
and Marcie characters are having sex, and the camera pans up to Ned's dead body
right at the point of orgasm. It all sort of works together. And it was all
plotted out, that it just got creepier and creepier, that it really would make
sex very creepy. It is all about sex and violence. That was a lesson I learned
from Halloween—if you make love without the benefit of marriage, you get
killed. And anyway, what else would a bunch of kids be doing while opening up a
camp? Painting canoes?


SEAN CUNNINGHAM:


Friday the 13th
has no emotional impact on me at all. It's all plumbing. The characters were thin
at best. The person who calls Friday the 13th a film is pretentious.
This is the movie business we're involved in. And there is a difference. I
don't think popular moviemaking creates values in culture whatsoever. They
project the values that are already a part of a culture. What we're doing as
filmmakers is sitting around the campfire, telling these little fables, these
little stories, that reflect what we think is important, what is valued, in our
culture. We're just using different tools than we could before, and we're able
to reach more people. And if you reach out with stuff that doesn't really
relate to life, that doesn't have any resonance, it will just get rejected. It
might be popular for 10 minutes. That is why, in general, people don't like to
be surprised in movies. They want to have their feelings and prejudices
affirmed. 


My feeling about
all the attention that Friday the 13th has gotten is that it's
unwarranted. Friday the 13th is interesting maybe as a social document,
in historical terms of what can happen in the movie business at a particular
point of time, for whatever reasons. But it's a very simple, low-rent kind of
movie. Certainly, if it were made today, it wouldn't merit a second look. I was
very, very fortunate to have had a chance to make it and benefit from its
success. But, in the grand scheme of things, it doesn't qualify as anything
meaningful. It's hardly a cure for cancer, is it?





2. The Body Count Continues




By the end of 1980, Friday
the 13th not only ranked as the top-grossing horror film of the year; it
represented the new face of the genre itself: culturally resonant, and with a
modern sensibility and cutting-edge special effects. In the wake of Halloween,
Friday the 13th tapped into the collective fears of its audience in a
way few Hollywood films ever had—and it had done it outside of the
establishment and without following any of the traditional rules. By benefit of
the mass marketing campaign afforded it by Paramount Pictures, Friday the
13th bridged the gap between the wholly independent, regionally-distributed
B-movie and the truly respectable, major studio A-picture. Friday the 13th
was at the forefront of a coming sea change in exploitation moviemaking; if the
public was looking outside the mainstream for something that scared them, the
major studios were only too eager to sate their audience's taste for horror by
looking outside established patterns of acquisition and exhibition. Following
the success of Halloween and Friday the 13th, what had quickly
been dubbed the "slasher film" was just as quickly becoming a staple of the
industry, with the mandate to make them faster, cheaper and gorier than the
last.


The success of Friday
the 13th had surprised no one more than its creator. It was not a film born
out of creative passion but manufactured as a means to an end. For Sean
Cunningham, the hope was to make enough of a profit to afford to make another
movie. Now, he was being offered that chance—only it was a remake of the same
movie he had already made once before. But more troubling for Cunningham was
that a key creative question remained: what do you do when almost the entire
cast of your original film—and its villain—are dead? But with Paramount
Pictures eager to acquire a follow-up and Georgetown Productions, the
production company run by financiers Phil Scuderi and his partners in Boston,
only too happy to oblige, Friday the 13th was about to take its first
evolutionary step toward becoming a now oft-used Hollywood phrase—a film
franchise. And it would be done with or without Cunningham. 


SEAN CUNNINGHAM, Executive
Producer: 


I'd like to go on
record to say that when we made Friday the 13th, we had no clue there
would ever be a sequel. That was never part of our plan. You made a sequel to JAWS
maybe, but you didn't make sequels to low-budget independent horror films. We
only started talking about doing a sequel within days of the initial success,
and that came directly from Paramount. It was, "People are comin' to see this,
and you killed eight people. Maybe next year, you should kill twelve people?"


FRANK MANCUSO, SR., VP
Distribution, Paramount Pictures:


The first film was
such an immediate success that we looked to establish it on a long-term basis
almost immediately. We sought the worldwide rights because it was a
no-brainer—when you make an acquisition like Friday the 13th at that
kind of price, the profit margin is built-in. And those profits will allow the
studio to gamble a little bigger on something else, whether it is another
acquisition or one of our own productions, because we know we already have
profits on the way. And it became a natural thing to open another one the next
year, on a Friday the 13th. We wanted it to be an event, where teenagers would
flock to the theaters on that Friday night to see the latest episode. That was
the concept almost from the beginning.


SEAN CUNNINGHAM: 


We kicked around a
lot of ideas of what a Part 2 should be, or could be. I thought we
should exploit the title, use "Friday the 13th" as a tentpole name for a series
of scary movies not necessarily related to each other. But Phil Scuderi felt it
was really important to bring back this Jason character. I thought that was
just the worst idea I had ever heard. Of course, I have been proven completely
wrong. But at the time Jason wasn't a villain, he was just a figment of
somebody's imagination. Having Jason come up out of the lake was a device. It
was justifiable, but it wasn't meant to be the beginning of a story. He was
just a gag. The notion that Jason came back—how are you going to sell it? 


Finally, as I
considered whether or not to be involved, I just didn't get it. Friday the
13th was reality based. When you added Jason as a machete-wielding
character, you're shifting to a mythological base. Since then I have come to
understand it, but in the beginning I just didn't get it at all.


VICTOR MILLER, Screenwriter, Part
1: 


I remember buying Variety
every week when Friday the 13th was in the top ten and I just could not
believe it. I was hot for about 30 seconds. Immediately I went out and took all
kinds of meetings. When Part 2 came around, I thought there was no way
they could have paid my new salary level. Which I think is one of the things
about sequels—you always try to get a new writer because that way you can pay
them minimum. And I would go with Sean that an anthology Friday the 13th would
have been much more interesting. But who am I to argue with the fact that it
has since had a life of its own? And Sean and Phil were the owners of this
thing; I was not an owner. I wanted to go on a different kind of rollercoaster
with Part 2. So I didn't do it.



Part 2's prologue sequence was the last to be filmed during principal photography, and shot over the course of two days on the outskirts of Kent, Connecticut. As would become commonplace throughout the sequels, the character of Jason Voorhees was often played by different performers for select "insert shots" of the killer. But the pre-title sequence of Part 2 merits special distinction, because for the only time in the series' history, Jason was played by... a woman! The legs of Jason (background) actually belong to the film's costume designer, Ellen Lutter.


STEVE MINER, Producer &
Director: 


I thought the
first film was very good, and we should move ahead in the same way. I thought
it made sense that Part 2 would be about Jason. His mother was dead, and
the ending of the first film just left itself open to it. I thought people were
anxious to find out what happened. Who was that kid that came out of the lake?
Was he a dream? Was he real? The ending of the first one didn't mean that Alice
saw the real Jason. He's not the living dead, as some
rumors have speculated. I approached it that Jason survived his
drowning—we just had to give him a chance to grow a little so he could be
menacing. I also thought Part 2 should follow the same structure of Friday
the 13th, namely a bunch of teens in a camp situation that are being killed
off. 


I thought that I
would just produce Part 2. Then when Sean didn't want to direct it, it
became clear that I was probably the best person for the job. Working with Sean
and Wes Craven, I'd learned the nuts and bolts of filmmaking on a grassroots
level. I'd done every job on a film that you could imagine. I had also directed
a lot of industrial films and second unit stuff. And I thought I understood
what the first picture's audience and fans of the genre would want. It was a
natural transition for me. I felt like I was ready to direct. 


SEAN CUNNINGHAM: 


Steve Miner and I had been friends for 10 years by the time we did Friday
the 13th. He was an enormous help, a rock, and I really grew to count on
him. Then, when Steve got the opportunity to direct Part 2, I was able
to support him and help him get a directing career launched. I added very
little to the second film, and certainly the third. Most of it came from Steve.
I didn't interfere at all. I just acted as a mentor, giving advice. I only
remained close to the next two Friday films because of Steve, and then
after that I was just a cheerleader. And I'm very grateful I had the
opportunity to do it. I'm proud. 


But because Phil
Scuderi, Steve Minasian and Bob Barsamian put up the money, they controlled the
copyright in their investment entity. However, it was subject to a whole bunch
of obligations to me. Consequently, Georgetown couldn't make the deals with
Paramount without me cosigning and agreeing that I was to be paid directly by
Paramount. Absent that, I wouldn't sign. And if I wouldn't sign, Georgetown
couldn't do it. 


BETSY PALMER, "Mrs. Voorhees":


Â During the making
of the first film, I was aware there were some very short men who were hanging
around—a group of five tiny, tiny men, all looking very mob-like. That was the
money behind the show. And they were from Boston. I asked Sean who they were,
and he said they were the backers, or "the angels." I thought, "Hmmm, this
looks like mafia to me." 


FRANK MANCUSO, SR.: 


The people in
Boston were our customers. We sold our pictures to them to play in their
theaters, and that's as much as I knew about them. We had a very simple
arrangement. They would make Part 2 and we would negotiate how much we
wanted to pay for it. And when the deal was done we'd distribute the film. Very
clear lines. We never got ourselves involved in the production, and they never
got themselves involved in the distribution. They got their proceeds, but
ultimately the payoffs and the profits were all handled by Paramount. 




Friday the 13th was a tough act
to follow. While its artistic merits remain debatable—no love would ever be
lost between it and its critics—any film that achieves such a level of success
still brings with it considerable expectations for a sequel. This weighed
heavily on no one more than Steve Miner. With his mentor Sean Cunningham
offering little more than encouragement, the success or failure of Part 2
would rest completely on the shoulders of the neophyte director. Undaunted,
Miner chose the path often taken by sequel-makers—create a follow-up that's
familiar yet different, one with a little more style, a little more gloss and,
in the case of a horror film, a lot more scares. 


To recapture
the appeal of the original film—and likely surround himself with familiar and
reassuring support—Miner assembled a team that included many of the same crew
members who had worked on Friday the 13th, with most receiving
promotions. By the end of September 1980, just a few months since the release of
the original film, Miner and company would already be setting up camp in Kent,
Connecticut and its surrounding community in preparation for an eight-week
shoot. Along with a new group of fresh-faced young actors, the team set out to
do the only thing they could: to try and top Friday the 13th.


STEVE MINER: 


I don't begrudge
the fact that people give Sean credit for Friday the 13th—he deserves a
lot of it, for both the first film and for Part 2. But it was awfully
difficult. I had always done things the hard way. I didn't go to film school. I
didn't have the benefit of learning the craft out in Hollywood. I'm from the
East Coast and no one knew me. And here I was making a sequel to a type of
horror movie no one in the industry at large particularly liked, even if they
admired the amount of money they made. I was sure I was going to be typed as
the guy who makes sequels. But I could look out my window and see 10 people
who'd give their right leg to have the opportunities I've had. It was my
obligation to make the most of it. I wasn't scared, only excited. This was my
break. I would be judged on this film, and I really wanted to do better with Part
2. 



"It was just me, a black cat and a head in the refrigerator!" says Adrienne King on filming Part 2's prologue


DENNIS MURPHY, Co-Producer: 


Sean had no
interest in a Part 2. If you look at Here Come the Tigers, that's
the stuff Sean loved. He's a big family guy and then he just got into all this
other weird stuff. But he felt comfortable with Steve Miner. And I don't know
how close Steve and Sean are now, but I'd feel bad if they weren't friends now,
because they were so close. 


Steve is also
officially the producer of the movie, but I don't think Steve realized what all
that meant—there was a void and he just stepped in. Steve needed a producer. I
played hard to get, but at the end of the day I had a Co-Producer credit. And
this was my first producing gig, so it was a big deal for me. 


RICHARD FEURY, Second Assistant
Director: 


Friday the 13th
was really marginal in the context of the New York film community. There was
porn, there was soft-core porn, and then there was horror. The better projects
were all Director's Guild, and at that point I wasn't in the DGA, and neither
was Steve Miner. So when Part 2 came around, and Steve called me up and
asked me to again do still photography, I said, "Well, I'm a first A.D." I ended
up as Second Assistant Director.


The feeling when
we began Part 2 was that we all knew what was needed to make the film a
hit, so there was no longer the same element of surprise. But we also wanted it
to be a better film, and it was. We wanted it to be more polished, more
professional. We all really went into Part 2 with the attitude that we
didn't have to make an Academy Award-winning film, but because of the success
of the first one, we had to top it.


PETER STEIN, Director of
Photography:


I actually shot a
scene in the first Friday the 13th where Alice wakes up in the hospital
and says, "The boy, is he dead, too?" I don't remember what the deal was, but
Barry Abrams, the original DP on the original film wasn't available so I shot it
and it worked out pretty well. I am still not a real horror film fan, but I
thought career-wise, Part 2 would be a very good move, knowing it would
be a Paramount film. And we all thought this was going to be a bigger, better
movie, and that we would all be in it together, gaining experience and shooting
a feature. 


RON KURZ, Screenwriter: 


In 1978, I was trying to finish a satirical anti-nuke
novel, but with a new infant son in the house I was finding it impossible to
write at home in New Hamsphire. So I rented an apartment in Boston to 
get away to write. While there, I hooked up with Phil Scuderi, then under the
banner of Georgetown Productions, when he was making a non-union Animal
House rip-off but having trouble getting a screenwriter he could work with.
I fit the bill, and we hit it off immediately. Although I was a member of the
Writers Guild, and no way was Phil going to hire a
union writer, but I needed some cash flow to
keep my family afloat so I went to work using a nom de-schlock. Our first
movie together was King Frat. 


After Phil Scuderi
got a green-light from Frank Mancuso for Part 2, I was given the
screenplay assignment. And with Paramount involved, I thought, "Screw this, I'm
going legit." I eventually came clean with the Writers Guild about my errant
ways on the original Friday, which was one of the smarter things I've
ever done in my life. Honesty pays. I'm still getting quarterly residuals on Part
2. Although, despite my contributions, it was too late to do anything
through the Guild about Friday the 13th. Victor Miller got it all.


Anyway, Steve
Miner was great. As I remember it, he had little if anything to do with the
writing of the script, but after it was finished I did go down to Westport and
spend some time with him in pre-production, making a few changes he wanted.
Steve wasn't afraid to involve me. He was always positive and gracious, with a
wonderful sense of humor. He was intent upon doing the best he could. Phil was
taking a chance with him and had him under strict orders to follow the script,
word for word. And Steve did. I've never seen a finished film that so closely
matched the script.


STEVE MINER: 


Saying there were
some mistakes in the script of the first Friday was not the way I
approached Part 2. I came to the project thinking that there were some
very good things about the first film, mainly the structure. I felt that the
overall framework worked. We tried, however, to improve upon some of the
character and dialogue flaws. We attempted to make the characters a little more
realistic. We did avoid "Strip Monopoly..."



New camp, new counselors. Top right: Tom McBride (seated), Russell Todd, Kirsten Baker, John Furey, Amy Steel and (far right) Lauren-Marie Taylor: Bottom left: Tom McBride (seated, from left), Lauren-Marie Taylor, Kirsten Baker and Russell Todd. Bottom right: Director Georgetown Productions financial partner and Friday backer Phil Scuderi.

BARRY MOSS, Casting Director, Part
1: 


I got a call from
Steve Miner, begging me and Julie Hughes to do Part 2. I don't know what
we were thinking, but we said no. We got a little arrogant. We were young and
stupid. I loved Steve, and he was very angry at us. I've always regretted that.
Looking back on it, I realize we were bailing out on him. He wanted us for the
support because he knew who we were. And of course, after that, we were never
asked back for any of the Paramount sequels. So we recommended Meg Simon to do
it.


MEG SIMON, Casting Director:



I was from the
theatre world. I studied set design, and I was a manager and then a Broadway
producer. I probably cast over 50 Broadway shows. Then I formed a partnership
with Fran Kumin, who had come out of Yale. We were these young women who had a
couple of Broadway shows running and were working with a lot of hip young
theatre directors. And we had just started our business in 1980, so it was
really cool to get a movie. 


We used an old Broadway
audition studio called Broadway Arts on 7th Avenue, between 56th and 57th. We
had the cheapest room available, and probably spent a month on the casting. It
was pretty straightforward—attractive young people who looked good covered in
blood. I think at that point any young actor in New York was eager for work. No
one thought this was going to make anybody's career, nor did anybody think it
would hurt. And Part 2 was going to be shot during the actor's strike,
which may have made our jobs a little bit easier because a lot of other union
movies weren't shooting then.


RON
KURZ: 


I tried to conceive and flesh out likable, believable
characters for Part 2. Scott was named after my oldest son. Ted and his
antics was the personification of my younger brother John. And for the lead,
Ginny, I wanted a touch of every intelligent, free-spirited girl I'd ever
known. And I was delighted that they cast Amy Steel. She is a wonderful actress
and her performance as Ginny was perfection.




AMY STEEL, "Ginny Field": 


I was living in
Florida and a friend of mine wanted me to come to a modeling agency with her.
The agency took me on and then up to New York. I was about 19 or 20 years old.
It was all fast and fun. I did a lot of commercials, then I got the audition
for Part 2. It was big. I was doing this job in the Poconos and they
said, "You're up for a role in Friday the 13th." And I was like, "Come
on!" 


I had to show up
at the audition and pretend I was walking through the woods, screaming. And it
was total typecasting—the outdoorsy, strong girl with blonde hair. And when I
got it, it was great. It's nice to be wanted in any capacity, and Friday the
13th was cool. I just said, "It's sequel time!"


MEG SIMON: 


In some ways this
was simple as casting gets, because it's all on the page. The characters
usually are defined not by characteristics but a characteristic. You did
want everybody to be really pretty, but you had to look for personality,
somebody who will make the characters more interesting and bring in a fully
developed personality, like Amy Steel did. We all thought she was terrific. She
had everything we were looking for. Great spirit, great personality, she had
talent, and she was gorgeous! And comedy was always good, too, so somebody like
a John Furey or a Stu Charno or a Bill Randolph—they all had a great sense of
humor—could bring something to the film.


JOHN FUREY, "Paul Holt": 


I had been an
athlete in high school and college, and acting was the nearest thing to getting
the attention from sports that I could find. When I first started out, I was
very money motivated. I really didn't think about acting as a career—I thought
I'd just do some commercials. Then an agent told me to take an acting class,
and only then did I start to like it more and take it seriously. 


I'll tell you
something strange, and this is an absolutely true story. I was born on a Friday
the 13th, and the first time I read for Part 2 was on a Friday the 13th.
So I consider Friday the 13th a very lucky day. My audition was kind of a
fluke. Steve Miner said, "Pick a couple of scenes you want to read." I read the
campfire scene. I thought he sort of liked me, but you never know. Then my
agent said Steve wanted to meet with me again, and that was it. 


I did have
reservations. I had never seen a horror movie before. I didn't see Friday
the 13th. So Steve actually took me to go see The Texas Chainsaw
Massacre—it was insane. So he kind of had to talk me into doing Part 2.


LAUREN-MARIE TAYLOR, "Vickie":



I was only just
graduating high school when the audition for Part 2 came up. I started
acting by doing Burger King commercials; that's all I had done. So it was just
another reading. My feeling was, "If I get it, great. If I don't, I'll go do
another Burger King commercial." Then after I got the part, because I was about
to turn 18, my mother had to sign a waiver to even let me go. At first I was a
little wigged-out about being at a camp, because growing up in the South Bronx,
you don't go to camp; you go to Fire Island, you know? So I had to psych myself
up. But it was an adventure for me, and I welcomed it. 



Clockwise from top left: Bill randolph as Jeff; Lauren-Marie Tayor and Tom McBride as Vicky and Mark; Marta Kober as Sandra.

RUSSELL TODD, "Scott": 


My first real
acting gig came from reading Backstage. There was an ad for this movie
called He Knows You're Alone, which was Tom Hanks' first movie. And in
the opening of the movie, I'm making out with a girl in a car and you hear this
tapping outside, then I get killed. She screams, and then you realize that it's
a movie within a movie. That eventually got me an agent and he set me up on Part
2. 


I had seen the
first Friday the 13th. It is what it is. There was no pretense or
anything. And even though it was a horror film, to me that wasn't a negative.
To be part of something that was popular was exciting. I don't know if people
felt the same when they were doing Part V, VI or VII, but
being part of something that was really recognizable, whether people thought it
was a quality film or not, at least meant it would last and be remembered. 


STU CHARNO, "Ted": 


I've been playing piano since I was 7 years old,
and before I was an actor, I was a jazz musician. I wrote music with comical
lyrics that I performed in clubs, though I never considered becoming an
actor. Then one evening, while listening to a friend sing at a club, a
woman at a table next to mine, after glancing my way repeatedly, sidled her
chair up to mine and asked me, "Are you a comedian?" I instantly
said, "Well, I feel funny." She laughed and handed me her card. She was a
talent agent for actors, and suggested that I study acting and that she wanted
to represent me. Right from when she started sending me on auditions, I booked
movies, back to back. My first film was The Chosen, then Friday the
13th Part 2.


Frankly, I
was surprised that they were making a sequel. In those days sequels weren't
quite as rampant as they are today. Of course, if something makes money they'll
try to do it again. But I was happy to get the work. And as a beginning actor,
you usually have very little idea of preparing for a role. It is just your
natural personality coming out. I immediately knew which role they wanted me to
play. The character Ted was the practical joker. Steve Miner  just
said, "Stu, you got any good jokes?" And I think all of the jokes I told in the
film were ones that I came up with at the time. Steve was great that way. He
knew when to direct and when to just let the actors go.


BILL RANDOLPH, "Jeff": 


I got a BFA from
Suny-Purchase, which has a good theatre department, and then moved to New York
City. I was doing stage work when I got Part 2. They had an open call. I
went in and was fortunate enough to read for Steve Miner. Seeing the first
movie and then reading our script, it was obvious I was Kevin Bacon's carbon
copy. You couldn't be more formulaic if you tried. But Kevin and I, being
struggling actors in New York at the time, we were friends and had mutual
girlfriends. And the last thing I wanted to do was be him. So I went up there
with an idea of Jeff being more of a street kid from Jersey, and the only
reason he was up there was because of his girlfriend and to get laid. And with
this huge truck that he has, his only other interest is cars. It was also the
first time he'd ever put on a pair of shorts, first time he's ever had tennis
shoes. So I went into the audition with an almost Blues Brothers kind of hat,
and shades, and black socks, and smoking cigars all the time. 


JACK MARKS, "Deputy Winslow":



Meg Simon and Fran
Kumin had cast me in something prior to Part 2. I got along really well
with them and they looked upon me favorably, so after they had me in to read for
this cop character, they just said, "You're hired." My family all got a big kick
out of it, because I'm repelled by blood and I knew this was one of those blood
and guts movies. Horror is not a genre I appreciate, and above that,
aesthetically, it is such a dead end. I've done a lot of theatre in my life,
where you try to make an emotional connection, and this is just the opposite.
But I thought, "I'll make a couple of bucks. How bad could it be?" 


LAUREN-MARIE TAYLOR: 


The only thing
that worried me was, right before we took off for filming, they had a screening
of the original Friday the 13th for those of us who hadn't seen it. And we all looked
at each other after we saw it and thought, "Where did these people go!?"
Because at that time nobody had quite made it. Kevin Bacon hadn't made it; he
was still doing a lot of stage work. So the big joke was, "Well, you never saw
any of those people again, so maybe they really did kill them off!?" 



"We were all so different, from different backgrounds and different types of work," remembers actor Russell Todd of the cast of Part 2. "It is the socialization of it that I still remember most, to be young and working, and that we all became a family during that time. And, eventually, that you have to move on. It was so sad when that project ended."


No one could fully know it at
the time, but in the character of Jason Voorhees, Friday the 13th
introduced one of the most enduring villains in motion picture history. Few had
regarded his appearance in the original film as the key to its success—the
audience would cite the film's creative death sequences and attendant grisly
effects as its main appeal. For the sequel, crafting a believable explanation
for the character of Jason would prove a challenge for screenwriter Ron Kurz.
Working closely with an uncredited Phil Scuderi, the pair fashioned a script
that faithfully replicated not just the original's overall structure, tone,
pace and plot, but its characters, murder scenarios and suspense sequences—to
the extent that some claim Part 2 is more remake than sequel. 


Sean Cunningham
and Victor Miller were not the only ones nonplussed by the promotion of Jason
to the sequel's star antagonist. Special makeup effects impresario Tom Savini
would turn down the follow-up to the film that, along with Dawn of the Dead,
made him a household name to horror fans around the world. Savini's departure
also meant that Part 2 was now without its biggest "star," leaving Steve
Miner to scramble to find a replacement who could not only equal the shocking
illusions Savini and his collaborators had orchestrated in the original film,
but successfully evolve Jason into a terrifying, murderous presence. Requiring
its performer to wear a burlap sack, utter guttural sounds in place of dialogue
and endure countless hours in the makeup chair, the role would prove so
physically demanding that it ultimately needed two actors to bring the
character to life. But even if the Jason Voorhees of Friday the 13th Part 2
was in his formative years—and without the hockey mask that would later become
his indelible trademark—he was still a creation that would ultimately provide
the foundation for the iconic monster to come.


RON KURZ: 


I couldn't really
keep Jason as a child. You must understand, back then we had no idea Jason
would become part of popular culture. And Sean's idea of an annual series of
anthology-like films was never discussed with me. I merely wanted to make Jason
work in the script at hand. So I tried, with Paul's campfire speech and, later,
Ginny's barroom ruminations, to flesh him out into an understandable character.
And having him obsessed to the point of keeping an altar with his mother's
severed head, with avenging her death and continuing her mission, offered the
motivation needed. 


TOM SAVINI, Special Makeup
Effects, Part 1: 


Jason doesn't
exist, OK? Jason died in the first movie. For Jason to be around today means
what? He survived by living off of crawfish on the side of the lake? For 35
years? Nobody saw this kid walking around and growing up? It asks you to accept
a lot. That was part of my concern about Part 2 when they offered it to
me. I got the script and here's Jason running around. I said, "What do you
mean, Jason's running around?" So I turned down Part 2 and did The
Burning instead, which had sort of a Friday the 13th premise anyway.



STEVE MINER: 


It was a
disappointment not to use Tom Savini again because he has such tremendous
creative energy and is a joy to work with. And after Friday the 13th he
even had a certain box office appeal. So I turned to Stan Winston. He said that
he wanted to do it but that he also had a bunch of conflicts. He told me to
call Dick Smith, who then highly recommended Carl Fullerton. And when Carl
brought a severed head that he had made for Wolfen to our first
production meeting—it was so amazingly lifelike and extraordinary—I knew that
he'd be up to the job. 


CARL FULLERTON, Special Makeup
Effects: 


I had applied for
an apprenticeship at NBC-TV in New York for the simple reason that Dick Smith
used to be the head of the department there. At the time, Dick was at the
forefront of makeup. I finally had the opportunity to meet him when he would
come in from time to time. Several years went by, and he got a very large
project called Altered States and needed some people to work for him,
basically to do grunt work. Dick recommended me for Part 2. He had
described Friday the 13th to me as the lowest form of sex and gore
picture. I suppose that the whole appeal of it is to prurient interest and an
audience's appetite for violence. I thought it was extremely comical—perhaps
that's because I'm in the makeup end of the business. Tom Savini did some fine
work in it, but the dialogue and situations were extremely laughable. I was
amazed that it was such a success.


I had to interview
for Steve Miner. I drove up to Connecticut, and the only examples of my stuff
that I had were some photographs and a decapitated head. I was exhilarated to
have the opportunity to work, to have a job. Initially, Steve told me that I
should stick somewhat with Tom's concept of Jason at the end of Friday the
13th. Well, you can't stick with a concept "somewhat"—you either go with it
or you don't. So I did a thumbnail sketch of what I thought Jason should look
like and showed it to Steve, and I'm sure with all the other things on his mind
he said, "Yeah, that looks great." 


I say this
reluctantly because I don't know how I would do it differently. It would have
been fun to have designed a detailed character makeup for Jason, including body
appliances, but hell, with six weeks to do it all in, including all the blood
effects, there just wasn't time. As it was, I had exactly one day to design and
sculpt Jason's head—that was it! Then one day for research, sculpting,
everything, the whole concept. That is unreasonably fast.

MEG SIMON: 

The casing of Jason was the strangest part of doing the movie. I remember late
  during auditions, there was a guy who came in to audition for Jason, but by
  then we weren't even casting anymore. And he sat in the waiting room for hours
  with a machete, dead silent and just staring. I eventually sent out my
  assistant to go get rid of him. But to this day, I still don't know who that
  guy was...

WARRINGTON GILLETTE, "Jason
Voorhees": 


Like a lot of
young artists, I had come to New York seeking fame and fortune. I was going to
school at the time at the Lee Strasberg Institute and trying to get into the
Actor's Studio. My agent submitted me for the role John Furey ended up playing.
I don't know what happened in the audition, but I didn't get the part, although
they liked me. They said, "We know you've been to the Hollywood Stuntman's
School and that you can handle all the stunts. Would you like to be Jason?" The
idea of running around killing people and offering them to my mother's head
seemed amusing. So I said, "I'd be happy to do anything you want." 



"Walt Gorney was a great man, a very serious actor and very fun to have around on Part 1," says Steve Miner.  I just knew we had to get him back for Part 2." 


TASO STAVRAKIS, Effects
Assistant, Part 1: 


After Friday
the 13th became this big thing, Steve Miner called me and said, "We're
going to do a sequel. Do you want to play Jason?" And I said, "I don't think
so." I remember silence over the line. Steve was like, "Are you serious?" But I
hated the idea of sequels, and I was an "actor." I also didn't want to do
effects for the rest of my life. And Tom Savini wasn't going to do it, either.


So I'm an idiot.
That was one of the biggest mistakes of my life. I wish I had worked on Part
2, if only to have worked with Steve. And since that day, I haven't spoken
with him. Ever. If I could, I would say, "I'm sorry, I'm sorry. I wrecked my
career. And I'm sorry I made it harder on you."

WARRINGTON GILLETTE: 


Carl Fullerton was
instructed by Steve Miner to make Jason look as bad as he could. So they went
to a dentist to make Jason have the worst dental problems you've ever seen in
your life. And the dentist made these horrendous sets of dentures with built-up
gums that went in my mouth. It really distorted my face. Then they had rubber
forms glued all over my head and closed one eye off, which is very painful for
12 hours at a time. You get a little dizzy and lose your depth perception. And
I had to do all these stunts not really knowing where I was. I had the fake
eye, the teeth and all this mongoloid hair. It had a little bit of the Elephant
Man look to the structures of the skull. 


Add to that, you
are living your day in reverse. You have breakfast at 6:00 p.m., lunch at
midnight, dinner at sunrise. If I was in the makeup chair, I was there for six
or seven hours. I might start at noon and then they'd be ready to film at
seven, and that crap would be on me the entire day. So they can't feed you—all
you can do was drink through a straw. And you look horrendous. 


Normally I'm not
that hostile and violent. I'm more of an easy-going guy. However, I will tell
you that the makeup made me very angry. They went overboard. The process was
more shocking and painful than I had anticipated. But I dealt with it.


CARL FULLERTON: 


It took about 7
and a half hours to put the damned thing on. Ultimately about one-fourth of his
face is normal. The rest of his head is encased in very complicated latex
appliances, with dentures and a false eye and bald cap that is functional in
holding down his hair, and also gave me a base to glue on the other pieces. It
was a very primitive technique. And the actor certainly spent far too much time
in the makeup chair. 


BILL RANDOLPH: 


Warrington was a
strange character. It was interesting because he was a good-looking guy. I
don't know if he had a lot of money but he sure had the nicest clothes out of
everybody else there. He was kind of a fish out of water. He wasn't really an
actor, and he wasn't really a crew guy. The rumor that was going around the set
was, essentially, that he claimed to be a stuntman but wasn't. He and the stunt
coordinator got into it: "What stunts have you actually done? Who has paid you
to do stunts? What's the real deal here?" And instead of just saying, "Look,
I'm here on a wing and a prayer, can you use me anyway?" kind of deal,
Warrington wouldn't really come clean.  It just ballooned.


CLIFF CUDNEY, Stunt Coordinator:



The whole
situation with Warrington came to a head during the climactic scene when Jason
is supposed to crash through the window at Amy Steel. We filmed that early on.
Steve Miner wanted Jason in slow motion, going up through the window, like he
was heading for the ceiling, then almost freeze in mid-air. So I had to design
a special rig that was like a pendulum. Warrington was on the end of it and it
swung him up through the window, and when it got to the right height, we just
held it there. And he was strapped in a harness under the clothing, and it came
out his back so you couldn't see it. But when we tried putting him on the rig,
he couldn't handle it. The first time we did it, he didn't even get halfway
through the window.


PETER STEIN: 


It was really
awful. We shot it in regular motion and in slow motion, with two cameras from
two different angles. And poor Warrington. They had him on this swing
contraption, and he was supposed to go through this sugar glass window, but his
head went right into the top of the window frame. Oh, god, it was a really
rough few days of shooting. Just really intense and unpleasant.


RICHARD FEURY:


It was a
half-day's work just to get this one shot—very little page count for a
low-budget motion picture. And it just didn't look impressive. You could
clearly see, without even looking at the film, that it didn't work. Even the
camera operators were worried about it. And then they got the film back and it
definitely didn't work—there was this big piece of window frame that stayed
perfectly in line between the lens and Jason's face on the main camera, all the
way through the shot. So there were a lot of meetings about it, and the whole
thing had to be reshot. 



Amy Steel won the lead role of Ginny Field much to the delight of casting director Meg Simon. "We thought Amy Steel was terrific. Great spirit, great personality, she had talent, and she was gorgeous!"


WARRINGTON GILLETTE: 


They built a
platform outside of the house and it was long enough so that I knew I had three
steps to take before the stunt. Just one, two, three, then jump and bust the
whole window out. And I did this about 10 times. It didn't work the first time.
The boards of the window pane didn't break—I just slammed into them and bounced
right back. They scored them but they didn't cut them. Then they made some
adjustments and we just kept doing it. 


I was crying
underneath all that stuff, so I had eyes tearing and snot coming out of my
nose. There was blood. It was quite a spectacle. No question, I was angry.
There was no method acting requirement at all. I wanted to kill somebody. I'm
drooling and snot is coming out of my nose. I was hurting. I was in pain. The
Jason face was horrific. 


STEVE MINER: 


The first time we
filmed that sequence, it just didn't work. There was a lot to coordinate. I
just didn't figure it out properly.


AMY STEEL: 


It was so
horrible. I remember one day Steve Miner said, "We have to drive into town." So
we go on this drive, just talking, and it's beautiful. Then he said, "I have
some news I need to tell you. We have to do that scene again." 


Steve had to talk
me through it. I'm sitting there going, "Muffin! Come here, Muffin!" Then
they'd hook up the high-speed camera, which goes "Rrrrrrr!" And I know someone
is behind me, waiting to go, "Bam!" I had to act all calm and the dog is coming
up. And some guy is about to bash through behind me. The fake glass and the
balsa wood and Jason behind me, swinging on one of those rig things—that was
truly the worst part of making the whole movie.


JOHN FUREY: 


I remember Warrington
was kind of a WASP-y rich kid or something. He finally quit after two weeks. I
don't think he wanted to do the physical stuff and I don't know if he was any
good at it, either. Steve Miner just said he sucked.


WARRINGTON GILLETTE: 


For someone 21 or 22
years old to be working in a motion picture, I thought, "Aw, man this is my
break into Hollywood. This is great! I got a part! I'll be a big star." Then I
get a bag on my head. Then I have to jump through a window to kill Amy Steel
with a machete through my shoulder and blood squirting all over the place. It
was a shock. When you're trying to break into the business and you get a part
that requires you to have a bag over your head, stomping around and killing
people, it's just not that exciting.


AMY STEEL:


I had a personal
connection with Warrington—I knew his family in Florida and we were from the
same town and had friends in common. I knew he wasn't very happy because of all
the prosthetics, and he realized that he was basically a stuntman wearing a mask.
I think we should all just be thankful Jason ended up being played by a real
stunt guy.


STEVE DASKAWICZ, "Jason Stunt
Double": 


I had been acting
since 1977. My very first movie was called Wolfen, then I got a part as
a cop in Nighthawks. That is where I met Cliff Cudney. Then Cliff had
gotten this show called "Jason." He called me and said, "Can you get up to
Connecticut? The guy we hired to do the lead role didn't work out." I have to
tell you, I was ecstatic. A starring part in a film! This was the biggest thing
in my life. I even had to borrow 20 dollars from my brother-in-law for gas just
to get up to the set because I had no money. 


Then Cliff greets
me and takes me in to see Steve Miner and Dennis Murphy. They looked me up and
down and say, "He looks pretty good—take him over to wardrobe and see if he
fits." So we get over there and he hands me the shoes, and they were too small.
But they say, "You have to wear the shoes because we already shot some scenes
of the character walking through the woods." Then they say, "Okay, he looks
great. Get the bag." I said to Cliff, "What's the bag?" Cliff says, "Oh, I
forgot to tell you. You're going to have a bag over your head." I'm like,
"You're fucking kidding me! I'm going to have a bag over my head? I thought I
had the lead role in a film! Now nobody's going to see me?" Then Cliff says,
"Well, at the end, they take your bag off and you have this hideous face." So
they put the bag on and I ask, "You want to give me a script?" And they say,
"You don't really need a script. There's a lot of grunts and groans and you're
chasing people and killing them." This is unbelievable. I have the lead role in
a film and I don't have any lines and nobody's going to see my face. Then for
the final insult, Steve Miner said, "There's one more thing. Warrington's agent
won't release us from the Jason credit, so we'll have to give you billing as
'Jason's Stunt Double.'" So I go from lead role to no role.


Needless to say, I
was disappointed. But I just said, "What the hell?" 



Jack Marks as Deputy Winslow.



As the early weeks of filming commenced,
the on-set presence of a baby-faced, incongruously well-dressed production
assistant went largely unnoticed. While few paid much attention to the
ambitious young man, one of the most important figures in the future of the Friday
the 13th franchise was about to make his introduction.




RICHARD FEURY: 


We had three
production assistants and one of them was Frank Mancuso, Jr. Now, normally, a
P.A. comes dressed very sloppily to work. Then I meet Frank and he has this
very nice late-model Corvette and expensive shoes and slacks. And I had him
getting refills on coffee. By the third night, he said, "I really can't be
going off and getting coffee and stuff." My initial reaction was, "What are you
talking about? You're a P.A.! Don't give me this shit!" And he goes, "Well, I'm
really here to keep an eye on things for my father." So I ask, "Who's your
father?" And he replies, "Frank Mancuso. He's a Vice-President at Paramount
Pictures." 


Â I just walked
away, put on my walkie-talkie and yelled to Dennis Murphy, "Dennis! Do you know who Frank Mancuso is?" And Dennis acted as
though he didn't. In retrospect, Dennis is a smart man and I am fairly sure he
was just putting on a good act for me. He had to have known who Frank Mancuso
was. 


DENNIS MURPHY, Co-Producer: 


I knew, but no one
else did. I called Frank Jr. right before we were to begin production and said,
"Frank, if you really want to be part of the company, do yourself a big favor
and don't drive your nice Corvette up there." Sure enough, he came up with his
Corvette. And I realized that he had no intention of disguising who he was. And
that's okay. It's a choice he made and I think it was a right choice, actually,
all things considered.


FRANK MANCUSO, JR., Associate
Producer: 


I grew up in
Buffalo, and then in Toronto. My dad was involved in film sales, but not too
much in the making of movies. His influence on me was that, probably more than
most people, I started to think realistically about a life in the industry
earlier than I otherwise would have. In him, I saw somebody enjoying what he
did, and that meant something. 


In my
middle-to-late teens, I worked at Paramount in different places and different
departments—the acquisition of grosses, that kind of thing. I learned a lot
about marketing and distribution. But it became clear to me early on that what
I was more interested in was coming up with ideas and making movies that I
wanted to see. I had worked on several movies over summers where you're the gopher
and did whatever needed to be done. And I liked the process. I liked the
creative engagement. I loved watching people push themselves. Plus, I had no
interest in acting nor did I want to direct. So what that really told me was
that I wanted to produce. It became very clear to me.


The guys who
financed the Friday the 13th movies were exhibitors out of Boston, so
they had a relationship with Paramount. Because of my dad, they knew I was
getting out of school and that I had worked on productions. So they said, "If
he wants to work on this production, there's a space for him." I was probably
close to 20 or 21 years old. 




RICHARD FEURY: 


Right from the
beginning we all felt a lot more secure than we had on the first film, now
knowing that there was a deal upfront with Paramount. At least it was, "Great.
I'm going to get paid." Although nobody from the studio ever came up—it was
just clear that they were involved once Frank Jr. revealed who he was.
Eventually we had a different P.A. come in to replace Frank, and then Frank
never left the set. The word was out by the next day that he was now an
associate producer. But he was smart. He never lorded over me or any of the
other P.A.s. Everybody was ready to not respect him for not coming in and being
upfront. But clearly he knew what to do in his situation. He didn't even have
to put on any airs. I think his father had trained him well.


After his arrival,
I think we all thought it was much more of a "real" picture after that. All of
a sudden, we had six weeks of rain and six weeks of Steadicam. We knew were all
going to be working a lot harder and we were going to be a lot wetter and a lot
colder. But the Steadicam made the movie interesting. It was a new toy at that
time, and to have the camera moving like that made it scarier. Steve Miner
really pushed for it. It was a good idea, but there was a lot of discussion
going on, "Can we afford this?" I think Frank Jr. was part of that decision, to
spend the money. To this day, I believe that his presence truly elevated the
movie.



Left: Warrington Gillette (center), in full Jason makeup, poses with John Furey (left) and Steve Miner. Top right and bottom right: Makeup effects designer Carl Fullerton shows off his newest creation (Warrington Gillette, in makeup). Hired to reinterpret Tom Savini's original design concept of Jason Voorhees, Fullerton aged the character considerably but maintained a consistency in appearance to ensure continuity with the original film.


PETER STEIN: 


On Part 2
we had a bigger budget and a bigger crew. Enough to do it right, I think. And
halfway through the movie, there was a big discussion to bring in more
elements, including rain, which is always very expensive. And then the Steadicam
came onboard. I think many of the shots were conceived for the Steadicam
originally by Steve and Marty Kitrosser, the script supervisor, who was very
instrumental in helping plan shots with him. And then Steve became totally
taken with it. Then all of a sudden, they decided to use it for a lot more
scenes, which was great. I could focus more on the lighting, we could get more
movement, and real coverage within the house, which wasn't even a set. It was
all on location. I think all those factors really influenced the effectiveness
of Part 2. I think that is why many people say it is, at least, a
better-looking film than the original Friday.


RON KURZ: 


There was an
incident where we were viewing some completed footage at a local theater and
Steve was concerned about some technical aspect. Frank Jr. got on the payphone
in the lobby, said the word "Mancuso," and within minutes had the top technical
man at Paramount on the line. He was just a kid, although one with the right
last name.


AMY STEEL: 


Frank Mancuso, Jr.
was incredible. He was a baby, but he was always very serious. All of us would
be partying and he would be working. And he could read the day-to-day budget
boards like no one else. He was a really brilliant producer. He came out as
"dad's kid," and when he left he had earned a lot of respect.


FRANK MANCUSO, JR.: 


I didn't have a
title and I was making $175 a week. I don't think anybody paid any attention to
who I was or why I was there. I was just another guy working on the movie. That
was the grace. I didn't start off as the boss. It's unwise, no
matter how much you know, to go out there and presume that because you have a
certain title that you're the most informed. 


I simply got the
opportunity to do the gig based on certain fortuitous moves I made and I ended
up with a good working relationship with the director and I had a keen
understanding of the whole issue of fiscal responsibility. I had made certain
fortunate moves in scheduling that they had benefited from. And because they seemed
to like me, they just kept giving me more responsibility, and as I received
more responsibility, I took advantage of it and continued to push it.


FRANK MANCUSO, SR.: 


Frank Jr. getting
into the movie business—that was never my choice. It was his choice. And when I
was sure that that's what he really wanted to do, I did whatever I could to
help him. And it's important that you define help. Help is nothing more than
getting him the opportunity. Once he got in the door then it was totally up to
him. 


Nepotism?
Nonsense. Frank, he earned everything—he paid his dues. The first job he ever
had was on Urban Cowboy when he was still in college. He was directing
traffic in a parking lot in Houston, Texas. That's literally what he was
doing—making sure that nobody drove their cars through the set when they were
shooting. And after a while, he got promoted to John Travolta's assistant.
Then, when Friday the 13th Part 2 came around, I knew the boys from
Georgetown and we put him on as a gofer. And that's exactly what he was, out
there in the woods along with everyone else. 


The trials and tribulations of
"Jason" notwithstanding, and boosted by the presence of an eager young Frank
Mancuso, Jr., Friday the 13th Part 2 would complete its first two weeks
of daylight shooting with relatively few problems. Yet the most rigorous tests
were to come: five weeks of night shoots, constant rain, and complex effects
sequences that stretched the film's already low budget to the breaking point.
It would be a bonding experience for the filmmakers, who would form a closely knit
community enlivened by juvenile hijinks, occasional youthful indiscretions and
early-morning cocktails of alcohol and marijuana. With the average age of any
individual cast or crew member just north of 20 years old, the experience was often
more akin to survival training than a movie shoot—albeit one with a body count.
By the end of production, war wounds would include frequent trips to the
hospital, a minor revolt, fainting spells, and one missing finger.




STEVE
MINER: 


90 percent of the picture took place at night. We began
shooting in September, and it was already getting cold, and eventually it had
to rain. It was a very difficult and debilitating schedule shooting from dusk to
dawn, and it was very hard on the cast and crew.


DENNIS MURPHY: 


I look back and
say, "How did I get these people to come up and do a movie like this in the
middle of the woods?" Then I remember looking out over the lake one night and
seeing people cavorting on the other side of the camp. It was indicative of the
whole experience, this group of children out in the woods by ourselves, doing
crazy things.



Darkness falls on Crystal Lake.

JOHN FUREY: 


We shot it in
Connecticut, in a beautiful little town called Kent. We were there for seven or
eight weeks. Everything during the day was shot over the first 10 days, and
then it was all night shooting. We stayed at a real campground, in these little
hut-houses, and they put four or five of us kids in it. It was like camp—only
the food was better. Though in retrospect, I wish I would have goofed around a
bit more. I was really young, and it was the first time I had a lead in a
movie, so I took it very seriously. But I have very fond memories of it. 


STU
CHARNO: 


We were staying in these small camp cabins, and I remember
John Furey, driving from one cabin to the next, which was about 50 feet or so.
He just said, "I'm from LA." Now that I live in Los Angeles, I understand the
joke.


LAUREN-MARIE TAYLOR: 


The word that
comes to mind is "ensemble." Doing a movie is an experience where you have to
accept everybody for who they are, and just respect everybody for who they
are—like going off to college for the first time, and being thrown in with a
roommate you don't like. It doesn't matter. And it really hit home for me that,
even if you wish you were elsewhere, or you're jealous of somebody, or you like
somebody and it's obvious they don't like you back, making a movie is a living
experience and you have to support each other. 


I wanted to be
smart like Amy Steel and be able to ride a horse. I wanted to have big boobs
like Marta Kober. I wanted Tom McBride to move in with me and be my best friend
forever. I wanted to jump John Furey. And I had the biggest crush on Bill
Randolph. I just found him so hot and mysterious. And Russell Todd, he was beautiful.
You're talking about a well-groomed man for 1980. I used to envy his nails.


RUSSELL TODD: 


We were all so
different, from different backgrounds and different types of work. I was just
beginning my acting career and to be cast in a Paramount movie was exciting. It
is the socialization of it that I still remember most, to be young and working,
and that we all became a family during that time. I remember filming inside the
lodge and doing all the silly dancing with the dog, and the interaction amongst
all of us—some people shooting on one end of the lodge, while the rest of us
were on the other end, relaxing and having fun. And there was this bar and
restaurant place in town that was really the only place to go—it was where some
of the scenes in the movie were filmed—and on our time off we'd drink and play pool
and get to know each other. It's not always like this on a lot of movies, but
it was so sad when that project ended. 


AMY STEEL:


I think horror is
the genre where you get people right off the bus. You don't have to pay them a
lot of money. They're all excited, young and fresh-faced, ready to go with
energy to burn. I don't remember anybody really complaining, but it was
exhausting, no question about it. We were in these cabins without heat and there
were no amenities. And there were no cell phones back then, only this phone
booth where everyone made phone calls. 


Initially, all the
cast members were segregated—girls in one cabin, boys in another. There are
always romances, just like any set. It was cool to spend that much time with
people. You couldn't really go into a town and go party anywhere. It all
happened there, at the camp. I remember there were great roads around where I'd
take a walk or run, or go fishing. How could it not be fun? It was only weeks,
but it seemed like months.


CLIFF CUDNEY: 


There are quite a
few stories, and some of which cannot be passed on. I remember once the movie
was all finished, we were wrapping and I had to take some props back to
wardrobe, which was actually one of the cabins. I knocked on the door, opened it
and said, "I just wanted to say goodbye..." And there were three people in the
bed—two girls and a boy. And I'm not going to tell you who they were.




BILL RANDOLPH: 


There was always a
lot of attention paid to jiggling and nudity. When I filmed the sex scene with
Marta, I was on this bed naked for like 10 hours. It was the least sexy day
I've ever had. Because there are all these guys hanging out, and of course they
all can't wait until Marta gets in there. So I remember joking, "Hey, what
about a pickle shot?" Although to be honest, I don't know whether I was just
saying that to be socially correct, or to impress Marta. To make her more
comfortable in terms of, "Well, if she's going to have to hang out her tits, why
isn't there equal exposure?"


But what a shame
to have to worry about that. It's so high school, it's unbelievable. I can
remember a couple of nights before they were going to shoot that scene with
Lauren-Marie Taylor walking around in her underwear, Steve Miner said something
about what she was eating at dinner—"Don't forget, you're going to be running
around in your underwear!" And then for the next two days she was eating
nothing but celery. 



"My last day on set was to shoot my death scene," remembers Russell Todd. "The day before, I called my mother, and she said, 'Russell, don't you think that's a little odd? Are you sure this is legitimate?' She thought it was a snuff film. I said, 'Mom, this is Paramount. They're not going to kill me!'" 


LAUREN-MARIE TAYLOR: 


That underwear
scene was uncomfortable because I was never comfortable with my body. I was
very "soft" back then. I was representing 17-year-old girls in 1980. I never
felt as though I was hot or anything like that. Ever. And they were like, "Oh,
it will just be a real quick shot." It's not like you see the whole shebang or
anything like that, but still. In retrospect, my mother should have signed
something. But back then it was very different. Things were just more relaxed. 


So when I did that
underwear scene, I turned it into a joke—I started shaking my butt to annoy
Steve Miner and the crew. If it were me today, I would take my underwear or
whatever I was wearing in the scene, and just pull it into the crack of my butt
and shake it. It's funny, I think the movie helped me get over my body phobias.



STEVE DASKAWICZ: 


There was a guy on
the show who was gay, Tom McBride. Cliff put pictures of him up all over my
cabin. I would move a pillow and there's this guy's picture. I would go to the
bathroom and lift the toilet seat up and there's this guy's picture. He had
this guy's picture in the refrigerator. That was funny as hell. But Tom was a
very nice guy. And even back then, nobody was making a big deal out of it.
Everyone was saying he was gay—but only under their breath. 


BILL RANDOLPH: 


Tom had a great
physique. He was probably the best-looking guy there. And everybody knew he was
gay, but nobody really talked about it on the set. It wasn't a problem because
Tom never made it an issue.


I ran into Tom a
few times in New York City after Part 2, and I know that before his
death he was very angry, just at dying at such a young age. It always seemed
like he had something he was working on—at one point, he was considering
himself a photographer. It seemed like he really had expected a lot more, that
it all would have led to greater success.


STU
CHARNO: 


I remember Tom as a quiet, gentle, sensitive guy. And
I thought that it was great for him—this muscular, athletic guy—to play someone
in a wheelchair. I always liked what he did with that role. He played it with a
confident, sincere acceptance of his condition. 


LAUREN-MARIE TAYLOR: 


I used to squeeze
Tom's muscles all the time, and mess with his hair, because it was so amazing
to me that a guy looked like that. He was like Superman to me. Tom wasn't in
your face about his sexuality. He wasn't like, "Deal with me." He was very
natural. It is a testimony to Tom's genuineness, and his ability to share that
trueness with everybody, and also his ability as an actor, that there was such
a mutual respect amongst all of us, for each other.


Â After the film, I
used to see Tom at commercial calls and I actually went on a couple of
auditions with him where we were supposed play husband and wife. It was
hysterical because, after all those years, we still had an instant rapport.
Looking back at it, I sometimes think that maybe Tom felt sorry for me because I
was such a dork. Vickie was the girl next door. The innocent. She
wasn't, you know, the floozy—she wasn't like that. She didn't feel bad for this
guy in a wheelchair, or pity him. She just thought, "You know, I like this
guy." Really, genuinely liked him. That was the approach that I took to the
character. I didn't want the audience to think she just viewed him as a
challenge. There was such a purity about our relationship, even in this little
horror movie—we put a lot of ourselves into our characters. He always wanted to
be true to being an actor. It wasn't like, "Oh, here's Tom sitting in a
wheelchair, playing make-believe." It was almost intimidating to somebody like
me, being only 17 years old. I learned so much from Tom. I will always
miss him.


BILL RANDOLPH: 


A lot of the
character stuff I wanted, Steve Miner wouldn't let me keep in the film. But he
was fun to work with as far as being able to bounce ideas off him. Though, in
terms of my performance, I wish I would have fought more for some of the colors
I wanted. What I really appreciate now was that I had so much fun doing it, and
I was unpretentious about it. I was relaxed, and I think that showed on screen.
All of us were, because as your career goes on, the more seriously you take the
whole thing. 



"It was actually very funny doing that bar scene," remembers John Furey. "We were teasing Amy so much. She kept saying that there was a "man boy beast" or something out there. Every time she said it, we could barely keep a straight face. Steve Miner actually started to get pissed because we were fucking up takes."


JOHN FUREY: 


In the script, all
it says about Paul Holt is that he's "President of the Counselor Training
Center" or something. Steve Miner and I talked a lot about the fact that I was
maybe a couple years older than the other counselors, so I was supposed to be
the authority figure. Amy was, too, but she was a little younger than me. We
worked really on hard on making sure that came across—what I learned on Part 2 was that it was important to work hard in spite of the fact that what you're
working on may be goofy and fun. It's important to be serious, and that there's
a technique to it—acting isn't just fooling around.


I did always look
for the jokes, though. I think that makes characters more interesting, and
that's one thing about Part 2—I think there was more of a sense of humor
with ours. Like that scene Amy and I have with the cop. I like that scene—I
wanted to be a real asshole to him, be really self-deprecating and mock the
whole thing. I even improv'd the line, "No seconds on dessert." It was written
as something else but I wanted to make it sillier. Steve Miner was great that
way—as long as he liked it, he didn't care if you changed it.


JACK MARKS: 


Steve Miner was
nice, but the truth is, they weren't interested in your acting ability. It was
one take, and you'd move on—not much else mattered, unless you used profanity.
Performances were lost. You had to do your own thing. And I was playing a cop,
yet again. So I always felt pressure just to get it done as quickly as possible
for as little money as possible, so they could make as much money as possible.
I guess that never changed, though, with the rest of the movies in the series.


AMY STEEL: 


What I learned the
most from Part 2 is that a human being is not a nocturnal animal. Human
beings are supposed to work during the day and sleep at night. To reverse that
left me wasted afterward. We would work all night and then we would be fighting
the sun. Dinner break would be at like 2:00 a.m. It was eggs, bacon, biscuits,
and Jack Daniels. 


BILL RANDOLPH: 


Being the wild,
ridiculous kids that we were at the time, it was like, "Who can come up with
the craziest drink for breakfast?" It became a competition between the crew and
the cast to see who could come up with the drink that would knock your socks
off. 


CLIFF CUDNEY: 


It would be
morning, and you're supposed to go to sleep and get a good period of rest, just
so you can get up later that night and go to work again. But you're fired
up—the dawn is breaking, you're getting your second wind and you've just had a
meal, which is supper, but it's breakfast, actually, and now you're supposed to
lay there and go to sleep? So everyone would have a couple drinks and mellow
out and crash. I don't think we used drugs to keep going, it was more to come
down.


LAUREN-MARIE TAYLOR: 


Pot smoking was
what it was back then; everybody did it. But it ended up being the biggest
issue I had during the movie, when my character was supposed to smoke a joint.
I asked Steve Miner, "Does Vickie have to do this? Does she have to be high? 12
years of Catholic school—I don't do that!" Now normally, Steve was really
relaxed. He was always a calming presence in the midst of this insane movie.
But when I tried to make believe I was smoking, that was the only time Steve
got irritated with me, because he was like, "Haven't you ever smoked before!?"
I was like, "No!" And I can't tell you how many takes it took him just to teach
me how to hold the thing. 


JOHN FUREY: 


In Kent, there
wasn't much to do. So sometimes we'd go to a hick bar, like the one we shot at.
It was actually very funny doing that bar scene. I don't know where those
people came from—they obviously had never been anywhere near a movie. We
laughed so hard at the girl who played the cocktail waitress, because she was so
bad. And in a way, it really helped the scene, because we thought she was
hilarious. And we were teasing Amy so much. That's why we were laughing all the
time. I think we got a little drunk, too. And she kept saying that there was a
"man boy beast" or something out there, and we just thought that was
hysterical. Every time she said it, we could barely keep a straight face. Steve
Miner actually started to get pissed because we were fucking up takes. 


JACK MARKS: 


I'm supposed to
play a cop in this small town, but I was like the worst cop ever! Because of
the extraordinary expense that the production spared, they had a gun they gave
me to use for a while, but the gun guy on the set took it back. So if you
notice, I go into Jason's house where all these body parts are, and in that
moment when I'm startled by the toilet—they rigged the toilet to collapse—I
would have intuitively, as a cop in real life, gone for my gun. But now there
was no gun, so Steve told me not to reach for it. So I'm supposed to be a cop,
but with no gun! 


I also had never
driven a car in my life when I did the movie. And never have, except for that
film—and I'm 68 years old! So there is this other quick scene, where Jason runs
across my path while I'm driving, and I have to chase him and run into the woods.
Well, they put me in the car on a hill, and I'm supposed to take the brake off,
but then I jammed the brake on. If you look closely, I almost go through the
roof of the car because I stopped so fast. I was so nervous. They gave me some
driving lessons after that, and from there on out, no one trusted me to do
anything else. I was more feared on the set than Jason. 



The death of Mark (Tom McBride, left) is "probably the best in Part 2, and my favorite," says director Steve Miner. "Part of the thrill of the Friday films is that the audience knows that the guy or gal is going to get it, but the tension builds up as they're trying to guess when and from where it's going to come. So the build to the machete killing is nice because it really throws the audience off. I still think it's really cleverly conceived and executed."


LAUREN-MARIE TAYLOR: 


There was a lot of
behind-the-scenes scaring. I fainted at one point. Stu, Russell, Tom and a
couple of the other guys came to the window of my cabin and started scratching
at the screens with one of those old man masks. I turned around, saw that,
screamed bloody murder, and just fell flat on my face on the floor. I thought I
was going to get killed. 


AMY STEEL: 


I remember one
night Tom McBride had his face all made up for his death scene. He had all
these wires on his head, and he couldn't eat dinner—he had to eat out of a
straw. And others would have slashes in their heads. Seeing your friends hung
upside down with gaping wounds... it got creepy. I was always sort of living in
this zone of fear.


RUSSELL TODD: 


The only scary
part was going home at night from the actual lake location to the cabins. There
was a long road with bushes on both sides, and the crew would be in the bushes
going, "Kill, kill, kill!" 


DENNIS MURPHY: 

We rented
  production vans for the shoot from local car dealerships, and we would bring the
  trucks back just soaked in dirt. They were trashed. They even tried to arrest
  one of the P.A.s for damaging the vehicles. Then, one of the camera P.A.s drove
  a truck right into the lake. I just thought, "Well, there go $250,000 worth of
  Panavision cameras." Luckily the cameras and film were fine and nothing
  actually got wet. But it was close.

Cliff Cudney also lived
  in New Jersey at the time, and he had come up to the set with these trailers that were
  towing motorcycles. One day, after we finished shooting one night, he and
  Kirstin Baker and I went out to breakfast and back, and rode the bikes. I
  yelled to Cliff, "Hey, Cliff, I want to see a $500 stunt!" So he looks at
  Kirsten and says, "Can you drive a motorcycle?" She says, "Yeah." And we had
  just gotten on a straight part of the road after a bunch of hills. So Cliff
  stands up on the bike, climbs over her, then pushes her forward—going 50
  miles an hour—and realizes that she can't drive a motorcycle. I still can't
believe no one got hurt! But it was indicative of the whole shoot.


CLIFF CUDNEY: 


To this day, every
time I see Dennis, he says to me, "I owe you $500."

PETER STEIN:


It was all fun for
a while, but eventually there was a crew revolt. They put us up in these cabins
that didn't have heat, and it was October in Connecticut. So everybody got
together and said, "This is not acceptable anymore. We want heat!" And they
finally put us up in hotels.


CLIFF CUDNEY: 


We actually shot Part 2 at an all-girls' camp, and these cabins were basically wide open—they all had
cathedral-ceiling things with open eaves. So Steve Daskawicz and I went to the
grip trucks and got a whole roll of that heavy-duty plastic and made tents
inside the house. Then we went down and bought electric heaters. We had a
living room and a bar and a little kitchenette. Then it caught on, and everyone
started putting plastic inside their shacks—we turned the camp into giant
cabins made of Saran Wrap.


STEVE DASKAWICZ: 


One day Cliff and
I went into town to get a toaster oven and a hot plate, because we had decided
to turn our cabin into a house. We even sealed off the whole cabin with plastic
to shield ourselves from the cold. So we go into town to K-Mart, and I say to
Cliff, as a joke, "You buy the stuff and I'll get the toaster oven. And I bet
you I could walk right out of here with it and not get caught." So as I'm
walking out, one of the girls who worked there—a very attractive girl—says,
"You neglected to do one thing—pay for that." So I say to her, "I'm the guy
playing Jason in Friday the 13th Part 2 up at the camp. If you come up
there tonight, I'll let you watch. And then I'll get you laid. What do you
think?" She did. She let me steal the toaster oven. Then she came up that night
and I had sex with her.


CARL FULLERTON: 


When you're a kid,
summer camps are great. For an adult, they're awful. It was battlefield
conditions. It is amazing that there is still a nice sense of fun in the
picture, because everyone went through hell during the shooting. It was very
physically demanding on both sides of the camera. The kicker was that I started
the film in late July, and they gave me six weeks to do the whole thing—and
that includes shooting. I had some preliminary conversations with Steve Miner
in his office, figuring out how we would do the various murder effects. Often
in the script it would just say, "so-and-so gets a hammer through their head."
Steve kept telling me that it was imperative that the effects be good enough to
shoot tight close-ups on them, including Jason's makeup—things they couldn't do
on the first film, despite Tom Savini's marvelous work. I was also speaking
constantly with Dick Smith. Being my mentor at that time—and I'd like to say
friend—if I had a concern or an insecurity, I felt free to call him and discuss
things with him. It was a race to beat the clock, and we were making a
pittance. I had very dedicated people, all very young men who were willing to
work ungodly hours and come back the next day and do it again. It was very much
a hurry-up-let's-get-it-done project. 



Part 2's famed "shish-ke-bob" murder of Jeff (Bill Randolph) and Sandra (Marta Kober) required the film's most complicated effect. "We used a false-bottomed bed," explains makeup effects designer Carl Fullerton. "Marta laid underneath with her head coming up through a hole, then Bill laid on top with his neck, head and arms exposed. The mid-portion of his back was a dummy. And in would go the spear."


LAUREN-MARIE TAYLOR:


Carl Fullerton was
great. All you had to do was ask him one question, and he would show you his
whole collection of fake heads.


STEVE MINER: 


On Friday the
13th, Tom Savini had taken over the editing studio in my house in
Connecticut to build all of his stuff. I was with him all of the time, so I got
a pretty good working knowledge of how all the various tricks work. With my
background as an editor, I was able to easily visualize the effects sequences.
In fact, I storyboarded very carefully how the effects scenes would work and
how one shot would cover another. That enabled me to tell Carl to build only
exactly what we needed. It was very enjoyable, like putting all the pieces
together of a giant puzzle.


RON KURZ: 


Credit where
credit is due—although his name is nowhere on it, Part 2 was a true
collaboration between Phil Scuderi and myself. We worked extremely close
together on it, meeting in his office, or at lunch or dinner three or four
times a week. Phil was a creative force in his own right, often coming up with
wild scenes, usually acted out in fancy Boston restaurants to the mortification
of his secretary-cum-mistress, who would accompany us. All the dialogue, the
character development, the pacing and shaping that any screenplay requires was
mine, but Phil would come up with the most outrageous sequences, and from where
I haven't a clue. 


A film has been
mentioned as an inspiration for Part 2 called Twitch of the Death
Nerve. I'd never seen it nor heard of it. Perhaps Phil had. He was not
above lifting anything from anywhere. In Part 2, the scene of Ginny
urinating under the bed is his, as is the "shish-ke-bob" scene where Sandra and
Jeff get speared, as well as the Mark character being disabled and in a
wheelchair and meeting his end tumbling down the stairs. In those cases I
merely had to finesse them into my screenplay, usually with some character
development and thought-out dialogue to make them work. Then portions of the
completed script were sent out to Frank Mancuso, Sr. from time to time. I never
received any complaints. 




JACK MARKS: 


This may sound
odd, but the contrast of the taking of human life that was the subject matter
of the film, and the absolutely bucolic setting— it was the epitome of an
Indian summer, the trees and the lake were beautiful—made a great impression on
me. Obviously the film was fictitious and overblown. And it was a pretty
solitary experience for me. It's going too far to say it made me appreciate
life more, but the contrast was very stark, and it certainly resonated with me.



PETER STEIN: 


The subject matter
was difficult for me. I couldn't believe Russell Todd's throat cutting scene—it
was amazingly gory! But every film has its own aesthetic and artistic rewards,
so in that way it was a wonderful experience. I tried to make it look as scary
as possible. We had to get the glint off the machete just right, and get the
actor to move his head precisely to get the effect. I think for horror fans, it
was fabulous.


CARL FULLERTON: 


In the script,
Scott gets caught in an animal trap and is then hung upside-down and gets his
throat out, and it had to be done in extreme closeup. The normal way to do this
type of effect with a pre-slit appliance, lightly tacked together, that the actor rips open by
jerking his head back in conjunction with the passing of the knife, and then
pumping blood. The complicated part here was that we couldn't do it that way
since the actor was hanging upside-down. So we shot it with the knife already
on his neck, pulled the blade across, then pumped the blood. It's an editing
trick Hitchcock used; you swear you see the knife cut in, but you don't.



"People still say to me that, because my death is so prolonged and that she sees it coming, it's just incredibly creepy and sad," says Lauren-Marie Taylor.


RUSSELL TODD: 


My last day on set
was to shoot my death scene. The day before, I called my mother, and she said, "Russell,
don't you think that's a little odd? Are you sure this is legitimate?" She
thought it was a snuff film. I said, "Mom, this is Paramount. They're not going
to kill me!"


It was very hard
effect to shoot. They lit it for a long time first then brought me in as late
as possible to hang me upside down. They tied my legs together with rope and
had this little support thing that would lift me up. And what's funny is that
if you really look at the scene, the machete is backwards—it's the dull side of
the blade that slits my throat. They had cast my neck and did a foam latex
appliance with tubing, running down my chest and up my legs to a guy in the
tree pumping the blood above me. I was told, as the blade came to me, to look
down and lean my head back—the slit was already there as he went across it, so
I would just open it up by leaning back and the blood would start flowing. Then
I remember feeling it on my face, and Steve Miner yelling: "Move more! More
flail!" And they kept rolling and rolling and rolling until the blood was
literally seeping into my eyes. I was trying to keep going because I wasn't
sure how much they were going to use—it stung. I was just worried, am I
over-reacting? Underreacting? I could only base it on what I had seen on TV and
in movies before. I guess this must be what it's like to die? 


RICHARD FEURY: 


I never heard
Steve yell at the actors. I thought Sean Cunningham was first class that way on
the first one, and so was Steve on Part 2. But the one time I ever
remember Steve getting stressed out was when Russell was hanging upside down
and gets his throat slashed. I'll never forget that. The blood wasn't flowing,
and Steve's yelling, "We need more blood! More blood! More blood! More blood!"
And I was just standing there thinking, "Man, I can't do many more of these
things..." 


JACK MARKS: 


In my climactic
death scene, where I'm hit on the head with a rubber hammer, I was wondering if
I'd ever survive. They made a mask of my face and put some blood bags in the
back of my head, hidden in my hair. The hammer was supposed to have shattered
my skull, and all this stuff would pour out. But while the hammer was rubber,
it was still painful. And then, in the end it didn't even make its way into the
film. I kept telling people that my ex-wife probably wrote that scene. 


STEVE MINER: 


The murder of Tom
McBride is probably the best in Part 2, and my favorite. I had a special
styrofoam mask built to cover Tom's face and catch the machete, which we
constructed out of balsa wood. Then, with a quick reverse cut, it seems like
the murder actually happens onscreen. Part of the thrill of the Friday
films is that the audience knows that the guy or gal is going to get it, but
the tension builds up as they're trying to guess when and from where it's going
to come. So the build to the machete killing is nice because it really throws
the audience off. I still think it's really cleverly conceived and executed.


CARL FULLERTON: 


Steve and I really
wanted the audience to see the logical, physical impact of such a blow without
using a dummy head. It is my opinion that a dummy never looks right because you
need to see some movement. And there just wasn't enough time to do a really
nice articulated head.

Steve did a
  marvelous job developing that idea and staging it. Once you see the machete in
  Tom's head, it's an old trick of making the audience think that they're
  watching more than they are. It worked because we cut to the reverse angle,
  which is a tight shot of a prop machete, imbedded in his face and contoured to
  his face, with an appliance over top and rigged for blood. But it looked so terrific
we didn't even need to pump any. 

It was very tense to shoot, because when we were trying
  to finish it, the sun was beginning to come up. There were some undertones
  among the crew that they wouldn't get the shot done before dawn. Plus I was
  complaining, because Tom McBride's eyebrows had to be made by hand—there was no
  way that I wanted to do that again if I could avoid it. As it turned out, we
were able to get the take right before dawn.


CLIFF CUDNEY: 


The wheelchair
stunt was the greatest accomplishment for me on the film. You had to have a
shot of a guy in the chair who needs to go downhill on a long flight of stairs, and outdoors. And he has to be backwards. And, of course, it was raining, too. We
couldn't afford an articulated dummy or a remote-control dummy, so we used a
real live dummy instead—a stuntman named Tony Farantino doubled Tom McBride and
did the stunt. It took me a couple of weeks to design a custom wheelchair to go
down those steps, and it was a hell of a challenge. Tony had to be able to lean
back in the wheelchair with his whole upper torso and then go down the steps,
but if you lean down too far, the chair would flip by itself. So the wheelchair
was attached to a cable that was attached to a pulley system I developed, to
run it all the way down the steps. We also had to put boards down both sides of
the stairway so there was a solid platform for the wheelchair's wheels to roll on.



We did it once and
it was perfect, beautiful. Then Steve Miner wanted to know if it could be done
a little faster. So Tony's like, "Hell, yes! No problem!" But man, Tony didn't
realize—and it was my fault for not explaining it to him—that when the
wheelchair got to the end of the cable there was going to be a hell of a sudden
stop. And the lake was right there! So me and another guy on my crew were in
the bushes down at the bottom, and here comes Tony blazing down these steps.
And just as Tony got to the end of the cable, we both jumped out and body
slammed him to drive him off into the bushes. Because if he had hit the end of
that cable, it would have flipped him and broken his neck. It worked out great!



"Being scared is a relatively easy emotion to reach for," laughs actress Amy Steel. " It's not that hard to imagine somebody coming after you with a knife!"  


DENNIS MURPHY: 


I actually think
the best kill we came up with was the spear in the back. It was the epitome of
a horror film. Pretty sick shit!

RON
  KURZ: 

For the shish kabob scene, there was no dark conscious
  effort that I was ever aware of, or discussed between Phil Scuderi and myself,
  to link sex with death. It just simply worked.

CARL FULLERTON: 


The most
complicated effect I did in the film was the scene in which two naked lovers
are skewered with a spear. As far as I know, there is no other film in which
this was done as we did it, with the camera looking down from above. Tom Savini
did a similar effect in the first film, a really marvelous piece of work with
Kevin Bacon, but that was with a blade coming up from below, which is a bit
easier to engineer. Steve Miner also wanted the spear to come down into the
bodies, then pull back out. Everyone thought I'd have to use at least one
dummy, but again my response to that is that a dummy always looks like a dummy.
And we're talking about naked bodies here. We beat our brains out on this one,
and wound up using a real bed and cut a hole in it. The girl lies under the
bed, with her neck and head coming up through the hole. The guy is also lying
under the bed, right on top of her, with his neck, head and arms coming up
through the hole. Then from his shoulder blades all the way down to beyond his
buttocks, is a dummy portion, a huge body appliance made out of several
materials. And in would go the spear. Or so it was supposed to...


PETER STEIN: 


So, we were all
lit and ready to shoot, and the spear had to be put through that hole, which was
about a three-inch circle. And Carl didn't want an actor or a stuntman to do
that, because he might mess it up. So they run through it to get the timing,
and then they go, "Okay! One, two, three..." And Carl takes the spear and he jams
it and... he missed the hole. It took about six hours to clean it up before we
could try again. That was a very tense moment for a low-budget shoot. 


BILL RANDOLPH:


It was painful. It
took close to six hours to set the first fake back, and I couldn't get out of
position. No bathroom breaks, no food, no nothing. The sound guy was great, he
gave me some kind of muscle relaxer. We had a good crew and it was a lot of
fun. And Carl Fullerton had some great ideas—it was fun to watch all the
technical stuff. Though iIt becomes so antiseptic, it doesn't scare you at all.

LAUREN-MARIE TAYLOR: 


People still say
to me that, because my death is so prolonged, and that Vickie sees it coming,
it's just incredibly creepy and sad.  I had to act to nothing. Steve
Miner was off-camera, silently counting the beats. Telling me, "OK, Jason's
sliced your leg. Now, blood is gushing out through the leg. Now, he's stabbing
you in the stomach." Then I bite into that thing with the cherry cough syrup in
it, and then I die. But strangely enough, that was the one scene in the entire film
where I didn't feel stupid shooting it. Because I can scream. I grew up in the
Bronx—I've had a knife held at my neck just for a bicycle. I remember thinking,
"This is what I was hired for, to scream." And sure enough, after that scene
was done, Steve Miner and all the crew turned to each other and said, "Yep, she
can scream!"


CARL FULLERTON: 


I originally saw Vickie's
death scene as a progression. Jason has her trapped and is teasing her, waving
his knife around before he kills her. What we see in the finished film is that
he cuts into her thigh through her pants. Dick Smith taught me the technique,
which is an appliance in the shape of a knife cut glued onto her leg and lined
up with a pre-determined cut line in the fabric—then, as the knife passes over,
you rip the fabric and pull open the appliance with a monofilament and pump
blood. This was to be followed by a cut on her bare arm, a direct hit—done in
the same way, and which I prepared—but we just did not have enough time to
shoot it. We had to get so much in the can each day, constantly battling for
the light, and Steve Miner chose to sacrifice it.


CLIFF CUDNEY: 


You know, despite
the conditions and the challenges and the craziness, Part 2 is probably
one of the most fun movies I've ever worked on because we had creative license.
They had no idea how to do these things or what they wanted to do. As long as
we make it gory and make it exciting and make it scary. I remember many of
those days on Part 2, asking, "Hey Steve, instead of seeing Jason's
face, how about if just his hand comes through the window?" And then we would
just do it. The script was loose and it's like an improv show. And once
everybody gets into it, you feed off each other and the ideas just flow. If you
can come up with a surprise that scares the audience in a new and different
way, it makes a world of difference.



Original continuity photos. 

DENNIS MURPHY: 


One of the aspects
of the first two Friday the 13th films that holds up best is the art
direction. Virginia Field did a terrific job. That little home she made,
Jason's shack, it was perfect. She conceived the design and had it all built,
from nothing. I thought that was very effective. And I remember her coming to
me one night almost in tears, because they were going to shoot a whole sequence
differently, of John and Amy in the house, when they first find Jason. They
weren't going to shoot her set at all. She said, "The whole thing is now going
to be shot up against a refrigerator!" She was pretty mad about that, but then
we went and talked to Steve Miner and Peter Stein about it, and worked it out.
Now, I think it is one of the most effective sequences in the film.


STEVE MINER: 


I never try to
figure out what I think people are going to find scary. I just do what I think
is scary. I'll sit there on the set and watch the scene unfold and try to watch
it like I'm in the audience. Suspense and scary moments are created by nothing
happening so much. But you've got to be careful having nothing happen for too
long. It'll get boring. You also can't have the same thing happen too often.
You have to have chase sequences and humor and scares and suspense. Part 2
is a quick movie. I just tried to mix it all together and keep the film moving.
To get the rhythms of it going, knowing where to keep the frame open, and
knowing how to create expectation in the audience that something is going to
happen. Then sustain those moments, that tension, for as long as possible.


DENNIS MURPHY: 


Looking back, to
be honest, I thought most of the scares in Part 2 were not executed very
well. They were kind of flat. I thought the most exciting part of the film was the
last third or so, when Jason is chasing Ginny. And during that chase, there's a
scene where Ginny's in the kitchen of the cabin, holding tight on a doorknob,
because she thinks Jason is on the other side. And she's reaching over to the
window, thinking that is her escape route. And then, bam! Jason smashes through
the glass. Creatively, that and the chair jumper are the best scares in the
movie. Those were great.


PETER STEIN: 


The first thing I
did when I got the job on Part 2 was take a look again at Part 1.
I don't remember really talking with Steve Miner about the color concepts for
the film. My idea was that blue for night is scary, and some of the scenes were
warmer, such as in the cabins. And a lot of Part 2 was shot at night,
outside in the woods. When it comes to horror films,
one of the biggest challenges is lighting trees. Onscreen, they are basically
just black blobs, but if front light them then they look completely
fake. To make it look like moonlight, it has to come from a high angle, be an
edge light. Rain is localized, too, so you just put the rain where you'll see
it—some rain in the foreground, some in the background and some in the middle.
But you also have to backlight rain in order to see it.


You want to know
my biggest creative challenge on Part 2? Just lighting the Jason bag was
very difficult. The thing was to keep it edgy. Because white's horrible—white
and black are the hardest things to light. I just didn't want to front light
Jason. It was a real challenge to make it scary, not silly. 


STEVE MINER: 


We had finished
shooting Part 2 right before The Elephant Man came out, and the
whole thing with the bag was just an unfortunate coincidence. The mask wasn't
meant as a joke. I never wanted people to laugh at Jason.


DENNIS MURPHY: 


How did we end up
with the bag as Jason's mask? The bag was not a favorite of mine. Or anybody's.
I believe the costume designer was the one who came up with it. Nobody else had
a better idea how to do it. It came out of not having a great idea. 


STEVE DASKAWICZ: 


That fucking bag!
It was a nightmare. We had a lot of problems with it. The bag would go around
my head, and there was a little rope on the bottom and it only had one eye hole.
I couldn't even see out of that because the bag would flop. So Cliff
devised a way of putting double-faced tape over my eyebrow and double-face tape
under my eye so I could see where I was going. But I still had no peripheral vision and I
got burned on my face from taking the double-faced tape on and off. 


CLIFF CUDNEY: 


Steve Daskawicz
had it the worst. There is a scene where Jason has trapped Amy in a room, and
he's supposed to break through a door with a pitchfork. So we took two thin
sheets of wood and glued them together with grains going the opposite way.
Well, unknowingly the effects guys built the first door with crossed grain, so
when Steve ran up there and hit that door with the pitchfork, all the pitchfork
did was vibrate. It was like hitting a telephone pole with a baseball bat. It
almost broke his wrist. 



The filmmaker's original vision for Part 2's final shot were considerably more animated. "Steve Miner wanted Mrs. Voorhees' head to smile and for her eyes to open," recalls special makeup effects designer Carl Fullerton. "So we hired an actress, Connie Hogan, and built the head so she could fit into it. I'm glad that, ultimately, they chose not to use that footage of the head opening its eyes and smiling, because quite frankly, it looked humorous rather than scary."


STEVE DASKAWICZ: 


When we were doing
the scene where Jason is chasing Amy at night through the woods, the camera was
mounted on the back of a station wagon. Amy was running and I'm supposed to fly
out of the woods to try and grab her. So they built this platform that was
elevated—three feet up—and they dug the ground out where she'd run in front of
where I landed, and put a mattress under there to soften my fall. I also had a
pickax in one hand. So, I'm supposed to literally fly out of the woods and land
on the ground with a real pickax! Amy was so scared that she was running
incredibly fast, too fast, so by the time I leaped I wasn't even close to her
and it didn't look right. They kept telling her to slow down, and we did take
after take. Finally, the last time I jumped I landed with the pickax under me
and it broke my ribs. I had to go to the hospital a lot on that movie. 


CLIFF CUDNEY: 


The shot where Amy
came out the window, hell, it was a big drop. And, boy, did she do a lot of
running and clawing and being in the mud. And it was freezing. Amy did a lot of
her stunts, as did most of the actors. We didn't have stunt doubles. But there
was no time when she was in any danger of being seriously injured. There was
never anything that was harrowing, other than wrestling with a stuntman. But I
think she did great. 


AMY STEEL:


It was a
television schedule. There was just so much to get done. It was so emotionally
draining. I acted my ass off. Scenes like when I was hiding behind a car and
Steve Miner was like, "Amy, look scared!" All you can do is run around before
the take to get the emotions going—the adrenaline would start pumping and then
you can just jump in there. I also had not worked a chainsaw before—I learnt
quickly. I felt really cool doing all my own stunts. For one sequence, where
I'm supposed to fall out of the cabin window and run to the car, they said,
"Just jump through this window and fall down and walk away." And I did it. The
adrenaline started and I broke open the screen on the window. Then the stunt
guy comes up to me and says, "You know, you could be getting stunt adjustments
for this," especially considering I was getting like $5 for six weeks. But that didn't
work because the Mafia guys showed up. 


DENNIS MURPHY:


Let it be
known that Amy Steel was no prima donna. She definitely fought for her point of
view and her character, but she didn't exhibit any of that kind of behavior at
all. She was terrific. 


STEVE DAKAWICZ: 


When we got to
doing the altar scene, where Amy is attempting to fool Jason into thinking she
is his mother, Steve Miner gave me about the only bit of directing in the
entire film. He said, "You have to recognize that Amy is your mother. It's
going to be hard because you've got the bag on your head, just do your best."
So we did a rehearsal, and that's when, as I'm looking up at Amy, I tilted my
head a little bit, like some sort of demented recognition. I'm very proud of
that little moment—I thought it gave a little shading to the character that
wasn't originally in the script.


CARL FULLERTON: 


We did do one
terrific effect in that fight, with a dummy Jason. There's a nice tight closeup
as the machete goes into the dummy's shoulder, and its head moves with the
impact. The dummy head was sawed through the neck and put on a pivot which came
out the bottom and was turned as the machete hit. Then, there's a reverse cut,
in which a prop machete was contoured and fitted into the body of the real stuntman,
and blood is pumped. I must say, all of these reverse angles were marvelously
cut together in the completed sequence.


CLIFF CUDNEY: 


The climactic
scene in Jason's shack—that was the only time Amy did anything with a real
machete. It was an all-night shoot and it was very late, and we're filming the
shot where Amy swings the machete down at Jason, and he blocks it with a
pickax. Well, we had blocked this whole thing, and I had taken the machete and
rounded off the blade so there were no sharp angles on it. But then, at the
last minute, Steve Miner decided to change the choreography. Amy got confused
halfway through and swung the machete the wrong way. It caught Steve Daskawicz
in the hand, and the machete came down right between two of his fingers.


AMY STEEL: 


The timing was
off, and I basically cut Steve's finger clear off. We had to stop filming, and
he had to go to the emergency room. I felt so bad. I was really mad at
Steve Miner. I yelled at him, "Oh, my God, why didn't we use a rubber machete?"
But Steve was just like, "No, don't worry, he's a stuntman. It's just another
scar. It's okay." And he was right! Eventually he came back, put the bag back
on and just kept going. It was just another battle wound for him.


STEVE DASKAWICZ: 


Amy takes the machete
and she slices me. I'm lying on the floor and they yell, "Cut!" Cliff comes
over, leans down and says, "Man, buddy, that was great!" Then they realize she
cut me, and there's panic. You have to picture this: it's the middle of the
night, we're in this makeshift shack, and the entire crew is running around,
trying to find my finger, thinking it has been sliced off. Then Cliff says,
"I've got a great idea. Let's go to the hospital, but with the machete in your
shoulder. It'll be hilarious!" 


I was already a
frequent flyer at the hospital, and we'd get accolades every time we
arrived—"The actors are here!" So we walk in through this big automatic door,
and a nurse says, "Don't tell me you're back!" Then they see the machete in my
shoulder. There are nine nurses standing there with their mouths hanging open.
And I'm covered in blood and the whole thing. Then two or three interns and
doctors ran out. They looked at Cliff, turned around and went back out.
Everybody left. Then four or five of them came back in with cameras and started
taking pictures. 



Some of Jason's most memorable onscreen moments often came out of on-set improvisations. "When we were doing the scene where Amy Steel is attempting to fool Jason into thinking she is his mother, we did a rehearsal," recalls stuntman Steve Daskawicz. "That's when, as I'm looking up at Amy, I tilted my head a little bit, like some sort of demented recognition. I'm very proud of that little moment—I thought it gave a little shading to the character that wasn't originally in the script."


CLIFF CUDNEY: 


We finally got
Steve's wound all taken care of, and everyone at the set had decided to wrap
for lunch, which was at like 1:00 a.m., at this restaurant downtown. We knew it
was a bad night and everyone was in bad spirits, so Steve and I put on pink
tutus. Everyone broke into hysterical laughter, and it made everybody feel a
lot better. But that was some night.


Although Steve Miner and his
battered cast and crew had managed to complete principal photography on Friday
the 13th Part 2 by the end of November of 1980, the neophyte director was not
quite done putting the finishing touches on his sequel. Much to the delight of
fans, Part 2 would see the return of two of the most beloved characters
from the original Friday, with stars Adrienne King and Betsy Palmer both
agreeing to return for cameo appearances. Shot over two days in the outskirts
of Kent, Connecticut, King's extended pre-title prologue sequence would help
usher in the now-common slasher franchise device of killing off a previous
movie's heroine in its sequel's first few minutes. Palmer would also reprise
the role of Mrs. Voorhees to ghoulish perfection in a memorable dream sequence.
Further seeking to bridge continuity between his sequel and the original, Miner
would bring back composer Harry Manfredini, who, armed with a higher budget,
contributed an even more polished and multilayered score, as well as hire title
designer Dan Curry to perfect what would come to be recognized by fans as the now-prototypical
Friday the 13th white-on-black, block-lettered opening credit sequence.
Less well received, however, is Part 2's ending. Miner's attempt to
recall yet surpass the original Friday's now-classic "chair jumper"
climax and ensuing denouncement, as well as employ an evocative—and ultimately
unused—final shot involving Mrs. Voorhees disembodied head, left many in the
audience scratching their heads. To this day it remains a source of confusion
for many fans.


ADRIENNE KING, "Alice": 


After the success of Friday the 13th, we were all shocked. I don't think anyone expected a Part 2—we were
all just happy to finish Part 1. I was also in my late 20s, and I think
by that point you realize, career-wise, it's going to happen the way it's going
to happen, no matter what you put out. 


When Part 2
came around, I don't remember reading a script. I just remember having dinner
with Steve Miner and his assistant Denise Pinkley, and them saying, "Would you
be willing to do this?" And that was fine with me, because while I was not
contractually obligated to come back for a sequel, when the success of the
first film happened it was a dream come true. So why would I ever think twice
about coming back? I felt like I owed it to them. Honestly, where would I be
otherwise? And I don't think they really needed me, anyway. Jason became the
star.


RON
KURZ: 


Adrienne King was written out early on. I got the
impression that her agent was trying to stiff us, and you just didn't do that.
So I had her killed off before the opening credits.


STEVE MINER: 


Alice was a very
special character. She was the hero in the first film, and indestructible in a
way. So it was important that, dramatically, she be killed off because Part
2 was Jason's film—avenging the death of his mother is what motivates him.


I thought we
really had fun doing the opening prologue. I just loved the way it developed—I
would tell Adrienne to walk a certain way and move at a certain pace. It was
scary because you know that something's going to happen, but it keeps getting
dragged out... and then the killer pounces.


ADRIENNE KING:


I was all done in
a weekend. They brought me up to Connecticut to shoot, and before I knew it, it
was over. To be honest, the filming wasn't the easiest or most enjoyable. It
was just me, a head in the refrigerator and someone outside, ready to throw a
black cat at me through the window. And during my death scene, the ice pick was
supposed to go straight into my temple and retract, but the first time we shot
it, it didn't work. It went straight into my cheekbone instead. And it hurt.


But worst of all
was my outfit. That was so horrible, wasn't it? Why did they do that? The
wardrobe lady must have hated me. I was so happy to get out of that jumpsuit
thing and into the robe. I'm so afraid people thought I dressed like that. No!
Not ever! A couple of people even asked me after the movie came out if I was
pregnant.


BETSY PALMER: 


I couldn't believe
it when Steve Miner called me and asked me to come in for Part 2. I
thought to myself, "Who's Jason?' Isn't he supposed to be dead? How is this
happening?" But I liked Steve and thought I'd help him out. All I remember
about filming it was sitting in a booth and being asked to read six or seven
lines with the camera on me. I also had to come in so they could do another
mockup of my head—I guess I end up in a refrigerator or something. And I've
still never seen Part 2. Or any of the sequels—I don't even have an idea
of how much I'm in any of them. If fact, somebody only recently gave me
pictures from Part 2, of my head surrounded by candles. It's just
ghastly.



Filming the "chair jumper."

HARRY MANFREDINI, Composer: 


I was happy to
come back and do Part 2. Work was not that plentiful, and I was now a
part of a dynasty—I like to think an important part. But I have to say I was
not aware of the "iconicity" of the score at the time. I still find it hard to
believe. The direction from Steve Miner was simply, "Do it again." The second
one is a little more complicated. I got better. It was clearer what I had to
do. On the first one, I was flying by the seat of my pants. I had never written
music like that. This time, I knew what worked and I knew how to make it work.
I think that is true of the second film as a whole.


Danny Elfman says
there's a difference between puke and shit. Puke is where you take something,
you eat it and then you throw it up. Shit is something that you eat, you digest
and then turn it into something of your own. So I've gotten both sides of this.
There are a lot of people who say to me of my score, "It's so derivative." I
don't want to argue with them. But if you've never heard Bernard Herrmann, how
are you going to do a horror picture? Not even so much what the music sounds
like, but just the way the music approaches the picture. He understood the
attitude of the music. This is the way it's supposed to be done. If you want to
go a different way, you can, but it won't work. Same with a sequel.


DAN CURRY, Title Designer: 


I first came to be
involved with the Friday the 13th series when Paramount called me in to
work on Part 2. Traditionally the Friday titles were white
letters over black, and the intent was that, working in tandem with the music,
they would pop on the screen in different places and unsettle the audience. And
for Part 2, Frank Mancuso, Jr. had the idea that we would see this block
of wood that said "Friday the 13th," then it would explode, and inside it would
say "Part 2." 


We had some wax
copies made of the block of wood, and a pyrotechnic expert, Pete Gerard, wired
that up for us. Then we mounted it on a motion control rig. We did one "hero
shot" of the actual wood block that looked great, and once it was in its final
position, we replaced that and shot the same thing over with the wax one. Then
we rigged a charge and blew it up. Finally, we did a third pass with "Part 2" in
virtual space, in the same position where it would have been inside the
original block. 


The funny thing
was, we had invited a bunch of Paramount executives over to watch the effect.
And right before the charge was about to go off, I saw Pete dive behind a stack
of plywood. So I ducked, too, and then the explosion shot molten wax pellets
shot all over the place that embedded themselves into the suits of the
executives. Which they were far from happy about. 


AMY STEEL: 


Over the years,
fans have come up and asked me what happened with the ending of the movie.
There are all these stories about John Furey fighting with Steve Miner and
storming off the set, and because of that, it was changed and there really is a
different ending. I wish I had a really good story about it, but I don't
remember that happening. 


JOHN FUREY: 


That's not true. That's
bullshit. I got along well with Steve. We did get into discussions on set, and
might have raised our voices once or twice, but I was friendlier with him than
anyone else on that movie. And we've been friends ever since. 


The ending in the
movie, we shot as is. I do remember an alternate ending, but it was only
discussed. Where I fight Jason, and Amy and I are hugging at the end, like
we've killed him. They also thought about killing me, and just letting Amy
survive. But then they were like, "No, let's leave it as a mystery." 


STEVE MINER:


John was a total
professional and he did everything that was asked of him. If the ending was
vague, that was the film's fault, not his.


RON KURZ: 


There remains
confusion among fans about Part 2's ending. Jason's coming through the
window was written as reality. My intent was this: Paul is, in fact, killed by
Jason. Ginny survives. She asks, when found, "Paul! Paul! Where's Paul?" Then
we cut to Jason's shack, and a close-up on Mrs. Voorhees' head. It's bathed in
faint light, staring at the camera. Slowly, distinctly, a diabolical smile
forms at the corners of its mouth. In other words, in answer to Ginny's
question, the smile tells us that Jason has killed Paul. That is how I wrote it
and that's how Steve Miner filmed it. Granted, as it appeared on screen, shot
and edited as it was, I can see cause for some confusion. So whether it came
across as such for the audience is up for debate.



"There remains confusion among fans about Part 2's ending," says screenwriter Ron Kurz. "Jason's coming through the window was written as reality. My intent was this: Paul is, in fact, killed by Jason. Ginny survives. She asks, when found, 'Paul! Paul! Where's Paul?' Then we cut to Jason's shack, and a close-up on Mrs. Voorhees' head. It's bathed in faint light, staring at the camera. Slowly, distinctly, a diabolical smile forms at the corners of its mouth. In other words, in answer to Ginny's question, the smile tells us that Jason has killed Paul. That is how I wrote it and that's how Steve Miner filmed it. Granted, as it appeared on screen, shot and edited as it was, I can see cause for some confusion. So whether it came across as such for the audience is up for debate."


CARL FULLERTON: 


Stan Winston had
originally cast Betsy Palmer's head, the one that is seen at the film's
beginning. But because Georgetown Productions wouldn't fly Betsy out to the
East Coast, I had to totally re-sculpt her likeness from a photograph and
create a new fake head for the climax. Steve Miner also wanted some movement in
the film's final shot—he wanted Mrs. Voorhees' head to smile and for her eyes
to open. So we hired an actress, Connie Hogan, and built the head so she could
fit into it. Connie was then positioned in a false bottom altar, which created
all kinds of unnecessary problems, considering the way the picture was cut. We
had to cheat Mrs. Voorhees' neckline, which, in my opinion, makes the shot look
a little awkward—if we had just used Stan's dummy head from the beginning, the
last shot would be much better. Although I'm glad that, ultimately, they chose
not to use that footage of the head opening its eyes and smiling, because quite
frankly, it looked humorous rather than scary.


Friday the 13th Part 2 was
released on April 30th, 1981, on 1,350 screens across the United States. It was
an instant financial success, with an initial three-day gross of $6.4 million
that eclipsed the opening of the original film. However, its subsequent fall-off
was noticeably sharper, and by the end of its run, Part 2 would earn
$21.7 million, taking in a still-impressive 7.8 million admissions. Certainly,
given its modest production budget of $1.25 million, Part 2 was a
moneymaker. Yet the sequel's inability to scale the box office heights of its
predecessor left some industry pundits searching for a reason for the
depression in ticket sales. Reviews were, predictably, atrocious. But then Friday
the 13th never needed the endorsement of critics to bolster its box office
appeal. More detrimental was the proliferation of slasher movies that had
followed in the wake of Halloween. Had the primary appeal of the
original Friday—its ultra-graphic murder sequences—already become passÃ©?
Was the character of Jason not as interesting a villain as Mrs. Voorhees? Or
had the censors at the Motion Picture Association of America finally succeeded
in draining the sequel of the one thing that mattered most at the box office:
blood? 


Forced to
submit his film nearly 10 times to the ratings board, Steve Miner would excise 54
seconds of carnage from Part 2, leaving many fans to complain that it
not only lacked the visceral effectiveness of the original film, but that it
failed to deliver on its very raison de entrÃ©. It would be only the
first of many battles between the producers of the franchise and the MPAA. Three
decades later, the ratings board remains the only foe Jason has yet to defeat.


SEAN CUNNINGHAM: 


When we finished Friday
the 13th, we took a very strong piece of work to the MPAA. They asked us to
make a couple of cuts, but they let the film through pretty much in the form we
expected. And because of the film's impact, there were a lot of imitators who
kept pushing the envelope, and when they submitted their films to the MPAA they
would say, "You let Friday the 13th get by, and now you're tellin' us we
can't do this?" Our film became held up as an example.


STEVE MINER: 


After Friday
the 13th, the ratings board really cracked down and it had a chilling
effect. It wasn't an option to release Part 2 in an unrated form like Dawn
of the Dead or Last House on the Left. This was a film that had to
play in over a thousand movie theaters. We also had to watch our negative
pickup deal with Paramount because they sure weren't going to release a film
that was rated X. 


I still feel Part
2 worked really well, but some of the cuts did rob the film of its impact.
The MPAA forced us to excise much of the great work that Carl Fullerton and his
team did. I was also concerned by the criticism of the first film, that it was
just a bunch of mindless gore. I wanted the characters in Part 2 to be a
little more realistic, and that may have taken away from some of the scares.



Right: Original theatrical poster art for Friday the 13th Part 2. This image was commissioned by Paramount Pictures and Georgetown Productions from artist Spiros Angelikas, who had also designed the poster for the original Friday the 13th. Although Part 2's producers were impressed by Angelikas' work, it was decided to save the reveal of the character of Jason Voorhees for the film itself. A new, more simplistic one-sheet (left) was hastily assembled. Angelikas' work on Part 2 would remain unseen for nearly 30 years, until it finally resurfaced on many internet websites. 


CARL FULLERTON: 


I first learned of
the cuts to the film when Steve Miner called me on the phone one day in an
almost apologetic tone. My first reaction was that I was disappointed and
angry, but I also felt bad for Steve. I do remember being warned by him about
the ratings board before the film came out, and he was genuinely apologetic. I
knew that his hands were tied. I appreciated the phone call, and I thought that
was a very kind thing for him to do. 


I'm absolutely
certain that, at the time, it was upsetting simply from a selfish point of
view. The result of our efforts was taken away from us. The only saving grace
is that I was presented with creative challenges and productions problems, and
I did solve them. At worst, it was a learning experience. You can't buy that
kind of education. However, now, in the broad scope of things, it makes
absolutely no difference to my life. Right now I'm having trouble even
remembering what got cut.


GREG NICTOERO, Effects
Supervisor, Jason Goes to Hell: 


At the time, I was
just about to start my first film, Day of the Dead, with George Romero
and Tom Savini. I had to drive to New York to rent molds from Carl Fullerton.
Later, at his house, Carl said, "Hey, do you guys want to see some of the stuff
from Friday the 13th Part 2?" 


It was the
unedited version of the scene where the couple is lying in bed and they get
speared. The original effect as it was is now not even in the movie: you see
the spear go in the guy's back, then you see her react, then you see more
struggling, then the spear comes back out. And it was one of the most shocking things
I had ever seen. To this day. Because the girl is lying there, the guy is on
top of her, and as Jason comes in, the girl sees him—what was disturbing was
the look on her face, and her struggling to get the guy off of her to save her
own life before the spear goes in. 


I remember
watching that and being horrified because I realized that it wasn't the effect
that disturbed me the most, but the woman's reaction to her impending death. I
think that's where a lot of people sort of get confused: it's not the gore that
really is offensive, as much as it is the circumstance in which we see it. 


SEAN CUNNINGHAM: 


I think the MPAA
may have thought that it had thrown a softball with Friday the 13th and
then lived to regret it. The truth is that the MPAA is, as far as censorship
goes, a political committee. And it's meant to evolve, to ride along with
public opinion. 


I know many will
disagree with me on this, but in the MPAA we have one of the greatest political
gifts to artists in the world. I think it's wonderful we live in a culture
where you can do anything in a movie. Nobody tells you that you can't do
something, except the marketplace. Anybody who goes out and makes a film that
is just bathed in blood is trying to make an exploitation film. The only thing
he or she can complain about is that they went so close to the edge they fell
off. You don't have to be a rocket scientist to know what you're allowed to do.
I think that the people complaining about it are the ones who are getting
caught. 


DENNIS MURPHY: 


I thought Part
2 was fun. I thought we did a good job. And there is no reveling in the
violence. But I forgot how sanitized these films were. I don't remember
thinking of it that way when I saw it at the time, however.


WARRINGTON GILLETTE: 


They had a premiere
party in New York, at a theater on 86th street. I brought my family, and we
took Andy Warhol and some friends. It was a letdown because I had built it up
to be something more than it was going to be. Everybody was saying, "Where are
you?" I thought I had this really great part, and there I was on the big
screen, saying absolutely nothing, just killing a bunch of kids.


STEVE DASKAWICZ: 


There was a wrap
party in New York City at some club. I went to that, and then we all went to
the premiere after. I hate those things. Everyone's like, "I love you, and
you're so nice! The movie's great!" Give me a break!


JOHN FUREY: 


I went to see it
at the premiere screening and it was unbelievable, because I think 60 or 70
percent of the crowd was black, and they all were rooting for Jason. They got a
kick out of Jason killing white people. They liked the mayhem. It was amazing. 


CARL FULLERTON: 


At the time, 42nd
Street was like a carnival in the worst sense. And it was loaded with movie
houses. I recall going to see Part 2 there and it was a very hot summer
day. People were jammed in the theatre—perhaps, if for no other reason, than to
keep cool. They were walking over the seats to get to different seats. And they
were participants. They would call out to the screen and scream out loud. It
was one of the best moviegoing experiences I have ever had in my entire life.


LAUREN-MARIE TAYLOR: 


I went to a
regular movie theater to see it and freaked out: "Oh, no! I showed my private
parts! Look at my butt!" That's all I could think.


RUSSELL TODD: 


To go to the
premiere, in a packed theatre, and then when my name came up in the credits and
everyone applauded—I couldn't believe it. It was very exciting. I went a number
of subsequent times to see it in the Times Square area, just to see it with a
paying audience, and hear people screaming and reacting to it. Though I don't
really like seeing myself onscreen—I'm so critical of myself. Sometimes you
give your best performance and sometimes you don't. Yet, there's still an excitement
to see yourself up there. You grow up wanting to be an actor, and you
watch other people on the big screen—it's never supposed to be you.


CLIFF CUDNEY: 


When I saw it, I
thought, "What the hell is this?" It looked like somebody's home movie. It always
astounds me that the film is still popular because I don't think there's much
to it, and the acting is not that great. But some of the cinematography was
good, and I was pleased with the way the stunts came out. 



From left: Turkish one-sheet, Japanese video poster, and Danish one-sheet


PETER STEIN: 


I have only seen
the film once in my life, on 48th Street and Broadway, right in the heart of
Times Square. I was appalled. There were all these people coming with their
10-year-old kids. I couldn't believe it! I even got into a fight with the
projectionist. The film wasn't quite in focus, so I got out of my seat and I
walked to the projection booth and I said, "It's not sharp." And he said,
"Well, I focused it." And I said, "Listen, I shot this film. I know it's
sharper than that!"


AMY STEEL: 


I remember when
the film came out, I was 21 years old, I had already moved on to being in a TV
series. It was like, all of a sudden, my moons and stars were aligned. It was a
really great time. I was excited to see Part 2. I saw it at 86th Street
and Lexington in New York. I remember there were two people behind me going,
"Don't go in there, you dumb bitch!" 


Technically, I
think it is almost archaic compared to what they make now. But I thought Steve
Miner brought class to it, and he seemed to have a good grip on what the genre
was, what the public wanted to see and what Paramount wanted from it. I think
he got all of that, and raised the bar. 


STU
CHARNO: 


I had a blast seeing what Steve did with the film, and how
he directed all of our performances. Part 2, to me, was—and is—great
example of the genre.




JACK MARKS: 


I was taken aback
when I saw it. It's not the kind of film I would go to, ordinarily. I can't say
I regret doing it, because I tried to do as professional a job as I could. It's
just the kind of thing that I would not usually be caught dead seeing.


BILL RANDOLPH: 


I went to a
screening with my agent. I had a blast, and I think my agent did, too, because
I didn't embarrass myself. Though I thought it was going to do gangbusters for
my career—I think he had a much more realistic viewpoint on the situation. I
remember I had thought the first Friday the 13th was great, and Part
2 was fun. The thing that's great about the movies is that they work. They
do what they're supposed to do, even though they're obviously setting you up.
Like, at start of our film, with the cat jumping in through the window at
Adrienne King—that still makes me jump. That kind of stuff I thought was very
skillfully done. 


RON KURZ: 


My personal
opinion is that Steve Miner is a much better director than Sean Cunningham.
Steve's proven that with the films he's done since the two Fridays. On
balance, I think Part 2 is a better film than Friday the 13th.
Brighter, smarter, better acted, better directed. Of course, the original did
have the scene of Jason coming out of the water at the end... 


STEVE MINER: 


What we did was
set out to try and top Friday the 13th, and in many respects we did. And
I feel that Part 2 showed people that I could direct. Ultimately, the
film did very well, because you have to consider that it was released less than
a year after the original. And if you combine both films into one, you've got a
blockbuster level of success. Everyone was happy. 


While the Friday the 13th
camp was celebrating, Sean Cunningham was finding that his attempts to distance
himself from the film that had made him famous were being met largely with
indifference. In the initial months following the success of Friday the
13th, Cunningham was heavily courted by the Hollywood establishment, and the
doors that had remained shut to him for over a decade had suddenly opened. But
success can be as limiting as it is liberating, especially in Hollywood, where
the obligation to repeat the past often outweighs all other artistic
considerations. The film Cunningham eventually chose as his follow-up to Friday
the 13th, the adult thriller A Stranger is Watching, based on the
best-selling novel by Mary Higgins Clark, was released by United Artists in
1982—and quietly flopped. Cunningham's subsequent efforts likewise found little
favor with the moviegoing public: only Spring Break, a teen sex comedy
he directed for Columbia Pictures, gave him a minor hit when it was released in
August 1983. And Cunningham, still based on the East Coast, saw his once
tightly knit filmmaking family begin to unravel. Following the release of Part
2, Steve Miner, like Wes Craven before him, would make the move to Los
Angeles to pursue mainstream success, while Cunningham's once-thriving
partnership with Victor Miller deteriorated into acrimony and, eventually, a
lawsuit. 


SEAN CUNNINGHAM: 


Knowing now what I
didn't know then, sure, it would have been much better business sense doing the
sequels myself. But with Friday the 13th, they were making the same
movie over and over again. Why would I want to do that? So much of that was my
own naÃ¯vetÃ©. Suddenly, I had a successful film, and my attitude toward
Hollywood was: "I know you guys have all these great scripts and great
actors—what have you got for me?" I had no idea that they didn't have a file
cabinet full of great material waiting for me, that all they wanted me to do
was make them more money by doing the same thing over and over again. 


I spent the better
part of a year after Friday the 13th trying to find something else to do
that was soft and warm and lovely. And I couldn't find it. Out of self-defense,
I wound up doing what was supposed to be an upscale thriller in the form of A Stranger is Watching. But all that did was reinforce to the world that
the only thing I could do was horror movies.


VICTOR MILLER: 


A Stranger Is
Watching was supposed to be the biggie, but the movie did not do very well
at all. Then with Spring Break, lightning was supposed to strike twice.
Sean called and told me to go see Porky's in just the same way he told
me to go see Halloween. So I wrote two or three drafts. Then I got a
phone call one morning. "Victor, I'm not going to go ahead with you on Spring
Break." Either my screenplay, in his opinion, sucked, or the money people
had some other writer they wanted to use. Or maybe it was just creative
differences. But whichever it was, I was stunned. Not so much at my being
fired, but to be fired over the phone by a guy who I had been working with for
five years. I just could not believe that this was happening. 


Sean did send me a
letter at one point, but it did not really deal with what had happened and I
never talked to him again. I don't think he treated me all that kindly. 


SEAN CUNNINGHAM: 


When I got to do A
Stranger is Watching, I had the opportunity to use some really high-level
people. They were available to me, yet I didn't want to use them. I was afraid
of them—I thought they might fuck me over because they're not really working
for me, they're working for "the man." I don't know if my films, whether it was
A Stranger is Watching or Spring Break, would have been any
better, but I could have learned a lot more if I had surrounded myself with
different people. If I made mistakes after Friday the 13th, that maybe
was the biggest.


With Spring
Break, I was at the point where I wasn't learning anymore from these
people. What happens is, after you have success, you try to be loyal. When
everybody starts off working for nothing and you're chasing this dream, and all
of a sudden your ship comes in, it would seem wrong to just leave these people
behind. But, of course, that's what everybody does. 


NOEL CUNNINGHAM, "Young Camper,"
Part 1: 


My father
definitely created a filmmaking family, sometimes to his detriment. He once
said to me after Friday the 13th, "I could have gone out to Hollywood
and gotten a career going with much better people. Instead, I decided to make
another movie with my friends."


BILL FREDA, Editor, Part 1:



I'm not too keen
on what happened with Sean after A Stranger is Watching. Movies like Spring
Break—they were pretty bad. But A Stranger is Watching, that showed
his ability. I think he's a talented guy, and that was a good movie.


VICTOR MILLER: 


I ended up suing
Sean over Friday the 13th. My union was trying to get what was owed me,
so I had to. And this was not for residuals, but the sequels, the cable
showings and everything else. So I sued Sean, and Sean had to sue Georgetown.
Getting money out of Phil Scuderi was always troublesome. I'm not a lawyer.
Whatever my guild did, it did in the right way and I eventually got my money in
1988; it was a long time coming. 


I would still
probably hold Sean up for a point or two. I did bring up that subject to him
way back when, and he said, "I can't afford it, I haven't got any points." That
seems to be an ongoing problem that I hear about Sean. But anything I signed, I
signed. I am not saying anybody pulled the wool over my eyes. But the stories I
hated to hear later on were, "Well, George Lucas gave a point to the costume
woman on Star Wars." And here I am, the screenwriter, and I don't have
any points at all on Friday the 13th. So then I had to work, whereas
Sean did not need to after that.


But I think Sean
is going to be very surprised by this interview because I have nothing but good
things to say about him. I mourn the loss of our friendship. I think we were
the best for each other, and maybe history is bearing that out, I don't know.
He gave me strength where I was weakest and I did the same for him. There was a
wonderful shorthand that we had—we could use words or phrases that nobody else
in the room understood. It was a symbiotic relationship that I never had before
and have never had again.



3. A New Dimension in Terror





Bolstered by the success of its
first sequel, Friday
the 13th had managed to survive its sophomore slump. Even if the filmmakers'
decision to resurrect Jason Voorhees from the depths of Crystal Lake was a
contrivance that critics, and even many stalwart horror fans, found hard to
swallow, the profits generated by Part 2 were more than enough to
convince Paramount Pictures that a third picture was a no-risk investment. The
silhouetted image of a masked figure, brandishing a knife, with the words
"Friday the 13th" splashed across a movie poster were a guarantee to sell
tickets and bring in at least a strong opening weekend at the box office. But a
key set of challenges faced any continuing exploits for Jason Voorhees.
Although Paramount remained committed to distributing and marketing future
installments of the series, it was required that the films remain negative
pick-ups to secure and maintain their non-union status. There was also a
vacancy in the leadership role of piloting the creative direction of future Fridays
after the departure of Sean Cunningham from the series, necessitating a
changing of the guard if a second sequel was to begin pre-production as planned
at the end of 1981. But the biggest creative hurdle facing a Part 3 was
how to make it fresh and invigorating given the series' formulaic constraints.
One charge that has plagued the Friday the 13th series since its
inception is that it is not a movie series at all, but rather a parade of
creatively staged murder sequences caught on film—cynical exploitations
successful only because of a grotesque gimmick. But Friday the 13th had
been conceived from the start to excite the senses of its audience as much as
involve them with its story and characters. And one good gimmick always
deserves another. Enter 3-D.


The concepts of
three-dimensional photography had been around since the turn of the 20th
century, but the widespread exhibition of full-length, theatrical 3-D motion
pictures would not gain commercial acceptance until the early 1950s. But like
most of the fads Hollywood had concocted during the decade to seduce Americans
away from their television sets, the 3-D craze was short-lived, and by the beginning of the '60s the process was all but extinct. Fewer than a dozen full-length 3-D
features were produced over the next two decades, all of them flops. Then, like
a phoenix from the ashes, 3-D returned in June 1981, with the success of a
low-budget quickie from Spain called Comin' At Ya! An unexceptional
comedy western enlivened only by the novelty of its three-dimensional effects,
the film still managed to gross more than $12 million (back when tickets still
cost three bucks a pop) and became one of the surprise hits of the season.
Within a few weeks, independents and major studios alike announced more than
two dozen 3-D motion pictures. Three dimensions was back, and drawing in audiences of all
ages, from nostalgia-starved adults longing to recapture the cinematic thrills
of their youth, to a new generation running out to see what their parents' fuss
was all about. The makers of Friday the 13th had finally found the fresh
hook they needed for Part 3.




GEORGE MANSOUR, Distributor,
Esquire Theaters: 


It wasn't until after
the second Friday that Paramount showed a vested interest in the series.
I think the last one any of the guys from Boston got any producing credit on
was Part 3. After that, Paramount just sent them a check. "Here's some
money for the title and we'll make the movie. Now go away!" But Phil Scuderi
and Bob Barsamian were close with Frank Mancuso, Sr., and there were deals made
for other pictures aside from Friday the 13th as well. There was a very
incestuous thing going on. Frank Mancuso, Sr. was an executive at a big
company, and while Friday the 13th was not shady, but it wasn't exactly super-legitimate.
It wasn't the kind of thing that Gulf & Western, who owned Paramount,
wanted to be associated with, necessarily. But the studio made tons of money
off of the series. 




FRANK MANCUSO, SR., VP
Distribution, Paramount Pictures:


Friday the 13th was not generally a
product that a studio like Paramount would be interested in producing. The
creative executives just wouldn't have been attracted to that material, and the
studio wouldn't know how to produce it anyway. They would spend way too much
money. Independent filmmakers like Georgetown Productions, who are in the
business of selling their films, they are very cost conscious. Because they're
putting up the risk money and hoping that someone will acquire their product,
and their return on their investment is dependent upon that. And for the studio
making the acquisition, that's exactly where you wanted it. Because then you
usually got a break on the price you were paying for it.


One question that
continues to be asked about the Friday the 13th series is whether
Paramount produced these movies. I would never have allowed Paramount to do
that. That is simply a false assumption, one probably more due to the fact that
my son produced so many of them. But it is not true. It would have cost us
twice as much to make the films had they been studio productions, just the
overhead alone—Friday the 13th movies were and should be like rebel
films, where you take a camera and you go into the woods and you just shoot. It
was simply a whole different culture.





Jason and crew (clockwise from left): Richard Brooker (in makeup), director Steve Miner, camera operator Eric Van Haren Noman, associate producer Peter Schindler, script supervisor Kathleen Newport, camera operator Steve Slocombe and directory of photography Gerald Feil.



DENNIS MURPHY, Co-Producer, Part
2: 


At the end of filming
Part 2, Frank Mancuso, Jr. came to me and said, "I have two job
possibilities after this show. One of them is that I could be Robert Evans'
assistant on his next movie. Or, I can produce my first film. Could you give me
some advice?" I said, "Produce your first film." I had no idea it was going to
be Friday the 13th Part 3.



FRANK MANCUSO, JR., Producer:
The creative impetus
of the early Friday the 13th movies, certainly Part 2, was Phil
Scuderi. He was the most vocal about having input. The one guy I really don't
have any experience with is Sean Cunningham. I might have met him, but I'm sure
I wouldn't recognize him if I stepped on his foot. I'd say that certainly from
the end of the second movie through the third movie, I dealt primarily with
Phil. And Phil couldn't really pay me on Part 2 because of the budget of
the movie—nobody got paid much. But he gave me some points as a thank you for
my participation. It ended up working out great.


When I was finishing Part
2, there was another movie Phil wanted to make called Off the Wall,
which was his younger version of Stir Crazy—he was always inspired by
what was current, and then he'd just say, 'We'll do the young version of it for
1/50th of the price." I said to Phil, "Do you really want to make a Stir
Crazy rip-off?" He replied, "Listen, kid, I want you to go out and make
this movie. Just manufacture it." But it was my chance to go to California and
do something, so I did. But it was a mess. The company that picked it up ended
up going bankrupt. Then Part 2 comes out and it's a big hit and
Paramount says they want another Friday the 13th movie. Phil said, "It's
yours—go do with it what you want." 

It all started moving away from Phil and he
  started giving me larger parameters to operate in. I also happened to be in a
  unique situation, because as I continued to make these films my father
  continued to move up the ladder at Paramount. I would say that each side's
  familiarity with me made them comfortable with the fact that it was okay that
  Paramount wasn't really involved. The studio knew I wouldn't act in a way that
  hurt them. I would never participate in something that would con them or steal
  money from them. The nature of who I was helped everyone get over the hump
  because, at that time, with negative pick-ups, there were so many scams where
  people were ripping off studios left and right.




FRANK MANCUSO, SR.:

The sameness of Friday the 13th, if you will, cried out for a hook to hang the advertising on. You'll
even notice that, after Part 2, we started to add more to the title than
just a number, whether it would be "in 3-D," or "The Final Chapter." It was
almost like a wink to the audience—and it was definitely intentional.


The idea for the 3-D
was born out of the fact that the process is so visceral, and horror movies are
so visceral. I thought of my first memories of seeing House of Wax in
3-D. The interesting thing about the Friday the 13th films is that, for
me, they often play as much as a comedy as horror. Not camp—at least back
then—but in terms of the dynamic of the experience. The screaming in the
theater, the people jumping out of their seats, and then the laughter from the
audience—not at the movie, but at the reactions of each other towards the
movie. It was as an incredible piece of entertainment for that audience. So I
thought with the 3-D, if we could pull this project off, Part 3 could
again have that same kind of incredible impact that the first Friday the
13th had. 




STEVE MINER, Director:
With the Friday
 films, we had always made a conscious decision to make the same
movie over again, only each one would be slightly different. And I had always
been intrigued with the concept of 3-D. As a kid, one of my earliest memories
is of my father taking me to see Fort Ti, a three-dimensional film. So
it occurred to me that a Friday the 13th Part 3 and 3-D would be a
perfect combination. I also had a feeling that this might be the last one. To
be honest, that is what I was hoping. And I was simply anxious to direct
another film. So that is what brought me back for Part 3. 




FRANK MANCUSO, JR.:


Going with the 3-D was more of a nod to the overall experience, and our belief that this
probably would be the last Friday. Remember, at that point this wasn't a
"franchise" in today's sense of the word. It really was about a carnival
atmosphere of, "Let's just go out, have fun, and be done with it." 





Left: Producer Frank Mancuso, Jr. and director of photography Gerald Feil (right) discuss the upcoming day's work. Center top:  Associate producer Peter Schindler (left) and Steve Miner. Center bottom: 3-D Supervisor Martin Jay Sadoff (seated) and crew prepare for the day's work as Steve Miner (far right) looks on. Notice the title on the slate reads "Crystal Japan"—the code name under which Part 3 was filmed. Right: Director Steve Miner (left) takes a break between setups.


The first 3-D feature film to
receive a wide theatrical release by a major studio, Friday the 13th Part
3 would prove to be an enormous undertaking for Paramount and the film's
producers, a massive logistical effort encompassing all aspects of motion
picture production, distribution and exhibition. And the "3-D film school"
would begin even before the start of principal photography. Neither Steve Miner
nor Frank Mancuso, Jr. was completely satisfied with the initial script for Part 3. Phil Scuderi hired Martin Kitrosser, who served as script
supervisor on the first two Fridays, and his wife, Carol Watson, to
craft a screenplay that, despite some tentative initial flirtations with
altering the established Friday formula, ultimately deviated little from
the series' previous M.O.—Jason was back and still stalking the community of
Crystal Lake, this time setting his sights on a group of carefree vacationers
who have set up camp nearby, blissfully unaware of the horrors to come. But
Miner and Mancuso, in their hope to streamline the script to highlight the
three-dimensional effects, drafted a young Romanian-born writer named Petru
Popescu to perform an uncredited rewrite. Popescu's newly retooled script fully
integrated the 3-D trickery into the film's newly-expanded fictional locations, which would
ultimately require the construction of an elaborate two-floor camp lodge, a
large outdoor pond and even a fully-equipped barn where much of the film's
climactic mayhem would take place. 


Faced with the
considerable task of producing a polished three-dimensional feature that could
compete with the spate of 3-D films then currently in production at rival
studios—but without a major studio budget to back it—Frank Mancuso, Jr., would
make the cost-conscious decision to bring the production to the West Coast,
therefore allowing the film's sets to be built from the ground up on practical
locations as well as facilitating access to a more experienced cast and crew.
The move would mark a major aesthetic change for the series. 




FRANK MANCUSO, SR.:


Part 3 was quite a project
to pull off, because at that time 3-D in the theaters was non-existent. We
literally would have to create the projectors, install the screens and school
the operators on how to project it. And it would be a massive release on over a
thousand screens. It wasn't just in two hundred theaters—we could not open a Friday
the 13th on just a handful of screens. It was always about that huge
opening weekend.




FRANK MANCUSO, JR.: 


Part 3 was the first Friday
to be shot on the West Coast, and I'd like to be able to say it was some sort
of big aesthetic decision. But it really was because the whole 3-D thing
required, in my view, being in Los Angeles. I wanted to have more control, and
we needed experts in the field right there in case we got into real trouble. I
just felt more comfortable there. And Phil Scuderi, who was off working on the
script, was cool with that, so that became the location for the next one.

STEVE MINER: 


When we were
developing Part 3, there was quite a bit of discussion of alternative
storylines that would be a breakaway from the other films. One I pursued for a
long time, with Martin Kitrosser, was taking the character of Ginny from Part
2. Suppose she was in a mental institution, trying to recover, and we
explored a psychological approach to Part 3? Well, at that point, we're
suddenly on new ground; we don't know if we're going to appeal to the fans that
we had before, and we don't even know that we're going to create new fans.
Finally, we all decided that it would have been a mistake, and we should stay
reasonably within the format of the first two films. We had a certain audience
that enjoyed Friday the 13th and we owed them the best possible film
that they would enjoy within the formula we had already established.

RON
  KURZ, Screenwriter, Part 2:

Phil Scuderi asked
  me to do Part 3, but at the time I was working for CBS on a movie of the
  week and, despite some outrageous offers to entice me, I turned him down. It's
  probably sacrilegious to tell you, but I've not seen any of the Friday films beyond Part 2. Writing horror is not my thing—they just don't
  interest me—although for about a year after Part 2 I was "hot" and
  offered just about everything horror thing that was floating around Hollywood.
  But I never took advantage of it.

PETRU POPESCU, Screenwriter:

I was  a student at the American Film Institute at the time. The first paid
English writing job I got was Peter Weir's The Last Wave, which is
unusual—to work on a
green-lit film, with personalities who were relatively known in the industry. So I
was anxious about what would happen next. I had written a number of scripts and
I was starting to write fiction again, but let's be honest—it's easier to write
a script than it is to write fiction. There are fewer words and it's less
complicated, and they don't place as much emphasis on vocabulary or emotional
invocation. I was struggling to write prose, and I went to my agent and
asked him for a job. 


I met Steve Miner and
Frank Mancuso, Jr., who was an extremely young producer. They were doing a film
in 3-D, and as is a common thing to hear as a screenwriter, they said, "We have
a screenplay but it needs some work." There was a first draft and they didn't
like it. They wanted somebody to pull it together and restructure it. I was aware that it
was a slasher. I had seen Halloween. And I was affected by the notion of
doing something so unpretentious—for someone like myself who had had
experiences with very literate people and projects, with writers who took
themselves so seriously, it's very straining to be "deep" all the time. Even
today, this is what I like best about working on films.


Before we started
production, Steve Miner screened a few 3-D movies for us, and I saw Alfred
Hitchcock's Dial 'M' for Murder for the first time. Do you remember the
scene with the scissors, where the guy tries to strangle Grace Kelly with her
stockings? And she was lying backwards on a desk and reaching right out towards
the audience? I said to myself, "This is what Part 3 is—right here!" And
I knew
where the location of the filming was going to be, so I visited, because that
would restrict a lot of the inventive stuff in the writing. There was nothing to
rewriting the script—the previous writers had done at least a decent job, but I
ended up writing three drafts. I suggested close-ups and what people had in
their hands and certain angles so things could push toward the camera. No one
paid much attention to whether it was realistic or notâ€¦





Friday the 13th Part 3's elaborate lodge set (top left and bottom) was built from the ground up. Seen at top under construction, the filmmakers would utilize the Valuzet Movie Ranch (top right) for most of Part 3's onscreen mayhem. Located in Saugas, California, Valuzet remained home to the lodge set until 2007, when it burned down in a fire attributed to local vandals. 


FRANK MANCUSO, JR.:


The problem was that
at the time, everybody had a different 3-D system. So we hired this guy, Marty
Sadoff, to come out and work on the movie and who was, at the time, probably as
knowledgeable as anybody could be about the 3-D process. 




MARTIN JAY SADOFF, 3-D
Supervisor:



My father was a
partner with in Cinema 5 in New York. We had the premiere art theatres there: perfect
projection, no automation, higher ticket price, no candy in the theatre. And
the only way I could relate to my dad was to talk movies—he really didn't want
to talk about anything else. Then dad took me to Creature from the Black Lagoon in 3-D when I was like 10 or 11
years old. I
had to sleep with the lights on for a week. I never forgot it. Eventually my
family moved to Buffalo, and Frank Mancuso, Sr. was our neighbor. At the time
he ran the Paramount branch there. One day I invited him to come and see this
3-D test I shot. He said, "If I ever become the head of Paramount Pictures,
I'll take you to L.A. and we'll make a movie." And that was the end of it,
because I always thought he would become the head of distribution at Paramount.
Instead, he became the head of Paramount itself. 


Then around late
1981, I get a call from Tony Bishop, who would be one of the producers on Part
3, and he says, "I was told to call you. We were thinking of doing a Friday
the 13th in 3-D." I went right on salary for Frank Jr. And I had met this
guy named Mortimer Marks in Toronto, who was playing around with 3-D. He had
put together an Arri-2C camera, which was an early Arriflex camera that was
hand-held, and he figured out a way to shoot single-strip 35mm on it that could
focus and converge in different places. It was totally different than the way
3-D had traditionally been done. With the Marks system, the distance between
your eyes would always remain the same based on the focal points of the lenses.
The camera saw like your eyes saw. It was the first 3-D camera I had ever seen
like this.




STEVE MINER:
We looked at all the
systems when we started, and the consensus of opinion was that they were all
difficult. There was no state of the art where 3-D was concerned at the time,
because all the systems are from backyard inventors who were piecing them
together. We ending up using the Marks 3-D system, an "over and under single
strip" process, meaning that the left eye and the right eye are printed one
above the other on a single, full 35mm frame. You have two lenses on one
camera, and photograph the image on one piece of film, which, of course, makes
everything easier in the editing and post-production stages. That's the way we
did Part 3, and I believe we were the first feature film to be shot with
that system.




GEORGE HIVELY, Editor:
I had been working at
Paramount in the late 1970s, where I met Frank Mancuso, Sr., and then I ended
up working on a project for his son called Off the Wall. Then Part 3
came along right after that. Frank Jr. was kind of insistent that I cut the
film, as he liked what I had done on Off the Wall—I didn't even have to
interview with Steve Miner. Steve may have had his reservations about me, but
we got along fine and the relationship worked out. And it was funny, I even
stayed in the same cutting room—we literally cleared out all the Off the
Wall stuff and started filling it in with Friday the 13th.


In this business, we
are all kind of prostitutes—we may be our own worst enemies because we will
take whatever comes along next. But the concept of Part 3, of
experimenting with 3-D, was fun. And this was during a renaissance of 3-D.
Warner had resurrected House of Wax and Dial M for Murder and a
bunch of older 3-D movies, so the first thing I did was get in a car and drive
over to Westwood and watched House of Wax. Then Steve Miner and Marty
Sadoff and I had some meetings with the Marks guys, who where providing the
lenses. Ultimately, we went with a system that was a single camera, and a
stacked frame on the film that could then, with a special projector, be
projected on a custom silver screen in the theater. 





Behind the scenes: Harold and the snake. 

GERALD FEIL, Director of
Photography:



At the time, Mike
Nichols was considering doing a version of "Peter Pan" in 3-D, and I had spent
the six or seven months previous to Friday traveling all over the country looking at
different 3-D systems. Unfortunately, the rights were not available so the
project was killed. But here I was with all this exciting new research and all
this confusing information and disinformation about 3-D. I had also just
finished shooting Let's Spend the Night Together; Steve Miner had seen
it, and I had met him at some event in New York and told him about my research.
He asked me if I'd meet him the next day and talk about Part 3. Although
I had not done a 3-D picture before, I was always interested in the technology
and particularly in the storytelling aspect. 3-D is a sleight of hand—it's all
about suspension of disbelief—which is what dramatic film is all about. 


I have always been a
fan of the really old horror movies, the classics. After this project was
offered to me, I did screen the first two Fridays, and watched all the
other contemporary films of the genre. Reading the script for Part 3—I
wouldn't say it was a crisis of conscious, but more asking myself, "Am I going
to do something that puts more poison out in a world where there is already
enough?" Then I thought, "No, this is just an adventure. People who are fans of
this are not the sort of people who would be inspired to go out and commit
real-life atrocities." All I did hope for is that the violence in the film
would not be glorified or romanticized. And I truly believe we see more of that
in mainstream feature films than we see in any of these types of genre films.
So I was grateful for the offer to do Part 3, and also that I would have
some way to use all of the information and experience I was going to get
working with the 3-D.




PETER SCHINDLER, Associate
Producer:



At the time, I was
working on TV show called "Flamingo Road." I was the First Assistant Director,
and one of the producers, Tony Bishop, introduced me to Steve Miner, and we got
along great. I originally only wanted to be an assistant director on Part 3,
but it was non-DGA, and though Steve Miner wasn't in the Guild at the time, I
was. So I put my title as Associate Producer to cover the fact that it was a
non-DGA film. 


I was pretty young at
the time—I was only like 33 years old—and to be honest, this wasn't a movie
that I normally would have pursued. But I really liked Steve, and it was a
chance to work in 3-D. Besides, the opportunity to do a Friday the 13th
wouldn't come along very often. It ended up being my job to make sure the show
ran smoothly for Steve. To make sure everybody was in the right place at the
right time, that the actors and the crew all knew their call time, that the
equipment that Steve needed to shoot with is there. And getting the cast
through hair, makeup, and wardrobe, and that the special effects will be ready
to shoot on schedule. Ultimately, making sure that we all brought the show in
on time and on budget. 




MARTIN JAY SADOFF:
There was so much
thought that went into the planning of this movie that people don't realize.
Nothing was an afterthought. Everything—the set design, the costumes—was done
with 3-D glasses on. My job was to pick a 3-D system and figure out how to
coordinate the glasses, and if we were going to make all those glasses, how
would we get glasses to theaters? How many of the projectors had to be
modified? All this had to go into it before they actually made the decision to
make the movie, because Frank Sr. really made the decision that Paramount was
really going to try and revive 3-D. If they were going to put it into major
theaters, they were going to do it right. We got everybody involved—projector
companies, screen companies. It turned into a mammoth challenge.




ROBB WILSON KING, Production
Designer:



I grew up in a
household that created theme parks. Pacific Ocean Park, Queen Mary's Village,
Jack London Square, House of Pancakes—these are the these things I grew up
looking at. It was great. It was my dad's business, so I was a draftsman early.
And eventually getting into film was a natural for me. Before Friday the
13th, I was art director for a movie called Longshot, and had done Swamp
Thing, for Wes Craven. When Part 3 came along, any time you wanted
to do a 3-D movie, there would be a different system. But that's what was fun
about doing 3-D—trying to outsmart it.


Some people have
complained that in Part 3, it's obvious it is the West Coast, but what
can you do? It allowed us to do something different from the previous Friday
movies, because we had a chance to build all the locations from the ground up.
There was only one scene, the convenience store with the gang members, where we
were in another location that was practical. The rest of it we created. The
script originally called for mountain cabins or something. I said, "That is not
unique enough. I think we have to create a camp lodge." And we also needed to
find a canyon that looked forest-y rather than like a desert. So we found this
great place in Saugus, California called the Valuzet Movie Ranch. They became
like partners in the film. I think we had about $140,000 for the whole deal,
which wasn't a lot for what I just described. We were begging and screaming and
all that stuff, but we did it with the partnership of a lot of people.
Especially Valuzet. They helped me build the lodge and the barn. I also had a
really terrific construction coordinator, and a lot of good minds and good
arms. 





Actress Cheri Maugans (bottom right) found the experience of working with special makeup effects "a riot!" The actress recalls: "We had to get to the makeup shop at six o'clock in the morning. And there I am, drinking my coffee, next to a dummy of Steve Susskind just dangling in front of me, covered in blood with a hatchet in his chest. All these macabre things—it was hilarious."


SANDI LOVE, Costume
Designer: 


The 3-D process was a
real challenge, but a rewarding one. Because of the lenses, and the polarized
glasses that the audience would be wearing, I knew I had to be very careful of
my use of color, otherwise the clothes would disappear. Also, the concept was
not to use any fashions of the time period that could be identifiable—the
picture was supposed to be able to withstand time. We also tried to let you
know when the scene changed by the different colors, and that something else
was about to happen. Such as the use of red, for certain character's
clothing—it was subtle but something that we were consciously aware of.




ROBB WILSON KING:


One of the
interesting things about the design of Part 3 is that we stayed almost
completely away from primary colors. That's always been the case with me,
though, unless one is doing Dick Tracy. I like earth tones anyway, so
that's why, along with the move to Los Angeles, that amongst the Friday
films, I think Part 3 has the most naturalistic look.




GERALD FEIL:
Robb is astonishingly
talented. He's a terrific guy with the ability unlike any other production
designer I've ever known to take whatever limitations there were and turn them
into something really brilliant. The sets were designed so the corners of the
floor would come out, where people could actually walk out of the screen. Even
the lake itself was built forced-perspective, because we simply didn't have the
room or the ability to create a real lake—that's the reason those scenes are
only shot from one angle.




ROBB WILSON KING:

I worked very closely
with Gerry. You had to be aware of foreground, middleground and background. You
have to treat each plane equally, with the same importance, and each required
different lighting. We had to work very closely to create, in every shot, clear
dimensions that were present, whether it was a little set prop or a piece of
furniture. My
favorite word for that movie was "cantilevered." It's sleight of eye—things
that come at you are exaggerated to be larger than they are. I wanted the 3-D
to exist constantly, which is why we built the entire lodge—three stories tall
and huge—on a lake in forced-perspective. Even the whole front deck was angled.
We did that with some of the rooms, too—we wanted to give the feeling that the
walls could crush you, that it was suffocating. Upstairs, the bookcases all
moved and turned. It was pretty interesting design-wise and construction-wise.
And the coolest find of the movie was that circular staircase in the lodge—I'm
really proud of that. I also designed the lodge and the lake to be in specific
proximity to each other so that we'd always know the amount of time it would
take one of our scared victims to run from here to there. We didn't want to
make it too far, so in screen time you could see where they were coming from
and where they were going. Then, with everything juxtaposed, it would create
the kind of tension that we needed.




Petru Popescu's final draft of Friday the 13th Part
3 again replicated the basic framework of the previous two Friday
films while injecting somewhat broader humor, upping the film's body count to
an even dozen, and developing a beefed-up backstory for Jason, including a
thinly developed subplot that suggested a previously unexplored sexual aspect
to the character. Following the production's relocation to the West Coast,
casting sessions for Part 3 were held in Los Angeles, attracting a more
industry-saavy ensemble of young actors who were now fully aware of the
potential career benefits to starring in a film that was to be distributed by a
major studio. Though all were thankful for the opportunities the series could
bring them, they were also far from shy about voicing their concerns about any
perceived limitations in the script or the lack of complexity to their
characters, nor, in some cases, setting boundaries for what they would—and
wouldn't—do in the film. 




PETRU POPESCU:


I was never under any
pressure to flesh out the characters, only to work on the circumstances of how
the next kid gets slashed. There was definitely a discussion of types: "This
guy has to be a good guy. This one has to be a bad girl. This one smokes. This
one is sexually experienced." I went to some of the casting sessions and I saw
that there were boys and girls who gave good readings and those who gave bad
readings, but it didn't matter. They were hired for their look, not for how
they said the words. Those decisions were made very quickly—nobody agonized
over any of this. Because a lot of the movie is a field trip of sorts. You're
out in nature, hiding behind a bush and there is the killer. So the relations
between the characters are inane. There's an obligatory amount of sex, or
suggestion that some of these people are couples. Because when one of them gets
it, it's obligatory that the other one gets it, too. But even then, it's only
on the most superficial level. 





Steve Susskind's photo album. Although uncredited on the final film, legendary effects artist stan Winston topr left) created the initial makeup designs for Jason in Part 3. Here, he poses with the late Steve Susskind, a "dummy" Jason, and Steve Miner. 

LARRY ZERNER, "Shelly":

I was 18 years old and a
struggling actor. I hadn't done anything professionally. I was working for one
of those research companies at the time, handing out movie tickets in Westwood
to a screening of The Road Warrior. And as I was standing on a corner these
two people came up to me, Marty Kitrosser and Carol Watson. They said, "Excuse
me, are you an actor? We wrote Friday the 13th Part 3 and we think you'd
be perfect!" I looked just like I did in the movie, and they must have took one look at
me and said, "That's Shelly." Pretty amazing. I got discovered on a street
corner. Me and Lana Turner.

 I
  went through about four read-throughs. I didn't meet any of the other actors
  until after I got cast and I never saw any of my competition, either—we didn't
  even have a table reading. But when I got the script, I was amazed that the
  description of Shelly described me perfectly—physically, emotionally, mentally.
  Steve Miner saw that. He said, "Don't put on a character, just be yourself." And when you want to be
an actor and they say, "Here, you can have a lead part in a movie"—no
reservations. I always liked horror movies, and I thought it was better than
being in a movie that wasn't part of a franchise. At least I knew people would
go see the movie and I could say I was in a Friday the 13th. People would
know what you were talking about, as opposed to being in some horror movie that
no one has ever heard of.

DAVID KATIMS, "Chuck":
To be honest, I
thought the script was pretty poor. It didn't make any sense. All they
mentioned when I went in to audition was that they were going with a Tommy
Chong look and sound for my character, so I just worked on that dialect. And I
didn't have a beard and I didn't have long hair. After the audition, all Steve
Miner said was, "Start growing your hair and start growing your beard."


When my agent called
that I won the role, she was very excited. She said, "You've got a horror movie!"
I thought, "Great, I've always wanted to do porn." Then she said it would pay
$40,000, so I rolled up my morals, smoked them and said, "Yeah, I can play
that."




TRACIE SAVAGE, "Debbie":
By the time of Friday
the 13th Part 3, I was basically out of the business. I had worked as a
child actress my whole life and knew all the pitfalls—that you could be a huge
star today and no one tomorrow. So I was focusing on school and not really
going out on interviews anymore. But my mother had started the Savage Agency,
which to this day is one of the biggest kids' agencies in town. She called and
said, "Hey, Tracie, there's an interview for a horror movie. It will film late
in the spring, it won't interrupt your classes and it might be a fun thing to
do and to get you some money to pay for college." 


So I met with Frank
Mancuso, Jr. and the casting directors. They were downplaying the Friday the
13th name. It was all hush-hush, but we all knew what it was. How could I
not do it? What a fun movie to do as my last acting job before I was officially
out of the business. It would be something to carry with me and tell my
kids about. I couldn't resist.




PAUL KRATKA, "Rick":

Auditions can be
really impersonal. The guy interviewing you is eating a sandwich or talking on
the phone while you're doing your reading. And casting directors can be pretty
callous—they have to mow through 150 people in two days or whatever. But this
whole experience for me was awesome. Tracie Savage's mother, Judy, was my agent, and
David Katims' agent as well. We all studied together and all kind of got hooked
up together. I went in to read for the part of Andy, and the casting directors
said, "You're not right for that, but you're just right for the lead, Derek"—at
the time, my
character had a different name in the script, but they changed it to "Rick,"
because it's one less syllable, and therefore more scream-able. Then they said, "We'd
like you to come back and meet the producer and the director. And by the way,
let me tell you a little about this character. He lives up in the mountains.
He's a carpenter. So dress accordingly." When I came back, I wore blue jeans
and work boots and a t-shirt and this parka-type thing. And I was carrying a
couple of two by fours and a skillsaw. Steve Miner and Frank Mancuso, Jr. just
looked at each other—it was right on the mark for them. That sealed the deal
right there.




CATHERINE PARKS, "Vera":


Part 3 was, I think, the
second film I'd ever done. It was a tremendous boost of confidence to work on a
film at all. And the idea of the make-up and prosthetics—it seemed fun, and I
was excited to learn something new. Plus, everyone
was telling us that Part 3 was going be the final series. I never
imagined that it wouldn't be. And the script read easily for me. Though, the only
thing was, Vera is supposed to be Hispanic, and I'm not. I'm Scottish, Irish
and French Canadian. 




DAVID KATIMS: 


I think after the
second audition they had pretty much decided on me, but they kept calling me
back anyway without telling me I got the part so I could read with different actors to
play my girlfriend. They also wanted to see how we
all worked together as a group. There were about five or six of us late
in the audition process, and they took us out to do a rough video of us pretending
to get in the van. There were no real lines particularly. I remember Larry
Zerner was there, and the girl that they were originally going to cast as my
girlfriend. That was the big surprise—just a week or so before we shot,
suddenly it wasn't her anymore, instead they cast Rachel Howard. 





"I had this vision of having a torrid romance with my leading lady—and it turns out she's Mormon!" laughs Paul Kratka. "Dana Kimmell was just the sweetest, straightest arrow possible." 


NICK SAVAGE, "Ali":
I had never even
heard of Friday the 13th before. I don't even like horror movies;
they're not my cup of tea. And this was a Part 3 that I was going to be
in? But my agent sent me to this audition anyway, for a gang member. And I had
just bought a motorcycle, so I rode it right up to the window of where they
were holding the casting sessions. Steve Miner just looked down to me on my
bike and said, "Okay." But hey, at the time, I was grateful for the part. Never
turn down a job. There is no small part—just small actors.




GLORIA CHARLES, "Fox":


This was my first
film. I had just gotten out of school; I went to the American Academy of
Dramatic Arts. And in school, they told me, "Oh, it will probably be years
before you start working." Then it all sort of happened very quickly—I just
auditioned and got this job. So I was excited. Though, at the Academy, where we
were studying Shakespeare and Chekov—you think after you graduate, "Oh, I'm
going to do the classics!" And then your first job is a horror film. But I saw
it as a chance to learn, and that it would be easy to learn because I grew up
watching scary movies. I just thought it was going to be a lot of fun. 




STEVE SUSSKIND, "Harold":


I always wanted to be
an actor ever since I was a kid. From the age of 4 years old on, I would go
to summer camp and we would do shows like South Pacific and The King
and I—typical camp fare. Then when I was in my early teens, I formed a band
called The Roommates, and we had a couple hit records. But I always wanted to
pursue acting full time, so in September of 1981, I came to L.A. and lived in a
trailer in a friend's backyard. I had actually first met Steve Miner in the late
1960s. At that time he was a film editor and working part-time at a place
called Pottery Barn. We weren't great buds or anything, but when I came to
L.A., a friend knew that Steve was doing Friday the 13th, and called him
to say, "Hey, why don't you use Steve Susskind?" That's how I got the role.




CHERI MAUGANS, "Edna":
At the time, I wanted
to be Meryl Streep. I was interested in challenges—when you're a female at the
age I was, there's the leading parts and the character parts. And the character
parts are the ones that are interesting. I read my sides for Part 3,
and I thought the whole thing was very funny. So for me I had this whole idea
of who Edna was. She was probably a cheerleader in high school but things just
didn't work out for her the way she thought they were going to, and she ended
up being a really frustrated mess. And there obviously was that sense of
frustration in the written repartee between her and Harold.


When I went into the
audition I did not read the character as the stereotype that was written. I had
to come in a couple of times, and then they brought me in to read with Steve
Susskind. And if you don't go in and be the character, you're not going to get
anything in this business. So I came in with curlers in my hair, bad shoes, no
makeup and a bathrobe. Steve Miner and I just laughed through the whole thing.






PAUL KRATKA:
I remember they were
still trying to find the lead girl right up until the last minute. They kept
bringing me in, week after week, for readings with all these different
actresses. They really wanted Amy Steel from Part 2, but she was
unavailable. 




AMY STEEL, "Ginny Field," Part
2:



You know, sometimes I
look back on my career and wonder. They really wanted me for Part 3.
They didn't have a script, but they were just going to show me some sort of
outline. Then my agents got involved, and I don't know whether it was a money
issue or a script issue, but I didn't do it. I think I just wanted to do
different things. When you're young and cocky, you think that another great
movie is going to be coming along, that Steven Spielberg is going to be banging
on your door. But now I look back and I say, "I should have just gone for it. I
should have done Part 3."





Left: Paul Kratka and Dana Kimmell as Rick and Chris. Center top: David Katims and Rachel Howard as stoners Chuck and Chili Center bottom: Tracie Savage and Jeffrey Rogers as young lovers Debbie and Andy. Right: Larry Zerner and Catherine Parks as unlikely couple Shelly and Vera.


DANA KIMMELL, "Chris Higgins":
Someone on the
production had seen me in another movie I'd done, Sweet Sixteen, with Bo
Hopkins and Susan Strasburg. I met with the casting director and he immediately
took me over to meet with Steve Miner. I always joke that I got the part
because I scream really well. That's all I did at my audition—scream! And by the time I got
home they were already negotiating with my agent. 


I had no clue what Friday
the 13th was. Growing up, I always loved scary movies, but I was not
familiar with these. I'd heard of them, but I'd never seen any of them. Once I
got the part, Steve Miner sent me home with tapes of the first two Fridays,
just to see what I had gotten myself into. And, they were already shooting, so
I read through the script and was on set in a day or two. It was really a quick
thing. There wasn't a lot of discussion about my character until we got into
the actual shooting.
But I liked Chris because she fought back. I didn't want her to be a wimp—I
wanted her to be someone who could survive. And she did.




PETRU POPESCU:
Almost every
character in the Friday the 13th movies acts like they don't have a head
on their shoulders. They see something that says "Don't Enter" and that's
exactly where they go. And
usually the girls are very lascivious and very much in tune with their own
sexuality. They want to go out in the bushes, even when it's dark because they're
itching for sexual attention right then and there. And the guys are more or
less ready all the time. Only
with the lead character do you have someone who is a bit more reasonable, who
says, "Okay, maybe we shouldn't." So the character of Chris Higgins was at
least somewhat creatively satisfying to write, because she had a past. She was
both easier and harder to create—I spent the most time on her. I imagined this
young American girl, who, even though she isn't very grounded sociologically or
whatever, at least she has a history with the monster.


The biggest
discussions were around what was the exact nature of Chris' backstory with
Jason. We talked about a certain type of sensibility and drama—would a rape
take the audience out of the fantasy, even though all the killings do not? We
will accept mutilation of the body, but not the notion of sexual
penetration—killing can be entertaining and rape cannot be. If you see a head
roll in these movies, it's okay. It's like play. But if you see someone invaded
or soiled—that's not amusing for anyone. So we left Chris's past encounter with
Jason ambiguous. Also,
it's very unusual that someone is a virgin in a Friday the 13th, unless that's
a piece of the puzzle. If there was a rape and the victim is a virgin and that
weighs into the drama, sure. But otherwise, virginity in these types of movies
in general is rare.




TRACIE SAVAGE:
One thing fans
continue to ask me about the movie is if my character was really supposed to be
pregnant. The issue of her being pregnant only came up in that one scene, and
it was never mentioned again in the movie. I think it was just one of those
little twists the filmmakers threw in there. Or maybe it was just supposed to
be a joke. To be honest, quite often the scripts of these movies aren't their
strongest pointsâ€¦




DANA KIMMELL:


It's funny, but
apparently I did an interview for Fangoria a few years ago
where I talked about all these changes I requested in the movie. I honestly
don't even remember giving that interview. But I do remember having a meeting
with Frank Mancuso, Jr. They had a couple scenes in there about how Rick and
Chris had stayed out all night, and there was a line that they had made love. I said to Frank and Steve Miner, "I'd be a lot more comfortable if
we didn't talk about that." And they said, "Just do whatever you want," and
rearranged it. I knew this series has a lot of young followers. I just thought
it was good not to promote that kind of thing so much. And nobody notices,
anyway.




PAUL KRATKA:
I was 27 at the time
and I had this vision of having a torrid romance with my leading lady—and it
turns out she's Mormon. Dana was just the sweetest, straightest arrow possible.
A really nice girl, professional and courteous. I never got any sense that she was
objecting to anything. But I can't believe Paramount would acquiesce
anyway—it's not like a hundred other girls in Hollywood couldn't play her role.
It wouldn't have changed the outcome of the movie, one way or the other.




DAVID KATIMS:
Dana was a Mormon, so
I guess it was very bizarre for her to be doing this movie. But it's not like
she ever preached. And I have no memory of her being bitchy; rather, I remember
her being very friendly to me. The one thing that I thought was a little odd,
though, was that the crew loved to gamble, and once in a while she would join
in, and I knew it was against her religion. But it is understandable why Dana would
set boundaries. This isn't Shakespeare. The thinking is pretty much that if you
do something like this, you are not pretending that it's going to be the
greatest piece of character drama. And for someone like Tracie Savage, who
ended up doing some nudity in the movie, it is even a bigger decision. 





Right: Despite being at the losing end of Jason's machete, actor Nick Savage has fond memories of his duel to the death with Jason. "I had to go into the makeup shop a week early so they could make a cast of my arm and stuff it with bloody meat," says Savage. "It really did look real. I had to check my own arm after I saw it!"


TRACIE SAVAGE:
Each person took care
of themselves. Dana had no say over what was happening. She wouldn't have had
that authority. The priority is to scare the hell out of people, and if they
have an actress who was concerned about art they're going to say, "Sorry. We'll
find somebody else." I had no qualms about the nudity. It was very minimal, and
there are hardly any movies on the air today where you don't see someone nude.
And since then, as a joke, friends have done blooper reels for me where they've
taken my nude scene and slowed it down frame-for-frame and then played it for
all my friends. But I just laugh. It's not a big deal.


The hardest part was
that during my entire career up until then I had been a minor and my mom was on
the set with me all the time. If there was every anything dangerous or
inappropriate, she was there to protect me. Part 3 was the first movie I
did as an adult, and I had to protect myself. It was a little intimidating to
have to stand up for my rights, as an 18-year-old, and be able to say, "No, I'm
not going to do that. That's not right." I did put my foot down about the
scene where I'm supposed to be having sex with Andy; they wanted to have a
tight shot of our faces as we were having an orgasm. The thought of that
horrified me, because that's something that's just so inappropriate. I did not
want them to have a close-up shot of our faces as we're in ecstasy. That would
have embarrassed me, especially as I knew I was about to pursue a more
legitimate professional career as a journalist. So I just said, "Absolutely
not. This is a horror movie, it's not an X-rated movie." So what they ended up
doing was slowly panning down to our feet, and you saw our feet jerk as if we
had just â€¦ well, you know.




No one involved in the production
of Friday
the 13th Part 2 was fully satisfied with the look of Jason Voorhees that
they had created. But if nothing else, it was clear that what had not so
affectionately become known as "the bag" was no longer an option. The search
was also on for yet another new actor to play Jason, an effort necessitated by
the production's relocation to the West Coast. Coupled with another new makeup
crew coming on board, radical shifts in the continuity and appearance of Jason
were fast becoming a tradition of the series. 


It is often
impossible to determine at what exact moment an icon is born—and perhaps even
harder to determine the originator of that icon. However, it remains without
question that, as Part
3 began production, the most important step in the transformation of Jason
Voorhees from slasher movie footnote into monster movie legend was about to
take place. No one would ever look at a hockey mask in quite the same way
again.




STEVE DASKAWICZ, "Jason Stunt
Double,"Part 2:



If you look at Freddy
Krueger and A Nightmare on Elm Street, they used the same guy every
time. But not Friday the 13th, because they don't want to pay more each
time they use you. I was really shocked when I was told that if I wanted the
job on Part 3, I would have to pay my own airfare out to California. And
I wasn't going to do that. They said, "You don't understand, you're nobody."
And I said, "No, I'm Steve Dash." Because the role wasn't that important to me.
Hey, I have my morals. 




RICHARD BROOKER, "Jason
Voorhees":



I had the weirdest
audition. I actually answered an ad for the role in Backstage West the
previous summer and never heard another word. Then totally out of the blue, in
February or March, I got this phone call: "Will you come in for an interview?"
I went down to the casting office and there were like 15 of the biggest,
buffest guys standing outside. I had no idea why they were there. I just walked
straight in, saw two people behind the desk, and I said, "Hello, I'm Richard
Brooker. I have a meeting at 2:00 p.m." It was the two casting guys. They said,
"We're waiting for Steve Miner—would you mind waiting for a few moments?" So I
went into this other room, sat down and waited for a bit, and then Steve Miner
came in and we chatted for a while. Then he turned around to the casting guys
and said, "Book him." They said, "What about the actors outside?" Only then did
I realize that the guys outside were also there for the interview. Steve just
said, "Forget them. Send them home." I didn't know it was going to haunt me for
the rest of my life.





Friday the 13th Part 3 was the first major production to make extensive use of the Louma Crane. This motion-controlled system utilized a dolly track and remote motion control to facilitate fluid camera movements and 360-degree panning.


DOUG WHITE, Special Makeup
Effects:



I had been involved
in makeup effects since the early 1970s. I had mentored under Bert Holmes and
Tom Burman, and had just started my own company before Part 3 came
along. I was actually working on this Canadian horror movie Deadly Eyes
with Kenny Myers, who was the effects supervisor, and he was offered this
job—we didn't know it was a Friday the 13th. But we went out to
interview with the producers, and they said, "Here's the scenario. You're
trapped on a farm, and think of everything there you could use to kill somebody.
Come up with 10 examples." So we went to lunch, came up with ideas, then came
back and handed it over to them. They said, "Okay, ignore what we just said.
Here's the script and this is what we're going to do." Then we found out it was
Friday the 13th Part 3, and in 3-D. Which actually helped us, because I
had also just done this other 3-D movie called Parasite, with Demi
Moore. 


What was unusual was
that when we started the show, we knew up front that they had actually already
hired Stan Winston to sculpt Jason's makeup. We would have to do a head cast of
Richard Brooker, then deliver that to Stan, who would sculpt it and get
approval for it. Then we'd make a mold of that and run all the appliances,
bring them back to Stan, and Stan would paint them. Apparently, Stan had also
done some uncredited work on Friday the 13th Part 2, and was a friend of
Steve Miner. 




STEVE MINER:
Right after I
graduated from college, I came out to Los Angeles with some friends of mine who
were in a rock group. We were all staying in one apartment in Culver City, and
next door to us was this crazy guy who wanted to be a stand-up comic; his only
problem was that, when he got up on stage, he wasn't funny. His name was Stan
Winston. We became very good friends, and just before I left for Colorado to
become a ski bum, he told me that he had been accepted in the Walt Disney
makeup training program, which thrilled me, because he's always been a very
talented sculptor and artist. Then, the next I heard of him was when he won an
Emmy for Miss Jane Pittman. 




RICHARD BROOKER:
I don't know the
complete story, but originally Stan Winston was doing Part 3, and I had
to go to his studio for days and days. They did a plaster cast of my head. Stan
was also the guy making the headpiece that I would have to wear. But by the
time we started shooting, apparently somebody complained that Jason didn't look
scary enough, so they brought in Doug White and his team to redesign the
makeup.


Ultimately, there
ended up being two different makeups for Jason. When we did the close-up stuff,
there was something like 11 different appliances that they glued onto my face.
That alone took six hours to apply. And for some of the scenes where you don't
really see Jason, they had a "head mask" that was one big piece I could slip on
and off, and that was hot as hell.




DOUG WHITE:
Stan wanted to do a
new makeup technique on Jason because of the 3-D—I guess what you'd call a
"pixilated" look, where the makeup was painted with all primary and secondary
colors, and no mixing of anything else. But the producers and Steve Miner just
weren't happy with it. But by then we were already shooting, and by the time it
was decided that Jason's makeup needed to be resculpted Stan was no longer
available. They also told me to ignore Carl Fullerton's Jason makeup from Part
2. They wanted a look closer to Tom Savini's work on the original film. So
I had to blend the two together. And some footage had already been shot of
Jason, so the back of the Jason head had to match Stan's, yet the rest of the
head had to look like an older version of Tom's. To be honest, it would have
been nice to have kept better continuity with Jason between Part 2 and Part
3, but at the same time the producers thought Carl's design was too far off
base, largely because of the hair. As a child, Jason was completely bald, so
they figured he should stay that way. 




SANDI LOVE: 


Jason's look was a
collaborative effort. And not just for this film—of everyone that had lived
with Jason before me, and had a feeling of what he should look like. My job was
to interpret that emotional response visually. I felt that Jason represents the
everyman, who goes ignored, so his work clothes should make him blend into the
background. Jason had no color; he had only sadness, rage, and loneliness, and
was without any say as to what happens to him. I think the new Jasons in later
films are just mean and slicked up, with no heart. But I still
believe that there are no mean characters—you just have to understand their
motives. And it's these unresolved feelings that we all feel when in a
difficult situation that allowed the incredible hulk inside of Jason to come
out. So that's also why I also built up Richard Brooker a bit, and padded
him to be bigger than normal.




PETRU POPESCU:
Usually in a
screenplay you try to justify or analyze a killer by looking at biographical
explanations for why things happen. These people grew up underprivileged; they
were this and that—that is sociologically interesting. But that's not Friday
the 13th. I personally don't think Jason is a character at all. The only
characters in that movie are the ones having reactions to Jason. Jason's
basically a pretext for that knife attack.


I was not familiar
with the Friday films when I got the job, but I did see The Texas Chainsaw
Massacre—that was a brilliant inspiration. Put a mask on somebody like
that, and only then can you showcase them as an unnameable evil. That's what I
tried to do, and that's what I thought these movies were about.





Young, carefree visitors to Higgin's Haven.


FRANK MANCUSO, JR.:
In Halloween,
Michael Myers had a mask. That was certainly influential to the masking of
Jason. But Part 2 had the bag. That was not good. Though I was actually
not involved with the original decision to change the mask in Part 3. I
just remember looking at tests of different masks and deciding on which one we
should go with. 




SANDI LOVE:
Many of the crew were
Canadian, and hockey fans, and they would have these hockey parties all the
time. Those brought us all together. And I believe the concept for the idea was
that, like a hockey mask protects a goalie, so too was the hockey mask a way of
Jason protecting himself. 




MARTIN JAY SADOFF:
Now, this was the big
deal of the movie—what was Jason going to look like? There were discussions and
all these conceptualizations. Although it is important to remember that, at the
time, no one thought these movies would endure as long as they did, so Jason's
mask was really still an aside. Anyway, there is a scene in the movie where
Steve Miner plays a news reporter doing a segment on TV, and that was shot very
early on. It was actually done at the Samsung building on Wilshire and La Brea.
That is the birthplace of the hockey mask. Because while Steve was off doing
that, he called for a makeup test to be done, to see what the monster was going
to look like and to make sure the 3-D worked and all that. 


Well, no one really
wanted to do the makeup. So the late Marty Becker, who was heading the effects
on the film, came and said, "Well, we don't have anything, so let's put a
goalie mask on him." And I used to keep my big red hockey bag with me, and I
pulled a mask out. It was a Detroit Red Wings goalie mask—it was white and had
a big red stripe down the middle. It didn't ultimately look much like what end
up in the film—they poked holes in it and changed the markings. Then Marty
Becker's team made the molds, and Robb Wilson King made various versions of it.


The ironic thing is,
it was never even meant to be a hockey mask in the first place. It was never
going to be that. 




CATHERINE PARKS


When they put the
original makeup on Jason, and we all saw it—he was this monster-y, ghoulish
looking-person. It didn't scare me at all. I think the hockey mask was sort of
a second resort.




PETER SCHINDLER:
My recollection is
that Steve Miner made the ultimate decision. I remember we shot a test with
different masks, and that was the one Steve chose. It probably was everybody's
idea and everybody wants the credit, but it was nobody in particular.




DOUG WHITE:
Steve Miner saw the
hockey mask and just loved it. And originally, we were just going to go with
the old-fashioned hockey mask, but then I had built a fake Jason head and after
we put the mask on it, we just said, "The mask looks awful small. We need to
make it bigger." What you do to make something larger is put some VacuForm,
which is a silicon ceramic fiber, over the original, which makes it bigger,
then put another VacuForm over that, and so on. By the time we got to the third
enlargement, I made a new mold of the mask so we could polish it up and expand
it a little. And Terry Ballard, the technical advisor on the film, had already
put the little red pieces on the face of the mask, which gave it that unique
look. We ultimately made the masks not only for Part 3, but also The
Final Chapter, because they wanted to get the old molds back.




ROBB WILSON KING:
There wasn't just one
hockey mask. We made different sizes to accommodate the 3-D—we created some
that were oversized, for different angles, and they were fitted to Richard
Brooker's face. So it really was a group creation. I certainly can't claim the
hockey mask. I don't think any one person can.




LARRY ZERNER:


It started as
something my character would wear for a second. It just said in the script,
"Jason wears a mask." Who knew it was going to be a trademark? There was no
reference to go, "Oh, this mask is going to become the iconic horror symbol,
along with Freddy's glove," or whatever. Although I was smart enough to ask,
"Can I have the mask?" But they wouldn't give it to me.





Richard Brooker undergoes the transformation process into Jason Voorhees. "The worst thing about wearing the Jason makeup appliances was that we'd finish at six in the morning and everybody was tired and wanted to go home, so the makeup crew guys would rip it off my face like you wouldn't believe," remembers Brooker. "My face was just raw. I'd soak my skin in some sort of orange liquid to soften it up, then I'd go home and go to sleep, and then come back and do it all over again. After two weeks my skin was like sandpaper."


As with the previous two films in
the series, Friday
the 13th Part 3 would begin with a "prologue kill," a sequence before the
main story begins, and usually not involving its lead characters, setting up
that horror is about to return to the beleaguered community of Crystal Lake.
This time, two owners of a local grocery store fall prey to the wrath of Jason
Voorhees. These sequences, scheduled before the main cast were due to arrive,
were the first to be shot on location in Newhall, California—only to have to be
re-shot due to technical difficulties, the first sign that Part 3 would
be no ordinary Friday the 13th. 


As principal
photography continued in earnest with the first few weeks of daylight shooting,
the immense technical requirements of the production commanded every second of
the filmmakers' attention—often to the detriment of everything and everyone
else. It has been said that horror films are not an actor's medium and, in
retrospect, many of the cast members of Part 3 recall their
experiences on the film as a rueful resignation to the demands of the
technology. A series of behind-the-scenes mishaps and outright bizarre
occurrences also began to plague the production, leaving many in the cast and
crew to wonder if "Friday the 13th" wasn't turning out to be a cursed day after
all.




MARTIN JAY SADOFF:
One of the first
shots of the shoot was the first shot of the movie, right after the opening
credits. And it was probably the most complicated 3-D shot of the entire film.
It was kind of like a test. It was a long tracking shot starting outside of the
convenience store. The shot started out at a distance so the convergences were
more indifferent, so when we started coming down, the convergences changed, and
so did the focus to the point where it hit the building and swung around, then
it went down the row of sheets and then it re-racked and re-converged to see
Jason, and the sheets were coming out, so there was a re-convergence of the
sheets. It was enormously complicated. 




GERALD FEIL: 


Fans always ask me
how in the world did we manage to track through all of those blowing bed sheets
and laundry, and make that all work? That was perhaps not the most spectacular
effect but it was the biggest challenge. We had to build a trellis across a
highway to track this enormous crane, with motion control that, at that time,
was not highly evolved. It was a very, very difficult shot to make, but worth
it in the end.




ROBB WILSON KING:
We loved our
clothesline. And we placed it perfectly, so you always have the house behind
it. I know that shot played an important part in setting the tone for the
entire shoot.




STEVE SUSSKIND:
The first time we did
that shot, they explained to me that the camera would do a long tracking shot
of the convenience store, a pan and so forth, and the camera would be right
behind me. And it was timed so as I walked out of the store and into the yard,
I'd knock over a pole that was holding up the clothesline. Then I would pick up
the pole and aim its back end right into the camera. Well, we did a run-through
and got it on the first take. It was great. Then we had to reshoot the whole
opening of the movie. And not just the whole sequence with the pole, but the
stuff in the grocery store, too. They said there was a problem with convergence
on the 3-D lenses. 


Then, for whatever
reason, I don't know if the marks were changed or what, but I could not nail
the pole this time. Every time, it was just off left or off right or too high
or too low. Finally, out of frustration—and you see it in the film—when I pick
up the pole, I cheat and look behind me, to make sure I'm aiming it at the
lens. And, of course, that's the one they used in the film.




LARRY ZERNER:


The first thing any
of us main cast shot was the scene at the convenience store, with the bikers.
But they had a problem with the camera. I'm not really sure what it was, but
they hadn't really tested the 3-D so we had to redo everything. That was a big
excise from the movie—in
the original script, that whole sequence with the gang members at the store was
supposed to be much longer. After I knock over the motorcycles, there's this
whole chase scene. Catherine Parks was supposed to be driving, and I was
supposed to take a champagne bottle and pop it like a gun. Then it hits the
gang members and they fly off their bikes. But it got cut for budgetary
reasons. 


I also remember that I had never driven a
car with a stick shift before. So when I'd get behind the wheel, the whole crew
would say, "Larry's driving—clear the set!"





Andy up the middle: Jeffrey Rogers' death remains one of the most audience-pleasing kills in Part 3.

MARTIN JAY SADOFF:
Frank Mancuso, Sr.
had come out to the set very early on, when we were shooting the sequence where
the kids go into the grocery store. We're all set and ready to go, and Gerald
Feil turns to his assistant Steve Slocomb and says, "Load camera one." And
Steve replies, "You've got the film." Gerald says, "No, I told you to pick up
the film." And Steve goes, "No, I told you to pick up the film." We've got all
of the Paramount brass here and they forgot to bring the film. We had to have
it brought in by helicopter. And this was like the second or third day of
shooting!




ROBB WILSON KING:

We were plagued. Making this thing was
as scary as being in it. Every minute we had something that was weird, that
wasn't quite right. For a while we had something terrorizing the set but we
didn't know what it was—the lake was man-made, and you'd see footprints in the
sand of you just can't imagine what. And lots of snakes. Then things went
missing. We felt like the set was haunted. Although the ironic thing was that
the hockey mask never went missing—I  imagine that would have been
the first thing any ghosts would have wanted.




PETER SCHINDLER:


I believe in karma,
and Friday the 13th—it is a pretty evil story. It was a strange show to
do. There was a lot of bad luck, and not a day went by that we didn't have a
major production problem of some sort. One Monday, Steve Miner and I returned
to the set and walked into the lodge, and there was this hum. I thought, "Jeez,
was there a light left on in here over the weekend?" Then a bee goes by. We
don't think about it. More humming. We get closer to the wall and discovered
that, over the weekend, what seemed like a million bees had made hives in the
house. And that was the day where Dana and Tracie are supposed to walk in the
lodge and have this conversation. But now we couldn't use the lodge because we
had to bring in an exterminator, nor could we afford another day of shooting.
So in the finished film, they are walking outside, in a field. That was a
completely spur of the moment decision.




ROBB WILSON KING:

The lake was a big
one—how do we build it, and how do we keep water in it? It was about 300 feet long, and we designed it in such a way that we created an inlet,
like a beach, and then it appeared to bend inward and then go out into infinity.
So we made sure there was an infinity line, and built a little scenic island
out there to make it look right. It looks pretty real. The water itself is only
about 12 feet deep, so we could have the camera guys go underneath easily.
But we tried to line it with a couple materials but that didn't work and it
ended up leaking all the time. It would go down three or four feet, and you
could see the plastic lining showing. So we had to empty the whole thing again,
and spend the money and use asphalt. Steve Miner was really helpful in pushing
for the money for that. 




GERALD FEIL:
The lake itself was
built forced-perspective, because we simply didn't have the luxury of a real
lake. That's the reason those scenes are only shot from one angle.




ROBB WILSON KING:
We hired a mason to
build this fireplace as part of the lodge set—it was huge. As a celebration for
finishing the set, we lit our first fire in there, and we started getting
smoked out. We couldn't breathe. Well, apparently, the mason hadn't gotten his
last check, so he put a piece of glass in the funnel. If we hadn't lit the
fireplace until actual shooting, it would have been devastating. Eventually, we
threw a rock down the chimney and broke the glass. I learned from that
experience that you have to pay your bills on time.




STEVE MINER:
We had a lot of
problems because we were the first production to use that generation of the
Marks 3-D system and we were perpetually in research and development. Then I
realized it's really very simple. You just shoot with two different eyes. And
if you want to bring something off the screen, it's just going to take a lot of
time to rig the gag and shoot it a certain way. In that sense, 3-D is the
simplest thing in the world. But it is very confusing and difficult until you
work with it. I didn't know that going into Part 3 and it took months to
figure it out.


I wanted
to use the process whenever possible, and that included bringing things off the
screen—not just instruments of death, but poles and anything that would stick
out into the audience yet still fit the action and pace of the film. I was originally told
that, with 3-D, you couldn't move the camera, but that turned out not to be
true. I used the Louma crane extensively, which gives the film some very
unusual camera movements. I think that's one of the film's real visual
strengths—you feel that you're really going through places. I tried to design all the shots and sequences so it gives
the audience a feeling of depth throughout.




GEORGE HIVELY:
We couldn't run dailies
on the set. You could not do it on location at a little donkey ranch up outside
of Saugus—they had no facilities for screening footage, and certainly not in
3-D. Nowadays, everybody can watch the playback on video instantly, but back
then we had to process them at a lab and then screen them late in the early
evening hours. Which was a particular problem here because sometimes we were
left really strapped—all a guy had to do on the set was turn one knob on the
camera and what looked brilliant flat was garbage when you finally saw at it in
3-D. So I was cutting constantly while they shot, trying to stay up to speed
with what I was getting back.





In one of the Friday the 13th series' many homages to Alfred Hitchcock's Psycho, a showering Debbie (Tracie Savage) remains blissfully unaware of pending danger, while her boyfriend Andy (Jeffrey Rogers) suffers a gruesome fate at the edge of Jason's blade.


MARTIN JAY SADOFF:
Everything with the
camera, and the Louma crane, was done via motion control: the focus-pulling,
the convergence—all by servo motors from this big truck. That was pretty avant
garde in an era when everybody still rode with the camera. Every shot was done
electronically, by crane.




DAVID KATIMS: 


The Louma Crane is
like this collapsible pole that they attached the 3-D camera to. You didn't
have a cameraman sitting in a chair riding along with it or anything like
that—it actually was controlled all from inside a trailer. This allowed the
camera to go from, let's say, all the way across a meadow as the pole extends,
out to a house, in through the window, and then into a room. All in one shot,
and without necessarily needing a dolly track or anything like that. 




GEORGE HIVELY:
Did you ever see that
movie Short Circuit, with the robot with the two eyes? That's kind of
what the camera looked like.




RICHARD BROOKER:
The Louma Crane was
actually pretty new technology when we shot Part 3. One day they were
setting up a scene, where they built this huge track that went on for about 50
or 60 yards, and put the Louma on it, to bring it in close to a window. And the
window was on the side of house that was built on an embankment. It took like
six hours to rig this whole thing up. And then they went through a run-through,
the whole thing collapsed. The Louma went flying. It damaged the crane and they
had to rebuild the whole thing. Everybody was freaking out. 




DAVID KATIMS: 


Everybody just
abandoned being around any powerful people at that point.




PAUL KRATKA:
That was a real
crisis situation, because you don't think of people coming close to being
injured making a movie. The Louma created a lot of frustration because it's an
imperfect device. The crew had T-shirts made one day that said, "I Hate the
Louma!"




TRACIE SAVAGE:

I worked for 17 years
before Friday. I worked with award-winning directors. I worked with
Joseph Sargeant, who directed Patton. I've worked with big names. Then
to be on this movie, it was kind of hard to take the whole thing seriously,
because the impression I got was that is was just a bunch of kids having a good
time. But I don't have any bad memories about anybody. Frank
Mancuso, Jr. would drive up in his little sports car every day—this was a
24-year-old kid! Steve Miner, pretty much the same thing. Sure, he took it seriously,
but he was a kid with a kid's energy—and that's what made it the most
fascinating. And with the 3-D, we were doing something that had barely been
done before. 




PAUL KRATKA:
Frank Mancuso, Jr.
was very East Coast—he dressed fully GQ then. He definitely was the
mystery power figure to me because of my place in the hierarchy on the set. I
felt that Frank was unapproachable because my station in life and his station
in life were very different. Now, looking back, I can see that he was just a
really cool young guy. He had every right to be kind of arrogant and on a power
trip, and I don't think he was. His father had instilled a certain degree of
humility in him. He knew he was in charge and that was his deal. I never sensed
that he was playing that card or that hand at all. Frank was also very laid
back. There are a lot of producers who are more in the face of their director,
more controlling and micromanaging. For a young guy like Frank, that's quite a
statement, to know not to do that. His was just a presence there—he just lended
moral support to Steve Miner because of the huge challenges, always being
encouraging, saying things like, "You guys are doing great, keep up the good
work." And I remember when difficulties would come up, Frank would go off and
huddle with the producers to talk about what next play to make, like a football
team.




DAVID KATIMS:
I remember the crew
gambled every day—a match-the-pot game that could become very vicious. Frank
Mancuso, Jr. lost $400 one time, and was grumbling about it as we were walking
back to the set. The A.D. goes, "Yeah, but you lost an hour of production time
just playing the game, which is worth about $35,000." Frank just says, "Yeah,
but I lost." It was a matter of pride. He would spend several thousand
dollars just to win a few hundred bucks!





Barely glimpsed in the released film, the electrocution of Chuck (David Katims) was originally planned to be a much more elaborate effect. "They did some really interesting, pronounced makeup that you never saw," laments Katims. "The headband that I wore was scorched, my face had skin that was falling off of it, and blood was dripping out and it was very gory. It's a shame it didn't make it into the finished film."


CATHERINE PARKS:


It was a very unusual
camera, and there was always something going wrong with it. We went way over
time, at least longer than any of us expected, but it did allow the cast the
chance to hang around a lot. On this film, there was a
lot of time between scenes to prepare, so we really got to know one another. And the nature
surrounding us, it was a really beautiful place to stay. The camaraderie
amongst the actors—we were all new to this. None of us had a bunch of credits
behind us, so we were all just happy to be working. And Steve Miner was
wonderful—he gave us excellent direction. Frank Mancuso, Jr., was lovely,
too. Everyone on the set just worked together so beautifully. 


And I remember the
catering. It was the best catering I ever had on any movie. We had breakfast,
we had mid-morning breakfast, we had lunch, afternoon snacks—an incredible
array of steak, lobster and pasta. I think I gained about 10 pounds while I
was on that show.




LARRY ZERNER:
As a group of actors,
we were pretty tight, and all feeling lucky to be there. For most of us it was
our first, and only, big movie. We had a lot of down time, and we would hang
out in these trailers—hunting wagons, they called them. So we'd be just sitting
around, talking a lot and having fun.




NICK SAVAGE:
My nicest memory from
being on that film is that I got to sign my first autograph. I was sitting in
my trailer and about 50 kids came over, and they all wanted signed pictures. I
didn't have any, so I came back the next day with 70 of them. I spent about two
hours signing autographs. And these kids were maybe nine or 10 years old, but
they had all seen the other two Fridays. I couldn't believe it! I said,
"Your mother let's you watch these movies!?" 




GLORIA CHARLES:


I remember shooting
that first scene in the grocery, and all I could feel was fear because I was
going to be talking about condoms. Strange to say that, I guess, almost 30
years later and with what's on TV today. But I was raised in the South by a
little ribbons-and-lace mother. Very proper. And I didn't get the script when I
auditioned, and then they throw this condom scene at me. To talk about it on
camera was really kind of bizarre for me. I think I look more embarrassed in
the scene just for talking about a condom, than the guy whose character is
supposed to be embarrassed for actually having one. 




PAUL KRATKA:
I did think the
pairing of all the couples in the film was interesting. I think Tracie and
Jeffrey Rogers were like the beefcake couple, and David and Rachel Howard the
comic relief, and Larry and Catherine were such an interesting dichotomy—that's
not a couple you'd necessarily expect to be matched up. But I thought they went
really well together. We all did.




CATHERINE PARKS:


I think given Vera's
character, she would have approached any relationship very slowly. You know,
she comes from a Spanish family, where the women are chaperoned. I also thought
she would be a serious sort of person who wasn't into the practical joke thing.
So she was saddled with this blind date with Shelly. But then they bonded in a
way, especially after the scene in the grocery store and being picked on by the
motorcycle gang. I think shared experiences like that bring people together. So
I played Vera as if she did see the good in Shelly. And despite the fact that
she was supposed to be a babe, I don't think Vera's character knew that or felt
that way about herself. I think she had her own set of insecurities she was
dealing with.




LARRY ZERNER:
The only thing I
couldn't figure out about Shelly was that they never show him with any other
luggage. He's able to pull all these practical jokes out of nowhere. My "whole
world" is in that little box. How I got the spear gun and the hockey mask and
the fake ax and the wet suit all in there, I'll never knowâ€¦







"I only remembered the cast by how I killed them," laughs Richard Brooker. "Oh, you were the poker. You were the spear gunâ€¦" 


DAVID KATIMS:
When the material is
lacking, you have to rely on yourself to make the character interesting. Chuck
was definitely going to be made a comedian, so I expected to work on some of
the physical comedy that we could have come up with. But, unfortunately, that
was pretty much abandoned. Not that it would have made a ton of difference, but
really, if we had gone with this guy as a real stoner, and using that as a
comedic foil, it would have been a lot of more interesting. Have him be so
wasted that he is avoiding Jason by accident, out of a drug stupor. Smoke a
joint and fall on his face and have an ax fly by, things like that. Not that
the movie needed it, as obviously it was very successful. But why not make it
even better? 


No one wanted to get
into that. Steve Miner was not on top of his directing game yet. I remember him
saying, "Well, try doing it different" without having a clue as to what in
particular. Because my thinking is, "I'm an instrument for you, tell me how you
want me to play it and I'll give it a shot." I am sure Steve's gotten much
better. And he was a nice enough guy. I just didn't have the balls to say, "You
know, it really would work better this way." I just did whatever they said. 




TRACIE SAVAGE:
The key priority was
making sure that the 3-D effects worked. It didn't matter how the lines were
delivered. It didn't matter if we stumbled or fumbled. It didn't matter if our
performance was not perfect. We never did a second take because "the actor"
felt it could be better. The main concern—and it was a good concern—was making
sure the 3-D effects worked. And it was a very technical, very difficult thing
to do. It could take two to three hours to set up lighting for certain scenes.
Then we'd do one take and it was, "Okay, moving on!"




LARRY ZERNER:
It quickly became
clear that most of the time the performances didn't matter. When we were
shooting that scene at the convenience store with the gang members and I had to
throw a wallet at the camera, it was, "Hit the camera!" Then after 10 takes it
was, "Hit the camera, asshole!" I didn't have the temerity to stand up and ask
to do anything different. I did have one big improv moment, though. Remember
when I say, "Bitch" after being rejected by Vera? I said that one line right
before Steve Miner was going to say "Cut!" And everybody laughed. So they kept
it in.




PAUL KRATKA:
At times it was
palpable—you could feel Steve Miner was adhering to a certain schedule and that
he was aware of the budget. One time I was frustrated that I didn't get to do
another take. And his comment was, "Paul, I have to be candid with you. I'm
just trying to get this thing in on time. This is not the type of movie where
you get endless takes to do what you think feels good in performance. It's Friday
the 13th." It could be frustrating. Even though it's a silly horror movie,
you want to do multiple takes so you can try different shadings. There was none
of that on this film.




DANA KIMMELL:


When we shot the very
last scene, where the cops take me out to the police car and I go crazy, they
weren't happy with the first take. Steve Miner was so funny. I asked, "Okay,
Steve—what do you want me to do?" He just said, "Uh, just do somethingâ€¦ different."
So I just went nuts.




STEVE SUSSKIND:


It can be tricky
working for friends. They can be overly complimentary, or overly difficult and
expect a lot out of you. But Steve Miner was very easy-going, very open to
suggestion. In fact, so much so that while I was watching him, and looking
around at seemingly nothing happening—crew people diddling around and stuff
like that—I'd think, "My God! If I were the director, I'd be saying, 'C'mon
people, let's go! We've got a film to make here!'" But I never saw him lose his
temper or be short with anybody.


The 3-D added hours
to everything. One day, the only thing I did was sit down on the can, take a
swig of booze and walk out of frame. No dialogue, nothing. And at first, the booze was
just iced tea in a Jack Daniels bottle. Then I remember the property master
cracking open a brand new bottle of Jack Daniels for the shot, and was about to
pour it all out. I don't know whether he suggested it or I suggested it, but we
both came to the same conclusion at the same time. I said, "If I really don't have
any dialogue, it seems a shame to pour all that Jack Daniels out and put in
iced tea. Why don't you just leave it in there?" So when I pull up that bottle
of Jack Daniels, unscrew it and take a swig, that was real whiskey. I can just
sit there, do a dozen takes and get smashed. And, by the way, that "plop-plop"
sound effect after my character gets up off the john? I didn't know about that,
and I really didn't like it, because I don't wipe my tush. I just pull my pants
up and get up. And I don't even flush. Disgusting!




LARRY ZERNER:
The only preparation
for the 3-D they had us do before the movie began was, they said, "You have to
learn to use a paddleball." In a sort of homage to the original House of Wax,
they were going to have a scene where we were all paddling into the camera. But
then they ended up cutting that all out anyway, because no one could really do
it. At least, we couldn't do it right into the camera. So then I told them I
could juggle, and that's when they added the juggling scene instead. I was
actually a pretty good juggler at the time—I had studied juggling with a guy
who was one of the best jugglers in the world—so it worked out and was really
fun. 





Part 3's final draft screenplay originally featured a return engagement for the character of Abel (David Wiley). Seen here warning heroine Chris and Rick of pending danger, this footage was excised from the theatrical release version for editorial reasons. It remains unreleased. 


STEVE MINER:
Actually, I'm really
lazy. But I plan ahead, and have good people working with me, so that makes it
easy. I've also been lucky in that I've been able to work with a lot of good
actors. I've always felt that you have to give actors room and deal with them
as partners rather than as actor and director. With great actors, all you have
to do is get out of their way.




RICHARD BROOKER:


Steve Miner said to
me, "Don't
ask me what your motivation is. Just kill her!" He would say that Jason is like the
shark in JAWS—but I don't necessarily agree with that. I studied acting
for many years, and if you're playing a silent role and you can't express
yourself with emotions, then what's the point? It doesn't matter whether you
talk or not. If you're playing a role like that, the way you move and your body
reactions can create a certain kind of character, which I think, hopefully,
Jason in Part 3 is.




CHERI MAUGHANS:


I walked on the set
the first day, and when the writers got a look at me they made a beeline right
for Steve Miner. I knew what they were saying—I didn't fit the stereotype the
way it was written, which was a fat girl who couldn't stop eating and had
pimples in high school. That would have been who they would have cast. But
Steve wasn't afraid of what anybody was going to say. And he wasn't afraid of
his writers, obviously.




PETRU POPESCU:
I didn't see that
anybody had a distinct sense of authority on the set. That made it a pleasant
process, but it would have been a stretch it to say anyone was the author of
this. It was a job. Creatively, I don't think that Steve Miner really got much
out of this movie. I don't think anyone did. And obviously some of these people
were just lucky to be there.


I could tell that
these people—almost every one of them—operated with the audience in mind to
such an extent that it was completely different than the artistic world I had
been raised in, in which there was an elitist feeling that an artist does what
an artist wants to do, and either the audience discovers that, or to hell with
the audience. Here, there were people who were unashamedly preoccupied about
how these youngsters in the audience would respond. That was very interesting,
of course, if only in an engineering sense.




GERALD FEIL:
There was a
tremendous amount of enthusiasm among the cast. I never for a moment saw
anything resembling a prima donna attitude. Everybody worked very hard. Things
would be demanded of the actors that wouldn't normally be demanded of actors,
particularly semi-stunts that were complicated. I also thought the actors, as a
group, were very generous to each other, which was unusual. There was no
feeling that these were inexperienced actors or young actors. Everybody was
just working hard. Steve Miner casts his movie and hires his key people very
maturely. He leaves them alone to do their work, in the best possible way,
which is the hallmark of every good director. And he always came to the set,
not with an expectation that something might go wrong, but prepared in case
something did, such as having shots ready we could make if the technology
didn't do what it was suppose to do. He protected us all from pressures that we
didn't need to feel in order to do our work. He was extremely patient. The few
frustrations there were had nothing to do with the actors or the director—they
just had to do with the enormity of the undertaking. It's one of the reasons I
think the picture came out as good as it did.




The Friday the 13h films have
always been well known for their extended third-act climaxes, usually featuring
an isolated heroine, left alone with only her wits (and a few handy weapons) to
defeat Jason—at least until the next sequel. Eschewing a major rainstorm
sequence for the first time in the series, Part 3 instead made effective
use of its man-made sets and their natural surroundings, which enlivened a
nearly 20-minute chase sequence spread across lodge, barn, van and lake. Part
3 also saw the next evolution of Jason Voorhees in Richard Brooker's
portrayal of the character, with the hunched, hulking ex-acrobat displaying a
more brutish and methodical intelligence than that of the feral Jason seen in Part
2. But as the already-problem-plagued production of Part 3 stretched
over-schedule and over-budget, the personalities of cast and crew frequently
clashed. All struggled to maintain a sense of on-set levity as the seemingly-endless
nights progressed, particularly in completing the film's requisite creative
murder sequences amid the considerable technical demands of the 3-D format. 




STEVE SUSSKIND:

I'm the first kill in
the movie—I get whacked in the chest with a cleaver. They had me rigged with a
blood line across my chest over a piece of balsa wood that would greet the
blade. Everybody behind the camera was wearing garbage bags because the blood
was supposed to go everywhere. Then they call "Action!" I open the door, out comes
the cleaver, it hits me square where it's supposed to andâ€¦ only a little
trickle. The tube that carried the blood ended up buried under the balsa wood.
So all the blood went inside and all over my body. It was a mess. And not a
really great omen, I guess. 





"In the screenplay, my character had a different name, 'Derek.' But they changed it to 'Rick,' because it's one less syllable," remembers Paul Kratka. " And therefore more scream-able." 


ROBB WILSON KING:

There are a lot of
things that you have to be attentive to in terms of props to make the 3-D
really effective. We created a whole arsenal for Jason to pick from, and played
a lot of tricks with angles and oversized killing instruments. To seamlessly
edit those things was difficult, because you don't want to give the illusion
away. We often shot Jason holding a weapon four different ways, with three
different sizes of instruments. And then there were constant rewrites
to enhance it. It was pretty far out. We would often create on the spot. "Let's
try this! We can kill him this way! How can we do that?" And don't forget, we
didn't have CGI back then. Our gags were all on wires, so we had to shoot
around them—find a way to light them and hide the wires.




RICHARD BROOKER:

The kills were
probably the hardest things we had to shoot because the 3-D process necessitated
so many multiple takes. It was not uncommon to do a simple stabbing sequence
15 times. We spent hours and hours on the eyeball squeeze alone. And that one scene where
I stab the girl with a poker? That one single shot took 36 takes to get it right.
I'm standing in front of these hot lights with all of this makeup on, and
wearing these heavy clothes, just dripping with sweat. And all I keep hearing
is, "Do it again!" I was there until two o'clock in the morning, just poking
this girl. 




CHERI MAUGANS: 


The clothesline stuff
was done outside on location in Newhall, but we shot the death scenes in a
studio—which was weird, because it was like six months later.
So I worked at the very beginning of the film and the very end. I found the
experience of working with the special effects makeup a riot. We had to get to
the makeup shop at six o'clock in the morning. And there I am, drinking my
coffee, next to a dummy of Steve Susskind just dangling in front of me, covered
in blood with a hatchet in his chest. All these macabre things—it was
hilarious.


My death got all
screwed up, at least from what they wanted it to be. Richard Brooker was on one
side of the door and I was on the other side. His hand had to break through a
square opening that had a screen on it. A special effects guy was on his side,
pumping the blood through a collapsible knitting needle—it was rigged so when I
opened my mouth the needle came out, and was also collapsible the other way.
The whole effect was supposed to coordinate, in one shot—the hand came through
the screen, grabbed me by the face and the knitting needle collapsed, and the
blood was supposed to come out and drench me, then I fall to the floor. So we
start the take, the needle collapsed, and they start the blood pumping out of
my mouth. And I was like dying forever, then lying on the ground forever. No
one yelled "Cut!" But you don't want to open your eyes because you don't know
what the heck they're still doing. So I opened my eye a little bit and saw
Steve Miner and the whole crew standing there, looking at me with all this
worry, wondering if I was okay. It ended up that I got soaked, absolutely
drenched in blood. But, strangely, you never saw it on the screen. It all
poured down my neck on my robe, out of frame. I don't think that was their
intention.




CATHERINE PARKS:


My death scene with
the spear has the first shot of Jason with the hockey mask in it. And it is
just amazing to me, because there were so many interesting kills in the film—I
never imagined when we did it that it would become this big iconic moment. They
made a plaster mold of my head, and then cut it so it fit the shape of my face.
Then they took a socket and put it in the center of the eye, with the female
part of a screw, and then screwed the arrow in. And I never actually get hit
with the spear—it's already attached to my eye when they cut to it, then me
falling back into the water. It was difficult because
we had to shoot it in one take because the prosthetics would be ruined once I
hit the water. The
latex would blow up like a balloon and then just slide right off my face. They
also wanted to put a wetsuit on under my clothes to protect me, but I said,
"Absolutely not! It's going to make me look fat! I'll suffer." It was a little
difficult wading in the water, because I didn't know what was down there in
that little lake. And the water was freezing. But it really was a
lot of fun.




GLORIA CHARLES:


When they hung me by
the neck in the rafters for my death, that was a real pitchfork. The two prongs
in the middle were plastic, and collapsable, but the two outside were metal, so
they could catch the wood beam behind me. The pitchfork was just wide enough to
go around my neck. So it would have been bad if, in fact, Richard had been off
even a little bit—it was shot very carefully. Still, it only felt like
playing in my grandmother's attic—the hard part for me was to try not to giggle
while I was hanging up there, in front of all the crew. 





Producer Frank Mancuso, Jr. grabs a catnap on the set . 

LARRY ZERNER: 


Let me just point out
that mine is one of the worst death scenes in Friday the 13th history.
It was always supposed to be an off-screen death, but it never really made
sense because the audience is supposed to think Shelly's just joking again,
even though everyone obviously knows he's not because at that point Jason's
killed a bunch of people already. And people always ask me, "Why did Shelly go
into the barn by himself?" Well, why wouldn't you? None of the characters at
that point knew there was a killer on the loose, so it's not like there's any
reason to be scared. But it is one of the more of the mundane kills. I did want
a more violent death. Everyone else got to have a little more fun. I mean, the
eyeball shot in 3-D—in the theater, it pops out and the entire audience jumps,
it's a great moment! 


I did think the
actual makeup effect was good, if shooting it was not the most comfortable
time. It took half a night to set it up. By the time we were ready it was two o'clock in the morning, and cold. They had to wet me down because my hair was
supposed to be wet. There's an appliance on my neck which looks like an open
throat cut, and two balloons running behind my back through a hole cut in my
scuba suit, and vials of blood are attached to be pumped out. Early on they were
going to do a spurt of blood in 3-D at the camera, but they thought it was too
much. When we finished, I was covered in red—all the blood ran down the
wetsuit. So that's the fun part of acting. The good ol' days!




NICK SAVAGE:

I had to go into the
makeup shop a week early so they could make a cast of my arm and stuff it with
bloody meat. That's what Richard cut off. Though it's funny, when we were
actually shooting it, I wasn't there—it was a dummy. It is only a cut back to a
shot of me with the blood and stuff all over. It's Hollywood, you know. But
that moment when Jason chops my arm offâ€¦ it really did look real. I had to
check my own arm after I saw it! Even now, children stop me in the supermarket,
touch my arm, and go, "Are you okay?"




DAVID KATIMS:
They did some really
interesting, pronounced makeup on me that you never saw. The headband that I
wore was scorched, my face had skin that was flailing off of it, blood was
dripping out and it was very gory. I don't know why they didn't use it, but
it's a shame it didn't make it into the finished film.




TRACIE SAVAGE:

The night we shot my
death, I'll never forget it. Because everything had to be absolutely perfect. I
had to have a body cast made of my upper torso—literally four hours in makeup.
And they attached this foam replica body to my neck, and that was hours more to set up. Then they cut a hole in the hammock, and I sat down below,
with this fake body stretched out in front of me, and then they would stick the
knife up through where the fake chest was. And I couldn't really turn my head
or the makeup would buckle. It was terribly uncomfortable. It was two o'clock in the morning., I was
cold and scantily clad, and we were working in an unheated structure. And once
you stick a knife through the foam appliance and blood spurts out, it's kind of
hard to reuse it. 




PETER SCHINDLER:
It was really hot on
the set because we had so many lights. Poor Tracie Savage was sitting on her
knees under the hammock beneath a fake body and latex neck. Well, the knife
starts to come up, but instead of cutting through the fake neck, it just made a
sort of tent—because the latex was melting. And there was no way to get the
latex to cool down enough in the time we had to shoot the scene. So that's why
it never quite looked right.




STEVE MINER:

That effect is one
Tom Savini designed and used in the original Friday the 13th, and that
we reused in Part 3. And at the beginning of the scene, we show a Fangoria
with an article about Tom Savini. That's a sneaky little homage to
Tom we put in there.




PETRU POPESCU:
I looked at all the
slasher movies that had knives, of which there were a good number. And almost
all of them had at least one shot that is a below-upward kill—an arm reaches up
around and holds someone's head and the knife comes through. The knife gleams
at the camera at least once, with light from either the background or above.
And very often the killer is not even in the shot, only the arm—the knife is
the only thing that matters. Of course, from the point of view of the victim of
a knife attack, what are you going to look at? You're going to look at that
knife. You're not going to even look at the knife-wielder, because it's more
important to know where that weapon is going to hit you and when. 


It's interesting—I
don't think we pay much attention to physical objects in our everyday lives,
but if you go to a movie, and there's a close-up of a coffee cup, it's
extremely noticeable. These parts of these movies are absolutely critical. I
think that is the only appeal. I don't remember the faces of the actors. And it
is voyeuristic. You want to see how people are killed because there is a
certain feeling of apprehension lurking inside us all, a voice that wonders if
we'll ever be a victim of a violent crime sometime in our own life. 





Jason (Richard Brooker) is put through his three-dimensional paces on the set of Part 3.


STEVE MINER:
The toughest shot,
and the one everyone remembers, was the eyeball. We needed the effect of an
eyeball popping out into the audience. So, the makeup effects people put the
eyeball on the end of a rod. When Jason squeezes the fake head, we just pushed
the rod out to the camera lens. Then, I stood in back of the camera and told
them to push it out in front of me. But, I closed one eye and didn't see the
rod. We did it six or seven times until I realized that the 3-D system has two
lenses, so the audience would see around the eyeball and see the rod.




PAUL KRATKA:
About halfway through
the shoot we switched to all nights, and filmed the scene where Jason grabs me
and crushes my head and my eyeball pops out. It was three o'clock in the
morning, and it wasn't like we were on a soundstage. We were out in the
mountains, with crickets and the cold, and you're walking from the trailer to
where you're shooting, and it's some dark, unlit trail, and you've been on this
film that has all this weirdness. Then they wheel out this mannequin of my upper
body, head and face on a dolly. It looks exactly like me. It's very flesh-like,
only collapsible so they can shoot multiple takes of the head crushing. That
was spooky.




DANA KIMMELL:

That really was a
challenge in itself—to make it scary because filming it wasn't a scary
situation at all. That's probably the question I get asked the most by people:
"My gosh, were you frightened?" But I just look at them and say, "No, it was
really fun!" And it was awesome to see how the special effects were put together,
like in Paul's case, what they did to make the eyeball pop out of his
head. I was really fascinated by the mechanics of it all.




CATHERINE PARKS:


The scariest thing
about making the movie for me was  just getting to the set. We had to go through Antelope Valley,
which was quite a drive. And this was long before any of those roads were
really improved and built up. We would be driving around these hairpin turns
with signs that said, "Beware! Falling rocks." And there would be carcasses of
cars that didn't quite make it, littered across the side of the roadâ€¦




GLORIA CHARLES:


You
hear all these horror stories about crazy, wild, screaming directors. But Steve
Miner was the most mellow, confident, calm person I'd ever met. So I totally
trusted him. But then he told me I'm going to be swinging from the loft of a
barn. And I'm like, "So, is this going to be stuntperson doing this, or me?"
And he said, "Are you afraid of heights?" And I said, "Oh, no, not at all!" And
I was totally lying—I am absolutely afraid of heights. But I took this as an
opportunity to face that fear. So he let me do the stunt. I still think it was
scarier for me to do than it is to watch it in the film.




SANDI LOVE:

What was interesting
was how we would surmount problems as they arose. Grace under pressure,
sure. Fun, no. The most trying part for me was having to soak the
clothes in blood every evening. The cast left one by one, after they were killed
off, so they didn't have to deal with the next death. It may be fun when your
death seems so far away—I guess my prospective has changed. I've done a great
deal of traveling since then, and seen real fear and violence. After 16-hour days, every
day, it does get to you. Your mind plays tricks when you're tired. But at least
hearing that the actors had nothing but positive recollections does make me
smile.

RICHARD BROOKER:

The worst thing about
  wearing the Jason makeup appliances was that we'd finish at six o'clock in the morning
  and everybody was tired and wanted to go home, and the makeup crew guys would
  rip it off my face like you wouldn't believe. My face was just raw. I'd soak my
  skin in some sort of orange liquid to soften it up, then I'd go home and go to
  sleep, and then come back and do it all over again. After two weeks my skin was
  like sandpaper.

DOUG WHITE:
Richard was
wonderful. An extraordinarily patient person when it came to the makeup. And he
skulked really well. But the funny thing was, he was an ex-circus performer,
and very funny, so in person, he was hardly menacing.




DAVID KATIMS:
My memory of Richard
was that he was the antithesis of terror. He's British and has this very
refined voice, and every once in a while he would walk around with this hockey
mask on, smoking a pipe and going, "Who am I going to kill now?" 





"I liked Chris because she fought back," says Dana Kimmell. "I didn't want her to be a wimp. I wanted her to be someone who could survive. And she did."



Richard Brooker was a
wonderful actor. I remember having a really nice conversation with
him, and I was sympathetic to how uncomfortable his mask was. People had to feed
him, because he couldn't find his mouth. It was awfully painful. Yet he was
very quiet about it. You never heard him moaning or groaning or anything. And
then once they put the hockey mask, it changed everything. He
was very charming.

RICHARD BROOKER:

I went up to Steve
  Miner halfway through the production and said, "Can we just have a little scene
  in here where my face shows, so my mother actually believes I'm in the movie?"
  He goes, "No, no, no. You can't do that." So the next day he comes onto the set
  and he's carrying this little bag, and he says, "Here's a present for you." And
  I open the bag and it's a t-shirt, and on the back it says, "I Played the
  Monster in Friday the 13th." He says, "Wear this when you go back to see
  your mom."

DANA KIMMELL:
There wasn't a whole
lot of time for levity—it became a sort of survival thing. We'd get there at
four or five in the afternoon. Then it was long nights, and then we'd leave at
six in the morning and go home and try to sleep in the middle of the day and then
come back. Foil in the windows so you could sleep all day and all that. And by
the last couple of weeks, when it was just me and Richard, it was only
emotional stuff—running and screaming. It got a little stressful toward
the end. Just doing things over and over and over, partly because of the 3-D.
And we were over budget at the time.




PAUL KRATKA:
They used a stuntman
for the scene where my dead body is propelled through the window by Jason. But
because I was supposed to already be dead, the stuntman couldn't dive or really
move at all. So they brought out this pneumatic ramp that propels whatever is
standing on it—and they just shot him right through the window! Over and over
and over, at least half a dozen times. He's hitting high, he's hitting low, and
all the while they're trying to figure out the right trajectory. 


I just had to walk
away—I couldn't watch it. Because if memory serves, the stuntman was paid $750
for that day's work. Meanwhile, I had it easy. I just had to lie on the floor,
surrounded by breakaway glass shards with some fake blood on my face. But what
that poor stunt guy had to go throughâ€¦ I was so appalled.




DANA KIMMELL:
What I remember were
the wind machines. I think I was stuck in the corner of that cabin for 27
takes.




TRACIE SAVAGE:

The scene that was
the most fun for me to shoot was when Dana finds me dead in the closet, when
she's hiding from Jason. I remember going to lunch right before and sitting
there with the rest of the cast, with this knife hanging out of my neck and blood
all over my face. That was hysterical.




RICHARD BROOKER:
There is a scene were
Dana is standing on the porch of the lodge, and I come through the door and she
is supposed to hit me over the head with a log. We set everything up and the
camera's rolling, and I open up the door and come through smoking my pipe.
Nobody laughed. All they said was, "You're wasting time! Come on!"




DANA KIMMELL:

I thought I'd be a
super stuntwoman and do a lot of my own stunts. I was so ready to do them, too,
because there was often so much time between takes that to finally be able to
get to do my thing fueled my energy. I didn't know I was doing so much damage
to myself until the next day, like in the barn, when I crawl out onto the beam
with Jason below me. And I'm not really sure why Chris flipped over there—it
doesn't make much sense to me. I ended up with bruises all over my legs. I was
actually out on that beam, hanging there, 18 feet above the ground. And then,
of course, each time after we ended the scene, they'd want to do another take.




GERALD FEIL:
We went over
schedule—an optimistic schedule. One always had to help the 3-D because, in the
end, it's an illusion. I looked at old black-and-white movies from the 1930s
and '40s and saw how carefully they separated the actors from the backgrounds,
because otherwise there's no 3-D—everyone will just look like cardboard
cutouts. You just have a headache. But I discovered that most of the literature that
was published about early 3-D was totally misleading, in the hope of the people
who wrote it being hired as consultants to solve production problems, because
nobody could replicate what they'd done from reading the literature! And because Part 3
was built from scratch on a film ranch, a good square mile of background was
visible from almost every place on that set. Then, when you decide at the end
of the second reel that Jason is going to cut the power and everything after
that is going to play in the dark, what do you do with a couple of square miles
of background on the exteriors? There is no natural lighting, there is no ambient
lighting. Everything
had to be lit. Plus,
the camera system, because it polarizes, loses several stops of sensitivity.
And Kodak was not in good shape with their high-speed raw stock in those days.





A face that only a mother could love. "Steve Miner said, 'Don't ask me what your motivation is, just kill her!'" laughs Richard Brooker of his director. "He would say that Jason is like the shark in JAWS—but I don't necessarily agree with that. It doesn't matter whether you talk or not. If you're playing a role like that, the way you move and your body reactions can create a certain kind of character, which, hopefully, Jason in Part 3 is.


FRANK MANCUSO, JR.: 


Part 3 was very difficult
to shoot because we needed an extraordinary amount of light everywhere we shot.
It seemed unreasonable that we had to light the set to the level Gerald said we
needed. It was like working at Yankee stadium the whole time. If people were
antsy or unsupportive towards Gerald, it was because we were all saying, "I
hope this works, because this is looking nutty." You had to take this giant
leap of faith. It was a big jump because while we were shooting it, it never
looked anything like it finally did on film.




GERALD FEIL:

One of the challenges
was to create a source to replicate moonlight. So we put up a soapbox 20x20x20 feet in dimension, on top of a 100 foot
construction crane, with a 750,000 watt generator at the bottom of it, powering
an enormous amount of lights needed to illuminate this square mile of
background. We essentially built a moon on top of a construction crane!




PETER SCHINDLER:

The cast were all
troopers, tromping in that man-made lake at three o'clock in the morning. But
the crew, they were much harder to control than the actors. They were very
difficult. It was a very tough time. We had pretty much an outlaw crew. There
was a lot of stuff on that set—every problem associated with the 1980s. By the
second week of shooting, we had some margaritas in the makeup trailer, then
certain substances floating around. We also had a camera operator named
Eric Van Haren Noman, who I think was trying to get Gerald Feil's job. And he
had this gaffer who would throw rocks on the tin roof of the barn when we would
shoot.
It started reaching a low point. We were out in the middle of nowhere, working
for cash. I was just trying to keep us from shooting each other. Sure, it bothered me
a lot. Gerry drank espresso all night long, Steve Miner and I stayed sober, and
just kept it going. I really think Steve and Gerry and I were really the ones
that held this show together.


Being non-union was a
total negative. With the quality of the work we were getting and the problems
that we had, the union wouldn't have stood for it—I could've fired people and
gone to the union and hired new people, which in several cases I would've done.
You fire someone non-union, you're not sure you can replace them and find
somebody who wants to work non-union. But this is what I was handed. 




PAUL KRATKA:
There were some real
redneck crew members. They're blue collar and they have their own life and
language and attitude. And on a movie set, everyone has their specific jobs.
One time I reached out to help this guy with his ladder. I was just trying to
be helpful. And they really frowned upon that. It was a real no-no. When one of
"those people"—the actors—offer to help, they can interpret that like, "Oh, you
think I'm not doing what I'm supposed to be doing?" They thought I was a real
dick for offering this really innocent, helpful thing. 


One of the crew guys
in particular—he played one of the cops at the end of the movie—took a dislike
to me from day one, for whatever reason. And he was into guns. That was a big
part of his life—he carried them and wore them. Then there was talk going
around about the guns and whether or not they were really loaded. It could just
be very uncomfortable.




DAVID KATIMS:
The crew could have
their fun with the actors. In the scene where my character goes into the
outhouse, when I sat down I noticed it was really warm. I looked underneath and
sure enough there is a flame coming up—they had put a blow torch under my ass.
They just got it close enough to where I was like, "Oh shit!" It would have
been mean if they actually burned me, but no, they just tried to scare me.
That, they accomplished.




FRANK MANCUSO, JR.:

When you're making a
negative pick-up, you're making a deal with the studio's marketing department. To them,
it was something coming out of New York that was going to be released on a
certain date. It was a bought product. The production guys at Paramount never
read any scripts or saw the casting tapes. They were precluded from being
involved on a day-to-day basis with the production of the movie—that would make
it a studio movie, and it would be bound by all the guidelines and the unions.
So there was no Paramount presence. I'm sure they never even saw any of the Friday the 13th movies.


Friday the 13th was always like a
renegade experience. These movies were about people operating outside their job
category. I started out as a production assistant and ended up being a line
producer. On one movie! The guy who was the script supervisor on the first one
ended up being the writer on Part 3. These kinds of movies could only
exist with people working outside their particular job category because the
fact is, quite frankly, if they were doing their job, and doing it well, they'd
be working on a real Paramount movie. They wouldn't be working on this for $275
a week.





In Part 3's theatrical ending, following an ax wound to the head (right), Jason chases after a canoe-bound Chris (left). 


MARTIN JAY SADOFF:


It was great because
there was nobody in the movie anywhere over 30 years old, except for Gerald
Feil. "Rough"
is the wrong word. Peter Schindler was the assistant director, the associate
producer and the production manager all in one—Peter controlled the set. He
actually called the shots. Steve Miner got more involved as the story went on.
Everything that was going into this was so far beyond Steve. Steve worked with
the actors. I don't want to say anything too negative about Steve—it wasn't
like he was a bad person. He just didn't know what the fuck he was doing. He
wasn't on the set directing. It wasn't his movie. There were so many people and
everybody kind of kept to their own thing. Steve would set up a shot and say,
"This is what I want to do. I want to have these guys run to the camera with
the camera stationary." We'd say, "Steve, you can't do that in 3-D." And he'd
say, "That's why I didn't want to shoot this movie in 3-D!" Then they'd call
him over and say, "Mellow out—we're doing it in 3-D. It's too late. Just get on
with it. Become part of the program." Then we'd try to meet and say, "This is
kind of what Steve wanted. With that in mind, how to we get this shot?" It's a
shame about Steve, because Steve ended up doing one good film in his life—Forever
Young.




PETER SCHINDLER:
I really don't agree
with that. I think Steve Miner knew very well what he was doing. Steve had the
film pretty well storyboarded, too. He was really very meticulous. 




GEORGE HIVELY:
One of the problems
Steve had with the 3-D was the polarized filters, they used to just eat light.
They ended up taking the grip truck and emptying it—there would not even be a
flashlight in there that was not being used. As a result, a lot of times Steve
would shoot something and just let it play, rather than thinking about going
back and getting coverage because that meant turning the whole thing around and
lighting the other side. And that is one of the things that, today, you can see
affected the pace of the film and how scenes were blocked.


Steve, I credit him,
he did a good job working within the structure he had to. He knew when there
were places where he absolutely had to have coverage and he made sure we got it
and then places where he thought he could just get away without it. But the way
Steve shot it, it all went together. Steve is one of those directors who has a
window in his mind and he can see the screen, if you will. Too many directors,
especially new directors, see everything and they keep forgetting about that it
is all going to be in a little window. He had that cinematic sense.




PETER SCHINDLER:
One night we were
lighting the lake and the lodge all the way up until one o'clock in the morning
so we hadn't gotten a shot off. We start to rehearse the camera blocking, and
I'm looking at my monitor as we pull back, the shot starts to expand, and all
of a sudden you're seeing the lights in the frame. So I got back in the truck
and I said to the crew, "Hey, we haven't shot anything yet and now we're seeing
lights! What are you guys doing!?" Steve Miner was in the back; he came out and
yelled at me, "What do you think we're doing, just fucking around?" And I'd
just about had it by that time. I was totally pissed at Steve and everything
that had been happening. I'd had it with working on this thing and trying to
keep everyone up. I said, "You know what? I don't need this." I put down my
radio. Steve said, "You fucking amateurs couldn't film this thing with a phone
book!" Then he ran over and bashed a chair to pieces. 


Eventually I came
back and I cooled down, and so did Steve. Steve's a great guy. It's just very
hard to shoot nights. And it's particularly hard making a horror movie.




GERALD FEIL:
We did our best.
Peter Schindler was very good—he kept it all going on the organizational side.
It was right that he went on to be a noteworthy producer. And Steve had the
patience of a saint. I think it is both to Steve's credit and Peter's credit to
running a set that was plagued with great difficulty and great pressure and
things that took a tremendous amount of time, yet still had a good spirit. 


Steve Miner was a
terrific director. He did his homework and supported all the people who worked
with him on the movie. Steve, in many cases, had a very specific vision on how
he wanted to cover something. But he was always open to suggestions. In some
cases I had a specific way that I would either put forward or set up for him,
but a director is the captain of the ship, and if the director and his D.P.
work well together, then that is the ideal collaboration. 




MARTIN JAY SADOFF:
It was fucking
unbelievable. The shoot was just so hard. I remember I couldn't wait to get on
that plane at the end and get the hell out of there. I look back, and I don't
know how I ever survived that. It was not a happy time in my life. If I had to
live it over, I would love it, but I didn't love it at the time I was doing it.
Here we were shooting this giant movie, and it was really like 3-D film school.
"How do we do this?" Nobody would get that opportunity again. Ever.





Filming the finale.


If the extended production of Friday the 13th Part
3 had been fraught with technical difficulties, personality clashes and
flared tensions, post-production would provide a brief reprieve from the
madness, with editing and scoring being completed on time and on budget. And an even
more pleasant surprise awaited its makers, as the MPAA ratings board, after
riding roughshod over Part 2, was comparatively easy on its follow-up,
requiring only minimal trims to the film's graphic content. 


Not that completion
of Part
3 was completely without controversy. No less than three separate endings
would be concocted for the film. Part 3 remains unique among the Friday
series in that it is the only installment whose characters never mention the
name "Jason"—leading many fans to wonder just who Dana Kimmell's character
Chris thought she saw coming out of that lake in the film's released ending,
which features her being pulled down into the watery depths by an apparition of
the late Mrs. Voorhees. The discarded original ending, and the first to be
filmed, instead saw Chris decapitated by a machete-wielding "Jason" in a dream
sequence. This alternate ending, long thought lost, remains unreleased on DVD
or video. And yet a third, different ending was scripted but never filmed,
though it can be read in Michael Avallone's 1982 novelization, now out of
print. (The item remains a highly sought-after collectible on the online
auction market.)


The first film in the
Friday
series to benefit from a marketing promotion that included tie-in products, Part
3 would see its novelization quietly followed by the first official Friday
the 13th soundtrack release, a 1982 Gramavision compilation LP that combined
selected highlights from the scores of the first three films. The soundtrack LP
also spun off one of the rarest of Friday collectibles, a
promotional-only 12-inch single of Part 3's disco-infused title
theme.




STEVE MINER:
The MPAA was rough on
Friday the 13th Part 2, because the basic feeling was that
the original film should have been rated an X. They were extremely unfair at
times, and very subjective. But I think they eased up a little on Part 3.
We submitted Part 3 to the MPAA twice, but the cuts were actually not
that severe. There were only a couple of gore scenes trimmed down, and even
those cutaways were rather quick. I feel, ultimately, they actually made the
scares more effective.




GEORGE HIVELY:
After we did the
first cut, Steve Miner and I spent a few weeks trimming, tightening and trying alternate
takes. The cuts were actually not that severe. What often happens is you begin
to lose your objectivity because you have seen it so many times. It has no
shock value. There were a couple of gore scenes where I may have already cut
away from something quick anyway, only because I felt it was more effective to
do it that way. It was right on the borderline of what would get you an R
rating in 1982. Nowadays, it would probably get you a PG-13. And we never
discussed re-cutting the picture for an alternate "flat" version, without shots
of people sticking things into the camera and such. We always felt that if the
film worked in 3-D, then it would work flat.


We also played with
the way the film ended. There was one version where Chris dreams that she gets
her head cut off by Jason, and then there was one with Jason's mother grabbing
her out of the lake, which is what we ended up with. Because I think we all
felt that you had to leave somebody behind—that the first ending might depress
people. 




STEVE MINER:
Every story is left
open just because of the greed factor. It doesn't matter if it makes sense or
not.




LARRY ZERNER:
The ending actually
changed a few times, in terms of both what was shot and what was originally
conceived. The very first ending in the original script is that, the morning
after her ordeal, Chris wakes up in the canoe, then goes into the barn and
finds everyone's bodies. She then decapitates Jason with a sickle. But that was
never filmed. Instead, they first shot what became the alternate ending. I was
there—I saw it. Chris wakes up in the canoe and hears Rick calling to her from
the lodge. She paddles over to the shore, jumps out and runs to the porch. We
see Rick running inside, and Chris running in tandem, and then she gets to the
door, opens it, and Jason is there with the machete. He chops her head clear
off. Dana even had this wig and fake head. I remember watching that and
thinking, "What a great ending!" And they didn't use it. I'd love to see it.




DANA KIMMELL:
I vaguely remember
when they came up with new ending, it seemed like an off-hand idea to do it. It
was really spontaneous. Being dumped in the lake—it was supposed to be a quick
one-take kind of a thing, because they didn't want to keep doing the hair and
costumes and makeup over again. Of course, we ended up having to do it several
times. I remember the woman who played the lady in the water. That poor gal! It
was the wife of the assistant director, Peter Schindler. All she had on was
that makeup suit and the water was just freezing.





"Oh, my goodness!" shudders Dana Kimmell of filming Part 3's climactic dream sequence. "Being dumped in the lake—it was supposed to be a quick one-take kind of a thing, because they didn't want to keep doing the hair and costumes and makeup over again. Of course, we ended up having to do it several times."


MICHAEL ZAGER, Composer:

Harry Manfredini's
publisher was a mutual friend of mine, and the producers of Part 3
wanted to get a real contemporary-sounding opening and close to the movie.
That's how I got involved. I had been co-leader of a band called Ten Wheel
Drive, then I got into music production and I had a lot of very commercial hit
records, producing for artists like Whitney Houston, Luther Vandross and Peabo
Bryson. That's the reason they hired me. Harry came over, and then I adapted
the original theme and put my own thing to it. It was entirely written and
recorded in an apartment over the course of a few days. And it was always going
to be disco, because that kind of music was so popular at the time. We even did
a 12-inch single release of it, a dance mix for the clubs. It actually did
pretty well. Then we made up some name for our "group," which was called Hot
Ice. I still have no idea what that was supposed to mean.




HARRY MANFREDINI, Composer:
While they were
making Part 3, I was working on a Broadway musical at the time, one that
ultimately took up most of my life for a couple of years. Steve Miner just
said, "Don't worry about it—we'll just use the music from Part 1 and Part
2." So believe it or not, I have never seen all of Part 3. I did see
the first reel, and the last, but nothing in the middle. The remainder of the
picture was constructed by a music editor named Jack Tillar. 


Now, as there was no
score to Part 3, how does one make a soundtrack album? Well, I just
strung together some pieces from the first and second Fridays into reasonably long
suites, and put them into more listenable sequences. I also re-recorded them,
because in the films, the music had to fight other sound effects—rain and wind,
and dialogue and crickets and things. As for the disco theme song, I'm not sure
if I would call it a "fabulous" idea, but it was an attempt to have a hit
single utilizing some of the sounds from the score. As for that fictitious band
name, well, I guess if the song was a hit, we could have gone on to do a series
of disco film themes. Dancing to things like Psycho, Death of a
Salesmanâ€¦




Friday the 13 Part 3 opened on
August 13, 1982, on 1,079 screens across the United States. By the end of its
first three days, the film had grossed $9.4 million, a new record for the
franchise. It also exhibited a stronger holdover than Part 2, assisted
no doubt by the attraction of the 3-D gimmick. By the close of its run, Friday
the 13th Part 3 had grossed $36.7 million domestically, selling more than
12.4 million tickets and, until the release of Freddy vs. Jason 21 years
later, remained second only to the original Friday the 13th as the most
attended installment in the series. Whether or not the film was an artistic
success, even by the standards of a franchise horror film, was arguable.
Critics certainly offered scant praise aside from a begrudging acknowledgement
of the effectiveness of the film's three-dimensional effects. But there was no
doubt that Part 3 had succeeded as a commercial entertainment and once
again positioned Friday the 13th as the cinema's reigning horror series.



The prognosis was not
quite so optimistic for 3-D itself, however. Before the format's digital
resurgence by the turn of the millennium, Part 3 would prove to be the
pinnacle of its '80s revival. A flurry of other 3-D films followed, including
Universal's big-budget Jaws 3-D, MGM's Amityville 3-D and
Paramount's own quickie follow-up, the Frank Mancuso, Jr.-produced The Man
Who Wasn't There. But dwindling box office quickly killed any hope for a
major comeback for the 3-D format at the time, and Paramount's ambitious plans
for the process were dashed by a contentious lawsuit with the Marks
Corporation. It all ended with a whimper, not a bang: by the close of 1983, any
3-D equipment still remaining in theaters was quietly dismantled and sold for
scrap. 




MARTIN JAY SADOFF:
The shooting of the
movie was probably the easiest part of the whole thing. The movie cost $2
million to make, but I would guess that the cost of actually getting the film
into theaters at that time was about $10 million. People have always said
Paramount was embarrassed by the Friday movies. But if anything, it was
exactly the opposite. Paramount took Part 3 as a very serious project.
And I give all the credit to Frank Mancuso, Sr. He stood by the movie. Because
up until that time, 3-D movies had been released on a very limited basis.
They'd make 50 prints and go to one city, and then they'd pull the 50 prints
and go to another city. Frank Sr. said, "Screw it. We're going to put it in 2,000
screens across the country!" 


Everybody at
Paramount was saying that the first two Fridays were big, but not really
big. I remember they gave me an initial gross estimate: "If we do a Part 3,
we think it might make $6 million." And Paramount had what was called an "A"
track and a "B" track as to how a film was released—multiplexes didn't really
exist then the way they do now. So you always kind of knew where you were going
to play. And we were going to be the "B" run. So we went about configuring and
creating all the lenses. And then a month or two before the release, Frank
goes, "No, we're going to open on the "A" track," which meant now we were going
to play in all these 70mm houses—which meant another set of lens designs for the
projection.


Frank Sr. really
believed the moviegoing experience should be unique, and that
you needed something special. He said, "How hard would it be to re-equip 2,000
theaters into 3-D?" It was really a major chore because we had to get silver
screens installed in all of them. We actually ended up physically making the
lenses for each specific theater—the idea would be that you'd have a flat lens,
a scope lens and a 3-D lens in every movie house. That way once it was set-up, you
wouldn't have to re-equip every time you showed something in 3-D. 





Never-before-seen alternate ending. Although Part 3's original denouncement, now thought lost, remains unreleased in visual form, it can be read in Michael Avallone's official 1982 novelization of the film. This rare paperback movie tie-in, long out of print, remains a highly sought-after collectible on the online auction market.

FRANK MANCUSO, JR.:
In retrospect, I'd
have to say that had Paramount known what it was they were going to have to go
through in order to make this thing work, I doubt they would have done it. It
was kind of a crazy idea to broad release a 3-D movie, because there wasn't any
precedent. Initially, everybody thought it was going to just be a glasses
issue, but the glasses were the least of it. We had to have each theater equip
themselves with a silver screen and a viewing box that went in front of the
lens and then they'd have to sync it all up. And we had to spend the money to
create a 24-hour hotline, for calls like, "Why isn't my 3-D working?" It was a
huge deal.




GEORGE HIVELY:
We were pushing like
mad. It had a "hard" release date—meaning it had to open on an actual Friday
the 13th. It's not like you could say, "Well, we'll go out a week later." You
would lose the whole magic. There was so much to do from a post-production
standpoint. There were a lot of opticals, all these dissolves and blow-ups, the
kinds of things you have to do to every film, but being 3-D it overly
complicated everything. I remember one shot, we had had gotten the eyes
reversed, and when you looked at it on the screen, it was all converged
backwards. You wanted to throw up. All those things had to be fixed.




GERALD FEIL:

A big problem was
that projecting in 3-D required a silver screen. And this is what the
distributors really hated, because they had to boost the light level, and that
increased their power bills and it shortened the longevity of their projector
lamps. So most of them cheated on the light levels anyway. I used to go around
to a lot of the theatres in L.A. and New York with a light meter. I'd hammer on
the manager's door—"You've only got 12 foot candles—it's supposed to be 16!" 




MARTIN JAY SADOFF:
I found a Casper
the Friendly Ghost cartoon that was done in 3-D, in the vaults at
Paramount. I wanted to tag that on before the main feature, but we got into a
big fight about it. I we thought it would be great to put a 3-D Casper
cartoon in front of a Friday the 13th movie! Steve Miner wanted to do
it, too. But it was nixed by somebody in distribution. 


The world premiere
was held at the Esquire Theatre in Boston, this old vaudeville house downtown.
The movie was due to be screened for the press at 9 a.m. the next morning.
There was a guy who was V.P. of Paramount Distribution at that time. He said,
"Whatever you do, it's got to be on that screen at nine in the morning!" Well,
it turns out the lenses at this theater could only handle about 20 minutes of
light before they burned out. So here was this gorgeous theater, and we were up
in the projection booth in the middle of the night, sledgehammering holes in
the booth so the light could get down to the screen. They ended up billing
Paramount like $100,000 to rebuild the wall in the theater. 


A few days later, I
got a call from Frank Sr. at 11:30 a.m. on the Friday it opened. He goes, "Two
screens." I said, "Two screens what? Only two screens are up and running?" And
he said, "No, we only lost two screens on the East Coast to technical
problems." Then he told me the movie made its money back—"It's already in the
black!" It had sold out every single showing on the East Coast from the minute
it opened. The movie was a hit before the first matinee ever unspooled on the
West Coast. And we ran out of glasses all over the place on the first weekend.
It was incredible.




LARRY ZERNER:


The film actually
opened the same day as Fast Times at Ridgemont High. And Fast Times
was #7 at the box office and we were #1. For a week, Sean Penn was worried. And
for two months, I was famous.


There was a crew
screening at the Tiffany theatre two days before the movie came out. It wasn't
even a premiere—nothing with press or anything like that. And there were like 20
people there. That was the first time I saw it and it was kind of weird. Then I went opening night in Westwood with my
friends. It was sold out, and the crowd was yelling and screaming. They were
really into it. And a lot of people had never seen a 3-D movie before. It
looked great, and people were really reacting to it. 




DANA KIMMELL:
I took my whole
family to a theater in Westwood—on my father's birthday, actually. Although
that whole time is like a blur to me because I was planning a wedding at the
same time this was happening. Four weeks after the movie came out, I got
married. 





From left: Domestic one-sheet; Japanese one-sheet; and Danish one-sheet.

ROBB WILSON KING:
I loved the
credits—it's my favorite thing in the movie! It was a beautiful moment, as they
seemed to come out of the screen and right at the audience. Especially since I
have three names, so it was this big mouthful coming at you.




STEVE SUSSKIND: 


I remember the first
time I saw the movie at the premiere. I came in, got my glasses on, sat down, and
the credits start to roll. All the names are popping out, and I'm thinking,
"Any second now, I'm going to seeâ€¦Steve Susskind!" Well, that didn't happen—all
I got was a listing in the end credits as "Harold." I was so bummed.




CHERI MAUGANS:
I took some good
friends to see the cast and crew screening. Afterward, they didn't know what to
say to me. They didn't get it, and they couldn't get why I would do something
like that. And that was the only time I saw it in a theater. I missed the
experience of seeing it with an audience. Though I did go down to Hollywood
Blvd. where it was playing and I took pictures of it on the marquee.
Eventually, my mom went to see with my family, and the kids would sit in the
theater and chant "Kill, kill, kill!" when I died. I know that my grandmother
was pretty upset. 


I can't understand
the appeal of it really. I think it's a little unsettling personally. I did not
have any moral problems with it, and I wasn't ashamed or embarrassed by
anything you saw. But it is weird.




NICK SAVAGE:
I saw it with an
audience, on a double bill with a movie called The Mutilator. My niece
and nephew demanded I take them to see it. They were screaming and hollering,
along with the whole audience. I had more fun watching them than I did watching
the movie.




PETRU POPESCU:
I saw a screening
with my agent. After it was over, he leaned over to me and said, "You don't
want your name on the credits of something like this." So I took my name off
it. I did not stay with the genre myself anyway, probably because at the time
my main agenda was to be able to get back to my career as an author. These
things were just somehow secondary.




DAVID KATIMS:
I remember after the
screening going back and talking to Steve Miner and Frank Mancuso, Jr. I don't
know how I had the balls to say it, but I said, "This is crap." And they said,
"You know what, this is Friday the 13th Part 3 and it's in 3-D. Those
two things are going to make this a hit." And they were right. They knew the
game much better than I did. The writing and the acting didn't matter at all. 


I don't imagine any
of us really feel like this was the crowning glory of our talent. I hope not.
And I would include Steve Miner in there, absolutely. He has gone on to do some
better work, but I would not have called him a great director at that time. And
I think even he would tell you that a good film is 90 percent casting. It
really is. For
instance, you get someone like Larry Zerner, who I think was an excellent
choice. He's very likable as this pudgy little character—that was all casting.
I thought Tracie Savage was fairly wooden in her performance. I mean, I
certainly liked Tracie, but I can remember her sitting and watching the
screening with her mother and her mom leaning over and saying something about
her daughter's performance. But I would have said Paul Kratka was the worst.
Without question. I thought he was horrible. 




TRACIE SAVAGE:
We all probably feel
the same way. I had pretty much retired from acting after 18 years. I wasn't
really serious when I did this movie. I was a student and my focuses were
elsewhere. So when I watch the movie now, I kind of laugh at my own
performance. I just think, "Oh, god!" 




LARRY ZERNER:
There are parts that
I cringe at and there are parts I think are pretty good. As the film went on, I
got better. The first scene where I come out of the van—I really hate myself
there. I'm really bad. I didn't know what I was doing. I wish I could do that
again. But my last scene where I have it out with Vera, I like that.





From left: Turkish video cover; orignal Friday the 13th Part 3 soundtrack LP; Michael Avallone's official 1982 novelization of the film. 


PAUL KRATKA:
I thought it was
pretty scary the first time I watched it back in 1982. Now, it's so corny.
There was a screening at the Nuart Theater in Los Angeles a few years back, and
I brought my wife and daughter and her friend. We just thought it was
hilarious, and most people around us were laughing as much as we were. It's
turned into this very camp experience. Yet underneath that is an extremely
creative and complicated technical achievement. This was a landmark production
in that respect. 





RICHARD BROOKER:
Horror movies are
much more hi-tech now. So to look at this today, it's funny. In 1982, it didn't
look funny.




GEORGE HIVELY:

It was a different
time. If you go back and look at some of the films that were done in the 1930s
and '40s and look at the editorial styles, they are much more lethargic. Then
along came television, and because the original television commercials were a
minute long the advertisers kept saying "We've got to be able to cram this into
less space because I want to buy less time." Then the 30-second spot was born.
Chop, chop, chop. Then that led to the MTV era.


I think that the
simplicity of a movie like Part 3—what audiences today might perceive as
a slowness—that was by design all along. There is nothing really particularly
unusual or spectacular about the film. I think Steve Miner got a script, looked
at it, read it, made whatever changes he wanted to make and he had it pretty
well lined up how he wanted to shoot it. I also think we were kind of holding
on shots longer than you would otherwise to get the 3-D effect. And, yes, maybe
we could have cut it faster. But that would not have gone over with the
audience anyway, because the audience didn't have that MTV mindset then.




PETER SCHINDLER:
You can't out-guess
technology. I finished a very successful 3-D show in Part 3 to take
another successful show, Jaws 3-D, with the idea of great dreams. I
thought it was really becoming an art form, and if I could jump in on this I
would become the "Dean of 3-D" and I would have worked forever. But it never
happened. I still don't regret it, though, because I learned a lot.





MARTIN JAY SADOFF:
Even though Paramount
had never really wanted to get into the manufacturing of 3-D lenses, it got
them into trouble in the end because they were sued for anti-trust. And they
lost, because you can't make a movie using your own process to show it. But it
was a no-win situation. If you had gone out without making your own lenses, the
quality of your film would have altered from theater to theater. 


I really believed
that Part 3 was going to lead to something great, that next there would
be a Steven Spielberg film in 3-D. But after the anti-trust lawsuit, Paramount
decided to recall all the lenses from the theaters. That was the beginning of
the end of 3-D. 






Original 1982 trade ad heralding Friday the 13th Part 3's stellar box office grosses. Placed by Paramount Pictures in Daily Variety, dated Tuesday, August 24, 1982. Though the studio was often accused of being unsupportive of—or being downright embarrassed by—the Friday the 13th series, Paramount would routinely trumpet their box office performance in the industry trades. 



GERALD FEIL:
3-D has a peculiar
history of cycles. It goes back to the turn of the century. Interest in it
peaks and then subsides and then disappears for a period of time. After Jaws
3-D and a few more studio movies, the process once again fell into marginal
extinction. Now there's a renaissance with digital and 3-D—IMAX 3-D is the
best-looking stuff ever. 


Part 3 does stand up. Part
3 was the test bed for a new way of doing 3-D. It was much better than what
had preceded it, and Friday the 13th Part 3 was the pivot.




TRACIE SAVAGE:
I joke that Part 3
is the highest-grossing 3-D film ever produced for its time—but then there were
only two other 3-D movies produced in its time. Still, it's something to brag
about, isn't it?




STEVE MINER:
I think with any hard
"R" horror film you have a certain limited audience, and you're not going to
have much of a crossover. Yet the core audience is very sophisticated in their
own way, and you're not going to get them all in unless you have something
different. It turned out that I was right, and Part 3 recaptured the
vast audience that the first film had. A big ingredient in that success was
that Paramount was willing to go out on a limb with a big-time release of a 3-D
film, which no one had done since the 1950s.


I do jump around a
lot and have always tried very hard to do different things. Which is why I
haven't talked about my Friday the 13th stuff in a long time. The
hardcore fans remember, but I don't think I'm as well known in the genre as
people like Wes Craven and Sean Cunningham. And maybe I've made some that don't
work. The script wasn't very good or the acting wasn't up to par. But I think
the 3-D effects worked out well, although my feeling is that at the time, a
really good 3-D system hadn't yet been invented. My hope is that I brought
something different to my Fridays as a director, but at the same time I
stayed within the formula and made a commercial movie. 





4. Jason's Unlucky Day




By the
beginning of 1984, the heyday of the slasher film was already in sharp decline.
The years 1980 through 1983 have come to be regarded as the sanguine years of
the genre, when all of Hollywood—from the sleaziest "independent producer"
whose office was located in the trunk of his parked car to the highest paid
studio executive—was green-lighting any film that featured a masked killer,
scores of dead teenagers and an ample array of sharp instruments (or, in the
best of worlds, all three). To critics, it was an inexplicable phenomenon. But
to the horror-hungry teenagers of the early 1980s it was like being let loose
in a candy store with a week''s worth of lunch money. Nary a week went by that a
new film wasn't released that featured some imitation, variation or
regurgitation of even the hoariest slasher movie clichÃ©. And these were not
merely little-seen curios of the drive-in circuit. Following the smash success
of Halloween and Friday the 13th, the major studios quickly
mimicked (with varying degrees of success) the strategy Frank Mancuso, Sr. so
successfully employed when he acquired Sean Cunningham's low-rent shocker for
Paramount. Any even remotely marketable slasher quickie was now gobbled up and
treated to a wide theatrical release backed by an aggressive multimedia
advertising campaign. 


The trend arguably reached the pinnacle of absurdity when the studios
attempted to take the next logical step—elevating the merely exploitative to
the level of respectable with an influx of imitative "adult thrillers." Slasher
movies in all but budget only, these glossier, in-house studio productions
boasted big-name stars and A-list directors. Yet despite the fancy logos and
occasional top-caliber talent, the sight of Lauren Bacall fending off a crazed
stalker (The Fan, Paramount, 1982), Clint Eastwood hunting a serial
rapist (Tightrope, Warner, 1984), or Oscar-winner Lee Grant catfighting
with a transsexual killer (Visiting Hours, Fox, 1982) would not have
been out of place on double bills with such unapologetic slasher fare as Hell
Night (1983, Compass International), Terror Train (Fox, 1982), My
Bloody Valentine (Paramount, 1981) or The Funhouse (1981, Universal).
In fact, in the year 1983, nearly 60 percent of all motion pictures—not
just horror films—produced in the United States bore lineage to the slasher
genre. 


By the time the fourth Friday the 13th film—ceremoniously
proclaiming itself to be The Final Chapter—went into pre-production at
the end of 1983, the series was already in danger of becoming a dated
anachronism. Even its now-trusted shepherd, Frank Mancuso, Jr., had grown tired
of the formula despite its enormous profit margin and the hands-on filmmaking
experience it offered him. The critical and moral backlash against the slasher
film was beginning to take its toll, not just on the younger Mancuso's
professional reputation but Paramount's public image. Bad reviews were one
thing—even the intermittent letter-writing campaigns organized by conservative
parent and religious groups could be brushed off—but the contempt directed at
Mancuso by the industry's artistic elite represented a potential glass ceiling
that couldn't be shattered. When, in his 1981 thriller Blow Out, Brian
De Palma used a sleazy, cynical mock-slasher film as a bookend—complete with
shaky camerawork, nubile females and a maniacal, heavy-breathing killer—it was
impossible not to see it as a barely concealed swipe at Friday the 13th,
the film which had single-handedly taken down De Palma's 1980 Hitchcock homage Dressed
to Kill at the box office. By the time Paramount announced that the final Friday
the 13th was ready to go into production, there seemed to be little question
that it was time to go out while the series was still on top. It was time to
kill Jason. Once and for all. 




FRANK
MANCUSO, SR., Chairman & CEO, Paramount Pictures: 


Let it be said that, while it is possible there were concerns about Friday
the 13th at the upper level of Paramount, there certainly wasn't at the
senior level. At the time, Michael Eisner was President of Paramount and Barry
Diller was Chairman. I reported directly to Barry. I never heard anything
negative about Friday the 13th from him. Quite simply, these films were
big moneymakers and they helped our year-end bottom line. 


Oh, sure, we'd get letters. But we received letters about a lot of
things. Did we get the level of complaints about Friday the 13th
compared to, say, a Last Temptation of Christ? Absolutely not. And God
bless America, because this is a free society. It is your choice to write a
letter to a studio to complain about their product. But it is also your choice
to leave your home and enter the theater. It is your choice to put your money
down. And if you don't want to do that, you shouldn't. 


Studios are public companies, and they have stockholders. The
responsibility of the chairman is to make the most money for the company. I
don't believe, and never did, that there is a bad piece of film if people want
to see it. It's not up to me, or anyone, to make that decision. It is up to the
moviegoer. Yes, we had to make decisions about what to produce and what to
acquire. But the public is still, ultimately, the determiner of whether your
instincts are right and the product you've created is accepted. 




FRANK
MANCUSO, JR., Producer: 


I certainly would be surprised to hear that, if you said to Barry Diller,
"Name me the top 50 movies you've been involved with," he would say Friday
the 13th. But when Paramount was green-lighting Reds and whatever
else, there was significant exposure. On these movies, there was none. If there
was any resentment toward the movies, it was simply the fact that they were
exercises in commerce. These movies introduced the idea of negative pick-ups.
It said there were people involved with the studio, but yet had nothing to do
with production, that could generate real revenue. At that time, you have to
understand that at a studio like Paramount, the distribution and marketing
departments probably outweighed the production entity by a significant measure.
In some ways, Friday the 13th gave them their own sense of pride because
this was a series that had nothing to do with the people in Hollywood.


There was a moment in time where I hated the Friday the 13th
movies because that's all everybody ever affixed me to. With the fourth
one—which I entitled The Final Chapter for a reason—I really wanted it
to be done and walk away. In some ways, I felt I had grown beyond it, but it
was really more me coming to terms with the fact that these movies should be
made by people who are learning and growing. The fact of the matter was that I
wasn't in a place where I could get excited about doing one again. It became a
chore. I was also now living out in Los Angeles, so the people in the
filmmaking community weren't exactly looking at me as any particular talent.
They were saying, "Oh, the Friday the 13th guy." I was never given the
chance to even read anything that wasn't in that ilk. That became limiting and
disappointing. 


Phil Scuderi, I'm sure, was of a different mind. But he also would have
been comfortable—as he ultimately was—with me just saying, "Look, Phil—I can't
do this anymore." I'm not necessarily sure he, his partners or even Paramount
wanted it to be the end—they might have wanted to use it as a marketing ploy.
But it wasn't a ploy for me.





As The Final Chapter opens, Jason is presumed dead and taken to the local county morgue, only to stalk anew. "We knew that anyone who was seeing The Final Chapter had, in great likelihood, seen Part 3," reasons director Joseph Zito. "So we felt that there was no reason to go ahead and thrust our film years into the future. Instead, we wanted it to feel as if this was all one big, continuous movie." 


Frank
Mancuso, Jr. wasn't the only one who had grown tired of Friday the 13th.
After cutting his teeth on the first three Friday films, Steve Miner
would opt out of directing The Final Chapter, leaving Mancuso, aided by
the ever-hovering presence of Phil Scuderi, to once again look to the realm of
exploitation cinema to find a creative team that could both bring something new
to the series and please longtime fans who, after years of anticipation, were
expecting Jason's swansong to be nothing less than the best Friday the 13th
yet. It would be the missive of the filmmakers that Frank Mancuso, Jr. would
eventually choose to shepherd The Final Chapter to gift the film's
characters and situations with a sense of humanity sometimes lacking in
previous entries in the series. 




STEVE MINER,
Filmmaker: 


They stopped offering me the Friday the 13th movies after the
fourth one. I've always wished them well—I just couldn't do them anymore. The
success of that series is based on remaking the same film, over and over again.
As a filmmaker, I wanted to go on to something different. And with notable
exceptions, a horror film will have a limited audience. I was fortunate to get
a chance to make movies that had a broader appeal than any of my earlier work.
You have to do what's best for you. 




JOSEPH ZITO,
Director: 


I always wanted to be in the film business, so in the 1970s I opened up
an editorial service. I rented some offices and got some guys who knew how to
do it, and we would take in all kinds of jobs—we would make trailers and
product reels, and dubbing foreign films into English. And occasionally we'd
get a film that was incomplete or failed in some way, and that needed film
doctoring. So I became a film doctor as a way to keep directing—I would look at
the film and have to figure out a way to make it work, so that people would
actually pay to see it. And I remember often having to say to the people who
brought me these awful things, "Look, there is absolutely no way to get this
corpse to dance. You might be able to dress it up and put it on the cross-town
bus, but it's not going to walk." So that's what I was doing—trying to make
stuff commercial. 


Around 1980, I had made a small, sort of scary movie, and also a short 10-minute
product reel, and taken them out to the Cannes Film Festival. So there I was with
my little reel, and I'm showing it to a buyer from India or something like
that, and there's another guy there in the room. His name is Carl Kaminsky.
He's got this seer-sucker jacket on, and apparently he had cut himself shaving,
because he was bleeding in two or three places through toilet paper stuck on
his face. He looks at this reel and says, "You're great! You're a terrific
director! When we get back to the United States, I want you to meet some of my
clients, and we'll make films!" And let me tell you, that reel did not
demonstrate anything of the sort. If I could look at it now, I'd be appalled. 


Of course I never thought any of this would actually happen. But when I
came back to the United States, Carl and I had dinner. Afterward, he says,
"Come back to my office, I'm going to call two of my clients. These guys are
going to love you." And he calls them on the phone, and says, "I met this guy
Joe Zito—he's a terrific director!" Based on this crappy reel. And with those
two phone calls—this is true—I end up getting two movies. I thought, "Wow. This
is easy! Go to Cannes, meet a guy with toilet paper on his face, he makes a
phone call and the next thing you have a movie!" 


The first phone call resulted in a film called The Prowler, which
was like a no-risk thing, the kind of movie that sort of happens before you
know it and that you didn't think anybody is going to see. Then when The
Prowler was completed, it's seen by the guy from the second phone call. A
guy in Boston. He calls me and says, "This movie is great. But if I could call
this movie Friday the 13th, we could make a fortune with it." The guy
was Phil Scuderi. Then he says, "When I make another Friday the 13th
film, I'll make a beeline for you and you're going to be the guy." And I never,
ever thought that phone call would come. 




FRANK
MANCUSO, JR.: 


I sat down with Joe and I liked him, just personally. Joe eventually did
ask to do a lot of different things than had been done in past Fridays,
but we always wanted to flavor each movie differently anyway, whether it was in
3-D or The Final Chapter. So I went with Joe because I thought he
understood what we were trying to do. He had a feel for the genre and we had a
compatible personality—I could see him making the movie. 




JOSEPH ZITO:



When I got the call on The Final Chapter, there was no story,
there was nothing. The deal offered was, "We want you to write it and direct
it." I said, "I don't really write. I know other people I can recommend." And
they said, "No, no, no, we want you." So I get a contract to write and direct
the film, but I ended up hiring Barney Cohen and paying him out of my salary.
Later, it all got folded into the Writer's Guild of America and became a giant
disaster. Because while The Final Chapter was in fact a negative pickup,
it was released by Paramount and deemed to be a Paramount Picture by the WGA. I
never even thought to take a writing credit on the film.


I had some pretty aggressive ideas about it. And now, when I think back
on it, the arrogance to even ask for that stuff seems impossible. I thought,
"Okay, we can do this a little differently than the other ones. How about if we
set the whole film at night?" Which is a giant production problem. "And in the
rain?" Which is the most disastrous thing to suggest, production-wise. "Oh, and
what if we have a kid in this one—a 10 or 11-year-old?" Which is another giant
production problem, because child actors are not allowed to work long hours.
"And twins would really be cool! Oh, and one more thing. How about the kid has
a dog?" All of those things Frank agreed to. 





Tom Savini returned to create the many makeup illusions in The Final Chapter, beginning with the gruesome death of morgue attendant Axel (Bruce Mahler).


BARNEY
COHEN, Screenwriter: 


I started in the ad business, as a copywriter and concept guy. I had written
a couple of screenplays, and ended up being offered a couple of Afterschool
Special-type programs for CBS. This was more exciting than advertising, so
I quit. And one of those specials I wrote was called—goodness gracious, stay
with me here—The Inside-Out Clown, about a fat kid who went to clown
school and learned that life isn't about clowning, clowning is about life. And
I don't know why he read the script, but Joe Zito—who is also, shall we say, an
overweight person—called me up and said, "I love the kids you draw. I want you
to write a horror film for me." 




JOSEPH ZITO:



Right before The Final Chapter, I had already been working with a
writer named Bruce Hidemi Sakow, who had written a script called Quarantine,
based on an original idea I had. And he did a really very good job of it, but
we never made the movie. So Bruce and I hashed out a story together for The
Final Chapter that became the outline. Then Barney was brought in and I
worked with him on finishing the screenplay. 


The method of writing the movie was absolutely unique—I can say, 20 years
later, that I have never heard of anything quite like it. I would call Phil
Scuderi every night at 8:00 p.m., like clockwork. I don't know if he had a
television show he liked to watch at 9:00 p.m., or if he had a whole schedule
of people calling him about different movies, or what, but I'd call him at
exactly eight-zero-zero and somehow he would wrap it up like a television show
by nine-zero-zero. And this is not a guy who was a writer, he was a theater
owner, yet he had the whole thing memorized—it was absolutely mind-boggling. He
would recite the script from page one to wherever we were at, and talk about
the scene. I would then meet with Barney the next day, and tell him roughly
what was done, implement that, and then turn that into pages. I would send those
pages out to Boston, and then, all over again, the next day at 8:00 p.m., we
would talk about the whole script again, including that scene. Barney and I
built the script from the beginning, but it was completely visualized by this
guy sitting in Boston.




BARNEY
COHEN:


The whole process was a lot of fun—just me and Zito in this apartment on
the East Side of New York. And Zito likes to eat, so we had a fridge stocked
with champagne and kishka. We would just eat and write, write and eat. I think
Zito's role during the development was almost like a facilitator, explaining
the producers to me, and me to the producers. That was not normal. I can't
think of another film subsequently where that happened. And I think Joe, genius
that he is, is a controlling personality, and was afraid that if I talked to
anybody but him, ideas might creep in that he didn't want.




JOSEPH ZITO:


The entire process of The Final Chapter would be one of
preconceptions that turned out to be different from what the reality was to be.
I will admit at first blush that I had been waiting for years to direct a
motion picture that people were going to see, and this is the last thing in the
world I thought it would be. But I said to myself, "I had better not take
pretense into this project. If I'm going to do this, I'd better figure out what
people want to see in a film like this, and respect how it works for them." So
I carefully studied all of the Friday the 13th films made up until that
point. I understood you were going into something that had an audience with
certain expectations, and this had to be as good as, or hopefully better than,
what they had expected. I know how pretentious that sounds, but that's the job.
That's what I reached for. 




The
development of the screenplay for The Final Chapter was collaborative,
if occasionally contentious, yet through it all the filmmakers remained focused
on what they believed counted most: the characters. To the delight of its
fans—and the ire of its detractors—the Friday series has always been
about, and created for, teenagers. While the films are not dramatic enough, or
comedic enough, to be considered "teen films" such as those popularized in the
1980s by filmmakers like John Hughes, the series still depicted what was arguably the
widest cross-section of young adult characters of any of that era. Perhaps that is
why, in large part, the franchise has been able to simultaneously retain a
nostalgic appeal for those who first saw the films upon their initial release,
while remaining relatable for today's generation. The series certainly has
avoided the trendy and provincial: despite their occasional sartorial mistakes
or utterances of dated slang to give them away, part of the enduring appeal of
the teens and 20-somethings depicted in the Friday films is that
they could be found anytime, anywhere, in just about any town across America. 


Enter a pair of young Los Angeles-based casting directors, Fern
Champion and Pamela Basker, who, fresh to the series, were able to bring a
cooler, more colorful sensibility by throwing a wider net than Friday the
13ths past, attracting an ensemble that included not only eager new talent
but semi-recognizable faces from film, TV and music—among those cast were no less
than an Australian pop star, an eccentric artist, an ex-teen heartthrob, a
passionate thespian, a budding child star and even a set of former "Doublemint
Twins." It was a noteworthy group of actors who were sexy, appealing and funny,
while still remaining relatable to the audiences of 1984. 




BARNEY
COHEN: 


I wrote the script in about three weeks, then a re-write process of two
periods of three weeks each. The original outline had the basic story, the
basic killing of the kids. I remember adding the family. And we changed all of
the kids' characters. When I started writing, Joe said to me, "Don't try to
think of any new ways to kill kids, 'cause people have seen everything. Just
make them real, like your Afterschool Special kids, and whatever we do
to them will be horrific." And Joe was right on the money there. I had liked
the first two Friday films, because they created characters that, for
the most part, you understood and you cared about. Part 3 was a trick
movie—they killed all these kids that were better off dead anyway. So we strove
to make loveable, real-world teens—even if Jason never showed up, it was still American
Graffiti, you know? Because when you kill kids like that, people really get
freaked out. 





A new group of vacationers arrives at Crystal Lake. From left: Camilla and Carey More as Tina and Terri, Alan Hayes as Paul, Judie Aronson as Samantha, Lawrence Monoson as Ted, Crispin Glover as Jimmy, and Peter Barton as Doug


JOE ZITO: 


I thought the films were getting stale. All these teenagers going out of
the house, and on page one, Jason gets up and chases them and they're having
sex and he kills them. I was looking for people we could care about. I think
Barney accomplished that with the screenplay. I don't want to build it up as
more than what it is, but at least with ours there was some differentiation of
character.


We really took pains to cast as best we could. It is Friday the 13th,
so and you're limited in terms of the number of people who want to be in it.
And we weren't offering it to movie stars. But I really strained through the casting
process to find the best people I could. And the casting team, Fern Champion
and Pamela Basker, were terrific. 




FERN
CHAMPION, Casting Director: 


Pamela and I had a relationship with Frank Mancuso, Jr., dating back to
when we did a movie for him called Off the Wall, which was one of
Rosanna Arquette's first movies. We really got along very well with Frank, and
it was just a natural thing that he asked us to do The Final Chapter,
and we ended up doing the next two Friday the 13th films, too. We were known at
the time for largely doing comedies, like the Cheech & Chong films
and things like that. Frank just said, "How do you feel about the horror
genre?" We were excited to be offered something different. And as a casting
director, it's so much more fun to find fresh, real people, as opposed to
talking to their lawyers. That's what made doing the Friday the 13th
films fun. There was no reason to have a star in it because it was an ensemble
piece. Who cared about anybody but Jason? He was the star. So you weren't
really going after the A-list. You just wanted to make it believable, and you
wanted good actors. And we had a solid director. Joe Zito really he got in
there—the casting eventually took months, at least 10 to 12 weeks of
interviewing different young talent. Which was great, as I like seeing people. Â Â Â Â Â Â  


What was difficult was that everybody, by that point, was obviously
already familiar with the series. Everyone was also very familiar with the gads
of money that it made. And for the actors, these were not big-paying jobs.
Their agents are saying, "How come my actors can't get more money?" while the
producers are puffing on big cigars up in the Hollywood Hills. So that was not
necessarily the easiest job in the world. But we didn't do too shabbily, did we?




LAWRENCE
MONOSON, "Ted": 


A couple of years before The Final Chapter, I got the lead in The
Last American Virgin. That was huge, a really big event in my life. I went
from complete obscurity to being kind of a teen star. It was overwhelming for
me, being this kid from Yonkers—it was difficult to deal with. I wasn't all
that aware of Friday the 13th; certainly I knew of them, but they were
not and aren't the kind of films that I like. But I think the only thing I was
concerned about was, at the time, I was going to UCLA, and I was getting ready
to take some exams, and I think I had to miss finals for the film. And I felt a
certain pressure after Virgin, because I hadn't worked in a year or
something.




PETER
BARTON, "Doug": 


I started acting in 1979. By the end of '80, I was under contract with
NBC. Then the teen magazines were so hungry for the next heartthrob that they
pummeled me. I was on the cover of Tiger Beat, 16 Magazine, all
of them. Then, just as my contract was running out, under obligation, they cast
me in a series called The Powers of Matthew Starr. Amy Steel was in it.
By the end of '83, it had all dried up. That whole experience—I was going up
and down, like on a rollercoaster. I was on such an incredible high that when I
came out the other side I crashed. That's when I wanted to give up acting, and
that's when The Final Chapter came along. 


I had just been talked into doing this movie called Hell Night
with Linda Blair. I didn't even want to do it—they had to get me drunk to
convince me. So it was a miserable time, and it was a great time. When The
Final Chapter was offered to me, I was like, "I don't really want to do Friday
the 13th." Eventually, I only did it because of Amy Steel—she talked to me
about it. And I thought it was really cool because it was The Final Chapter.
In my mind, I thought, "Oh, I'll be in the last one. That's kind of cool. These
things are famous." Little did I know.




CRISPIN
GLOVER, "Jimmy":


I'm definitely a cinephile. I'll see a lot of old movies, all different
kinds. And while there are some horror films that I think are good films, it's
not a genre that I've ever sought out. Friday the 13th, that would be
the only one I've done, before Willard, that you would call that genre.
Although River's Edge has probably a lot more creepy feelings to it than
Friday the 13th. So it was funny when I did The Final Chapter—I
knew even at that time that it would be something to look back upon, on some
level, with a sense of humor.




BARBARA
HOWARD, "Sara": 


I grew up in Chicago, and I moved to L.A. in March of 1983. My agent
called me about the audition for The Final Chapter and I did not want to
do it—am I allowed to say that? I wanted to do The Hours. My background
was in classical theatre, and I wanted a career that was really quality films,
not Friday the 13th. But my agent's like, "Go to the audition—it's
Paramount! It's Frank Mancuso, Jr.!" Of course, when you're not interested,
you're completely relaxed and you audition really well. I ultimately had two
callbacks. And my character didn't have a whole lot to say, did she? It was a
lot of inner work—I just tried to make her a real, three-dimensional person,
one who you know is going to go bad and get killed. In that way, I think I was
very right for the part. And I think Joe Zito saw that in the auditions.




JUDIE
ARONSON, "Samantha": 


Right before The Final Chapter, I had actually gotten leading
roles in two other movies, both in production at the same time. I ended up
turning one down and accepting the other because it was a huge Universal film,
a potentially Academy Award-winning thing. Then after a week of rehearsals,
they asked me if I would change my name—they were having some problems with the
society for Hispanic actors, because I was a non-Hispanic playing what was
supposed to be a Hispanic role. And I wouldn't do it, so they ended up letting
me go. I went back to the other film and said, "Okay, I'll take it," but by
that point it was gone. One minute I had two big films, and the next I had
none. 


When The Final Chapter happened I was very excited. And everyone
was aware of Friday the 13th. Of course I had concerns, like, "Is this
going to be bad for the rest of my career?" It's a B-movie, a slasher film, and
there's nudity in it, so it was very scary. But it was really exciting because
it was my first movie. I was 19 years old. 





Carey More's Photo Album #1. A budding photographer as well as actress, Carey More spent much of her free time on the set of The Final Chapter snapping pictures of her co-stars. More currently owns and operates her own studio, Carey More Photography, based in Los Angeles, California. These images come from her private collection.

CAMILLA
MORE, "Tina": 


I actually went in to audition for the same role that Judie Aronson ended
up getting. It was a fun reading because I thought I was doing rather a good
job at it. I was a bit nervous about the nudity, and I wasn't sure I really
wanted to do Friday the 13th, but there I was. And all of a sudden, they
stopped me in the middle of the reading, and the casting agents said, "Hang on
a minute. We're looking at your resume. Do you have a twin sister?" 




CAREY MORE,
"Terri": 


Camilla and I were, in fact, Doublemint twins—if you're in the acting
profession and you're a twin, one day you'll be in a Doublemint commercial. And
it just ridiculous how that excites people—their mouths drop! They always go,
"I've seen that one!" Anyway, Camilla came home from her audition going, "Oh,
God, they loved the idea that I was a twin, and so I think they're going to be
writing a part in it for you!" This has happened to me a lot, in regards to
acting. Being a twin, it was almost like I would get roles just by looking like
Camilla. Although I had taken some acting classes, so it wasn't as if I had no
experience. 


The funny thing about the audition was that I didn't have to do anything.
They gave me literally one line to read. I said something like, "I don't know."
And they said, "Oh, fantastic. Fantastic!" 




JOSEPH ZITO:



It was not easy finding twins. I think I saw every single one of those
Doublemint girlsâ€¦




BONNIE
HELLMAN, "Hitchhiker": 


I had known Fern Champion from New York—she had given me my first job
after I got my SAG card. And she requested me for The Final Chapter.
Then my agents came back to me and said, "You won't want to do this. There are
no lines." I went, "It's a week of work! It's a major feature film!" I went in
and I met with Joseph Zito. Now, Joe is very energetic, and he talks very fast,
almost stream of consciousness. And this is how he explains the scenario to me:
"You're standing by the side of the road and people are going by and you're
trying to hitchhike and nobody's picking you up and you get disgusted and you
start to eat and suddenly you realize that there's someone behind you and you
look around and then you're stabbed and you die!"


So I just went for it. I'm hitchhiking, writhing on the ground, acting
all crazy. Just totally going for it. I don't know what other people do in
their auditions, but I think with this kind of film you just have to be willing
to go all-out.




ERICH
ANDERSON, "Rob": 


The only other movie I had done was this really cheap little flick in
Idaho, but it was a disaster—I can't even remember what it was called, and it
was never released anyway. And then I played the over-the-hill, right-handed
pitcher on Bay City Blues, the Steven Bochco show. 


I came in to audition for The Final Chapter on a total whim. It
was a Friday afternoon in the summer of 1983, August or sometime. The audition
was over at the Mutual of Omaha Building on Wilshire and La Brea, in a big
conference room. And at that point the casting directors had gotten to calling
Joseph Zito "Francis," as in Coppola, because he had seen like, I don't know
the exact figure, but like 300 guys for the part of Rob. I think Fern and
Pamela were exhausted, but they loved Joe. Anyway, I knew it was Friday the
13th but I didn't really know that much about it. I had never seen any of
the other movies. I had no knowledge of it at all. But it came down to the job
being offered to me. And whatever snobbery I had disappeared in about a
millisecond when somebody said, "You got the part."




JOSEPH ZITO:



The casting of the lead, Trish, probably took the longest, because I
wasn't looking for a certain type. Despite the way the parts are written, I'll
ignore that and try to find someone who just has that special something, that
makes you respond to them and want to care about them. It's something that is
very, very difficult to get your hands on, but when you see it, you know it. You're
not looking for that "damsel in distress" vulnerability, necessarily—just
someone that will not drive the audience away from the screen but pull them in.
And I felt Kimberly Beck had it.




KIMBERLY
BECK, "Trish Jarvis": 


I had a very unusual upbringing. My mother remarried and moved us to
Australia when I was 12 years old. I wrote and recorded a song there called "Let's Take a
Walk," and it was a huge hit. It was number one for 26 weeks. My stepdad, Tommy
Leonetti, and I sang it and he became such a huge celebrity that they offered
him his own TV show. He was like the Johnny Carson of Australia—they even had
an ice cream named after him.


I came back to America when I was 15 and I started acting again and was
under contract with Universal. By the time of The Final Chapter, I had
just left a soap opera called Capitol that I had been on for two years.
I had never seen any of the Friday films. And I didn't want to see any
of them. I still have never seen any of them. I just don't like that kind of
genre at all. And this was not even a B-movie, it was really just a C-movie.


I had friends who were famous actors saying to me at the time, "Why are
you doing this movie?" But they were not humbled enough to know that you do
what you can. You don't do porn or anything like that, but you do what you have
to do to sustain the lifestyle that you've created. For me, I owned a home, and
I had just divorced a really wealthy man and took nothing. I was struggling
just to support myself and retain my dignity. It wasn't like I could be picky.
And I had to fight to get that part. I had to go in and read a million times.
And that, to me, is respectable.





"We didn't work on a soundstage at all," recollects Tom Savini of his happy days working on The Final Chapter. "Our effects workshop was in the 'war room' at Zoetrope Studios, which Francis Ford Coppola used as his headquarters while he directed a film. Zoetrope was exactly what you imagine Hollywood to be—all these people wandering around in period costumes, fantastic wigs and makeup. Mr. T was shooting a commercial there, Loni Anderson was doing a TV special, Kenny Rogers and Van Halen were shooting videos—I'd be whistling 'Hooray for Hollywood!' while I worked."


JOSEPH ZITO:


There wasn't any prior Friday the 13th film—or any slasher movie
  that I can think of, actually—that also made a kid the protagonist. It was a
  fresh idea. I thought that by having a family, by putting a child in there, and
  having a relationship between the child and his sister, and turning the mother
  into a victim, that we would really be making it more about people. I was
  trying to make something that at least had more human drama outside of just the
  kids in a cabin in trouble. And this young boy would, of course, end up being
the hero.


I had read a lot of kids. Corey Feldman was wonderful. You could look at
him and your eye stayed with him, you cared about him. As a kid, Corey was a
star. Of course he was already an experienced actor, so he was professional.
And there was a chemistry that I thought was very good between him and Kimberly. But his agents were trying to negotiate. Corey kept saying, "I'm gonna do
this! I want this! I'll do whatever I have to do!" He was a great fan of Friday
the 13th. He loved the idea—we couldn't contain him. So that sort of hurt
their position. And we got him.




COREY
FELDMAN, "Tommy Jarvis": 


I was always an avid fan of Halloween—Michael Myers was a hero to
me. So when they asked me to be in this movie I was flabbergasted. Then I was
told it was actually Friday the 13th. I said, "Is that the one with the
guy with the baseball thing?" So I went and watched Part 3, which I
wanted to see anyway because I was a tremendous fan of 3-D. And I loved it. I
went in and auditioned, and got a call a week or two later, saying, "We loved
Corey, he's great, but Joseph Zito is a little bit concerned 'cause Corey is a
small guy, and he doesn't look like he'd be able to lift the machete to whack
the guy." I said, "Listen, I am an actor. I will act like I'm big enough to
pick up the machete." And they listened to me.

JOAN
  FREEMAN, "Mrs. Jarvis": 

I've always enjoyed acting. It's been a wonderful career. But I was more
  successful early on and as I got older—not that older women don't have careers
  that start later in life—but there were fewer and fewer things I was able to
  get, let alone even read for. You get to the point where you say, "Maybe I
  should start considering something else."

The Final Chapter would turn out to be the last film I ever did. I
  had never seen any of the other Friday the 13th movies. But I liked that
  Corey Feldman and Kimberly Beck were going to be my children. Corey, he was
  full of energy, and I had worked with Kimberly once before, years back. I liked
  her a lot. And my character was sizable enough so I felt there was enough to
  work with.

Like all of
  the previous Fridays, the making of The Final Chapter would be a
    literal movie boot camp: a group of young kids out in the woods, working long
    hours under harsh conditions for very little money, despite the cache of
    starring in a film that they knew would be distributed by a major studio.
    Filming would begin on October 31st, 1983—a fitting start date for the six
    weeks of hard work, youthful frivolity and occasionally contentious on-set
    battles to come. That The Final Chapter also featured the most onscreen
      teen frolicking and nudity of any entry of the series up until that point,
      contrasted with the presence of then 12-year-old Corey Feldman, also brought out
      the parental instincts of cast and crew. Throughout it all, the production
      was united in its goal to work together to achieve something impossible to
manufacture: authenticity. 




JOSEPH ZITO:



I had this idea at the script stage of having two houses for the main
action, and that each could see one to the other. For the Jarvis house, we knew
we were going to break through walls and knock down doors. So we found a house
in Topanga Canyon, California—a real, practical location—that would let us do
that. We built our false walls over their walls, and our doors over their
doors. The house also had a wonderful floorplan. For the other house, the one
where the kids are, we didn't have a lot of money to spend and as we looked the
budget over, the thing got smaller and smaller. Finally, we built a sort of
fake house that was designed very tightly and specifically to shoot in. Though,
of course, as it turns out, there are almost no shots that actually connect
these two houses in the final movie—only a few at the end when Kimberly is
running from one to the other. 




BARBARA
HOWARD: 


One of the nicest things about doing The Final Chapter was that it
was an ensemble, so the cast all arrived at the same time. That doesn't always
happen. I remember the first night, all of us had dinner together. We were all
of similar ages, too. There was a really great camaraderie, almost immediately.




CAMILLA
MORE: 


It's funny, but no one wants the good news in
the newspapers, and nobody wants the bad news when it comes to film sets.
They only want to hear the fabulous stuff. And it is
a very exciting profession on many levels—it's
kind of a drug, really, to be on the set. But there is also a lot of waiting
around, a lot of cold, a lot of damp, a lot of tiredness. A lot goes on that is
just not that glamorous. And this was a very odd experience. To be out
completely in the boonies, and then there is this house that they built, it was
kind of amazing. None of us knew each other at all at first, by the time we got
to that house we'd all become quite good friends. 





Carey More's Photo Album #2

ERICH
ANDERSON: 


The first day of shooting was Halloween—October 31st, 1983. All the cast
went up to Anderson's Pea House in Buellton, a town that you turn off to on
your way to Solvang, California. We were shooting on this private resort lake,
which really might have just been a watering hole for cattle. We all just
started hanging out, as kids do. And then there's Corey and he's got his
grandfather there as his guardian—this sour dude. I said to Kimberly, "I wonder
if that guy would let us take Corey trick-or-treating?" So we took Corey out to
this little subdivision, about a mile from the hotel. And it was the weirdest
thing. It was a carnival-like atmosphere, with all these families and their
kids, dressed up as Michael Myers and Jason, walking through the streets,
scaring each other. It was a really surreal way to start shooting this movie. 




JUDIE
ARONSON: 


Corey was, of course, much younger than us, so he was like the little boy
that we could all take care of. Corey was having problems with his family
during that time. I think it started out where his mom was his guardian, and
then when he made a name for himself, she got a little crazy—drugs and stuff
like that. It just wasn't good. So then his grandfather became his guardian. It
was really hard on Corey, because here he was, a little boy, and he had his old
fogey grandpa on the set, trying to set limits with a bunch of teenagers
around. Poor Corey just wanted to have some fun and experience life. So we took
care of him as much as we could.




PETER
BARTON: 


Corey was a sweet kid. I enjoyed his down-to-earth quality then—just
hanging out and friendly, and not full of himself. I think Kimberly took care
of him. She had done Peyton Place, and Mia Farrow had taken Kimberly
under her wing, so I think Kimberly had the sense to do that with Corey. 




KIMBERLY
BECK: 


I started acting when I was 2 years old, so I had many discussions with Corey
about being a child actor. I remember I went to pick him up at his home to meet
him, and I took him to a Chuck E. Cheese way out in the Valley. I went to his
grandparents' place and I could just tell right away that he had this sort of
awful, dysfunctional childhood. 




FERN
CHAMPION: 


Corey was never a kid, you know? He was old before he should've been. His
parents were going through a terrible time and he was caught. He had to fend
for himself—the typical situation of coming from a split family. Great kid, but
lost. So he was very vulnerable. He wasn't one of those happy kids, which made
it that much more interesting, because he got the character, especially the
fear. The bad news is, I think we relied on that reality. Maybe too much.




COREY
FELDMAN: 


Kimberly and Erich were great. Everybody was great. I was probably around
11 or 12 years old, and it was so much fun being the kid on the set, because
everybody wanted to take me under their wing. Yet at the same time, they were a
bunch of attractive young adults and they probably didn't want me around too
much. But as far as I'm concerned, I loved the whole experience. And it was the
first time I ate a live ant. I left a coke can in my dressing room, took a sip
and the ants got in and I remember crunching down on something. "What is that?
Oh, no, it's a bunch of ants!" It tasted salty. Not fun.


They handled the idea of a kid being around that environment very
well—they were protective. I was hitting puberty at the time, so there are a
lot of memorable experiences for me. I remember, originally, in the scene when
Kimberly and I are coming down to the lake and we see all the kids
skinny-dipping, I was supposed to chase my dog Gordon down to the water. Then
Judie Aronson was supposed to walk out of lake naked, and say something like,
"Oh, hi, what are you looking at?" But Frank Mancuso, Jr. thought that was too
racy. "Keep the kid out!" And I had been waiting the whole time for that scene.
But eventually I finally did get my wish. What was funny was that it wasn't
during the scene in the actual movie, where I was supposed to be looking at
Judie undressing through the window. It actually was when we were shooting the
scene when the campers first arrive at the house. My dog is freaking out, and
Judie bends over to play with him, and she was wearing a low cut dress, and she
didn't have a bra on. It was the first time, outside of my mom, that I'd seen a
woman's breasts. So you'll notice in that scene I'm like, "Wow! Oh, look! Atâ€¦
theâ€¦ dog!"




JUDIE
ARONSON: 


I was brand-spanking new in the business and I had not read the script. I
guess my agent hadn't either. It all happened so quickly. I went on the
audition, had a call back and got the part right away. That was like on a
weekend, and then at the beginning of the next week we were leaving for the
location. I didn't realize there was nudity until it was too late—I had already
accepted the part. I come from a pretty conservative family, and I hated the
idea of being nude. Hated it. So I called my agent and I'm freaking out. I had
them talk to the casting people and the producers all weekend long, going back
and forth and trying to make me okay with it. We ended up negotiating certain
things having to do with no full frontal nudity—that it would only be from the
waist up. That made me feel better. But it was still very, very scary. 




CAREY MORE:



Camilla and I were, obviously, pretty game about jumping in the water and
taking our tops off. Pretty daring at the time, I suppose. We were young. And,
we only jump into the water with our clothes on and when we take our tops off we're
already in the water. So really, it's a split second that we're above water.
Where as Judie Aronson had to be completely naked—I can't believe how she must
have felt. So I feel like that I had to do this tiny little thing and it wasn't
a big deal. We didn't realize that later on it would be a big deal for the
people watching it. Now, when my daughter shows the movie to all her friends,
because they're like 14 years old, they're all like, "Wow! Your mom is
topless!!"
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LAWRENCE
MONOSON: 


I remember the skinny dip scene—I was quite young at the time, so there was
something provocative about the whole thing. But I don't have any weird
morality. I think nudity, when it's relevant, is absolutely fine. I think it's
the point of view of the filmmaker that either makes it gratuitous or
justified. When you watch European films, people are nude all the time, and it
feels wonderful, it feels natural, it feels authentic. It just feels like a
human being living a life. We don't tend to be able to do that here in America.
We have some sort of body disorder, and deep-seated shame. It is this sort of
pseudo-puritanical society that we're all raised in. 


Let me put it this way. Would I be nude in a quality film? Yes, I'd do
anything. Would I ever show my butt in a movie like Friday the 13th
again? Absolutely, positively not.




BARBARA
HOWARD: 


I remember during Judie's nude scene, everybody was standing around—they
didn't even make it a closed set. It was not done in a protective, sensitive
way. You get so easily swayed. None of these people who tell you it will be
fine are going to be there later, when you're feeling bad about it. They just
want you to do it. 


I think Friday the 13th—it's all very moralistic. You knew my
character was going to die after she lost her virginity. When they offered me
the part, I said I wouldn't do any nudity. And they said, "You have to, because
all the other girls are." I still said no. I didn't want to be "one of those
naked girls in a horror film." Then they called back and told my agent, "Okay,
she can have a body double, but she can't tell any of the rest of the cast, and
we're not going to shoot her death scene until the end." The bottom line is
that I was willing to not do the movie. It was a real lesson to me about power,
and I think maybe some of the other actors learned from that. If you won't feel
good about yourself, I don't think that anything, certainly any movie, is worth
that. 




PETER
BARTON: 


I was actually very attracted to Barbara, so doing the shower scene—the
close-ups—that was great. What was really kind of sad is that because Barbara
wouldn't do the nude scene—which was fine—they got a body double. And I felt so
bad, because here this girl is, thinking this will be her big break. But you're
only a body double. And she was completely naked. It was so humiliating and
mechanical: "Turn her! Put her up against the glass!" 


The unfortunate part is that if it had happened to me 10 years later, I
would have been laughing hysterically. I would have been making jokes. Who
cares? Back then I was this scared little actor who was taking it all so
seriously. Not that it shouldn't be taken seriously, but it's so
Hollywood. 




CAREY MORE: 


Actually, what I found most embarrassing about the whole film wasn't the
nudity but that we're supposed to be these sexy twins. Everyone's looking at us
going, "Oooh!" Even the boyfriends, who've got their girls, are looking at us.
And we weren't really anything to look at—the outfits were so square and boring
and unsexy. That horrible pink shirt! And those pants! And our hair, tied in
that horrible little knot! It was like we were dressed in matron's outfits. I
think the whole look of the twins is dreadful. 


Looking at the film now, I'm trying to think why I even needed to be in
the movie. I'm not proud of the character I played. I'm this meek, spineless
person. Camilla's role was slightly more fleshed out. At least she had the love
scene with Crispin, and the fact that she's flirtatious with other girls'
boyfriends. I don't have any of that. I was just the twin who was the
goody-goody two-shoes, who's the sitting duck. 


At times I was nervous. Here were all these professional actors who took
it very seriously, like Lawrence Monoson—he was working on his craft every
moment. And here I was going, "If you want me, I'll do it." If I were given
that role again, I wouldn't be quite so silent. I'd be a little bit more
assertive, or give it a bit more humor. Why was I so drippy? But I suppose it's
acceptable, because it could be a real person. It's not like it was bad acting,
it's like I wasn't acting at all. Just being.




KIMBERLY BECK: 


I remember taking it very seriously. And I
didn't want to see any of the other Friday the 13th movies because I
didn't want to be influenced. I remember taking it very seriously. I approached it as if I was
doing an amazing movie that was going to be seen the world over. I didn't think
of this as going to be a piece of shit horror movie. I don't think any of us
did. I think we all thought to ourselves, "I'm just going to do the best I
can." And we did.


  Ted White transformed. 


LAWRENCE
MONOSON: 


One of the most rewarding aspects of the experience was that Crispin and
I had a little subplot—I call it a little relationship. I can't believe
it, but I can remember that whole sequence in the back of the station wagon, that
"dead fuck" scene, where I'm typing on the fake computer. Crispin and I wrote
all that. Obviously Barney wrote the movie, but they really gave us a lot of
freedom to kind of expand upon the relationship of those two characters.




BARNEY
COHEN: 


OK, here's the deal. I did not want to do that "dead fuck" thing. That
was forced upon me—when Joe told me I had to write that, my mouth was open and
my jaw was on my chest. Either Scuderi, or Minasian, or Mancuso came up with
it. Sometimes things just get mandated, and you have to make them work as best
you can. This happens all the time—everybody thinks they can write. I thought
it was out of tone for the movie and dragged the movie down a little bit.
Cheapened it—that's what I think I argued about a hundred times. So I consider
it a feather in my cap that I made it work at all. 

CAMILLA
  MORE: 

To be really honest, when you're that young and ambitious, you'll do
  almost anything. I didn't want to do pornographic movies or whatever, but I
  went through the script and was shocked that every single page had another,
  more brutal murder. It did offend me. 

I think what was important was the creativity that we had with this team.
  It raises the bar if you've got people like Lawrence Monoson and Crispin
  Glover, and a cast that was inspired to try new things with the material. I believe
  that because many of our cast had been successful beforehand, there was a sense
  of, "Let's elevate this." Rather than just walk away, having taken the
  money—that's a very arrogant attitude. I don't think people in their early 20s
  have developed that cynicism yet.

CAREY MORE:



Working with Crispin Glover was like an amusement park ride. You never
knew what he was gonna do. Crispin made up that crazy dance he did during the
party scene on the spot! But while he really was eccentric, he was also very,
very gentlemanly. I am supposed to be this shy demure, kind of like wallflower,
and he's dancing so crazily, and I was watching him, alarmed. I think I pretty
much acted exactly how I was feeling, which was like, "What the flip is going
on here?" His choice of dancing crazily was a good one, because then it
completely alienated my character. He's looking at me thinking he's got the
non-goer here, so he looks over at Camilla and thinks, "She's the one I should
be with." I suppose in that way it all makes sense. But when I look at it now,
I'm like, "What a loser I was!" I became this unsexy, uninteresting person,
trying to keep up with people but not knowing how to.




LAWRENCE
MONOSON: 


I remember Crispin being quite good friends with Nicolas Cage at the
time, and I remember Crispin showing up really, really late one day, zooming up
in Nic's red Corvette. And Nic was a pretty big star already at that time. And
I just remember thinking, "Look at Crispin. Showing up late in Nic's corvette!"
There was a real kind of excitement about Crispin. 




COREY
FELDMAN: 


I loved Crispin Glover as a kid, because he had this James Dean appeal to
me. He walked around with this big trench coat, blond hair pushed over to the
side, and a menacing stare. I always thought he was so cool. He
is a genius and, at the same time, one of those eccentric artists—and somewhere
in the middle you'll find the real man. So forgive me, Crispin. I hope he isn't
going to hate me, but there was this day we were filming near Solvang. It is
this rustic, little Danish town, where they sell sauerkraut and toys of a
rustic nature. And Crispin had bought this self-operated yellow submarine with
pellets in it that could float or sink under the water. Then one day Crispin
decided to take out a canoe during lunch and test out the yellow submarine in
the lake, not thinking about the fact that this is a northern California lake,
which is murky to say the least. It was completely engrossed in swamp damage.
So Crispin takes the canoe out there but then he can't find the submarine. And
he gets very upset and distraught over this. He said, "I'm not going back to
work until you find my submarine!" So we all spent two or three hours just to
find his submarine. We had guys in full scuba gear looking for this thing that
probably cost like $3. But that's Crispin. 




FERN
CHAMPION: 


One day we were at the river shooting one of the scenes, and Lawrence
Monoson asked Crispin if he would rehearse with him. And when Crispin looks at
you, he gets those little beady eyes, you know? And he took a beat, and says to
Lawrence, "You know, I'm in a rain mood. Not gonna rehearse now." I couldn't
stop from biting the inside of my lip. To this day, neither Lawrence or I ever
understood what that meant. 




JOSEPH ZITO:



Crispin may get mad at me for saying this, but even during casting, I
knew that he would be terrific in the movie and very, very entertaining. I also
knew it would be hard because even he never knew what he would invent. We had
to shoot reasonably quickly, and Crispin would be full of discovery and I'd
want to mine those discoveries. So I talked to Frank and I said I would really,
really like to go with this guy, but don't count on it being exactly as it is
on the page. Frank weighed that and went with him anyway. I think it is very,
very good that he did. It really helped the film a lot. Crispin energized the
movie.




It became
clear to the young cast and crew of The Final Chapter that Joseph Zito's
perfectionism would come into play well beyond the casting sessions. Those who
soldiered under him came away from the experience with a range of emotions:
many positive, some mixed, and a few bordering on hostile—particularly Ted
White, a professional stuntman who became the fourth actor to win the role of
Jason Voorhees. White's relationship with Zito was, by all accounts, initially
positive; soon, however, the director's battlefield mentality and, in
particular, his "tough love" approach to his actors clashed with White, who was
already reluctant in accepting the role. The situation eventually boiled over
during one particularly long, cold, bitter night out in the hills of Hollywood
while shooting the film's most harrowing murder sequence. It would not be
pretty. 





"I wanted him to be a 35 year-old version of the kid we saw in the first film," says Tom Savini of Jason in The Final Chapter. "That's why I came back—I wanted to kill Jason personally. I gave him birth and it was up to me to get rid of him. And they paid me a fortune to do it!"


JOSEPH ZITO:



I wanted to change Jason. In a way, he was a little more humanized. He
would hide his bodies, he would move them around, he nails a kid to a wall, and
during the climax with Tommy, he listens to reason—sort of. So Jason had to
move in different ways. And since we were making a departure with the character
anyway, I thought it was important to hire a stuntman who could do that and
take direction. 


I had made a ridiculous decision during the making of The Prowler.
I thought, "The guy under the mask, what does that matter?" But I was wrong. It
is very, very important who's under that mask. On The Final Chapter, I
auditioned a number of actors for the role, but we ultimately went with a guy
who had tremendous experience as a stuntman and a double in many big Hollywood
movies. And he was way older than any of the other Jasons—I think he was in his
60s at the time. 




TED WHITE,
"Jason Voorhees": 


Before I did Jason I was a full-time stuntman. I doubled John Wayne for 40
years. I doubled Clark Gable. Those two guys kept me busy most of my career.
Then I doubled Victor Mature and Rock Hudson, and I did the "Daniel
Boone" series for six years. I was very busy. Right before The Final
Chapter, I had done a film called Romancing the Stone that Bob
Zemeckis directed. I did the opening—I'm the cowboy that walks in the hut to
get the girl. I enter through the door, silhouetted in the frame. And I can't
remember, but I think Mancini, or Mancuso—what the hell was his name?—he saw
that and said, "Find out who he is. That's the guy we want for Jason." 


It really was not a role. All I'm doing is killing and mangling these
young kids. I hate to put it this way, but it's the God's honest truth: if it
wasn't for the money, I never would have done the show. I even turned it down
originally. It was on hold six weeks. But during that time, greed just took
over and I said, "I'll do it."




TOM SAVINI,
Special Makeup Effects: 


He's a cowboy, Ted White. He would be in the parking lot, lassoing the
rearview mirrors of cars as they went by.




COREY FELDMAN:



Ted White was a Jerry Lee Lewis type dude, and that was hard for me to
relate to, 'cause I'm not a cowboy type. He was nice and kind, but distant.
You'd see him playing poker and chewing tobacco with the crew guys, but he
didn't have a lot of interaction with the cast. He stayed off in his own "Jason
world." But out of all the Friday films that I've seen, I think he did
the best job: menacing, brooding, with that stance and that walk. Silent, but
deadly.




JOAN
FREEMAN:


Ted White was a real cowboy. He used to chew tobacco, and carried around
a cup he'd spit into. It was digusting!




TED WHITE:



After I decided that I was definitely going to go ahead and do the film,
a friend of mine said, "My son has got all the tapes of the other movies." So I
went over and watched one—maybe six or seven minutes of it—and I just decided I
would do the same old walk that I normally do and not change anything. 


But I did do things that none of the other Jasons did. I never, ever,
took off my makeup while I was on the set, and I kept away from the cast and
crew completely. And by doing so, I created a little bit of a mystique. When
visitors would come onto the set, oddly enough they would not come up and talk
to me. They would walk around quite a ways away and just look. 




ERICH
ANDERSON: 


Ted hated every single aspect of it. We were all neophytes, and Ted was a
seasoned stunt professional. We made mistake after mistake, and I think that
was frustrating to Ted. Also, Joe was very demanding about what he wanted.
Then, the last 40 scenes in the movie take place at night, and in the rain. And
I don't know how many hours of makeup Ted had to go through just for the scene
where Jason takes off his mask. 




FRANK
MANCUSO, JR.: 


Personality conflicts that exist in the making of a film are like
anything else in life. So many factors can affect someone's personality, and
when you're together that many hours, that many days in a row, and then it's
late, and everyone's tired—you can't take it seriously. Plus, I never felt that
anyone was ever trying to undermine the well-being of the movie. I certainly
didn't feel that with Ted.




TED WHITE: 


I hate to tell it to you this way. Joe Zito and I, we started off pretty
good for about the first six or seven days, but after that he became kind of a
bully. And I'm not the kind of guy you can bully around. I don't like to see
people get hurt, or abused. A lot of these kids I had to physically handle—I
really had to grab 'em and do it. It just wasn't pleasant for me. I told Joe
several times, "Kiss my ass," because he treated those kids like dirt. He
really and truly did. They hired them for minimum. They got no money at all—I
think at that time it was something like $455 a day. I'm sure not all of them
had a bad experience, but it was just terrible what I had to do to them. 





The new group of vacationers arrives at Crystal Lake.


JOSEPH ZITO:



The truth of the matter is that Ted's main problem was that he was
embarrassed because of the Jason makeup. It actually made him drool—and he
didn't want to be seen drooling. It wasn't an effect. It literally was choking
him up, to have this thing on his teeth and all that. I know because Savini
told me the story, too. 


But the toughest thing on this guy, and the way we really actually could
have lost Ted, was the scene at the lake. Oh, boy.




JUDIE
ARONSON: 


We shot my death scene in a reservoir in Coldwater Canyon—in December.
They put me in a wetsuit, which went from my waist down, and then the raft had
a hole in the bottom of it. My body went up through the hole vertically, like I
was standing up—kind of floating—with my chest and my arms hanging over the
edge of the raft. Then they connected a fake back from my shoulders down. This
took hours to set up and film, from sundown until sunup. At night in L.A. it
can get down to like 40 degrees—even the crew were in parkas. And I'm a
California girl used to it always being 70 degrees. It was horrible.




TED WHITE: 


It was extremely cold. We'd gone through four or five takes, and they
weren't exactly right. Judie said, "Please, can I get out of the water?" And
Joe said, "No, we'll be with you in just a few minutes." And she said, "Please,
I'm freezing to death!" And they still said, "No." Finally, I said, "That does
it. Get the girl outta the damn water right now, or I walk. I'm not gonna put
up with this bullshit any longer. She's an 18-year-old kid and she's dying in
that water, and you're telling her no?" Well, they got her out. But from that
minute on, Joe and I never saw eye-to-eye. 




JOSEPH ZITO:



Here's the real story. The toughest thing for Ted to do was stay in the water;
he wanted to come out. He didn't want to finish the scene. Judie was cold, but
she was fine. That girl was absolutely, 100 percent naked in that raft and a
real trooper. Ted said, "Joe, I'm getting to feel cold; I'm feeling it in my
bones, I don't want to stay in here." 


It wasn't really a fight. The fight was this. I said, "You're not getting
out of that lake." Yes, I bullied him into staying in the lake, when naked
Judie was willing to stay there, and tough guy Ted wanted to get out. That's a
pisser. Ask Judie about that.




JUDIE
ARONSON: 


No, that's not true. When half of your body is in the water for that many
hours it becomes really unbearable. I cried. I tried not to. I was a little bit
delirious. I was out of my mind. I remember saying, "I can't do it anymore, I
just can't go on," and they would be like, "A little bit more, just a little
bit more." They would not let me stop, that I remember. At one point they did
take me out and heated me up, but then I had to go back in. And it was just as
miserable. It was just way too long to be outside in the water. Wetsuits don't
matter when you're in it that long and it's cold out, and the wetsuit was only
actually from the waist down, so my top part was still freezing.


I don't remember a lot about that night because I was really sick. In the
true sense of hypothermia, I lost my mind. All I remember is when it ended. I
couldn't even deal with taking my clothes off when I got home. All I could
think about is, "I need to get warm really fast." I was in college at the time
and I had a roommate, so I crawled into bed with her. We laugh about it now. I
should have gone to the hospital, but I didn't. I was sick like a dog after
that. 


In retrospect, they absolutely should have just shot it in a tank,
because during the actual shot where I die, you don't see anything around the
raft anyway. And I would not accept that now. I would walk off. But at the time
I just tried to grin and bear it. 




JOSEPH ZITO:



I'm not trying to protect the story or deny it. I just know that I was
never aware of Ted's concerns about anything but himself being too cold. He
never said anything to me. He might have had a conversation with the assistant
director. I would think as an experienced guy, it's very, very likely that he
was an advocate for Judie. But she was okay. I don't want you to think we were
completely crazy. We had professionals there—we had medical personnel and we
had divers. It wasn't just like we thought, "Hey, lets go to a freezing cold
lake and put a naked girl in it." Ted was right to be concerned, but we were
concerned, too.


The truth is, I had no social relationship with Ted. I don't remember
once talking to him outside of him being in character: "Do this" and "Stand
there." I don't remember having a single conversation with the guy.




TED WHITE:



I kept telling Joe, "You just wait, when this movie is over, I'm gonna
kick your ass." And when he yelled cut for the last time, he actually ran to
the car just to get away from me. He's lucky, because I really was going to
kick his ass. And that's the last time I saw him. 




TOM MORGA,
"Roy Stunt Double," Part V: 


I like Ted. He's been in the business for years, and he's a good actor,
done a lot of roles, and he knows how to make movies. But he is a very
opinionated guy. And a guy that, because he's done hundreds of movies, if
you're not really doing what he thinks you ought to be doing, or floundering
around on set, he doesn't have a whole lot of tolerance. I'll tell you what: I
don't know what happened on The Final Chapter, but nobody intimidates
Ted White. 





Top left: Doug (Peter Barton) and Sara (Barbara Howard) share a tender moment, one of many additional scenes shot for but deleted from the theatrical version of The Final Chapter. "You always end up shooting a longer movie, and a lot of the things get eliminated that only seem important on paper," says editor Joel Goodman. Much of this excised material, however, can be found on the film's DVD release, as well its frequent broadcast television airings—much to the chagrin of director Joseph Zito: "We, as filmmakers, are supposed to be involved with the TV versions of our films, but The Final Chapter is out there playing with scenes in it that were absolutely not ever supposed to be there. I can't even watch the TV version!"


DICK WIEAND,
"Roy," Part V: 


I remember meeting Ted, and the rest of the actors that played the early
Jasons, when we all did an episode of "Good Morning America," with Joan Lunden.
And Ted didn't have very good memories of The Final Chapter. Anyway,
when they flew us all out to L.A., I remember Ted at the airport, coming in
from New York. We were all there boarding the plane, but Ted was waiting there
because he wanted first class, and he was going to wait there until they gave
it to him. Then that night at dinner after we did the show, Ted ordered some
sort of fish entree, where they have to skin and de-bone it right in front of
you. And Ted gave this waiter such a hard time. I asked him, "Ted, we're
eating on the company tonight. Why are you giving the guy such a hard time?"
And Ted says, "Well, he doesn't have anything else to do anyway, does he?"
That's the kind of guy Ted White is. 




PETER
BARTON: 


I'll go along with backing up the Jason guy—Zito wasn't a caring kind of
individual. I'm not trying to badmouth Joe, but he was all about being hard on
Judie, because it was like, "Let's get it done." I could see Ted getting upset.
No doubt about it. To be fair to Joe, probably he just didn't know. But the
water was really cold, and unless you're in it, you don't know how painful it
is when your body starts shutting down. He should have gotten in.


We were just making a movie. I always cared about it, but I also know
that like in television, it's more a machine kind of thing—actors don't get a
lot of takes. In my experience on The Final Chapter, Joe never worked
with me. Never. And if you start caring so much about your performance, and
then they just move on, you've got to be able to let it go, otherwise you get
really angry. They couldn't care less about what the scene was about, or the
acting. Their focus was on the effects, which I don't blame them for. Whatever
came out of your mouth, it was like, "Fine, print. OK, next shot. Let's get to
the killing." 




JOEL
GOODMAN, Editor: 


I made little films in high school, but I didn't really want to go to
film school, so I went to Berkeley but then dropped out to work as an
apprentice editor for commercial house. But I always wanted to do features.
Then I cut a documentary called No Nukes, and based on that Joey Zito
gave me The Prowler. At the time of The Final Chapter, I had
never even been to Los Angeles—it was like a foreign territory. And I had no
idea how I was to go about cracking into that business. So I was thrilled to
have the opportunity, and be moving ahead for myself. 


Joe is very magnetic. He's got an intensity, and he sucks you into his
world. In an alternate universe, Joe would be a general leading people up into
some kind of bizarre battle, "We're gonna take that hill!




KIMBERLY
BECK: 


There wasn't a lot of respect for the process. People were like, "Oh,
just get the fucking thing done and shut up!" I don't want to say anything bad
about anyone because I really was grateful for the experience. I talked to Joe
a little bit about it, but then you feel kind of stupid because of the way
they're approaching it. But Joe was so sweet. He was just really, really
serious. But then, we all were. 




ERICH
ANDERSON: 


Joe's thing was that he didn't want this to come off as a cheap horror movie.
Joe wanted what he wanted, and we did it until he was happy with it. We were
supposed to shoot for 6 weeks and we shot for 12. We went way over. It was
because Joe was a perfectionist. He wasn't concerned so much with fulfilling
the needs of those paying the bills as he was determined to make a good movie.
I always admired that. And in the end—at least at that time—it was considered
the ace of that series, from a critical standpoint.




BARBARA
HOWARD: 


Joe and I—we certainly weren't close. It was not like how I've felt with
some other directors that I've worked with. I didn't leave with any sort of
relationship with him whatsoever. We had a better rapport in the audition
process—I remember him being warmer and seeming to be interested in the
character. But once we were shootingâ€¦ maybe he just felt he cast well.
Sometimes, after that, the director will just get out of your way.




BARNEY
COHEN: 


I learned a butt-load of "Zito-isms" on The Final Chapter. Like,
never audition for a job you already have. And that no matter what you're
doing, you have to work at the top of your craft. I eventually took the movie
very seriously, but I didn't start out taking it seriously. I started out
kidding and joking—being "better" than the material. And Zito kept calling me on
it. He finally said, "You're not better than this, or you would be writing
stuff that's better than this, so let's do the best we can." He was right, I
was disrespecting the material. I think what I learned most from The Final
Chapter is that no matter what it is you're doing, it is what you're
doing, so you've got to do it as good as you can. And that is in part thanks to
Joe. I still keep that close to my heart.




In the three
years between the release of Friday the 13th and pre-production on The
Final Chapter, special makeup effects wizard Tom Savini became something of
a star in his own right. Dubbed the "guru of gore" by the press, few makeup
effects artists in history remain as closely associated with the art of
gruesome, bloody effects as Savini; in fact, his illusions have been so
influential that, arguably, his is one of the most recognizable names of any
personality from the 1980's slasher era outside of, perhaps, Jamie Lee Curtis.
Savini even became a key component in the marketing campaigns of the films to
which he contributed: when a fledgling new studio called Miramax rolled out the
press junket for their 1981 Friday the 13th clone, The Burning,
they didn't bother to send any of the actors (including then-unknowns Holly
Hunter and Jason Alexander). The only star worth mentioning was Tom Savini. 





Left: Ted White, as Jason, finds his next victim—Paul (Alan Hayes) meets the receiving end of Jason's spear. Note the thin wires required to suspend the actor to achieve the effect.

ERICH
ANDERSON: 


Every time someone would ask what film I was working on and I'd say Friday
the 13th, they'd ask, "Do you know Tom Savini!?" He was the star.




JOSEPH ZITO:



It'll offend one or two, but I'll tell this story anyway. I thought it
was really important to get Tom Savini. At this point, we had done The
Prowler together and I knew how terrific Tom was. And the character of
Tommy Jarvis is definitely an homage to Tom Savini—Tommy's obsessions are Tom's
obsessions. But even more important, Tom had conceived of the look of Jason,
and as we were going for a real revelation in The Final Chapter, to
really show Jason behind the mask, I felt it was imperative for Tom to build
upon what he had created. 


Tom was not an easy sell. The studio had somebody else, a very terrific
guy, Greg Cannom, who's gone on to win Academy Awards. He's an absolutely
first-rate, class-A guy. But he wanted to redefine Jason in a completely
different way that wasn't related to the first film. He didn't want his work to
be derived from anybody else. So I thought Tom was the only way to go. 




TOM SAVINI:


I was doing a haunted house in North Carolina and got a phone call from
Joe Zito. He had the last Friday the 13th movie, and he wanted me to
work with him on it. They had been "improving" Jason—or making him more
decrepit—as the series went. I wanted the Jason of The Final Chapter to
be a 35-year-old version of the kid we saw in the original Friday the 13th.
I also wanted to kill Jason personally. I gave him birth and it was up to me to
get rid of him. That's why I came back. And they paid me a fortune to do it.


It wasn't until I got to the set that I learned that Greg Cannom had the
job first. I went and met the crew and they were terrific: Kevin Yagher, Alec
Gillis, John Vulich—they've all gone on to form their own very successful
effects companies since The Final Chapter. But it must have been a very
frustrating experience for them. They should have started working on the
effects three weeks before I got there, but they were only allowed to work on
some props and cast the head of Ted White, who played Jason. I think we worked
miracles, considering the limited time that we had.


We didn't work on a soundstage at all. Our effects workshop was in the
"war room" at Zoetrope Studios, which Francis Ford Coppola used as his
headquarters while he directed a film—where he watched a zillion TV monitors.
Zoetrope was exactly what you imagine Hollywood to be—all these people
wandering around in period costumes, fantastic wigs and makeup. Mr. T was
shooting a commercial there, Loni Anderson was doing a TV special, Kenny Rogers
and Van Halen were shooting videos—I'd be whistling "Hooray for Hollywood!"
while I worked.




JOSEPH ZITO:



Oh, it was very demented. We could have easily been arrested just for the
conversations we had about how to kill these people! The deaths in The Final
Chapter are harsher than in past Fridays, I think. That was
intentional. What's horrifying is that in real life that people don't die
quickly. It's the opposite of what I do in action films—I can't stand when
people get shot and they start dancing around like this piece of ballet, so I
try not to have that "theatre." But in scary movies, it's so much more awful
when they don't die immediately. But I find it less interesting when a film
dwells on the aftermath of death—what scares me are the things that precede the
horrific moment. I'm scared when Martin Balsam is walking up the stairs in Psycho.
Everybody thinks all we did in Friday the 13th was show every graphic
thing that occurs in a mutilation. We didn't—we showed enough. Once that moment
occurs, and once the audience has psychologically accepted it, it is not a kick
to continue to stay on that. It's more interesting to get to the next moment.




BARNEY
COHEN: 


Joe Zito is a really smart guy. One thing he said was, "If you scare
someone in a theater, that takes about three seconds. But if you creep someone
out, that lasts all night." So the goal was to create kids that were real, that
it would be a shame to see die, and truly kill 'em. 


I didn't go to Vietnam—I had been drafted, but I got lucky, and I wound
up going to Germany. But I did all the training, and I hung out with guys that
had those hollow eyes, that sense that they weren't going to make it through
the year. I remember in writing each kill that I wanted to play with that brief
moment, that look, so that nobody got killed without knowing that it was going
to happen to them first, and that they had to make some kind of peace with it.
And when I thought of that, it just gave me goosebumps. This ability to,
essentially, announce your own death and not be able to do anything about it.
Although this was something that, in all honesty, might have been the least
well-translated thing from the page to the screen.




TOM SAVINI:



When I showed up on the set, there had been a few Friday the 13th
movies in the interim, and I had done Dawn of the Dead, which was like
the ultimate effects movie going at the time. As soon as I got there the actors
were coming up to me, asking, "How am I going to die?" And the juicier the
death, the better. They just wanted to die in the most glorious ways, because,
to them, that was like their claim to fame, you know? And none of them were a
problem. If we had to cast their naked body, it was like, "Great, if it means
I'm going to have this big, bloody death!" 




COREY
FELDMAN: 


I just loved that whole experience. It was the first time I learned about
special effects and prosthetics. Tom Savini was great—a nice, down to earth
guy, and obviously a master at his craft. I specifically remember the hand
puppet I used in the scene where I'm showing off my character's makeup skills
to Erich's character—I was impressed with myself because I did all the animatronics
stuff. And after they had to make a head mold of me for the climax, and they
gave it to me afterwards. And I kept it until I lost everything, and eventually
had to sell it.





"I used to have it in my contract that I would actually direct the scenes that my effects are in because that is my magic trick," says Tom Savini. "As a magician you have to have the parts needed to make the illusion work. The reason I especially liked working with Joe Zito is because he's the kind of director that knows that these effects are magic tricks, so he'd just ask me, 'What do you need? A shot of this or a shot of that?' I don't just take over, but I do suggest camera angles, and Joe listened. And even if we might at times disagree, or if he has a different vision of the effect, he might shoot it both ways, so he could see which worked best."


TOM SAVINI:


I love that Corey's character was named Tommy,
'cause his room, with all the masks and magic tricks—that's my room when I was
his age. He's doing what I was doing then. Crewing up his friends,
cutting their throats, chopping off limbs, and sending them home with half
their hair gone or with burn makeup to freak out their parents. And all those the masks and props in that scene were
part of John Vulich's collection. We just populated the set with his stuff to
make it look like little Tommy had built it.




JOSEPH ZITO:


We tried to play with what was expected. For example, for the death of
Doug, Peter Barton's character, I wanted to go against the clichÃ© of the girl
in the shower that we all know from Psycho. Instead, it's the prettiest
guy with the most chiseled face, the most perfect face. And what does Jason do
to him? He just goes right through the glass and crushes his head against the
tile. Just smashes his face. It was sort of fun in a way—I mean, not that
smashing someone's head in the shower in real life would be fun—but in a movie
way. I also think it interested Peter Barton, the actor, not only because it
went against the clichÃ© but because, at the time, he was still going through
that teen star adulation thing.




PETER
BARTON: 


I already had been hurt on set once before, while shooting an episode of The
Powers of Matthew Starr. I fell on a magnesium flare and ended up with
third-degree burns and four operations at the hospital. So I was absolutely afraid
during my entire death scene. 




TED WHITE:



I'm sure not all of the kids had a bad experience, but it was just terrible
what I had to do to them. A lot of them I had to physically handle. I mean, it
wasn't where I could just make some motion—I really had to grab them and do it.
Like the kid in the shower, when I crushed his head into that wall. I told him,
"I have to make this look like real. I can't tap you. I've really got to push your head into the tile wall. Are you ready for that?" And he said, 'Well, I
don't know, you're an awfully big guy!" Eventually I talked to the assistant
director and we at least put a pad behind his head. But it just wasn't pleasant
for me.




JOSEPH ZITO:



People think it is all special effects, but often we are shooting these
scenes with real weapons, to ensure that the audience sees the weight of it and
feels the force of it. The cast all took it quite seriously—they played it as
if they were doing some serious drama, as if they were doing Terms of
Endearment. So they did, in fact, become those characters, and their death
scenes meant a lot to them. They were all very anxious to know how they would
get offed and yet, then they all had the strangest reactions to seeing it on
film. It's very peculiar, because you think they know precisely how it's done,
how the prosthetic pieces worked, and they were there during the filming of all
of it. But because they bought into the reality of that moment, so watching their death
scenes was very hard on some of them. 




TOM SAVINI: 


I used to have it in my contract that I would actually direct the scenes
that my effects are in because that is my magic trick. As a magician you have
to have the parts needed to make the illusion work. The
reason I especially like working with Joe Zito is because he's the kind
of director that knows that these effects are magic tricks, so he'll just ask
me, "What do you need? A shot of this or a shot of that?" I don't just take over, but I do suggest camera angles, and
Joe listens. He trusts what I say. And even if we might at times disagree, or
if he has a different vision of the effect, he might shoot it both ways, so he
can see which works best.




BARBARA
HOWARD: 


The most fun I had out of the entire time making the movie was the day I
"died." It was my last day of filming. I had come from a theatre background,
where you're so used to that team spirit, and by the time we shot my death scene
I had become good friends with much of the crew. So, as if in mourning, they
all wore black armbands. I was so touched—it was very sweet. I've never
forgotten that. 


I had two different wardrobes for that day. One was just a blue towel,
and the other one was the blue towel around this mold they made of my chest
with the ax in it. The door exploded, and then they cut to me with the ax, and
I had to drop and writhe on the floor. People ask if it is unsettling or sad to
act your own death, but I really got into it. It was just kind of fun, and I
admired the makeup artists and how they did everything. It's was a little
weird, though, to hear yourself screaming over and over. I remember by the end
of the scene all I could think was, "Is this really what I will sound like when
I'm going to die?"




LAWRENCE
MONOSON: 


I looked at it as, I'm an actor that's working on experiencing pain, and
then technically controlling my body a certain way. So when you think about it,
I'm not experiencing death, I'm experiencing life. I'm in the middle of
creating, and there's no greater lifeforce than creativity. I also remember I
was stoned. At that time, I was very, very serious. In my death scene, my
character was smoking pot, so I was really interested in, "What would it be like
to actually be stoned?" I thought, in a way, that this is the highest form of
acting because I won't be acting. So I smoked a little pot in my trailer. And
it was the worst thing that I could have possibly done. I was so paranoid. Just
freaking out on the set. I barely functioned. I was absolutely horrible. 


Once it faded away, I was like, "OK. Experiment. Failure. Never doing
that again." Who says drugs help creativity? They're wrong.




BONNIE
HELLMAN: 


If you get stabbed in the throat, that's one thing. But if you're stabbed
in the throat while eating a banana, that just takes it to a whole new level of
absurdity. When it came time to shoot my death scene, there I was sitting out
in the forest with like 50 people around me, all very serious about what they're
doing. Just to get shots of my hand squeezing a banana. And they say, "Okay, we
need quivering. We need vocal quivering. Now some small screams. Now, some big
screams. Now, a little more quivering. And don't forget, look natural!" 





"Oh, it was very demented," says director Joseph Zito of The Final Chapter's murder methods. "We could have easily been arrested for the conversations we had about how to kill these people." 


TOM SAVINI: 


There is an early scene in the morgue, with the nurse who gets stabbed in
the chest by Jason as he's holding her up in the air. We attached some tubing
to her thigh to allow the blood to trickle down one leg. Well, the tubing must
have came loose, so it became like a penis—the stream of blood came out from
right between her legs! Everyone on the set just cracked up. And they didn't
even end up using the gag in the movie. We couldn't do it over again, so
instead they just did a shot of the blood splattering on the floor. 




ERICH
ANDERSON: 


It was so cold and wet the night we filmed my death scene, where Jason
kills me in the cellar. I just wanted to get home at the end of the shoot. I
had this old Air Force parka that my father gave me to wear, and I just put it on
over my wet clothes because I was so tired. Then, here it is, six o'clock in
the morning and my car starts behaving badly, and I get pulled over—with blood
all over me. The look on that cop's face was priceless.




After three
films and nearly three dozen murders, the makers of The Final Chapter
knew that audiences would be out for blood—Jason's blood. They also knew that,
if nothing else, they had to sustain a level of intensity during the film's
climax that would top the three previous Fridays combined. But despite
having a trio of past successes and their attendant mistakes to learn from,
the filmmakers' greatest asset was also potentially their greatest liability:
audience familiarity. Now that the Friday the 13th "formula" had been
all but perfected, there was little option but to both honor the shopworn
clichÃ©s of the genre while making at least some attempt to subvert them—and all
without the crutch of self-referential irony, postmodern pastiche or, most
dangerous of all, campy humor. Perhaps the biggest challenge, however, lay in
the moment the filmmakers knew the audience had ultimately paid their money to
see: Jason's demise. It had to be grand. It had to be gory. It had to be
shocking. And it had to bring the audience to their feet. 




JOSEPH ZITO:



One thing I really struggled with, and had a number of conversations
about with key people, was that I thought we needed to keep Jason dead long
enough in the beginning of the film. I knew that anyone who was seeing The
Final Chapter had, in great likelihood, seen Part 3. So I felt that
there was no reason to go ahead and thrust our film years into the future.
Instead, I wanted it to feel as if this was all one big, continuous movie. Of
course, Jason's alive, but he's not just lying there and then suddenly turns
around and starts chasing everybody. That's the reason there is the opening
sequence to the movie that starts with the tracking shot of the helicopter. We
go through the mud with the emergency workers, finding bodies. And there is
Jason, lying there with a hockey mask on, and they throw the tarp over
him—which is ridiculous, but nonetheless, he's Jason. Then we take him to the
morgue and we hold off on the moment of him coming to life. 


I wanted people in the theater to start shouting, telling him to get up,
trying to bring him to life. In essence, making the audience co-conspirators
with the filmmakers. Because if he just gets up, the audience would groan. This
way, they would want him to get up.




JOEL
GOODMAN: 


Early on, we made a conscious effort to establish Jason as an object of
fear. We wanted to show the really awful things that this creature does so we
could give the audience a reason to be afraid of him. And it was a very
conscious decision to keep Jason in the shadows more. Because let's face it, a
bogeyman in a hockey mask is ridiculous. It's the context that makes it
frightening, and not funny. That's why the less of the guy you show, the better
off you are. If you imagine him, he's going to be scarier. 


In a way, these movies play peek-a-boo—they're going back to very primal
experiences. There's either drawn-out anticipation, or the out-of-left field
scare. We were very much aware of that when we constructed the movie. The
classic Friday the 13th dynamic is the interaction, where you want the
audience to say, "Don't go in the room!" Like the moment when the main
character, Trish, steps over Jason's supposedly lifeless body—you know he's
going to get back up to grab her. It's a horror movie staple. What we were
trying to do was not to talk down to the audience, but still do the best job
possible within the conventions of the genre. Because, really, we'd be cheating
you if we didn't give you those moments, wouldn't we?




JOSEPH ZITO:



The audience has, in these films, a very rare opportunity to be smarter
than the characters. They know that the people they are watching are
deliberately doing dumb things. But it empowers the audience. It involves them
in it. A friend of mine, who is a film director, said, "Yeah, the movie was all
right, but in that scene where Jason busts through the door, and the characters
used those little nails—that was really stupid. Why did you do that?" We made
that dumb on purpose. It's a pathetic thing for these characters to try and do,
hammering with these tiny little nails, trying to hold down this door. That was
exactly the point. We wanted the audience to think that those little nails
aren't going to keep Jason out of this house. We did that specifically so you
would feel that moment. 




KIMBERLY
BECK: 


I tried to make it as real as I could. I had to say dumb things and I had
to do dumb things, but I tried to find a reason why I was doing it, so it made
some sense. I tried to approach it realistically. I remember working with my
acting coach, finding ways that were emotionally very true for me. I figured
that this was great exercise and a great way for me to grow as an actor.


It helped that it was really miserable conditions. They'd wet me down
before every take, and I'd have to run forever in the bitter cold. So it wasn't
hard to use that anger to whack Jason over the head with a hammer.





Filming the death of Doug (Peter Barton).

COREY
FELDMAN: 


The most intense moment of the entire shoot was during the final chase
sequence, when Jason grabs me through the window. It was shot in one complete
take—a two or three page scene. Joe Zito said to me, "This dead body is going
to crash through first, and then you'll freak out, scream, move from one mark
to another, then back towards the window. And wait. Then, at some point, Jason
is going to come through the window and pick you up." So we go through the
timing of the scene. Then Joseph yells, "Action!" Kimberly Beck and I run
around, I back up to the windowâ€¦ beat, beat, beatâ€¦ andâ€¦ beat, beat, beatâ€¦ no
Jason. I'm thinking, "Oh, okay, the stunt didn't work right." And then, boom!
Jason smashes through. This huge man comes from behind me with such force and
impact that he takes me straight up seven feet in the air. And I'm only two
feet tall at this time. I was losing it. It scared the shit out of me. That
expression you see on my face was not acting, folks.




TED WHITE:



Mean little bastard! I swear, Corey was the meanest goddamn little kid I
ever dealt with. That kid irritated the hell out of me. I wanted to just grab
him and kick his ass so many times. I didn't like his mother eitherâ€¦ she was
way too spacey, didn't seem to give a shit. 


The first assistant director came to me and said, "You know what? That
little shit is gonna be expecting you. You've gotta scare the hell out of him."
So that's what I did. I waited a little longer than I was supposed to, and just
when he thought I wasn't coming, I burst through, and grabbed him and shook him
as hard as I could. Scared the living hell out of him! 




ERICH
ANDERSON: 


Kimberly was such a trooper. If anyone had a right to complain, it was
her. But she never really did. She never really lost it. Adrenaline keeps you
going. For me, it was my first movie—I wasn't going to give up. And I don't
know if it was because I didn't know enough to ask, or I was too dumb to
remember to, but I didn't read the script cover to cover until after I got the
job. It was only then that I realized that like the last 40 scenes take place
in "Night—Rain." And this is in December! Plus, to maintain continuity, you
have to be wet all the time. Kimberly and I were drenched through the entire
thing. I remember a sprayer on me constantly, just hosing me down all the time.





BARNEY
COHEN: 


I think the scariest movie I ever saw was JAWS, but the creepiest
movie I ever saw was ALIEN. Because when you left you just wanted to go
home and take a bath or something. That's the kind of atmosphere that we tried
to create with The Final Chapter. So we used the same device—we used
water. And water is horrible for low-budget filmmaking. Not only do you have to
pay for the rain machine, but after every take you've got to blow-dry the
actors and give them fresh outfits, only to go back out in the rain and do it
all over again. It's very, very time-consuming. 


I had written in the original script that it would start raining about
halfway through the movie, and stay wet until the very end. Everybody said,
"Oh, it's going to cost another million dollars to make it wet!" But Joe really
fought for it, to his credit. His argument was that in the same way that the
Nostromo in ALIEN drips water constantly, so should our Friday. 




JOSEPH ZITO:



Particularly with the first Friday the 13th, it had a certain
visual reality to it. The natural way the actors played their roles, and the
way Adrienne King played the lead—you really felt for her and cared for her—you
felt as if you were almost watching a quasi-documentary. And it was very
unusual for a film like Friday the 13th to be in movie theatres. You saw
slick Hollywood movies in movie theatres, you didn't see anything that looked like
that, except maybe in the B-movie days of the 1950s. It made you lean forward
and pay attention, because you were seeing something special, something more
real and that defied a convention. 


I knew with The Final Chapter that it was too late to go back to
that. I could only try to at least protect the moments that felt like the first
film, to strive to protect that feeling, even though I couldn't retain that
visual look. But we still wanted to show you something that you wouldn't
normally see in your local theater. In other movies, you don't see a death
scene like Jason's. You don't see a naked girl in a raft with a machete coming
out of her back. You just didn't see the stuff that we did.




ERICH
ANDERSON: 


When I got the part, I didn't know anything about the mythology of the
series. Culturally I wasn't in tune with what was going on. Casting director
Pamela Basker said to me, "This is what happens. You won't know this until you
see the movie with an audience, but it's all these dumb kids who are obsessed
with sex, getting killed one by one. And when they die, the audience cheers. So
you know what would be a good task for you, Erich? If when you die, nobody
cheers." So that was how I approached the role from the beginning. 


Consequently, in my death scene, I thought it was the stupidest thing you
could ever say in that situation: "He's killing me!" Come on! But it just
seemed natural in the moment, and it also seemed horrible. Suddenly, it didn't
make Jason such an iconic figure. If he's just slaughtering dumb kids that's one
thing, but killing a guy who's trying to avenge the death of his sister and two
other completely innocent people? I think Joe knew that, too, and it raised the
rest of the film to an entirely new level of terror, because all that's left is
Kimberly and the little kid. 




JOSEPH ZITO:



Erich was an actor I didn't know before. I discovered him in casting. His
was a very important character for me, mostly because of that one scene. I've
read fan reviews that have attacked the moment where Rob is in the basement,
and he's saying, "He's killing me! He's killing me!" They say it's silly. But
it actually came out of something I read in the newspaper. A horrible story
about a guy being stabbed repeatedly in a street in New York City. The guy was
screaming, "Please stop hurting me, please stop killing me." And people could
hear the attack, yet no one called the police. The story was about how tragic
that was, and it is. But I focused on a different aspect, that he was speaking
to the assailant as he was being murdered. That there they were in
conversation—this horrible, shrill conversation. 





"It was really miserable conditions," says actress Kimberly Beck. "They'd wet me down before every take, and I'd have to run forever in the bitter cold. So it wasn't hard to use that anger to whack Jason over the head with a hammer." 


BARNEY
COHEN: 


Kids having fun with these movies—that was a phenomenon that I hadn't
seen before. Joe said to me, "I'd like to ratchet up the intelligence of this
talking to the screen business. People usually talk to the screen because
someone is doing something stupid, but here, let's give the audience two
reasonable choices on the screen." That was typified by the scene after Rob is
killed, where Trish can either run outside or back down into the basement. Both
choices make sense, and both of them don't make sense, so what you have is a
situation where some kids in the audience are yelling for one choice, and some
kids are yelling for the other choice, and you have a debate going. Scenes like
that were a lot of fun to construct. And I've always remembered that elsewhere in
my career—to try to give the audience choices.




JOEL
GOODMAN: 


In a way, it's funny how, even back then, there was a conscious,
self-referential thing going on. Which of course, with Scream, has
become increasingly overt. But with the early Friday the 13th movies,
there is just a little bit of it—they played out a formula and referenced other
horror pictures of the time, and it is a little tongue-in-cheek, because at a
certain point and on an intellectual level, it's silly. Yet on a visceral
level, somehow there's a reason why it works




JOSEPH ZITO:



An extraordinary and rare thing had to happen in that scene, too. Trish
knows, and we know, that Jason is in the house. In spite of this Rob goes down
to get whatever it is he's dropped, and Jason attacks him. The horrible moment
is that we've been setting Rob up as Trish's love interest, and now she's at
the top of the stairs, and he's at the bottom. He's screaming, "He's killing
me! He's killing me!" And she wants to assist but what can she do? It is a
moment that is so scary—you'd want to save your boyfriend or your girlfriend,
but you also want to save your own ass. Then we had her do an unusual thing. In
most movies and even in real life, people run away. And she does run away, but
she also feels guilty so then she comes back. For me, that was a really
interesting moment dramatically, and for the characters. It manipulated the
audience. They start screaming at her, "Don't go down there!" This is something
I suggested had to be constructed at the initial screenplay stage, that we had
to intentionally create this moment.




ERICH
ANDERSON: 


There's a shot in that scene where I have to pull my knife out of my
boot. So every time we'd do another take, I had to put the knife back in my
boot too. And I don't know what kind of idiot thing I was thinking, but I
wanted it to look real, so I had a real knife. And because my hand was shaking
so much from the cold, the last take we shot, I missed my boot and it went
right into my ankle. But I didn't tell anybody until after we finished
shooting, and I ended up with nine stitches in my ankle from the knife wound.




JOSEPH ZITO:



The hardest thing about that whole sequence was getting the shot where the dog jumps
out the window—that was a nearly impossible thing to accomplish! And it had
been a big issue. There was a giant struggle when the script was being written
as to whether Jason just sort of grabbed the dog and tossed him out the window,
or the dog saw something and jumped out the window on his own. As it is now in
the film, it is ambiguous. There was also the question about whether we should
have added a shot of the dog running off, that he's safe. But I wasn't afraid,
in a movie where a bunch of teenagers are getting killed, to have a scene where
a dog gets killed, too. I thought that was OK, while other people thought it
wasn't a good thing to do. Eventually, we had a movie stunt dog—if there is
such a thing—that could jump through a pane of glass. So the shot is in there. 




BARNEY
COHEN: 


Fans have always asked me about the ending of The Final Chapter,
when Tommy wears the bald cap and is telling Jason, "Remember, Jason,
remember!" Well, what he is supposed to remember is the image of the actual Jason,
in the water, from the first movie. I don't know why, it just seemed like the
right thing to do. If you go back to the moment of death, it comes for Jason,
too.


One of the things I argued with Joe about was that it's no fun to kill a
monster unless the monster understands his mortality. And so, at the end, one
of the things that I wanted to do, that we couldn't do, was that Jason reaches
out for Trish's breast. He doesn't actually touch it, but he's at a calm
moment, and you can read that Jason is getting another idea here, that finally
there's something better than killing. Jason has a thought in his head that
isn't murderous, it's actually amorous. And it's at that moment that he can be
killed. It was a softening of Jason, like that scene in Frankenstein
with the little girl at the well. In that moment Jason is no longer a
monster—he's almost human—and where his killing almost becomes sympathetic.




JOSEPH ZITO:



I originally wanted Corey Feldman to really shave his head for the
climax, but his guardians were worried because the television pilot season was
coming up and he wouldn't be able to get any roles in television if he was
bald. I even said to Corey, "I'll shave my head if you shave your head, how's
that?" He thought that was cool, but they still wouldn't let him do it. 




COREY
FELDMAN: 


The most horrifying experience for me on the film was when we were doing
the climactic scene. I was wearing this bald cap every day for like two weeks.
And because of that, I got very, very ill—your body temperature rises when you
cut off the circulation to your brain. I got sicker and sicker, temperature
rising to a 101 or 102 degree fever. I remember dreading having to complete
that final scene because it was so much work. I was so tired. I had black
circles around my eyes from the makeup, but a lot of that was real. That shot
where you see me killing Jason—that is really me thinking of Joe Zito, "Die!
Die!"





Top right: Makeup effects artist John Vulich (left) applies a touch-up to actor Erich Anderson during the filming of his character Rob's death scene. The grisly results provided an unexpectedly humorous antecedent for Anderson. "It was so cold and wet the night we filmed the scene where Jason kills me in the cellar. I had this old Air Force parka that my father gave me to wear, and I just put it on over my wet clothes because I was so tired and just wanted to get home. Then, here it is, six o'clock in the morning and my car starts behaving badly, and I get pulled over—with blood all over me. The look on that cop's face was priceless."


TOM SAVINI:



The script had Tommy Jarvis splitting Jason's head open with a machete. I
didn't particularly want to do that for Jason's death, so I was trying to think
of something better. I thought that Tommy, being an inventor and a special
effects kid, perhaps he took a microwave oven apart. He got the shooter and put
a reflector behind it, with a variable control on the voltage that goes from
one to 10. Then, early in the film, when he's showing off his roomful of
effects for Rob, he puts it on one and melts a toy soldier. Then, at the end,
he could grab this thing and point it at Jason's head. He turns it up to 10 and
cooks Jason's head from the inside, and it explodes. I had to sell this on the
phone to the money guys. They said it was logical, but they wanted to stick to
the Friday the 13th formula, which is killing naked teenagers in the
woods with household implements. And I'm thinking, "Well, a microwave is a
household implement!" But I guess it was too sci-fi for them. 


Then one day, one of my assistants, John Vulich, was goofing around in
the shop and took a machete we had put in a zombie's head in Dawn of the
Dead. He said, "Why don't we kill Jason with this?" So I thought, "Yeah,
that's what we'll do. We'll have Tommy smack Jason in the head with a machete,
do a reverse shot of the blade going in, and then go a step further—let's have
Jason fall to his knees and slide down the blade." That's what we subsequently
pitched to the producers, and that's what they decided to go with. And that,
really, is the ultimate death now for Jason.




Principal
photography on Friday the 13th â€“ The Final Chapter was completed in
January 1984. Paramount Pictures had originally intended to open the film in
October of that year, but after early footage was screened by an enthusiastic
Frank Mancuso, Sr. and a window of opportunity presented itself in the studio's
spring lineup, The Final Chapter suddenly had a new release date—a full
six months ahead of schedule. Post-production would become a madcap marathon.
During the process, the film would see a number of scenes hit the cutting room
(which, much to the chagrin of its director, still show up regularly in
television airings) and a retooled ending. There was also the matter of getting
the film past the MPAA ratings board. As had become the norm for the series,
Hollywood's watchdogs were only too happy to make the filmmakers' job as
difficult as they could.




JOSEPH ZITO:



I was basically going into The Final Chapter with the studio
telling me in advance, "We're just making another one and we don't quite
believe in this, and we're going to throw it out there." It ended up being a
very different experience than what the studio started out thinking. Frank
Mancuso, Sr. came out and said, "Look, I believe you cannot hit this date, but
we have a window of availability in April"—which is like six weeks away! "Now,
you have to tell me whether you can get the film ready by that date or not.
There can be no mistakes, because we're going to release this in a
1,000-plus theaters and we cannot have 1,600 dark screens." I said, "I think
I can hit it." Frank said, "No, you cannot think you can hit it—you have to
tell me that you absolutely can." I said, "I had an editorial service on The
Prowler. If you let me bring my editors, I can construct something with
teams of editors and we can meet that date." Frank agreed, but then he said,
"We're going to do it in the following way: forget where you live—we're going
to rent a house in Malibu for you, and you're going to move into that house.
And Frank, Jr. will move into that house, and all your editors and their
assistants and their apprentices will move into that house. Food will be
brought in for you. You will never leave until the film is ready to be
screened." So I said, "Malibu? This really is Hollywood!" Of course, being
Hollywood, it was a slight lie. It wasn't Malibu, it was Zuma Beach. But it was
still pretty cool. 




JOEL
GOODMAN: 


It was Animal House. It became like basic training. The theory was
that we were going to make a maximum effort to get it done on schedule. I
always got into the machismo of "work 'til you drop," and Joe has this inexhaustible
supply of energy. So then you get a couple guys together in a house and it
becomes kind of a macho thing of who can work faster, and who can stay up
later.




JOSEPH ZITO:



We literally had apprentices sleeping in the garage. We were editing around
the clock. You heard screams coming out of that house all day and all night.
And there was no digital. This was all editing machines, all film. The house
was just full of film.




JOEL
GOODMAN:


It was liberating like a horrible schedule can be liberating—you're
simply forced to do it in a certain time frame. Each scene would get massaged
so it would have maximum impact. Editing is an instinctive thing—you're feeling
your way through the material, as if you're the audience. These types of films
are made from the gut. And the style of any movie is the product of the period
you're in. I did look at the other three Friday the 13ths, the Halloween
movies, and similar pictures. But I don't think ours moved as slow as the
previous ones. If anything, I learned when to be slow and when to be fast—which
parts need to be drawn out for suspense, and which need to be tighter. And
looking back at it today, some of the scenes I think really have held up
well—there's a contrast of pace to ours more than the earlier Fridays.




HARRY
MANFREDINI, Composer: 


The Final Chapter was the most fun I've ever had making a movie.
It was just a riot. Craziness. There were four or five guys editing and we were
trying to cut music in this house in Malibu. All the music was newly recorded.
There were elements that were similar, but nothing that was just lifted and put
in. It got to the point where the editors and I would be working with Frank Jr.
behind us, looking over our shoulders. It was also a panic because they were up
against the MPAA, who would only screen one reel at a time. It was insane.





Corey Feldman becomes Tommy Jarvis. 

JOSEPH ZITO:



You finish a picture and the MPAA looks at it. And they come back with
some report that they're appalled. Then there's some serious negotiation
process, which is such a mercurial thing, because you go to them and say, "How
many frames should I cut from this?" and they're not allowed to tell you what
to do. They're not allowed to be editors. They can only say "in the aggregate,
we find this offensive." 


The MPAA knows the practicalities of the business. They know you have a
release date, and they're not going to take a major company down and not have
the film ready. On the other hand, they're trying to pressure you to cut
something, but they can't be specific. So it might be that you take a frame
out, then you show it to them another time, and another time, and another time,
and you negotiate into a position that finally everybody agrees to.


I absolutely believe a single frame makes a difference in how you
perceive something, emotionally. It really changes how you feel about it. And
you can take three frames out of an effect scene and have it work differently
for you, and in fact three frames too many can have it stop working for you,
too.




JOEL
GOODMAN: 


We had to go back and trim things three or four times. It became a mutual
wearing-down. And I think that overdoing the gore in The Final Chapter
was always part of the plan. You certainly don't censor yourself in the
beginning, because you know somebody else is going to be ready to do that for
you.


I thought Tom Savini's stuff was amazing in this one. It's totally
horrifying. When I watched the movie again recently, I found myself squirming
at some of the really gory stuff. I was having the audience reaction, but I
don't think that happens at all while you're working on it—when you see footage
with a slate at the beginning of it, you know what you're looking at isn't
real. So it does become a bit abstracted. "Is this too gory? Can we get away
with this?" 




TOM SAVINI:



The effects in The Final Chapter were very quick. They were almost
registered subliminally. Which was great, because Jason's death was so long and
protracted, that it came as more of a shock. When that happened, you could see
the whole audience shift backwards in their seats, as if they were being
sprayed with blood themselves.




COREY
FELDMAN: 


There was some serious gore involved. Not to say it isn't gory in the
final version, but when we shot the scene where I slice Jason's head with the
machete, I just remember thinking, "That is the most awful thing I've ever
seen!" The blade going up and down inside his skull, his eyes going up and
downâ€¦ I was like, "Um, OK, enough. I think you got that, Joseph!"




TOM SAVINI:



It was a fully articulated, mechanical Jason, for the moment when he
slides down the machete, because you could never do that with a real person.
All the expressions were cable controlled—the eyebrows moving, the nose
twitching and the mouth gyrating. We even had a guy inside Jason's head with a
tongue on his finger, wiggling it out of Jason's mouth.


We ended up shooting I don't know how many takes of his body sliding down
that machete, different versions because of the ratings board. The machete was
actually on a track inside the head. We also had the top of the head on a
mechanism that would twist as if it was being sliced off. We did a number of
takes of that, too. Finally, the last take was the one with all the blood,
although in the finished film, we had to use a "clean" shot with only a bit of
blood in the cutaway.




BARBARA
HOWARD: 


The editor told me that because my character was so likable, that when I
died—the writhing and moaning on the floor—it was going to get the film an X
rating. So they shortened that. I guess I was too sympathetic of a character to
see in that much agony. 




JOSEPH ZITO:



A number of the effect shots were cut back, some of them more than
others. I think some even benefited, really, which is a rare thing, and some of
them were hurt. But we were trying to protect the ending. The end of the movie
plays very close to the way we wanted it to play. You do really see the machete
enter Jason's head, you do see him slide down on the machete. That was pretty
extreme for the time—you would not likely see that in a commercially released
movie today. It was an accomplishment.




BARNEY
COHEN: 


One of the things we originally had talked about doing was to flash back
a lot to the original Friday the 13th. But we never did. That's why,
instead, there is that montage at the beginning, before the opening credits, that
recaps all the earlier films. 




JOEL
GOODMAN: 


I always felt that was a really smart idea. And then we could also open
the film proper with that long crane shot with the helicopter, and the
locations from Part 3—with this huge production value. It was to suck
the audience in, that they're going to watch a "real movie" and that they are
in good hands. 





"It was a fully articulated, mechanical Jason, for the moment when he slides down the machete, because you could never do that with a real person," says Tom Savini of devising the mechanics of Jason's demise. "All the expressions were cable controlled—the eyebrows moving, the nose twitching and the mouth gyrating. We even had a guy inside Jason's head with a tongue on his finger, wiggling it out of Jason's mouth."


JOAN
FREEMAN: 


There was one scene we shot, my death scene, that didn't end up in the
movie. I'm discovered in a bathtub by Kimberly, fully clothed, just lying dead
face-up underneath the water. We also shot another scene, which was supposed to
be the original ending of the movie. My eyes are all nightmarish, and I rise up
out of the bathtub at Kimberly, as if I'm not really dead. Then it turns out to
be a dream. I even had a "death mask" made by Tom Savini.




JOSEPH ZITO:



When Trish finds her mother, I felt we already knew Mrs. Jarvis was dead,
so why show it? And the dream sequence of Mrs. Jarvis rising out of the
bathtub—that came from Phil Scuderi and Frank Mancuso, Jr. The ending of the
original Friday the 13th, with Jason lunging out of the lake, had been
very effective. Phil wanted another scene like it. And what we shot with Mrs.
Jarvis was quite scary—she had on white contact lenses on and almost exploded
out of the tub like a monster. But I just didn't feel like it added to the
film.




DANIEL
FARRANDS, Documentarian:


In 2008, I directed a retrospective on the Friday the 13th series called His Name Was Jason. I loved the initial idea behind the documentary, but as a huge Jason fan, due to a number of factors I felt like it just didn't hit the mark or really tell the story I wanted to tell. Then, in one of those weird synchronicity things that happens in life, a good friend of mine, Geoff Garrett, who worked for Sean Cunningham and Crystal Lake Entertainment at the time of Jason X and remains a successful producer in his own right, was working out of a production office right up the hall from a guy named Tim King, who had been contracted by Paramount Home Entertainment to produce the new DVD deluxe editions of the Friday the 13th films. His company had already produced the deluxe editions of the first three films around the same time we were in production on His Name Was Jason. So, Geoff, being the astute producer he is, put two-and-two together, and it wasn't difficult for him to say to Tim, "Dan is producing this new documentary on Friday the 13th; you guys should get in touch." So he did. Initially, Tim was looking for people from the series that he could connect with and interview for the new bonus features, so it was easy for me to give him a couple of names. I guess my good nature or good will paid off, because when it came time to do the DVDs for the remaining Paramount Friday films Tim almost abashedly said, "Look, I don't know if I should ask, but would you be interested in coming on board and producing them? I really want someone who understands these movies." I didn't even have to think twice about it; I was in. So I immediately wrangled my partner in crime, Andrew Kasch, to serve as the editor of all the bonus materials and we got right to work.

The reality is that back when the Friday movies were first being made in the early 1980s, home video was just getting started so no one had the foresight to think that all this extra film was going to be of any use in the future. DVD hadn't even been dreamt of yet, so unfortunately a lot of the footage from some of the earlier Friday films was either lost or, sadly, especially in the case of Part VII, destroyed. So we told Paramount that we needed every single frame from these movies that was still available, and they literally sent us any scrap of Jason film that they still had in their vaults. Boxes were being delivered to me and Andrew for weeks on end, and we pored through every single second of it. We were like a couple of kids in a candy store.

The Final Chapter is almost everyone's favorite of the sequels because it's so well-made. Since it was the first of the deluxe editions we were assigned to work on, we just knew we were going to have to really deliver the goods for this one. We worked closely with director Joe Zito and screenwriter Barney Cohen on the commentary. It was fun to get them in the room together to hear all their thoughts and memories on the making of the film. And with all of the footage that Paramount was sending us, we were jumping up and down. There were probably I think somewhere along the lines of 50 to 60 boxes containing tiny rolls of processed negative. We didn't even have a proper 35mm viewer to view them on. It was just Andrew and I holding these film strips up to a light source and unrolling them by hand with gloves on and being as careful as we could to preserve them. They're 25 years old! You don't want to damage this stuff. But it was like a treasure trove. They were mostly just dailies, stuff that was never cut into the final film. It was not like we took a finished workprint of the film and chopped up the pieces of the excised gore scenes and then put them on a reel. This was slow, painstaking work. But we were so excited, especially Andrew who did the bulk of the searching through this stuff; he would often call me in the middle of the night and say, "I found all the takes from Crispin Glover's dance scene! I found all the angles they shot of Judie Aronson's death scene!"

The one scene that I personally felt was the Holy Grail was the lost ending of The Final Chapter. I remember reading about it in Fangoria when I was a kid—this scene where Trish discovers her dead mother in the bathtub. Little by little we found the scene, but it was all over the place—just a few shots here, a few shots there—just a series of raw dailies, but eventually we found all of the pieces of film that comprised the scene. Andrew had his work cut out for him in putting it in some kind of order. We worked closely with Joseph to put it all together and to see what he thought. It was important to me to cut the scene together the way the director envisioned it, even though it was a quarter century later! Joe was fantastic and gave us tremendous input. And although the original dialogue and sound elements couldn't be located, Kimberly Beck was gracious enough to provide a narration track over snippets of Harry Manfredini's original score. Finding and putting together the original ending was such an amazing thing to be a part of, just as a fan. And, especially since it's one of my favorite films in the series, I'm particularly proud of the work we did on The Final Chapter.




JOEL
GOODMAN: 


Someone once said that films aren't finished, they're abandoned. There's
truth in that. And The Final Chapter wasn't previewed, which can be a
double-edged sword. On one hand, there's always something to be learned when
you screen a movie for an audience. On the other hand, you may not always take
away the right information from the reaction, so it can be liberating not to
preview. This was also before the massive marketing and focus grouping of the
world. You always end up shooting a longer movie than the final cut. That's
part of the process, and it's not something you should short circuit.


I remember one sequence where Rob had all this techie equipment and he
was laying it out to make a trap, and to monitor Jason's whereabouts—that was
totally eliminated because it just didn't seem to further the story. It didn't
add to the suspense. It wasn't like he caught Jason with that equipment—I think
it either needed to be where he had trapped Jason with it, or another character
got caught in it so there's some ironic angle to it. 


There were also many more shots that tied the two main houses in the
movie together. Joe had those houses in the movie built so that they would be
in physical proximity to each other. But we gradually kept whittling those
shots down because they just seemed to be occupying time and not really
furthering the story. The pacing dragged. Eventually we were about to remove
the last of these shots and Joe says, "We have to keep these two houses
together! I made such a fuss that they had to build a second house." So a few
remain in the film; now, rather than cutting from one person leaving one house
and walking to the other, they are connected by a single pan, in one shot. 





"We ended up shooting I don't know how many takes of his body sliding down that machete, different versions because of the ratings board," remembers Tom Savini of The Final Chapter's most crowd-pleasing moment. "The machete was actually on a track inside the head. We also had the top of the head on a mechanism that would twist as if it was being sliced off. We did a number of takes of that, too. Finally, the last take was the one with all the blood, although in the finished film, we had to use a 'clean' shot with only a bit of blood in the cutaway."


JOSEPH ZITO:


The Final Chapter is still out there on TV, playing with scenes in
it that were absolutely not ever supposed to be there. You always end up
shooting a longer movie, and a lot of the things get eliminated that only seem
important on paper. We, as filmmakers, are supposed to be involved with the TV
versions of our films—I can't even watch the TV version.




With Jason's
gory demise left intact, Friday the 13th â€“ The Final Chapter debuted on
Friday, April 13, 1984, slashing its way onto 1,594 screens across North
America. The advertisements promised, "This Is The One You've Been Screaming
For!" and audiences agreed. The film grossed $11.2 million in its first three
days, setting an opening weekend record—not only for the franchise, but for
Paramount Pictures. Not yet jaded by the concept of never-ending sequels, fans
turned out in droves, propelling the film's final box office gross to $32.9
million, making it the most commercially successful sequel behind Part 3.
Jason, it seemed, had taken his final bow and left the stage on a high note. 


Reviews were, predictably, negative. Though no attempt was made by the
filmmakers to hide the fact that their movie was anything but a deliberate and
deliciously manipulative thrill ride—albeit one crafted with care for its
target audience—the majority of critical sentiment was pure venom, tempered
only by a relief that the series had finally come to an end (or so they hoped).
There were a few brief nods of praise, however backhanded, most famously from
Janet Maslin in The New York Times: "While not exactly an actors'
picture, The Final Chapter takes pains to make its characters a little
more personable than the horror-movie norm. This is unfortunate, since there is
nothing to do during the second half of the film but watch them die." Maslin's
views, perhaps not so coincidentally, were shared by some of the film's cast,
who strove so passionately to elevate the material they had been given and were
now seeing themselves on the silver screen, some for the very first time. But
whatever virtues The Final Chapter may possess, it is still most widely remembered
by fans as the first Friday the 13th that promised to be the last. And
wasn't. 




BARNEY
COHEN: 


I tried to go out to see the film on its opening night. I went with my
wife to a theatre on the Upper West Side in New York but we couldn't get in because
it was sold out. So we went to another theater, and it was also sold out. So I
said, "Let's go across town to the East Side, where they don't like movies like
this." And we went, but we still couldn't get in—it was sold out again.
So we just went home, and I remember thinking, "I think this movie's going to
be a hit." 




JOEL
GOODMAN: 


As a guy was leaving the theater, I asked him, "How'd you like the
movie?" He said, "It's gonna scare the shit out of you!" For a
movie like this, that's better than a glowing review in The New York Times.



FRANK
MANCUSO, JR.: 


To be honest, the audience for these movies rarely decided to go or not
based on reviews. Critics, in a room by themselves, they are not going to enjoy
these movies. I always thought that unless you saw it in a theatre and
experienced the carnival-like atmosphere that surrounded them, you couldn't
really comment. That's why so many reviewers came down so harshly on the Friday
the 13th movies, because they were looking at it in a context that I don't think
was reasonable. These films were designed to create a thrill ride that allowed
you to work out your demons in an environment that was ostensibly safe. They
weren't meant to be thought upon in the same way that Citizen Kane was.
Had critics gone into a theatre with a real audience, they might have had a
different take, or at least seen what they did for an audience. That can't be
ignored.


I think it depends on your relationship to cinema. What's unfortunate is
that it's inevitable that someone will come to a specific genre of movie with
their own likes and dislikes. It seems to me that people who like these types
of movies deserve a reviewer who looks at it as, "If you like this kind of
stuff, this one's worth checking out." And I'm not just talking about Friday
the 13th. People who hate stupid comedies should not be reviewing a Zucker
Brothers movie. The Zucker Brothers could have made the greatest Zucker
Brothers movie of all time, and these critics would still hate it anyway. 


LAWRENCE
MONOSON: 


I went opening night on Hollywood Boulevard to see the audience reaction
to the film. I did not have a good experience. I found the thirst for and love
of the violence to be disturbing. The energy in the theater was frightening. I
was like, "Oh, my God, what have I done?" I didn't feel physically unsafe, but
I certainly wasn't going to hang around and let people know I was in the film.
I'm just not a big fan of that sort of low, shocker-based, angry energy.


I imagine it's a release for some people. I don't think it's the
healthiest way to release anger and fear and what have you, but it is a
way. You're dealing with simple structures and archetypes. It's storytelling,
and storytelling is based in ancient mythology. Certainly Friday the 13th
is not the highest example of mythology, but it is mythic. 




ERICH
ANDERSON: 


I first saw it at a cast and crew screening in Westwood. I invited my
parents to see it. They were horrified. And when the experience was over, I
thought it was reprehensible. I thought we were completely irresponsible to
make a film like this. Then I saw it again with a paying audience. All my
friends came, and I'd say that 14 of them were back out in the lobby after the
first 20 minutes of the picture. This was just not part of their culture. They
were disgusted and they left—"Thanks for inviting me, Erich!" But I sat there
and watched the thing with an audience, and these people were having the
greatest time. They were running up and down the aisles, talking back at the
screen and making fun of everybody. And it was only then that I got it. 


I also learned that the camera adds 10 pounds. After the movie was over,
I was standing in the lobby, and this group of kids behind me goes, "That's the
guy! That's the guy in the movie!" And this girl goes, "No, the guy in the
movie was fat!" So any kind of ego boost I might have gotten was completely
destroyed.





From left: Domestic one-sheet; domestic video poster; United Kingdom one-sheet (sans knife).


BONNIE
HELLMAN: 


I went to the theater to see it and all I could think was, "God, my head
is so big!" My head was like the whole screen.




CRISPIN
GLOVER: 


I've always been glad to be able to work. I aspire to try to do things
that I like, but there are certain films that I really am proud of, and then
certain films that I'm just glad I did it because I was continuing my career.
But I don't regret any of the films that I've done in my career. And I
certainly don't regret The Final Chapter.




CAMILLA
MORE: 


I never went to see it. I was kind of selfish—I just used it for what I
wanted it for, to have something else to put on my resume. I could take out the
love scene and put it on my reel, and now suddenly I have a scene with Crispin
Glover. That's what actors do, they build up—these little vignettes lead into
bigger things. It was only Carey and my dad that went to the opening. He was in
New York at the time. And the theatre was just loaded with teenagers, and they
were all cheering and crying when people died. It was very, very exciting. 


Now, years later, I've finally seen the movie, and it's one death after
another. To the point where it's really not terribly scary—I think that things
have got so much more sophisticated in terms of the horror content. I did feel
in our Friday that the quality of acting was above the others. Any good
notices the film got I would like to think was a kind of begrudging acknowledgement
that there was some sort of talent in this schlocky movie.




CAREY MORE:



I don't think I thought much of it, either. And right after The Final
Chapter, Camilla and I got this great movie to do in France called Le
Jumeau, which is "The Twin." We played these American heiresses, so it was
all very luxurious. We lived in Paris for a year filming that, wearing Chanel
and it was really fabulous. So when The Final Chapter came out, we
probably were already gone and on to other things.




JUDIE
ARONSON:


I saw it in a regular movie theater. I brought my mother, and she
screamed at the screen when I died. All I remember is being really embarrassed.




BARBARA
HOWARD: 


My sister went to Times Square to see it first, and she said it was so
weird—everyone was screaming and cheering, even when people died. And she was
point to the screen, "That's my sister!" Then my mom and dad went to a movie
theatre to see it, and they were like the only adults there. They said it was
like nothing they had ever done before. I never could have gone to see it with
my parents, if only because of the sex parts. But at least I bring my family
new experiences! 




TED WHITE:



We were about two days from being finished on the show, and the producers
called me into the office and said, "Ted, how would you like to have your name
listed in the credits?" I said, "I don't want my name on it. Just put Jason as
'Jason.'" Well, Mancuso heard that and started to give me a fit. I said, "Don't
say one word to me, you little bastard. It's my name, and if I don't want it on
this piece of shit, it's not going to be on it." And from that day to this,
he's never spoken to me. And I've seen him several times since.




FRANK
MANCUSO, JR.: 


I like Ted. I certainly don't have any hard feelings toward him. To be
honest, whoever is playing Jason—it isn't like Tom Cruise. If they take their
name off a movie, it doesn't mean anything to anyone, except maybe Ted. Maybe
it was his statement about whatever he was never comfortable with about the
role. But the movie turned out well and that's all that matters.




TOM SAVINI:



The last day of filming The Final Chapter was the opening scene,
where the police arrive and Jason's body is lying there. There was a moment
after we finished the final shot, where Joe Zito said, "Jason's gone. He's
dead." Then, after a long pause. Frank Mancuso said, "Yeah—it feels kinda odd
to know he's really gone. Jason is dead, and Mrs. Voorhees is dead, and we've
seen the last Friday the 13th." And I think, at the time, they really
did believe it.




ERICH
ANDERSON: 


Whenever people ask me which Friday the 13th I was in, and I say The
Final Chapter, they all howl.




FRANK
MANCUSO, JR.: 


Out of all the Friday the 13th films, I like The Final Chapter
the best. I felt comfortable, creatively, with it as the end of the series. I
really thought it was going to be the last. But because of the film's success,
it did go on, and that was the motivation of Paramount. That's when I stepped
back, as far as being involved with the series as intimately. And after that, for
me personally it was never quite the same again.




JOSEPH ZITO:



Today, the Friday the 13th pictures are watched alone or with a
few friends on video, but a really interesting thing happens inside a movie
theater with a thousand people—you can feel the collective audience
identification shifting. It's almost like a horror film taking place inside the
audience where they are identifying with a character, but if the character then
turns them off in some way, they slide and start identifying with Jason. He becomes
a hero and a villain. That really is the art of constructing one of these
things. And it's not happening by accident. Part of the job of directing such a
movie is figuring out how to get the audience into a space where they
experience it in a way that's fun and entertaining and not black, dark and
depressing experience. I think that is probably the one point that was missed
the most by critics of these films. You have to have a sense of humor about
reviews. It's only important that the movie work for the person prepared to buy
a ticket to go see it. It's not important that it works for somebody who never
in a million years would find themselves in that movie theater if they weren't
paid to write about it.


What also happens with a film like Friday the 13th, which has been
so sequelized, is that the stakes keep changing. The audience is going in with
a certain psychological mindset, and if you want to make this latest entry
engaging or surprising in any way at all, you still have to also somehow
respect that dynamic and expectation. Anyone who makes a film like this has to
be aware that that is going to happen, and try to manipulate that so that it
works for you.


I remember going to the Lone State Theatre in New York, which back then
had like a thousand seats. It's a strange experience for a director. You stand
in the back of a theater and you see a thousand people making a lot of noise.
And at the end, they all rise to their feet, dancing around in the aisles as
Corey is killing this guy. It's like a rock concert. And they're all
silhouetted against a white screen. That image burns into your brain, seeing
them there with their hands in the air, cheering the death of Jason. If
anything, The Final Chapter taught me the power that a single movie
image can have.





5. Repetition




It
is hard to pinpoint the exact moment when a series of motion pictures becomes
more than the sum of its parts. For Friday
the 13th, that moment may have been when its popularity insisted that it
outlast its own self-generated demise. Few modern movie franchises can commit
suicide and live to tell the tale, and no one, not even the most diehard fans
of the series, expected another sequel after The Final Chapter. And had
there never been another Friday the 13th, it would have been a perfectly
respectable end, both creatively and commercially, to a storyline that
detractors complained was already so thin that it could hardly support one
movie, let alone a series of them. Jason was dead and gone, and there seemed
few potential avenues left to explore that could legitimately sustain a
long-term, aesthetically valid franchise. Of course, the prospect of wringing a
few more bucks from one of their least expensive—and, dollar for dollar, most
profitable—investments was difficult for Paramount to ignore. The surprise this
time, however, was that the critics were not alone in having had their fill of
all things Jason. Frank Mancuso, Jr. had surmised that the public's appetite
for Friday the 13th had been sufficiently satiated by The Final
Chapter, and the young producer was eager to at last graduate from the
series that launched his career to bigger and better opportunities. Â Â Â Â Â Â Â Â Â  


For the second time in the series' history, Friday the 13th was creatively rudderless, a ship
without a captain. But once again the uncredited—yet always omnipresent—specter
of Phil Scuderi would save the day. Just as Scuderi had stepped in to shape Part
2 after the departure of Sean Cunningham, so too would he serve as the
surrogate stepfather to the inevitable Part V—aptly (and some would
argue nauseatingly) subtitled A New Beginning—while a reluctant Frank
Mancuso, Jr. opted to take a more hands-off role as an executive producer.
Scuderi would both select a new director, one considerably removed from the
sensibilities of mainstream Hollywood, and a new script that dared to do the
unthinkable: it didn't bring back Jason. One of the most controversial chapters
in the history of Friday the 13th was about to unfold.




FRANK
MANCUSO, SR., Chairman & CEO, Paramount Pictures:


It was our sincere intent for The Final Chapter
to be the last film in the series. And then, of course, it had this huge
opening success, and we had to rethink it all. This was a bottom line-based
reality. Quite simply, the public still wanted to see these films. So until
they really stopped coming, why not continue to make more? And sure enough,
they're still coming to see them today. And how many years has it been? 25? 




FRANK
MANCUSO, JR., Executive Producer: 


I was done on The Final Chapter. I really was.
Because I probably took the hardest hit. I can't speak for anyone connected
with the first movie, but my feeling was that after Part 2, if somebody
had issues with Friday the 13th, more often than not it would be my name
they used. And even though you have supporters telling you, "Fuck those guys!"
it ain't their name in the paper. They're not the face being associated with
all of this. 


However, I had this peculiar situation because my
father was at Paramount, and Phil Scuderi and the guys from Boston only knew me
and really only wanted to deal with me. So I said, "Let me be the point person
for what I would call larger-scale decisions. I'm not going to micromanage this
thing. I'm not going to be on set every day. However, I'll make sure the movie
comes in when it's supposed to, and for the right amount." That became
my approach. I would call it more of an executive producer's series of
functions for Part V, VI, VII and VIII. I would
meet with people, talk to Phil about directors, and approve the cast and the storyline
and some of the more significant effects. And then I sort of gazed at it from
afar. I certainly wasn't involved with any particular level of intimacy, other
than when I really wanted to be. 




TIM
SILVER, Producer: 


I had been working on some Afterschool Specials for
the ABC network, and one of the producers, Ken Wiederhorn, had directed
something called Meatballs 2, which was overseen by Frank Mancuso, Sr.
It was Ken who invited me to meet Frank Jr. about Part V. I'm not even sure if I'd
seen any of the Friday movies, but I knew of the series. 


I was originally hired as production manager. It was
only once the film was pretty much put together, maybe a couple weeks before we
started shooting, that Frank Jr. got the opportunity to produce The Two
Jakes, with Robert Towne directing. So he called me into his office and
asked me if I wanted to produce Part V. I said, "Sure. How much more are
you going to pay me?" And Frank says, "Nothing." But it was still a good deal
so I said yes.


By the time I came onboard Part V, it was
pretty clear, in talking to Frank and watching him work, that he needed to
break free of Friday the 13th. I barely see myself as the producer of
the picture. From a creative standpoint, Frank really controlled the film and
is largely responsible for the success of the series. The supervision of the
script, the casting, the shootingâ€¦ as purely a businessman who is responsible
for seeing the Friday the 13th success continued, Frank was able to do
it in the bat of an eye.




JOSEPH
ZITO, Director, The Final Chapter: 


I had a lot of license on The Final Chapter
because it was my impression that there was never going to be another Friday
the 13th. And that was a mixed blessing. On the one hand, it was gonna be
known as the last one, and I had an obligation to the fans to not disappoint
them with a cheat of an ending. But on the other hand, I thought if I could
leave it open somehow, maybe Paramount would change its mind and make some
more. 


I didn't have this conversation with the studio, but
the idea was to have Tommy Jarvis give that off-kilter look at the end, so that
maybe that could help create a Part V, VI and VII. I
thought—naively, I might add—"Well, if they get another sequel they're really
going to win big, and maybe they'll ask me to do more films, or it will be good
for my career." And what did the studio say? Basically, "Thanks." No more than
that. Still, keeping it open-ended was great. It worked out, didn't it? So it's
fine.





Director Danny Steinmann (left) coaches child actor Shavar Ross on the set of Friday the 13th Part V: A New Beginning. Steinmann would come to be known for his intensity on set.


BARNEY
COHEN, Screenwriter, The Final Chapter:


It was obvious, once Frank Mancuso, Sr. saw the
dailies of what Joe Zito was doing, that Frank didn't want it to be The
Final Chapter. We always assumed that the Tommy character would be the next
Jason. What was strange, though, is that in Part V, they didn't take it
all the way. Joe and I weren't talking to anybody at the studio by that time
anyway, but we just assumed it really would be Tommy as the killer.




TIM
SILVER: 


Martin Kitrosser had written a draft of what would
become the basis for Part V before Danny Steinmann arrived, one that had
originated back for one of the other sequels, I think it was Part 3. The
screenplay had come to Frank from our partners on the East Coast, and it wasn't
going to work for various reasons. Many things in the script would not have
made it onto the screen for release—the violence, for one, tended to be of a
nature that would have likely gotten an X rating. So Danny hired a writer
friend of his, the late David Cohen, and they rewrote the entire thing.




DANNY
STEINMANN, Director & Co-Screenwriter: 


I wrote and directed a movie called The Unseen.
I didn't get to do a cut of the movie because they wanted to get it out right
away, so I took my name off of it. What was released was a bastardized version
of my film—it wasn't my vision at all. Then I ended up doing Savage Streets,
a teen street gang picture with Linda Blair. We ran into budget problems about
three weeks into shooting, and the producers had to raise more money to keep
the movie going. They ultimately had to show some early cut footage to entice
potential investors, which is how I met Phil Scuderi and Steve Minasian. They
ended up passing on Savage Streets, but said I should call them as soon
as I was done working on the film. They told me to come up to Boston and meet
with them. There, they offered me a two-picture deal: the next Friday the
13th, and what would have been a sequel to The Last House on the Left.



I had only seen the first Friday the 13th at
that point, but I accepted their offer immediately. I was given almost total
creative freedom. The only things I had to do had come from Scuderi. I had to
deliver a shock, scare or kill every seven or eight minutes—preferably a kill.
Most importantly, I was to turn Tommy into Jason. And that was not a suggestion—it
was an order.






FRANK
MANCUSO, JR.: 


Part of the difficulty of any particular series of
films, especially something like Friday the 13th, is that you cannot
realistically progress the plot. You can't take it into a different realm.
Otherwise, you're flying in the face of what the people want. The reason The
Final Chapter was the end of it for me was because if I was to stay
intimately involved, they would have had to radically change the formula—I was
getting bored to tears.


The way Phil worked is that he'd say, "Oh, this guy's
a good guy—let him do this next time." That's how I got my shot. Martin
Kitrosser was the script supervisor on the first one, a good script supervisor,
and he made a couple changes to the scripts that we liked, so he eventually
wrote the third one with his wife, Carol Watson. So Martin was somebody who
Scuderi knew and talked to and exchanged ideas with about Part V. And at
that point, I was more of a custodian than anything else. I just wanted to make
sure the films got done, that Paramount got what they wanted out of the movie.
I thought, quite frankly, that it was time for other people to bring their
passion to it, because I felt like I was getting totally stale on new ideas and
other ways to invigorate the series. Phil was passionate about Martin's concept
for Part V, so it would not be reasonable for me, now that I decided to
take a backseat aside from a few suggestions here and there, to then start
vetoing everybody's script ideas. If everybody involved really felt like this
could work, then great.




While
few would likely call A New Beginning
a character study, it does make a sincere attempt to explore the mind and
madness of Tommy Jarvis. The Friday the 13th films have always centered
around a single protagonist, usually a female, but Part V made a
considerable departure from the established formula by making its lead
character a male. As the story begins, five years have passed since the events
of The Final Chapter, with Tommy no longer a child but a young man. Due
to the age and unavailability of Corey Feldman, who had quickly become one of
the most in-demand child performers of the 1980s, a new actor was needed to
take on the role. The script also relocated Tommy to a half-way house—in the
woods, of course—populated by at-risk teens with "emotional problems" ranging
from unexplained speech impediments to undiagnosed nymphomania to mental
retardation to an unhealthy fixation on chocolate bars. This required a new
batch of young actors to portray, if no less a diverse ensemble of modern
teenagers, then certainly a quirkier one. Part V also introduced a much
more colorful array of adult characters than had been seen in previous Fridays—cops,
caretakers and bona fide crazies who would populate the fictional community
surrounding Pinehurst Sanitarium. Because in this installment, the ancillary characters
would function not only as potential victims, but as suspects—with one of them
ultimately being revealed as the "new Jason." Borrowing a cue from the
original Friday the 13th, the identity of Part V's evildoer
was—until the final reel—to remain a mystery.


A New Beginning would be the last Friday the
13th film to shoot on the West Coast, and casting sessions would begin in
late August 1984. In order to maintain the secrecy of the film's storyline—and
more importantly avoid the ire of the local unions—the film was given a
befitting code name: "Repetition."





A tale of two Tommys: Corey Feldman (left) makes a cameo as Young Tommy; John Shepherd stars as Tommy five years later.


DANNY
STEINMANN: 


When I got the film, they had a storyline with Jason
dead. They'd gotten rid of their Darth Vader, which I thought was a big
mistake. So I felt that Part V should be Tommy's story. His
hallucinations, his ordeals, his trying to fight back the rage to kill. He's
still plagued by the memories of Jason. Whether it's the real Jason or not
would be the focus. Who is doing the killing? And for what reason? It would be
a departure from the other Friday the 13th films. We'd concentrate on
one character, Tommy Jarvis, who we are not too sure of—we don't know whether
to sympathize with him, or fear him. The character of Tommy changed quite a bit
from the original draft. Originally, they had Tommy talking a lot. I didn't
want him to talk at all, so I cut back on most of his dialogue. During casting,
we were panic stricken. Everything hinged around this kid being sensitive and
believable. I went through 50 Tommys before we found John Shepherd. 




JOHN
SHEPHERD, "Tommy Jarvis": 


When I was 9
years old, I saw a Disney movie called Toby Tyler, with Kevin Corcocan,
about a kid who runs away and joins a circus. I said, "I can do that." A week
later, they had tryouts at the Glen Ellen Children's Theatre for a play of Toby
Tyler. And I said, "I'm going to get that part." And I did. Then it was like,
"I'm going to be an actor. I'm going to be on TV. I'm going to be famous." I
truly believed it. 


Around 1984, I had just graduated from UCLA and had
worked my way through by acting. I was taking some English classes, studying
Shakespeare, meeting actors like Tim Robbins and Lance Guest. I was living down
in Venice at the time, and I got this call to go on an audition for a film called
"Repetition." My agent said, "It's a lead role, but it doesn't have too many
lines." I read the character breakdown and I thought it was so cool. And I had
also been studying with Strasberg, and I realized that because the parts I was
playing were always "boy next door" and "the good son," I really needed to go
against type. 


When I went to the audition, I came in sweats and a
heavy coat. And I ran I think 10 flights of stairs. I would run up and down
this fire escape until they called my name. Then when I went into the reading,
I took off my jacket and just started sweating. I didn't look at them. I didn't
talk to them. I was just really intense. I was very method. I could tell I
struck something. Danny was really into it.




DANNY
STEINMANN:


It went right up until the last day before we started
filming to find John. Certainly he was unique portraying Tommy. His preparation
and delivery always surprised me—he could have had a successful career as an
actor, though chose a different course. But if we had gone with the Tommy we
were about to settle on, the picture would have been unreleasable.




JOHN
SHEPHERD:


I remember then finding out it was a Friday the
13th and being really disappointed. I just thought, "Oh, gosh! I always
swore I'd never do a horror film. I'm supposed to be the next Johnny Whitaker!"
Plus, I was counseling kids at a church up in Los Angeles. I had all these moms
who were going to freak out if they saw my picture in the paper with a machete.
And that's exactly what happened. There were some spiritual overtones in that
movie that disturbed me. Friday the 13th is basically a morality tale.
Like in Rocky, where Rocky reaches down deep within himself and finds
the strength to overcome. A person of faith learns that if you reach down deep
enough, you'll find that you're bankrupt and you have to look outside, and
that's where God is. That's the problem I had with the violence. Its worldview
conflicted with mine, although I didn't have a big problem with it in concept,
because it was a morality tale. Somebody takes their clothes off—you get
killed. You smoke dope—you get killed. Tommy was simply a guy caught in the
crossfire. 


Then I talked to a good buddy of mine, a seminary
student at the time. He said, "You're an actor, and in this role, I don't see
that you have to do anything that compromises who you are. Sure, it's a horror
film, it's a Friday the 13th, but everybody knows what it is. It's not
like you're sneaking some secret worldview in, trying to convert people to some
strange thing. It's a rollercoaster ride. And you're the good guy! You kill
Jason at the end!" So I think I rationalized it. The reason I found I could do
the film was because evil was punished. Mercilessly and graphically. I wouldn't
have a problem with that or nudity in a script that ultimately had a redemptive
worldview. Part V, it really did speak to me. Tommy really was this
isolated guy who is caught in this world with all these kids partying, and this
demon is haunting him. For me, I was really doing Boo Radley. 




DANNY
STEINMANN: 


Casting Tommy had been a very difficult and
time-consuming process. But for the lead role of Pam, the moment Melanie
Kinnaman came in to read, I knew she would be perfect. Tough and beautiful. She
was extraordinary in her audition. I asked her to react to an imaginary beast
about to tear her into pieces. Her horrific screams, tears running down her
face, and helpless pleas scared everyone in the room. She immediately got the
part. She was my only choice, from day one.





Melanie Kinnaman stars as Pam Roberts.


MELANIE
KINNAMAN, "Pam": 


I had done a film
called Thunder Alley a few months before A New Beginning. That
was my first interesting role in a feature film—I played a drugged-out model
who was shooting people up. After that I was going out for a few things, and
that's when the audition for "Repetition" came up. They told me it was a Friday
the 13th right at the second audition. I did initially have reservations.
But I talked to my agent about it. It was the lead, there were no nude scenes,
and it really was a good role with a lot of dialogue—although most of that
eventually got cut anyway. I also knew nothing about the series. I think I saw
the first one way back when it came out and didn't think about it again. Never
into them. But I had the same agent as Kimberly Beck, so I went and saw The
Final Chapter, and that geared me up to do this one. 


In my first
audition I did a couple of dialogue scenes. I met Danny Steinmann, and Frank
Mancuso, Jr. was there, too. Then they had me come back for a second audition,
and the final thing they had me do was improvise being attacked and murdered.
So I went outside the room, and Danny and Frank were waiting for me to come
back in. Then I kicked the door open—just kicked it wide open—and did the
scene. And their eyes bulged out of their heads. Danny just said, "Cut!" It was
wild. Then Frank said, "Can you go in the bathroom and wash your face? Because
I don't like your makeup, and since you've been crying a lot, you don't look
that good." I thought that was unusual, but I was in the throws of the character
so I didn't care. I went into the ladies room, took that horrible stuff off of
my eyes and went back in there, and Frank just looked at me and said, "OK." 


I didn't know if
that "OK" was good or bad, and I've never had any audition where I was asked to
wash my face before. But I felt good about what I did. And after I got home,
just a couple of hours later they called and said I had it. 




SHAVAR
ROSS, "Reggie": 


I was about 14 years old. I was doing Diff'rent
Strokes. I worked a lot around that time. And back then, Friday the 13th
was hot. I remember auditioning for Danny Steinmann. And going in with
Miguel Nunez, who played my brother, and a lot of different actors, to see how
we worked together, and then they asked me which one I liked the best.


The only funny thing was that, while my parents didn't
mind me doing it, they would only allow me to sign on as long as they took out
all the curse words. That's why, throughout the movie, instead of "Fuckin' A!",
I said, "Freakin' A!"




TIFFANY
HELM, "Violet": 


My mom, Brooke Bundy, was an actress. So, while I
wanted to have a career with a little more substance, life kind of took me in
the direction of acting. Nothing was said about the film being a Friday the
13th—I thought the reason being that if the potential cast members knew
they were going to be involved in such a money making venue, they would ask for
a better contract. It was not until we were cast that the real name of the
project was even revealed. But I was happy to be working.


I thought that Violet was pretty bad-assed. I just
hoped that I would have some input on her style, as Hollywood had no concept of
what the alternative crowd was doing at the time—this was before pink hair and
tattoos were in vogue. And I always had a good bond with the wardrobe
department when I worked, so we went out and shopped together. A lot of the
clothes were already mine, and the hair I had done before I even read for the
part. Siouxsie Sioux was my female idol at the time, so I tried to use some of
her makeup as suggestions.




JULIETTE
CUMMINS, "Robin": 


I was an Olympic gymnast for 14 years, but then
the United States boycotted the games in 1980. It was difficult, because then I
had to sit out another four years, and by that time I would have been 16 years
old. So I decided to get out, and that's when I began to pursue acting. 


When I got the script, I loved the fact that it was a
Jason movie. All I knew about my character was that I had to be "difficult."
Which wasn't too hard—I had my own little demons inside. And when you're
casting, especially a film like this, it is about the whole group, that
everybody fits together. Tiffany and I looked different—maybe that's why they
cast us together.




DOMINICK
BRASCIA, "Joey": 


My agent called, I read the script, and I liked it.
But I almost didn't get the role initially because when I met with Fern
Champion and Pamela Basker, who were casting it, they wanted me to play it one
way and I disagreed. Their way was more stereotypical—I wanted Joey to be more
real and not such a clichÃ©d "slow" person. But when I met with Danny Steinmann
and told him how I thought Joey should be, he agreed. And I got the part. 




DEBISUE
VOORHEES, "Tina": 


Voorhees is my real last name. It really is. And one
of the casting folks knew that with a name like Voorhees she had to at least
see me. But the part of Tina was already cast. It was one of those funny
Hollywood stories where the director saw me after the producer had already
picked somebody, and then he saw me and decided that he had to jump up and down
and say, "I really want you to see this woman." Danny Steinmann said I was the
only woman that auditioned who understood that when Tina, in the script, curses
at her guy, when she says "fuck you," she's actually flirting with him. She's
not mad. All the other actresses who auditioned, they would get angry. But I
flirted. And I got the part.





Meet the inmates of Pinehurst Sanitarium. From left: Juliette Cummins as Robin, Jerry Pavlon as Jake, Richard Young as Dr. Letter, DebiSue Voorhees as Tina, Tiffany Helm as Violet, Shavar Ross as Reggie, and Vernon Washington as Grandpa.


JERRY
PAVLON, "Jake": 


I was afraid of doing it. I scare very easily and I
don't like horror pictures. I had never even seen a Friday the 13th film
in its entirety. So I didn't know how real it was going to be to me. Being an
actor on the set and having to deal with blood and being killed—I felt
sensitive to it. And I continue, to this day, to be very sensitive to violence
in pictures. The last thing like that I saw was Goodfellas, and I was
looking under cars on my way out of the theater and wondering how the hell I'd
get home safely. I'm just very affected by stuff like that. 


But the other problematic issue for me, personally, in
doing the film was that I have a sister who's a feminist scholar, who brought
me up very well in thinking about patriarchy and sexism. So here is this
opportunity to do a picture that is viewed rather famously as misogynist, and
equating sex with death, and selling itself on bloody breasts and all that
stuff. I had a long series of conversations with her, and we both decided that,
"Hey, I'm an actor. It's an opportunity. Make the best of it. Bring something
to the picture in a positive way." Of course, then I thought, "Yeah, right. I'll
be around big bloody breasts, but that's a nice ideal."




BOB
DESIMONE, "Billy": 


My brother, Tom DeSimone, being a director—he made Hell
Night and Reform School Girls—he put me in a few of his movies.
Small bit parts, nothing much. That's how I met Danny Steinmann. I played the
teacher in Savage Streets, and then he grabbed me real quick. Danny told
me, "I'd like to have my own group of actors that I can always count on." 


At the time, there was a whole segment of actors and
filmmakers who were working in Hollywood but still kind of outside. I can only
relate it to the music industry. When you're just starting out, you'll play a
wedding or a wake—anything, just to play. It is not that we wanted to be in
those B or even C movies. It was just a chance to get a credit. And I think we
all knew that, once you're into a part 3, 4 or 5, whether it was a Friday
the 13th or anything else, it already has its own niche and that's where it
was gonna stay. It is not going to take off and be another Exorcist or
whatever. All you hoped for back then was a piece of film that you could put on
your reel. 


I think it was the same thing with the directors. I
don't think Danny wanted to be a B-movie horror director. I know my brother
didn't. But he did what they gave him.




COREY
PARKER, "Pete": 


I was in New York and then I came out to L.A. I didn't
have a car—I stayed with a friend and he would drive me to auditions. When I
got A New Beginning, I had only done a couple of little things in New
York. This was definitely bigger than anything I had done. And I was ecstatic—I
was an actor and I had a job! Even if it was just for one night, and all I did
was die.




MIGUEL
A. NUNEZ, JR., "Demon": 


Part V was
one of my very first jobs. And I was absolutely terrified. I was totally green.
I didn't know anything. But Danny was awesome, right from the audition. He let
me make up my character's whole look myself. I did it all. I created all my
hair, my clothes. I really took Demon seriously—I thought that if his father
didn't want to see him, he had to be "out there," in order to make his father
not want to hang out with him. Danny loved that. 




DANNY
STEINMANN: 


Miguel Nunez came to the audition dressed and coiffed
the way you see him in the film. He is a remarkably talented actor, but I think
he'd be an even better comedian. He's always "on." You unleash him,
and step back. Like Carol Locatell. Carol is just about the most inventive
actor I've worked with. She created her character from scratch. In the middle
of quite a few takes, I had to yell cut, because the crew, including myself,
could not contain our laughter. When Carol was on a roll, you stepped back and
let her go. And Ron Sloan, playing her son, was a perfect foil for her. They
made a hell of a team. 




CAROL
LOCATELL, "Ethel Hubbard": 


I played a flower
in a school play when I was 6 years old, and thought it was wonderful. I always wanted
to act, though my mother kept telling me that, of course, everybody wants to
act and you'll grow out of it. She wanted me to be a pharmacist. But I never grew
out of it.


My agent called and said, "We have an appointment for
you for this thing called 'Repetition,' but it's really Friday the 13th."
And I went, "Get out of here. Why?" Because it was never my favorite genre.
Truthfully, I thought, "Gee, how much social value is there in this?" Then I
read the sides, and I thought it was all just kind of hilarious. And I knew I
would have such a good time with the character.


There's an idealism when you start out acting,
especially if you start in college and you're doing Ibsen and Shakespeare. And
then you're doing Friday the 13th. But I loved that youthful
exuberance—that was wonderful. The whole shoot, my character is kind of
separate from everything, except for that one scene with all the kids and the
sheriff, where I'm on a motorcycle or something. And all the kids, they were
just so delighted to be working. Everybody loved everybody. Everybody was
having a good time. That's how I remember it. 





Crystal Lake locals: Carol Locatell (left) as Ethel Hubbard; Ron Sloan as Junior Hubbard (with John Shepherd); and Vernon Washington as Grandpa.


RON
SLOAN, "Junior Hubbard":


I was drawn to acting while working as a "page"—a
glorified usher—in Hollywood. I started landing extra work and bit parts, and
starting in 1975, I worked on all the Norman Lear sitcoms, like All in the
Family, Diff'rent Strokes, Maude and Facts of Life. By the early '80s I
had success in TV commercials, and though most of my experience didn't come
from feature films, many TV commercials were directed by top "film" directors.
So I was very fortunate to be a "working actor" by the time A New
Beginning rolled around. 


Right before Part V, I was performing a five-minute showcase
scene twice a week at the Fountain Theatre in Hollywood, and Pamela Basker and
Fern Champion attended one of them. Afterwards, they asked if I could improvise
a "hillybilly, good ol' boy"-type who was a little demented, and that's where
"Junior Hubbard" was born. I had so much fun improvising that night. Not long
after that I had my first callback with Fern and Pamela, and then another with
Danny Steinmann. I had him laughing his ass off in no time—the
weirder I was, the harder he laughed. And when the audition was over, Danny
shook my hand and said, "You're a really fun man! I'm looking forward to
working with you." I left with a smile. I knew the part was mine!




DANNY
STEINMANN:


I was more than pleased with the entire
cast, with few exceptions. Almost everyone brought something extra that helped
enhance their characters. I was able to give small suggestions and was rewarded
with solid performances. Shavar Ross was the perfect Reggie. Great actor and
such a sweet kid. Juliette Cummins, Tiffany Helm and DebiSue Voorhees all
nailed their parts and were a joy to be around. I was very pleased with Jerry
Pavlon—a fine actor and a sweet guy. Dominick Brascia and Bob DeSimone could
not have performed better. And Marco St. John, who played the sheriff, and the
head of the halfway house, Richard Young, were pros. 




DICK
WIEAND, "Roy": 


I had been out in
Los Angeles for a little while, done some television, done a couple of movies,
then Fern Champion and Pamela Basker talked to my agent about Part V and
I got the interview. And with Fern and Pamela, you felt that they weren't going
to get you into something really raunchy or that's going to hurt you or your
career. And I needed a job—I was a nobody.


I auditioned for Danny Steinmann and Frank Mancuso,
Jr. I had to read the scene where Roy discovers his son—or who we will discover is
his son—has been murdered, and he pulls the blanket over the body. It was all
about making a transition from knowing that my son had died, discovering him,
and then kind of going a little bonkers, which is what Roy does when he becomes
"Jason." I even had to cry. All because of the "twists and turns" in the
script. They said they couldn't just have a stuntman with a machete going
around lopping off breasts. It required more than that. They needed an "actor."


I never saw a
finished script, and usually that's the first thing they send. I didn't even
know what it was a Friday the 13th—even after I accepted the part, I
didn't know what it was. All Fern and Pamela said about the role was, "All the
children will love you."




Principal
photography on A New Beginning
began in early September, 1984, in Camarillo, California, and in and around the
rambling orange groves of Thousand Oaks. Part V boasts the largest cast of
any Friday film up until that time—and certainly the most varied in
terms of age, ability, temperament and attitude. Some of them came for the
paycheck. Some as a lark. Some wanted to gain experience and hone their craft.
While others freely admit they just came to party. It was a markedly distinct
and disparate batch of personalities that, as the first few weeks of daylight
filming progressed, often mirrored the madness that was happening on camera—and
the looming tensions going on behind it. 




FRANK
MANCUSO, JR.: 


We started creating fake titles for the Friday
movies around Part 3. Most of the time they were old David Bowie song
titles—just innocuous enough that the unions would leave you alone. Because a
union was far less likely to go out and try to bust a movie called "Crystal
Japan" than they were Friday the 13th Part 3. They knew that the
train went back to Paramount and they knew the Friday the 13th films
were successful, so they would come at you much harder. As for "Repetition," I
just thought it was a funny joke. 




RON
SLOAN:


I accepted the role of Junior Hubbard in a movie
called "Repetition." And it was a closed set, so I didn't know, nor did most of
us know, that we were actually in a Friday movie. Then the stuntman who
played "Jason," Tom Morga, walked by the cast on the first day of shooting, in
full costume and in character, and just stopped and looked at each one of us.
Only then did we realize it. We all got excited, yelling and laughing— "We're
in a Friday the 13th!"




TIM
SILVER: 


We actually spent a little more money than we wanted
to on Part V. The budget was a little over $2 million—less than The
Final Chapter, where they had helicopters a lot more than we did. I don't
even think they intended to spend that much on that picture, but Joe Zito had
the capability to push for that. I even actually ended up housing the crew in a
Motel 6 when we were out at that house—and I'm pleased I still remained
friendly with most of the crew after putting them up in such a cheap place!


Budget limitations played a very big part in how we
selected the locations. We wanted to limit the company and not move around a
lot, so we wanted to find a farmhouse and a barn that's production-friendly and
that's fairly close. In fact, we tried to go a little further from L.A., but it
became too big of an issue. Eventually, we found the farmhouse location out in
Thousand Oaks, and we shot in a hospital that had been shut down.





Tiffany Helm's photo album. Clockwise from top left: Tiffany Helm (right) and Juliette Cummins sport their best '80s fashions; Cummins and Helm flank producer Timothy Silver; Director of photography Stephen Posey (left) and director Danny Steinmann with Helm; Steinmann takes a break between setups with the crew; Jerry Pavlon shows off a mean machete wound; and Cummins takes the director's chair. 

STEPHEN
POSEY, Director of Photography: 


We shot in Camarillo and everybody lived in Hollywood or
on the West Side. And because of the hours we were shooting, we were going to
work at four o'clock in the afternoon and driving home from work at seven
o'clock in the morning. And because it's L.A., we were in rush hour traffic all
the time. So it would take us like two hours just to get to and from work. So
we said right away, "This is too much! We want to be put up in Camarillo."
Because we knew we'd burn out—you can't do that. But of course they didn't want
to pay for it. And that was one of the few times that Frank Jr. came out on the
set. And he finally did agree and put us up in the hotel.




CAROL
LOCATELL: 


You want to know how cheap it was? There was so little
make-up—they just put some base on me, and that was it. I looked at myself and
I thought, "No! I wouldn't look this neat and clean." So I went out to the road
and picked up some dirt and just smudged it all over my face and my neck. That
was my makeup! I even ended up wearing the wig that I auditioned in. I had just
done Sharky's Machine, and Burt Reynolds had given me this wig as a
gift. So I plopped that thing on my head, pulled my hair up inside it, and went
in. And the make-up person, I remember really vividly, she said, "We'll have to
keep the wig in case we need to do any retakes, but I'll give it back to you."
And I'm still waiting.




MELANIE
KINNAMAN:


Frank Mancuso, Jr.
picked my wardrobe, which was atrocious. Horrible. I was in giant clothing; big
giant pants and this shirt that opens and an ugly sweater. At least get clothes
that fit! But at the time I was nice about it. I said to the wardrobe
girl, "Can we do something about this?" And she said, "No, just wear it." I
said, "But the character wouldn't wear this." She was like 21 years old and was
clueless about fashion—she had me in all these funky jewelry, and that thick
eye shadow. Frank was sitting right there, and he said, "I don't want you
looking sexy." The point was, they didn't want me looking good until they hosed
me down. Which I guess was smart, because I did only good in the rain because,
finally, the makeup was toned down and I had normal hair.




JULIETTE
CUMMINS: 


When I did Psycho III it was a studio movie
with a big lot and a big crew and my own dressing room. You're treated like a
queen. On Part V, I had to share a dressing room and it didn't seem like
a big-budget movie at all, because all our shoots were on location and it was
sparse. A few trucks—10, maybe. Most movies have 20. Granted, I'd never done
anything prior to Friday, so it still seemed like a "real movie" to me.
And even though people were often tired and tempers flew between the crew
sometimes, I don't remember ever not wanting be on set. Everyone was so helpful
about what to do. We were so young. Sometimes, we didn't even know where to
stand.




TIFFANY
HELM: 


I was already a troubled teen, so I didn't need to do
any prep work for my role. Well, I wasn't a teenager anymore by that point, but
I had been such a good girl as a teen that when I hit my 20s I became a
bit of a rebellious hellion. To be honest, at the time, partying was my
priority. All of us cast did quickly form our own little "cliques." The only
people I ended up really hanging out with were Juliette, Jerry and a couple of
the crew people. I was really more interested in going out, so I was lucky to
be working at all. 




RON
SLOAN:


For me, the vibe was great. One of the funniest
memories I had was in the first days of shooting, and meeting all the cast
members, with everyone asking each other the same question, "How do you
die?" Then shortly after the first week, we started to ask each other,
"Do you get killed today?" By then you definitely didn't want to die,
because it meant the fun, and the job, was ending.




DICK
WIEAND:


It was a strange shoot for me. The kids were in their
own little camp. I spent most of my time in my trailer. There was nobody to
have fun with, there was nobody to joke around with. I thought, "Maybe it's the
character and they don't want to be around me." I still don't know. Nobody was
friendly. And because we shot most of it in Thousand Oaks, they would have us
all meet in one place, and put us all in a big truck so we would ride back and
forth to and from the set. Then I remember I drove out myself for the night
shoots, because they didn't even bother to pick me up after that. 





The death of Joey proved to be a tense on-set moment for actor Dominick Brascia. "I kept asking the actor who was going to kill me to let me check his ax, because the real one and the fake one looked so alike," laughs Brascia. "I was scared he might pick up the wrong one by mistake." 


DOMINICK BRASCIA: 


Mark Venturini and I really bonded. We
really got to like each other and we hung out for a few years afterward. And
when I heard he died of cancer, I just couldn't believe it. I was really
shocked. I thought, "Here's a guy in perfect shape, and I'm the little tubby
guy still kicking along." And the ironic thing was, during the filming of Part
V, Mark and I shared a dressing room for a couple of days. And I hated it!
I thought, "He has to kill me—we aren't supposed to be buddies!" I kept asking
him to let me check his ax, because the real one and the fake one looked so
alike. I was scared he might pick up the wrong one by mistakeâ€¦ 




JULIETTE
CUMMINS: 


There was a little subplot in the script, that Joey had a little bit of
an infatuation for me. But that never made it. I guess having one guy, Jake,
infatuated with Robin was enough. It was all about Joey and his food—his candy
bar. 




MELANIE KINNAMAN:


Mark Venturini had
been a friend of mine. One time my car broke down, and he drove me to and from
the set. He didn't live in my neighborhood. We were shooting in Agoura Hills,
and he'd drop me all the way in West Hollywood and then go home. He was very
sweet. 




DANNY STEINMANN:


Recently, I learned that Mark Venturini,
who played Vic, and Vernon Washington, who played the caretaker of the halfway
house, have died. They were good men and fine actors. My regret is that their
parts were too small, as were almost all of the other actors'.




BOB
DESIMONE: 


Part V was a
set that was riddled with cocaine. It was funny, my scene in the car right
before I get the ax in my head, that was basically improvised. The script just
said, "Billy pulls up and waits outside," no dialogue or anything. Danny said,
"Why don't you just get high in the car and do what you want?" So there I am,
at three o'clock in the morning, snorting this baby laxative called Mineta,
which they use to cut cocaine. And I think I was the only person on that set
not snorting the real thing.


However, on most sets at that time there was cocaine.
I'm not speaking for the huge films, but from what I heard it was all the same.
We didn't think much of it at the time, because there is a strange lure that
says, in your mind, and in most of the kids' minds I knew at the time, that the
drugs were there for a reason. There was always someone on the set who had it,
because it keeps you awake. They were there to help us through the night. It
became part of the whole routine. 


In the 1980s, it was also a signal that you had made
it, or that you were on your way, even though you were making a B-movie. It was
like a validation. Back then, there was still an innocence. There was a part of
you that said, "This is cool. I've kind of arrived. I'm with the movie people
and I'm doing this stuff and it is great." You thought it was all just
temporary. You never realized that it could really be your demise. 




DOMINICK
BRASCIA: 


It all runs together for me. I don't even know what
decade we're in now. I know some of my friends—the two Coreys, Feldman and
Haim—that was their high time and they were still trying to relive that. That's
kind of sad. On Part V, I hung out with John Robert Dixon, who played
Eddie—we both had the same manager—and Mark Venturini, who would invite us out
to all these cool parties. There'd be the best pot and the best coke. Although
I didn't do coke; I'd only smoke a joint every once in a while. Anyway, these
were very cool parties.




STEPHEN
POSEY: 


Drugs were a presence. That was part of the lifestyle
in those days. It was flamboyant, decadent. I remember when John Belushi died,
that was when it really started to turn around. Because the industry was
getting out of control. Not just in the film business but the entertainment
business in general. It was common knowledge that drugs were being provided on
sets like a reward, to keep people working. Some people that I was fond of
during that period crashed and burned and never recovered. Luckily, for those
of us who lived through all of thatâ€¦ it was amazing that we survived.




TIM SILVER: 


It could be hard
to get good crew for a Friday the 13th. When I was hiring people for
this show, there were a lot of talented people with good reputations who, when
they found out what the material was, said, "I don't do movies like that." I
remember understanding how they felt, but I also thought that was a bit
puritanical. Though maybe in hindsight some of those people did make the right
choices—some of them went on to work with people like Francis Ford Coppola and
Steven Spielberg. 





With nearly two dozen onscreen kills, A New Beginning boasts one of the highest body counts of any Friday the 13th film. Among the casualties are Crystal Lake greaser punks Vinnie (Anthony Barillo, top) and Pete (Corey Parker).


JOHN
SHEPHERD: 


The problem with a horror set is that it's very
undisciplined, and the actors are all partying. It's hard to make it really
good if people aren't into it. I was really into it. I said to myself, "If I'm
going to do this, I'm going to take it seriously—I'm going to be the best Tommy
Jarvis yet." And I had a buddy at the time, Michael Hitchcock, who is now a
pretty successful writer and who has been in Christopher Guest's movies. He was
like, "If you're going to do this, you have to take it seriously. It's your
first job." He encouraged me to take a volunteer position at the Camarillo
State Mental Hospital, which I did for a couple months before we shot the
movie. It was a lot of internal work. Tommy was also supposed to be into masks,
so I would visit creature shops and comic book places. I also looked at
Corey Feldman's performance in The Final Chapter, and decided I'd part
my hair on the other side, because it would look a little more all-American—I
felt a little off-balance combing my hair this way so that's why I got that weird
haircut. I was working out hard, too. For every scene, I'd go do push-ups and
sit-ups and I'd run and I'd get worked up, and then I'd just let my body sweat.
And I wrote a backstory for Tommy, because
that's what I was taught at Strasberg—you tried to really become the character.



The problem was, maybe there came a point where I
really thought I was the character. My girlfriend was in a
sorority at UCLA, and one time I got up at 6 a.m. and stood outside her
apartment, looking up at her window, and she happened to get up and come out
and there I was in a raincoat and makeup. She must have thought I was nuts. And
when I got on set, I realized that if I were my
usual, jovial self, this wasn't going to instill fear in any of my cast
members, because we were all young and wild. So I decided I wouldn't talk to
anybody unless I absolutely had to. Even Shavar, who was a good guy—I
remember kidding around with him a little bit, but I tried not to. I was really faithful to my code in not speaking with
anyone so they would look at me a little askance. They'd think twice before
talking to me. 


But the hardest times were traveling to and from the set.
Because the teamsters were not favorable to a non-union shoot, we had to park
somewhere out in Calabasas, and then they would shuttle us in. And when I got
on the bus with everybody talking and laughing and bonding, I'd just have to
zone out. I didn't even listen to music. I was just so isolated.




DOMINICK
BRASCIA: 


DebiSue and I had a total argument one day. She was
very protective of John Shepherd and she was pretty upset that I was
complaining that he was "method." She just lashed into me, like, "That's the
way he is! Stop complaining! Why are you always talking about him?" I was just
like, "Don't worry about it. I just can't talk to this guy!" After that, from
there on out, she was a little cooler to me. But I was pissed off—"Why does he
have to be doing that? Just talk. Get over it!" I just didn't get him at all.




MELANIE KINNAMAN: 


The conditions
were bad. It was a low-budget film. They were supposed to provide us all
transportation to the set, and then they didn't—only a couple of times did they
send someone to pick me up. And the night shoots were killing me. I would be
shooting from 4 p.m. in the afternoon until 7 a.m. in the morning. Then I had
to drive back. So I asked Tim Silver, who was very nice, "Could I be put up in
a hotel? It only has to be for the days when I'm doing night shoots. And it
doesn't have to be fancy." And I didn't think that was an unreasonable request.
Simple decency. Meanwhile, John Shepherd was sitting across the room watching
this. And Tim still said, "No, we can't do that." But John stuck up for me. And
they still said no. Later, John said, "I knew the answer was going to be no." I
said, "Why?" He said he just knew.


John and I really
bonded after that. We both came from the theater, and were method actors. He
was really easy to work with, and very committed—one of the only of the cast
that was. He was always in character. Everyone else, oh my god, it was all
partying. All the kids stayed away from me, too—I was kind of ostracized. They
didn't like me, but then they weren't supposed to. It was cool—I kept that
going. I said, "I'm not here to make friends."




JOHN
SHEPHERD: 


About halfway through the shoot, I blew my cover. Dick
Warlock was our stunt coordinator, and he had this young guy working who was
supposed to be my double. Well, Dick Warlock was the nicest guy I ever met, so
it was just so hard not to talk to him. He would always try to have conversations
with me and I would just grunt a "Yes" or "No." I finally made the mistake of
saying, "How do you know Eddie?"—my stunt double. Dick says, "I met this guy in
Phoenix. And I'm a Christian and Eddie's a young Christian, and I'm trying to
help him in his career. So I brought him out here, and here we're doing a
horror film, but it's been really good for him." And I had been counseling kids
at this junior high church, and so I said to him, "I have faith. I go to
church." And Dick just lights up. "Are you kidding me? Hey, Eddie! This guy's a
brother in Christ!" He yells this across the set, in front of all these people
who think I'm psycho anyway, because I haven't talked to anybody in weeks. 


That made people think I was even more weird. I
remember talking on the set about it a lot after that. People went, "Are you
really religious!? Do you go to church!?" Here I am having discussions about
God and faith and Heaven and Hell, and, "Is it right for somebody who is
religious to do a horror film?" It wasn't even like we were in church talking
about it—we were on a horror film set!





Rebecca Wood-Sharkey and Tom DeSimone star as ill-fated lovers Lana and Billy. The filming of Billy's death left one cast member queasy—Jason himself. "When I had to put an ax in that guy's head, I had to tell myself, 'It's just a movie,'" says stuntman Tom Morga. "Because even though it is fake, when you see a face and a head and you're going to put an ax into itâ€¦ it's not the thrill of your day. I really did get a little sick doing that."


Danny
Steinmann had come to Friday the 13th
from a diverse background in exploitation cinema. He began his directing career
with the 1973 X-rated romp High Rise, using the pseudonym Danny Stone.
He also cut his teeth as a production assistant on Arthur Hiller's adaptation
of The Man in the Glass Booth (1975), and as associate producer on the
telefilm Spectre (1977) for late sci-fi pioneer and Star Trek
creator Gene Roddenberry. He then went to England, and was the associate
producer on two films, Deadly Game (with George Segal) and Separate
Tables with Julie Christie and John Schlesinger. He spent two years,
developing writing and directing the misbegotten film The Unseen, on which
he used a pseudonym. 1984's Savage Streets would be Danny Steinmann's
first recognized directorial credit, and it was his exploitation credentials
that would attract the attention of Phil Scuderi and his partners Steve
Minasian and Robert Barsamian.


If it is true that the first day of any film shoot
sets the tone for the entire production, then A New Beginning's was a doozy. Steinmann's more
visceral sensibilities would reportedly clash with some members of the
production team, and if the Friday the 13th series was hardly considered
"high-brow," even by its fans, A New Beginning still needed to play in
multiplexes across America. It could be bloody—that much was required. Sexy was
fine, too. And certainly, it needed to be scary. But how far was too far? By
the end of the shooting, it was clear to all involved that Part V would
stretch the boundaries of the established Friday the 13th formula—one
which critics lamented had already been stretched much too far—resulting in the
grittiest and most hard-edged entry in the series. 




TIM
SILVER: 


For our first day, we shot what I guess was the "love
scene," with a rather well-endowed woman, DebiSue Voorhees. Then we saw the
dailies the next day, and that's when Frank and I began to say, "Wait a
minute." Because Danny was, how shall we say, particularly intrigued in the
pornographic aspect of it. And we were all kind of shocked.




SHAVAR
ROSS: 


I first came to the set when I had to come in for
wardrobe. It was the first day or two of filming, and they were shooting that
scene with DebiSue Voorhees in the wilderness—the butt-naked scene! But I
didn't know, and I wanted to meet Danny, so I saw the cameras and just ran
right over. And they were like, "No! This is a closed set!" They had to stop
the take, and Danny came over and met me, to shield me from what they were
shooting.




BRUCE
GREEN, Editor: 


I was living on Venice Beach at the time, and I came
home one day and there was a message on the answering machine: "This is Tim
Silver from Terror, Inc. We'd like to know if you'd come in to interview to be
editor for Friday the 13th Part V." I just listened to it and
didn't pay it any mind—I wasn't interested. I had been an assistant editor on Star
Wars, and I had already done Raiders of the Lost Ark and Indiana
Jones and the Temple of Doom. I had also never seen any of the Friday
the 13th movies—I'm not a horror film buff. Then I went over to my friend's
house, who was also an editor, and he had the same message on his answering
machine. Then we called up another friend of ours and he had the same message.
Nobody wanted to do it. My attitude and their attitude, because they had all
done similarly big movies, was, "We didn't go to film school and spend six,
seven years as assistant editors to work on this crap." 


Later that night I phoned Michael Kahn, who was the
editor who trained me, my mentor, and who is still Steven Spielberg's editor. I
told him I had passed. And he started yelling at me: "You have to go in and do
this movie! You have to interview for this film!" I said, "Why? I don't like
horror films." He said, "That's not the point. If you're going to become an
editor, you've got to be able to edit anything that's thrown at you. You can't
say you'll just do high-end dramas. And more importantly, these are movies that
are being distributed by Paramount Pictures. If these films are good enough for
Paramount, who are you to say they're not good enough for you?" So I signed on
to do Part V because I wanted to be associated with the studio. I wanted
to be associated with Frank Mancuso, Jr., who was a young, smart guy. And it
was very helpful to my career. 


I don't even remember meeting Danny until the first
day of dailies. Now, this director came out of porn. And I was a bit nervous
about doing this movie anyway. So I came into dailies, and there's this
hardcore sex scene. And offscreen, Danny is yelling, "Fuck her! Fuck her!" I
went white. And everybody in the room was silent. I was like, oh my god! What
have I gotten myself into? It's bad enough I'm doing a low-budget horror film
after hanging around with Steven Spielberg for the last five years. Now I'm
doing a porn.


Frank Jr. looked shell-shocked because he hadn't been
on set. We walked out of this screening room in Beverly Hills that was owned by
Dick Zanuck, and I said to him, "What am I supposed to do with this stuff?" And
he put his arm around me and said, "Kid, make it look like a Pepsi commercial."





DEBISUE
VOORHEES: 


The lovemaking, and my death scene, was all one 13-hour
day. I think that's one of the reasons they decided to do it on the first day
because they knew how difficult it was going to be. My role was really hard to
do, because one, I was naked, and two, since the scene required that my eyes be
gouged out, there were a lot of hours where I had to be led around by people in
nothing but a robe, unable to see. It wasn't a fake head at all. I went in to
have a cast made of my face, and you know how you get brain freeze when you eat
ice cream? This was like that, but you couldn't stop the pain. I had to breathe
through straws. Then from that cast, they created a really thin mask for me to
wear over my eye and nose area. and then filled it up with fake blood. And when
that stuff started seeping into my eyes, let me tell you—it burned. I kept
closing my eyes as tight as I could and the crew had to try and move me around
to keep me comfortable. 


You can't be naked in front of people you don't know
and not feel vulnerable. You're not human if you don't. Danny was actually
really sweet and really understanding with me. He was very protective. On that
day in particular, he really went out of his way to be overly sweet to me. It
was a relief when that day was through.





Will the real Jason please stand up? Below Dick Wieand (center) as ambulance driver Roy, and the character in costume as the "impostor" Jason.

DANNY
STEINMANN: 


Some people on the set knew that I had shot a porno.
We had a good-looking guy, a good-looking girlâ€¦ I meant the scene to be
something that the audience would be able to have fun with. A way to take a
break from the horror. I shot a softcore love scene. Were the actors fully
nude? Absolutely, though never showing male genitalia or insertion. The sex was
loving and gentle. In any other genre, it would have been given an R rating by
the MPAA—but not in a horror film. It's funny, but the scene that the MPAA
totally eliminated isn't one that had too much horror, blood or graphic
violence, but a simple love sequence! The way it ended up, because of the MPAA,
we cut to a guy watching them in the forest, who is killed, then back to the
love scene and it's already over. A three-minute, softcore sex scene, of which
the MPAA allowed a mere 10 seconds to be shown. 


DebiSue was terrific throughout, never complained
once. She's a very bright and wonderful woman. And I was protective of
her.




DEBISUE VOORHEES: 


The costume
designer tried to change one of my outfits and I didn't like it. She wanted me
to wear these really short shorts—ridiculously short—instead of the skirt I
picked out. And I liked the skirt a lot better—the shorts were just not
attractive and I thought the skirt was just a nicer thing to wear. It was at
the end of that day and I was exhausted and very emotional and I just started
crying. I said, "No, I want the outfit that I picked out!" It was silly to be
all teary, but it was such a difficult day. And Danny came over right away and
he goes, "No, you'll wear what you picked out. It's already been decided on, we
like that and it's fine." Danny was really sweet about it, and about
everything.




MELANIE
KINNAMAN:


After the
auditions, I never saw Danny again until I walked in cold onto the set on my
first day. There were no rehearsals. I met Danny in the makeup trailer, he
said, "Hello," and he was pleasant. Then everything changed. My first scene was
my character's very first shot in the film, when I come out to the van to meet
Tommy. I was a nervous wreck because Danny was so mean to me just before that
shot. And I had like three hours sleep, and was in a wardrobe that was heinous.
But I said to myself, "Ok, just do it." From there on out, I received no
direction. You basically just went and did it, and if Danny didn't like
something he'd tell you. But he'd tell you in a way that wasn't nice. He'd bark
at me, like, "What are you doing!?" And I was in the throws of a very emotional
character—she really was. 


By the third or
fourth day I did get used to Danny. But I knew innately to stay away from him.
Which is hard to do when you're an actor, with your director. But I knew I was
on my own. And it was OK with me because I came prepared. I had talked to
counselors at the state welfare department and social services, as well as a
friend who had been to rehab. I knew this character, and I knew what I wanted
to do with her. It was my first big film so I couldn't be intimidated or it
would have come across onscreen. But it was shocking, as I had come from the
theater were you work tightly together, and I was used to working with really
good directors.




BOB
DESIMONE: 


There is a scene very early in the film, when I drop
Tommy off at the sanitarium. I remember I improvised a moment where I pulled my
ear and stuck my tongue out at Melanie, and she was freaked out a couple of
times. But I was playing a sleazeball. So she stopped the scene and said to
Danny, "He's making me nervous." And Danny said, "That's the idea! If you're an
actress, go with it. If he's making you nervous, let him make you nervous." So
I kept doing it. That's why I gave her the tongue and the ear. I was like,
"That's for Danny." 


I think with me Danny was better, because we had a
relationship. I think I got a little leeway. But he was doing a lot of cocaine.
Someone would be talking to him and he would be smiling away. Once, an actor
was going over how they should play a scene, and Danny just snapped a pencil in
his hand, right in the actor's face. Danny was enraged half the time. He
couldn't control his anger or frustration on the set, even on this B-movie. 




STEPHEN
POSEY: 


I was one of the guys who were in that whole
independent horror film stockpile of people of the time. I met Danny Steinmann
through a connection with Tom DeSimone. I was the director of photography on Savage
Streets. I liked Danny a lot, we were buddies. The edgy elements in his
films come from some place deep down inside him. The Danny I knew on set was a
fun-loving kind of guy. But there was definitely a dark place in there. There
was always that contrast. Certainly it's there in his Friday. Danny
always needed that little bit extra to get excited. I don't know how to say it
other than he needed more.


So that first scene we shot—it didn't surprise me at
all. But it doesn't surprise me how everyone else reacted. That makes perfect
sense, from their point of view. This is not what the franchise was about, and
I remember us all having a bunch of conversations. And after that first day's
dailies, we did feel under the gun by the producers, that we really had to be
on our toes to make sure that they were satisfied with what we were doing. So
it wasn't the most fun and relaxed show I've ever been on. There was always a
certain amount of pressure on that set, from there on out.





Eddie (Robert John Dixon) gets the strap; DebiSue Voorhees as Tina.

TIM
SILVER:


I liked Stephen Posey. There's no doubt that he's a
nice man and he did a good job. And Danny, without that partnership with
Stephen—I don't think he would have been able to pull the movie off. In
my first meeting with Danny, I sensed he was nervous, and had an automatic sort
of macho, standoff-ish attitude. My impression at that first meeting was that
he was thoroughly tense—he was under a lot of pressure, he had a lot to do, and
that he was on his guard. As many directors would be, working with strangers.
Also, when you're working as a line producer, effectively, a lot of directors
will see you as their adversary, as their opponent. It fits how he conducted
himself. Danny was an isolated individual who
was yelling and screaming when no one carried out what he needed. Stephen was
good at interpreting what Danny wanted.


It's just funny, because Danny has a warm and humorous
side to him—he was a character and had an impish laugh. But he was an extremely
paranoid individual. If he thought you were not on his side, he saw you as the
enemy. And I remember finding that progressively as we shot he became more
paranoid and antagonistic. I don't know whether or not he felt he was being
reigned in too much, or controlled, or whether or not he was at odds with his
mission. The folks from the East Coast may have been out to make a certain
picture, and Danny felt he had to make it for them. But whatever it was, he
felt he was being creatively constrained. There came to be a division between
those who Danny thought were on his team, and those he thought weren't.




MELANIE
KINNAMAN:


Stephen Posey was
awful. Horrible on the set. Worse than Danny. The nicest people were the
assistant directors, and other members of the crew. They were really good
people and saved the day. They made it bearable for me to finish the film. Someone
felt bad about the way I was being treated, and they told me Danny was on
drugs. And I knew about the drugs on the set; I used to see the guy who was
bringing them. By the middle of the shoot, I remember I was in my trailer and I
said, "I just can't take it anymore." My agent was there, and I started crying
and then she started crying. Then I realized that I had to find the joy in the
work. That's how I got through it. I said to myself, "I'm really nervous, but
I'm excited to do this film, and it has to be something that I can use in my
career. So I can't be bad in it."




JERRY
PAVLON: 


This is all very
shocking to me. I guess I was a John Denver groupie for far too long. I was
never aware of the drugs—I never even knew that people were aware of them,
either, let alone possessing them. It's just not where I go. My experience with
Danny as a director was a very good one. I thought he was really smart. Danny
certainly was intense, but he had an intense intelligence, and I use that
phrase carefully. When you go into material like this, you can either be with
dangerously thoughtless people who are exploitive, or you can be with business
people who are trying to do something interesting with it and make something of
some credit. Danny had a very nice balance—he was light-spirited and tongue in
cheek, but also serious. I appreciated that. He was also very confident in his
handling of direction, particularly around camera shots. He was very
actor-centered, and I appreciated that immensely.


In all fairness to everybody, the script was weak. But
Danny knew that, too, to his great credit. We didn't chuck the dialogue
completely, but Danny didn't necessarily go with it word for word. We all
sensed the basic scenario, rehearsed it a couple of times, and then just went
with it. Do you remember that one scene at the table, the breakfast scene? That
was hilarious. Now, that my character stuttered was an idea that I was
presented with at my first audition. Danny just said, "You're a disturbed guy."
And we worked for some time, probably half an hour, on the character in
different scenes and trying different vocal mannerisms. And in that breakfast
scene, as written, there is a line that is one of the worst and most comical
ever written—"Y-y-you don't set a place for a dead person." That made me scream
with laughter every time I tried to get serious about saying it. How can you,
with any credibility whatsoever? And with a stutter? And with an audience on
set watching? For whatever reason, that line keeps haunting me. People come up
to me and say, "Are you the person who said that?" Because it is so completely
idiotic. 




JULIETTE CUMMINS: 


Danny was always
up. Energetic and intense. And motivated to get to the next scene. I think he
wanted to bring the production in on time without going into extra shooting
days. And by the time I showed up, everybody knew what they were doing and they
just looked at me to make sure I knew what I was doing. And I had no clue!
Danny told me where to go and what to say—he was very respectful in that way.
He was dead-on. He was quick. He was dedicated to what he was doing. But, you
know, and this is just me, I don't think he liked what he was doing. I don't
think he appreciated or was proud of what he did. 




COREY
PARKER: 


Friday the 13th wasn't like an A-thing, even at that time. But that's what I liked about
Danny and the way he was working. He had a lot of intensity, especially once we
started rehearsing and were on set. He didn't do it by numbers. I remember I
brought my own clothes. The 1950s thing, the way my character dressed, that may
have been in the script, but in any case it was something that appealed to me
and something I was familiar with. And it's funny, some people think that the
characters in the scene are supposed to be gay. Especially because of the cap I
had on my head. And maybe he is gay—I'll leave that up to each person. But that
was my little input into the scene, my little association—Danny liked it that
way. He wanted the actors to get into it and make it into something interesting.
He was really open and excitable about ideas like that.





Clockwise from left: As more friends go missing, the remaining patients of Pinehurst Sanitarium huddle up for a dark and stormy night (left to right: Jerry Pavlon, Tiffany Helm, Shavar Ross and Juliette Cummins); Reggie (Ross) with big brother Demon (Miguel Nunez); Tommy (John Shepherd) unleashes his anger on Junior Hubbard.

MIGUEL
A. NUNEZ, JR:


I loved Danny because he'd let me ad-lib. That song I
sing when I'm sitting in the outhouse, "Ooh, Baby!"? I wrote that. That wasn't
even in the script. And even today, people still come up to me and sing that
song. Danny let you pretty much let you do your thing. He was one of those
directors who was real conducive to actors—he let you go in and create. I
thought it was a great learning experience for me. The best kind.




CAROL
LOCATELL: 


My sense was that Danny was a young guy who was
gaining experience on the film just like everybody else. He was sweet, and I
never felt any tension in terms of our working together—sometimes, directors
can be brutal to actors. But I was left to my own devices, really. I think most
of us felt that way. Which may show, I don't know. 


I was given a lot of free license, especially to use
the word "fuck" every chance I got. Remember my final words to the sheriff,
when I flip him off? That was mine. All that screaming with the chicken, the
"Hiiiiyyyyeeeeee!" That was mine. And, "Will you shut the fuck up?" That was an
ad lib. Although, I do think "fuckwad" might have already been in the scriptâ€¦ 




RON
SLOAN:


Danny knew what he wanted, but he was open to
improvisation. I personally felt a lot of freedom. I don't know, I just felt
damn lucky to be there. It was one of those once in a lifetime experiences—this
is still the most fun character that I have played in my whole career. And I
love Carol Locatell. There was an instant chemistry between us. In our
rehearsals she would constantly slap me around and cuss. Which was a great
motivation for my character—the more she would abuse me, the more Junior would
love her. We couldn't help but laugh. And it is amazing that our dialogue still
lives on today. Carol and I occasionally do conventions together, and fans are
always asking us to do our lines. One fan even posted a montage of them on
YouTube. That's pretty cool.




JULIETTE
CUMMINS: 


When I got the script, the big issue was how much
nudity was in it. Because I was under 20 years old. At first they said it was just going
to be a flash of lightning and you saw me as a dead body, nude. Then they
sprung that thing with the mirror—that stupid line my character says in front
of the mirror—on the set at 1:00 a.m. They had to get more T&A into the
film, and I was it. And also because Tiffany Helm wouldn't do the nudity—she
was just not going to do it. So it suddenly became, "Okay, take off your robe."
I had to make a decision then and there about whether I was going to do it or
not. I couldn't call my agent in the middle of the night. Danny took me aside
and he told me that it was going to be non-sexual: "You're just talking
here—this isn't a porn thing." So he comforted me in that respect.


The funny thing is, I don't know why everyone wants me
to take off my clothes. I don't have what everybody wants, giant boobs—I've got
a handful and that's about it. Back then, it was a big thing to take off your
clothes, and I was always asked to do it. And being young, you think it's going
to affect your career and maybe you won't get hired for something else because
you took it off. Nowadays, you have Oscar-winning actresses like Halle Berry
doing nudity. I don't think it makes a difference now, but back then, it was a
big thing. But I was and am a little bit of a rebel. I figured that nobody knew
me, anyway, so was this really going to hurt me? I grew up here in the
Hollywood Hills on Ronald Reagan's old ranch, before it became subdivided—I
remember I would go barefoot and topless. And my scene wasn't supposed to be
sexualized anyway. But still, to this day, everyone goes, "Oooh!"




JOHN
SHEPHERD: 


I don't think any of the cast really knew of any
tensions going on. I certainly didn't. I really liked Danny. I remember he
always wore a Yankees hat. And he came up to me one day early on and said,
"Look, kid, this is your film. This is your shot. If you take this seriously
and do a good job, I will treat you right and this film will treat you right."
And after he gave me that power and confidence as an actor, I was able to do
great work. I really had respect for Danny because he seemed to take it
seriously. 




SHAVAR
ROSS:


Sometimes Danny could get really serious. There was a
scene near the end of the film, right before the big chase sequence, where I'm
sleeping, and Juliette comes to put the covers over me. They had set up this
high-angle shot, and originally you were supposed to see my face. But every
take I was chuckling, and my eyes were twitching. Danny got a little upset—"You're
laughing and joking around." But that is the
only time I remember him ever raising his voice, at least around me.




TIM
SILVER: 


A New Beginning
was an unpleasant experience for a lot of people, in a creative sense. The fault
probably lies in Danny's approach to the material. There were many of us who
were pretty shocked after that first day. I
don't mean any disrespect to Danny. Who knows what his assignment was from the
powers that be on the East Coast? He was on a mission. Scuderi was the one who
sent him, and Danny's job was probably to push the envelope as much as
possible, in terms of sex, nudity and violence. And Frank's major effort was to
reign that in so we could have footage we could show onscreen. There was a constant
struggle, in a sense, throughout the entire production. Everyone was looking
out to make sure that what Danny was doing was on target. But I thought Frank
had the most consistent understanding of that and the best insight into what
makes these movies work.





"I was in that outhouse, and it was freezing," laughs actor Miguel Nunez of Demon's demise. "I had to do the whole death scene from top to bottom multiple times. First with the camera straight out in front with the door off. Then with the left side of the wall off. Then they put that wall back up and took the other wall off and I had to do it again. It felt like I shot my death scene for like two weeks—it took me that long to die."


FRANK
MANCUSO, JR.: 


My feeling was that Danny was going to be the guy
directing the movie, and any director goes out there and tries to put their own
imprint on whatever it is he or she is doing. Everybody's bringing their own
sensibilities to the party. And Danny was somebody Phil Scuderi knew. I
was always respectful of Phil, and unless I had any particular aversion to what
he wanted to do, I wouldn't fight him. Especially on this one, because on this
one I was telling everybody up front, "Okay, I'm not going to be there every
day, managing this movie." My real task at hand
was to make sure that the creative needs of the movie were being met. At the
same time, Danny's creative sensibilities needed to be expressed, but it had to
be expressed in a context we were accustomed to living with. 




DANNY
STEINMANN: 


Psycho is a
great horror movie, but basically nothing happens for the first 45 minutes
until you get to the shower. But after the Friday movies, Nightmare
on Elm Street, Halloween—audiences demanded there be as many kills
and thrills as possible. The mood is carnal. The faster, more intense, crazed
and horrific, the better. I tried to keep the film moving, put as many scares
and kills in as possible, make the visuals interesting and the action exciting.
And if there are places for humor, go for it.


It does surprise and hurt me to find out what others
have said. It's like being punched in the gut. This was not a "troubled"
production. The film came in on schedule and under budget. The producer and I
never had a serious argument or even a spat. The two films I had done prior to A
New Beginning had both gotten away from me. I would not let this be
another casualty. I have many faults, too many probably, but when I worked on a
film I gave it my all and expected the people working with me to do the same. 


My responsibility was to shoot a decent movie, the
best it could be. I've been described as a paranoid, tense, out-of-control sex
pervert and cocaine addict; desperate, crude, incompetent and an asshole with
no talent. Some people like the movie, believe it or not. Some people hate it.
But there's no way it would retain the amount of controversy and interest it
has if the director was basically a madman. 


The cast and I got along quite well. I won't trade
insults with those that inexplicably turned on me, but I do thank the people
that remember their participation in the movie fondly and have only the nicest
things to say. As principal photography ended, I was given a beautiful copy of
the Jason mask on which the cast and crew signed their names with lovely
messages. Frank gave each of them a $100 bonus. I gave everyone a clock radio. 




The
Friday the 13th films have always
been known for their edge-of-your-seat third acts, usually involving a scantily
clad blonde, lots of running and screaming, an eviscerated corpse or two thrown
through a window, and a chair jumper of a surprise ending. But the success of
the previous four films had upped the ante; by Part V, there was not
just one heroine, there was also a hero and a child in peril. The deaths had to
be more creative, over-the-top and amplified. The stunts needed to be bigger,
the thunder louder, the lightning brighter. And so much rain that even the Los
Angeles Fire Department had to be called in one night to drench the set when
the rain machines weren't enough.




MELANIE
KINNAMAN:


I found the whole
thing very scary because of my situation and the conditions I was working
under. I was the only one alone in the woods and in the dark and in the rain,
and it was 30 degrees. I had nobody to commiserate with. So it became very real
to me. How could it not be? You are out there in the dark, it's a limited crew
and a closed set. It was scary. 




MIGUEL
A. NUNEZ, JR.: 


The whole movie was like a Jason factory of death.
While they were killing me, they were using Jason to kill somebody else down
the street. I was in that outhouse, and it was freezing. And I had to do the
whole death scene from top to bottom multiple times. First with the camera
straight out in front with the door off. Then with the left side of the wall
off. Then they put that wall back up and took the other wall off and I had to

do it again. It felt like I shot my death scene for like two weeks—it took me
that long to die.




RON
SLOAN: 


My death scene was very challenging. Just before my
decapitation on the motorcycle, I had to do what is called a film reversal. I
was placed in a harness that whipped my body backwards when triggered. They
would then film me changing my facial expression from screaming to normal. A
cutout blade was also used, with the blade snuggly placed against my neck,
giving the illusion of it deeply penetrating. So, then when the film is played
back in conjunction with the decapitation, my body reaction also physically
looked like I was hit with blunt force. We did this many times and at different
camera angles until Danny was happy with the final results. I had a camera
strapped to the handle bars of the dirt bike, which made steering very
difficult—basically I could only drive straight. And, of course, Danny said
that the camera was worth 50 grand, and if I dump the bike he'd kill me for
real! 


And, after all that, they then had to toss a
reproduction of my head on to the ground and film it rolling. The casting of my
head was not fun. I had to keep my mouth open with my face in a
screaming position during the whole mold-making process. And time goes by so
slowly when the materials are dripping down into your mouth. Then, when they
finally cut the mold off my head, the penetrating sound of the plaster cast saw
vibrated like it is going through my brain. But right at the end, the special
effect artist exclaimed "Oh, no, I think we have to do it again!" He said that
the mold looked like it cracked and might not work. I told him, "Make it work!
I do not want to go through that again." He was probably joking with me, but I
was not joking with him. A root canal would be more fun.





"Near the end of editing Part V, I hadn't gotten my hair cut in a long time and I was under all this pressure to finish the movie," recalls Bruce Green of editing the decapitation of Junior Hubbard. "So I had this guy cut my hair while I watched this one scene over and over. And after the guy was done, I went to pay him and he was literally shaking. He said, 'I'm sorry—that was horrible!' I was looking at takes for the way the light was hitting the knife, and he just saw mayhem. He didn't talk to me anymore after that. He thought I was the devil."


JERRY PAVLON: 


I had come into Part
V from a very disciplined culture of theatre training. My idol at the time was
Ian McKellen—that should tell you a lot. So someone telling me, "Now you're
going to be encased in five inches of plastic from your waist up and over your
head, and you'll have two straws inserted into your nose to breathe throughâ€¦?"
But to my own surprise, I thoroughly enjoyed  the whole fascinating world of
makeup effects. The makeup shop was a horror film buff's dream—like a toy store
with claws hanging off shelves, dead people's faces half-painted and human
fingers sitting on workbenches. It was marvelous. I loved it. And the guy in
charge of the shop even asked me, on the last day, if I'd like to take home the
unused dummy head of me. But I declined. I don't get a lot of light in my
apartment in New York anyway, and somehow, having that thing in the corner
smiling at me at midnight would have been strange. I'm sure my friends would have been
delighted, though.




SHAVAR ROSS: 


I had a great time
hanging out with the makeup and special effects people. I got to try on a lot
of different, bloody things, since I wasn't getting killed off. I remember
being like, "Give me a knife in the hand or something! I want to see what it
looks like!" And they would do little makeup stuff for me. 




JULIETTE
CUMMINS:


I had a great time filming my death scene. When the
blood started going down my neck, it was cold and I'd start laughing. I was
thinking, "I'm not getting killed. This is all pretend. This is magic. This is
fun!"




CAROL
LOCATELL:


I think the most direction I ever received during Part
V was how to squish a tomato. In my death scene, I was supposedly making
stew, and then I get a cleaver in my face or something. Then they cut to my
hand, and I'm squishing a tomato while I die. Those are the shots that these
movies are about—honestly, that is my truthful recollection. I remember they
were like, "No, squeeze it this way! Squeeze it that way!" We did that far more
takes of just that one shot than of anything else in the entire movie.




BOB
DESIMONE:


The cast member I mainly acted with was Rebecca
Wood-Sharkey. Who was, in real life, Ray Sharkey's wife. And I was a big fan of
his, because of his performance in The Idolmaker. But I had just met him
previously on another movie I had done, and he was a major junkie at that time.
I was so shocked and so sad. So the night Rebecca and I were going to shoot our
scenes, I was explaining this whole story to director Danny Steinmann. Then all
of a sudden Danny gets this weird look on his face—Rebecca is standing right
behind him. She says, "Are you talking about Ray Sharkey? He's my husband. He
just had a little problem with Valium." I just went, "Uhhhhâ€¦" I had no idea she
was his wife! And then we had to do our big flirting scene! But ultimately we
both got killed, so who cares.




MELANIE
KINNAMAN:


The scene that is
most memorable to me is after I've been running away from Jason, and now I'm
back in the house alone. And I'm soaking wet, the wind is blowing, and then the
grandfather flies through the window. It was shot in one long take—there were
no cuts. The whole thing had to be blocked very precisely and I had to hit all
my marks exactly, while I was reacting to things that weren't there. They
didn't even shoot the shot of the body coming through the window until later—I
was looking at nothing. That whole scene was the most difficult, but it was
also the most challenging and the most fun. And, along with the scene at the
end in the hospital with the sheriff, it was when I felt most like an actor,
and really able to act. 




JERRY PAVLON: 


There's a scene
right before the climax begins, where it's me, Shavar, Tiffany and Juliette,
and we're all outside the house. It's a long shot on us and then the camera
moves in, as we are just staring and looking scared. Danny was very clear about
how he wanted to shoot that—he told us that this was a "Hitchockian move,"
where the camera dollies back but zooms in at the same time. He loved that
move, and knew exactly what he wanted. And even as we were filming it, I could
see the picture in my head, as the camera pulled back and I could see them
zooming. Then when I watched it in the theatre, it was exactly what I had
pictured in my head. That was very cool.





Ethel's uncensored death.

SHAVAR ROSS: 


I remember that
scene, because I started laughing and I couldn't stop. I was cracking up
because the camera was all up in my face, and we had to do it a million times.
And everybody's all serious. Then here comes the camera, and they say, "Okay,
here we go! You're lookingâ€¦ you're lookingâ€¦ and Pam has just ran off!" I was
just busting up. And I never did quite get it right—in the movie, if you look
you can see I'm smirking. 




STEPHEN POSEY:


The one shot in JAWS
that almost everybody remembers is when Chief Brody is sitting on the beach
and first sees the shark, when it attacks the kid in the water—a fast dolly in,
zoom out. It keeps the main focus of the shot in the center of the frame, but
changes the background radically. And it worked so well that after JAWS,
everyone tried to figure out how to do it and used it in their movies. In that
shot for Part V, we didn't do it for shock value, but to isolate the kids
from their environment, and also did it more slowly to create an ominous feeling. I
love zoom lenses. It is a very cinematic device, and though it has been
overused in a lot of genre films, there's no reason not to use it if it
achieves the affect that you want. Especially to make the audience feel uneasy.


Danny and I talked
about the visual look we wanted for Part V. Danny liked more saturated
colors, and night and darkness. A lot of it would be determined by the budget
and the location, and what kind of lights we could get. But we wanted to take
what was a low budget independent film and make it look like it was a
mainstream film. You wanted it to be raw, but you wanted it to have some kind
of artistic integrity. And I came out of film school, and my biggest influences
were Sven Nykvist and the films he did with Ingmar Bergman, that sort of art
stuff. 


I tried to light
it as glamorously as possible. Unlike some of the early Fridays, we
wanted the audience to know what they are looking at and not have it be so dark
that you couldn't see what was going on. And in a film like this, where the
whole last third has to be in the dark and the rain, you have to backlight all
that rain strongly or you won't see it. And you wanted the women to look good,
too. Even when they're drenched, freezing, starving, muddy and being chased by
a maniac, we wanted the audience to say, "Ooh, that's a good looking wet,
scared, shivering woman!"




MELANIE
KINNAMAN:


I first met Frank
Mancuso, Jr., during my audition. He was nice, but very quiet, and that carried
over on the set. Frank came up to me only once, after a very difficult scene.
It was the first time he ever talked to me—and he was there every day I shot.
And I'll never forget that scene, it was when I'm running from Jason to the
barn and I'm crawling in the mud. Danny just said "Roll around, and do what you
want to do." So I just did all that running and falling and screaming, and Tom
Morga is standing over me with a machete. All that stuff was improvised. Plus
the conditions were bad, and I was shooting with the flu—it was awful. And
Frank just put his arm around me and said, "You're great. Thanks for the job
you're doing." Then he said, "Get a blanket for her." It was the first time
anyone got a blanket for me. Everyone else was in big parkas and I'm there
half-naked. But Frank stood there in the rain and the cold with me. I had hoped
it would be fun doing that scene, but there was no fun at all. 




TIM
SILVER: 


When Melanie was running in a wet shirt in a storm and
it was clear that more was going to be seen that expected—Melanie didn't have a
lot of say in the matter. I don't think it sat well with her. The nudity always
posed a problem, because the actors had to agree ahead of time to what the
nudity would entail. And if that envelope gets pushed during shooting, it was
difficult. 




STEPHEN
POSEY: 


I felt sort of sorry for Melanie through the shoot
because she, like any actress—and like all of us working on that film—it was a
step up and yet, at the same time, what did she really have to do? She's become
just a couple of wet, flopping breasts. I remember standing there and Danny
saying, "Okay, hose her down again!" It was demeaning, but you know, as an
actor, a lead in a movie—any movie—is an opportunity you can't pass up.




DANNY
STEINMANN: 


When Pam runs from the monster, her torment is
elevated if there's thunder, lightning and rain. If Melanie happens to be
bra-less and the rain helps accentuate her breasts? Ka-ching! It's a
done deal. How many guys would object to these choices I made? I'm a big fan of
tits. What can I say? Sex and violence—to me, that's what exploitation films
are supposed to be about.




SHAVAR
ROSS:


I always get a huge kick out of the running scene with
Melanie, where she has no bra on. For one shot, they even had her purposely act
scared and lean up against a wall, rain soaked—just to see her breasts. Then
later, after I come out and stop Jason with the tractor, she gives me this big
double-dose of a hug. And she was always telling me I was cute and all that. So
I had a crush on her the whole shoot. Even my stepmom kept saying, "I think
there was something hidden there." I had a great time doing those scenes.





Another casualty of the MPAA ratings board was the "moment of impact" in the murder of Jake, played by Jerry Pavlon. "After the film wrapped, the filmmakers called me and said there was a problem with my death scene," remembers Pavlon. "So they had gone back and forth about what to do—should they reshoot it? In the end, they just decided to be clever with the editing and take the literal moment when the cleaver smacks my face out of the picture."


MELANIE
KINNAMAN:


Shavar was nice to
work with and good, too, but he was a little kid. And his mother was directing
him, and she hated me! To this day, I still don't know why. I have heard since
that he had a boyhood crush on me, but at the time I didn't know any of that.
He seemed afraid of me, so his mother just directed him to stay away from me.




JERRY
PAVLON: 


I remember watching the film after it had gone to
video with a friend of mine who had never seen it, and who is not from this
country. And when we came to the part when Melanie falls down in the mud, and
she just keeps falling—it's hysterical how long she crawls. We could not find
air to breathe in the room. We were screaming with laughter.


If you take an intellectual view and say, "Why isn't
she getting up?" it's ridiculous. But there was a sense of wit about that even
on the set. I'm an appreciative audience for Danny Steinmann because his tongue
was obviously in cheek. He was sending up the genre, but without having to do
what Scream does, which is to tell everybody in the grossest of terms
that they're making fun of it. That really is for 9-year-olds. I think, in
terms of that blend of horror and absurd comedy, Part V is still not
appreciated, nor understood.




DANNY
STEINMANN: 


I hope any humor in the film is intentional. If
someone is living their worst nightmare, the body may not be able to perform
and muscle control might break down. Plus, not being able to rise and run
brings Jason closer. I didn't find anything funny about her predicament. And,
by the way, Melanie really was terrific in those scenes. She refused to let a
stuntwoman do anything.




SHAVAR ROSS: 


We shot the chase
near Mulholland Drive, up in the Hollywood Hills. It was a lot of night
shooting and a lot of fake rain. And there is a shot in there where I was so
shocked I actually fell. I was running, looking for Melanie, and then you can
see me fall in this big old ditch. I was mad that I fell but I just got back
up, and they kept it in. I also lost my voice from screaming out there—"Pam!
Pam!" They even had to stop shooting for a little bit. Everybody joked around
on the set, saying that I screamed like a girl. I was going through puberty. I
screamed so high that they were going to have to put music over it! And
everybody loves the part where I leave Pam and just start running away, and the
scream right before that. Even my son laughs at that: "Daddy, you scream like a
girl!"




MELANIE
KINNAMAN:


The final fight scene with the chainsaw was
fun, but I had a hard time getting through it. We were working overtime and I
was overtired, and I became giddy. Then they hand me a chainsaw and it's a
hundred pounds. They turn it on—it's a real chainsaw—and we had to practice so
I didn't hurt myself or anyone else. Then I just started laughing, because it's
so stupid, like, "I'm gonna defend myself with a chainsaw against a big guy in
a hockey mask!?"




Adding
to A New Beginning's third act
excitement—or for some, the confusion—was that this time there was not just one
"Jason," but two. While Dick Wieand assumed the role of Roy, the mild-mannered
ambulance driver who is revealed in the film's bloody climax to be the face
behind the alter ego of an "imposter Jason," actor-stuntman Tom Morga actually
donned the familiar (yet semi-modified) hockey mask and also portrayed the
"real Jason" as seen in Tommy Jarvis' horrific hallucinations, including a
prologue added late in production that featured the return, in a nightmarish premonition, of Corey Feldman as the young Tommy. But these new plot contrivances—and an essentially
Jason-less Friday—would please few in the audience or behind the camera.




DICK
WIEAND: 


I didn't know anything about the series at all when I
got the film. And even throughout shooting the film, I never had a finished script. All
I knew was that the scene early in the film, when I see my son dead, was key,
because that was the trigger—this one moment was all I had to make it clear
that the murder of Roy's son could change him into the Jason imposter. Although
that is a stupid idea, and I was expecting that there was going to be some good
wrap-up stuff at the end because Danny told me that we were going to do different
things with this movie. 


When it came time to shoot the scene, I just let that
moment happen, let the emotions come up and the change take place. I was trying
to go nuts a little bit, yet still have it make sense. They even changed the
position of the camera after we did the first rehearsal, because they realized
what I was doing and came in closer. Of course, it was only when I finally saw
the film that I realized that it didn't make any difference.





Robin's original uncut death.

TOM
MORGA, "Roy Stunt Double": 


Ever since I was a
kid, I've always been into action-oriented things and athletics. And while I
was going to school, I started working for the forest service as a smokejumper.
I was fascinated by it, so I ended up doing it for about six seasons, out at a
station in Missoula, Montana. Then one season a crew came up to shoot an
episode of an old TV show called "Mutual of Omaha's Wild Kingdom," about saving
a wild buffalo herd. So they filmed all of us, and I thought it was really fun.
Eventually I came out to Los Angeles and got to know some of the stunt
performers at Universal Studios, and learned about a school in Santa Monica,
California, where they trained young stuntment. That's also where, interestingly,
I met Kane Hodder, who went on to play Jason in some of the later Friday the
13ths.


Anyway, when the audition for Part
V came around, I knew about the Friday movies but I wasn't a fan. I
went ahead and watched a few of them, but like a lot of the other guys who have
played Jason, I didn't really know what to expect or even if the film would be
any good. The audition was funny. They brought
in a bunch of guys to do the scene at the beginning of the movie, the dream
sequence where kids dig up Jason's and he stands up and goes after them. They
had all of us do these mechanical Jason moves to see how well we could get up,
stand up and walk like Jason. And Danny Steinmann liked what I did, and I got
the job.




DANNY
STEINMANN:


I've been taken to task by some fans over the way
Jason looks; that he moves different or wears a different mask or whatever. But
I wanted a bit of mystery in Part V—I wanted the audience to question
the identity of Jason. Was it Tommy? Was Jason still alive, or had someone else
taken his place? It's only in Tommy's visions that we see the "real" Jason. 




TOM MORGA: 


When people ask if I ever played Jason, I say, "Yes!"
And when they want to know in which Friday the 13th specifically, I say,
"It was Part V." Then, inevitably, they say, "Well, that Jason wasn't
the real one." And I say, "Well, there are a couple of flashback scenes where I
play the real Jason."


The very first
scene I shot as Jason was the scene in the bedroom, where Tommy is looking down
out the window at me, and I'm standing by an old oak tree. I'm supposed to
stand there and do nothing, except be Jason as a statue. And below the window
where Tommy's looking out at me, they had the camera, and next to it was a door
off to the kitchen. And Dick Warlock, our stunt coordinator, he's been carrying
around this stick with him all the time, like a little cane, and he's got a
sense of humor. Sot here's Dick, in the doorway, hamming it up, making faces and
doing a song and dance, trying to get me to laugh. And here I am, trying to do my
first shot as Jason, and I'm ready to bust a gut. We did manage to get the
shot, but just barely. 




TIFFANY
HELM: 


Tom Morga was also a bit slimmer than the original
Jason, so I believe they had to pad him up a bit. He was a hoot. We were
shooting in these creepy orange groves at night and he used to hide and jump
out at Juliette and me, to give us a scare. Or sometimes he would just follow
me, at a distance, really quietly, to freak me out. It worked!




MELANIE
KINNAMAN:


Tom Morga was very
interesting—he didn't try to be friends with me. Even on the set, I wouldn't
sit next to him. But he knew I was in character. So he kept his distance, and I
kept my distance. And I was very afraid of him, even as a person, just as Tom
Morga. Because when he had the mask off, he was scary looking! Which actually
helped. Though he's gotten better looking. Only afterwards did we become
friendly.




JERRY
PAVLON: 


I think to the extent that becoming a magician
educates you, it also ruins a little bit of the illusion. Being on the set of Part V was an extremely different experience than I ever had before.
There was one time when I saw Jason, with his mask in his hand, holding a cup
of coffee. That's a very important image, actually, because that was more or
less my experience on the set. And it allowed me to not be frightened of what
would ultimately be frightening the audience.




TOM
MORGA: 


Playing Jason is a little stranger than your average
day job. I remember when I had to put an ax in Bob DeSimone's head, I had to
tell myself, "It's just a movie." Because even though it is fake, when you see
a face and a head and you're going to put an ax into itâ€¦it's not the thrill of
your day. I really did get a little sick doing that.





"I tried to keep the film moving, put as many scares and kills in as possible," says writer/director Danny Steinmann. "The mood is carnal. The faster, more intense, crazed and horrific, the better." 


DICK
WIEAND: 


Why they made that decision to hire me and Tom as the
same person speaks of the lack of thought and concern throughout the whole
movie. Tom and I look nothing alike. There was no attempt to make us look the
same. Why did they not integrate us more? 


I take nothing away from Tom Morga—Tom did fine stunts
on the film. But he never had a kind word for me. I even asked to meet him.
Near the end of the film, there's a scene where I have to lay dead on a bed of
spikes. And the day we shot that, I'm standing there with my green jumpsuit on,
and I asked Dick Warlock, "Is the stunt guy here? I want to meet him." So Dick
took me over to Tom's trailer. And I thought he'd be glad to meet me. But he
didn't come out of the trailer, he didn't invite me in the trailer. He just
sort of stood there and looked at me.


I tried to improve the situation. I called the stunt
coordinator and I asked him, "Some of the stuff in here is really easy, and I
want to become more involved in playing the character." And I got the door
slammed in my face. So I called my agent and said, "I'm trying to get more
involved with this because the stuntman they hired to play Jason doesn't even
look like me." He said, "The stunt coordinator's job is to keep stuntmen
working. He's not interested in you. Don't worry about it. There will be better
things later." And I just let it go. 




TOM
MORGA: 


During the making of Part V, I talked to Dick
Wieand about it. He was there, of course, for the first scene. I just met him
once or something—the scene at the end, I wasn't even on set that day. It
wasn't a situation where, as in most movies, you work with your actor. He had
his scene and then he's gone, and then I did the movie and then came back and I
was gone. In most movies you get to meet the actor you're doubling with because
you work together with him. This was one of those situations where I did one
whole thing and he did one whole other thing.




DANNY STEINMANN: 


Dick Wieand. What a complete fucking
asshole this guy was. He was hired to play Roy, the fake Jason, and in his mind
he became the star of the movie. He had nothing nice to say about anything: the
script was a piece of shit, everyone was out to get him, the Jason mask was
crap, transportation horrible, food tasteless and he was embarrassed to be in
the film. 


Funny thing was, I met him again in 2009
in Dallas. All smiles, so complimentary. Get this—he told me he's been going to
these Friday conventions since they began and has made quite a bit of
money. He claims it has given his life purpose. This idiot had no lines and
only two medium close-ups in the film. People, do not give this low-life piece
of shit a dime for an autograph. 




TIM
SILVER: 


Friday the 13th is an inexpensive film to produce. The hero is not a star, it's just a
stuntman. He can be a scale player. He could be somebody different for each
one. And the actor is not a star, either. Jason as a persona—you're not going
to be looking for Humphrey Bogart or Tom Cruise in that role. And he's wearing
a mask. So who cares who it is? 




DICK
WIEAND: 


Even by the time we shot my death scene, they still
weren't sure how they were going explain the revelation of my identity. In the
original ending, my head was supposed to go careening down some walkway or
something. They even made a plaster cast of my head. But then they changed the
script, and I die falling out of the barn onto a bed of spikes. And I wanted to
make it an even more horrible death—I wanted to have my eyes open. But they
didn't want to hear it. All they did was glue these fake spikes to my
chest—which were hell getting off, by the way—and you can even see in the
picture that the damned spikes are bent. It was pretty ridiculous.




SHAVAR
ROSS: 


I remember seeing the ending of the movie and thinking
it was the corniest thing. When he falls on the spikes—you can see it is a
dummy! I told the production people and they were just like, "Don't worry about
it. It's all in good fun." But it looks so fake.




STEPHEN
POSEY: 


The whole ending of the movie, the surprise, is weak.
I remember when it came time to shoot Roy's death, we had to do it twice
because no one was happy with the final image. And I remember sitting there
going, "Well, who is that!?" Even the crew were laughing, like, "Who's going to
get this? What ambulance driver? No one is going to understand what is going
on!" It just came out of nowhere—all of a sudden, at the very end, you had this
weird connection. 




MELANIE
KINNAMAN:


Among the cast, it
was really only John Shepherd, Dick Wieand and Tom Morga and I that knew the
whole plot of the movie. We knew who the killer was from the beginning. But I
didn't realize it was a big deal. I just didn't know anything about Friday
the 13th. At the time, I don't think any of us had any idea it was going to
be so hated. None of us knew the gravity of the situation. We didn't understand
the diehard fans and their rabid feelings about Jason. And it is still a shock
to me that it is such a big deal.





"I found the whole thing very scary because of my situation and the conditions," remembers actress Melanie Kinnaman. "I was alone in the woods, in the dark and in the rain, and it was 30 degrees. So it became very real to me." 



FRANK
MANCUSO, JR.: 


Some movies, they
just seem to be predetermined to go in a certain direction, and when you're
achieving that, you can feel it on the set and you know it. Other movies exist
in a much grayer area, and you can't really tell how the movie's going to play.
Was I in love with the imposter Jason? No.
But did I think it was a reasonable attempt at a different version of a movie
we were calling A New Beginning? It was a response to the concern we all
had for the movies being too similar. In
retrospect, that is one of the mistakes you make when you're trying to do
something different, just so somebody doesn't come to you and say, "You've made
the same movie five times in a row!" 




DANNY
STEINMANN: 


During the shooting and editing, when it turns out
that Roy the ambulance driver was impersonating Jason because his son was
brutally chopped up, I quickly cut to Tommy in the hospital bed, hoping that
the audience would accept the thin explanation, suspend belief, and move on. I
apologize to the viewer if they feel that the Roy-Jason revelation lacks
credibility, but it is what it is. 


For the record, it was always my intention that Tommy
was planning to kill Pam. I felt I had delivered on the producers' instructions
to turn Tommy into Jason. He did become Jason. I never saw Friday the
13th Part VI, but I am told they brought Jason back from the dead, and the
whole Tommy-to-Jason thing was thrown out. The decision to just eliminate Part
V from the series, to pretend it never happened, is questionable, if
understandable. 

TIM SILVER: 

After we looked at
  the first cut of the film, there were some hiccups. We decided we had to go out
  and shoot a pre-title sequence to bridge it with the previous Friday. It
  ended up being a little disaster. The idea was to do a dream sequence with the
  young Tommy Jarvis, a long point of view Steadicam shot going through a tunnel
  of branches at night, then it opens up to a scene at Jason's grave. Well,
  usually, you can get a Steadicam operator through your directory of
  photography, but Stephen Posey didn't really know anybody. So we ended up
  practically picking a name out of a hat, and then went out at night and shot the
  footage. But when we got the footage back the next morning it was terrible. It really
  looked like a home movie. So we had to get even more money and shoot more. Luckily,
  we ended up cutting it in a way that made it work. 

DANNY STEINMANN:

Frank Mancuso, Jr. really let me shoot
  from the hip quite a bit. I wanted to have an opening sequence with Corey
  Feldman as Tommy Jarvis to bridge my picture with The Final Chapter, so
  Frank went out and got Corey for me and let me shoot it.

COREY FELDMAN, "Young Tommy Jarvis": 

They originally asked me to come back and reprise the role of Tommy and
  do the entire of Part V, but unfortunately—or fortunately, which ever
  way you want to look at it—I was working on Goonies at the time. I was
  going to be on set with Richard Donner and Steven Spielberg for six months, six
  days a week. Frank Mancuso, Jr. said, "Well, we want you, but if you can't
  start for six months we're going to have to find another solution." So I said
  I'd do whatever I can, so they had me come in for just a single day's shooting,
  on a Sunday. Here I am working six days on Goonies, and on my seventh
  day Part V, and then back to Goonies for six more days. That was
  my only time as an actor in the Screen Actors Guild where I shot 13 days in a
  row without a break. And I was only 12 years old. That day was very strenuous.

It was supposed to be the middle of
  summer, but it was actually October. And they had no rain machine, because it
  was a small budget, so they just hooked a hose to a sprinkler valve of the
  house we were shooting at. On top of that, there is no Jason there. It's just
  me standing in my neighbor's backyard, freezing my ass off, going "Aaahhhhh!"
  And Danny Steinmann's saying, "Oh, now you see him come out of the grave! Now
  he's coming after you! Now he's chasing you!" It was not the most pleasurable
  memory of my career. But it was short and sweet.

It
  had become a tradition with each new Friday
  the 13th film to up the body count over previous chapters, as well as devise
    increasingly elaborate methods of dispatching victims, no matter how
    sensational or incredible. Nowhere was this more obvious than in Part V's
      final death toll, which reached an astonishing—and some would say absurd—22
      victims by the end of the film's 95 minutes. The question of just how much was
      too much weighed heavily—and uneasily—on the minds of the filmmakers as A
New Beginning neared the end of post-production.

DANNY
STEINMANN:


Every kill in Part V was cut, starting with
Joey's death, the ax in the back. Originally, we had a wide shot of Vic coming
towards the camera with the ax, then the ax bursting through Joey's back and
blood spurting out all over. But the MPAA ratings board simply said, "No good."
Now, all that's left in the final film is Vic leaving frame about to swing the
ax, then a close-up of Joey screaming. The thing that hurt me the most was that
we had a rough cut preview of the film and we saw where all the "pops" were. In
  Part V there were two really big ones, and both were cut. The one with
the ax, and when the guy on the motorcycle gets his head chopped off. Everybody
jumped in the original version. It was much richer.

BRUCE GREEN: 

Near the end of editing Part V, I hadn't gotten my hair cut in a
  long time and I was under all this pressure to finish the movie. So I had this
  guy cut my hair, while I watched this one scene over and over of Jason chopping
  off Junior's head. And after the guy was done, I went to pay him and he was literally
  shaking. He said, "I'm sorry—that was horrible!" I was looking at takes for the
  way the light was hitting the knife, and he just saw mayhem. He didn't talk to
  me anymore after that. He thought I was the devil.

In the first version we submitted to the
  MPAA, the machete cut off Junior's head and it went flying, and then it bounced
  about six times. We would take out one bounce and send it back to the MPAA, and
  they'd still say no. Then we sent it back again, with five bounces. And then it
came back again. And again. Now, it is just one bounce.




JERRY
PAVLON:


After the film wrapped, I had already moved back to
New York. The filmmakers called me and said there was a problem with my death
scene and the ratings board. They wanted to give the movie an X rating because
of my death—they said a machete in the face wasn't just offensive, it was
obscene! So they had gone back and forth about what to do—should they reshoot
it? In the end, they just decided to be clever with the editing and take the
literal moment when the cleaver smacks my face out of the picture. So now
you only see me look up, then a cut to the machete coming down, and a sound
effect—I guess what in the comic industry is called a "thwack!"And it's funny, over the years, so many people
have sworn up and down that they remember actually seeing the actual machete
hit to the face in the movie. But it was never there. It's just so effective
that everyone thinks they saw it. 




"That was the hardest scene to do," remember Melanie Kinnaman on her chainsaw battle with Jason. "I just could not keep a straight face. I mean, here I was with this smoking chainsaw, going after a six-foot three-inch guy with a saber in his hand. I thought, 'He could kill me in a second, and they're trying to make this play like I've got the upper hand!?'"



TIM SILVER:



Frank Jr. and I
had talked with Danny before he went off and did his draft of the script, and
we didn't expect it to be even more graphic than the original one sent to us
from the East Coast. And the death of Tiffany Helm's character, I remember sitting
down with Frank and reading it, and both of us kind of chucking, saying,
"There's no way this is ever going to make it in." We talked with Danny, and there was a lot of debate. Danny fought
to keep that scene in, so when we shot it, Frank came out to the set to try and
contain what we got on the screen and to make sure it was done in a way that
body parts weren't flying around.




TIFFANY
HELM:


My original death scene looked like a gruesome ad for
heavy-duty feminine protection. I was doing aerobics in my room, on my back
with my legs in the air, scissoring. Jason comes in and, "Wham!" He machetes me
right up the middle. Well, I thought it was pretty funny. The producers did
not. And Danny did not. They knew that the scene would not make it past the
censors.


Being that I was not exactly a "hard body," I had no
problem changing the scene from exercising to what is there now, my dancing
scene. And, by the way, that "robot dance" is what we were doing at the club I
went to at the time—I think it was just weird enough to intrigue Danny. So the
scene was changed and everyone was happy.




BRIAN
CANHAM, Musician, Pseudo Echo: 


It's funny what has happened because of that scene. There
is a song called "His Eyes" that I wrote for our first album, that is an
accumulation of all the Hammer horror stuff I grew up with as a kid. I wrote
the main intro riff in that style, and given the dark content of the lyrics,
the song just has that horror movie kind of mood. The producers of Part V
licensed the song from the record company, and none of us in the band were even
aware that it was being used in the movie until some time after the fact. And
only then did we actually come to realize the song had built a cult following
of its own due to being in the film. It has become very popular with our fans,
and we have even started to throw it into our live sets sometimes depending on
the sort of crowd we're playing to—it can go over a lot of people's heads at
the more mainstream venues but our more diehard fans love it. Today, we're
really glad to have one of
our darker works recognized, and thrilled to be a part of such a cult classic. 




TIM SILVER:


That was also the
one scene where, when I read it, I thought, "What am I getting myself in for?" Personally, I felt that the scene was not what the
original Friday the 13th was about—that film was a clear demonstration
of how you can shock the audience as much as possible but not cross the line. As
far as I'm concerned, the original Friday the 13th—its power lied in
what was only suggested. There was the fear that something was going to happen,
and they really didn't linger on the graphic violence. Whereas with Part 2
and afterward, I felt that they just pointed a camera and went right for the
close-up of the gore. That wasn't necessarily appealing to me. In Part V,
to be honest, I think that the overabundance of killsâ€¦ it's obvious why you set
off a bomb every two pages. Because you haven't got a story that's working.




BRUCE
GREEN: 


You have to spend time setting characters up. To me,
that's what it's all about. In Part V, we didn't set any of the
characters up. I think the crudeness of the film comes from that. In porn, it's
all about the penetration shot. And Part V is structured like a porn
film. And that's its problem. 




DANNY
STEINMANN: 


Originally, we did shoot more material with the
characters. For example, the scenes with Ethel and Junior—their scenes were
twice as long. But I had to comply with Phil Scuderi's orders, so you had to
introduce some characters and kill them off a few minutes later. Remember, the
only people left alive at the end are Tommy, Pam, and Reggieâ€¦ and Pam was on
her way out.


The Tommy-Jason story was really the essence of Part
V. Each time you cut away to strangers that had nothing to do with the
halfway house and kill them, it dilutes much of the story. The movie's purpose
is to answer the question, "What the fuck is going on with Tommy?" Scuderi
didn't give me much room to maneuver. And audiences wanted to get to the kills.
I did it in a way that I thought would get the biggest response. 


Unfortunately, because of the MPAA more than half of
the kills happen offscreen. Those that are shown are shortened and choppy.
Today, compared to the popular horror movies, I bet A New Beginning
would get a PG-13 Rating. It's unbelievable—the Hostel and Saw
films are so graphic. I'm surprised they don't get an X Rating. Frank Mancuso
must have submitted Part V to the MPAA eight times. I believe what they
finally allowed hurt the movie terribly. The tone of the film was negatively
altered.





"For the record, it was always my intention that Tommy was planning to kill Pam," explains writer/director Danny Steinmann of Part V's controversial ending. "I felt I had delivered on the producers' instructions to turn Tommy into Jason. He did become Jason. I never saw Friday the 13th Part VI, but I am told they brought Jason back from the dead, and the whole Tommy-to-Jason thing was thrown out. The decision to just eliminate Part V from the series, to pretend it never happened, is questionable, if understandable."


SEAN
CUNNINGHAM, Producer & Director, Friday the 13th:


Read the reviews about the original Friday the 13th,
and they will tell you it's the most bloody, disgusting, horrible movie they
ever saw. But the incredible thing is, it's not there. When we did the TV
version of the film, all I had to cut out was approximately 22 seconds. That's
it! All the blood that is in Friday the 13th is gone. Because the
anticipation is what triggers the horror, and when you see those 22 seconds
it's a mind fuck. 


After the film was a huge, completely unexpected hit,
it created a whole flurry of activity and noise and spawned I don't know how many
dozens of imitators. Subsequently, I think they got suspense mixed up with
gore, and plot mixed up with blood. If you say, "Well, I can't fix the plot so
I'll kill two other people," it's no good. It doesn't work. I think eventually
the slasher moviemakers discovered that even though you can do that, it becomes
your own worst enemy. Because, ultimately, gore is very numbing, and I strongly
dispute the dramatic effect of it. In my opinion, you just touch it enough to
make you blink, and then it's got to be gone. The impression is still there. Psycho
is tame by today's standards, but that ambiguous figure behind the shower
curtain still haunts you.


I think there's been a big change that's taken place
over the last 20 years. When we first did gore back in 1980, it was a magic
trick. Now, anything you can dream of can be accomplished on film. The audience
isn't surprised or particularly impressed when you do camera tricks. Remember Terminator
2, when we really started to see that morphing effect? And it was really
amazing and cool? Well, then within weeks Gillette had a commercial where
somebody was shaving and his face changed four or five times in 30 seconds. And
the audience just watched it and said, "Eh." Suddenly the magic trick had lost
its glamour. And now that the delight has been removed, you'd better replace
that delight with something else—and that something else is the unexpected
character and story twists. Which get ignored, because they're hard. But you
have to tell a story that somehow achieves a resonance. If there is a lesson to
be learned from any of the Friday sequels, that may be it. 




HARRY
MANFREDINI, Composer: 


I will agree with Sean and say I wish they had cut
more. It's amazing how incredibly horrific the first Friday seemed, and
now it's tame. And as a result, on the sequels, the envelope was constantly
being pushed. Eventually the filmmakers knew that the MPAA would cut out a
certain amount, so they went way, way over the top, so far over that the movies
contained more and more kills each time. I don't know if fans want to hear
this, but I've seen the versions before the MPAA cuts—I scored them—and they
are just as stupid. Only gorier. To me, they are like cartoons with knives. 


I always tried to keep as much of the elements of the
original Friday the 13th as I could, because I liked the way it worked.
But you've gotta remember that in the first Friday, there was no Jason
until the end. Subsequently, Jason becomes the shark, the killer, out to wreak
havoc. So the essence of the pictures changed. They became more about setting
'em up and knocking 'em down. The subsequent films also had a lot more
McGuffins and red-herrings. When you're scoring a red-herring, you have to
score harder, because there's not gonna be a pay-off—you've got to work everyone
up into a frenzy, only to let them down. So the sequels had a lot more of that
stuff. 


When it comes to these films, it's just like being a
bricklayer, or a plumber. I write the appropriate music, and then I'm done. And
I don't have to like them to do them. There is no question in my mind that the
worst one was where the ambulance driver was impersonating Jason. I don't know
how well the ideas of the plot, and the acceptability of the outcome, played to
the audience. But while the series was getting stale, I do think the
introduction of the Tommy Jarvis character gave it a few more breaths. 


I thought my music for Part V was good. Over
the years I had grown considerably as a composer. Many of the differences in
the scores are a result of the actual films themselves—as they evolved, they
added dimensions and character elements to try to disguise that it was just
really another Jason film. The score for Part V was a noticeable
evolution. I got to write a theme for Tommy, which was also to suggest something
far beyond him, that there was madness afoot. It was necessary to use this
because it was important to "point the finger" at various characters, not just
him. And to suggest that things were not as you might expect. So while the
harmonic and melodic elements of the early scores are still present, the new
material evolved from the old. So at least that was fun.




BRUCE
GREEN: 


I learned something very valuable from Harry. When I
first got the job on Part V, I went and rented a couple of the Friday
films. And I couldn't watch them because they were too scary. Instead, I'd put
it on, but I'd turn the sound off and I would high-speed until Jason would pop
up and kill somebody. Then I'd watch it silent. Then I'd turn on the sound
again, and that's when it hit me that it was so much about the music—especially
horror, more than any other genre. Harry Manfredini is, to me, the hero of
these movies. And without him, quite frankly, a film like Part V might
have been completely unwatchable.


  View title designer Dan Curry's original hand-drawn storyboards for A New Beginning's opening title sequence.



No
  matter what those involved with A New
  Beginning felt about their creation, when it hit theaters on March 22, 1985
    its opening weekend box office proved that there was still a sizable and hungry
    audience for the further exploits of Jason Voorhees. Even if it was an
    imposter. Cutting a swath across 1,379 screens in the United States, Part V
    became the fifth consecutive installment in the series to top the weekend box
    office, pulling in $8 million in its first three days. While greeted somewhat
    less feverishly than The Final Chapter, by the following Monday A
New Beginning had already turned a sizable profit.


But soon the tell-tale signs of bad word of mouth were
on the horizon: Part V suffered a
stiffer fall-off than any of the previous installments in the series. By its
third weekend of wide release, the film plummeted completely out of the top
ten, eventually scaring up a respectable, if far from spectacular, final take
of $21.9 million. Perhaps, in the end, it was enough to justify the film's
subtitle—a decent enough "new beginning" for a franchise that no one ever
expected to become a franchise in the first place. Or, as some of its makers
feared, was it the truly the beginning of the end for Jason? 




FRANK
MANCUSO, JR.: 


I would probably say A New Beginning is my
least favorite of the Fridays that we made. As for the box office, in
some ways, I think it didn't perform as well as the previous ones because we
promised them The Final Chapter, so they said, "I already went last time
and I thought that was the last one. I've already given you my last dollar."
Yet, despite that, some of the real dedicated fans still hung on to hope. They
just said, "They're doing anything, and anything's better than nothing, so I'll
go see it." 




TIM
SILVER: 


I think we all knew the film was not creatively
satisfying. On the level of story, the film didn't work. It didn't succeed.
That's probably why I've forgotten most of it. It's always more rewarding to
work on films that you're glad to see out there and that you're proud of
leaving behind. When you work on a film like this, it can be a horrifying
experience. I don't know what I got out of it. Friday the 13th is not my
cup of tea. For me, it was a job. I got it done and went on to the next one.


It is hard to say what ultimate effect if any A New
Beginning had on the series. But in a very simplistic way, even if it's a
disappointment on its own terms, it's already made its money before anybody
figures that out. It succeeded on a business level, and that's really all that
mattered for Paramount. They just wanted to keep the audience alive and keep the
franchise alive. I think we pretty much knew it was unlikely that the theaters
would be empty opening weekend. And we wouldn't see the long-term damage,
because by the time the audience figured it out it's over in three weeks
anyway. But if I were in love with the series and I saw Part V, I would
have been disappointed. If I have any regret, it is that it could have been a
better Friday the 13th movie.




STEPHEN
POSEY: 


When you work on a movie, and then you finally go to
the cast and crew screening and everybody's there, there is always an element
of embarrassment anyway. Because you're self-critical. But on this movie it was
magnified, because, in all honesty, it was a Friday the 13th. It's
stupid, you know? And you know it's stupid while you're making it. But still
you think, maybe when it's all put together? Then, there you are at the
screening, the lights come up and all you can think is, "Yeah, it's still
pretty stupid."




MELANIE
KINNAMAN:


I'll never forget
the screening. I went in so optimistic and euphoric. I brought my agent and all
my friends; our whole row was packed and we were so excited. Then only about a
quarter into the film, I said, "This is a nightmare." In the original script,
there was so much more involved with my character. More scenes with Richard
Young, who played Matt, with the kids, and with John Shepherd that developed
our relationship—it was all cut. Then it just became running and screaming and
then a kill. At the time I didn't know that—now I know that's what the Friday
films are. And the continuity was awful. Just terrible. There are scenes
with me running, and the sweater's off and then it's back on. I was mortified,
I really was. Now, people find it funny, and they even want me to sign pictures
of me with that shirt and sweater on. But at the time, as an actor, it was
embarrassing.


Then after the
screening Corey Feldman came up to me. He was just a sweet little kid then. He
said, "It's so nice to meet you. We didn't work together but you did a great
job!" But I didn't want to talk to anybody, I just wanted to get out of the
room. So I left with my friends and my agent, and we went out to a bar in
Beverly Hills and got drunk. 




DICK
WIEAND: 


It wasn't until I saw Part V that I realized
what a piece of trash it was. I mean, I knew the series' reputation, but you're
always hoping that yours is going to come out better. I took a very nice girl
to a screening on the Paramount lot, and I was really embarrassed for her being
with me. And when it was over and we were leaving, there were cast and crew
outside the theater and I just wanted to escape. I remember that some of the
stuff we shot that I really liked suddenly wasn't there anymore. Then I'm
hearing ad-libs looped on the soundtrack that I don't remember hearing on set.
These kids couldn't have been very old at the time, and here they were saying
stuff like, "Blah, blah, blahâ€¦blow job!" It's just a piece of crap.



From left: Domestic one-sheet; Spanish one-sheet; Australian half-sheet.



CAROL LOCATELL: 


I remember seeing Bonnie
and Clyde when it came out, and I was sick to my stomach—I was actually
physically ill. And I was in high school when I saw Psycho, and I

wouldn't take a shower for ages. It was a fabulous movie and I just loved it,
but I'm from the generation where, when the screen went black, you had to
figure out what happened. When I saw Part V at the screening, my jaw hit
the floor. This was really very different. It wasn't about not being pleased
with it—it's just incredibly gory. It was tough to take, because it's just one
killing after another after another, which of course your generation looks at
it and it's one laugh after another after another. It's seen from a totally
different place. The older I get, the less I can take of violent films. But I
know there are a lot of people out there who really like it. 






JULIETTE
CUMMINS: 


To be honest, I didn't know how it was going to turn
out even while we were shooting it. And I don't remember my first reaction when
I saw it. I probably just loved the fact I was watching myself, that I couldn't
believe I was on the screen. I don't know if I ever thought it was scary. I
remember watching Psycho III with an audience and thinking it was great.
I don't remember watching A New Beginning and feeling that way. You have
to have a sense of humor about these movies.




JERRY PAVLON: 


You expect the
least out of these movies, so to get anything more out of it is a nice
surprise. I think there is a blend in the genre for horror and absurd comedy.
The sense of that in Part V was led by Danny. I thought he was a very
witty man. I thought he knew exactly what genre he was in and exactly what
assignment he had to do. That's what I mean about his sense of intelligence in
a picture that otherwise could have been very banal. And if nothing else, Part
V is anything but banal. 




TIFFANY
HELM: 


My best friend and I thought it would be funny to drop
acid and go on opening night. And she couldn't stop giggling through the whole
film—that just added to the whole evening. It was a very strange experience
when the audience is applauding as Jason rises from the dead, and they whoop and
holler when everyone gets killed. 




DEBISUE VOORHEES: 


When I did Part
V, I knew I wasn't doing a serious film—it was just for fun. I saw it at
the screening. Was I entertained by it? Yes, because I knew the people and kind
of laughed at it. When I saw myself up there on the big screen, I guess it was
exciting, and unnerving. It feels a little bit like that is someone else.
Personally, I didn't think it was a great film or anything. But it's kind of
neat that so many people really enjoy them. And Part V didn't take itself very
seriously, which is nice.




JOHN
SHEPHERD: 


I saw the film at the Fox Theater in Westwood opening
weekend. I had no idea what to expect. I had never seen a Friday the 13th
movie with an audience. And I had just graduated from UCLA, so my girlfriend
still went to school there and my whole fraternity—like 80 guys—came along.
Short of The Rocky Horror Picture Show, I had never seen anything like
it. It was jam-packed, and people were standing on their chairs, screaming,
"Kill 'em, Tommy!" I was so pumped that night. And I was very happy with the
way they cut me, and the subtlety that Danny got out of my performance. It was
a really, really fun night.





From left: Turkish one-sheet; Japanese video poster; Yugoslavian video poster.

SHAVAR
ROSS: 


I went opening night in Westwood with Corey Feldman,
who was my friend at the time—we did our first commercial together—and there
were fans lined up around the block. So it was really exciting. Kids in the
crowd were standing up, yelling, "Run, Dudley, run!" I couldn't believe it!


The film itself is not something I can be really proud
of. There was more nudity than in the other Fridays. I wish it wasn't
like that, because I can't show my son the whole film. The proud thing for me
is that after the parts I do show my son, he says, "Daddy, you survived!"




RON
SLOAN:


The first time I saw the completed film was on opening
night in Westwood. It was a great night! Except I did have a blind date, which
ended up our first and last date—I guess she couldn't separate fantasy from
reality. But I was amazed at how the film all fit together. I couldn't stop
smiling and laughing and screaming with the audience after each kill, and
reacting to every death with a positive nod of personal admiration because I
know what all the cast went through. Of course, I was impatiently waiting for
my own scenes to appear, because seeing yourself bigger than life as a
character is crazy and exciting, and it's great to hear laughter and approval
from the audience and your peers. 


I was only disappointed that very little of my death
scene made it into the movie. I had seen Danny's director's cut when I did some
of the looping work during post-production, and in one of the takes he even had
my head roll slowly to a stop with the eyes looking directly at the camera. Of
course, that was deemed too graphic and did not past the censors. But to watch
yourself dieâ€¦ that was wild. 




MIGUEL
A. NUNEZ, JR.: 


I'm a big horror movie fan and I'm a big Friday the
13th fan. I came right out to California saying, "The first thing I want to
do is a horror movie." I was just so excited to be one of the first black folks
in a Friday the 13th. I didn't know how to contain myself. I loved it. I
thought it was great. 




TOM MORGA: 


It was exactly
what I thought it would be. But after The Final Chapter, what more could
you do? 




DANNY
STEINMANN: 


I hadn't seen the film for many years. I think I might
have caught it once a long time ago, though now with all the interest in Friday
the 13th, and the DVDs and things, of course I've seen it again recently.
There are things I like about it. This is not a bad movie. To be honest I think
some of the criticism that I and the picture have received is curious and
unwarranted. But the deed was done.


I remember the studio as being thrilled. Frank
Mancuso, Jr. called me up ecstatic after the first grosses came in. Part V
made almost $22 million. I also remember seeing the movie in the theater when
it first came out. The audience reaction was tumultuous. I have complained a
lot about other people taking over my films, but on this one I was pretty much
given a true shot. I'm not displeased with the picture and, 30 years later, I'm
my own worst critic.



6. Resurrection





The first half of the 1980s saw five Friday the 13th films released
at the rate of almost one a year, and all had been commercially successful. But
following the depressed reception that greeted 1985's A New Beginning,
no one involved with the series could deny that a fresh direction was needed.
Though the series could never deliver the unexpected gut-punch to the cultural
zeitgeist in the way the first film did, executives at Paramount still
believed that the further exploits of Jason could remain fresh and vital. Or at
least Frank Mancuso, Jr. hoped as much. Having settled, if a bit uncomfortably,
into the role of the series' godfather following The Final Chapter,
Mancuso had not grown timid, complacent or lazy. He still wanted to take risks
with the series, however formulaic its requirements had become. Mancuso
believed that, like Jason himself, Friday the 13th was never truly
dead—it was only one hit movie away from reestablishing itself as the world's
reigning champion of modern horror. And he would proceed just as he had on Part
V—by finding a fresh, exuberant young director, one who could stick to the
basic rules of the series while still having the freedom to put his own
creative stamp on the material. There was just one marching order Mancuso would
insist upon: Jason could not stay dead. It was truly time for a resurrection.Â Â Â  








FRANK MANCUSO, JR., Executive Producer: 


I formed my first production
company, Hometown Films, around the end of 1985. I thought it was important to
start separating myself from the Friday the 13th movies because it would
have been too easy to get boxed in and never do other things. Stylistically,
Hometown tried to stay away from similar subject matter. Even when we did April
Fool's Day, which was one of our first movies and a parody of slasher
movies, my biggest concern was that people were going to compare it to Friday.



What needs to be said is that the
Friday the 13th films were about as close to a risk-free transaction as
possible, and it was always a Paramount call to do another one. These movies
were literally paying for themselves in the first weekend. And it didn't cost a
lot of money to go from a Part V to a Part VI. We didn't have
continuing characters. We didn't need an increasingly spectacular series of effects.
The central conceit of the movie was essentially simple. I remember several
times where the movie would open on Friday, and on Monday, and I'd get a call
from Paramount saying, "Go make another one." It was simply and purely an
exercise in commerce.






TIM SILVER, Producer, Part V: 


Beverly Hills Cop was a tremendous success at the
time for Paramount, yet the Friday the 13th series had netted more money
for the studio. It wasn't as prestigious a project, but people forget that
putting the cost of a Friday film, which was usually $2 or $3 million
apiece, against its gross, which was somewhere between $20 and $40 million,
allowed for a lot of profit. 


I remember when we were finishing
Part V, we sat around asking, "What are we going to call it?" It was Frank
Jr. who came up with A New Beginning. And there was a lot of chuckling,
because it's so in-your-face. It's a blatant admission that we're going to do
another one. Even though Part V was not the creative success we hoped
for, again, Paramount could afford to take a gamble because the risk was so
low. And if a Part VI was pretty good then the series could regain its
footing quickly. 




TOM MCLOUGHLIN, Director & Screenwriter: 


I grew up in Culver City, and my
dad went to USC film school in the 1940s, so I had the MGM backlots to play in
when I was a kid. On weekends, I'd jump over the fence and bring my friends,
and we'd make these semi-horror movies or James Bond movies or A Hard Day's
Night. Then, when I was 19 years old I moved to Paris, where I studied
fencing, acrobatics, modern dance and classical dance. I was literally right
across the street from a cinema that would change movies three times a day. So
all those years were just the greatest experience, soaking up everything art
and film.


I came back to America wanting to
make silent, visual movies, like Jacques Tati and the people I'd seen over
there. Then I went on tour as a one-man performer—I did pantomimes, like Sid
Caeser and Red Skelton used to do, only I tried to make it relevant to my generation
so it dealt with drugs and cars and earthquakes. But I began to see that mime
was very limited and that there was only so much I could do by myself. So I got
a partner and put together the L.A. Mime Company, and eventually Dick Van Dyke
came and saw us and asked us to be regulars on Van Dyke & Company, a
short-lived series in the 1970s. Then Dick started letting me write and direct
for whomever was the guest star, and suddenly I'm directing Lucille Ball,
Freddie Prinze, Carol Burnett. And I got an Emmy nomination, so I was in the
Writer's Guild of America.


By the early 1980s I started
writing comedy scripts. But nobody wanted comedy at that time, they wanted
horror, so I shifted gears. But I loved horror. I made a film called One
Dark Night, which was released in early 1983. We made it for less than a
million, it didn't have a huge marketing campaign and there was little
competition. It opened really well, even if, like most genre pictures do by the
next week, it fell off like 40 percent, and by the fourth week, it was playing
on the triple bill downtown. We also got mixed reviews. But it was still
thrilling.


When you direct your first film,
it sort of becomes your calling card and has a lot to do with what your next
job is going to be. Even though I wanted to do comedy, I was now a low-budget
horror movie director. So what came my way were all those sort of things, but I
also got the chance to get through a lot of doors. That's ultimately how my
meeting with Frank Mancuso, Jr. came about. 





"I wanted my Jason to be a monster born out of hatred and electricity," says writer/director Tom McLoughlin of the newly-resurrected Jason Voorhees of Friday the 13th Part VI.


FRANK MANCUSO, JR.: 


Part V was a coarser movie than some of
the other Fridays we had made, and, in retrospect, Part VI was an
answer to that. I knew Tom McLoughlin had a different kind of mentality than
Danny Steinmann, and you can't make eight movies and not have issues with
people as they try to put their stamp on the films. I was also cognizant of not
wanting to be there every day. Not because I thought Friday was a
burden, but because I felt like it wasn't fair to the people I had chosen—that
I had told that this was "their movie" —to then sit there and hammer them every
day because it isn't turning out the way I wanted it to turn out. 


What was the most important thing
about doing each new Friday was that somebody comes along who has a real
passion for it, and who's fresh and hungry. That's why you get a Tom
McLoughlin—someone who wants to go out there and give it their best shot.
There's a certain energy that someone who's just starting their career has, and
a certain naivetÃ©, but if you can harness that, you can't replace it. There
will always be something special about somebody who comes along and says, "This
is everything I've ever wanted to do." 




TOM MCLOUGHLIN:


At that point, I didn't have a
lot of control of my career choices, but I did have an agent at William Morris.
And I had another deal at Paramount, a suspense thriller of some sort, although
I don't know if they ever ended up making it or not. But then Paramount felt
that there was still an audience for another Friday. My agent called and
said, "They're offering you the next Friday the 13th." I said, "Is there
a script?" He said, "No, you'd write and direct it." 


I was told only this by Frank:
"You have to bring Jason back from the dead—however you want to do it." I
really wanted to make a comedy at that time. And Frank was really looking for
any twist to keep the series going for another one. Because by the time he got
to mine, he wasn't sure how much juice was left. I sensed he was excited by the
notion that I was going to do something different with it, even if he was not a
hundred percent sure if it was going to work or not. 




It immediately became clear to Frank Mancuso, Jr.
that Friday the
13th Part VI would reflect an entirely different vision and sensibility from
that of Part V. Tom McLoughlin's first draft screenplay was funnier,
faster and more action-packed than any Friday before or since. Imbuing
his screenplay with a post-modern sense of irony unique for a horror film at
that time, McLoughlin seemed hell-bent on gently satirizing not only the hard-edged
cynicism of A New Beginning and its namesake series, but the slasher
genre itself. 


McLoughlin's script, although
essentially ignoring the ending of Part
V, brought back the character of Tommy Jarvis, completing a trilogy of sorts
that had begun with The Final Chapter. The ambitious writer-director
also added a dash of mythology to Jason's backstory, a name change for Crystal
Lake (redubbing it "Forest Green"), and a fresh batch of genuinely likable
characters just self-aware enough that even those who literally had the words
"Dead" written across their foreheads were in on the joke. And as a final
clever, however self-conscious, touch, McLoughlin also pared down Part V's
over-the-top body count to a comparatively slim—and entirely fitting—13
victims.


As pre-production on Part VI began in January 1986,
a new batch of cast and crew quickly discovered McLoughlin's enthusiasm and
determination to deliver a different kind of Friday the 13th. And soon
any fears for a repeat of Part V's contentious production on the part of
Mancuso and his producing team were quietly extinguished.




TOM MCLOUGHLIN:


I was basically given carte
blanche. Frank said, "Here are the films, just pick up from where they left off
and see what you want to do with it." It was one of the great times of my life,
where they gave me a private screening room at Paramount and let me watch all
the movies, back to back. I noticed after The Final Chapter, it went a
little sideways. So I thought, "I'm going to pick up after The Final Chapter,
disregard Part V, and tie the legend together a bit." I wanted to take
the Tommy character that Corey Feldman played and do the same idea, that he was
locked away, but instead of getting out and becoming Jason as Part V
left off, he gets out and just wants to make sure that Jason is dead and in his
grave. And when Tommy digs Jason up and sees him rotting, he has this horrible
flashback and can't help but take out his wrath on the corpse. And of course
that leads to a little divine intervention. If Jason's dead and we're going to
bring him back, let's use the old Frankenstein device of a lightning bolt.
Because if I can get the audience to buy that he's the walking dead, I can do
anything, and there's no stopping him. It just gave me license to do a lot of
different and neat things.


I have had friends who find this
terribly amusing, but I wrote the movie during Christmas. I was literally
sitting in my living room next to the Christmas tree, writing all these
horrific kills and doing my research by watching all the Fridays and
trying to put together some assemblage of a mythology to track how Jason got to
this point. I didn't think that any of the previous Friday filmmakers
spelled out the mythology, other than the first movie. Of course, obviously, no
one knew it was going to become a franchise. So I wanted to incorporate more of
a backstory, a sense of history. I also had always been more of a gothic horror
kind of person. I love Edgar Allan Poe. I love ghost stories. And One Dark
Night dealt with death and floating corpses and claustrophobia. I wanted to
get those elements into this, in an era when if you had a killer, a knife, a
forest and teenagers, you had a pretty good chance of getting a film made.
Maybe it's my being raised Catholic—that combination of Catholic guilt,
Catholic icons, devils and demons—all my influences and beliefs. You can take
the boy out of the church, but you can't take the church out of the boy. I even
originally subtitled my script "Jason Has Risen," but Paramount found that a little
bit distasteful, so it became Jason Lives instead. 





The death of Allen Hawes (Ron Palillo) was one of the most heavily censored kills in Jason Lives. Makeup effects supervisor Christopher Swift explains the intended effect. "We built a false body on a rig. The front was porous and we filled it with all kinds of guts, arteries and a heart that would be pulled out by Jason. What you did see is Jason's hand coming out of the body and then a cut. What you did not see is that he dragged the guts and the heart out and then drops the heart on the ground, where it lays steaming. It was one of those scenes that really grabbed you, which is probably why it was snipped."


THOM MATHEWS, "Tommy Jarvis": 


Growing up, I just didn't know
what I wanted to do. One day, a girlfriend suggested that I might try being an
actor. Her remark was right out of the blue, but it triggered something in my
head, and I took her advice. Right before Friday came along, I was going
out to readings, not getting the parts. I had already done this hit movie, Return
of the Living Dead, and here I was, thinking that once it came out, that
things would begin happening in a big way for me. But even after it did, and I
got good notices, I wasn't getting any offers. So, I started putzing around and
getting real depressed. And that film did help. But it was just that I was
expecting a flood of offers and I wasn't getting any work. It was really
frustrating. 


I'll tell you why I did Jason
Lives. I was in no position to turn down the lead in a film being
distributed by Paramount Pictures that would be seen by a whole lot of people.
No matter what some think of the Friday movies, they can establish that
an actor can carry a picture.




TOM MCLOUGHLIN:


Finding my Tommy Jarvis was a
question of getting someone I could believe was Corey Feldman, grown up. We
never found anybody who was exactly the right physical type, but Thom Mathews
was an up-and-coming young genre actor. He already had a nice body of work, he
had done the Return of the Living Dead movies, and he was a strong
actor. I also felt he brought a cult following with him. And Frank did not want
to bring back John Shepherd from Part V, for some reason. I can't tell
you why, because I thought there was going to be some sort of obligation to
keep the same actor in the role.




JOHN SHEPHERD, "Tommy Jarvis," Part V: 


It was funny. I was counseling a
church youth group after Part V came out, and all the kids saw the film
and loved it. Which, of course, gave me a lot of credibility in their eyes,
that you could be somebody who had faith but who wasn't a wacko. That also made
it a real dichotomy for me when Part VI came out, because I felt, "How
can I create a character in this franchise, then tell kids you shouldn't go see
R-rated films?" And here I am making not one, but two. 


They sent me the script. I was
surprised. There was even a scene in there where a little girl prays, and Jason
doesn't kill her. I thought, "Maybe this is a sign from God that it's okay for
me to do this." But I hadn't come out to L.A. to do horror films, and I really
felt like I was better than this material. I also felt that they didn't really
appreciate the work I put into the last one, because here's the sequel, and
they are only offering me scale plus a bump. I said to my agent, "Set the price
so high that they'll have to pay if they really want me." So I think she asked
for something "exorbitant," like double scale. And it was difficult to walk
away because after Part V came out, I ran out of money. I had to move
out of Malibu to North Hollywood, and I was dating a girl who wanted to get
married. So I went to work for the L.A. Times delivering papers and
putting the inserts in them. And here I was in this blockbuster horror film!
Then my girlfriend started going to seminary, and I thought, "Maybe I'm not cut
out for acting. Maybe I'm supposed to be a minister." She said, "We should ask
God to either open the door or close it." I said, "I think the door is closed.
I'm going to seminary." So I enrolled to become a pastor.


The bottom line is that I knew in
my heart of hearts that this wasn't what I was going to do. And eventually I
got this other movie called Caught, with Jill Ireland. I played her son.
It was my biggest part ever and a fantastic film and one that spoke to me
personally, because it was about a kid who was on a spiritual journey that
leads to faith. And I got engaged, and then married. I even went in and pitched
ideas to the company that made the movie, and I've produced 14 films for them
since. So thank goodness I didn't do Part VI. It totally changed my
direction. I'm very thankful.




SHAVAR ROSS, "Reggie," Part V: 


I was supposed to be in Part
VI, but that never happened. They wanted me, and Melanie Kinnaman, too. And
it was a big deal, because they were like—"Everybody gets killed off in the
beginning of the next sequel, so we'll knock you off, too." And my father was
like, "No, he's not going to do that. My son is not going to die on
film!"




MELANIE KINNAMAN, "Pam," Part V:


When John and I signed on to do Part
V, we couldn't do it without also both signing up to do Part VI. We
simply had to. I said fine, great for me! And it was pay or play, too. It
wasn't until within a month or two after we finished Part V and everyone
had said their goodbyes, that my agent told me that Part VI wasn't gonna
happen. Because John Shepherd doesn't want to do it. I said, "Why doesn't he
want to do it?" I was told that he was against the whole idea, because they
were going to turn him into the new killer. They also didn't appreciate his
performance. So since John didn't want to do Part VI, neither one of us
could do it.


I never saw a script for Part VI. But I was
told the idea, which was that Tommy doesn't kill me at the end of Part V.
One reason being, they couldn't kill Shavar Ross. They just couldn't—Frank and
Paramount both didn't want to kill a kid. So there was going to be no
explanation as to why Shavar wasn't there. It was just going to be John and I,
and we were going to bond and I was going to help him. Everyone thinks that I
was supposed to get killed in the first few minutes, but that's not true. I'm
sure I was going to be killed at some point, because Jason had to be involved.
But John wasn't going to kill me, because they wanted to have a relationship
between the two of us, and still have people think that Tommy could be the
killer.





Gallery: Filming the opening sequence.

TOM MCLOUGHLIN:


The only marching orders I had
with my lead female character, Megan, was that Frank Jr. tended to like a very
attractive blond girl in the lead—that was pretty much a mandatory thing. Frank
Mancuso, Jr. had a lot to say about casting. So I was looking for what he
desired, but tried to find the best actress I could. Jennifer Cooke was
amazing. She had just done V: The Series. She was really sharp and
funny.




DAVID KAGEN, "Sheriff Garris": 


I started on the stage, and when
I came out to L.A. in 1982 or '83 I started doing television and more stage
work but I still hadn't done much in feature film when I auditioned for Tom McLoughlin. And as
it turned out, Jennifer Cooke had been an acting student of mine. So we had a
chance to go off and do the material before we went in, and I felt very focused
and very confident and very committed. And I remember on Jason Lives
they asked her, "Which actor do you want to work with for the part of your
father?" Jennifer said, "David." So it worked out. It was nice to know that she
respected me, so there wasn't the issue that I was too young to be her dad. 


I was excited because it was a
terrific opportunity. No question. That's why I took it: the size of the part,
the prominence of the film, and that it was produced by Paramount. I did have
concerns, because I didn't know what effect these movies had on the people who
watch them. And I still don't—I don't know, overall, what the net effect is.
But Tom's a smart guy. He's a deep guy. I don't mean to put down Friday the
13th, but he's capable of other stuff. I understood this was an opportunity
for him to get somewhere. I can't speak for anyone else, and I can't say I
wouldn't have done the film if he hadn't been involved, but it definitely
helped alleviate my fears. 




VINCENT GUASTAFERRO, "Deputy Rick Cologne": 


Before Jason Lives, Tom
had directed me in a play. And up until then, I'd only done two small movie roles,
where I was like a gang member or something. And I looked really skinny and
young and had long hair. Tom was the first one to cast me as a grown-up. I was
like, "Whoa!" I didn't even know he was an up-and-coming film director. Then my
agent was called about Jason Lives, and frankly it scared me. But I
heard Tom McLoughlin was directing it and I got excited. Tom's an accomplished
everything. He's one of the finest artists I know. He's capable and he has a
good soul. He appears like Wes Craven and those other guys—very straight and
professorial, but with a demented mind. I knew he would do something special
with it.




BOB LARKIN, "Martin the Caretaker"


I got a call by my agent to come
in and read for this Martin character. And I gladly did, because it seemed like
a fun role. I knew of the Friday the 13th movies, and the Jason
character, but wasn't really familiar with them. But I liked the fact that I
was supposed to be this old caretaker in charge of the graveyard and in charge
of Jason's grave.Â  I thought that was a really a nice touch.


I remember I read for the casting
directors first. Then I got a call back to come back and read for Tom
McLoughlin.Â  I liked him right off. And at that time I had a full beard, and
that really lent itself to the character. So glad I had it! And I got the role.





TOM MCLOUGHLIN:


The funny thing is, despite all
the scary films I've done over the years, when people ask who has been my
biggest inspiration, I say Frank Capra. It's true. Capra was my mentor. He's
the only Hollywood director I actually got to have one-on-one conversations
with—he even gave me notes and a quote for Date With an Angel, which I
did after my Friday. Capra taught me that it's a people-to-people
medium. If you care about the people, you'll care about the story. Even if you
don't have as great a story as you might want, if you just like spending time
with this character, that's good. I guess if you make a character annoying
enough people will want to see them killed, and I felt like that was often the
case with some of the past Friday films. So I wanted to make the
characters likable so you didn't want to see them suffer. That was my huge rule
in casting: get likable, accessible people, then create enough humanity so the
audience is emotionally invested, because they've somehow connected with and
understand the characters.


Pamela and Fern really had their
finger on the pulse at that time, finding good people who could take my scenes
and make them come to life. And by the time we were done casting, we ended up
with a cast who looked "contemporary." I tried to find a way to make each
character unique and different and have a voice of their own. With the girls,
it was coming up with a good mix, finding young actresses that were all
different types and all had a strong unique style. And I remember with Tom
Fridley, there was an excitement around him. Fern and Pamela said, "He's John
Travolta's cousin—he's on his way to big things." 





"I wanted all the kills to be humanly impossible to do," says Tom McLoughlin of Part VI's body count. "I don't want to say the film was 'bloodless,' but they were sort of stretching reality." Although much of these sequences were heavily edited to guarantee an R rating from the MPAA ratings board, some of the excised footage can be seen on Paramount Home Entertainment's various special edition DVD releases of the film. McLoughlin also meticulously conceptualized each kill scene in advance, utilizing the talents of storyboard artist Bill Forsche. Storyboards for select sequences from Part VI can be viewed throughout this chapter.


TOM FRIDLEY, "Cort":


The first acting role I ever did
was the pilot of "Fantasy Island." Then I did a series of movies, including Max
Dugan Returns, Iron Eagle and the original The Karate Kid.
This was all around 1984 and '85. I was also doing a lot of commercials. So it
was a really good time for me. And it's funny, I had shot the original 15-minute promo for what would become Friday the 13th: The Series, for
Frank Mancuso, Jr. It never aired—it wasn't really even a pilot, just something
they showed to broadcasters to get them interested in the show. Anyway, from
that Frank Jr. knew I was easy to work with, and we got along really well. And
I had known the casting directors on Jason Lives.
I loved Fern and Pamela. I'd done enough for them by that point so that unlike
a lot of auditions where you go in and read for something like eight times, I
already had the part before I got home. The message was on my answering machine
when I walked in the door.


Cort wasn't a difficult
character. I had a rock band at the time. I played drums and sang—that was
actually my main thing, not acting. Music was what I wanted to do. The sort of
hard rock edge that the character had—I came to the audition already with the
earring and the ripped-up jeans. I think Tom McLoughlin saw the character in me
already, and he just kind of let me be who I was. 




KERRY NOONAN, "Paula": 


When I read for Jason Lives,
the working title was "Aladdin Sane," but in reading it, it was obviously a Friday
the 13th. I had done some TV and equity theatre, so I was excited because
this would be my first movie. Though I actually really dislike watching slasher movies
and I get scared easily—I don't want that in my dream bank. But I thought,
"It's a horror movie so if I'm bad in it, people whose opinions I really care
about probably won't see it anyway." And the Friday series was a big
moneymaker.


It says something about Tom McLoughlin that
all we did during my audition was talk. I was nervous. He said, "Tell something
humorous that has happened to you in the last year." I really liked Tom—he was
a nice guy and really easy to connect with. The audition felt good. I think I
got the job because I was free enough that I didn't really care whether I got
it or not. And Tom did
tell me he wanted Paula to be really fashion-conscious, that she probably would
be reading Elle magazine and all that. So I got my hair cut right before
the shoot—I wanted it kind of wild, this kind of funky hair thing going. And I
eventually liked the wardrobe they picked for me. Paula was probably a little
more hip than I am in that respect, but other than that, she was pretty close to me—I'm
the major good girl—so I didn't feel I had to stretch that much. 




DARCY DEMOSS, "Nikki": 


When I was a kid, my father
enrolled me in the New York International Company of Performing Arts. I studied
tap, ballet, jazz, musical comedy and acting, and immediately it was my
favorite thing in the world to do. I was very dedicated, even at a young age—I
wouldn't go away for weekends or slumber parties or anything because I had to
go to class. Then I did my first commercial at age 15. And growing up, my best
friend was Helen Hunt, who was working all the time—she used to have her driver
pick me up and take me to whatever set she was working on. Eventually I dropped
out of college and starting working as an actress. My first film was Hardbodies.
I played Dee Dee the counter slut, a very demeaning role—I had to pop through
the sunroof of a car and I'm topless. But at least I got my SAG card. Then I
played a cheerleader in a film called Gimme an 'F,' which led to Can't
Buy Me Love, which is still one of my favorite films that I've done. 


I was originally cast for a role
in Part V, the part that DebiSue Voorhees eventually played. During my
audition, Danny Steinmann asked me to lift up my top and show him my breasts. I
said, "Excuse me, no, I cannot do that. It's incredibly unprofessional, and my
agent didn't tell me about it. You can call my agent, and if he OK's it, I'm
fine with that, because I'm comfortable with nudity." But to have something
like that sprung on me? Then at my wardrobe fitting, Danny propositioned me. He
wanted me to have dinner with him—I hadn't even read the script yet. And the
next day, I didn't have a job, let's just put it that way. But I got paid for
it, so it's fine. 


After my bad experience on Part
V, Pamela Basker and Fern Champion brought me back in for Part VI.
They said, "Pretend like you never met Frank Mancuso, Jr." So I did, and I got
the part. And it was immediately apparent the difference with Tom McLoughlin, with his
script, and the humor. 




JOSEPH T. GARRITY, Production Designer: 


I remember going to the World's
Fair in New York when I was a kid, in 1964, with my parents and brothers and
sisters. I was amazed at all these made-up environments and pavilions that were
built, these worlds that had been created. That really inspired me. I was the
kind of kid that was always decorating the whole house for Halloween in a
really elaborate way—I would have a marionette puppet and these little
environments for the puppet to work in. I even made little cemeteries and
tombstones and stuff. I was always drawing. So by the time I started high
school I began working in stage crew and theatre. 


The older you get, the more
important the choices you make become. You're torn between doing a project and
not doing it. We all have to wrestle with that. Whenever I get a script that's
bad, I try to find what's good in it. Because if there's not something good in
it, why should I even want to be a part of it? I think we all had heard that
our film was going to take the Friday the 13th series in a different
direction, because it went bad ways prior, especially with Part V. We
were going to pull it into a saner, tamer place. We all had many discussions
together about the psychology of the films, and why it works and why it doesn't
work. And what responsibility we had towards young people. Of course, there was
this character, Jason, and there was the death of teenagers, primarily. This
needed to happen, I guess. But maybe films like this could keep violence from
happening in the real world? I don't know if that's true or not. I think it has
to do with who's sitting in that theater. But there's nothing wrong with
putting out positive stuff. And not in the boring, Religious Right kind of way.
Plus, Tom McLoughlin's wife was expecting their first child. I think he just wanted to
lighten it all up a little bit. That is why I ultimately decided to do Jason
Lives.





Genre vet Thom Mathews (center) stars as Tommy Jarvis in Jason Lives. Pictured here with co-stars David Kagen (left) and Sheriff Garris and Vincent Guastaferro as Deputy Rick Cologne, Mathews would also star in the first two installments of the cult classic Return of the Living Dead series.


DON BEHRNS, Producer: 


My first film job was in the
early 1970s, as a production assistant on a blaxploitation movie called Candy
Tangerine Man. It was about a guy who lived a double life—businessman
during the day, and at night he was out pimping and shooting up guys. And,
ironically, I had worked on something called The Unseen, which Danny
Steinmann took his name off of. I guess Danny had directed Friday the 13th
Part V. And it's a good thing he vanished off the face of the Earth after
that. He was an asshole to work with and a very incompetent director. Anyway, I
had worked my way up to production manager, and that's how I met Debra Hill,
who was a script supervisor on some of those films. One day she called me
saying, "I'm living with this guy named John Carpenter and he has $300,000 to
make a movie called Halloween. I'm producing. You want to production
manage it for me?" I said, "What!? You've never produced before!" But she was a
smart lady. I ended up working on both Halloween and The Fog.


I had a mutual acquaintance of
Tom McLoughlin who recommended me for Jason Lives, so I met Tom, and
Frank Mancuso, Jr. It was my first producing shot. It's funny—I never had a
particular affinity for horror films. It just sort of happened that way. Once
you start doing them and a few become successful, people look to you to do
more. And I remember Tom had this marathon of the Friday movies right
before we went to Atlanta—all five in a row. I couldn't separate one from the
other! 




JON KRANHOUSE, Director of Photography: 


I shot my first feature when I
was 23 years old. It was called Brain Waves, and there's this scene
where there is an electrocution in a bathtub. We took a bunch of little tiny
flashbulbs and wired them up, then triggered them to go off the same way you do
a machine gun. And in the tub was this girl who was Playmate of the Year from Hustler
or something. And she wiggles around and dies and all the lights are flashing.
Frank Mancuso, Jr. saw that and said, "Oh, what a great death scene!" He even
mentioned that to me when I interviewed for the job on Part VI. I
remember I wasn't sure what to expect when I first met Frank, Jr. I got to his office
at Paramount, and here's this guy with high-top sneakers on—unlaced—and jeans
just ripped to shreds, as was the fashion of the day. And hanging up on the
door to his very plush office was an Armani suit. It was such an extreme
contrast. 


When I read the script for Jason
Lives, I thought, "This could be interesting and fun." Tom McLoughlin certainly
wanted, visually, a more classical approach to the film. He wanted to give it a
real sense of mood. But most importantly, I thought he had a very healthy sense
of irony about it all. You know that line in there, the one that the
groundskeeper at the cemetery has: "Some people have a funny ide'r of
entertainment?" I think that perfectly summed up the movie Tom wanted to make.




After the on-set tensions of the three previous Friday the 13th films, shooting another
sequel in California would have been a near impossibility. The threat of a
backlash from the unions was too great a risk for Frank Mancuso, Jr.'s upstart
Hometown Films to take, and Tom McLoughlin's script, the first in the series to
feature pre-teen protagonists in prominent roles, required that the production
find a "right-to-work" state amenable to extending the hours a child could
legally perform. The locale the producers of Jason Lives would
eventually settle upon, the picturesque town of Covington, Georgia and its
surrounding communities, turned out to be a boon for the production. Quaint,
accommodating and woodsy, it was not quite the authentic Camp Crystal Lake of
the first two films, but it was a far more suitable stand-in than the desert
hills of Southern California had been since Part 3.


As cameras officially rolled on Jason Lives on February 6,
1986, the crew settled in for a six-week shoot that proceeded in marked
contrast to the pressure-cooker environment that dominated the last few Friday
films. This production had a downright congenial atmosphere; if it is a clichÃ©
that the cast and crew of a film often form a makeshift "family" during
production, then Jason Lives is the Ozzie & Harriet of the Friday
the 13th series. Tom McLoughlin not only cast his new wife Nancy in a key
role in the film, she became the production's unofficial den mother. Illegal
substances were conspicuous by their absence, replaced by all-night Scrabble
games, midnight bowling tournaments and, when things got raciest, the
occasional round of "Truth or Dare." Finally, the makers of a Friday the
13th film were having fun.




TOM MCLOUGHLIN:


Even today, out of all the films
that I have done in my career, when people ask me which one I had the most fun
on, I say Jason Lives. To escape the prying eyes of the unions, we shot
it under the title "Aladdin Sane," and we really were young and crazy. I was 26
years old. We knew we were making a Friday the 13th, but this was only
my second film, and I was so into it. Everybody caught that passion.





Camp Forest Green counselors. From left: Jennifer Cooke as Megan, Kerry Noonan as Paula, and Renee Jones as Sissy. "I tried to find a way to make each character have a voice of their own," says Jason Lives writer/director Tom McLoughlin. "With the girls, it was finding young actresses that were all different types and all had a strong unique style."


KERRY NOONAN:


The funniest thing was being
picked up at the airport by a guy holding up a sign that said, "Terror, Inc."




JON KRANHOUSE:


I remember being on the crew bus
and coming in from the airport with some of the special effects group. As we
got off the interstate and turned onto this side road going to the location,
there was some huge industrial building that was very close to our motel, and
it had a large sign near the entrance that said, "Two hundred days since the
last industrial accident!" I leaned over to one of the effects guys and asked,
"What do they do there?" And he says, "Oh, they make dynamite." 


I looked at where this factory
was, and the size of it, and then I looked at where our motel was, and I was
sure we'd be a steaming crater by the end of the shoot.




TOM FRIDLEY:


By the time of Part VI, Friday
the 13th had become a moneymaking machine for Paramount. But wherever that
money was going, it sure wasn't being spent on accommodations. 




NANCY MCLOUGHLIN, "Lizbeth": 


It was desolate—there was nothing
there. Nothing but this stinking motel. And Tom and I had a "suite," so-called
because there was a lump in the middle of the room. It was such a dive. We shot
essentially all nights. I think there were maybe three or four days, then it
was like six weeks of six-day all-nighters—going to bed when everybody else in
the world was waking up. Everybody would go to the bar at the Waffle House in
the morning to wind down—the crew would raid you if you didn't. They'd break
in, bring out the sleeping people's bodies and deposit them at the bar. It was
a huge party.

Sometimes we would also go bowling at like three o'clock in
the morning. And one time, I went to the bathroom, and I hear a little girl by
herself in one of the stalls. I opened up the door and there's this
three-year-old angel, and she says, "Would you wipe my butt, please?" Turns out
her mom was a barfly, picking up guys around the room. That shocked me. So I
grabbed a paper towel and start wiping her butt, but then another came in and
saw me, so the rest of the shoot everyone would come up and ask, "Would you
wipe my butt, please?"




VINCENT GUASTAFERRO: 


You'd look out the window of the
Motel 6 and the only thing on the cloverleaf was the Waffle House. So every
morning, we'd risk our lives by running across the highway just to have pecan
pancakes and bacon. But Covington is historically preserved—it's one of the few
towns that wasn't destroyed by Sherman's March to the sea—so it was small with beautiful houses with big porches. And we were 50 miles out of
Atlanta, so for the few days we had time off we'd treat ourselves to a trip to
the big city, and eat fried ice cream and go to a good blues club in town. 


Nancy was extremely gracious and
generous. "Motherly," and I don't mean in a bad way, like she's not hip—she's
very contemporary and intelligent. It's her nature to be very giving. She was
like the den mother of the movie, because she and Tom didn't have children yet.
When she wasn't working, she was on the set, asking "Who needs water?" She was
happy and supportive of Tom. To this day, I love her.

KERRY NOONAN:


The person I hung out with most
was Nancy. She did her scenes and then would stay on set, so she had all this
free time. She was really fun and we had a lot in common. We'd play Scrabble,
and even hitch rides to the set, back when you could still do that sort of
thing. 




NANCY MCLOUGHLIN:


My father's a writer, his name is
Bob Mott. I was Nancy Mott. He wrote for Your Show of Shows, a sketch show,
and he was Dick Van Dyke and Red Skelton's personal pantomime writer. And,
oddly enough, the only other personal writer Dick Van Dyke has ever had was
Tommy—it was what got him into the Writer's Guild. My father also ended up
working on The Gong Show, and it's funny, the one memory I have of being on
the set of that show was when Tommy's brother was on it, a fire-eater. I was
like 13 or something, watching this fire-eater and watching Tom's family around
him and thinking, "Oh, aren't they sweet?" 


Years later, I think it was
around 1979, and I'm on the set of this really terrible movie called Prophecy,
and Tommy's playing the monster. I was visiting the set with my girlfriend,
whose father was in charge of security. And Tommy was climbing out of the
monster outfit and I thought, "Oh, he's cute." I was 21. And at the time, I
didn't date, I didn't do anything. I was really shy. I thought I'd never marry,
I'd never have children—when you're an actress, these are the things you give
up. So Tom's looking at me and I'm looking at him andâ€¦ I run and hide. For like
two hours. And what I did say to my girlfriend when I saw him? "That's the man
I'm going to marry." I had no idea. I didn't have a second thought about it.
But I did say it. And by 1982, we were engaged. 





"It's so much fun making a horror movie!" says actress Nancy McLoughlin. "You get to act scared, get covered in blood and, hopefully, get a great death scene. And I love screaming!" 


TOM MCLOUGHLIN:


That's how I met my wife,
crawling out of a monster costume. I admire wives who work with their husbands.
It's a whole different process than is usual between a director and an actor.
We've managed to make it work. Nancy and I have done a number of films together
and she's a terrific actress—she's funny, she's got a great face and a great
scream. I wanted to tailor a role for her in Part VI as one of the
teenagers, although there's that clichÃ© in horror movies that all the kids look
like they're 26 and I did not want to fall into that trap. So I said to Nancy,
"I'm going to write a part for you as a head camp counselor, but we can have a
sense of humor about the whole thing of 'This person doesn't look like a
teenager.'" I also wanted to give her a great death scene.




BOB LARKIN:


We filmed in this small town
about 50 miles outside of Atlanta. Sherman's March had gone through it in the
Civil War, so the town was a historical landmark. That was very nice, and they
had this picturesque graveyard, where we shot. Working on the set was terrific.
The cast and crew all got along very well, and that it made it a really light
atmosphere and we all joked around.Â  


Tom McLoughin was so terrific to
work with. Everything was timed perfectly—he really knew what he was doing. He
had written the script, of course, so he knew what he wanted.Â  And it's an
example of Tom's sense of humor in the way that he would have you give a
reaction to something or the way he'd have you say a line. Like that one great
line that everyone remembers, "Some folks have a strange ide'r of
entertainment." Tom had an interesting way of seeing things, with the comedy,
because he had me say that looking right into the camera. You don't usually do
that. But that was a really great way to do it, so I really enjoyed it.Â  




VINCENT GUASTAFERRO: 


Tom really knows how to talk to
actors, because he was one once. And that makes him get better performances. He
never asked me to deal with the crap of a backstory. We just talked about what
this character wanted to do. And that's great because, in terms of acting,
actions define intentions. I would say to Tom, "What's this guy about?" and
he'd say, "Rick Cologne is a small-town deputy, and Tommy Jarvis is the biggest
criminal that he's ever had the opportunity to arrest!" Tom is completely
responsible for the tone of the film and the way we as actors approached the
material. Tom was very clear that he wanted much of the overt humor and jokes underplayed,
almost thrown away, so the ridiculousness of saying it was more inherent than
hammered home. 




DAVID KAGEN:


I look at material as a piece of
music. When you play a piece of music, it does something to you. It makes you
feel a certain way, it makes you dance a certain way. Certainly there were
things I noticed in the script that were supposed to be fun. Tom had lines in
there like "screwing the pooch" that people love. I just played it for all it
was worth. I had some awareness of it potentially being over-the-top, or even
campy, but I just played it for real. I think that is the case for all of us in
the film—we all played it somewhere in the middle between complete seriousness
and going too over-the-top. Finding that place was very satisfying.




TOM MCLOUGHLIN:


There is a lot of stylistic
dialog in Jason Lives. I've always been a fan of the screwball comedies
from the 1930s and '40s, even though that is not the way people really speak. I
mean, poor David Kagen—he had a mouth full with some of the lines I wrote, my
strange twists on profanity and avante garde ways of coming up with insults.
But David is a trained actor and he understood that. The same thing with
Vinnie, another incredibly talented and trained actor who could go in there and
be the heavy, but still be funny. 




DARCY DEMOSS:


I hadn't seen Jason Lives
in a long time, and when I watched it recently I laughed so hard. That scene in
the RV, where I'm being bounced around, that was a blast. The photos on the
wall were all attached to strings that the crew were pulling—a whole bunch of
little gizmos wired all over the place. And my legs flying over my head and the
shoes flying off—I remember Tom showing me how to do it. It was like an I
Love Lucy episode, not a horror film. 




JOSEPH T. GARRITY:


Tom wanted people to laugh and be
scared at the same time, and I think he accomplished that. What is still so
memorable about the film are just all those little details he threw in there,
like that sign on the road during the chase scene—"Dangerous Curves Ahead." Or
when those two little boys comment, "We're dead meat." That is all Tom.





"Part VI was a really fun film fun to work on," says special makeup effects assistant Gabe Bartalos. "In one scene, Jason smashes the survivalist against a tree, then he pulls into frame the guy's severed arm and it is still holding a machete. The tricky thing was, it is a challenge to make a mold of a clenched fist that allows for the fingers to look like they are still naturally in that position. We also molded a machete so it looked just like the actual one used in scene, but made of a lightweight material so the hand itself could hold it. Then to complete the illusion, when Jason holds up the stump we put a bunch of blood on it. The effect out worked great."


TOM MCLOUGHLIN:


I had a lot of little genre
references in there—Karloff's Market, Cunningham Road, Carpenter Road. And
Sheriff Garris is a reference to my friend, director Mick Garris. The
self-referential touches I put in, like with No Exit as the book the kid
is reading, or a rat stuck in a cage—they were little metaphors for what the
kids were going through. Things like that seemed to hit a right note. And the
humor, like when the two kids looked at each other and said, "What were you
going to be when you grow up?" Things that an intelligent critic would look at
and say, "They're having fun with it." But at the same time, all the elements

are still there so that the fans would be screaming and yelling just like they
would with any other slasher movie.


I also had to somehow make it
seem that everybody wasn't stupid for going back yet again to Camp Crystal
Lake. It was a long time ago, they've changed the name, Jason is dead, and
maybe it was just a legend. I really enjoyed working that into the script—that
somehow this was a legend that became bigger than life. That even why I wrote
that scene with the little "Camp Blood" card game that the girls played in the
cabin. It was all about the mythology.




KERRY NOONAN:


My favorite stage direction in
the script was for the scene with the sheriff, when he is shooting at Jason:
"Nothing stops this undead super-killer." I thought that was hilarious.




TOM FRIDLEY:


To be honest, I'm not a huge
horror fan. I saw the one Friday the 13th that was in 3-D, and it scared
the crap out of me! After seeing that, when Jason Lives came my way I
thought, "Why am I doing this!?" That kind of adrenaline, I'd rather get from
humor—I'd rather laugh myself to death than scare myself to death. But that's
why Tom McLoughlin was one of the most fun directors to work with. Because I've
been kind of humorous my whole life. People would often say to me, "Why aren't
you a stand-up comic?" And this is just my thing—it's nothing against
comics—but it's no fun trying to be humorous and then trying to repeat it. I
think jokes are for people that aren't that funny. I'm more like, let's just
hang out and let it happen. It's like a song lyricistÂ—you don't know where the words
are going to come from. You just get on a roll, and it's a natural high and you
can't be stopped. And that's how Tom was on the set—he just let me go. 


There is that scene early on at
the camp, with the two boys, where I try and teach them about Indians and rocks
or something. We went short on time, and Tom was basically like we need to
shoot some more stuff. So he went, "Here you go," and threw me a rock. Just
make it up. That scene turned out to be a total improv. And it was a one-take deal.
The camera was shooting once from the kids' POV looking down at me, and once
from my POV looking up. That was it, no editing. But it ended up turning out to
be one of the funniest scenes in the movie. 




TOM MCLOUGHLIN:


One thing I was very aware of when
I did my Friday was the sex equals death thing. I always had a problem
that kids have sex and then they get killed, whether it was for moralistic
reasons or just coincidental. Personally, I never thought there was any moral
conspiracy at work, whether by past Friday filmmakers or otherwise. I
always thought it's just that these two elements have always been attractive.
And then it just sort of developed out of that, and someone at some point said,
"Wait a minute, that's now the rule—have sex and die." 


I much preferred to make fun out
of that whole thing. I only had one sex scene in mine and it was played for
laughs. Having those kids be in a motor home bouncing up and down, and then
having Jason look at this thing and think, "What the hell is going on in there?"
Then by the end of the sequence it all turns into a big stunt. I wanted to take
it to a whole different level. The humor was that this girl was having sex to
this song and trying to get the guy to last long enough to get to the end, then
when the power went out, so did he. And if you listen really close, after his
big moment, we put a sound effect in there—you hear him take his rubber off. It
was subtle little joke we played when we were mixing the movie. Safe sex!




KERRY NOONAN:


The Friday the 13th movies
are morality tales—the people who get killed are the ones who do bad things.
Tom is very Christian and he didn't want that stuff. We're not all doing drugs,
and our one sex scene is comical. There is even that scene at the end of the
film, when little Nancy prays to bring Tommy back to life—that religious
influence is definitely in Part VI. Paradoxically, that means the
violence is that much more unexplainable. It's more random. We're not being
punished for anything—we're just getting killed because we're there. It's an
interesting twist to the normal Friday formula. But it's a paradox
because here the movie has a Christian influence, yet people are being killed
for no reason! I find that very interesting.




DARCY DEMOSS:


I love Tom McLoughlin. And Nancy.
They're great. But interestingly enough—and this is moviemaking—while we were
shooting the love scene, Tom said, "I think we're going to lose your top." I
went, "Excuse me?" It's not in my contract, which is why contracts make or
break careers. The scene didn't need it anyway. It was what it was. So I said
no. I don't remember there really being a choice. I think the producers
probably said, "I think we need to lose her top, we need more sexy stuff in
here." Because there wasn't any nudity in Tom's film at all. There really
isn't. So much more is left to the imagination when you don't see everything.





Storyboard gallery: paintball massacre.

TOM MCLOUGHLIN:


I know I had made a conscious
choice not to have nudity, and I'm not sure if that is because it was purely
the "easy" thing to do. And not that every good actress won't do nudity, but I
felt like I was going to get a better caliber of talent if I did that. If it
said "nudity required," there are a lot of actresses who say, "This is the
beginning of my career. I'm not going to start this way." I know from working
with Phoebe Cates. She told me she was upset that she made that choice in Fast
Times at Ridgemont High. She looked gorgeous, but every time she did
another picture, there was an expectation that you were going to see Phoebe
strip. And as I said, I was trying to break some of the clichÃ©s and have a
sense of mythology about it, so that it wasn't all about having sex and dying.




TOM FRIDLEY:


I didn't know who was going to
play Nikki until the actress was gonna show up on set. And because my character
was already at the camp, I had already been shooting a while before it came
time to shoot our sex scene. And when I was in junior high, Darcy DeMoss was
like one of the sex symbols of the school at the time. There was like three
girls that were like unattainable, and she was one of them. And she was a year
older than me, so she was way out of my category as far as that went. So here I
am on the set, waiting in bed, and who comes flying in? I couldn't believe it.
I'm like, "Oh my god, it's Darcy!' It was hysterical. 




DARCY DEMOSS:


Tom Fridley and I got along
great. We had a lot of laughs, a lot of fun. I
remember during our sex scene, I was doing my back and forth grinding motion on
top of him, to the music, and Tom has got his can of beer in his hand and is
acting all cool and getting into it. Then Tom McLoughlin says, "Um, Tom, you're
going to have to take your underwear off." And Tom's face just goes pale!
Suddenly, all that confidence and bravado went away. I just laughed and
thought, "Well, not such a big man anymore, huh!"




THOM MATHEWS:


Tom could be very ambitious in
ways you wouldn't expect. The toughest scene I had to do in the entire film was
all dialogue, where I am in the phone booth making a call and I have to explain
all this exposition to Jennifer Cooke. I remember that shot was like one
continuous master with all kinds of tricky camera movements, and what seemed
like tons of dialogue. It took 10 takes just to get it right.


My role was very physical—I had
to do a lot of running and jumping. Just battling Jason, and the water, and
having to focus on so much. It was hard work. One night, we were shooting
close-ups in the jail cell and, around 4:00 a.m., we start hearing this snoring
from somewhere. It turned out one of the grips had fallen asleep. We went ahead
and tried to shoot the scene, but this guy kept snoring away. I tried to keep
it together but, as I was looking at Tom, I couldn't anymore. And neither could
he, and we both burst out laughing.




KERRY NOONAN:


Thom was very nice, but he was
very focused and very busy. He was in almost every scene. I really didn't hang
out with him at all. He probably had a lot more homework to do than I did.
Jennifer Cooke, tooâ€¦ it was hard to hang out with them because they were in so
many scenes that they were usually just working. And Jennifer had this age
thing going, "I'm only 21!" That kind of annoyed me. But she was a nice person.




VINCENT GUASTAFERRO: 


This is what I liked about
Jennifer—her ego was so huge that she didn't need anything else. I remember she
was on the dock and Thom was in the water, and she had to dive in and act like
she's saving him. And somebody said to her, "Are you okay?" And she goes, "Just
make sure my hair looks good." But I say this because I think she had a great
attitude toward the work. She didn't take it all that seriously. She knew her
job in the movie was to be the hottie, and if her hair looked right that's all
she needed to do. She was a very practical girl.




NANCY MCLOUGHLIN:


We all got along. It wasn't
intense. In many ways, on a movie set, you can be a child, and you don't really
have to be emotionally invested in the games people play. In fact, we used to
play this one game by the fire, Truth or Dare, where we would ask, "If you
could hook up with someone on the set, who would it be?" It's dangerous, and I
think people can get very hurt by the answers, but it's so much fun. 




KERRY NOONAN:


We used to have this saying:
"It's not love—it's location."





"The daytime chase was one of the first days we filmed," recalls actor Vincent Guastaferro. "But because we were shooting at a local cemetery, which was historically preserved, we weren't allowed to leap over the graves. Tom McLoughlin had to block the whole scene out to look like it was a game of Pac-Man. But that's another example of what a great director Tom is—he took a limitation and turned it into something interesting."


TOM FRIDLEY:


My favorite joke was the one we
played on Ron Pallillo, who had a small part at the beginning of the movie. Ron
had worked with John Travolta, who is my uncle, as Horshack on "Welcome Back,
Kotter." And at the time, as I remember, it was hard for Ron, for him to go from
being a star on this big series to now be playing this little guy who gets
killed at the beginning of a Friday the 13th movie. Now, if you are old
enough to remember "Welcome Back Kotter," you know that Horshack used to wear
this long red and white striped scarf—it was like his trademark. So a bunch of
us were hanging out in the wardrobe truck, to get out of the freezing cold, and
the guy that was the costumer had copies of that scarf. So we go to Ron's
trailer, and we hang the scarf on his door. Then he sees it, and slams the door
and is totally pissed off at us. So, of course, we go back and do it again. And
this time when Ron saw it, he just grabbed it and held it over his head, and
screamed, "I am not Horshack anymore, dammit!" That was not very nice of us,
but hey, we were bored and it was the middle of nowhere in Covington, Georgia.




THOM MATHEWS:


Before Jason Lives, I
hadn't seen any of the Friday the 13th films except the original. Then
after I got the part, I went out and rented the video of Part V. I
thought I made a terrible mistake. It was awful. It was like a porn movie.
Suddenly, I felt uneasy—and I had already committed myself. But I liked the
script so much, and Tom so much, that I had confidence that he was going to
make a good movie. He seemed to have a real, genuine affinity for it.


I'm not really a horror buff. I
never really understood them, and they never really held my attention. But
after we made Part VI, I started to realize what filmmaking was about.
It had its limits. It had the story and it had to have so many kills, but
within all of that, I thought Tom made a really good movie. He tried to make
the best movie he could with what he had. By the time we started shooting, any
fears I initially had about making the movie were gone.




In keeping with the tradition of the previous Friday the 13th films, the
sixth installment would again see a new actor take on the role of the
indestructible Jason Voorhees. But this time, the decision to build a "new
Jason" would not only come down to one of cost, or even expediency, but of
genuine creative concern. The Jason that Tom McLoughlin conceived, the Jason
"born of hatred and electricity," was now a member of the walking dead.
McLoughlin's Jason needed to move differently, react differently, kill
differently—and so, too, did the professional stuntman who played him. But as
with Friday the 13th Part 2, a last-minute replacement needed to be
brought in when the original performer that had been cast as Jason failed to
live up to the expectations of the producers. And though the stuntman they
ultimately chose was not a stuntman at all, but rather an ex-military "grunt"
with no previous acting experience, the decision ultimately proved inspired.
The Jason Voorhees of Part VI was more feral, methodical and
single-minded than ever before.




TOM MCLOUGHLIN:


I'm gonna let out a little secret
I don't think many people know. When we started Jason Lives, we had a
different Jason. Initially, he was played by a stuntman, Dan Bradley. He did
the first day or two, all the daylight stuff and the paintball scene. Then
Frank Mancuso, Jr. calls and says, "You have to replace Jason. He doesn't look
right." Dan is a terrific guy and was doing a great job, but it was a studio
mandate. So I had to quickly shift gears, shoot a bunch of scenes without
Jason, and cross my fingers that we could find somebody else real quick.




BRIAN WADE, Makeup Effects Artist:


We did just one day's shooting
with Dan, and the next day, I heard that some people had seen the dailies and
there was just something about the way he carried himself. He didn't look big
and muscle-y and terrifying, he just looked a littleâ€¦ thick. Kind of husky. Don
Behrns told me he was a little "flowery" to be Jason. I don't know if it was
his physical presence combined with how he was moving, but the producers lost
faith in him.




NANCY MCLOUGHLIN:


All Dan did was eat, apparently.
He gained 40 pounds or something in a few weeks, enough that every day they had
to take out his outfit. And the dailies were coming back and Frank was livid.





TOM MCLOUGHLIN: 


It was vital that Jason be truly
scary. When I first got the job and asked Frank, "Can I add humor to Friday?"
all he said was, "Fine. Just as long as you don't make fun of Jason." I didn't want this to be just a
person hiding behind a hockey mask anymore. I wanted Jason to be a monster born
of hatred and electricity. He's unstoppable, and anything that gets in his
way—male, female, old, young—doesn't matter. So that is one of the reasons why I put in that
whole thing with Tommy Jarvis, where he goes to the sheriff and warns him about
Jason—"It's still Camp Crystal Lake to him!" It was about animals and
territory. I have coyotes around my house that walk up and down the street at
night. It's their turf. It has been for generations. And the fact that we're
here doesn't stop them from coming and eating our cats and dogs—they even got a
baby a few years ago. It's those same sort of feral tendencies that I wanted to
give Jason. The moment where Jason's watching the RV go up and down and he kind
of cocks his head like a dog—that's exactly what I wanted. 


One of the things I also needed
to do was somehow arm Jason with every weapon imaginable. The paintball scene
was devised in part to accomplish that. In the mid-1980s, the game was just
starting to catch on. So I thought it would be cool that there were these big
executive types out there in the woods, just having fun and playing this game,
unaware that they were being stalked by a real killer. And then I could
conveniently get Jason all the gear he needed.





Tom and Nancy McLouglin's photo album. Top left: Actor-turned-director Tony Goldwyn (with co-star Nancy McLoughlin) made his screen debut in Jason Lives. Although the then-23 year-old thespian's screen time was limited to only a single scene, his creative death rates as one of the most memorable in the film. The actor has no regrets."I got skewered through the chest with a spear after uttering about three words," says Goldwyn. "But I'm very grateful to that film, because it gave me my SAG card!" Top right: Actor and musician Tom Fridley stars in Jason Lives as Cort (seen here playing around with co-star Kerry Noonan).

CJ GRAHAM, "Jason Voorhees": 


My story is not so much "A Star
is Born" as "A Goofy Person is Born." I had no experience. Zero. Nada. I ran a
nightclub in Glendale called Excess. We had a hypnotist there named Jack
Laughlin, and he brought in the crew that had done Friday the 13th: The
Final Chapter to do the special effects for this $10,000 production he was
doing to promote his show. And in the show, when the subjects are under
hypnosis, there's a scene where Jason slashes through the screen to scare them.
And the late Martin Becker, the effects coordinator on Jason Lives, saw
it. He was looking for somebody physically big to play Jason, and I am 6'3" and
250 pounds. He said, "CJ, do you want to do this?" And I said, "Why not?" I
didn't even know what a SAG card was. 


I originally went down to
interview for the part before they had hired anyone else, and I met with the
stunt coordinator, Michael Nomad. Michael was comfortable with my military
background and that I could, in fact, complete the mission. However, Frank
Mancuso, Jr. was a little hesitant because I had no background and I'm not a
stuntman. So I didn't get cast. But I still thought it was kinda cool to get on
the Paramount lot and meet Frank Mancuso, Jr. And I didn't think about it
again. 




TOM MCLOUGHLIN:


We didn't know who we could get,
then Marty Becker says to me, "Well, there is this guy I've met, he hasn't
acted before and he just got out of the Marines. He's a real, 'You tell him
what to do, and he does it' kind of guy. And a really nice guy." So I said,
"Well, if you feel he is right, bring him down to Georgia." And in comes CJ
Graham, this fairly attractive-looking, tall guy—nicest guy in the world. I
said to Marty, "Are you sure?" And he says, "I'm telling you—this guy is
great!" And he was. He was like a machine. He had this almost Terminator,
machine-like quality, from being a marine. 




CJ GRAHAM:



I got a call one Saturday to come
back for another interview with Frank Mancuso, Jr. That meeting with Frank was more
just coming to his office and sitting down and discussing the role with him, my
physical characteristics, my abilities and my comfort zone—for being set on
fire, jerked out of a cabin with a chain and to breathe off regulators for long
periods of time without getting scared. 


I spent four years in the Army,
from 1974 to '78. I was infantry, I was a grunt, then I was a sergeant. A
little bit gung-ho, so to speak. And when you're in the military at 17 years
old, you're taught, as most males full of testosterone are, that you're not
allowed to cry, that you're not supposed to be fearful. They teach you
credibility, honor and integrity. In the Army they have a saying, "Search and
Destroy"—adapt and overcome. So when I
apply for a job, when it says "Special Skills," I put down "common sense." I
always tell people I have an I.Q. of 10, but a street I.Q. of 160. And I'm not
bragging, but I still bench 405 pounds and work out four days a week
religiously. At that time, I was younger and I was even more crazy. I didn't
feel intimidated at all going into Jason Lives because everything they
wanted me to do was like, "I can do that." 


After the second meeting with
Frank, I got another call to ask if I could be in Covington, Georgia, by Monday
morning. I immediately met with Tom McLoughlin and Michael Nomad and they told
me what they wanted. And it's not an easy task. How do you show somebody you're
pissed off when you're dead? My goal was to figure out how to convey the anger,
the dominating presence of this demon, without being human and without being
robotic. Tom wasn't looking for Frankenstein from the 1960s. I needed to be
menacing, in control, and express intent with the physical turns of my head and
body. Because you can't raise your eyebrows. You can't scream and yell.
Everything had to be based on the way I cranked my head or turned my neck. 


I did go out and rent the movies
so I could familiarize myself with the character, because I didn't want to walk
in there and not have an understanding. I had never seen the movies. But again,
from a military background, you learn to recon—to get out there and see what
the target is, so to speak, so when you have to come into a landing zone,
you're familiarized with the area and the terrain. I did the same thing with
the movies to understand I was going to get myself into, so I wouldn't be
sitting there not understanding the formalities of Friday the 13th.





Kerry Noonan's photo album #1. 

BRIAN WADE:



I had worked for Reel EFX, which
was Martin Becker's company, on April Fools Day, for Frank Mancuso, Jr.
I got a callback for Jason Lives from Marty and Chris Swift, one of the
effects supervisors. I can tell you, when I first heard it was Friday the
13th Part VI, my knee jerk reaction was, "Oh, they're doing another
one?" At the time I didn't know who was in it, who was writing it or who was
directing it. But my very next thought was, regardless of the number it was,
it's still an opportunity to work on one of the great franchises and doing
something cool with the character of Jason. And despite what it took to get it
done, in terms of the difficulty of the time constraints we were under, it was
all a joy.


When I originally got the call
for Jason Lives, Chris Biggs, who I had worked with before, was already
hired to also work on the makeup. I think Tom and Frank, and Marty and Chris,
in terms of the evolution of Jason, they were trying to step it up. We had to
do something new. This was also the first one where Jason went from being made
of real flesh to something unnatural, a monster. CJ Graham was this young,
really tall and good-looking guy, and just had a really great attitude. We did
a life cast of CJ. It included a head cast to the shoulders, and even a hand
cast up to the elbow. And we did this on a Friday, and had to be back in
Covington, Georgia that immediate Monday to shoot! I was like, holy mackerel,
here we go. I had a weekend in L.A. to basically create Jason, and then be on
the plane by Monday.


We all wanted to respect what had
come before in the previous Friday films. For example, in The Final
Chapter, Jason got a machete through the left side of his head, so we made
sure he was missing his left eye. I also wanted him to look significantly
rotted, because he's been in the ground for what was likely a few years, but at
the same time not be a nondescript, dripping mass of goo. So I used many
materials, including latex, cotton and clay, to build up stringy, deteriorated
zombie-like effects over his face and hands. I'm very pleased with the final
design, especially given the short time frame we had to complete it.




CJ GRAHAM:



The special FX people are
artists, and they were perfectionists. Martin Becker was incredible. They were
looking at photographs of Jason from past movies to make sure the continuity
was there. And even though Jason is a zombie in this one, they didn't want it to
be hokey, they wanted it to look as realistic as possible in the fantasy world
of the movie. Yes, the makeup can be uncomfortable, but the artists—without them these
movies would be nothing.


The makeup was, in fact, very simplistic,
but challenging because you had no peripheral vision. When Jason was wearing
his hockey mask, it was more of a hood that I pulled over and that attached
around my eyelids and down through my mouth and neck areas. And then
the mask was attached to the front of that. If you put your
hands out in front of you with a little circle, like when you were a kid making
glasses, that's all the vision I had. And don't forget that the left eye is blacked out,
too—they put a black nylon behind the
mask so no light would come through. You've only got one eyeball you're working
with—that was Jason' vision. So for every
scene, I would take the mask off and walk the floor to pace out my moves, and
make sure I knew where I was supposed to be and where I was supposed to go. 




NANCY MCLOUGHLIN: 


The role was really demanding
physically and he was uncomfortable a lot because of the makeup and the
conditions, but CJ chose to take the high road and it made all the difference
in the world. A lot of people are troublemakers—you just see it. They're people
just trying to disturb things. And
it's so infinitely unkind to the group, just so unfair to the production and
the director. But CJ
really made sure that nobody got hurt. His heart was really good and he has
such a presence. Everybody was in love with CJ. 




TOM MCLOUGHLIN:


I spent nine months on Prophecy,
working with John Frankenheimer. I was the mutated bear. For three months I
trained to run around on all fours with these extenders in a 150-pound suit,
and I had to do all this stuff underwater. Essentially I had to work out like a
stunt man. All my research told me that the best movies were the ones that
could play universally, and that the great movie characters, like John Wayne—it wasn't what they said, it was how they said it.




CJ GRAHAM:


To me it was a blast. Everything
was like a challenge—"I can do this!" And before every
scene, Tom would give me a quick pep talk of what he was looking for. I was
pleased with his overall directing as far as my motivation. There was a humor
to what he was doing, but at the same time an intensity. He would always say,
"This is the effect I'm trying to get, CJ," and then give me great visual
guidance as to what he was trying to achieve, so I could formulate it in my
head and feel satisfied when I walked on to the set.




KERRY NOONAN:


It's hard to get scared on a film
set because there are a ton of crew members and big lights and you've hanging
out with the person putting the mask on between takes. You have to work very
hard to imagine this person as scary. The night we were going to shoot my death
scene, I asked CJ, "Could you not hang out with me between takes?" And he said,
"Why?" And I said, "Well, I don't want to remember that you're CJ. I want to be
scared of you." He had no clue. I didn't want to be laughing and joking with
the hockey mask—I wanted to be shocked and
surprised by it, like my character would have been.





Kerry Noonan's photo album #2.

VINCENT GUASTAFERRO: 


When we were in Georgia, it was
very remote. Now, I'm not putting those folks down, but the kind of people who
live in out the woods and are really into Jason are a little spooky. And then 30
or 40 of them show up on set and start chanting, "We want to see Jason! We want
to see Jason!" So Tom would have to get CJ to come out of the trailer with his
mask on and wave at them. And they were ecstatic.




CJ GRAHAM:


I remember the very first scene I
shot, when I approached the RV. I walk up, I stop and you see my head turn a
little bit. I remember Michael Nomad telling me, "I want you to take a deep breath.
I want you to push those lats out in the back, so all you see is mass from
behind." And it was like, all of a sudden, you get to put a baseball uniform on
and you're the pitcher in the ninth inning of the World Series. It is an
incredible feeling. 




DARCY DEMOSS:


When I first got to the set, it
was dark because we were filming at night. And they had these fog machines
going everywhere, and CJ was standing next to the trailer. And they're like,
"Hey Darcy, go stand next to CJ." I was like, "Eeek! Why me?" But they just
wanted to get a light reading. So I was standing next to him, and I say, "You
look really scary." And CJ didn't turn around quickly—he just slowly tilted his
body towards me. He was playing the role. It was so creepy. But that's CJ. He
was a great Jason.




Even with a happy cast and crew and a gentle giant
for a Jason, production on Part
VI was not without its trials and tribulations. The real villains of a Friday
the 13th movie were still the same: the lack of budget and the dawn's breaking
sun. And Tom McLoughlin's ambitious attempt to pump up the creative deaths of
his Friday with even more over-the-top physicality only added to the
challenge of bringing in Jason Lives on time and on budget. Yet
ultimately even the typical production anxieties experienced on set among the
filmmakers—in particular a growing resentment by an ambitious director toward
his clockwatching producer—took on a playful tone. Tensions never lingered, and
by the end of the shoot, whatever residual animosities there may have been
would be diffused by one big, fiery punchline. 




DON BEHRNS:


Â On Jason Lives, we were
given a rough budget of around $3 million. More than the past Fridays,
but Tom's script was ambitious. Going over it, there were things in there that,
right away, I knew were going to be particularly expensive.




TOM MCLOUGHLIN:


What I kept asking throughout the
making of the movie was, "What hasn't been done before in a Friday the 13th?
How can I do an underwater sequence? How can I do a car chase? How can I do
more than just kids in cabins and knives and running around?" We managed to do
it, and stretched the boundaries every way we could. Perhaps I bit off a lot
more than I should have. Car chases are cheap if you shoot them during the day,
but because we did it at night you had to light the forest, and it wasn't even
that great of a car chase. And I
had all these campers—actual children—in the script for the first time in a Friday
film, which was the big taboo because you were not supposed to have kids in these
things and, of course, we were working long night shoots. But I wanted the
innocence of actually having little children in the story. As a result, some of
the rules got bent a little bit—not badly, but enough to make me a little
nervous. Sometimes we would finish late and we were way out at a campground so
it was a long drive back for the parents. But
despite the time and trouble it took to shoot stuff like that, at least it was
something new for the fans, as opposed to just another one in a tent or whatever.




JOSEPH T. GARRITY:


Covington is about 50 miles
northeast of Atlanta, and it was perfect. It had a very scenic quality, it had
a town square—very all-American. The townspeople were great, and we even
brought some of them into the production and they helped us out. My design
budget was only about $150,000. We found an old Bell's Department Store right
in the town square, and that was our little soundstage and art department. The
sheriff's office we created was actually a shopping center. And right next door
was a post office that we turned into the police station exterior. It was like
another world that we got to become a part of for a while. 


The camp was already
there—Rutledge Camp in Hard Creek State Park. We built the entry gate, the one
with the signs on it that Jason walks by with his machete, and that always gets
a laugh from the audience. There was also a dock at the camp, but we added
to it—we totally dressed it out with lights and other elements.




TOM MCLOUGHLIN:


We were coming out of winter when
we first started scouting locations, so all the foliage in the area was as dead
as could be. So we found locations that seemed to be the ones that would get
green the quickest once we began shooting. We found a great campground that
actually had all the cabins we needed and was right on the lake. Then Joe could
build the rest—about 90 percent of the rest of the camp set was constructed right on
location.


One thing we could not find,
though, was an old cemetery. They were all either too nice looking or only had flat
gravestones. I wanted a big gothic cemetery. So Joe found this field and
basically built the cemetery out in the middle of nowhere, from scratch. And
we're trying to do all this for under $3 million! Joe was a great guy and did a
terrific job. 





Right: "It's like all of a sudden you get to put a baseball uniform on, and you're the pitcher in the ninth inning of the World Series," says stuntman CJ Graham of playing Jason Voorhees in Part VI. "It's an incredible feeling." Left: Original production report for Jason Lives' centerpiece "camper massacre" action scene.


JOSEPH T. GARRITY:


Of all the sets we designed for
the film, I'm most proud of the cemetery in the opening. It was ambitious for
any low-budget film, let alone a Friday the 13th. It was a dream come
true—we had complete control. There was all sorts of effects—wind, rain and
even a tree getting hit by lightning. We took the cemetery gates and pulled all
these old vines from trees and turned it into this wild, unkempt place. Then we
created about six big, above-ground mausoleum grave sites with stone walls, and
we also built all the tombstones by hand out of Styrofoam then painted them.
Although, if you notice, there are no names on the tombstones—except Jason's.
That was the only one created out of actual stone. There is even a mosque—a big
crucifix behind Jason when he gets up out of the grave, just for that one shot.
Tom McLoughlin also wanted to be able to film up from out of Jason's grave looking
at the actors, so we create a separate u-shaped unit made out of dirt that was
about four feet high and about the depth of the grave hole. It had an open end
to it, so we could do those shots. It was all a challenge, but great fun. 




NANCY MCLOUGHLIN:


The opening cemetery scene was
shot near the top of production, when we first starting shooting nights. There
was a real excitement, because we were just beginning and no one was too tired
yet. Frank Jr. came out for that, too. I remember thinking the lightning was
really amazing—they had these huge, tall lightning boxes that would flash so
bright they were almost blinding. There was all this wind, and it was really
cold and creepy. There was a real feeling that the scene was going to go well.
I had no idea what my husband was actually doing, but I still knew it was gonna
be real cool.




TOM MCLOUGHLIN:


This is a David Lean influence,
but I always thought the elements should play as a character: rain, fog and
wind. I wanted stuff flying through the frame as often as possible, to always
have motion going on. And we used a lot of wind, which of course meant we had
to loop all the lines later because of the noise.




JOSEPH T. GARRITY:


I remember that there were
never enough wind machines. If you watch the scene you can hear all this wind
howling on the soundtrack, and we have wind on Thom Mathews, but if you look
carefully at the trees behind him, they're still. It was frustrating because we
wanted to go all the way with it, but we just didn't have the funds to blow the
shit out of everything.




JON KRAHOUSE: 


In pre-production, I
made arrangements for these very large, beefy stands that we could secure
branches of trees onto, then tie a rope to, so the crew on the ground could
wiggle it to make it look like it was windy. Then we could also light through
the trees, to get the shadows of the branches. We even had a "Branch Director,"
who would be on his radio, talking to his "Branch Managers" to cue them to
wiggle the leaves.

Tom certainly wanted
  a more classical approach to the look of Jason Lives, to give it a real
  sense of mood. He also wanted some pretty expansive views of the woods. At the
  time, I was very much into trying to motivate and justify light sources from
  nature, so if it's just moonlight and no one has a flashlightâ€¦ where is the
  light coming from? But sometimes I had to surrender—the
  light in the movie comes from the same place the music comes from. It's just there. We also eventually had to do rear
  projection for some of the driving scenes, such as when Tommy is driving to the
  camp. Because when you're driving at night, where's the light coming from? So
  we made some day-for-night background plates with lots of trees going by, and
  projected them outside the car windows. Looking back, we accomplished a great
  deal for a very little amount of money. 

One thing I tried to
  do was keep the film dark and moody—I thought some of the early Fridays were a little on
  the bright side. And I was pretty happy with the dailies, and Tom was as well.
  But then Frank Jr. came out to the set and watched them, and said, "It looks
  great. It looks wonderful. A lot richer than a lot of the other movies. But you
  know what? You guys don't get it. Friday the 13th plays in a lot of
  crummy theaters and drive-ins. This is too friggin' dark! Make it brighter, or
  you're fired." I'm paraphrasing, though—Frank said it in a nice way.

KERRY NOONAN:


As a running joke, the crew hid
rubber chickens everywhere. That started during that opening sequence. Then when Nancy goes to open the glove compartment when
Jason is attacking her car, there was a rubber chicken in there. When we were
rehearsing CJ walking by my window with the headless body, they hung rubber
chickens outside the window. You can even see one in one of the last scenes,
when Jennifer Cooke is crying and she's looking at Thom out on the water,
fighting the fire. There's a shadow of a rubber chicken across her chest.




BRIAN WADE:


In terms of makeup effects, one of the
biggest scenes we did in the film was when Jason gets resurrected. We did Jason
in two "waves" for that. Many of the shots are a Jason dummy, with a fake Jason
head, that had to be stabbed by Tommy with the spear. That Jason head was
designed by Chris Swift, just for the record. And in the film I think you see
it fairly clearly and it's actually more drawn, or gaunt, than CJ actually
appeared in the makeup, which is fine for that point in the story 'cause he
hasn't been brought back to life yet—he's still "dead." I think it works in
context of the fantasy of the film.


Then, when Jason first opens his
eye after being struck by the lightning bolt, it's an extreme close-up where
the eye fills the whole screen. That was a Jason prosthetic that was actually
applied to Chris Swift, who was an "eye double" for CJ. And Tom
McLoughlin wanted maggots to be all over Jason. Se we had to get a guy in there who was a
maggot wrangler! And I remember specifically having to be the one to put the
maggots on the eye. Everybody else was like, "Ewww!", but I thought, well,
here's poor Chris who has to have maggots all over him, and he was fine with
it, so who am I to complain? Although getting the maggots to stay in place was
a nightmare—it's kind of hard to talk to a maggot and give them direction. We
had to use Vaseline on the makeup to give it little gooey spots that the
maggots could sink into a little bit, but some of them still freed themselves
and fell off and squirmed around. Though in the end, it only made the scene a
little grosser, and that much more effective. 





Storyboard gallery: camper kills. 

TOM MCLOUGHLIN:


My beginning the movie with Jason
already unmasked was really only a function of the device that, because Tommy
brought the hockey mask with him, he could toss it in the grave and be done
with it. And, of course, Jason logically wouldn't be buried with his mask on,
so this is what gave us an opportunity to get the friggin' thing back on him.
Every Friday movie has that moment where you got a chance to see his
face, and this was ours. 




GABE BARTALOS, Special Effects Makeup Assistant:


Friday the 13th Part VI came at a great time for me. I
had begun my makeup effects career in New York but recently moved to Los
Angeles because I knew that was where the action was. And interestingly enough, it
was the first Friday the 13th that completely blew my mind—the film
itself was genuinely well made, and Tom Savini's effects just blew the doors
wide open. I was only out in L.A. for, I think, less than a year when Martin
Becker, the owner of Reel EFX, reached out to put together a makeup team
together. I was out of my mind with excitement—to know that I was now going
to be a part of a Part VI of one of the series that actually got me
started and interested in makeup effects. To add my name to that legacy was a
real treat.


One of my main jobs on Jason
Lives was making the mask for Jason. The iconic hockey mask! And at first,
you think, "Oh, it's just a hockey mask." But it's not. There are a lot of
considerations that go into it, which I quickly found out. Underneath the mask
were the prosthetics of the Jason makeup application that had been sculpted by
Brian Wade. So we took in that depth between the eyes, the nose and the mouth,
as markers for where the mask should sit. Then the mask itself was made out of
a very heavy type of plastic that we did as a VacuForm. I created what's called
a buck—a high-temperature cement form—then placed it under the VacuForm, and
"Voomf!", the machine sucks this thick plastic around it. Then I ground out the
edges and sanded it, drilled out the holes in the face area and the eye holes,
and we also added a slash in the forehead from Part 3, from when the ax
hits him. Finally, we would attach a series of straps to the mask, and again
line it up over the reproduction of the Jason head. For the finishing touches,
we did the cosmetics—painting it on the front, painting it on the back, and
adding the distinctive angular red markings. It was great fun to do.

VINCENT GUASTAFERRO: 

The daytime cemetary chase was one of the
  first day scenes we filmed. But because we were shooting that at an actual real local cemetery, which
  was historically preserved, we weren't allowed to leap over the graves. That's
  why you'll notice we're running around the perimeters of the graves. Tom had to
  block the whole scene out to look like it was a game of Pac-Man. But
  that's another example of what a great director Tom is—he took a limitation and
  turned it into something interesting.

JOSEPH T. GARRITY:


Cemeteries are very touchy and
very sensitive areas, especially in small towns. They certainly wanted to know
what we were doing, and it was hard because what we planned to do in the cemetery
was not comfortable for the people who could grant us permission—we had wind,
special effects, trees getting hit by lightning, people running around digging
graves, and violence, basically. Cemeteries are place of respect. Eventually,
we were allowed to shoot for one day, during daylight hours and only in select
areas, for the scene where Tommy Jarvis leads the police to the cemetery to
show them Jason's grave.

DAVID KAGEN:


It was more of a TV schedule. You
did three or four takes and then you'd move on. But, hey, I did a Roger Corman
film where it's one take and then you print and move on to the next setup. This
was not that bad. So I didn't feel that kind of pressure. Tom did. Tom would
start shooting and he really focused on the details and there would be constant
pressure to move it along. Such as getting the shot of the American Express
card floating down exactly right. I knew Tom wasn't happy about that and there
was a certain level of tension. 




TOM MCLOUGHLIN:


One of the great things about
horror movies is that their audiences are very, very verbal. I thought it would
be fun to set up scenes and situations in Jason Lives that allowed the
audience to literally provide the punchline. Probably the one most notable was
when Nancy's character gets killed. Her hand drops, and an American Express
card floats away. And I held on that shot because I was sure that, without
fail, someone in the crowd would yell out, "Don't leave home with out it!" And
sure enough, it worked. That moment always gets a great reaction.





This page Filming the extended cat-and-mouse murder of Paula was a highpoint for actress Kerry Noonan. "I just love my death scene," she says. "Although, I was a little disappointed that I didn't have the experience of working with elaborate makeup or having a body cast made. Because I just get pureed into like 30 buckets of stage blood, all offscreen. I remember asking Tom McLoughlin, 'Hey, since you never see my dead body, can I come back as 'Bride of Jason' in the next sequel?'"

DON BEHRNS:



You want the director to get all
the chances he needs to make it right, but you have to stay responsible. Tom
and I had a couple of big fights—mostly over him moving too slowly and
reshooting stuff over and over, like the shot of the American Express card
floating in the water. Directors will tend to do that. Sometimes you just have
to let them take the extra time and hope they make it up on the next shot. It's
a tough lesson to learn. Who are you working for—the producers? The director?
And who's going to benefit you the most when the film is over? I'm not sure I
ever learned that lesson.




VINCENT GUASTAFERRO: 


We had to report to work one day
to film a scene called "Pieces of Roy," when I find a severed leg and arm and say the
famous line, "I'll order up some body bags." Well, instead, on the first take I
accidently said a brand name, "I'll order up some Hefty bags." And Don Behrns
rushed right over and told us we couldn't say that, because we didn't have
clearance.




JOSEPH T. GARRITY:


We made Jason Lives in the
days when product placement in movies was not commonplace like it is today.
American Express wouldn't give us permission. So we had to change the look of
the card—if you pay real close attention, it's not quite right. But I can
understand their reservations. How many credit card companies do you know who
want their product associated with mass murder?




VINCENT GUASTAFERRO: 


When Nancy
got killed, she was supposed to have a well-fit breathing apparatus so she
could be underwater without being in jeopardy. But in the interest of time,
they ended up doing the shot with her just holding her breath instead. I remember
Tom getting pretty upset that they were asking him to get it done in such a way
that would jeopardize an actress. And then on top of that, I'm sure he had
trouble separating himself from the fact that it was his wife they were
screwing with. 




TOM MCLOUGHLIN:


We didn't have money for stunt
doubles. CJ also almost nailed Nancy in the scene when he puts the spear through
the window. He was supposed to aim at a certain place, and she was just
supposed to fall and get out of the way. Oops.




NANCY MCLOUGHLIN:


Â I usually don't question Tom as
a director. I just go with it—which is probably why he likes working with me. I
think Tom's feeling then was—though I don't think he feels this way now—that
real weapons make for real fear. So he says, "We're using a real spear, just
move quick!" And I'm like, "Okay!" But the spear slid instead of breaking
through the glass, and it was like this close to my head. I'm an idiot. 


Of course, they could have just floated a fake
body in the mud—but they wanted it to feel real. That's always been Tom's
excuse. So my whole body was submerged and I'm literally viced into this puddle.
Then the regulator stops working—they didn't test it for mud, or more
accurately, Georgia clay. And the clay is going down my throat. Then it gets
later and later, and they decided to get rid of the regulator. So here I am,
it's like 18 degrees below zero with the wind chill factor, I'm viced in with
no regulator, just trying to relax my body so I can hold my breath longer. And
then I hear people talking about lunch. I'm just thinking that everybody is
going to go eat and leave me down there for dead. It was a very tense moment.


Afterward, when I washed off, I
had to go to the camp showers, which weren't heated or enclosed. It was ice
cold with nothing to stop the wind from coming in, at three in the morning. So
the costumer stayed with me, but the crew kept walking by and there was mud all
over my face. That was the most unpleasant moment of the entire experience for
me. But Frank Capra once said, "Keep working." I love having that actor's
attitude that you take a big role or a small role. To be honest, Jason Lives
is not a movie I take too much else from. But I did grow, and learned that it's
about acting and friendships. That you have a responsibility not to whine. And
I love screaming.




DARCY DEMOSS:


I had so much fun. I'm just this little tiny person,
and I think I have the longest fight scene with Jason out of anybody on the
movie. Usually, Jason just walks up to his victim and you're dead, but I had to
fight with him in this tiny little closet of an RV. And it seemed like it took
forever to film—we just fought and fought and fought. I ended up with battle
bruises and war wounds the next day. 




CJ GRAHAM:



Darcy, Darcy, Darcy. When we did
that scene inside of a bathroom, I physically lifted her clear off the floor,
because she's so small and I'm so big. And she actually trusted me a hundred
percent, to take her face physically and forcefully, and throw her  towards into the
camera lens—there actually was a real camera right there and her face was only
inches from it. She was kicking the hell out of me and the walls, trying to
make that scene look as good as she could. She did a great job.





Kerry Noonan's photo album #3. Top right: Young Georgian actress Courtney Vickery was cast in Jason Lives as lead camper Nancy. The adorable, then 8 year-old is seen here with her parents on the set. Bottom right: (left to right) production designer Joseph T. Garrity, director Tom McLoughlin, director of photography Jon Kranhouse and stunt coordinator Michael Nomad.

KERRY NOONAN:


I just love my death scene. I
love the fake-out at the door. It was very easy to shoot at first because all I
had to do was walk away from the film set into the woods, and the woods were
really creepy. It's the dead of night and it's cold, so it was very easy to
scare myself. Then they had this huge wind fan that was running outside the
door, and the leaves kept blowing into my contacts. Plus I tend to sweat a lot,
which is not a good trait for an actor. And these huge arc lights were outside
directed into the cabin, so it was freezing outside and absolutely boiling
inside. But I loved it. Although, I was a little disappointed that I didn't
have the experience of working with elaborate makeup or having a body cast
made. Because I just get pureed into like 30 buckets of stage blood, all
offscreen. I remember asking Tom McLoughlin after we shot it, "Hey, since you
never see my dead body, can I come back as 'Bride of Jason' in the next
sequel?"


The only thing that made me mad
about that scene is that everyone teases me about my character being so stupid.
They say, "The phone lines are cut! The machete is gone! Why are you wandering
around by yourself?" But at the beginning of the scene I take the phone in my
lap and you don't see what I'm doing because the shot is rather tight. Tom told
me to dial and act like I realize there wasn't a dial tone and then put the
phone down. So that's what I did, but the sound is only that I'm still
dialing—they never put the sound of the line being dead in there. That didn't
make sense for me, because it made it seem like Paula never figured out the
lines were cut. So I thought my character looked kind of dumb.

And this will sound stupid, but actually the
  hardest technical thing for me to do in the entire film was the scene where
  Renee Jones and I decide to eat popcorn. After we shot the first part of it, I
  thought to myself, "Why did I start this scene eating popcorn, because now, for
  continuity, I'll have to match my munching in all the other shots?" I spent the
  whole rest of the scene trying to remember when I popped the popcorn into my
  mouth, and how much I had eaten. And I was obsessed with whether my mouth was
going to look full on camera. 




JIM GILL, Special Effects Makeup Assistant:


Tom McLoughlin told me he wanted
Paula's death to be real bloody. But I got a bit too carried away, and sprayed
blood everywhere—there were brains and guts all over. It was like someone
literally exploded in the room.




CHRIS SWIFT, Special Effects Makeup: 


It was at a point in shooting
where everybody was getting tired and I wanted to have a little fun, so I went
in there and sprayed blood everywhere and threw all kinds of bloody wads
around. There were brains and guts all over. The problem was I got carried away
and the room was too gross so, in the finished film, the camera really doesn't
really focus on the room or linger for very long. The audience missed all kinds
of stuff sliding down the walls.




JON KRAHOUSE: 


I remember as Marty Becker and Chris
Swift were prepping that, they were using sprayers, these little pump deals, and
spritzing blood all over the place. I would say that Marty, he was very
talented at what he did but he wasn't a particularly quiet guy. The more blood
they could slosh around the better. He was having such a good time with it, the
crew started wondering a bit about his sanity, or at least his sensibility.
Then I had to go in the room and get a light meter reading, and stage blood is
really slippery. So I slip and fall right on my ass on the floor, and I've got
blood and guts all over my clothes. And Marty was just howling with happiness.




DAVID KAGEN:


Some of the most fun I had making
Part VI was the ending fight I have with Jason. That was all not in the original script—Tom added it. Suddenly, the
stunt coordinator comes and tells me we're going to do a whole new extended
sequence, because they liked what I was doing and decided my character needed a
stronger way to go out. It was a very pleasant surprise to me. We just choreographed
it right there, on the set. It's another example of how great Tom was. 


The only disappointment about it
for me with the scene is that we did all this work, and there was supposed to
be this big special effect at the end, of my back breaking—the pay-off. They
had somebody wearing my pants, so his legs were up and I was sort of straddling
him, but the way it looked from the camera angle was that it was all me. It was
the real deal—all done practically and there was no CGI. It
had to be abbreviated as it was too intense for the ratings board. Now, in the
finished film, when you're watching it, it almost seems like a bad edit. It's
frustrating.




TOM MCLOUGHLIN:


My favorite kill in Jason
Lives would probably be the back bending of the cop. Which is funny,
because its completely bloodless. And the first time we showed the uncut
version of the effect to an audience, they went crazy. It's funny, but the
simple techniques like that, that use old tricks and no CGI and no blood, can
have such an effect on an audience. It gets back to that old adage that what
you put into an audience's mind is more effective than what is just gross and
bloody.





"Whenever there were times when we needed to rough in an extra murder, we'd all sit around the office and ask, 'How has Jason not killed anybody?'" laughs editor Bruce Green of Jason Lives' body count.


TOM FRIDLEY:


My death—the effect was so cool.
They put a dime inside my ear, and in which they attached a little drill bit so
that it could "snap in" and hold the end of a knife—a big, Rambo-like knife.
The way we shot it, I start out dead and my head is to the side of the drivers
seat, against the window. Then CJ snaps the knife out of its position, I come
back to life, and then he walks backwards to where he came out of the bathroom.
So when they ran it forward, it played out as if Jason stabbed me in the head.
It's just too bad that as it is now in the movie, you don't realize how violent
that scene was. They had to cut it out—now you don't see the knife go in my
head. But it was really genius.




CHRIS SWIFT:


We worked up what I believe would
have been a screen first. We had a retractable knife with retractable blood
that goes into the driver's ear. It was shot in one continuous shot, without
cuts, and it really worked well. But of course it was termed too graphic by the MPAA and
very little of it survived.




TOM MCLOUGHLIN:


We spent a lot of time trying to
figure out the best way to get the whole ending of the movie to work, with
Tommy fighting Jason in Crystal Lake, the underwater scenes, and all that stuff
with chopping up Jason's head with the boat's outboard motor. I knew I had to
think of something at the end so there would be at least some sort of "have
girl get the monster" moment. I also thought there would have to be some kind
of ritual to defeat Jason. I really scratched my brain to come up with
something—because there is real logic and then there's movie logic, and all filmmakers
try to find a way to make movie logic believable in its own context. So for me,
it was a simple way to say, "The only way to stop the monster is to return it
to its original resting place. This little kid drowned in Crystal Lake and now
you've got to put him back there."


But Frank Jr. did not want me to
really kill Jason, so we decided to just leave him stuck down at the bottom of
the lake. I thought there might be something cool to that, where he's just
there, waiting for his day to come back up. I was fortunate enough to be part
of a first week crowd that saw Halloween, and it was really exciting to
see a horror movie where the villain just walks away at the end. There wasn't
that usual cathartic thing; instead, the audience walks out going, "He's still
out there!" That changed everything.


We shot some of the scene
literally out in that lake in Georgia. Mike Nomad, who played the blond-haired
cop, doubled Jason for the long shots with the fire around the boat. But CJ was
amazing. He literally would walk right out into the middle of that crazy,
freezing lake with cottonmouth snakes and everything else in it. He just went
right out there and walked into the water, and then completely submerged
himself. 




CJ GRAHAM:



When Thom and I are fighting in
the canoe and the stuff where they light me on fire, that was all done at the
pool in L.A. But for the shots when I first walk out and go underwater and I
had to completely physically disappear under the surface of
the lake. And the water was stagnant, so it had leeches in it. We had leech
patrol. Every time after a scene I'd have to go to the showers and take my
clothes off. I'd be standing there buck naked while all the wardrobe girls were
looking for leeches, and I'd be thinking, "Okay, this is kind of demeaningâ€¦"




TOM MCLOUGHLIN:


We shot most of the climax, with
Jason and Tommy in the motorboat on the water, down at an Olympic-sized
swimming pool at the USC campus in Los Angeles. But the only thing they wouldn't
let us film was the moment when we slice into Jason's head with the outboard
motor. The school didn't want any gunk in their pool. So I called my dad up in
Culver City and said, "Can we come out and use our family pool?" We brought the
whole unit out to his backyard, and totally destroyed his pool. It was so
bloody and gory. But for my dad, it was one of the greatest moments of his
life—that his son was making a feature film in his backyard.




JOSEPH T. GARRITY:


One of the ideas that I loved and
wanted to do, and that Tom liked a lot, was, for the shot underwater when the
rock Jason is chained to hits the floor of the lake, to have the old "Welcome
to Camp Crystal Lake" sign down there. I was able to get that from the first
movie. But we had a problem with the swimming pool. We had lined it with a
black fabric all around and made a 10 foot by 10 foot bottom for the lake out
of fiberglass. All the rocks, the Crystal Lake sign, old tires and whatever,
everything was stuck to it. Then we lowered that into the pool for the shot.
But then the chlorine in the pool started taking the color out of some of the
material and turning it gray. We all started to panic. We ended up having to
put dark green plastic in there. It was too bad, because even in the finished film,
I'm not sure the color of the lake bottom in those shots every really came off
right. 





"My favorite kill in 'Jason Lives' would probably be the back bending of the cop," says Tom McLoughlin. "It gets back to that old adage that what you put into an audience's mind is more effective than what is just gross and bloody."


DON BEHRNS:



Ultimately, we came in just
barely under budget. Frank was happy about that. There's only so much money to
spend on a movie like this. But everything creative I left up to Tom. I was a
hired gun. I didn't get involved with that stuff except when it seriously
affected being able to make the schedule. We stuck very close to the script. A
couple times, I urged Tom to move along because I wasn't sure we were going to
stay on schedule. And I know a couple times he got kind of pissed off at
me—particularly when he found out I was getting a bonus if I brought the
picture in on time. But that was something Frank Jr. wanted. 




JOSEPH T. GARRITY:


Production managers are in that
precarious area of being between the creative side and the financial side. I do
recall that by the end of the shoot there was a little bit of animosity between Tom and Don. Tom
probably wasn't getting what he needed. I don't remember anything that we
seriously felt we did not get, and in retrospect, I think Tom should be really
happy with what he was able to pull off.

VINCENT GUASTAFERRO: 


I remember Don being a very tense
on-set presence. He showed up as a wrist-glancer. And, at the time, he was a
little sinister looking—I don't know what he looks like now, but back then he
had a beard and wore an Australian cowboy hat. I have to say, in sticking with
my artistic brothers and sisters, and after many years of experience, I know
the line producer's job is to show up on the set and act in such a way to keep
things going. But I've also worked with enough of them to know that there's a
way to wield authority on a set with grace. I don't think Tom was reaching
beyond budget. 




NANCY MCLOUGHLIN:


I think Don was doing a good cop,
bad cop thing. His job was to be stern and keep Tommy on track. That's a
difficult job. And bless Don's soul—I think he and other people in that
position put up with the flak they receive. And I think Tommy, or any director,
who fights their battles is all the better for it.




JON KRANHOUSE:


I thought it could be adversarial
but in a good, friendly way. It was hard conditions, and you've got to find
ways of keeping things jovial, even if Don at times maybe was the butt of the
joke. I think Tom in his heart knew that helped keep everyone together in a
cohesive, productive way. And I really think Don knew that as well.


It all came to a head when we
shot that scene where the RV crashes. Don had dibs on the RV's much lusted-for
rooftop swamp cooler. And said cooler was atop the Winnebago when it met its
fiery demise. And that was quite intentional on Tom's part: "If he wants it
I'll be damned." But Don thought since the motor home was to be destroyed, why
waste a perfectly good cooler? Couldn't Tom agree to save it for Don's personal
use, and have it removed from the vehicle before the stunt? But Tom had heard a
lot of "No's" from Don, and now it was Tom's turn. He absolutely insisted the
cooler stay atop the RV and be destroyed, if only for the sake of art. The
issue became such a public snickering point that many whoops and guffaws were
heard during dailies as the air conditioner beautifully disintegrated upon
impact and cartwheeled down the road, then out of frame. But Don was a very
good sport about the whole thing.





Storyboard gallery: back break.

DON BEHRNS:



My side of the story on that one
is that I had a motor home of my own, but I didn't have a generator or an air
conditioner on it. So our transportation coordinator had found this nice motor
home for the movie that had a great air conditioning unit, and I said, "Why
wreck it for the movie? No one's going to know the difference." I even very
carefully took it off and put it away. But by the end of the film, it mysteriously
was gone and back on the camper. I was so pissed!




VINCENT GUASTAFERRO: 


Oh, man—the blowing-up of the
trailer! I wouldn't have missed it for the world. It was the very last thing we
shot, and there was pressure to beat the sunrise. It took all night to get
everything set up so the ramp was just right and the explosion just right. And
I swear to God we were racing minutes until dawn. The sky was going to get
bright any second. It was the first time I'd ever witnessed that kind of
pressure and a deadline, because if they didn't get it that night, they would
have had to go another day, and there was no budget for that. But they pulled
it off. And once we got that shot and it was a wrap, the entire set exploded.
You would have thought we won the Super Bowl. 




TOM MCLOUGHLIN:


That was our big stunt. It scared
the hell out of me because we didn't have a Hollywood stuntman, we had a "good
ol' boy" from Georgia—and he shows up in this Evel Kneviel jumpsuit. Seriously.
I kept turning to the stunt coordinator and asking, "Are you sure this guy can
pull this off?" We've essentially had the whole camper rigged so that if it
collapsed, it still wouldn't hurt this guy, and they strapped him into this
thing like he was going to the moon. But still I thought, "I hope to god we didn't
just kill this guy." Then the RV goes, it hits the ramp, takes off into the
air, crashes, there's fire, and it's perfect. We even had four or five cameras
on it. Then this guy climbs out of that thing like he has just been hit over
the head with a baseball bat—and gives the thumbs-up gesture that's he's okay.
It was a huge relief.


After that, everybody wanted to
be back on the plane to go home, so we had a little get-together in the parking
lot of the Waffle House, and that was it. Ours was a wrap breakfast. It's sad
when you have to break up. But as it turned out, we all had to get back
together again to shoot additional stuff. It wasn't over yetâ€¦




Despite the best efforts of Tom McLoughlin and his
cast and crew, the director's first cut of Jason
Lives did not fully meet the expectations of producer Frank Mancuso, Jr.
That it was as funny and action-packed as any summer popcorn movie was fine.
Even calling it a "nice" Friday the 13th movie would not be derogatory.
But McLoughlin's attempt at reducing the Friday series' requisite
double-digit body count—and its ever-more gruesome parade of creative murder
sequences—was vetoed by Mancuso. The solution came in the form of one of the
most dreaded words in Hollywood parlance: reshoots. By the end of
post-production, Jason Lives would have additional scenes, a higher body
count and a truncated ending. Yet, ironically enough, what wasn't added was
more blood and guts. For there was still one pivotal group of decision makers
who would not be swayed by Tom McLoughlin's kindler, gentler Friday the
13th: the Motion Picture Association of America's ratings board. 




TOM MCLOUGHLIN:


Something I learned from the
many, many directors that I studied is that if you can get the audience to
laugh, then they would be much more open to experience the hard stuff. A lot of
films just want to be pedal-to-the-metal horror, and unfortunately they have
characters that the audiences laughs at instead of with. Although if there's
too much humor, you can overplay your hand and undercut the tension. It's a
tough balance. I felt we got away with it because at the time of Jason Lives,
nobody had really seen quite that blend of horror and comedy before.




BRUCE GREEN, Editor: 


After Friday the 13th Part V,
I had edited April Fool's Day, and a TV movie based on Family Ties.
Those were all Frank—he kept me busy because he wanted me to be available for Part
VI. And despite my experience on A New Beginning, I was thrilled to
be working, because it was immediately apparent that the script was much
better, and that Tom McLoughlin seemed like a real director. Tom is
great—there's a big difference in tone between Danny Steinmann's Friday the
13th and Tom McLoughlin's Friday the 13th. 


Tom went into it so the audience
would have fun. I believe there is a definite relationship between comedy and
horror. From the standpoint of my training as an editor, comedy is the most
frame-specific genre. Just a frame or two in or out, and the joke lives or
dies. I would say horror films are also very frame-specific. How far can you
milk the audience? How long do you leave them on the edge of their seat until
you let Jason jump out at them? It's tricky.




TOM MCLOUGHLIN:


I wanted everyone to know upfront from the opening credits that this was a sort of parody of another
well-established series of movies, James Bond. So we came up with the opening
shot, where we go right into Jason's eye like it's the gun barrel sequence in a
Bond film. I also thought it would get me off the sights of a myriad of critics
who were ready with shotguns to blow my head off. 





The completion of Jason Lives' final duel between Tommy and Jason in the waters of Lake Forest Green required additional reshoots. "We shot most of the climax down at an Olympic-sized swimming pool at the USC campus in Los Angeles," recalls Tom McLoughlin. "But the only thing they wouldn't let us film was the moment when we slice into Jason's head with the outboard motor. The school didn't want any gunk in their pool. So I called my dad up in Culver City and said, 'Can we come out and use our family pool?' We brought the whole unit out to his backyard, and totally destroyed his pool. It was so bloody and gory. But for my dad, it was one of the greatest moments of his life—that his son was making a feature film in his backyard."


DAN CURRY, Title Designer: 


I designed the Friday
title sequences for Part 2, The Final Chapter and Part V,
but I had the most involvement with Jason Lives. The others were pretty
much straightforward, but Part VI was much more a collaboration with Tom
McLoughlin. We thought it would be really cool if we kept pushing into Jason's
eye and then we see him dance out inside his pupil, like James Bond when he's
pointing the gun at the audience at the opening of every Bond movie. 


They had already shot the
original opening material in a rainy location, so back in Los Angeles we rented
an abandoned building to shoot the rest of the credit sequence. I took cans of
spray paint, knowing that in extremely close photography, everything behind the
character is out of focus. I did a rough free hand painting of what the set
would be like on big pieces of muslin, and then we had hoses sprinkling water on
it. The actor playing Jason was there, and we did extreme close ups of him,
with living maggots sprinkled on his face so that he looked decayed in his
grave. Eventually we go in real tight, so his pupil filled the screen, like the
inside of the James Bond gun barrel. Then we shot Jason walking into frame with
his machete, just like Bond, then he looks at the audience and takes a swipe
across the screen.


To create the illusion that he
hacks his way out of his own eyeball, I had a large plywood box made with a
round hole in one side of it, and then put a big black garbage bag inside
filled with milk. Then I reached inside with a razor blade and sliced it from
the inside, so that the milk would gush out in the same pattern that the slash
of the machete made. And because it was very opaque white milk against black
plastic, we could do a color separation, and then I could tint that red so that
it would look like blood. Then the blood gushed by on the screen and it would
leave a residue on the title card "Jason Lives" on the film. I think it worked
out great, and even fans and critics who didn't like the movie still remember
that title sequence. 




TOM MCLOUGHLIN:


When I saw Halloween, it
was amazing—I had never seen audiences jump the way they did in that theater.
That became the bar for all horror filmmakers at the time, in that how many
"jump" scares could we get? But to be honest, I also felt, did every shock have to
accompanied by that John Carpenter sound, "Eeeeeeeee!"—could you do it more
subtly? That's the missive I gave to Harry Manfredini, to try and score this so
the audience wouldn't be so alerted to what was happening, or about to happen.


Harry came with the package. It
seemed like he had a fairly steady gig. Frank just said, "Harry's the guy!" But
after I said to him, "I know you do every Friday movie, and I know there
are certain aspects we have to put in here, but I really would like a more
Gothic score," I think he thought that was pretty exciting. He really brought
some different things musically to Jason Lives than past Fridays.





HARRY MANFREDINI, Composer: 


I believe there is no question
the director changes my work, Friday the 13th or otherwise. I loved what
Tom McLoughlin did with Jason Lives. He was a real fan of the series and
tried to add wonderful touches. He was also one of the best experiences I had
with a director—I was very aware of what he was trying to do and it inspired me
to become more aware of the music I was adding. And as far as the comedic tone,
I intentionally did not write any "funny" music. I just tried to capture some
of what Tom was trying to incorporate into the film. Music doesn't have to
actually sound comical to underscore something that is humorous.


What was ultimately disappointing
was that Tom's film was changed from his original conception. There was a test
screening, which did not produce the results wanted, or at least that Frank Jr.
wanted. Tom had all sorts of cool intellectual things in the film at one
point—there were only 13 murders, and all sorts of references to the
characters and filmmakers involved with the original Friday the 13th.
Then, after the screening, some kills were gratuitously added and characters
introduced solely to get offed. I thought, after the changes, the slickness
paled a bit. 




TOM MCLOUGHLIN:


The preview process is like a
monster without a head. If one person out of 500 makes a laughing sound,
somebody goes, "It's funny? Oh, it's funny!" And they can turn the whole
screening process around. I've seen that repeatedly. In previews, you can literally
sabotage someone's film. 


We had our first screening of Jason
Lives, which was my first cut, at a little theater and recruited an
audience from a local shopping mall or something. The line snaked around the
Paramount lot, and they came to party—they were young, stoned and drunk.
They screamed and talked through the whole thing. I'm not exaggerating—we had
that little sucker that controlled the volume all the way up and I still
couldn't hear anything that was going on. It was just one big massive wall of
sound from the audience. And, of course, every time there was a kill the volume
would go up 10 more decibels. Afterward, I went up to Frank and asked, "Did it
work? They never shut up!" He goes, "No, it's great. We just need five more
kills." 

I was a little bit upset. I wanted the film to have 13 kills, to have
  this weird sense of logic to it. I was very proud of the fact that I was
  staying with these little rules that I had come up with. But Frank Jr. said,
  "No. We need more characters to kill off." I said, "What do you mean? We're all
  out of money!" And Frank goes, "No, no, no, your producer saved a ton of money.
  We're fine. We can go shoot two more days!" 


Frank sent us out to Griffith
Park in Los Angeles to shoot some additional stuff. That's where we added the
death of the caretaker and the two kids getting killed on the motorbike. Plus,
we beefed up Sissy's death. Before, she got pulled out through the window and
then you never saw what happened to her until her head rolled out of the cop car.
Now, we added a shot of her head being twisted, pulled up and off. It was
incredibly gory—and you saw all this skin stretch and all this stuff in her
neck and then it snapped off. 


Ultimately, these additions
resulted in sequences that are kind of interesting. One of the images I am glad
is now in the film is when one of the kids sees Jason, after Jason has just
killed the caretaker. I always found it very unsettling—Jason turns and looks
at the guy who has discovered him, and then starts the chase. That is one of
the great nightmare images that that we have—you're watching something that you
shouldn't be watching, and suddenly the monster sees that you are watching and
he comes after you.





CJ Graham's photo album.

BRUCE GREEN:


I've never worked with Oliver
Stone, but I'd be willing to bet that if you went to him and said, "If you cut
this and this, the film would make an extra $15 million," he wouldn't do it.
He'd say, "I don't care. I'm making my vision." With Friday the 13th, if
marketing people say to the filmmakers, "If we can cut this and this, we can
guarantee you'll make an extra $15 million opening weekend," the filmmakers
will do it.




CJ GRAHAM:



I have the original script, and
there was a different coda at the very end, something stupid. They were going
to cut back to Deputy Rick, still locked in the jail cell. Then the door to
jail opens—we don't see who it is, just the shadow of the door—and the deputy
starts yelling, "Megan, Megan, let me out!" The impression is that it's Jason.
Thankfully, they dropped that. It was too comical. 




TOM MCLOUGHLIN: 


At the end of Part VI, I
wanted to introduce Jason's father, mainly because nobody had gone down that
road before in the previous movies. To me, that would have made for one eerie
epilogue—that there was somebody else out there that was the father of this
unstoppable being. But Frank Jr. and the studio did not want to go to
that next level. Which I can understand, because once you put that out there,
does that mean you would have to focus on Jason's father in the next film
instead of Jason himself? They definitely wanted to end with Jason down under
the water in the lake, his eye open and ready to come back again—which he has.


When I was rummaging around
recently, I found the paperback novelization of Jason Lives, that Simon
Hawke wrote. I remember it was very cool—I'd never had something I've written
turned into a novel before. And Simon did a really nice job of connecting the
dots and making it work as a book. He also obviously got a hold of my original
script, because it had my original ending in it, with Mr. Voorhees. So I'm glad
that it survived, if not in the film, then at least in some form. Still, I hope
that someday, someone will come along and tell us what happened to Jason's dad.




BOB LARKIN:


It would have changed the whole
course of Friday the 13th if they had done the original ending. Jason's
father, Mr. Voorhees, pays me extra money to take care of Jason's grave. And
Jason's mother's grave, too—that was also going to be there in the scene. So
Mr. Voorhees coming in at the end was sort of going to be the big final pay-off
in the movie. And that role was never cast, but I remember from the way it was
in the original script and talking with Tom McLoughlin about it, that Mr. Voorhees
was going to be very menacing, and very somber. And a very big man. After all,
Jason came from him, so Mr. Voorhees was the originator of that kind of scary,
menacing persona.

VINCENT GUASTAFERRO: 


The violence in Jason Lives
serves the plot in many ways, so it's not gratuitous. And in horror movies,
it's obligatory. You have to have it to scare people. But I thought Tom was
really good at setting up the possibility for a violent act, building the
tension, but then not ever showing a slash. Tom was trying to show that you
don't have to be gratuitous to get the effect. Did you ever see One Dark
Night? A bloodless horror movie, but it's scary. The guy is very good at
what he does.


I remember talking to Tom about
this. He said there were trends in censorship. If one movie was too sexy, the
censors would come out and say, "No more bare breasts." But you could still
say, "Okay, let's use more horrible language." Then that would get
progressively worse, and then there would be no nudity or bad language. But you
could still slit people's throats. And then they'd think that was way too
violent, and say it would be better to show more boobs. And it all cycles back
again.


CHRIS SWIFT:


The impact the ratings board was
going to have on this movie was weight on everybody's mind even in
pre-production. Frank Mancuso Jr. called a meeting with Tom, Marty and all the
effects people and went through the original script, page by page. Things
almost immediately started to change. In the initial script, people were
getting their faces ripped off and there was some really good gore stuff. Frank
took one look and said, "Forget it."




JIM GILL: 


We also had a sequence in which a
boy is speared and Jason actually appears to throw him through the air, a feat
accomplished with an air ramp. That was cut because the ratings people didn't
want to actually see the body on the spear. Originally, the script called for
the guy to be speared, Jason lifting him in the air and having him slide down
the spear, leaving guts hanging on the end. But that idea was trashed early on.
Frank Jr. took one look at it during the early meetings and said, "It'll never
make it, so don't try."




CHRIS SWIFT:


The X-rated version of that had
Jason ramming the broken bottle into the old caretaker's neck. He goes down and
the camera closes in on the bottle as the blood begins to flow out of one end.
Sissy also suddenly became an on-camera kill that required a quick insert shot. That
shot consisted of Sissy laying on the ground after being yanked out the window.
Jason picks her up, grabs her head, turns it completely around and rips it off.
What made it into the film from that was everything shot from the neck down. We
knew, even while filming that scene, that we weren't going to get it past the
board. So, we decided that we would go all the way with it.


For the death of Allen Hawes at
the beginning of the movie, we built a false body on a rig. The front was
porous and we filled it with all kinds of guts, arteries and a heart that would
be pulled out by Jason. What you did see is Jason's hand coming out of the body
and then a cut. What you did not see is that he dragged the guts and the
heart out and then he drops the heart on the ground where it lays steaming. It
was one of those scenes that really grabbed you, which is probably why it was
snipped. And that's too bad, because people find it hard to grasp that Jason
disemboweled Allen because nothing is ever shown.




TOM MCLOUGHLIN:


Ultimately, we had nine
screenings with the MPAA. We had to keep chopping and chopping. It was difficult,
because it wasn't like they were objecting to any one scene—nothing was excised
completely. So much of what happens with the ratings board is based on the
climate at the time and they govern accordingly. This was still when all anyone
was making were Friday the 13th and Halloween clones. And just a
few years before, we were all shocked when the MPAA gave One Dark Night
a PG. I think the only reason they did was because they were so happy that, at
that time, a horror movie was being made that was actually doing an Edgar Allan
Poe thing with puss and maggots and corpses and stuff. 




CHRIS SWIFT:


After the first MPAA meeting,
almost everything went. The guts in the graveyard had to go. Sissy's head
ripping, the bottle in the neck, the spear stunt. It all had to go. They didn't
kill the back break completely, but they did claim it was a bit raw and
strongly suggested that it be toned down. Tom went back a second time, and they
were still telling him to tone things down and cut things. By now, Tom was getting
a little disappointed. Eventually, everything was fine, and Tom was about to go
out the door with his R rating when the board said, "Oh, by the way, the
heart's gotta go." It is almost like they had to get that last jab in.




JIM GILL:



We were definitely disappointed
that many of the things we worked on in the movie didn't make it to the screen.
We knew a lot of our work was going right out the door, but what could we do?
We knew what we were up against going in and we knew we would have trouble with
the ratings board. Not so much because the film was so gory, but because it was
a Friday the 13th that already had a built-in following. At that point,
the biggest challenge was not so much to see what we could get by the ratings
board, but more of giving them something they would accept. Our goal was to
make the effects as big as possible and to have something we could live with
when the board ultimately told us that we had to cut back. The rating board
hurt the film only by cutting or toning down the kills, which, to be perfectly
honest, is the Friday the 13th series' main attraction. But it's not
like you can argue with them. You show them the film, they ask for changes, and
you go back and make them.





Left: Official 1986 novelization of Jason Lives. Center and Right: With his 1986 hit single "He's Back (The Man Behind the Mask)," legendary shock rocker and Rock 'n' Roll Hall of Fame inductee Alice Cooper became the first mainstream music artist to contribute to the soundtrack of a Friday the 13th film. ""I love the children of Jason," Cooper told Fangoria Magazine back in 1986. "In a way, the character of Alice and the character of Jason came from the same sort of weird place. I fell all over myself saying yes when the people at Paramount asked me to help score the film. Jason is a real heavy metal kind of character, and Alice is more than a bit influenced by horror. Doing the video and the music for Part VI is like a dream come true for me."


TOM MCLOUGHLIN:


Jason Lives was my schooling about the MPAA.
It taught me to make sure I cover myself, because you don't want to totally
sacrifice a sequence and you want to be as real as you can be in portraying a
specific scene. Everything I've done after that I've done three versions
of—"Here's the X version, the R version and the PG-13." Before and during my Friday,
I don't remember consciously saying, "We're going to do three different
versions." I think we just went for it, because Frank's whole thing is to give
the fans what they want to see. 


I wanted all the kills to be
humanly impossible to do. I don't want to say the film was "bloodless," but
they were sort of stretching reality. Pushing Darcy's face through the wall of
the RV, or bending the Sheriff backwards in half, or lopping off the heads of three
survivalists at once—that was all planned to be larger than life. I felt I had
to figure out unique ways of doing supernatural kills, because once we brought
Jason back from the dead I had this license to do all kinds of wild murders.
Ultimately, in that sense, Jason Lives maybe was not as hurt as it could
have been by the cuts. Or, at least, compared to the other Fridays. 




Ratings board wrangling and last-minute reshoots
notwithstanding, Paramount Pictures was confident that Jason Lives was a better,
smarter, faster and funnier film than A New Beginning. Although Part
VI was originally slated to premiere at the tail end of summer 1986,
Paramount, optimistic that Jason Lives could turn out to be its most
mainstream Friday yet, and eager to capitalize on the few remaining
weeks before the target teen audience returned to school, bumped up its release
date to August 1st. In a further attempt to broaden the film's appeal, the
studio recruited legendary shock rocker Alice Cooper to contribute three songs
to the soundtrack, including the pop-inspired single, "He's Back (The Man
Behind the Mask)." 


By the time Cooper's music video
was enjoying heavy rotation on MTV, Jason
Lives debuted on 1,610 screens across America. Even if the studio's
ramped-up marketing campaign for the sixth entry in its longest-running film
series wasn't enough for Jason to reclaim his title of "King of the Slashers,"
then early reviews of the film should have ensured its success, for Jason
Lives earned the one thing that had eluded all five of its predecessors: the
occasional positive notice. The prognosis was good for a commercial—and
profitable—return to form for the series. Yet, despite Paramount's best efforts
to breathe new life into the franchise, Jason Lives was a relative
disappointment at the box office. Part VI was the first Friday the
13th that failed to capture the #1 spot at the box office during its opening
weekend, and although the film grossed a respectable $6.7 million in its first
three days—right behind another horror sequel, James Cameron's ALIENS—its
final tally of $19.5 million (for 6.25 million paid admissions) made Part
VI the lowest-attended Friday the 13th up to that date.


Arguably a slasher film ahead of
its time, Jason
Lives has come to enjoy a fondness and appreciation among a good number of Friday
fans and genre historians alike in the years since its release. Considering
that the film pre-dates by nearly a decade the post-modern thrills of Scream—filmmaker
Wes Craven's self-referential ode to the slasher genre—Jason Lives seems
positively prescient. Yet even on the heels of the unsatisfying A New
Beginning, Friday the 13th Part VI still turned a profit, ensuring
that Jason Voorhees would rise to kill again. 




FRANK MANCUSO, JR.: 


Over the years, many musical artists
had expressed an interest in getting involved with the Friday the 13th
movies. But when the idea of Alice Cooper came up, it just made perfect sense.
Not only from a marketing perspective, but the general spirit of the movie and
Alice's music—Jason Lives was just a more fun type of Friday the 13th.
And, at the time, MTV had really started to become a truly substantive,
youth-oriented marketing tool. How could we pass up the opportunity to put
Jason in his first music video?




TOM MCLOUGHLIN:


I was just dying to do the music
video for the Alice Cooper song, but the record company wouldn't let me. At the
time, they had a core group of guys and all they would direct were music
videos. Now that strict hierarchy has changed, but at the time it was very frustrating.
And the funny thing is, I used to be in a band when I was really young called
TNT. I was the lead singer, and we were a total Alice Cooper type of
group—purely visual, with costumes and makeup and the whole thing, and we'd
blow up tons of shit onstage. So I still think it would have been great if I
had been allowed to do that video.




BRUCE GREEN:


I remember when Alice Cooper
showed up at Paramount to see the film. He got out of his car, and he was
wearing golf clothes. It was shocking to me. I wanted the makeup and him all in
black, and he was wearing, like, searsucker pants! I was so disappointed.




FRANK MANCUSO JR.:


By and large, I wasn't involved
in the production of the later Fridays the way I was with the early
ones. But every once in a while, if I got inspired, I'd get involved with
little pockets. On Part VI, I had an idea for a teaser I really wanted
to shoot, that starts off with a long shot of Jason's grave, then it's hit by a
lightning bolt and explodes. So I got the whole thing orchestrated and shot
that myself. I always thought that was a great teaser trailer. 




JON KRANHOUSE:


With the trailer, the marketing
and the advertising, the Alice Cooper thing, and the summer release, Paramount
was willing to roll the dice and spend a little bit more to get the profits
back up. Part VI was a hope for a comeback for the franchise. I guess
that didn't quite happen. 





"At the end of Part VI, I wanted to introduce Jason's father, mainly because nobody had gone down that road before in the previous movies," says Tom McLoughlin of his original scripted ending for Jason Lives.  "To me, that would have made for one eerie epilogue—that there was somebody else out there that was the father of this unstoppable being. But Frank Mancuso, Jr. and the studio did not want to go to that next level. Which I can understand, because once you put that out there, does that mean you would have to focus on Jason's father in the next film instead of Jason himself?" Although McLoughlin' ending was never filmed, it was adapted by Simon Hawke for the 1986 novelization of the film (previous image). Now out of print, the paperback remains a sought-after collectible among fans. McLoughlin's ending was also recreated in storyboard form (above), with illustrations by Crash Cunningham and narrated by Jason Lives actor Bob Larkin, for Paramount Home Video's Friday the 13th Part VI: Jason Lives Deluxe Edition DVD release of the film.


TIM SILVER:



Starting with Part VI, Friday
the 13th was not as much of a sure-fire deal anymore. Jason Lives
didn't open as strongly as A New Beginning. Ours opened at number one,
because it was coming off the heels of The Final Chapter, which had a
lot of production value. Even if Part VI were terrific, its box office

in the first week would not be strong because Part V took the wind out of
the sails of the franchise. 




TOM MCLOUGHLIN:


Initially, Jason Lives was
perceived as just another Friday the 13th. We all were certainly ready
for the usual horrible reviews that these movies get. But when you have a
character break the fourth wall like I had in the film, and look right in the
lens and say, "Why did they have to go dig up ol' Jason?"—most reviewers just
said, "You can't hate a movie that's making fun of itself." Throwing away the
Siskels and Eberts and people like that who, of course, immediately gave it a
thumbs down, much to my shock and everyone else's, we actually got some good
notices from the bulk of the critics. 




KERRY NOONAN:


There was a wrap party, but it
wasn't that exciting or cool. It was in a warehouse or something. And CJ
Graham, after the shoot, was managing this restaurant up at Universal in
Hollywood, and they wouldn't let him off for the cast and crew screening. We
were all upset, so we decided we'd go to his restaurant afterward. And the
manager became really excited that we were all coming there, and they showed
the Alice Cooper music video and tried to get us all to dance for CJ, and made
a big deal out of it. So it was nice that we were, at least, able to give
"Jason" his proper premiere. 

Then I took my sister, who loves
  slasher movies, to see Jason Lives in Westwood the weekend it came out.
  Some people get upset when they see their loved ones getting killed onscreen,
  but when it came to the part where Jason is about to kill me, she turned to
me and said, "This is the moment I've been waiting for my entire life."

DARCY DEMOSS:


We didn't really have real
premieres back then for films like Friday the 13th. So they just had a
screening for the cast and crew. But it was still really exciting.




TOM FRIDLEY:


I went to see it with my
girlfriend at the time and my mom. I had a great time. I totally loved it. I
didn't realize how comical Part VI was going to be the first time I read
the script. Often you read your part and the other parts in a screenplay, but
you don't really know how it is going to come off and what the director is
going to do with it. Jason Lives didn't read nearly as funny as it ended
up being. I think Tom did a brilliant job.




THOM MATHEWS:


With the constraints that we
had—the budget, the rules of the genre, the reshoots—Tom did a really good job.
He had certain menu items we had to fulfill, but it was nicely shot, it had a
lot of diverse elements to it, and I think all the actors did a good job. And
some of the deaths were great!




NANCY MCLOUGHLIN:


In all honesty, when Tommy got
the movie, I had reservations. I love my husband desperately, but I'm just not
a fan of these types of movies. I never had any interest at all in doing one. I
didn't like the darkness of it. I did wish it were something else, and what
breaks my heart is that it bothers Tommy when I'm not a fan of one of his
films. But I can honestly say what he did with the material is great. Whether I
like the filmâ€¦ I thought Jason Lives was funny and good. There was
nothing I thought was inappropriate about the way it was done. I thought it was
done beautifully. And I think that made it the best of the series. And it was
humorous. Tommy has such a beautiful gift.




VINCENT GUASTAFERRO: 


I saw a couple of early cast and
crew screenings that Tom McLoughlin had invited everyone to, but I wanted to see it
with a crowd of teenagers. Because it had a cult following, and Jason fanatics,
they're wild. So I went to see it the minute it was released. I think Jason Lives is
unique among the genre, at least up until that point, because of three
elements: it put little kids in jeopardy, it used contemporary rock music in
the score, and it had a real sense of humor. I thought this one was better than
the other Fridays—some of them took themselves a little too seriously.


From left: Domestic one-sheet; German video cover; Yugoslavian poster.

GABE BARTALOS:


Being a fan of Friday the 13th,
the build-up to the release of Part VI was great. I remember I was on a
trip back to New York, and I tore down one of the subway posters for the movie.
And that was a great, badass poster. I still have it somewhere. I remember
thinking, "This is great to be involved with this!"


One surprise that was not so
great was discovering at the cast and crew screening that the MPAA ratings
board had a field day with the film. We had done a lot of work on this triple
decapitation of the survivalists—we cast the actors' heads and even reproduced
their bodies. Jim Gil did this very cool effect where the blade would pass through each of
the three urethane heads and hit a trigger mechanism that would then launch the
head, and then knees would collapse. It was very, very clever. But now, it was
all gone. Right when that scene started, someone tapped me on the shoulder and
said, "Hey, Gabe, the triple decapitation is all out." And I'm like,
"What are you talkin' about!?"Â  Then the scene ends and I'm like, "Who are they
protecting! It's a Friday the 13th film! Little Billy is not gonna
wander in there thinking he's gonna watch The Sound of Music." It was
very confusing and disappointing. 


On the flipside, Tom McLoughlin
had done such a good job with Jason Lives—there was a real grit and a
texture to that film. It is one of those things that now, as an effects artist
and filmmaker myself, I'd rather have my effects be a part of a good film,
whether those effects are highlighted or not. So I tip my hat to Tom. Because the
overall experience of seeing the film was still great. 




JOSEPH T. GARRITY:


I think Tom's film, in
retrospect, was part of a reaction to what the 1970s were. In some of the
horror films of that period, there was a certain nihilism, a sense of futility.
I think around the time we did Jason Lives, there was a lot of hope
coming back for the world to become a better place, and a yearning for a
renewed spirituality. To question why we do what we do. Is the Bible true? Is
there a God? I don't want to make Part VI out to be more than it is, but
at least Tom thought to even think about those questions at all, even if it was
just in the context of this little horror movie. 




FRANK MANCUSO, JR.: 


I thought Tom did a good job. It
was more of a fanciful approach to the series, so in that regard I was happy. I
thought the movie had found a nice place to go after Part V and that it
brought another level of humanity to the material like I thought we achieved on
The Final Chapter, although in a different way than Joe Zito had.


I don't know whether audiences of
the time were ready for more comedy in their horror. As you do something over
and over like the Friday movies, you become more comfortable with what
it is, and the rules of it. When you first start out, your notions are pretty
defined. Like, if you were making a stew and you're comfortable with certain
spices, then you start to say, "Well, maybe some of this and a little of that
isn't going to hurt us." It becomes a judgment call. Perhaps some of the things
that were tried could have gone too far in one direction, but I think we were
just trying to experiment a little more. And it was my belief to let young
filmmakers like Tom explore their passions and bring their own flavor to the
series. 




TOM MCLOUGHLIN:


For me, Halloween was the
beginning of a new wave of horror movie—babysitters and a masked killer and a
knife. John Carpenter made a brilliant film out of no money and a lot of
talent. Then everybody tried to do spins on babysitters in jeopardy or kids out
camping in the woods or some kind of a masked killer. But there were so many of
them that I felt like, if I was going to make one, I wanted to try to put a
different spin on it. That's always the toughest thing as a filmmaker: how do
you make sure you please the fans, but also hopefully attract people who
normally wouldn't embrace this kind of film? That was the goal I set for
myself—that the comedy would work with the horror, that my Friday the 13th
still delivered, yet it wasn't just another Jason movie.


In general, there has been
negative response to Jason Lives from hardcore horror fans—that there
wasn't enough sex leading to the decapitation or whatever. And the line that is
still quoted more than any other from the film, in both positive and negative
responses to it, is the one when the caretaker looks into the camera, breaking
the fourth wall, and says, "Some folks have a strange ide'r of entertainment."
It has been taken almost like a question. Are you making fun of the audience?
Are you making fun of the genre? Are you making fun of yourself? I just tried
to create a rollercoaster ride where there were laughs and screams and you had
fun with it. Any time I noticed a sequel being successful, it's because you've
taken another genre or another element and challenged the formula. Put
Sigourney Weaver in a monster movie and have her be tougher than the alien, and
you've got something. Cut to many years later, and I was sent a script called
"Scary Movie" by Kevin Williamson. Of course that ultimately became Scream,
but I passed on it because I'd made that movie already with my Friday. 


Ultimately I am seeing that
there's a new generation that is discovering these movies. I'm thrilled to read
the e-mails from kids that are seeing Jason Lives for the first time and
enjoying it. There are a lot of people that didn't like mine because it wasn't
as violent or as sexual as the others. But on the other hand, there were a lot
of people who loved it because it was the one that went a little bit off to the
side—which is what I, as a filmmaker, needed to do. And definitely, for the
slasher genre, it was something new.



7. Jason's Destroyer




By
the end of 1987, Friday
the 13th was a series in transition. Its first six installments had grossed
nearly $200 million at the box office in the United States alone, and Jason
Voorhees had grown into a highly recognizable icon whose hockey mask and bloody
machete had become synonymous around the world with murder, mayhem and big
profits. Yet, the future of the franchise was anything but assured. The slasher
boon of the early 1980s was not only on the wane, it was practically extinct.
Audiences were now turning to mutating monsters and biomechanoids to get their
cinematic chills. The biggest horror hits of 1986 were James Cameron's
action-horror sequel ALIENS, David Cronenberg's critically acclaimed
remake of The Fly, and the PG-13 thrills of Poltergeist II: The
Other Side. Then, in the spring of 1987, director Adrian Lyne's Fatal
Attraction was released to blockbuster box office and rave reviews. The film
tells the tale of a suburban husband who, after a brief fling with a co-worker,
becomes the unwitting target of the woman's psychotic—and eventually
knife-wielding—revenge. Although blatantly mining many of the conventions of
the slasher film, its A-list cast including Michael Douglas, Anne Archer and
Glenn Close, coupled with stylish direction and glossy production values,
earned this horror film Academy Award nominations, not scorn. Fatal
Attraction also captured the cultural zeitgeist of the time in a way that no
"slasher" film had since Halloween and Friday the 13th, spawning
a host of imitative "suspense thrillers," all boasting major stars and similar
plotlines: affluent suburbanites under threat from all manner of rampaging
psychos, from spurned roommates (Single White Female, Columbia) and
crooked cops (Unlawful Entry, Fox), to disgruntled tenants (Pacific
Heights, Fox) and even deranged nannies (The Hand That Rocks the Cradle,
Buena Vista). Perhaps these films' not-so-subtle lifting of slasher movie
cliches was some sort of compliment, however backhanded, to the subversive
influence of films like Friday the 13th, but one thing remained clear:
Paramount's once-lucrative horror series was in trouble. The steadily declining
returns for A New Beginning and Jason Lives gave critics and
industry detractors even more fuel to declare that Friday the 13th was
no longer Paramount's lucky day—or at the very least, that horror fans were
demanding more intelligence behind their lust for blood. 


Jason may have been down for the
count but he was far from out—especially if Frank Mancuso, Jr. had anything to
say about it. The now 29-year-old producer's willingness to take risks with the
Friday
formula, as evinced by the tongue-in-cheek tone of Jason Lives, was, he
still believed, exactly the creative shot in the arm the series needed in order
to thrive. The road Mancuso chose next, however, came as a surprise even to the
series' diehard fans. Friday the 13th was about to make a detour from
the silver screen to the small screen—albeit in a form that no one could have
ever quite expected, or anticipated.




MICHAEL
SHEEHY, Senior VP of Production, Hometown Films: 


When I started my career, I
realized that without a track record, you didn't break in at the top. So I
started in the mailroom at the Creative Artists Agency, which is one of the
biggest talent agencies in the business. That was in 1982. But I wanted to
produce—I loved the conceptual aspect of development, that you can come up with
an idea, develop it with a writer and bring it to fruition. Working with actors
at a talent agency was not as exciting for me as developing story and packaging
projects and putting them together. 


Frank Mancuso, Jr. was very
serious, very thoughtful and contemplative and also very stylish. I was always
impressed that he'd wear really fine suits and drove great cars and seemed to
have great taste. And he was very young for a producer at that time. When I
first started at Hometown, Frank had a suite of offices across two floors, on
the Paramount lot. We were technically an independent outfit, but of course
Frank Mancuso, Sr. was the chairman of the studio at the time so we had a
certain degree of autonomy. Paramount would be Hometown's base for the next
five years. 


At our peak, we had a staff of
about 10 people. We were always a lean, mean machine. Casual, but very professional.
We became like a family. And by 1987 we had a lot going on. I was developing
feature films and working on television, and over a five-year span, we would
produce 15 features and over a hundred hours of TV programming. We shepherded
the Friday the 13th movies and a number of other features, and we had
the War of the Worlds television series going. 


Frank Jr. told me that when
Paramount came to him and wanted to produce a Friday the 13th television
series, what he really wanted to do something else
that was totally original. But Paramount was smart. Based on the title, they
eventually went out and sold it into 200 different syndicated markets with
nothing but the words "Friday the 13th." Eventually Frank Jr. would
affectionately call The Series, "The $20 million-a-year Erector Set,"
because we shot all kinds of stories. 




FRANK MANCUSO, JR., President,
Hometown Films: 


Friday the 13th came about as a TV series
because Paramount Television wanted to get into the syndication business. They
chose Star Trek and Friday the 13th as two recognizable titles
because they felt there was enough of a core audience that they'd be able to
get people to watch without big star power. Mel Harris, who was running
Paramount Television at the time, came to me and said, "We want to do a TV
series and we want it to be Friday the 13th—but it doesn't have to have
anything to do with the movies." I said, "But that's a double-edged sword. What
happens if people show up expecting Jason? They'll be pissed off. Then there
are other people who won't tune in because they think they are going to see
Jason." But Mel said, "We're comfortable that this is going to work and we
really want you to do it. And you can do anything you want for 26 episodes a
year."





Debuting on September 28, 1987, Friday the 13th: The Series ran for three successful seasons in first-run syndication. The show's original cast (top right) starred John LeMay and Robey as distant cousins Ryan Dallion and Micki Foster, who inherit a cursed antique shop known as "Curious Goods." Chris Wiggins played Jack Marshak, an eccentric antiquities dealer who comes to the aid of Ryan and Micki, helping them solve the mysteries of the store's haunted past. LeMay would eventually exit The Series after its second season, replaced by Steven Monarque (left). "The Series was a great experience," says LeMay. "I was working every day for two years, and I came out of it a much more confident actor. But it always seemed to me, especially at the beginning, that it was kind of hit or miss. I also don't think I was exactly what they bargained for when they hired me. They wanted somebody who would stick out their chin a little quicker than I did, while I wanted to make Ryan more intelligent and vulnerable." LeMay would eventually return to Friday the 13th  when he starred, as an unrelated character, in 1993's Jason Goes to Hell: The Final Friday, making him the only actor to appear in both incarnations of the Friday franchise.


LARRY
B. WILLIAMS, Co-Creator, Friday the 13th: The Series: 


Steven Alavansky was a creative
executive at Paramount when they opened their syndication division in the
1980s. He was their number two guy behind Mel Harris. Steve and I became
friends when he was working as a producer on a film called Blood Beach,
and I had just written my first feature, SpaceCamp—I ended up with story
credit on that. So when Steve got the gig at Paramount, he knew my writing, and
contacted me and asked if I'd have any interest in bringing ideas to Paramount for
a television series based on Friday the 13th, because they were looking
for a way to make it work. 


All they had was the title. And
as I remember it, they were trying to avoid using Jason so as not to have to
pay money to the rights holders on the East Coast if he, or any of the other
characters from the films, were used. I thought it was an impossible task, that
people were going to reject the show outright if they turned it on and Jason
wasn't there, but I still wanted to make some connection to the character. 


So I started noodling it in my
brain, and I came up with my own mythology. I said that Jason was Jason, but if
you put that mask on anybody, they'd become evil. Then I took another step back
and asked, "Where did he get the mask?" Then I had my key. So I started
thinking about "The Haunted Mask," and Faust. I thought, "Here's the pitch.
There's a shop in New Orleans and the guy is going broke because his things
aren't selling and what he needs to do is make a deal with the devil, who
brings in objects and a manifest. And the devil's deal to the owner is, 'You
will get wealthy selling this stuff, but if you break with me, I get your
soul.'"


So I came up with the notion that
if I had a shop where everything was haunted, and if at the beginning of every
episode we'd show the front of the store, that among 40 other junk items in
there we'd have, hanging from a string, the hockey mask, which would slowly
turn. I wanted the show to open like that, with the mask turning and glinting.
That was my suggestion—but it didn't get incorporated due to the fear that they
would have to get and pay for additional rights to use the Jason character.


FRANK MANCUSO, JR.: 


My initial approach was, still,
to change the name of the series. I felt the title would work against it.
Eventually, we did this focus group study where we showed them an episode, and
it turns out there were people interested in it but who wouldn't have sampled
it if it were called Friday the 13th. So I said to Paramount, "We just
got the best answer in the world. If we change the title, people will watch it.
Call it 'The 13th Hour' and make it more like The Twilight Zone." And
still, Paramount said no.




LARRY
B. WILLIAMS: 


If we called it "Curious
Goods"—it's just not going to sell. There was a 13-minute pilot shot. It was
before the show was accepted by Paramount. I wrote the pilot, which had
additional characters, and in 13 minutes we did a mini-version of what an hour
show would be like. Frank Mancuso, Jr. directed it—Frank was really involved.
They carried it to NATPE and pre-sold the show. They went out with Star
Trek: The Next Generation, which came out the same year as Friday the
13th. The sales people at Paramount were geniuses. Everyone was surprised
at how successful that sale had gone that first time out. It would have been
illegal for them to say to stations that if you want Star Trek, you have
to take Friday the 13th, too, but they sure made it sound that way. 



FRANK MANCUSO, JR.: 


One of the reasons I decided The
Series would be an interesting challenge and a great opportunity was
because, on a television show, you're going to have all the freedom you want as
long as it comes in on time and on budget. It's like your dream of the week.
And the great thing about the show was that, because it was syndication, we
never got any network notes telling us what to do. If we wanted to shoot a show
in black and white, we shot a show in black and white.


It was a lot of work. I ended up
doing significantly more on the show than I originally thought I would—that is
not to say I didn't intend to, just that it represented a large commitment of
head space. I didn't have a staff of 10 writers out there doing their stuff.
We'd hatch a season of episodes just out of my head. Some ideas would be two
pages long, others five paragraphs, but we'd outline what the basic concept of
the episode was, what it was about, the setting, and who was in it. And for 26
episodes a year, it was very challenging to keep it going and keep it fresh. It
was also when we began to utilize Canadian talent, as we shot the show up in
Toronto because of costs. It was certainly a different experience than the Friday
the 13th movies had become for me. I enjoyed the process and the freedom of
The Series. I always had fun doing it. 




LARRY
B. WILLIAMS: 


From the beginning when I walked
in the door at Paramount, I told them I wanted to do a series that was like a
recurring horror film, and that would appeal to young boys and girls and could
get them hooked back into the genre. I pitched it as a "softer horror," like
the way it was done back in the 1950s and early 60s, when you could still
generate an audience with things like ghosts and vampires. And now, looking in
the rearview mirror, I was absolutely brilliant because then The X-Files
and Buffy the Vampire Slayer came along and proved that, indeed, the
horror genre could work that way, and on television.




An accomplished makeup effects artist before becoming a director, John Carl Buechler earns high praise from his cast and fellow filmmakers for his work on The New Blood. "I really liked working with John," says Heidi Kozak, who played Sandra, one of Part VII's ill-fated campers. "He was so much an actor's director, and he took such good care of all his kids. He really is very detail-orientated and always had a very clear vision about what he wanted and what he saw." Michael Sheehy, one of the Hometown Films executives involved in the development of The New Blood, recalls being impressed with the easy-going manner Buechler had with his cast. "I visited the set once, and I remember being struck by how laid-back Buechler was," says Sheehy. "John is sitting in his director's chair with his shoes off. He spent a lot of time sitting and overseeing, as opposed to pacing around and yelling like a lot of other directors might be when working with young actors."


The first episode of Friday the 13th: The Series
debuted in national syndication on September 28, 1987. The premise of two
cousins who inherit an antique shop in which all of the inventory carries a
curse from the devil bore no connection whatsoever to the film series that
shared its name, but that did not prevent the show from being an immediate hit.
By the end of the 1987-88 season, Friday the 13th: The Series ranked as
the second highest-rated syndicated television series, right behind Star
Trek: The Next Generation. But the success of Friday the 13th on the
small screen only exacerbated fears among diehard Jason fans that the fate of
their favorite hockey-masked anti-hero might be permanently sealed. Would the
popularity of the Jason-less television series spell the end of his big-screen
exploits, or worse, inspire a radical—even homogenized—change to the familiar
formula? 


But cursed antiquities were the
least of Jason's problems. Since Michael Myers had taken a sabbatical after
1981's Halloween
II, Jason Voorhees had not faced a genuine challenger for slasher supremacy
until the arrival of a horribly scarred, razor-fingered dream stalker named Freddy
Krueger. In 1984, Wes Craven—who more than a decade earlier had teamed up with
Sean Cunningham on the groundbreaking Last House on the Left—gave life
to a new cinematic terror: A Nightmare on Elm Street. Produced by a
then-fledgling distribution company called New Line Cinema for just over one
million dollars, A Nightmare on Elm Street tells the story of the
"Springwood Slasher," a reviled child murderer named Freddy Krueger, played
with sadistic glee by Robert Englund. After being freed on a legal technicality,
Krueger is burned to death by the parents of his victims, only to return with
the power to terrorize and murder the next generation of Springwood's children
in their collective nightmares. 


Freddy struck an immediate and
resounding chord with horror audiences, eventually spawning six sequels of his
own and officially putting New Line on the map as "The House that Freddy
Built." Though certainly sharing many of the tried-and-true conventions of the
standard slasher film, A
Nightmare on Elm Street dared to break new ground by being scary,
imaginative, well-acted and surprisingly literate. Filled with surreal and
often startling dream imagery coupled with fantastical special effects, the Nightmare
series took the low-rent "Karo-syrup-and-latex" approach to slasher films past
to a new level, employing such cutting-edge techniques as matte paintings,
rotoscoping and elaborate physical effects to go along with the requisite blood
and gore. What's more, Freddy, unlike the mute Michael Myers and the thoroughly
un-jocular Jason, could not only kill—he could talk. Krueger's witty banter and
clever one-liners became such as staple of the Nightmare series that one
critic labeled Freddy "the Henny Youngman of horror." And unlike Paramount
Pictures, who had never put much stock in the idea of mass marketing Jason, New
Line wasted no time cashing in on their newfound golden goose. By 1988, Freddy
was everywhere: on T-shirts, posters, lunch boxes and bed sheets. He even
hosted his own "Guest VJ" hour on MTV, and it wasn't long before he had his own
television series—Freddy's Nightmares, a return to the weekly horror
anthology format popularized by The Night Gallery and The Twilight
Zone (with the irascible Mr. Krueger standing in for Rod Serling). One thing
was now certain: if Jason was going to retain his title as King of the
Slashers, no longer could he be content prowling the woods of Crystal Lake for
more unsuspecting camp counselors to kill—he had to beat Freddy. 


Although an idea was already
stirring in the mind of Frank Mancuso, Jr. to pit horror's reigning terror
icons against each other in one movie, complicated rights issues would cause
those plans to be indefinitely put on hold. In the meantime, Jason would have
to find another foe to battle first.



FRANK MANCUSO, JR.: 


Tom McLoughlin was the first
director I had talked with about doing a "Jason vs. Freddy" movie. That was
something that would have gotten me excited. It would have been like going back
to Dracula vs. Frankenstein and updating it. But New Line would never
agree to let Paramount release it domestically, which was the big stumbling
block. The idea was that Paramount would distribute it here and New Line would
distribute it overseas, but they just wouldn't go for it. 




TOM
MCLOUGHLIN, Writer/Director, Part VI: 


Right after I did my Friday,
there was discussion about combining Freddy and Jason in one movie. I said,
"These guys exist in completely different universes." But Frank came back,
still asking if you can come up with an idea. I said, "Let me think about it."
This was around 1987 or something. And I thought about it and thought about
it—I really tried—but eventually I just said, "I'm dry." 




COREY FELDMAN, "Tommy Jarvis," The
Final Chapter & Part V:



This is a funny and absolutely
true story. When we were on the set of The Final Chapter, Joseph Zito
and I sat down for about three or four days and, for hours at a time during our
breaks, we line by line mapped out a "Jason vs. Michael Myers" movie, because
in those days Freddy wasn't around. We thought how great it would be, like the
old Godzilla movies, with the two battling demons. Neither talks, but they are
menacing, scary. We completely mapped it out and were totally serious about it.




Â DARYL HANEY, Screenwriter: 


I was a really explosive kid. My
parents used to mock me: "Oh, you're so dramatic!" I lived in Charlottesville,
the most boring town in the world—all these kids with money and I didn't have
any. I actually never really wanted to be a writer because it's a very lonely
thing to do and it's not where the excitement is. I wanted to be an actor. It
was much more social and better for me. So I eventually moved to New York City.



Right before Friday came
along, it was Easter weekend in 1987, and I had just gotten fired from a job
waiting tables on Wall Street and was crashing on the floor of a friend's
place. Then me and my friend decided to go out and drop acid. So I'm coming
down off this acid trip, and on that Sunday I get a call from a guy named Joe
Minion, a filmmaker I knew from L.A. He asked what I was doing, and I said "I
just got fired and I'm coming down off an acid trip." He says, "Well, I'm at
Roger Corman's house and he wants me to do a movie." So I flew to L.A. the next
day and as it turns out, they didn't even have a script. Joe and I and the
writer went out that night and basically came up with a whole new concept for
the film and I wrote scenes that night. It was eventually called Daddy's
Boys. Then Roger came to me and said, "I love what you wrote and I'd like
to hire you for more things." My luck literally changed overnight—I go from not
working at all in the movie business in New York to becoming a screenwriter and
moving to L.A. That was one magic tab of acid.


So Roger Corman's assistant at
the time, Anna Walsh, had a friend that was working at Paramount. Her name was
Debbie Walsh. And I guess I made quite an impression on her, because Debbie
knew this big producer at Hometown Films, and she told Anna: "This guy is
looking for a young writer to revitalize the Friday the 13th series and
I was thinking about Daryl." I was the last person in the world who should have
done a Friday the 13th movie. I'd never seen one. And there was a
perception in the industry that anybody who works on any of these movies is an
enormous hack, an assumption that is probably largely grounded in truth. But
the money I made on Daddy's Boys was barely enough to keep myself up—it
was either take this assignment and accept what went with it, or I could go
back to poverty and retain all my integrity. But where was my integrity getting
me?


At the time, Freddy didn't need
Jason because Freddy was much bigger than Jason. By that point, the Freddy
movies were doing so much better at the box office, and I think they were
generally better respected. They ultimately named this thing The New Blood
for a reason—that's what they were hoping. Creatively, it had run out of steam.
Part VI made just enough money to justify making a sequel. My guess is
that the feeling was, "We can still make a profit off these things and they're
cheap to make and they have a built-in audience. They're a sure thing." By this
point, it was a franchise.


Michael Sheehy didn't even meet
me—I think I talked to him only once. Barbara Sachs, an executive at Hometown
Films, was the first person I had contact with. I
didn't even have a phone or a car at that point, so I walked up the street to a
payphone at the local market and I pitched her a few ideas and she
shot them all down. I only had one more. I said, "I notice that at the end of
these movies, there's always a teenage girl who's left to battle Jason by
herself. What if this girl had telekinetic powers?" Barbara immediately said,
"Jason vs. Carrie. Huh. That's an interesting idea." Then we talked once or
twice before I had to go back to New York. The next day, I had literally just
flown in and walked up the stairs of my old apartment, and the phone rang. It
was Barbara saying, "You got the job." 




Playing the telekinetic Tina was emotionally exhausting for actress Lar Park Lincoln. "I wanted to make Tina and her problems real, instead of comical and stupid," says Lincoln. "Many actors will draw on very bad things to play a character like this. But I drew on very happy things—tears of joy instead of sadness. Otherwise, those negative feelings can stay with you over a long shooting period. It also would have made Tina a depressing character, which she definitely was not."


MICHAEL SHEEHY: 


At the time I was with Hometown,
I still aspired to make art films and indie movies. I remember not really
wanting or asking to have my name on any of the Friday the 13th films. I
was afraid of the way the industry would perceive me. They were extremely
popular movies that were just on the cusp of being truly popular, mass-market
films, but next to James Bond, there was no franchise more financially
successful as Friday the 13th. The first seven Fridays cost an
aggregate of about $15 million to produce and, with television and video
factored in, grossed over $250 million domestically, and even more in foreign.


I did get a kick out of being
involved with the story and development meetings because the franchise had gone
on so long. But I wanted to inject more humor into the movies at the time, and
Frank really was opposed to it. He felt that humor didn't really work in these
movies. And he had already done April Fool's Day. Why mess with
something that works so well? It was hard to argue with the success. But
Barbara Sachs had been there a while, and when I was first brought aboard my
title was VP, and she was a Senior VP. She became Associate Producer on Part
VII, as well as Part VIII, and really became the driving force of
the Friday movies for Frank. 



FRANK MANCUSO, JR.: 


We were doing the Friday
television series and I was doing a lot of other movies. It was important to be
able to have some people to take over the Friday film franchise. Part of
the reason was because we had enough productions going on that I needed help
and I also really wanted somebody to sit in on these things, to be sure we, as
a company, were maintaining a close watch on what was going on. I wanted people
who would be up at four o'clock in the morning and have the energy to go ahead
and make the right decisions. I also knew that if they ever got into
difficulty, they would call me. My reference point was that these movies made
me. These movies introduced me to moviemaking. These movies taught me how to do
this more complicated stuff I was doing now. There is something to be said for
that.




DARYL
HANEY:


Hometown always had a
ton of notes. And this was 1987, so I didn't have a computer. Barbara would call and tell me to
come over to their offices, and I'd be sent to this trailer on the Paramount
lot and have to sit there all night, hammering out yet another draft of this
thing. And then I'd give it to them, and four or five days later they'd call up
and demand another draft. I went through this so many times. Her whole thing
was that she wanted it to be unlike any other Friday the 13th movie. She
wanted it to win an Academy Award. I wanted to do it very by the book and she
forced me to get involved with what would become this whole stupid disaster. 


Barbara had already done this
preliminary outline for Part VII, this whole concept that it was going
to be like JAWS. There was a corporate guy who was going to build these
condos at Crystal Lake. The community was saying, "You can't do that because
all these murders happened here and Jason will come back." And the corporate
people were like, "No, we don't care. We just want money." And it was great to
take some jabs against capitalism and all that, but I never believed in it. It
took a long time for Jason to appear. And the climax she came up with had this
girl trapped in a boat or helicopter while Jason closes in. I was just thinking,
"Why does everything have to be so overdone? Does there have to be condos and
motorcycles and a helicopter and all this shit?" 


I got the job in June, started
working on the thing in July, but it wasn't until the fall that Barbara finally
showed a copy to Frank. So Frank reads it, and he hits the roof. He said, "What
the hell is this? This is horrible—this is not what I want!" So I got called
into a meeting with him. Frank tells me to take The Final Chapter—which
he considered the best of the series—and basically knock off its structure. 


After that meeting with Frank,
the first thing Barbara said to me was, "Ready to paint by numbers?" And I
thought, "You're acting like this was such a creative process before this, but
I wish Frank knew that I'd wanted to do something much closer to the original."
But I couldn't really express anything to Frank because there were all these
political games. I was just a tool, which is what writers are to these people.
So I executed a bunch of drafts of this thing, utilizing The Final Chapter
as my template. My script was originally subtitled "Jason's Destroyer." And we
were getting close to Christmas by the time they brought in the producer and
needed to hire a director. 


MARTIN JAY SADOFF, Co-Editor: 


There were talks, especially with
Part V and Part VI, of bringing in a major director to really
make it something special—it was actually spoken to bring Fellini in to do a Friday
the 13th movie! He would have made something really macabre. But after it
was batted around for a while, it came back that this is a franchise, and
people who are used to the franchise want more of the same.




Screen vets Terry Kiser (top right) and Susan Blu (top left) as Dr. Crews and Mrs. Shepherd. In addition to The New Blood, Kiser has appeared in over 50 motion pictures. But he is perhaps best known for his acclaimed performance as the titular "living corpse" in the hit comedy Weekend at Bernies (1989) and its 1993 sequel, Weekend at Bernie's II. Bottom right: John Otrin stars as Tina's father, Mr. Shepherd. The actor is seen here with Jennifer Banko, who plays the Young Tina in The New Blood's opening prologue. 


MICHAEL SHEEHY: 


I think the formula was bigger
than what we thought somebody like a name director could bring to the table to
elevate it. When I was going after directors, I was going after people who had
demonstrated some expertise in the horror genre—major filmmakers certainly
weren't approaching us about directing a Friday movie. 


I'd seen John Carl Buechler's
movies Troll and Cellar Dweller and I thought they were pretty
good. And I liked that he had a background in effects. The guy was just
passionate about horror movies. John seemed to be a logical candidate. Then
Frank met with him and liked him, too. 



JOHN CARL BUECHLER, Director: 


I always wanted to be a director
since I first came to Hollywood, but I knew that nobody was going to give me a
shot just because I made some student films. So I negotiated my way into the
director's chair by way of effects. I had a knack for sculpting and painting,
and Rick Baker was kind enough to allow me the opportunity to apprentice with
him and Stan Winston. I began to make a name for myself by doing effects shows,
working on a lot of movies, and developing screenplays. And the special effects
discipline— It's not like just renting a fog machine, a fan, and some pyro—you
are there at the beginning of the entire process to help develop the look and
the concept, and create characters that live and breath and move a certain way.
You must think logistically and aesthetically, about how you are going to
achieve an effect and how that is going to be presented in a motion picture
format. Makeup FX is total immersion in the filmmaking process. I don't know of
any other discipline that allows the artists to get his fingers into so many
elements, You find a lot of good directors have come from that discipline
because it is so extremely immersive. 


In late 1987, my agent at the
time gave me a call and said, "John, how would you like to direct a Friday
the 13th movie?" And my response was, "Why? Haven't they already made
enough of them?" I didn't know that there was anything new to do with a Part
VII. I thought it was a joke. I had an interview with Frank Mancuso Jr. and
I think I almost lost the job. I said, "I'm not interested in making just
another Friday the 13th movie. I want to do something over the top and
ridiculous. I don't want to do it unless we can do something more
extraordinary." Every Friday the 13th movie did something different and
broke new ground, but after six of them, where do you go? And as it turns out,
that is why I got the job—I could bring something new to the table. And they
kind of let me get my way with a lot of it. So I agreed to do it.



DARYL HANEY: 


I used to go over to Hometown and
it was a really loose atmosphere. They'd have videos lying around of movies by
people they were considering to direct. Barbara put in this movie, Troll,
and she said, "What do you think of this?" I watched the first few minutes of
it and I thought it was horrible. Every frame was just off. She said, "Well, I
have a feeling this is who we're going to get." She really wanted John. And a
large part of the reason for bringing him on, I believe, was that they felt he
would get a good rate on special effects because he had his own SFX house. 


Then John came in and we barely
exchanged two words with each other. My impression of him was six feet of
walking mediocrity. I really didn't like him very much. I thought he had a
stick up his ass. Who the hell was he? And he would give me notes that I
thought were really bizarre. Like, "Some kids are sleeping in the van and some
are in the house. Why? Please explain this." And my attitude was like, "Not
everybody's going to be able to sleep in the house. The van is perfectly comfortable.
What's the big deal?" My guess is that the structure was basically my own, but
they changed a lot of my lines. I don't know how much of the screenplay even is
me anymore, except the names were kept the same and a lot of the methods of
death were identical. 


JOHN
CARL BUECHLER:


I wasn't the screenwriter—you've
got to look at the poster to tell you who it was. He actually came up with the Carrie
premise, and wrote several drafts. But I wasn't incredibly pleased with it. It
was the same stupid people doing the same stupid things. I wanted a much bigger
movie. Finally, we all took stabs at it, because it was getting close to
shooting. Over-the-top fantasy is where my roots are. I like horror films, and
I like supernatural, but I'm not crazy about slashers. I got excited because I
thought with Part VII we could bring the series to the next level, where
it's more good versus evil—it's a real monster, as opposed to a guy in a closet
waiting to jump out with a knife. I also got excited about doing what is essentially
the last couple of reels—that's where I think the movie works its strongest.
And about the Tina storyline. It was all a little bit of a departure for the Friday
films. I wouldn't say it's more adult, just more comic book, more—how shall I
say it—high-concept.



The
film that would become Friday
the 13th Part VII: The New Blood would be prepped, cast, shot, edited and
scored in the span of just over five months—a breakneck pace even by the
standards of low-budget, quickly made genre movies, much less a well-known
franchise film to be distributed by a major studio. Once again, a diverse group
of actors were invited to come in to read, this time for a film entitled
"Birthday Bash." But few were fooled by the false title, especially as the
script's description of "Ethan, the hockey-masked killer" meant this could only
be another Friday the 13th. 


The "new blood" that was
eventually assembled would boast a mix of talented newcomers as well as more
seasoned television and film professionals recognizable to many a genre fan.
And among them, the introduction of yet another new Jason. With six previous
films and one television show to its credit, Friday the 13th was already—and undeniably—a
full-fledged franchise. But unlike the Nightmare on Elm Street series,
one ingredient the Friday films lacked was a recognizable face behind
their hockey-masked wearing villain. Someone who, like the great movie monsters
of yesteryear, could claim the role of Jason Voorhees as his own—not just for
genre fans, but for the press and the public at large. If Jason never quite
needed a genre actor as distinguished as a Christopher Lee, Peter Cushing or
Donald Pleasence to wield his machete, then certainly, as Robert Englund proved
in his career-making role of Freddy Krueger, a little old-fashioned PR never
hurt a movie maniac. Enter Kane Hodder.




Another group of naÃ¯ve campers, another group of potential victims. Clockwise from top left: Craig Thomas and Diana Alameida as sparring lovers Ben and Kate; Elizabeth Kaitan (left) and Susan Jennifer Sullivan as the scheming Melissa; Elizabeth Kaitan as Robin, Larry Cox as Russell, Heidi Kozak as Sandra, and Diana Barrows as Maddie; and Kevin Blair and Lar Park Lincoln as lead couple Nick and Tina.


Â BILL BUTLER, "Michael": 


I moved to L.A. when I was 17
years old. I was living in my car. I had no talent agent and no contacts. But I
met John Carl Buechler through my friend John Vulich. I said to Buechler,
"John, I'll sweep the floor, anything. I just want to learn about moviemaking."
So he taught me how to paint and make molds, and one day he asked me if I had
ever thought about being an actor. I said, "Truth be told, that is what I want
to do." So he hooked me up with Charlie Band and I ended up doing a lot of
films for Empire Pictures, traveling back and forth between Italy and the U.S.


One day I was in Buechler's shop
when I heard he was doing Part VII, and I flipped out. I was a huge fan
of the franchise. I begged John to let me audition. And when you go up for a Friday
the 13th movie, they don't give you many lines. It's you in an office with
eight people eating ham sandwiches, and they're like, "He's coming after you!
He's stalking you! He's killing you!" And you do it over and over again. So
maybe I just look good with an axe in my face, but I ended up getting the part.



DIANA
BARROWS, "Maddy":



My career started one
day in a park in New York City. My mom was wheeling me in my baby cart and a
man got out of his car, walked up to her, said "you've got a cute kid, gimme
call!" and extended her his business card. The man turned out to be a producer
of TV commercials, and within the month I was shooting my first diaper ad.
Eventually my mom put me in various music, singing and dancing classes. Soon,
the virus was so much part of my system that I was rounding up members of the
family and friends from around town to shoot my own mock TV shows. 


When I went in the first few
times to read for Maddy, as written she was kind of geeky, a nerd who wasn't so
attractive. And she stayed that way throughout the whole film. Then I get this
call from my agent that they've changed the script so that halfway through the
film she would be transformed and become pretty. And they tell my agent that
while I was this incredible, terrific actress, they had a doubt about my being
sexy.


I was in New York so the deal was
that I'd have to fly back real quick. And even with my jet lag, I got dolled up
for the audition. It wasn't that hard because the first few times I went out of
my way to look really gross with potato sack clothing and greasy hair. So I put
on this super micro-miniskirt and these ultra-high heels. It was just like the
movie— "Touch up, my ass!" I went in, did my audition and the feedback was,
"Amazing legs." And the rest is history.




DIANE
ALAMEIDA, "Kate":


Part VII was my first movie. Only knowing
it was a Friday the 13th after the fact, it made the audition very
different. In the beginning I thought it was just a scary movie, some slasher
movie called "Birthday Bash." So I did the audition and didn't think that much
about it. It wasn't until afterward, when I had gone back to Rhode Island where
I'm from, that I got a call saying you got hired for a Friday the 13th.
That really put some meat on it for me. All of a sudden it becomes a much
bigger deal, once you find out it is a Friday the 13th.




HEIDI
KOZAK, "Sandra":


I've been acting since I was five
years old. I mainly did theatre for years and years, and I went to the drama
department at Santa Monica High. We had a lot of really talented people—Rob
Lowe and Emilio Estevez, and Robert Downey, Jr., who was my boyfriend, we did Oklahoma!
together. Then I went to USC's School of Theatre. They paid for my entire
education, my room and board, and I could work, too. I would be doing
Shakespeare at night and auditioning during the day and going to classes. It
was a great time, a really great life. But I found out very quickly that you
cannot make a living in theatre. So I quickly said, "Okay—I'll just do whatever
comes my way and see what happens." I did commercials, and I did a lot of guest
star roles on TV shows like "Growing Pains," "Silver Spoons," "Matlock" and a
new "Twilight Zone". Then my first movie was Cold Steel, one of Sharon
Stone's first movies. 


When I went in to read for
"Birthday Bash," I think I knew it was Friday the 13th. I remember
reading for John Carl Buechler and we did screen tests. It came down to me and
another girl, and they brought me back a few times. I didn't know who the other
girl was, but I remember somebody telling me that whoever it was in charge had
some really bad reaction to her and was like, "I really want Heidi to do it." 




ELIZABETH
KAITAN, "Robin":


I grew up in Hungary, and all I
could think of when I was a kid was making movies in Hollywood, which is pretty
amazing as there are so few movies shown there. And I grew up watching Jason,
so being able to be in a Friday the 13th movie—it was amazing, like a
blast from my childhood. I also loved John Carl Buechler. He had second unit
directed a film I'd done, Slave Girls from Beyond Infinity, and he was
so great. So when I was originally called to come in and talk to him about
being in Part VII, I was just really excited, not only because it was a
Jason movie, but to be able to work with John.



JEFF
BENNETT, "Eddie":



This was my first film. Before
that it was all guest spots on TV and some commercials for Sprite and KFC. I
was living in Los Angeles at the time with a house full of actors, all
starving. All we had was a big avocado tree in the backyard, so I'd harvest the
avocados and fix that with rice—we lived on that for months and months. I was
so excited to get a job. I knew this was a Friday the 13th, but I just
thought, "It's a major film—this is it!" 



SUSAN BLU, "Amanda Shepherd": 


I was doing a lot of voice-overs
and cartoons, and then I bumped into Anthony Barnao, the casting director for Part
VII, and he said, "Come on, I want you to read for this. We're having a terrible
time finding the right person to play the mother." And I was really scared,
because I had decided that I wasn't going to do on-camera anymore and I was
going to stick to voice-overs and animation, then all of a sudden, out of the
woodwork came this. But I always loved horror movies. I grew up on Dracula and
Frankenstein and all the classics. And I thought that you're not an
actor until you've done a Friday the 13th movie. So I though this would
be a very cool movie to do.





Camp Crystal Lake cleavage. 

KERRY
NOONAN, "Paula," Part VI:



Oddly enough, I got an audition a
year or two after I did Part VI for some other horror movie. I went in
and realized, "Oh—this is Friday the 13th Part VII." They had changed it
to "Ethan, the hockey-masked killer." I'm thinking, obviously, Jason. I was
reading for the telekinetic girl. I knew the casting director really well, and
the director was there. I said, "Um, I have to tell you I've done one of
these." They're like, "One of what?" I said, "I was in Friday the 13th Part
VI." And the director goes, "Oh, that's why you look familiar!" Needless to
say, I didn't get the part.



LAR
PARK LINCOLN, "Tina":



I had gotten into the business
from years of having to do horrible modeling jobs. Modeling was all I could do
traveling with a military family. I grew up mostly in Texas but my dad was
Army, so we moved around a lot—seventeen schools at last count. Then I lived in
L.A. for almost 15 years. I came out there with nothing, but it was a very
lucky time period where the blonde, blue-eyed girl was popular on every TV
series and horror film. So I worked a lot.


When I was auditioning, it wasn't
called Friday the 13th. My late husband would read all my scripts to
help me out, and he's going, "This is Friday the 13th!" I go, "Oh,
please!" And he begged and begged and begged and begged, and finally I went in
on it. So it was like a big tribute to him for me to do it. 



JOHN
CARL BUECHLER: 


I think Lar Park Lincoln is one
of the most beautiful and talented actors in the world. She blew everyone away
with her reading. There was no question in my mind that this was the girl that
had to play Tina. So I recorded all of the readings and played them back for
Frank Mancuso, Jr. He rejected her four times. I kept having her come back in
with different hairstyles and tops, and had her read it slightly different.
Finally, when the hairstyle was right and the top was right, Frank said,
"That's the girl! Why didn't you show me her in the first place?" So I got the
girl that I wanted.



KEVIN SPIRTAS, "Nick": 


Acting was like a second door
that got opened for me. My birth name is Kevin Blair Spirtas. I grew up in St.
Louis, Missouri, and as a kid, I performed a lot and sang a lot. When I was 18,
around 1981, I went to New York, where I got A Chorus Line, and then I
toured with that show across the country, which brought me out to Los Angeles.
Once I realized there was such a grand opportunity in TV and film, that was it.
My first movie was Hills Have Eyes II, directed by Wes Craven, and I
also did Subspecies II and Subspecies III, and was on a TV show
called "Rituals." And I remember seeing the very first Friday the 13th
when I was in high school, and loving it. So when I got cast as Nick in Part
VII, I was thrilled.


Kane Hodder and I had worked on Hills
Have Eyes Part II—he had done some of the fire stunts. And about a week or
so before I had auditioned for Friday Part VII, I had seen Kane over at
the set of the soap opera Santa Barbara because I was up for a callback
and I guess he was doing some stunts on that show. He said, "Kevin, guess what!
I just got the role of Jason in the new Friday the 13th movie. You
should go out on that, I'm sure there's a part for you." Then I get called in
for a movie called "Birthday Bash" and I met the director, John Carl Buechler.
And Lar Park Lincoln was outside and we talked for a while on the steps. Then
she went in and read and left, and I went back, I read and then I left. I
really did not think anything of it. Then when I got home that night my agent
called me and said, "They want you for the lead in the new Friday the 13th
movie." I went, "What Friday the 13th movie?" He goes, "Well that's the
thing you just went in on." 




JOHN CARL BUECHLER: 


When you do a sequel, you must
keep in mind all that has come before but also build something new. Jason is a
roadmap. My intention with Part VII from day one was to redesign the
look of Jason, specifically to reflect all the damage that had been done to him
in the previous movies. I got tired of seeing a guy in a gray costume with
gloves and a hockey mask and there was nothing wrong with him. So I made a lot
wrong with him. You see his rib cage hanging out, and when we pop off his mask
you see a hole in the side of his face, full of scars—eye whacked out,
motorblade to the face—all those things are reflected in the makeup. Part
VII is a natural progression of what he should have looked like at that
time.


I recall I sculpted the Jason
face on Thanksgiving—I just went into the garage while the family was in
kitchen eating. I wanted it to be a pretty powerful makeup effect. I wanted it
to be something where people said, "Wow." Because God knows they weren't going
to let me do everything else I wanted to do. I would say the majority of Friday
the 13ths were pretty lame because they weren't really allowed to do the same
makeup effects that Tom Savini got away with. And Tom did a brilliant job with
the first one, but nobody since him has been allowed to do that. It becomes a
point where you go ahead, you build it, you shoot it, and then you can't use
it. That's a shame.


I was also absolutely aware and
appreciative of the Friday the 13th timeline, something that may not
have been the case in the other films. Jason was dead for 10 years before our
movie began. And that was when Tina was supposed to be a little girl. So how
many years have advanced since? Let's say she was 10 years old and now she's 16.
That's the way I balanced it. 




Veteran stuntman Kane Hodder would make his debut as Jason Voorhees in The New Blood. "The very, very first shot I ever did as Jason was for the dream death of Michael, played by Bill Butler," says Hodder. "It was one of Tina's visions, and a really fast shot. I'm standing in the kitchen, holding up Bill, who's impaled on a tent stake. And in that moment, it felt really natural. I felt like I was born to play this character."


KANE HODDER, "Jason Voorhees": 


When I was in high school I
visited L.A. once and went to Universal Studios. I saw a stunt show there and
was just so intrigued by it. And I had always done crazy stuff as a kid. I
thought, "Oh, man, that's a great way to make a living." So I went back to high
school, but decided to come back between semesters during the summer and see
about going to stunt school. And once I got in, I never looked back.


I didn't know anybody in the
stunt business, which makes it a hundred times more difficult—I didn't realize
how ridiculously hard it would be to break in. I knocked around for eight years
doing other stuff and the odd stunt job here or there. I eventually got my SAG
card, and my first professional gig was in 1977, on an old TV show called "Emergency."
Then came House, which was the first movie I ever got a stunt
coordinator credit on—I did that for Sean Cunningham and Steve Miner. So it's
ironic that I would start working for them in 1985, and by 1988, I would become
Jason. 


I had done a movie called Prison
that was directed by Renny Harlin, and John was the makeup effects supervisor
on it. I was the stunt coordinator. I'm also the guy who comes up out of the
ground strapped into the electric chair. And this character is supposed to have
been dead for 25 years, which meant three full hours of prosthetics. 


When we were about to shoot,
Renny Harlin says, "You know what would be good? Let's put live worms all over
you." I said, "Sure. But hey, Renny, when I'm supposed to come up out of the
ground and scream, let's have those worms coming out of my mouth." So I put a
bunch of nightcrawlers in there, which was no big deal to me. And Buechler was
like, "Wow, that's who I want to play Jason. Someone who has a real passion.
Who will just go for it, and who understands and enjoys the process."



CJ GRAHAM, "Jason Voorhees," Part
VI: 


To be quite honest, I always
speculated it would be cheaper to just hire a new guy every time to play Jason,
because otherwise you end up in a Freddy Krueger situation, where the actor
would be able to demand $250,000. So it is cheaper, but is it beneficial? I
don't know.


Â Â  When I originally did Part
VI, it was not my intent to be an actor or a stuntman. Then once I got into
it, I thought, "Wow, wouldn't it be cool to be the Boris Karloff of the '80s?"
Because I am a big boy—I'm bigger than Schwarzenegger—I'm too big to be a
leading man. So the best thing I could do would be to capitalize off that bad
boy thing and be the big monster character. That could have been a stepping
stone to get my name within the market—every time you need that menacing
character that wears prosthetics and has to be bad guy, who would you call? CJ.



Â Â  If I had a shot to do Part
VII and VIII, I would have probably stayed in L.A. and pursued a
career there. But I understood that there was some type of relationship between
Kane Hodder and the director of Part VII. And I've met Kane. He's a
great guy, and he's done a great job. He's gone on to make Jason his own. 


JOHN CARL BUECHLER: 


When I first mentioned Kane to
Frank Mancuso, Frank said, "He's not big enough." And I said, "He's a great
stuntman and he moves well and he's a good actor." Frank always took
convincing. And my feeling was that I intended to do a pretty intensive makeup
effect all over his body, and if the actor had too much bulk it wouldn't work.
I didn't want 250 pounds of hamburger. So we did, for the first time ever in
any Friday the 13th movie, a screen test for Jason. I put a skull cap on
Kane, and a bulked-out thing with some skeletal elements coming through. And
Frank saw it and said, "I see what you mean. Go for it."



KANE HODDER: 


During my screen test I had to
stalk around, walk, and look. I also brought a good friend of mine with me,
Alan Marcus, who is another stunt guy. I beat the shit out of him—I literally
dragged him across the floor by his hair. Then at the end, I walked over to
where the producers were sitting, glared at them, threw the table up against
the wall with one hand and just tossed it away. That probably helped to
convince them.


I don't think there was anything
that CJ had done wrong. If they ultimately went with me it was because John
Buechler was pushing for me. I always thought Jason was a great character but
that they didn't really do enough with him. I don't think of Jason too much in
terms of character or deep motivations—I assumed that he'd be pretty
instinctive and that there wouldn't be too many thought processes going on
before a kill. Some of the previous guys, their problem was thinking about it
too much. 



JOHN CARL BUECHLER: 


People have said that Jason is
little more than a moron who doesn't realize that he's dead. And maybe that's
true. He's so stupid, he doesn't know he can't die. Kane gave Jason a
personality at last. The previous Jasons, to me, just seemed to be there, with
no real agenda. They were almost like Michael Myers, in that he's sort of
disinterested in what he's doing. He just does it mindlessly. Even in the
audition, there was more rage to Kane's portrayal. There was intention. He's
like a Harryhausen figure—he's got that internal drama going on. And that isn't
automatic. Kane deliberates and figures that out and makes it a moment. Even
under all the makeup, Kane could emote. Which I think gave Part VII an
edge that the other Friday movies didn't have. 



Once again, in order to avoid the
watchful eye of the local unions, the Friday
the 13th machine would journey south, this time setting up camp in Mobile,
Alabama and its surrounding environs. Production of The New Blood would
become a thoroughly riotous affair, enlivened by all-night partying, a
gun-toting crocodile wrangler, run-ins with local racists, copious quantities
of controlled substances and plenty of covert "male bonding." And once again,
filming the required over-the-top death scenes in punishing conditions left
many a cast member mentally and physically exhausted. But unlike the familial relationships
that developed on the set of Jason Lives and other Fridays past,
the cast and crew of The New Blood found it challenging to create a
harmonious working environment. Script deletions and character alterations also
left many scenes and subplots on the cutting room floor, leaving some in the
cast and crew disappointed with the final product. 



Right: "I still get people writing me and asking, 'Dude! Did you write the sleeping bag death? That's my favorite!'" laughs screenwriter Daryl Haney. The audience-pleasing moment has been cited as "Greatest Kill" on many Friday the 13th and horror-related websites. Its conception came to Haney from a childhood memory. "I used to shove my brother into a sleeping bag when I was a kid. Maybe that's why fans like it so much—they can relate to it!"


JOHN CARL BUECHLER: 


Part VII was probably the quickest studio
movie ever made. I got the gig in November and it was in theaters in May. That
is a heck of an undertaking in that amount of time. I was in a blind panic to
get the movie out. There were six weeks of principal photography, and we did
all the live action and special effects simultaneously, shooting with one unit
and an additional camera. The plan was to shoot all the interiors first,
because we could do those quicker. And everything, all the sets, needed to be
built because of the telekinetic scenes. None of that was practical. So that
was all done in a warehouse in downtown L.A. Then the production moved to
Alabama for logistical reasons—we were hiding, because it was a non-union film
being made by Paramount. Plus we were shooting in the middle of winter and we
had to have naked kids in a lake, and blow up a house on a lakefront. We ended
up shooting about three weeks in L.A., then another two weeks or so on location
in Bay Monette, Alabama. 


For me, The New Blood was
three separate movies. The first act was Firestarter. The second act was
the standard stalk-and-slash Jason movie. The third act was "Terminator vs.
Carrie." I think, stylistically and visually, that shows. We opted for more of
a soft, white look rather than the harsh look that most of the movies had. That
made the women prettier and the effects more forgiving—the whole thing just had
kind of a mystical quality. I wanted Swamp Thing. Less gritty reality,
because it's fantasy—it's a monster movie more than a slasher movie. 



DARYL HANEY: 


John had this idea about going
and shooting someplace in the south, so he went away and did this big location
hunt. I saw the tapes he brought back, and I remember the one from Alabama,
where he was showing the Spanish moss and everything hanging from the trees.
And I thought that was really dopey, because it's a dead giveaway we're not in
Connecticut or wherever the movies are supposed to be set. But, of course, when
did consistency ever matter with these things? 



BILL BUTLER: 


The area was pretty wild,
untamed. We shot on the outskirts of this town where there were literally
alligators roaming around and a guy on set every day with a shotgun. We called
him the "gator man." His job was to stand by the camera, and if he saw an
alligator or crocodile attack, to shoot them.




LAR
PARK LINCOLN:


He was like 80 years old and
moved very slow. I don't know if any alligators were really there or not half
the time, but it was pitch black at night and you could hear this rustling in
the water. Then they'd call "Action!" and you were supposed to run in and out
like it was no problemâ€¦


HEIDI KOZAK: 


It was the South so there were
some weird vibes. I was with Craig Thomas and Diane Alameida at the local
bowling alley, and the people there—they made some kind of comment about them
being black. All of a sudden I remember thinking, "We're not in L.A. anymore." 




LAR
PARK LINCOLN: 


I remember we went to a
restaurant, and they didn't want to serve Craig with us. That was the first
time I'd ever seen anything like that. It was very, very upsetting.




MICHAEL
SHEEHY: 


I visited the set once, and I
remember being struck by how laid-back John Carl Buechler was. For a horror
film with all these young actors and scary situations, I expected a very
intense energy. Instead, John is sitting in his director's chair with his shoes
off. He spent a lot of time sitting and overseeing, as opposed to pacing around
and yelling like a lot of other directors might be when working with young
actors.


Although, I have always thought
the Friday movies worked because you establish Jason, you establish the
victim, and then really milk the moment for maximum tension before the kill. So
I was somewhat disappointed in the way John handled the victims in Part VII,
because Jason would just appear and kill them almost on the spot. I felt the
movie might have suffered a bit because of that immediacy. But I guess when you
have that many people dying, you can't spend 10 minutes with each one of them.




DARYL
HANEY: 


I'm embarrassed now about how the
characters were all such stereotypes. One would be kind of nerdy, one would be
bitchy, one would be the jock—whatever. That's as good as you can make a film
like that under the circumstances. You've only got a minute to establish who
they are and then they get killed. Searching around for names for these kids,
I'd name them after kids and friends I knew. I don't know how I eventually came
up with the name for Tina, which was a big deal at the time. All I knew is that
we couldn't name her Carrie. And one of the things I really wanted to add to
the cast was a little bit of diversity. I wanted to have some "black" faces onscreen,
because in the past Fridays it was so fucking lily-white up there.


For the record, I also didn't
write many of those fucking lines in the movie, like that horrible thing where
the kid goes, "personal penis enlarger" and "I've got a date with a soap on a
rope." I died a million deaths when I heard that, because people are going to
think I wrote something so stupid. It was horrifying.




Bill Butler's photo album.

JEFF
BENNETT: 


I ad-libbed a line in the
audition that wasn't in the script. I said, "I've got a date with a soap on a rope."
And I swear that's why, the next day, I got a call that I'd been cast. And they
even kept that line in the movie!




HEIDI
KOZAK: 


When I went to audition for Part
VII they were looking for actresses who could bring these characters to
life. But I was a little disappointed in who my character eventually became in
the final script. I was supposed to be a swimmer on the swim team, and
originally she was more developed. And the last script we got, it just didn't
seem as developed as it was before. Even with some of the other horror movies I
did, like Slumber Party Massacre II, I was able to dig into something,
but I felt that with Part VII, that was all written out. It was really
hard to get a handle on who this person was or to differentiate her from anybody
else. We all did the best we could. 


But I really liked working with
John. He was so much an actor's director, and he took such good care of all his
kids. He's also not a fly-by-the-seat-of-your-pants director—he really is very
detail-orientated and always had a very clear vision about what he wanted and
what he saw.




DIANE
ALAMEIDA:


I remember the first time I saw
Kane Hodder in makeup, as the Jason character, in the scene outside the van.
And how real it looked. John Carl Buechler, I think his main focus was on the
special effects, that they look good. Which was great. That's what was
important, for this particular kind of movie.


The actors, we had the freedom to
do what we needed to do. I remember the party scene, where we are all in the
kitchen and then I pull Craig Thomas, who played my boyfriend Ben, to the side,
and sort of punch him in the gut and say something like, "I love you, squooshy
face!" Which is kind of a corny line. But I pulled it off. I just had to
think to myself, "Well, he does have a squooshy face!" But Craig and I,
we had a good relationship, like he was the next door boy I grew up with. It
really easy to act with him, and everyone in the cast. John really did allow
for a good camaraderie between us all. I think we were all sort of up and
coming, and just glad to be there, and glad to be with each other. 




DIANA
BARROWS: 


We shot lots of scenes that
didn't make it into the final cut, although that is par for the course in
Hollywood. But I was disappointed, because there was a whole sequence
developing the relationship between Maddy and David. Maddy even smoked grass
for her very first time with him before her death scene—that was so much fun.
There were also all these other sequences and little subplots with the
characters that never made it. 



SUSAN
BLU: 


I thought John was so good at
what he did—he really cared about the actors. He really took his time with you
to try and develop real characters within this horror movie. We also talked a
lot about the telekinesis, how it worked and how to make it realistic, before
we'd shoot a scene. It wasn't just about Jason looking as horrific as he could.
It wasn't just about the death scenes. It was about a lot of fragile acting
between the doctor and myself, and between Lar and myself. There was meat and
substance to it.




JOHN
CARL BUECHLER:


We went against the formula a
little bit with Part VII, because Jason isn't the only bad guy. We put
in a grown man, the evil Doctor Crews, and wanted him to be vile, a hideous
human being. He's a bastard. He's exploiting this girl, her emotions are
fragile and on the peak of collapse, and what he does pushes her too far.
Otherwise, it would have just been the same old one-dimensional crap. And
one-dimensional crap is fine if you do it one time, but if you keep doing it
and doing it and doing it, even loyal fans get a little tired of it. That's why
Terry Kiser was in the movie. We wanted another kind of monster. 


The actors—Lar was amazing. Susan
Blu, she was a voiceover queen at the time and terrific. And Terry Kiser, are
you kidding? He is a great actor, that until Part VII he had only been
showcased as a comedy guy. But you can only do comedy if you understand
tragedy, and actually horror in a way is a lot like comedy—the build up, the
anticipation, and the delivery of the punchline. Terry knew that. He can be
intense and underplayed at the same time. There were little things he'd do,
little improvs, like when Tina is pouring out her heart to him and he'd be
absently wiping his eye. That was all him, this amazing shit he'd come up with.
He made such a wonderful villain, so much so that when Jason ultimately killed
him it was delightful. 




"I wanted the violence in The New Blood to be so outlandish it couldn't possibly happen in real life," sighs director John Carl Buechler. "With the 'ax through the face' gag, we had a geyser of blood that shot out. But the MPAA made us cut out just about the entire effect out of the film."


LAR
PARK LINCOLN: 


I think John wanted Tina's to be
a story that stood alone. That you could come in and watch Part VII even
not having seen the others, nor have to see anything after. And I was certainly
very attracted to my character having her own, separate storyline. I wanted to
make Tina and her problems real, instead of comical and stupid. Many actors
will draw on very bad things to play a character like this, and to make
themselves cry onscreen. But I drew on very happy things—tears of joy instead
of sadness. Otherwise, those negative feelings can stay with you over a long
shooting period. It also would have made Tina a depressing character, which she
definitely was not.


Directors tend to search for the
actress that they have been seeing in their mind, who has that quality they are
looking for. So I think sometimes they forget that we're acting, and they fall
in love with what you're reading. As an actress, that is what you have trained
to do, but that's not who you are. I didn't really realize it a lot at the
time, but there was a separation between not only my character and the rest of
the cast, but me as a person as well. I thought it was because they were all
getting killed and I wasn't. But I stayed within the character the entire
shoot. I did not get involved personally with anyone else, because the
character was supposed to be 16 or 17 and, of course, I was lying and saying
that I was 18 or 19, when I was really 23 or 24. It's just a lucky thing the
camera shoots me very young—it still does. And I had been married five years. I
had to be very careful, because neither I, nor my husband, wanted anyone to
know that we were married. I knew that if someone had seen me as a married
woman who was running businesses they would have never seen me as Tina—mentally
tormented, young and left alone.



Â HEIDI KOZAK: 


When you have a whole group of 19
to 20-year-olds at some remote location, you can't help but have fun. It was a
blast. I think we ended up in Alabama a whole extra week because of the rain,
but that was fine with us because we were staying at this great little Marriott
hotel. And there was this game going on at the hotel, where you fill up these
cards to win stuff, and we were all into that—collecting our tickets. We had
dinner together, went bowling and had parties in everybody's rooms. Eventually,
people started kind of bonding and going off in their little cliques. 




KEVIN
SPIRTAS:


I am from the world of theatre
and tour across the country, so when I am in a new place I like to explore. And
to be honest I found Alabama to be pretty boring—I actually drove to the
panhandle of Texas a couple of times on my days off. I do remember that while
we were on set it was during the winter Olympics, and we would all huddle into
each other's hotel rooms and watch the events. That was kind of a bonding thing
for us at the time. 




BILL
BUTLER: 


You have to understand, this was
the 1980s. I can't speak for any of the cast other than myself, but most of the
crew were all having fun on a variety of party favors. I was right in the
middle of it. I partied my ass off. It was just so fun. Of course I can't party like that anymore, because back then it didn't take me three weeks to recover.
That's what I learned most from my Friday the 13th experience. Not to
drink six Bloody Marys and do a half a gram of coke in one night. It's true,
actually—never mix, never worry. 




JEFF
BENNETT: 


Almost everybody on that movie
was gay—it was like "Fri-Gay the 13th." Really. And looking back, I could have
had a lot more fun on that set. I wasn't willing to look at my sexuality at
that time. Back then, it was not something you discussed. In the 1980s, there was
like only one gay person on TV, and that was Mr. Furley on Three's Company,
and he wasn't even really gay. It took me another two years to finally come
out. I did eventually have a thing with Bill Butler. We saw each other a couple
of years after the movie, at a party, and it was right after we had both just
come out of the closet. And I remember one of the reasons was because I was
like, "If Kevin Spirtas is gay, then I am, too!" 


BILL BUTLER: 


That set was on fire. Jeff
Bennett, Craig Thomas—they're like a gay pride parade. There was a lot of
hanky-panky. I slept with half the cast. Just kidding.


LAR
PARK LINCOLN: 


Apparently everyone has having
more fun that I was. I only really worked with the other cast during the party
scenes, and being married and trying to hide it, I spent most of my time in my
room, alone. I remember we all got these great crew jackets. I love doing arts
and crafts, and I had one of those little engraving pens that write. So I would
spend many an hour in my room, in the middle of the night, engraving the backs
of big Friday the 13th buttons that had Jason faces on them, and
embroidering them onto jackets. That was probably the most exciting thing I did
the entire shoot.




BILL
BUTLER: 


When you're an actor, there's a
certain pecking order. The leads who have the meat and potatoes kind of hang
together, and then everyone in the smaller roles tends to form their own
cliques. I was really intimidated at first, especially with Kevin and Lar. But
then I got to know them—they were so nice to me. We all became friends for the
two months or so we were there together. But Lar was not the most popular
person on the set—I don't remember her being very nice to a lot of the crew. I
remember she was especially hard on the costume person, something about the way
her character looked, and her hair. 


LAR
PARK LINCOLN: 


I was not thrilled with my
hairstyle in the film. It was done very wavy, and I usually wear my hair very
straight. And I thought straight looked more innocent. But I think they were
trying to create a look of someone that was preoccupied and disheveled in
general, but I don't think it comes across that way in the movie. I remember
the poor makeup girl, she was very sweet to put up with my frustrations. 





Many of the most spectacular moments that John Carl Buechler conceived and executed for The New Blood were excised to appease the MPAA ratings board. "The guy's head that gets squeezed, well, Jason eventually smooshes it down to the size of a walnut, and there's blood all over the place. It was really ridiculous, but I wanted the effects in Part VII to be over-the-top. Because Friday the 13th is not necessarily about the body count, it's about the event. You have to create something that makes the audience go, 'Wow!'"


KEVIN
SPIRTAS: 


It was the '80s, and I remember a
lot of big '80s hair. Unfortunately, I was a victim of a bit of a hair
helmet—it was the style at the time. Now, if I can get my hair to spike up at
all I'm pretty happy.




SUSAN
BLU: 


For Mrs. Shepherd, they wanted
her to have kind of a Banana Republic, Gap-esque look, but still look like the
mother, too. So they tried to age me a bit because, while I certainly looked
like a mother, I also come off looking kind of young. I call my hair in the
movie the "old shag look." And if you really look carefully, you can see that I
still have a tail—a long braided tail that went down to my back. And they
wanted to cut that, but I said, "No way!" Tails were really in then, okay? 


JEFF
BENNETT: 


I don't think I ever even spoke
to Lar. Although her character had to scream and cry a lot, so I suppose she
had to concentrate. But she didn't pal around with anybody. I also think the
situation was difficult for some of us actors because John Carl Buechler was
only talkative with Lar and Kevin. John obviously adored Lar. Everybody else
were basically just pieces in a puzzle. 


HEIDI KOZAK: 


Lar had more experience than
anybody else other than Kevin Spirtas. She had been on a TV series, and she
took it very seriously. She really had that way about her: "I know what I'm
doing. You guys are all beginners." But she was always so nice to me. And John
just loved her. That was part of the problem, too, with Kevin, because John was
so into Lar as a director that Kevin kind of became this outside, difficult
thing to deal with. It created a lot of tension on set. I think it came more
from Lar, because she kind of decided she didn't like Kevin.




SUSAN
BLU: 


I got along well with both Lar
and Kevin, but they really didn't get along with each other. They weren't
really friendly, but they weren't really unfriendly, either—they just kind of
stayed away from each other. But you'd never know it in the film. And I think
it added a lot of good sexual tension.


LAR PARK LINCOLN: 


My times with Kevin weren't my
favorite memories. Our personalities just really clashed. We didn't really have
any fights or anything like that—we just were not connecting. I think it had a
lot to do with him not knowing who he was at the time. So we had our little
jokes at Kevin's expense, none to be repeated. It was a difficult situation I
think for everyone, except John—I don't think John Buechler ever got it. 


I did run into Kevin several
years after we made the film, and he had changed his name to Kein Blair, and
now I guess he's changed his name again. Then, we actually met again several
years later and had a lovely conversation in a restaurant. But at the time we
did not get along.




JOHN
CARL BUECHLER: 


It's difficult to truly rehearse
low-budget independent movies with the actors, and stick steadfastly to the
screenplay, because generally-speaking, screenplays aren't that
well-thought-out. They're not Shakespeare. So you have to take latitude to make
the words on the paper organic to the movie you're making, given the mix of
your actors. And when you find very talented people who give a nuance to a
line, you run with it, and maybe you make more out of the line—it becomes a
double entendre that didn't exist previously. You start seeing all the levels
of gray and the characters become more developed and more fun. The dynamic
between the Tina and Nick characters—I thought that blossomed into something
that was more real and authentic than what was on the paper. We had to edit and
change some of the dialogue, and read through what they were doing a few times.
I would run the lines with them, and walk it through on the set, to find out
where Lar and Kevin where. It evolved.




KEVIN
SPIRTAS:


I have had other movies and shows
that have kind of pulled together differently, and had different family
feelings that way. On Part VII, I remember fooling around a lot. And
thinking this is not brain surgery, it is not Shakespeare and we should have
fun. I am a 40-year-old man now, but at that time it was just like, "It's work,
take it, go do, crank it out, just show up and do what they ask." That is
really kind of what it comes down to. I was not looking to get something out of
it. I wanted to be good in my work and I wanted to be taken seriously and I
tried to relax as much as I could. I just wanted to be me, and I think I am
more me now than I have ever been. So it is all good, it is all part of it. 




DARYL
HANEY: 


After I got the job on Part
VII and I went back and watched all the Friday movies, to me the
uncredited inspiration should probably be Agatha Christie's Ten Little
Indians. These films are a rotating murder dial
then, for the finale, there's a battle between the sole surviving chick and
Jason. I tried to approach the murder scenes from a real craft
perspective. I never took it that seriously, and I didn't ever focus on the
moralistic aspect of it—that kids have sex and do drugs and therefore they are
punished. That was something they were all very conscious of over at Hometown
Films—they used to joke about it all the time. I'd call up my friends and ask
for lists of sharp household objects, so I could try to invent new ways to kill
people. And I named lot of characters for ex-girlfriends I had. The bitch in Part
VII was named Melissa, and that was my extreme nemesis ex-girlfriend. That
was certainly very nice.





In one of the many of Part VII's kill scenes heavily edited to appease the MPAA ratings board, David (Jon Renfield) meets the wrong end of Jason's butcher knife.


BILL
BUTLER: 


When my character dies in the
movie, oddly enough, I'm going pee in the forest right after my car has broken
down. And whenever someone gets killed in a Friday the 13th movie, one
of several things has to happen: you're either having sex, or your car breaks
down, or you're peeing. So at least I got two out of three. I was just happy I
didn't have Heidi Kozak's death scene, where she goes swimming in the water and
Jason pulls her down. 'Cause not only were there crocodiles in that water, but
it was freezing, I heard she caught hypothermia, or an actress form of
hypothermia.


HEIDI KOZAK: 


It was ridiculous. But I was
fine. When I set my mind to do something, I just do it. And I remember when I
came out of the water, John grabbed me and threw towels around me and held me.
He was so sweet. They got me in this warm trailer with heaters running inside
and hot chocolate. They really took care of me.


I was really unhappy with my body
double. I wasn't there when they shot it, and they got a girl who was a stuntwoman.
She was very stocky—she looked like a bodybuilder, or a really strong farm
girl. I didn't see it until I went to the premiere, and I was so mad! I told my
manager, "From now on, if I ever have a body double, we need approval." Because
people are going to think that's me. She had a different body than mine and it
looked ridiculous.




ELIZABETH
KAITAN:


At least it was a stuntwoman.
In my death scene, the funny thing is, they hired a stuntman to be my body
double. Jason is supposed to pick me up by the neck, and throw me out the
window. But when you see my body, it's this guy with big giant legs and a
pretty bad red wig! After the movie came out, people would come up to me and
say, "Wow, your legs are so muscular!"




LAR
PARK LINCOLN: 


It was 14 degrees all the time,
and for some reason the crew felt they needed to hang the thermometer off the
camera, as if to remind us. It is miserable in those conditions. I don't know
how Heidi got into that water—and she did get sick that night. She is just so
tiny and beautiful. You could have given me all the money in the world, and I
ain't walking into that dark water. It was so cold we had to put ice cubes in
our mouths just to make sure you wouldn't see us breathing. And I sucked on a
lot of ice—although that's the only thing I sucked on. Apparently other people
did more than that. 


BILL BUTLER: 


An absolute hands-down favorite
death of mine in a Friday the 13th has to be Diane's, who gets killed
with the party horn in the eye. I don't think in the history of cinema, anybody
has ever been murdered with a birthday party product. And probably for good
reason. 




DIANE
ALAMEIDA:


Filming my death scene was
interesting because when you're on a set, you always wonder how they are going
to do the special effects. And the location, being way down in the South in the
middle of the woods, at three or four o'clock in the morning—it was very dark,
and very real, which did make it scary. I found it really interesting how they
constructed it. They did a makeup that made it look like my skin was peeled
back, with guts and blood around it, for after the horn goes into my eye. And
it was a piece of an actual horn. I even took a Polaroid of it. Then I remember
looking in the mirror at myself afterward, and thinking, "Wow, this looks real!"
In fact, my father, when he went to watch the movie, he got genuinely scared.
He doesn't see many movies, so it was very real for him, which just goes to
show you that the effects guys did a great job. First me without the horn on my
eye, then they shot it with the horn on, then cutting, then coming back again
to me, when I'm dead. 


Though the only thing was, they
added in a little "toot" noise on the soundtrack, after Jason pushes the horn
into my eye. Where we filmed it, there wasn't a noise, and they didn't tell me
that there would be, either. So I acted it like I was just feeling the fear.
That was something I didn't realize until I saw the movie, and that makes the
scene now kinda funny. 




ELIZABETH
KAITAN:


When we shot the chase scene,
after Robin has sex with David and then I'm thrown out the window, the whole
house was supposed to be empty and she walking around alone. I remember saying
to John, "What is my motivation here, to stay in this house? It's like, if it
was me, I'd be outta here!" And on the first take where Jason starts chasing
me, all I can remember thinking was, "Wow, this is Jason. I grew up watching
him, and being like 11 years old and imagining that he was chasing me around
the house. And now here he, actually chasing me!" But the second take was just
trippy. Even as we were filming it, that whole sequence, with the cat jumping
out of the closet and then I scream and Jason walks in—I knew even then it was
classic horror movie material. 





Center: The aftermath of the murder of David (Jon Renfield) was almost completely excised from the theatrical release of The New Blood. In both the theatrical and original versions, Jason kills the character with a knife to the stomach. The subsequent decapitation was never shot, although in early cuts of the film, Jason is seen carrying David's head around like a trophy. This deleted scene is included on Paramount Home Entertainment's Friday the 13th Part VII: The New Blood Deluxe Edition DVD release of the film.


JOHN
CARL BUECHLER: 


In general, sex and horror—there
is a very close association there. I think that storytellers have been
effectively using sex for years because it's so powerful of an element in a
good horror film. It's almost required. When you're naked, you're vulnerable. A
woman naked is vulnerable, she's easy prey. And that's horrifying. Nudity is
just another tool, another color in your palette that you use to create a
moment. The nudity in Part VII—it's just boobs—in a scene like that, not to
show nudity would be more ridiculous than showing it. This guy and this girl
are in bed and she gets up and she's topless? Wow, that's amazing!? It's just
natural. 




HEIDI
KOZAK: 


I wore jean shorts in the film,
and mysteriously they kept getting shorter and shorter as the weeks went by.
I'm serious. I was like, "My butt's not getting bigger, what's going on?" To
this day, I think somebody was cutting my jean shorts. I still don't know who.




SUSAN
BLU: 


The night we shot my death scene,
I had one of the worst colds I'd ever had. Terry Kiser and I were the oldest
cast on the show, and we were both suffering from a miserable flu. It was also
my last day of filming, so I was already hoarse and raspy from running around
and screaming through the whole movie. And I actually had been really
frightened running through the forest for hours. I was really able to use it
because it was just so horrific. Then I'd have to laugh between takes, just to
kind of lighten up. But The New Blood was my last hurrah to on-camera
acting before I switched over to doing voice work full time. So what better way
to go could you ask for than being killed by Jason? 



LAR
PARK LINCOLN: 


I remember coming in to work one
morning at 7 a.m., and I sit down on the set and there is a head sitting next
to me. I just sat there sipping my tea and I'm like, "Oh, hello head." Or
people would come to lunch with an ax in their face. It was just so bizarre.




KANE
HODDER: 


The very, very first shot I ever
did as Jason was for the dream death of Michael, played by Bill Butler. It was
one of Tina's visions, and a really fast shot. I'm standing in the kitchen,
holding up Bill, who's impaled on a tent stake. And in that moment, it felt
really natural. I felt like I was born to play this character. This may be a
sick and sad thing to say, but Jason is the most comfortable I've ever felt
playing a character. I put the mask on, and it just felt right.


LAR PARK LINCOLN: 


I loved Kane Hodder. He's an
absolute doll and a very fine actor. I think the reason his Jason is so good in
Part VII is because you could see his eyes working, him thinking. Some
people would just play it like a monster. But Kane acts within, and with, the
suit. 



BILL BUTLER:


Kane Hodder totally turned around
the whole Jason thing. In Part V, they were getting some skinny guy from
the Valley to play him. The reason Kane is such a good Jason is that he is
completely fearless. He would literally put his head through a cinderblock if
you asked him to. He lived, loved, ate and breathed this character. So much
where he insisted that when he'd get the mask on that he'd stay in character.
He wouldn't talk to you. Oftentimes we'd be shooting in the forest and drive
across town to go to the other part of the forest, and he'd leave the mask on.
There was one night when we were driving to work and it was 4 a.m. in the
morning and there were like three of us jammed in this little car andâ€¦ Jason
Voorhees. Kane was in the back with the hockey mask on. And we're late so the
driver was driving fast. Then we get pulled over by this county mounty. The guy
comes to the car, draws a gun on us and makes Kane get out of the car. He
totally starts yelling at us, "We don't take to kindly to you Hollywood types,
take that nonsense off when you're driving around here!" 


Kane can also vomit on command.
He's the king of vomiting and farting. Right before they'd call action, he'd
fart. And the suit he had to wear—it was a scuba-diving outfit and it reeked of
swamp water. So everywhere he went it stunk to hell. It was hilarious.


KANE
HODDER: 


Bill Butler called me Stinky Voorhees.
He thought the costume that I wore, with all the latex, smelled pretty bad. So
that was my nickname. And yes, I can vomit at will, as a matter of fact, thank
you.




KEVIN
SPIRTAS:


Apparently there was a lot of
vomiting on the set. I was on a special macrobiotic diet when I started the
filming, and my body was just starting to readjust to regular food. And I'll
never forget, one night they gave us pizza and there was nothing else to eat
and I had run out of my food. I got so sick that, while waiting for my scenes
to be shot that night, I had to go run behind a tree in the middle of the
forest and just puke all over.





"I think we must have shot that 50 times," laughs director John Carl Buechler of the death of Melissa. "It was all about trying to get the most effective hit. We did it every which way—we smacked her in the head with a rubber ax, then we cut off a rubber ax and stuck it on her head, and did several reverse shots of that. We even hit a rubber head with a real ax a few times." Unfortunately, most of the hard work of Buechler and his effects crew wound up on the cutting room floor. "What ultimately got in the final film was only a brief part of the impact," explains Buechler. "The rest was cut out by the censors. The final result was a composite of three separate angles—one of the real actress at the door, another of a young stunt lady getting hit with an ax, and then finally a shot of the stuntwoman being thrown across the room and landing behind a television set."


ELIZABETH
KAITAN:


Kane Hodder was so incredibly
sweet that after you got to know him it was really hard to play being scared of
him. He was just so nice to everybody. He was the perfect Jason. All of us, we
said to each other that he should have been Jason from the very beginning. He
should have done all the movies. 




Although
it would take another 15 years for Jason to have his day in the ring with
Freddy Krueger, the makers of The
New Blood were determined to make the climactic showdown between Jason and
Tina just as satisfying. The final 20 minutes of Part VII still rank as
some of the most visually dynamic of any Friday the 13th film, with
Jason being put through the kinds of tortures usually reserved for his victims.
Whether being clobbered by a decapitated head, electrocuted in a puddle of
muddy water or flattened by an entire porch, it seemed that, in the character
of telekinetic Tina, Jason may have finally met his match.




JOHN
CARL BUECHLER: 


My argument on set was that Jason
was like a tornado. You don't confront him, because you're going to die, unless
you have the telekinetic ability to kick his ass. I think Tina gave the
audience an opportunity to do something they hadn't done, really, in any Friday
the 13th movie since the first one: to live vicariously through the poor
damned girl who's going up against Betsy Palmer. Now the audience is Tina.
You're facing the biggest, baddest monster that ever was, and it's Jason
Voorhees, and you're kicking his ass. That's fun! You can't stop evil forever,
but you can stop for now. In and of itself, it made for a more interesting
movie than just the other standard elements of the series.


Even during production I knew the
MPAA was going to be hard on this film. So the only thing I really had to fall
back on, to ensure the film was still dynamic, was the over-the-top mechanical
effects—the big moments in the film that were not makeup-oriented. And one of
the main reasons I wanted to do the film was because Tina's telekinetic
abilities allowed us to stage big events that hadn't been seen in previous Fridays.
That's also another reason why I really needed Kane for the role of Jason,
because he could give me that amazingly powerful, dynamic motion, and he
understood stunts.




KANE HODDER: 


I think Jason went
through more damage in Part VII than in any other Friday movie. There is a scene during the final
chase that, as written, has Jason follow Tina and Nick up a flight of stairs
but the door at the top is locked, so she makes the light swing and hit Jason
in the chest and he tumbles backward down the stairs. I told John I thought
that was weak, that the light should hit me in the face and I should fall back
and crash down into the staircase itself. So we manufactured balsa wood stairs,
and I remember falling backwards—I wanted to be like a tree—but because the
landing area was so small, I smashed my head right into the very last balsa
wood stair. 


During filming of the scene where
Tina drops the porch on my head, we didn't really know what that roof was going
to do. The idea the effects crew had was to make the middle six or eight
feet—the portion that was going to clobber me—out of balsa wood, but the rest of
it would be all real structure. But if you really think about it and you know
anything about balsa wood, depending on how it is positioned, it's almost as
strong as regular wood. So when it came down, it fucking drilled me into the
stairs. I think it weighed 700 pounds. The funny thing is, if you look at the
scene again, watch what appears to be Tina—it's not her. It's a stunt double
named Paula Moody. It's an over her shoulder shot looking at me. Then the roof
falls in and she goes, "Ooh! That was harder than I thought!" You can totally
see her jump. No one expected that, least of all me.




LAR
PARK LINCOLN: 


Some of the mechanical effects
shots were done later, so John would talk me through what was going to
happen—how quickly to move my eyes or my head so that later they could cut it
accurately to something He was really helpful with that. I did sometimes have a
hard time with that, technically, so I wasn't understanding him a lot of the
time but he would always let me retake that. And because you're shooting out of
order, I kept as good of notes as the script person. Literally, I used
three-ring binders with little tabs, and I divided up the script like a
storyboard.


Physically portraying the
"psychic" moments that Tina has was a real challenge. I met with some psychics,
and they were mostly concerned that I not play a "fake psychic," where you go
into some silly trance or body-shaking thing. I was told that when you have a
vision, it just comes over you. So I really tried to make Tina a real person
who wasn't crazy—she's just this normal girl who had something strange
happening to her, and within her. 


And Tina just never stops
running, screaming and crying. That girl is a major migraine! At the time I was
Method, so I really did cry a lot. I ended up swelling my eyes shut with my
contacts several times, because I could keep crying take after take. Not
realizing, of course, that I could have just used glycerin dropsâ€¦




JOHN
CARL BUECHLER: 


We all were aware but accepted
the uncomfortableness of what Kane had to do, because we were every bit as
concerned about Jason looking real and being authentic. This was truly a
co-production between myself and Kane—two people coming together and really
trying to make something work. And the fact of the matter is that we tried
things that were very difficult and painful. He was a guinea pig. For example,
I don't think anybody had previously done a dental piece like the one Kane had
to wear, and I didn't know many stuntmen, period, who could wear something like
that over their teeth and on their face for that long a period of time. I had
done makeups that were similar before, but I wanted to make this richer. I had
a girl working for me whose father's was a dentist, and we cast Kane's teeth on
the inside and then we built a new set of teeth for the outside. It formed a
ridge all the way around into his mouth, then it's filled out on top of his
face, and then blended to the side.





"The night we shot my death scene, I had one of the worst colds I'd ever had," laughs actress Susan Blu of her character's bloody demise at the hands of Jason Voorhees. "It was also my last day of filming, so I was already hoarse and raspy from running around and screaming through the whole movie. But The New Blood was my last hurrah to on-camera acting before I switched over to doing voice work full time. So what better way to go could you ask for than being killed by Jason?"


KANE
HODDER: 


I loved working in the makeup but
it was very difficult. The full body makeup, with the spine showing and the
bones and everything else, that was the longest process, about three hours. On Part
VII, I was either in the water or had to look wet all the time, so they
were constantly spraying glisterine water on my costume. I was soaked through,
and we were in Alabama where it was very cold. Foam latex, all it does is
absorb the cold water—It is like a sponge. It is like having soaking wet towels
on your face and trying to breathe. And my lack of vision in Part VII
was just ridiculous. Because of the dentures that were outside my cheek, I had
to wear the full prosthetic every day whether the hockey mask was on or off.
One eye was completely covered, and on the other was a yellow lens, so already
your depth perception is lost. Then, with the hockey mask on, it had to go on
top of the makeup, so the eyeholes are not close to your eyes but farther away.
It made doing even simple things very difficult, not to mention stunts. Like
when I break through the window at Tina during the final chase, the window was
not all that high and I'm not short. That's why, in the movie, you can see that
I had to do a sort of crouch-and-jump through it, yet all without looking
uncoordinated. My head cleared the upper real window frame by like an inch. I
would have been upset if my head hit the top, but only 'cause it would have
looked bad.




JOHN
CARL BUECHLER: 


You'll notice in the movie that
there's a lot of lightning, but not a lot of rain—that was a creative decision
I made. That way we didn't have to bring fucking water towers out to Alabama. I
didn't want to do that. We also didn't have to drench people with water every
time they walked in from outside. I shot all the interiors first, in L.A., but
everyone was saying, "It's really stupid what you're doing here, John, because
you're not shooting your exteriors. You don't know whether you're going to
change your mind, or if there will be days when we have to shoot in the rain."
But it only looks like rain if you photograph it properly. If you backlight the
rain, you'll never see it, anyway. 



KANE
HODDER: 


In Part VII, there are
shots that are so quick but they are incredibly powerful. There is a shot when
the kid is going into the kitchen to get something to eat, and as he walks
through the dining room there is a crack of lightning. And most people didn't
realize it, but you can see me standing in the corner. It was totally John's
idea, and it is still one of my favorite shots, because it takes people five
times watching the movie before they go, "Oh wait, did you see that!?"



JOHN
CARL BUECHLER: 


Barbara Sachs was a pain in the
ass. She was a little Hitler. She made comments like, "Isn't this couch too
yellow?" But the thing she hated the most was my Jason makeup. She hated his
look. She said, "It looks like a frog. It doesn't even look like a human
being." I really got in trouble for showing Jason's face when his mask cracked
off, and then he stayed without his mask until the end of the movie—he didn't
just put it back on again. They didn't want me to do that. I said, "You're
going to take his mask off anyway, so let's make it a dramatic moment! Make the
mask pop off because she's using her telekinesis!" It's Part VII, for
God's sake, it's about time. But Barbara wanted me to wait until the very end,
when he was on the dock, and you saw his face for only a moment. But I thought
that then you don't have a real, solid confrontation, unless you can see the
eyes glaring back at you. So I did it anyway. 


MICHAEL SHEEHY: 


I have to admit, I also lobbied
with Barbara for the delay in the revealing of Jason's makeup. Because once you
do that, the cat is out of the bag. If he remains enigmatic in the mind of the
viewer, he's scarier than whatever maggot-infested makeup you can conjure up.
People project all their own fears and insecurities onto whatever is behind the
mask. Sometimes less is more, and I think that character proved it. 




LAR
PARK LINCOLN: 


I'm so breakable. At first I only
did one stunt, after I unmask Jason and fall through the floor into the
basement boiler room. I land on a mat, so that didn't hurt. Then I was doused
with fire retardant, when there's gasoline pouring out of those cans right by
me. That was scary—you can't fake fire. Kane really worked with me on that
scene.


After that, the crew gave me a
T-shirt that said "Stuntwoman," so of course I'm like, "Oh, I can do that fall
on the pier, too!" Well, after sliding on the pier about eight times later, I
was like, "What was I thinking?" It was shot in one long, continuous dolly,
like two minutes long, and then in the end Kevin and I run and jump on the
pier—chest down. And there was no mat. After hitting that pier 20 times in a
row, I think I lost a whole cup size. I was so bruised and beaten up. That
scene was hell. I thought I was going to die shooting that. 





Storyboard Gallery: John Carl Buechler's original storyboards for Tina's telekinetic unmasking of Jason in The New Blood.


KANE
HODDER: 


I still have burn scars from a
fire stunt I did when I was in my first year in the business. It almost killed
me. But I think that the fact that I was still so you and excited, and wanted
to stay in the business, it actually helped me to overcome that injury. I
didn't do fire stunts for a while after that, but now I do them all the time. I
have never had flashbacks back to that injury. This will sound so ridiculous,
but now when I do a fire stunt it's almost calming. It is the weirdest thing.
Even guys who do fire stunts always say, "Wow, you're really comfortable on
fire." 


Back in 1988, fire stunts like
this were done pretty routinely, but you almost never saw the ignition of the
flame on camera—it was done through editing. Because the character of Tina had
the power to cause objects to burst instantly into flame, we wanted to see it
all happen live, on camera. So our mechanical effects coordinator, Lou
Carlucci, rigged an actual cannon to blast fire out of the furnace right at me.
I ended up being on fire for a full 40 seconds. It was the most difficult fire
stunt I have ever done.




SUSAN
BLU: 


I had to do my last scene that
was going to be shot, one that was in the house that blows up. Well, the crew
had already wired it, and I walk in to prepare, and I see all these little
fuses sticking out. I asked, "What are those things?" And of course, people are
smoking close to the set, too. And they're like, "Oh, those are just the
explosives for the house to blow up tomorrow night." And I went, "Are you
nuts!?"


JOHN CARL BUECHLER: 


We built both those houses
specifically to blow them up. There were cameras all over just for that one
shot—at least five or six. I was actually out on a boat in the lake, getting
the master. I was peering over the edge when the explosion hit, and I felt warm
and wet at the same time—at first I thought it was my blood. Then I realized it
was just the heat over the water, and the impact throwing it on me. It was
astounding.


KANE HODDER: 


It was such a tremendous explosion—the
only explosion I've ever seen in all my years in the business that was actually
so fast, so powerful and so immediate that your eye couldn't actually follow
it. It was gone before it registered in your brain. It was an amazing sight.


JOHN CARL BUECHLER: 


I'm not extraordinarily happy
about the ending, the last scene where Tina's dad comes out of the lake and
grabs Jason. We created a whole mechanical head that's eyeless but has teeth
and flesh clinging to it—it was brilliant. I wanted this ghastly vision to come
up, grab Jason and pull him under the water. It would have been great, it would
have been dynamic, and that's exactly what the movie needed—a visual effect.
But once again Barbara Sachs vetoed it. It was decided that it was too
monstrous for this picture, too fantasy-oriented, so what we ultimately ended
up with was the actor who played Dad coming up from out of nowhere. He'd been
under the water now for 10 years and somehow he looks exactly the same. I think
fans still laugh at that today.




DARYL
HANEY: 


The character of Tina's father
was always there from the beginning—in the very first draft, there was
something about the father being trapped in a condo or some shit. And the only
remnant of that in the finished film was the father popping out of the water at
the end. To be honest, to do that was probably a mistake on my part. 


I wrote so many drafts of the
script, and so many things were constantly being taken out and put back in
again, I don't even remember it all anymore. I had forgotten Tina had the gift
of prescience as well as the gift of telekinesis. And she can raise the dead.
This was a very gifted girl, obviously—one serious psychic babe! Realistically,
it probably shouldn't have had precognitive sequences in the first place. John added
that later on—that sort of Eyes of Laura Mars touch. It may have also
been put in to ensure that there was always something happening on screen, that
it wasn't just a lot of kill scenes.




LAR
PARK LINCOLN: 


The hardest part about finishing
a film, and being an actor, is you have to return to the real world after it's
all done. Because you live in such a controlled environment that when you leave
and you feel like someone is still guarding you. That the police won't let
people onto the set, and the food is going to show up at a certain time. You
catch yourself walking right across the middle of the street, like somebody's
going to stop the traffic. I nearly got killed a few times after that movie
ended.



If
production of The
New Blood ended with a bang, its rushed post-production schedule would end
with a collective cry for help. Few films—even Friday the 13th
films—have come under such harsh and unrelenting scrutiny from the Motion
Picture Association of America's ratings board, who demanded that Paramount
resubmit Part VII no less than nine times before granting the film an R
rating—prompting director John Carl Buechler to publicly fume that his film had
not just been edited, but eviscerated. Scoring of The New Blood also
proved troublesome. Despite the presence of not one but two composers, the new
music for Part VII, while integrating many of the familiar Friday
the 13th motifs, pleased few.




BARRY
ZETLIN, Editor: 


I went to USC Film School and
kind of fell into editing, and I was also into animation. Then after I
graduated, a friend who was working for Roger Corman on Battle Beyond the
Stars, which was this big Star Wars rip-off at the time, said they
were looking for somebody to be involved with animation to do special effects,
and boom, I was suddenly doing all the laser beams and stuff for the movie.
Then I started cutting for many of the B-movie greats, including Roger and
Charlie Band, at the old Empire Films—that's how I met John Buechler. When he
got involved with Friday the 13th, he roped me in and I was like, "Wow,
a big studio movie!"


I suppose everyone who works on a
Friday the 13th movie has a different experience, but for me, having
never done a studio picture, it was fun. I have fond memories of everybody on
the set being a close, tight-knit group, and because of the quick production
schedule, I was already editing while they were shooting in Alabama—instead of
driving to work, I'd just go downstairs to John's hotel room and screen
dailies. And I have no Frank Mancuso horror stories—I think his involvement
was, "We have to get this done." He didn't think it was trash, he just thought
it was business. And the business is that it has to be an R-rated film and you
have to meet the deadline and you have to have so many prints. 


The
real horror? That was the MPAA.



The fiery climax of The New Blood set a record for the longest onscreen "burn" in cinema history. "Back in 1988, fire stunts like this were done pretty routinely," says actor Kane Hodder, who also served as the film's stunt coordinator. "Because the character of Tina had the power to cause objects to burst instantly into flame, we wanted to see it all happen live, on camera. So our mechanical effects coordinator, Lou Carlucci, rigged an actual cannon to blast fire out of the furnace right at me. I ended up being on fire for a full 40 seconds. It is still the most difficult fire stunt I have ever done."


JOHN
CARL BUECHLER: 


I don't like to show a blueprint
for murder, and I try not to get into the mind of the killer. Jason is a dark,
evil, unstoppable force of nature. So I was really torn. I thought that if
you're going to do a kill, it has to be an event. It's not necessarily the body
count. It has to be a moment in the film that makes people go, "Wow." And
because, at the time, and probably still today, the ratings board doesn't allow
you to do anything extraordinary, I felt we would need to rely on other things
to create a visceral impact.


My first sense of the picture was
to go more surrealistic as opposed to all-out blood-and-guts, as I feared it
would be removed anyway. It was, however, decided through various meetings to
go more for the traditional stalk-and-slash. And I endeavored to do everything
I could to make that work. Because if I was going to do one of these things, I
was going to do it Re-Animator style and go for broke, hopefully to the
point where it's so gratuitous that it would become funny, as opposed to
down-right serious, stark reality. 


Unfortunately, some of the stuff
I wanted in the script was excised early on. Tina had these dream-like states
where she had flashes of clairvoyance. I thought this would be a terrific opportunity
to do some surreal moments, just like the Freddy movies. For example, when Tina
flashes that her mom is going to die, she should see something symbolically
representative of that. In the movie, it's just Jason stabbing her mom. I
thought it'd be cool to see Jason as a little boy holding Betsy Palmer's head,
and the severed head saying, "Help me, mommy!" But the response was: "It's too
over the top, people won't get it." As far as I'm concerned, that's what these
movies are—they are over the top, and that's why you do them. And I know I
could have gotten that past the censors.


Ultimately, I didn't get to fully
go with the more surrealistic approach I wanted, but what we did strive
for—extremely heavy and grisly on the effects, and huge on mechanical
stunts—didn't work, because the ratings board would not allow anything like
that onscreen. Subsequently, this is the most bloodless Friday the 13th
ever seen. Horror is pretty much like telling a good joke—it's a build-up and a
punchline. My punchlines were all removed by the MPAA. 


BARRY ZETLIN: 


I remember the morality bothered
the ratings board the most. Have sex—get killed. Do drugs—get killed. They were
specific that you couldn't cut directly from a sex scene to a murder—you had to
cut to something else and then come back. We could show a couple skinny
dipping, but then had to go back to the house party, and then cut back as Jason
comes and kills them. Or, you could see a couple in bed, but then you had to
interrupt it with other people talking before you could cut back as Jason comes
in for the kill. There were all sorts of strange things like that.


The whole situation became
comical. We'd try all sorts of ideas to make it work for them, then go back,
and still it wouldn't pass. And it always perplexed me, because you're making
this film for a specific audience that wants to see it—they want to see what
Jason is going to come up with next. A part of me agrees with trying to keep
the world more civilized, but part of me says, "Come on!" I get annoyed at the
whole concept of censoring and editing a slasher film—even saying the words
"editing a slasher film" sounds like an oxymoron. 


JOHN CARL BUECHLER: 


I will say it. I will call them
censors—not the ratings board. Because that's exactly what they do: censor. The
MPAA is a group of housewives in Encino that basically decide what you can and
cannot see, and ultimately we as artists are bent to their whim. I had a
feeling they'd want to go after the film, and particularly me, who's known
specifically for doing makeup effects. They had their eye on me. The movie got
seven X ratings! I felt my film was castrated. If you go to make a horror film
and it's about people dying, the event is the death. You can spend a lot of
time setting it up, fixing anticipation, filling in the red herring and being
tense, but without the punchline it falls flat. 


It's not an issue of fairness. We
were in a rush to get it out, so we didn't fight—we just acquiesced. Indiana
Jones and the Temple of Doom had someone ripping hearts out of people, but
that was a big union Paramount movie. I don't think that anyone will recognize
it as a serious depiction of reality. It's a big fantasy, it's a romp, it's a
rollercoaster ride. Temple of Doom made no special contribution to
society by virtue of its great story. They just spent a hell of a lot more
money. And they got a PG! And I have nothing against it. I don't necessarily
say that all movies have to be graphic and intense, but in some situations,
they do. Steven Spielberg's been getting away with this shit for years. He
doesn't call them horror films, he calls them war movies. Saving Private
Ryan—give me a break man, that's one of the most horrifying movies I've
ever seen. Of if you've seen Gladiator, you've seen more makeup effects
in that movie than 10 Friday the 13th movies combined. There is a double
standard. 


FRANK MANCUSO, SR., President of
Production, Paramount Pictures:



You can't make seven films in a
series that are all basically the same in terms of content and not expect the MPAA
to quickly and acutely become aware of what the films were attempting to do.
But did I, personally, ever think the MPAA were unfair? Probably not. I am sure
the filmmakers feel otherwise. And I am sure if you ask my son if he felt they
made him cut too much out of these films, he would feel otherwise as well. 


But, heavens, no—we never thought
about releasing the films unrated. Paramount was and still is a signatory
member of the MPAA. So we couldn't. It was never a question of not supporting
the filmmakers or being embarrassed of the films. We simply did not have that
option. It just was never a possibility.



Gallery: Filming the final fight.

JOHN CARL BUECHLER: 


So many of the effects got cut.
For the "ax through the face" gag, we had a geyser of blood that shot out. And
the guy's head that gets squeezed? Well, Jason eventually smooshes it down to
the size of a walnut, and there's blood all over the place. It was really
ridiculous. The death of Melissa, we must have shot that 50 times. We did it
every which way—we smacked her in the head with a rubber ax, then we cut off a
rubber ax and stuck it on her head, and did several reverse shots of that. We
even hit a rubber head with a real ax a few times. It was all about trying to
get the most effective hit. But what ultimately got in the final film was only
a brief part of the impact, the rest was cut out by the censors. The final
result was a composite of three separate angles—one of the real actress at the
door, another of a young stunt lady getting hit with an ax, and then finally a
shot of the stuntwoman being thrown across the room and landing behind a
television set. I think the one that was probably hurt the most, though, was
the death of Dr. Crews. He was so vile that the audience wanted to see him
dead, and they knew that eventually there was going to be a confrontation
between his character and Jason. To pay that off was a thrilling moment in the
movie for me. Unfortunately, the impact of his death was greatly minimized due
to the ratings board. We even had an intestine and a stomach that was pulled
out and wrapped around the blade—you didn't get to see it. There is so little
onscreen now that it all falls a little flat.




DIANE
ALAMEIDA:


When we were shooting the scene
when Jason killed my boyfriend, Ben, Jason put one hand on top of his head and
one hand beneath his head, and just squeezed it to a pulp. I remember looking
at Craig Thomas, and just seeing his face, with fake blood pouring all down it,
and Kane smooshing it for real. All I could wonder was if he would actually
survive. I don't think I've ever seen a killing like that before in a movie.




KANE
HODDER: 


There was one version that John
shot of Melissa's death, where right next to the camera we placed a big block
of solid wood. So that, in the shot, I could take a real ax and just go
"Clunk!" And it made such a realistic sound—just like a real skull cracking. I
was hoping it would be left in. But of course they cut that, too.




BARRY
ZETLIN: 


My fondest memory of the battle
with the ratings board was the sleeping bag death. In the first cut, we'd crack
up at how many times we had Jason banging this poor girl against a tree. And by
the end of the process, it was down to one whack. It always came back with,
"Just cut one more bang on the tree."


KANE HODDER: 


The sleeping bag, that is the one
rare case I'm glad they did cut, because I think it was better with one simple
hit. It was bang, boom! Even though it was more gruesome with the rest of the
impacts. And to this day, I have never seen a scene have such an effect on an
audience. At the premiere, when the sleeping bag kill came up, I'm not
exaggerating—the whole fucking theater stood up, cheered, high-fiving each
other. I had no problem with the violence of Friday the 13th, and I
never have. It is a certain type of movie that appeals to a certain audience.
I've just wanted to make those people happy. Because if you cheer someone
getting slammed against a tree in a sleeping bag, you're just enjoying the
craziness of it. They are cheering Jason and not taking it seriously.


DARYL HANEY: 


I still get people writing me and
asking, "Dude! Did you write the sleeping bag death? That's my favorite!" I
used to shove my brother into a sleeping bag when I was a kid. And I once had a fantasy of killing my kid sister the same way.
Maybe that's why fans like it so much—they can relate to it. It seems to be one
of the more popular deaths in the series.


JOHN
CARL BUECHLER: 


I ended up shooting all these big
makeup effects, and hardly anything got in. Eventually, I went back and added
some reveals of some of the kills, because so much had been cut out. When Tina
finds all the bodies in the forest, I added that because it gave a more
visceral punch. I also added more scares, like the cat jumping out of the
closet, and a little more of Jason stalking in front of the house. And that
3-D-like shot, where you see Jason throw this tent spike into the camera.
Anything I could to make up for what we were losing. 


LAR PARK LINCOLN: 


We had to go back several months
later and shoot all these inserts in L.A. I had to drive from the Valley all
the way out to this horrible place in Compton, in this area they tried to make
look like the swamps of Alabama. And a lot of us looked a lot different by
then, with different hair color. Thank God they kept my same ratty clothes. It
was pretty silly but a lot of fun. I can remember having to stand and scream at
dead bodies that weren't there, all to the tune of traffic driving by a few
blocks away.




BILL
BUTLER: 


The most terrifying thing about
doing that reshoot was not Jason Voorhees or the Karo syrup all over me. It was
the lime ticks crawling through the trees. I just remember being such a wimp
hanging there in that tree, thinking I was going to have lime ticks all stuck
in my scalp.





Director John Carl Buechler's original design for the character of Tina's father (John Otrin). According to the director, the makeup was eventually vetoed by the film's associate producer, Barbara Sachs. "That original design was very profound," explains the director. "I wanted this ghastly vision to come up, grab Jason and pull him under the water. Barbara thought it was too monstrous and too fantasy-oriented. But it would have made a heck of a lot more sense than what we ended up with, which was just the actor wearing a straight makeup."


ELIZABETH
KAITAN:


My death scene in the film was
actually the second one we did. Originally, we shot a scene when we were in
Alabama that was the same basic scenario but it played out completely
differently. It was a whole different kind of chase scene. Jason comes in
holding a decapitated head, and it ends with him killing me in the bedroom
instead of me being thrown out the window. They made a prosthetic body for me
to wear under my nightgown, and Jason took a big sword and basically chopped me
in half. But after we returned to California and they saw it on film, it looked
really phony—my whole fake torso had shifted away from my legs. So we returned
to Topanga Canyon, to some cabin that they had used for the previous movies,
and we reshot it.




KANE
HODDER:


The smallest, weirdest things
stick in your mind. My favorite shot I ever did as Jason was in Part VII.
It was done in pickups out in Malibu. It is when I first stand up out of the
water, newly resurrected, and the camera is behind me. It is very simple and
quick, but it's my favorite because of the way Buechler shot it, the way I
performed, and the music that Fred Mollin put in there. I just love that so
much—it's like his first breath of real air. It's what I like so much about Part
VII—Buechler really concentrated on making Jason look really scary and
cool. And he really directed me, which I needed at the time.


JOHN CARL BUECHLER: 


We also filmed a different coda
to the movie that never made it. After the ambulance goes away, we had a shot
pushing into the lake. A fisherman pulls a fish out and suddenly the boat
starts rocking, and Jason comes out in a big splash of water. The end. They
didn't want it. It was excised for reasons I still don't understand.




DARYL
HANEY: 


Frank originally wanted that. It
was kind of a motif with these movies where, once everything seemed to be fine,
something would come flying out of the water. What's funny is that while we
were working on Part VII, Fatal Attraction had opened and it was
huge. And at the end of the movie, Glenn Close comes flying out of a bathtub. I
remember Frank came in one day and said, in a very loud voice, that he had seen
a screening of it with a bunch of other executives, and at the end of the movie
somebody leaned over to him and said, "Who produced this movie—Frank Mancuso,
Jr.?!"




BARRY
ZETLIN:


Near the end of post-production
they came to me and said they wanted a recap of the previous Fridays at
the beginning of Part VII, which I guess is a tradition with the movies.
I had never seen a Friday the 13th film so they gave me six VHS tapes to
watch. I sped through them and marked down any cool scene I saw. "Oh, the
wheelchair guy is going down the stairs! Oh, Corey Feldman!" I just built a
wild montage of all these great moments, which was actually quite fun in the
end because I got to show all the choicest bits from the series. 




JOHN
CARL BUECHLER: 


I wanted that opening montage. I
think that's needed to get the audience up to speed. Particularly, I think you
had to see the outboard motor chop up Jason in Part VI, so you knew why
he looks the way he does and why he's chained to the bottom of the lake. I
thought that was really important.




DARYL
HANEY: 


I was out of the country when the
film finally was released, but a friend of mine wrote me a letter and he said,
"The best part of the movie is when this incredible Psycho-like music is
playing and there's this prologue." I actually hear the prologue is pretty
effective—it's probably the best part of the movie. 


FRED MOLLIN, Composer: 


By the time Part VII
happened, I had already been doing the music for Friday the 13th: The Series.
Barbara Sachs, who was also involved with the TV series, then got involved in
the movies. And I think on some level, I deserved some kind of good merit
medal. I also think they paid Harry Manfredini either no money or very little
money, and were just going to use his existing scores from the previous movies.
But they ran out of music after about half the movie. That's when Part VII
producer Iain Paterson called me and said, "Listen—how about scoring the other
half?"


HARRY MANFREDINI, Composer: 


I was working on another film at
the time for Sean Cunningham called DeepStar Six. As I do not "farm out"
music; I am only able to do one movie at a time. And I think the
post-production schedule on Part VII was not flexible enough for me to
come in. And what is strange is that at the same time I was also being offered
a Nightmare on Elm Street sequel. Anyway, I chose to work with Sean, and
did not contribute anything new to the score for Part VII at all. And I
still have never even seen the film.


JOHN CARL BUECHLER: 


It was all an issue of money,
honestly. I said to the producers, "Fred's stuff sounds too synthy. It's okay
for TV, but this is a movie. Let's make it bigger and more dramatic." And I
think they eventually saw the logic of my reasoning. I wasn't crazy about
Harry's music, either. Although, in the end, actually Manfredini's stuff was
great, but Fred's stuff was kind of weak. It just wasn't rich enough for me. It
seemed too sentient. 


One thing I didn't like at all
was the score for the opening credits—it doesn't sound like music. It's not a
good introduction. You want something driving, dramatic, and that just wasn't
it. But Fred did do some nice things. He created a theme for Tina, which was
good, and that John Carpenter-ish, Halloween type of music later on. But
that had to be mixed with Harry's stuff, which was obviously more dramatic and
bigger and orchestral and fun. So it all sort of clashed. 



From left: Domestic one-sheet;  German video cover; Japanese video poster.


FRED MOLLIN: 


I don't remember getting too much
direction from John. In fact, I don't think I ever met him. By the time I came
on board, Iain was so involved in doing the final post that he and Barbara
Sachs just felt comfortable knowing that I would deliver and liked what I did.
And it was a ridiculously crazy deadline, although I'm used to that. I think it
was about three weeks, which is really not that bad. And it was only half the
movie—the other half of the score was Harry. 


I didn't have any trepidation. I
had never seen the other Friday movies so I didn't have any baggage, and
I didn't have a working knowledge of what Harry had done. I feel like I didn't
step on his toes because he was still half the composer on it. But I'm being
bone-honest here. I'm not going to blow smoke up your ass and say I was
wonderful. I don't think I did that great. I think I did the best job I
possibly could have in trying to marry Harry's live sound with my electronic
sound. I don't think you spend too much time in the movie listening for which
are Fred's cues and which are Harry's cues. 


There are still many parts of my
score that work quite well for me. I do like the opening credits. I went with a
non-melody motif. I thought if it were very percussive, it would add a lot of
tension. We did briefly discuss early on giving Jason his own theme, but there
was no benefit to put a melody there—we already had the famous Jason effect.
That's one of the reasons why maybe Harry and my score worked okay together,
because that same sound effect went over both so it helped make it sound like
the same score. And the end credits I thought worked well, too. So to hear that
John liked things, like Tina's theme, that makes me feel good. 




A
scant six months after the start of pre-production, Friday the 13th Part VII: The New
Blood debuted on May 13, 1988, on 1,796 screens across the United States.
The film's opening weekend suggested the "New Blood" of the title was apt, for
the film returned the franchise to the number one spot at the box office,
earning $8.2 million in its first three days. The subsequent fall-off, however,
did little to reverse the financial slide that had begun with A New
Beginning. With a final gross of $19.2 million, for 4.7 million paid
admissions, the run-of-the-mill performance of The New Blood seemed to
indicate that while the franchise continued to bring in its dedicated fan base,
it wasn't winning over any new audiences—or enticing those who had abandoned
the series after The Final Chapter. As if to twist the knife in Jason's
side even further, 1988 would prove to be a banner year for Freddy Krueger. A
Nightmare on Elm Street 4: The Dream Master debuted on August 19, 1988,
earning a franchise-best three-day opening weekend of $12.8 million. With a
final tally of $49.1 million, Nightmare 4 not only exceeded the
commercial success of the original Friday the 13th, but Freddy had done
it on his third sequel. It seemed that, finally, Jason had been unseated by the
competition. But that didn't matter much to Jason devotees who turned out in
droves for the latest exploits of their favorite masked maniac. Jason may have
been buried by the competition, but he was still a long way from being dead.




JOHN
CARL BUECHLER: 


The day that Part VII
opened, we had a premiere at the Grauman's Chinese Theater in Hollywood. The
audience was going nuts, absolutely reacting to all the things you anticipated
they would react to. It's always a rush—that's the moment where it all becomes
worth it.


KANE HODDER: 


Even to this day, that movie got
the best audience reaction out of any of the Fridays I've seen. That was
such a great feeling—just knowing that people were enjoying my work so much. I
had never had that kind of feeling before, as an actor or a stuntman, ever. 




KEVIN
SPIRTAS: 


We put our feet in the footprints
in front of the Chinese and kind of did the tourist thing. Then we walked in
there, and it's a huge screen and a completely sold-out crowd. And as one death
would happen, and another, and another, the crowd would be counting. "One, two,
threeâ€¦!" Then the next day I had to fly to New York, and at the Loews in
Shubert Alley, Part VII was also playing. And in the background was a
billboard for A Chorus Line, which is the show that started my career.
So there is this big marquee of A Chorus Line in the background and Friday
the 13th Part VII in the foreground. It was a really nice
moment. 



SUSAN
BLU: 


The premiere was so cool. I
invited all my friends and we for a big dinner and then to the Grauman's
Chinese. I had never been to a premiere before, and it was so much fun. I loved
the movie.



LAR
PARK LINCOLN: 


I remember seeing the
advertising—it was the first time I ever saw myself on a big billboard. It was
so exciting. And the premiere, I loved it. Then I saw it again in Westwood with
a bunch of friends and I wore big glasses and tried to disguise myself. It was
really stupid, and I got chased out to my car. It was one of those memories
that, as an actress, you never forget.


DIANA BARROWS: 


The premiere was fantastic. There
is no better venue than the Mann's Chinese in Hollywood. It was unforgettable.
The whole audience was so interactive, and personally, it was loads of fun to
receive vicariously, through Maddy on the screen, all this advice, and live
reactions from people in the audience.


BILL BUTLER: 


I first got invited to see a
rough cut and I thought I was going to have a heart attack, because there was
no music—you can never watch a horror film without music. I thought it was the
worst thing I saw in my life. I left there crying, thinking I would never work
again. I thought John Carl Buechler had failed miserably. I even told my agent
not to tell anyone I was in it.


Then I saw the finished film at
the premiere. My parents went and I invited all my friends—I even warned them
that it sucked—but with that music, I could not believe how good it was. I was
thrilled. They also let the public in that night, and when I got killed, these
black girls behind me were like, "Fuck him! He's a nerd anyway!" And my mom
stands up and says, "That's my son you're talking about!" It was nearly a
brawl. It was awesome.


ELIZABETH
KAITAN:


When I saw Part VII, it
made me appreciate doing horror movies again. I thought it was really well
done, and the people I worked with—it gave me a new perspective. Because right
before I did this movie, I decided not to do any more genre films. I had done
two horror movies and a science fiction movie and I was really trying to get
away from that. Plus, I had just done a comedy and wanted to go more in that
direction. But Part VII gave me a new respect for horror movies. I no
longer put those limitations on myself, to no longer do a certain kind of
movie. 


JEFF
BENNETT: 


I had loved the first Friday
the 13th, and I also thought the acting was good in the first couple of
them. But this one is really bad. I thought it stunk. The writing was awful.
And I know I was bad in it, too. I went with my agent to a screening before
opening night at Paramount. She was quiet throughout the whole movie. And after
it was over, she said, "You did okay. I thought you tried too hard in that one
scene." So she obviously didn't like me in it. At the time I thought my acting
was pretty good. But I look at it now, and it's like, "Wow. I should have been
a CPA or something."




DIANE
ALAMEIDA:


It was interesting, when Part
VII came out the fanfare for me was in my own personal life. With family
and friends, and people I would meet, who had already gone and seen the movie,
or would finally see it when it came out on video and on cable. When people
heard I was in a Friday the 13th, they would immediately get very excited.
They would ask me which one I was in, and how did I die. And it still is that
way today. It was a very exciting time.




DARYL
HANEY: 


I was walking down Times Square
one day, back when it was all crack addicts and stuff, and I saw Friday the
13th Part VII playing on a triple bill with like a chop socky movie and
something else. I thought, "What the fuck?" So I paid my money and I walked in,
and it was already showing. And everyone was talking to the screen—which is the
ideal scenario under which to see these movies, I guess. 


I was immediately struck by how
horrible the movie looked. It had this ugly white and blue light on everything,
like a really bad slide show, which is exactly how that Buechler movie Dolls
had looked to me. And once the movie finished, I would have had to sit through
two other movies to see the beginning of it, and it was already so depressing.
Why depress myself even more? So I never saw the whole thing. I think fucking Part
V is better than Part VII. It's horrible.


Ultimately, I got into a contract
dispute over Part VII. I was to be paid $30,000 for the treatment, a
first draft, a revision and a polish—the standard thing. But they didn't want
to pay me the $30,000. I did like 15 drafts on the script, and then I was
released. They gave the final polishes to some union writer who didn't even use
his own name. Manuel Fidello, the other credited writer on the movie, that's
not even a real person. So here is this pseudonym getting a credit and he was
paid with half my bonus, and the other half went back into the movie.


It was all sort of anticlimactic
in the end. I was ripped off money. I was made the fall guy in this strange
scenario with Barbara Sachs, who was whimsically changing the script from
minute to minute. It was all sort of like wham-bam-thank-you-ma'am. It's like a
machine, and they ran me through it and ground me up and threw me out the other
side. It was a very, very bitter lesson in the ways of Hollywood, but I guess
that's how we get wiser. It's really quite tragic because I do think I'm a good
writer. Looking back, I should have written under a pseudonym, but everybody
has to do sub-par stuff at the beginning of their career. I didn't realize the
Internet was going to come along and it would never be forgotten. In addition to
the low standing of the films critically, I was treated so shoddily on the
project and was ripped off money and just had such a horrible experience. But
then you think, "It was a Friday the 13th movie. What did you expect?"


MICHAEL
SHEEHY: 


Friday the 13th—it's a double-edged sword. Yes,
there is an established formula, and there is a lot more security in that than
in making a movie from the ground up. At the same time, when you've got that
much success, you can really end up with egg on your face if one particular
movie doesn't perform. You've got a history of six movies that have worked
fairly well. If this one doesn't work, then you feel responsible. 


Certainly we wanted our box
office to continue to do well, but I think each time we just set out to make
the best, scariest movie we could make. Part VII still made millions and
millions of dollars and allowed us to do all sorts of other movies because of
its success. I only remember a sense of fun with it at that point.


FRANK MANCUSO, JR.: 


You rarely know the real reason
why you're doing something, especially early in your life, when you're doing
it. At this point I had this very peculiar love/hate relationship with the Friday
the 13th movies because, on the one hand, they gave me very significant
wealth very early in my life, and on the other hand, they defined me in a way I
wasn't prepared to accept. Because Friday the 13th was the first stuff I
had done, people always identified me with it. I don't think anybody looked at
those movies and said, "Wow—what a filmmaker." It was more of a successful
execution of a marketing scheme that people related to more than the virtues of
any particular movie. More often than not, my contemporaries in the industry
would never see them. All they'd say was, "Look at this fucking Friday the
13th. It knocked out our movie that was really good, and it's a piece of
shit."


Other films we made at Hometown
at the time, like Permanent Record and, to a lesser extent, April
Fool's Day, are interesting by-products of the Friday the 13th
films. Permanent Record, especially was, for me, a personal statement to
the people who didn't like the Friday films, or more precisely, thought
they were out there to do ill to the world. Permanent Record was my way
of saying, "This is me. This movie, from a content point of view, is more about
what I think is relevant." And ultimately, it introduced me to an experience I
hadn't had before with Friday the 13th—suddenly people were appreciating
the filmmaking and its courage. 


To be honest, the lack of box
office for Permanent Record at the time had far more of an impact on me
than whatever happened to any of the Fridays. I was very intimately
involved with Permanent Record, and I was surprised by the fact that it
didn't do business. I must say that while it felt rather empty, at the end of
the day I was still proud of what I accomplished. Whereas the Friday
movies were such exercises in commerce that, clearly, if one of those movies
didn't perform, I don't know that I would walk away saying I was still glad I
made the movie.


JOHN CARL BUECHLER: 



Really, the only reason why Part
VII fell down at the box office in its second weekend was because Paramount
took it out of a lot of theaters to make room for Crocodile Dundee, and
even then it held its own. I also think there is still an argument to be made
that had the film been preserved in its original, uncensored form that it would
have been more enjoyable to the audience. Plus the title—that was all
marketing. I just wanted to leave it Part VII, because seven is sort of
a magical number. The New Blood? I still don't know what that means.


Looking back, Part VII
allowed me to explore different worlds of filmmaking. Yet I don't know if I
learned anything from it. It was profoundly satisfying in many ways and profoundly
upsetting in many ways. It was an independent movie made on a studio lot, but
then Paramount wouldn't stand behind it. They took a totally different approach
than, say, New Line did. They had Freddy appear on MTV. They'd bring press out
to the set. They didn't hide it. They screamed it from the rooftops. Paramount
hid their stuff. They were terrified of people knowing they were doing these
films. Prior to that I had been in magazines all the time, but Frank Jr. gave
me a gag order, saying, "Don't tell anyone about this movie. Don't let anybody
know you're doing it." I had people call all the time and I wasn't allowed to
talk to them. That was frustrating as hell.


It is also a real challenge doing
a Part VII to anything. On one hand you've got the whole background of
all of those other movies behind you, and the understanding and the legend is
set. On the other hand, how do you bring something new to it? So we chose to go
more visual, more profound, to get bigger with the effects and deliver a story that
got people more involved. I don't think my movie was the same as all the
others. It had different levels to it. Sure, it had the elements that drew the
core slasher crowd. But if I did give anything to the Friday franchise,
it was a more classic gothic horror element—I took the most popular slasher in
the world and moved it into the arena of the metaphysical. That's a big step.


I'm satisfied, creatively.
There's a lot of things in Part VII that I'm very proud of. I love the
performances of Dr. Crews and Tina. I think Kane Hodder became the definitive
Jason and is a force to be reckoned with. I love the final battle between Jason
and Tina. And now, it actually has a new life on video and DVD. Groups get
together and watch these things. In the end, all you can do is take the
resources that you have available to you, and make the best picture you can.




8. Terror in Times Square





1988 had been a year of mixed
blessings for Jason Voorhees. His seventh cinematic adventure, The New
Blood, narrowly survived a highly compressed production schedule and the
cutting blades of the MPAA ratings board before landing atop the box office
charts in its opening weekend, but the film was still unable to reach the
profit levels of some of the earlier installments of the franchise. Even more
disconcerting for the producers and Paramount Pictures, Part VII came in
a distant second to A Nightmare on Elm Street 4, the latest bloody
offering from Jason's biggest rival, Freddy Krueger. Yet even if the box office
edge of Jason's machete had dulled slightly, the outlook was still good for the
future of Friday the 13th. All seven films in the series remained highly
profitable motion pictures whose core audience showed little intention of
abandoning their favorite franchise. Its durable (if not already shopworn)
formula also proved that it could withstand the injection of fresh creative
ideas, including supernatural elements, bigger action sequences and even ironic
satire. Moreover, the syndicated television drama Friday the 13th: The
Series continued to fly high in the ratings, a success that, with or without
Jason, only helped to increase the awareness of the Friday the 13th
brand. Â Â Â Â Â Â Â Â Â Â  


Yet no one in
"Camp Jason" could deny that the film series, however enduring, needed to take
even greater risks if it was to remain relevant as a new decade approached and
anything resembling the 1980s already began to look passÃ©. Although there were
discussions of continuing the Tina Shepherd storyline introduced in The New
Blood, ultimately it was decided to take the series in yet another fresh
direction. Many of the young fans that had grown up on the early Friday the
13th films were now well into adulthood and dealing with real-world issues
and concerns, and perhaps even starting families of their own. For many, the
terrors experienced by the flighty and flirtatious teens of Friday the 13th
were now but mere footnotes to past adolescent angst. The once Jason-hungry
teens of the early 1980s had, both literally and figuratively, graduated to the
horrors of a much larger world. How Jason could continue to terrify "Generation
Y" was a question left for the creators of Friday the 13th Part VIII to
answer.




ROB HEDDEN, Director and
Screenwriter: 


I started making
movies when I was 12 years old. I did all the stuff that kooky kids did, only I
took it to extremes—wacky little Super 8 comedies I'd make with my brother, and
we'd record all the sound and sync it up in ridiculous ways. By the time I was
a teenager, I was getting friends and co-workers to do extremely crazy things
that, honestly, often involved clothes coming off—nothing soft-core of course,
just stuff for laughs. One film we did was called The Life and Times of
Grizzly Anus. We had a guy out in the wilderness trying to spiritually
become "one with the bear." So you see him get attacked and all this stuff
flying all over, then he comes walking out and he's got these two big bear
prints on his ass. That's the kind of stuff we were doing.


Eventually I ended
up in a place called the Brooks Institute of Photography in Santa Barbara, with
a double major in motion picture production and photography. And the day I
graduated, I snuck onto the Universal Studios lot and started hanging out on
sets and met all kinds of people. I spent time on the set of Animal House
and I had dinner with John Belushi on his birthday. Then snuck onto "The
Rockford Files" television show and James Garner invited me to stay for a week.
After a couple years I finally got a job doing advertising and publicity on
these big movies, which I eventually parlayed into making behind-the-scenes
documentaries. One I did, for a Terry Gilliam movie called Brazil, won a
bunch of awards. That's when I finally said, "That's it. I'm going to start
writing and directing actual narrative movies." 


Around 1987, I was
writing for a show called MacGyver when the producers of the Friday
the 13th television series offered me an opportunity to write an episode
for them. And I said, "I'd love to, but I want to direct it, too." They said,
"No, we already have directors. We just need you to write." I insisted, and
didn't hear anything for about two months. Then I got a call from Barbara
Sachs, one of the show's producers, and she said, "We start shooting in four
weeks, and we don't have any scripts. We need you to come in and help us." I
said, "I really, really want to. But I want to direct." She said, "Fine, fine. We'll
give you one." 


I loved working on
The Series. Frank Mancuso, Jr. was fabulous. He let every director make
his own little movie. And one day, while I was shooting an episode called
"Thirteen O'Clock," Frank Jr. brought his dad to the set. I shook his hand and
I was all enthusiastic: "We're doing this subway shot, and time's going to
stop, and everything's going to go into black and white, then she's going to
step out and everything is going to go back to color!" Then I went off and
didn't think too much about it. A few weeks later, Frank Jr. called me and
literally just said, "How would you like to write and direct the next Friday
the 13th feature?" 


In retrospect,
there must have been half a dozen other guys up for the job. So maybe bringing
his father down was a kind of audition, I don't know. But on The Series
I was doing stuff differently, and I think they were ready to do a different
kind of Friday the 13th movie.





Left Director Rob Hedden on the Vancouver set of Jason Takes Manhattan. Hedden had directed several episodes of Friday the 13th: The Series when producer Frank Mancuso, Jr. selected him to helm Part VIII of the theatrical film series. Right: In order to maintain secrecy during the three-month shoot, many substitute titles for Part VIII were used during production. "We very specifically changed the title of the movie during filming so no one would know what we were shooting," says Rob Hedden. "Because if people knew that Jason was walking down their street, everyone would want to come out and touch him, or get an autograph. Or maybe get beaten by him, I don't know!"


JOHN CARL BUECHLER, Director, Part
VII: 


I was omitted from
the eighth one. Phil Scuderi was at the first screening of Part VII at
Paramount, and he said, "Oh, you've got to do all of them. You're great!" And
then I was not allowed to see him again. Barbara Sachs blackballed me after
that because I did what I did in Part VII—I gave fans a look at Jason
they wouldn't have gotten otherwise.


I would have
stayed with the franchise, and I would have gone creepier with Part VIII.
My idea was that Tina has been committed to a mental hospital, because everyone
thinks she was the one who killed everybody in Part VII. But her
boyfriend Nick is back too, saying, "No, it wasn't her!" And then, of course,
Jason returns and he's killing everybody, and finally there's a big showdown.
That would have been a hell of a movie. But what do you call it? "Friday the
13th Part VII—Vol. 2?" Maybe I would have tried to involve aspects of the other
sequels in it. But I would have loved to have done more Fridays.




KANE HODDER, "Jason Voorhees":



The two characters
I wished they would have brought back to the series were, of course, Betsy
Palmer, and Lar Park Lincoln. Those two, out of all of 'em, would be the ones
most fans wanted to see, even in cameos. The character of Tina was just so well
received—nobody ever battled Jason like that. 




LAR PARK LINCOLN, "Tina," Part
VII: 


Fans always want
to know why I didn't do Part VIII. I was asked, but we never got past
the negotiations. They offered so little money that my manager at the time was
like, "You are going to have such a problem being typed, so let's try to get a
little more." And we weren't asking for the moon. But Paramount, of course,
wouldn't pay for anything. 


I actually wrote a
script for Part VIII and pitched it to Frank. It had Tina grown into a
psychologist, and she's now helping young people who have gone through similar
mental problems. And, of course, Jason comes back. It was quite cool, and my
husband and I had a ball writing it together. But then the offer came in and it
was so pathetic. And a woman named Barbara something was one of the producers,
and she said, "That's not what we are planning on doing with a Part VIII."
So they went in a different direction. But we had big hopes of Part VIII
continuing Tina's story.




KEVIN SPIRTAS, "Nick," Part
VII: 


I actually wrote a
really great spec script for a Part VIII. It was a vehicle for me. My
take was that Part VII was all a dream, and I killed off Lar Park
Lincoln. I don't know if it would have been a Jason movie in the traditional
sense, but it definitely would be great to have tried it. I still want to sell
it at some point. 




ROB HEDDEN: 


When I got the
call to do the movie, I wasn't the equivalent of a Friday the 13th
Trekkie. So the first thing I did was watch all seven of the previous movies. I
especially liked the first one, and though all of the sequels have their
moments, I really loved Part VI. Yet even if I hadn't seen all the
movies, by the time of Part VIII, everybody knew what it was about. It
was in the public vernacular. So I wanted to deliver what was expected by the
fans, but also something fresh. I thought, "There's a responsibility that comes
with this, but at the same time, what can I do differently than the other
directors had before me?" 


I pitched to Frank
and Barbara in his office. I said, "Can I take Jason out of Crystal Lake? Can
we take him and put him in a big city?" And Frank says, "Oh, Jason takes
Manhattan." I said, "God, that's brilliant! I can see the ad campaign. It's
going to be great!" I wasn't even thinking New York. I was just thinking in a
broader scope. Then they asked, "How are we going to get him to New York?" So I
said, "The kids of Crystal Lake are going to take a cruise for their
graduation. And no one knows exactly where Crystal Lake is anyway—it's close
enough to New York." They all loved that. Frank said, "Cruise ship, great!"


The way I
envisioned it, for the first third of the movie we'd be on the boat, then we'd
get to New York at the end of Act I. Everything about New York was going to be
completely exploited and milked. There was going to be a tremendous scene on the
Brooklyn Bridge. A boxing match in Madison Square Garden. Jason would go
through department stores. He'd go through Times Square. He'd go into a
Broadway play. He'd even crawl onto the top of the Statue of Liberty and dive
off. Of course, just about none of that made it into the movie. 




RANDOLPH CHEVELDAVE, Producer:



I've been
interested in film all of my life, by virtue of the fact that my father was a
motion picture distributor and exhibitor. He and his partner had a chain of
small town theatres throughout British Columbia, so my earliest memories are of
sitting in my father's theatres and watching movies for hours. Though I was
never too interested in distribution or the exhibition, only production, and
living just outside of Vancouver there were no film schools at the time. So I
went to theatre school at the University of Victoria.


Jason Takes
Manhattan was my first producing credit. I had met Frank Mancuso, Jr. out
of the blue, when he phoned me about locations for a project called April
Fool's Day. He and the director, Fred Walton, were not able to find
anything suitable in Vancouver, so I took them around Victoria, and there was
one place that was perfect—it looked like it had been designed for the script.
I ended up the production manager on that show. 


Frank and I had
gotten along quite well, so when he was contemplating producing Jason Takes
Manhattan up in Canada, he called me and said, "Do you think this movie
could be done in Vancouver?" But at that point there was no script, just an
outline that Rob Hedden had written. And Rob was signed to take it from outline
to script, and if everybody was happy, then he would be assigned to direct it.
At that point, at least the outline I saw, it was only Jason on a cruise ship,
and the Manhattan part came in later. The storm at sea wasn't in the outline,
either. So it was decided, because of budgetary reasons, to only include
Manhattan a little bit. 





 "That was one of the scariest moments I've heard had on film, for real," says actress Tiffany Paulsen of Part VIII's opening prologue kill. Paulsen, who plays graduating Crystal Lake High student Suzi Donaldson, finds her and her boyfriend at the deadly end of Jason's spear gun after the amorous pair's  boat inadvertently awakens him from his watery grave. "They put me up against the fake wall of the boat," remembers Paulsen, "and they were shooting an actual spear gun! I just remember them specifically going, 'Okay, we have one shot at this, and if you screw it up, it's gonna be a long time and we're gonna have to rebuild the wall.' So the look on my face when they fired the actual spear at me is absolute real, sheer terror. It worked!"


ROB HEDDEN: 


The one thing
everybody says is it's not "Jason Takes Manhattan," it's "Jason Takes a Cruise Ship."
And I agree. But in my first outline it was flopped the other way. It had all
this great New York stuff in it. Then the preliminary budget people took a look
at it and said, "We're only going to give you $4 million to make this movie.
You can't do all this. You're going to get one week in New York, if you're
lucky, and the rest is going to be shot in the cheapest place we can find." And
that was Vancouver. So I said, "Okay, we'll make Vancouver look like New York
and we'll do it that way." But they came back again with, "You can't do the
Brooklyn Bridge in Vancouver. You can't do Madison Square Garden in Vancouver.
You can't do the Statue of Liberty in Vancouver." Pretty soon it was half New
York, half on the boat. Then it was the last third in New York. It just kept
getting whittled down and whittled down.




FRANK MANCUSO, JR., President,
Hometown Films: 


We were not in the
position to shoot the whole movie in New York because, quite simply, we didn't
have the money. And no one ever thought about asking for more, because the
reason the movies were making profits was because we were able to control the
costs. The budgets for the Friday the 13th movies were always determined
by the box office of the previous film, and what we thought we'd get on the new
one.


But the
opportunity was there to use New York—a monster in an urban center. That became
the whole reason to make a Part VIII. It was a concept piece that we
could let Rob run with. And we really liked Rob. He had directed a couple of
episodes of The Series, and we all thought he did some really good work
on it. I felt he deserved a chance to break through on the feature side and
this could be his shot.




MICHAEL SHEEHY, VP Creative
Affairs, Hometown Films: 


To be honest, I
don't remember how or why we ended up in New York. To me, it would have been
more interesting to have the whole movie take place on a cruise ship, because
it's such a confined area. Look at Dead Calm—that was a phenomenal film.





ROB HEDDEN: 


If I had already
been in the ring a few times, I may have had the balls to say, "I'm not going
to make a movie called Jason Takes Manhattan when only a half hour of
the movie takes place in New York." But I was a first-time director who was
thrilled to be doing a movie. And I was, and still am, a very can-do kind of
person. When somebody says to me, "You've got this amount of money and this is
what you can do," my answer is, "I'm going to do it. I can do it. I will do it.
I'll make it the best movie I can make." And that's what I said. But I also said,
"For the record, I think it should be more New York." And Frank replied,
"You're right—it should be more New York. But we can't." I was not about to
walk away from it. It was too great of an opportunity. And I was excited.
"Fine, we'll make this boat the centerpiece. We'll do a disco on the boat.
We'll do all this great stuff."


I think any person
out there making films considers every choice they make and wonders, "Is this
going to hurt me or help me?" But at the same time, I couldn't have been more
excited and thrilled to be given the chance. I've done a lot of stuff before
and since where you mention the title and the reaction is, "I didn't see that."
But there's instant recognition with Friday the 13th. I knew that having
this franchise behind me would be a wonderful thing. These are classic movies
and they'll be scaring people for generations. So I only had to doubt it for
half a second: "Hmmm, am I making a mistake? No. I'm the luckiest guy on
Earth!"




Production on Friday the
13th Part VIII: Jason Takes Manhattan officially set sail on February 8,
1989, in one of the most picturesque provinces of Canada—Vancouver, British
Columbia. One of the challenges of casting any Friday the 13th has
always been finding a group of talented young hopefuls on the verge of their
first break who could play genuine, believable teenagers within the constraints
of the formulaic plot requirements. But Jason Takes Manhattan would
prove a particularly unique journey, combining both American and Canadian
talent in a Friday film for the first time, and setting cast and crew
adrift on a luxury cruise liner for the start of what became an exhausting,
nearly three-month, shoot. 


Writer/director
Rob Hedden also chose to cast his lead actress—the resilient, beautiful, yet
troubled "final girl" who ultimately reveals a past connection to
Jason—somewhat against the established "blonde and plucky" Friday the 13th
stereotype. And among the sea of fresh new faces, at least one familiar
passenger was back on board. Kane Hodder would become the first actor ever to
don the world-famous hockey mask more than once. Kane's enthusiastic and always
menacing portrayal of Jason ensured that the graduating class of Crystal Lake
High would have the voyage of their lives. 





Writer/director Rob Hedden's oriignal storyboards for Part VIII's opening  kill.

ROB HEDDEN: 


Every character in
this movie is not just some random choice. They are all people who are
reflective of what I thought was going on in teenage America at that time. And
that is something that is not, of course, my brilliant new idea—it has been
around in all seven Fridays prior to mine. 


In casting, I was
looking for actors that I felt the audience could relate to—the trick being, of
course, to find new talent who don't look too old and aren't too polished. And,
are they going to be fun to work with? Because you don't want to be stuck on a
ship for a couple of months with people that are going to make your life
miserable.




JENSEN DAGGETT, "Rennie": 


I always just
assumed that I would be an actor, because I worshiped my grandmother growing
up, and she had been an actor before she got married. Her debut was in Gone
With the Wind—a little more impressive than my first film role. So I
pursued theatre in high school and loved it. And when I turned 18 years old, I
moved to L.A. and studied with Stella Adler at her conservatory in Hollywood. I
was also lucky enough to have crashed an audition with a casting director that
liked me enough to get me an interview with a wonderful agent. After I signed
with her, she sent me to a meeting with one of the top managers in Hollywood. I
had an incredible team right off the bat—I was feeling that the whole world was
open to me, and the sky was the limit. I felt like I was exactly where I was
meant to be.


I remember the
audition for Part VIII well. I met Rob Hedden and spoke for a moment
about what they were looking for, and then read the audition scenes. After
that, I literally had a "scream test." They asked me to scream several
different ways on camera. I went all out and they seemed impressed with my
vocal cords and my reading. I left there feeling pretty confident. And I had
grown up watching the series, so when they called me to let me know that I had
gotten the role, I was excited, even though honestly, it was not really the
kind of film I had imagined doing when I moved to Hollywood. But I thought,
"Okay, not everybody gets to say that they killed Jason." And I liked Rennie
because she begins the film a little repressed and unsure of herself, and is
forced to become strong overnight. Or, to be more exact, over a weekend.




ROB HEDDEN: 



You'd be surprised
who auditioned. Renee Estevez came in. Michelle Pfieffer's younger sister, Dee
Dee. Pamela Anderson, too. And Elizabeth Berkley. Elizabeth had the look, the
body, the sex appeal, but there was something that wasâ€¦I don't know. She was
great. I can't say anything negative about anybody who didn't get the part. 


But Rennie is this
sympathetic innocent girl who's got this troubled past and you want to feel for
her right from the get-go. How do you find innocence in Hollywood? Jensen came
in and, you know, it's so subjective, but she had that innocence and those
eyes. Even her skin glowed. She had the tears, this kind of sensuous look, and
the camera loved her. She was vulnerable. Plus, at the end of the day, you have
to ask yourself, "Am I attracted to her?" and be able to answer, "Yes."




RANDOLPH CHEVELDAVE: 


Jensen Daggett
beat them all, hands down. Absolutely. Looking at all the audition tapes, she
was the one who shined.




KELLY HU, "Eva": 


I was born and
raised in Hawaii. I pretty much told my mother that I was moving to Hollywood
to be a superstar when I was four years old—I didn't know there was another
word for "actor." I would have done it for free. I loved performing. I took
ballet when I was a kid, and jazz and acrobatics—anything that gave me an
audience. Acting was just sort of in my blood. 


Part VIII
was my very first-ever film. I auditioned for it while I was in L.A. and they
flew me up to Vancouver. The only apprehension I had was that right after I got
it, I was at dinner with Martin Sheen—I'm a friend of his son, Ramon—and we'd
just gotten back from church. Ramon said, "Oh, dad, Kelly's doing a movie!
She's going to do a Friday the 13th!'" Then I got lectured for like
three hours, because Martin thought it was evil. But I was so excited to be
doing my first movie that even Martin Sheen wasn't going to change my mind.





Graduating Class of Crystal Lake High. Left to right: Jensen Daggett as Rennie; Scott Reeves as Sean; V.C. Dupree as Julius.


SHARLENE MARTIN:


Rob Hedden had
come up to Vancouver to begin casting. I'm originally from Canada, and they
were really looking at that point for more Vancouver actors, because they
already had quite a few people they were bringing in from CaliforniaÂ  I
interviewed with a Canadian casting agent first, and then I met Rob and we
really got along well right away. And he's just the nicest guy in the entire
world. So they sent my audition tapes down to Paramount in L.A., and I got the
part. It really was exciting, and for me, to do a Friday the 13th was a
big deal. 


I also really
liked my character. Tamara Mason, I would definitely call her manipulative,
definitely older than her years. She would blackmail, she would do whatever it
took to get what she wanted. And she had a goal—there was nothing that was
going to get in the way of her getting that A! And so that biology project
blackmail scheme she pulls on her teacher, for her, that was nothing out of the
ordinary. So it was really fun playing her, because, thankfully, we are not the
same at all.




MARTIN CUMMINS, "Wayne": 


In Canada in the
1980s, the big American promotion machine rolled right on up. So everyone knew Friday
the 13th—it wasn't just an American thing. But in Vancouver, at that point,
they didn't do a lot of movies here. It was predominately a television town, so
this was a very big deal. And I was 19 years old and this was my first movie.
It was very exciting.


I went in and read
for the role and it was kind of funny that I got it, because I have never done
anything like this character, before or since. I usually play the harder-edge
kind of guy. Even his name, Wayne, was comical. And it was no secret that he
was the character who was probably the closest to Rob Hedden. Rob even told me
that. It was funny to be on the set, with Rob behind the camera directing me,
and I'm standing there with this massive video camera that was the equivalent
of one of those old brick-sized cell phones. It was a totally hilarious case of
art imitating life imitating art.




ROB HEDDEN: 


It's funny
sometimes where the inspiration for characters, and character names, come from.
In Studio City, California, there used to be this place called the Queen Mary,
a drag club. My wife thought it was the funniest place. And there was this guy
there who did Tina Turner and all these women. His name was Julius. We just
loved him because he was so funny. So the image of this big black guy named
Julius just stuck in my head. I thought, "Julius—I'm going to use that name
someday!"




V.C. DUPREE, "Julius": 


I grew up in
Seattle, and when I came to Los Angeles I did what every aspiring actor
does—hit the beat. I'd go up Hollywood Blvd. one day, down it the next, dropping
off pictures and resumes. And some people actually called back, so I started
working right away. Prior to Friday, I'd done some work on episodic TV
shows. This was my first starring role. 


From what I heard,
they had been casting around a lot of other big cities for this particular
character, because they wanted someone with boxing experience and a street edge
kind of thing. And I'm not a big guy—5'10" and like 160 pounds. So there I am
in the audition with all these local boxers who were way bigger than I was. I
had like four layers of sweatshirts on and was really trying to fake it. And
after the reading, Rob was like, "Awesome! I felt the character. You nailed it.
But you're not fooling anybody. How long would it take you to get some meat on
you?" From there on out until the movie started, all I did was eat.




PETER MARK RICHMAN, "Charles
McCullough": 


I was a New York
actor—you know, an "Actor's Studio" person. And I was very sincere and hard
working in developing my craft, much different than what kids do today. Rob
Hedden really wanted me. And reluctantly, I did an on-camera thing for him,
because for a long period of time—30 years or so—I never auditioned. I never
had to. I could just read the script and say yes or no. Then about 15 or 20 years
ago the business changed tremendously. The corporations got involved, the
networks got involved, and then they started to audition people for five lines.
Twenty five actors up for one stupid part. I resisted because I thought it was
below my dignity. But with Friday, my agent said that there was keen
interest, so I met Rob, who is very persuasive and personable, and the next
thing I know I'm auditioning.


I had never seen
any of the films—they weren't high on my pecking order. It was not something
where I as going to say, "Oh boy, Friday the 13th!" To me, this was
secondary stuff. But it was a paycheck. And I was very well paid.




ROB HEDDEN: 


Sean Cunningham's Friday
the 13th is quintessential. It's the one that all of us filmmakers who came
after have used as a reference point. Story-wise I tapped in to it, and
casting-wise it inspired me in many ways. It's why I came up with the Deck Hand
character, the one that Alex Diakun plays. He's like Crazy Ralph in the first
film—he foreshadows everything, saying stuff like, "You're all going to die!
This voyage is doomed!" His appearance sets up the bad things that are going to
happen. I always thought that was a very satisfying character, and it's still
one of my favorite bits in the movie. Anytime he's on the screen, I smile. And
Alex was great casting.





Left to right: Kelly Hu as Eva; Martin Cummins as Wayne; Sharlene Martin as Tamara.

ALEX DIAKUN, "Deck Hand":


For me, it was
just a regular audition. I'd been working in Canada for a long time—I never
made the move to L.A. I got a call back and Rob Hedden really liked me, and
sent a nice card afterward, too. Though originally, when I first read the
script, it was like two and a half hours long and all the kids, and my
character, had more of a whole storyline that connected us. I actually thought
it wasn't really like a Friday the 13th movie at all. Of course, when we
started shooting, a lot of that was never shot or edited out. It became more
about the killings. 




ROB HEDDEN: 


Casting Kane
Hodder was one of those no-brainer kind of things. Frank Mancuso, Jr. and
Barbara Sachs said to me, "You're the director, and if you want to cast
somebody different as Jason, you should." But I'm not some guy that has to be
king and say, "I have to change this just because I can, because I'm God." It's
ridiculous. A good director relies on the talent of the people he or she has
chosen to work on their movie. Frank and Barbara did have another guy in mind,
a Canadian stuntman. They said, "Kane's great. But maybe if we get a guy up in
Canada instead, we can save a few bucks." I said, "Well, yeah, but Kane knows
the lore. And I'm the new kid coming in here, right? I didn't direct the last
seven movies. I'm getting up to speed like everybody else." So I went with
Kane.




KANE HODDER: 


Barbara Sachs was
the one who told me they might go with a Canadian stuntman for Part VIII.
I said, "No, I want to do it!" And she said, "Oh, really? I didn't realize
that." If I had not made that call, I never would have done another Jason. I
would have been like all the other Jasons who just did one movie. I had to push
for it, but at the same time, Rob Hedden had seen Part VII and liked
what I did.


Really, at that
point, I didn't even care what the story was. I just wanted to play the
character again. And it wasn't a money thing, because they certainly didn't pay
me any more the second time. In fact, the only time I ever got anything decent
was on Jason X. But I never really cared because I enjoyed playing the
character so much. 




ROB HEDDEN: 


The irony of
shooting Part VIII was that the first half takes place on this huge
cruise ship, and three days before filming we ended up losing the boat we were
supposed to shoot on due to a scheduling mix-up. We had to find another boat at
the last minute, and it ended up being half the size. I basically lived on this
new boat for the weekend before filming and walked it and planned all my shots.
And since it was now half the size of what was originally planned, the trick
was to make it look twice as big. So that is why you never see the ship all in
one shot—you see the front half, the back half, the deck. Then we used a
different ship for the interiors, including the disco, the kitchen, and some
sets built on a stage. Ultimately, I think we succeeded, but it was an
incredibly stressful situation. 




RANDOLPH CHEVELDAVE: 


After the first
boat fell through, we had an old cruise ship that used to fly the inside
passage between Vancouver and Alaska called the Prince George. At the time it
was owned by an eminent British Columbia entrepreneur named Nelson Scalbania,
and had been sitting idle for a number of years, tied up to a wharf. And it
could not move, the engines weren't functioning, and it needed a lot of work
done to it before it could even be tugged by tugboat. But it gave us engine
rooms and some terrific corridors, so we talked to Mr. Scalbania, and he agreed
we could use it, and not only that, he didn't really want a lot of money for
it. He said, "A dollar, to make it legal." Hey, all right! But what we didn't
know was that he owed this enormous debt for wharfing fees. I mean this is a 400-foot
ship that had been tied up in the same spot for over two years. So when we
started talking with the people who owned the wharfs, they were falling all
over themselves helping us. Until they discovered that the fee for the use of
the ship was a dollar, and then they stopped. So suddenly, our access to that
ship was limited to the most bizarre hours. It put us on a night schedule right
from the very beginning, which created real problems in terms of shooting. 




DAVID FISCHER, Production
Designer: 


Prior to Jason
Takes Manhattan, I'd worked as an art director on Roxanne, the Steve
Martin movie. Then, out of the blue, I got a call from Randy Cheveldave. I had
never even seen a Friday the 13th film, but I went and rented a couple
of them, and from a design point of view, they posed interesting challenges.
Especially, "Let's come up with some clever ways to kill people!"


Jason Takes
Manhattan was also creatively exciting because it was unique. Certainly,
the ship was one of our major tasks. We had one practical ship that was in the
water, a second ship that was sitting in a dry dock, and a third ship we'd use
for certain interior scenes. We even built part of a boat on stage for some
interiors, and then there were other sets built across town for other
interiors. The real challenge was keeping it all together to make sure it all
felt like the same ship. That is probably what I'm most proud of in the film. I
hope we fooled the audience.





Gallery: filming aboard the Lazarus #1.

RANDOLPH CHEVELDAVE: 


The Lazarus was
the other ship in the movie, and it's about half the size of the Prince George.
And when we came to use it, it had been recently won in a poker game in
Washington, and the new owner didn't know what the heck to do with it. Getting
it into Canada was a huge headache, because there were all these Canadian boats
that were available, so the only way to use it legally was to import a load of
potatoes with the ship. Here we are supposed to be shooting a movie, and now
we're a potato delivery service!




MARTIN CUMMINS: 


We filmed in
Britannia, a bit north of Vancouver. The main ship we shot on was moored off of
this old, abandoned mining town. On one side of the highway was this eerie
ghost town, with this big old boat hanging off the other side. I think one of
the reasons so many science fiction and horror movies and TV shows are shot in
Vancouver is because there's constant rain, and this really desolate feeling.
Even though we were on the ship most of the time, it was like we were out on
the road to nowhere. It was creepy—especially since no one is driving by at two
o'clock in the morning when you're shooting. You're alone, and always aware of
it. 




ROB HEDDEN: 


The Prince George
just had to be haunted. It was an old abandoned ship with all these art deco
interiors. The inside was like the maze in The Shining—it was spooky.
And it was listing to one side. One time when the tide changed, the ramp came
apart and we had to literally jump across to get off the boat. It was almost
like the ship didn't want us to leave.




RANDOLPH CHEVELDAVE: 


Many of our
problems were unforeseen—just the kind of challenges that can happen when you
make movies. We had to fire our original leading man one day into shooting. It
wasn't originally Scott Reeves. I hadn't been involved in the original casting
session, so I didn't get my first look at this young man onscreen until the
first day of dailies came back. And he was a very nice guy, a very handsome
guy. But in the dailies he just came across so gay. So gay. Yet in
person you didn't feel that at all. It never even occurred to us.




BRYAN ENGLAND, Director of Photography: 


After he got
fired, the boy called me that night, crying. I could see he had just gotten
into the business and he was young and scared to death. He thought he had done
something wrong. He said to me, "Do you think it was because I'm gay? How am I
going to explain this to my mother? My life's over." He was just wrecked by it.
But it was clear after that first day that the sexual tension between him and
Jensen just wasn't there. Both of these kids were as cute as buttons, but they
just did not seem like boyfriend and girlfriend. He was just too sweet. So I
sat with him all night, and told him he didn't do anything wrong. I felt so
sorry for him. 




ROB HEDDEN: 


I was upset that I
had to let anybody go. I don't even remember it being my choice. Part of me was
like, "I can't bear to do this." And I don't even remember the kid. Steve
Mirkovich, our editor, came to me and said, "This guy is not working out."
Everybody did. And they were right. For various reasons—part of it was his
look, part of it was his acting chops, part of it was his chemistry with
Jensen. 




SCOTT REEVES, Â "Sean":


When I was cast in
Part VIII, it was your typical process. Back in 1988, I was doing a soap
opera on television called "Days of Our Lives," and I was also doing a lot
of auditions. Then I got a call for an audition for this feature film, a Friday
the 13th. Of course I knew what it was. I had worked in a movie theatre as
an usher for quite a few years, starting when I was 15 years old. And when the
first four Friday the 13ths had come out. I remember thinking, "If
I'm ever in a horror flick, it's gotta be one of those cult classics. Like Friday
the 13th, Freddy Krueger or Michael Myers."Â  And sure enough, a few
years later, this comes up.


So I went to the
audition and got a callback. But then during the course of those auditions, I
landed another feature. And I was at the stage of my career where I had to take
what was actually being offered to me, so because this other thingÂ  was going
to shoot in Africa, I had to stop the ball on Friday the 13th. Of
course, then over the course of about two weeks everything on this other movie
fell through. Which, I would learn in the business, is actually pretty typical.



Anyway, so I had
already written off Friday the 13th. But then a few weeks later I get a
call from Paramount, offering me this role of Sean Robertson. They did tell me
that I was being brought in to replace another actor, who had been working for
about two weeks or so. And that was a weird position to be put into. I mean, I
welcomed the position, but I felt bad. As an actor, you establish relationships
pretty quickly when you do a movie. You're off somewhere, spending 24 hours a
day with people. So I was thinking, "Oh, gosh, are these people gonna be
thinking, "Who does this new guy comin' in think he is?" I'd be
dealing with all those emotions, plus also trying to do my job. So it was kinda
strange. But it was a great cast. And I was unemployed, and here Friday the
13th comes up. So ultimately I just went, "Yeah man! I'm there!"


After I took the
role, I said to myself, "I gotta see what's going on and where I'm
supposed to be at. What is my head space?"Â  So I watched all the previous
seven Friday movies back-to-back, to get back into the series. I'd seen
probably four or five of them anyway, but I wanted to refresh my memory. And I
was a Jason fan. What I really liked the most about the role was that I came
out victorious in the end. So that was pretty cool.



The casting of "Young Jason" in Part VIII proved far more calamitous than expected. The production originally hired a young Canadian actor, but the boy was unable to adequately handle the physical hardships of the film's underwater sequences. He was eventually replaced by Timothy Burr Mirkovich, the son of the film's editor, Steve Mirkovich. "I remember the first time I went down, went under, the water, then came up and was banging on the glass—people started panicking because they thought I was down there too long," remembers the younger Mirkovich. "Finally, when I come up, they are like, 'Are you okay!? Because we were really worried!' But I was like, 'I'm fine! Let's go again!' I remember it was really cold, the slime that they stuck on me was 20 degrees. It was freezing—skimpy shorts and two and a half hours of makeup. But it was really exciting to miss school for two months just to go and be in a movie. I was the coolest kid in fourth grade for a couple of months. So it was a good experience." Two decades later,  the young Mirkovich has followed in his father's footsteps. Now a working editor in Hollywood, Mirkovich's recent credits include such films as Pineapple Express, The Messengers and the horror hit Devil Inside.


ROB HEDDEN: 


Scott Reeves is
the nicest guy you will ever meet in the world. And he's not just a great guy,
but a good actor too. An underrated one because he was on soap operas, I think.




PETER MARK RICHMAN: 


We shot it in
Vancouver for seven weeks and it rained for six. We worked our bloody asses
off. It was murder. It was freezing cold. I had to wear a wet suit underneath
my clothes and I must have looked 20 pounds heavier in the film than I really
am. It really was one of the toughest shoots I have ever had. But the nice
thing was that the one week my wife came up, the sun came out, and shone every
day she was there. And as soon as she left, it rained.




JENSEN DAGGETT: 


We were like one
big shipwrecked family. We were all just so happy to be up in Vancouver working
on such a nutty film. Really, we were like kids in a candy store, beginning our
careers and thinking it would always be this easy and this much fun. And this
may be unusual for a film with a bunch of aspiring young actors, but we really
were all very supportive and encouraging of each other. I remember a lot of
shopping on Robson Street with all of the girls. Then Scott Reeves got engaged
to his girlfriend and everyone was pitching in with ideas about how to do it,
and where. 




SCOTT REEVES:


I got engaged to
my wife there, overlooking the Lion's Gate Bridge in Stanley Park. Vancouver
was such a romantic place—much more romantic than it is depicted in the movie.
And we have had 20 years of a really blessed marriage since. The longer we are
together, the more we love each other, and our friendship has grown to this
incredible life together. 


Coming into this
thing late, everybody had already established themselves. And I had only known
Rob Hedden through the audition process. So when I first came up to the set,
V.C. was the only one that I had really knew. We had done a giant Heinz
commercial together, one of those things that was like a short movie and took
three days to shoot. So I hadn't seen V.C. since then, and here he pops up on
the set of Part VIII and it's like, "Hey!" And V.C., he was a character. He
reminded me of a young Bill Cosby.Â  That was fun. I also had some buddies that
came up to visit. Jason Priestley was a good buddy of mine at the time, and he's
from Canada, too, so he spent some time on the set.


But we all had a
ball. Jensen was so giving and so generous, as an actress and as a person. She
was just a doll. And I remember she had her mother there with her, so I got to
hang out with her family too. We spent a lot of time hanging out outside of
work. And 20 years ago is a long time—we were young. We were learning and
hungry and excited to be there. When you get to spend that kind of time with
people, and create that kind of chemistry with people the way we did, it's
always a treat. 




KELLY HU: 


It was my first
movie ever, and I was like 18 or 19 years old. I didn't really have any idea
that we were going to be in Vancouver for such a prolonged period of time. I
literally thought I was going to be there for three days because there was some
miscommunication within the agency. It wasn't until I got there that I realized
I was going to have to be stuck there for eight weeks. But I really enjoyed the
experience. I had just a small role, so I didn't spend a lot of time on set and
was able to discover the city of Vancouver. I remember going out with Jensen
once to a bar, and we'd all hang out and go to dinners and things. And when
you're doing a horror film, everything's shot at night and you become this sort
of vampire. 


And, oh my God! I
don't know what they were thinking with that outfit they made me wear. I was at
that age where I don't think I really cared. And I came from a modeling
background, so at the time I thought it wasn't my business to care what I look
like, it's just my job to get up there and act. It wasn't until many years
later that I started to realize that it kind of is my job to judge what
I look like. But let me tell you—in that cold weather out there on that rickety
old boat I was freezing, so I was glad to be wearing legwarmers under those
ugly shorts.





Production design sketch for the Lazarus, one of the two ships the filmmakers of Part VIII would utilize during production.


SCOTT REEVES:


I don't think the
styles were very flattering back then. On anybody. The hairstyles! Man, the
product endorsements we could have gottenâ€¦


I think the only
really difficult thing about shooting that movie was the schedule. All day,
almost every day of the week—you had to switch your sleeping schedule to be
like a vampire. Black out the windows of your hotel room, and try sleeping with
the city noise going on all day. And I vaguely remember that there were a lot
of the pranks took place at the hotel—Kane Hodder had a little war going on with
one of the crew members, so I'd see things flying down past my window from like
the 20th floor and not knowing what they were! So So that, and the water scenes
and the storm—especially the scene when we were getting off the boat into the
rowboat to escape. We were just drenched from head to toe the entire time. And
wearing those same wet, heavy, dirty clothes. It was demanding. 




SHARLENE MARTIN:


I did most of my
scenes with Kelly Hu, and she was fantastic. We were all really young, but she
was a little younger than me. She was just super excited and really nice and so
supportive. She's gone on to do great and she certainly deserves all her
success. I'm not surprised so many of the cast went on and continued. All of
the cast were more like a family, and we were all so excited to be making this
film. We all thought of it as a big studio picture, and that we were doing a Part
VIII of something that had a real tradition, and we all wanted to uphold
it. 


I remember the day
I first met Jensen. When she walked in, I just thought she was beautiful. And a
little larger-than-life to me, because she already had some experience and was
a great actress. But she was very kind, very sweet and very generous to me. The
funny thing with Jensen, though, is that my character is so manipulative and
just so mean to her! I would never do that. Today, if I saw her, I'd run up to
her and give her a big hug and tell her how sorry I am that my character was so
mean to her. What you see on film is not at all what was happening off camera,
of course. Quite frankly, I would have loved to play Jensen's character.
Because she's a lot more sweet, and I hope I'm more like that. But on the
flipside of it, it's nice to play something that is just the opposite of what
you are. So it was great. Ultimately I didn't get to shoot opposite Jensen as
much as I would have liked. I learned a lot from her, and my experience with
Jensen is that I wish I had more of it.




V.C. DUPREE:


The funny thing,
prior to Part VIII, I didn't have any knowledge of the horror genre. I
didn't even know that I was going to shoot a Friday the 13th until I was
at the airport. At first the movie was called "Burial at Sea," and then "Ashes
to Ashes." So I was in the little first-class area waiting to board, and Kelly
Hu comes up to me and says, "Hey, are you going up to shoot Friday the 13th?"
I said, "Am I what!?" That's when I put two and two together—all I knew was
that they were going to pay me to go beat up some killer.


I was really
impressed with Vancouver. At that time, the whole production craze up there was
just beginning. There were a lot of crews already working up there, too, like
"21 Jump Street," which was shooting at the time, so it already started to have
a Hollywood vibe. They were so welcoming to our crew—every restaurant knew if
there was a production from out of town, so we'd usually get our meals comped,
or a really big discount. 




ROB HEDDEN: 


We very
specifically changed the title of the movie during shooting because of the fan
base. Friday the 13th is a mythic kind of franchise, and people would
come out of the woodwork if they knew you were making this movie. We wanted to
be very discrete and not telegraph that we were going to have Jason walk
through Time Square, because everyone would want to touch him and get an
autograph. Or maybe get beaten up by him. So the script was called "Ashes to
Ashes," and that's what we used as a working title during production—not that
we were ever going to call it anything but Friday the 13th Part VIII. I
even have a slate with that title which hangs in my office at home, as my
little memorabilia from this movie. 




RANDOLPH CHEVELDAVE: 


There were so many
titles being bandied about, and a few that were even real possible subtitles.
For a long time it was "Ashes to Ashes." Then it was called "Burial at Sea,"
"Terror in Times Square" and even "The Mystery of Sour Gum Lake." I still don't
know what that was supposed to mean!




KANE HODDER: 


One unique thing
about playing Jason in Part VIII was that for every single shot I'm in,
they had to lay on slime—I was supposed to look like I had just emerged from
Crystal Lake after being waterlogged for however long. But the goop would soak
through my costume and I was like a giant slimy sponge. There's this one scene
where I'm walking down a steep flight of stairs toward the girl who's playing
the guitar. These are tiny steps, and I've got these big-ass boots on—I have
big feet—and I have to walk without looking down. So I'm walking down these
steps, and I'm holding my hand back to grab the rail but hiding it from the
camera. Then when I turned to walk away, I slipped right off the ground, and
because of the slime, I hit the deck right on my ass.





Gallery: filming aboard the Lazarus #2.

ROB HEDDEN: 


Martin Becker had
done the special effects for most of the previous Friday the 13ths. And
it was Marty who brought in various Jason masks when we began our film. He'd
say, "We used this mask in this Friday, that mask in that Friday."
There were all these variations. Ultimately I left it to Marty to decide which
mask we should use in the film. And Kane, too, who's worn it a few times, said,
"This is the mask." So who the hell am I to say it's not? Some fans have
commented that the mask in Part VIII is not quite the same color as the
other movies. There was no mistake made. Nobody who looked at the dailies and
said, "Oh, we screwed up. This mask is yellow, not white!" I never really
looked at it in question and said, "Hey, this isn't the right," because these
guys were the experts. 




ALEX DIAKUN:


Kane Hodder was a
nice man. Everyone enjoyed working with him and just being around him. And I
recall he had to work in a wetsuit, and every once in a while he'd get so
sticky and stiff that he'd ask somebody to pour warm water down his back. It
would wash down through his body, and he'd just say in his deep voice, "Oh,
that feels gooooodâ€¦!"




SCOTT REEVES:


Kane was just this
happy-go-lucky, cool guy outside of work. Then, man, you get on the set and
when it is time for him to do his thing—Jason took over. It was kind of freaky.
I'll never forget, I would walk out of my trailer and I'd hear all this death
metal playing out of Kane's dressing room. I remember thinking, "Oh, man. I
hope I don't run into Kane on my way to the set. He's not gonna be happy!"




JENSEN
DAGGETT: 


Kane Hodder could not be a nicer guy so it was a little
difficult to be afraid of him. There were times when I was begging him not to
make me laugh.




KANE
HODDER: 


I played a
practical joke in one scene in Part VIII, which is pretty rare for me in
my overall approach to the character because I am protective of not doing
anything on film that makes Jason look silly or stupid. But there is a scene at
the beginning of the movie, when a girl runs to the bow and hides down in a
hatch, and then I kill her by ramming a thin spear through her chest. And it's
shot from her POV looking up at me as I open the hatch. The camera operator had
to open the hatch during the shot, so we played a joke on him—when he opened
the hatch up and looked down, and I had a large prosthetic penis hanging out. 




ROB HEDDEN: 


There is a shot in
Part VIII, when Jason first arrives in New York, and Kane had to climb
up a ladder out of the freezing-ass Vancouver water that was like 40 degrees. I
don't even think he had a wetsuit on. I remember I used to have to say, "Kane,
you have to wear a wetsuit, otherwise you'll get sick." Kane is a trooper. He'd
walk through glass for you and wouldn't bat an eye.


I am biased, but
Kane is the definitive Jason for me. He's incredibly affable and cooperative
and enthusiastic, and has great ideas for the character. This was my first
movie, and my first Friday the 13th, so I relied on him a great deal
throughout the shoot. I would ask him, "What do you think of this?" And Kane
would say, "Well, Jason would do this or that." Or, he'd offer ways to move and
position Jason in a scene to make his actions more effective. 




KANE
HODDER: 


Rob Hedden was a
real pleasure to work with, and I'm not just saying that because I'm trying to
be a kiss ass or anything. I've just been very fortunate in the directors that
I've worked with on all my Fridays, partly because they really
appreciate my input as far as the character is concerned. I think I know more
about the character than almost anyone. Rob was really open to my suggestions
when it came to what Jason should do and not do. Like John Carl Buechler, they
are directors secure enough in their own abilities to listen to actors. It
doesn't mean that I always have the right idea, it's just nice to have a
director that will listen to you and work something out. Like in Part VIII,
there was one quick little shot where I break a radio antenna off the boat in
the middle of a rainstorm, and it was higher than I could reach. So I suggested
that we build a little platform out of an apple box, because I didn't want it to
look like Jason had to really reach for it. I hate compromising the character. 




V.C. DUPREE: 


Julius makes it to
like the last 15 minutes of the movie, unlike most black guys in Friday
movies, who get killed while they're in the bathroom or whatever. So I was
excited about that. But I wanted Julius' survival to seem real, too, instead of
the quintessential "going after somebody with a flashlight in your hand" thing,
or Jason's chasing you and you just whimper and fall to the ground. Rob really
gave me a lot of freedom with the character. I'm particularly happy with the
scene where Julius gets the guns and I corral all the guys on the ship.
Originally we shot that scene and it didn't work. So Rob asked my advice on it.
He pretty much let me direct it—I took the shot down to where we're on our
knees and it's a little more intense and the camera moves in really tight. I
was so proud of that, because Rob allowed me to work on a lot of my acting
chops in my first film, and it was a great experience as a young actor.





The character of Crystal Lake High's resident "rock chick" was a special one for director Rob Hedden. "I wanted to have a guitar player in the movie, 'cuz in the late 1980s every high school had someone who was an aspiring rock star," says Hedden. "That comes back to, again, the whole character thing where you want everybody in the movie to be somebody you could know. But I put a little spin on it because JJ is a girl—usually it is a guy.  Of course, now there's plenty of female rockers, starting with Pat Benatar back then and now people like Courtney Love and Liz Phair. So that's what really inspired JJ in the movie."


PETER MARK RICHMAN: 


I enjoyed working
with Rob, but there was one humorous moment that I was upset with in terms of
the editing. It's the scene in the cabin, when Sharlene was undressing to
seduce my character. Well, I can be very funny, character-wise, and I was doing
certain things, like when she was starting to undress, my expressions of "Oh my
God!" and that kind of reaction. And in the editing, he did not cut to me. The
cut stays on her and they pan down from the top of her head to the bottom of
her boobs and crotch and all that. Nothing of my face was cut in at all. That
was important to me, because the way my character was written he was just
villainous, so I tried to make him more human. That he was a man, and he had
genuine concerns as a parent. And because of circumstances and not being able
to deal with certain things in the proper way he comes off deformed in a way.
So I was particularly annoyed in that, especially after the discussions I had
with Rob about the character. 




SHARLENE MARTIN:


Peter Mark Richman
was the veteran. He certainly had the most experience of anyone in the cast.
But he was lovely. Really charming. Especially because that whole scene, with
my biology "exam" painted all over my body that Tamara uses to seduce
him, that wasn't easy for me. There wasn't a lot of nudity involved by today's
standards, but back then, it was a little nerve racking. And it took quite a
while for them to draw that all on my body. They used paint, and they really
took their time—it was really quite anatomically accurate. But Peter was
lovely. He made me feel really comfortable and we had a lot of fun doing that
scene.




SCOTT REEVES:


There is a scene,
when we are all in the lifeboat and I have a life jacket on—my wife just dies
when she sees that. Because I have like eight chins. I have no neck. And when I
turn my head, I turn my whole body at the same time. Like I have whiplash. My
wife never lets me live that scene down—she calls me the Michelin Man. It's
hilarious. 




KELLY HU: 


Mine was such a small
role that, to be honest, I don't think they gave it much attention. There was
not a lot of guidance there. But they did teach me how to snort cocaine for the
"coke scene." I had never seen it before, and I certainly had never seen anyone
do it. So they had to have one of the set guys build this special straw with
this netting through it, and then I'd snort baking soda or something. The idea
was that I'd snort it up through this metal straw and the baking soda would be
caught in the net. But I could never get enough "vacuumage." So then they built
this other contraption—it looked like I was holding the straw, but it was
actually attached to this rubber tube on the side. As I was snorting this
baking soda, some guy at the other end of this tube would be inhaling it. That
was a thoroughly bizarre experience. 




RANDOLPH CHEVELDAVE: 


The only drugs
happening were on the screen. People had to work too hard. I've been on an
awful lot of movie sets throughout the drug craze of the late '70s and early
'80s, but this was a clean set. The entire cast was excellent. We all had a
really great time. We truly did.




JENSEN
DAGGETT: 


It was really hard to ever feel rested on that movie. But I
guess it helped to make me look disheveled—method acting, so to speak. We were
hosed down with freezing cold water in between scenes, or had to jump into
freezing water on the set. And honestly, I love dogs, but my scenes with
Rennie's dog took twice as long to shoot. There are a lot of technicalities to
working with an animal. And when you are surviving on very little sleep and you
have four scenes the next day with the dog, you know it will be a long dayâ€¦ 




ROB HEDDEN: 


The tough thing
with Jensen was that she was extremely reluctant—even adamant—about not taking
her clothes off. I worked on her and worked on her, because the studio wanted
her to get naked. I was like, "I totally see your side of it, Jensen. I know
you want to have a serious acting career." Then I brought up all these examples
of big actresses who took their clothes off. It didn't work, of course. Then I
was like, "You've at least got to take your blouse off, okay? If you don't,
they're going to riot in the theater. This is called Friday the 13th—it's
not called Driving Miss Daisy!" But that didn't work, either.


It's really tough.
You want to do the right thing by everybody. There's an obligation as a
director to not exploit your cast, and at the same time make your producers and
the studio happy. They were like, "Bigger boobs! More nudity! More naked
violence!" Often it comes down to you standing there on a set at 2:00 a.m. with
a beautiful young girl who's thrilled to have the job, but if you're a good
person you're not going to use that. 


I have the fondest
memories of Sharlene Martin, who played Tamara. There was a shower scene
written for her character right before Jason shows up. Well, Sharlene was a
sweetheart but very, very nervous about getting naked. I said, "Sharlene, I'm
not going to shoot this in a way that is a tight close-up with bright lights on
your breasts, okay? I want this to be scary and I want it to be sexy and I want
it to be titillating, but I don't want it to be sleazy. So I'm going to show
you how it's going to look." She climbs out of the shower and goes and stands
by the camera, and suddenly I take off all my clothes and I get in, and I do
the scene. I start singing in the shower, moving my arms around and steam is
coming up, and of course the whole crew is laughing. Then I come out of the
shower and put my clothes back on and go, "See?" And she says, "Sold!" 


What I didn't know
is that our director of photography Bryan England had decided to roll film. And
the whole thing gets printed as dailies and sent back to Paramount. And the
next day all the executives are watching to see if the director is doing his
job and there he is, naked on the set. And they're like, "What the fuck is
going on up there?" Believe me, they never let me forget it.





Gallery: disco death.

SHARLENE MARTIN:


My death
scene—despite the fact that there was nudity involved—I was actually quite
excited to do that scene because it gave me an opportunity as an actress to
explore something I normally wouldn't get the chance to do. So that aspect of
it was great. Now, there was the nudity part in the shower, however, which I
was quite uncomfortable with. But Rob was amazing. He was so kind. He stripped
down—he got right in the shower. So then I was able to do it. He also called
for a closed set. So Rob actually made it a lot of fun. It really gave me a
chance to lose all my inhibitions and then I just went for it. And today, I'm
actually really happy with my performance in that scene. Unfortunately, I had
to die though—that's my only regret, because I didn't get to go to New York!




RANDOLPH CHEVELDAVE: 


I can vividly
remember how quickly Sharlene became fine with nudity. It was kind of like,
within 10 seconds of taking off her clothes, everything was normal again. And
Rob has a hairy butt.




KANE HODDER: 


There was an
ad-lib in that scene. Jason was supposed to throw Sharlene into the mirror, and
she breaks it with her head and it shatters in the sink, which allows me to
then go over and have a weapon, a shard of glass, to grab. Well, we used a
stunt double, and when I threw her and she crashed into the mirror, the glass
just cracked and stayed in place but didn't shatter. But Rob kept rolling. So I
just walked over to the glass and punched it. That was a total of-the-moment
invention, and now I think it's one of the Jason's best moments in the film. 




The specter of Freddy Krueger
weighed heavily on the mind of Rob Hedden as he conceptualized Jason Takes
Manhattan. If Part VIII was going to compete—and beat—the more
audacious Nightmare on Elm Street films, it needed more fantastical
special effects and imaginative visuals. Transplanting Jason and his unique
brand of carnage to a new locale would not be enough. Part of Hedden's solution
was to give his heroine a series of flashbacks and hallucinations that would
allow the film to not only further explore the mythology of Jason Voorhees, but
deliver the audience the kinds of unexpected shocks and creative scares they
had never seen before in a Friday the 13th film. Unfortunately, the cost
of such ambitions often stretched the film's limited budget to its breaking
point, eventually causing Jason Takes Manhattan to go overbudget and
overschedule. But even with enough subplots left on the cutting room floor to
fill three other Friday the 13ths, frayed nerves and bruised egos still
wouldn't sink this voyage of the damned. 




RANDOLPH CHEVELDAVE: 


I think that Rob
is a strange choice to direct a Friday the 13th movie. He does not have
a dark side. Rob is a very happy guy—I would think horror would be the last
genre he would be chosen for. Witness his last success, the family film Clockstoppers.
That strikes me as exactly the kind of thing Rob wants to do. 


Part VIII
is definitely lighter than the other Friday movies. Rob and I agreed
that we did not want to get really graphic with the violence, that we would
rather creep people out with what they thought they might see rather than
revolt them with the amount of blood. We wanted them to be scared of the movie,
not be scared of their reaction to the movie. I think that whole attitude is
largely Rob.




ROB HEDDEN: 


We made this movie
at the time when A Nightmare on Elm Street was really taking off. There
was pressure from Frank and the studio: "Hey, freshen your movie up." That's
what they did with Nightmare—they took an old genre and they added a new
spin on it. And I thought those movies were very clever, very creative. So
there are shades of supernatural and sci-fi in Friday VIII. There's the
whole thing with Rennie seeing the ghost of young Jason, where she's hearing
voices, all her delusions, and the way he dies at the end—which may or may not
be in her mind. I wanted the audience to wonder of the things they were seeing,
"Is this real, or is it Rennie's imagination?"





Filming Part VIII's many complex water-bound scenes required creative use of Canada's limited filmmaking resources. "There were no studios in Vancouver, so you had to find something that could work," says producer Randolph Cheveldave. "As it turned out, this school was scheduled for demolition and had two big gymnasiums. And the school ended up allowing us two big studios and office space for a mile, and even an excellent special effects shop in the school's old metalworking shop. All the sets we built there, other than the mock-up of the exterior of the ship that was built in a tank.


BRYAN ENGLAND: 


I first met Rob Hedden when I was going over to the
Paramount lot to show him my reels. It was a hot summer day, and I'd never been
to the studio before. And all of a sudden, someone comes screaming down the lot
doing wheelies in one of those small carts they have at studios. It was Tony
Danza! He was doing a show there at the time, and he pulls up and goes, "Wanna
lift?" And I said, 'Sure!" That's how I got the job on Jason Takes Manhattan.
I was only a neophyte cameraman. It was going to be my first big studio film,
my first time going up to a foreign country, even the first time I had a camera
operator.


We were always
trying new things. Rob was full of enthusiasm. One day, Rob came to me and
said, "Bryan, I want a point of view shot of a dismembered head!" It was for
the death scene of the boxer, who gets his head knocked off by Jason on top of
the roof. Well, how are we going to do that? So we found this company in Canada
that makes Nerf balls. We had them create a giant four foot by four foot Nerf
ball we could put the camera in, and we just threw it right off the roof. Every
time it bounced down into a giant trash bin, the whole crew just went,
"Score!" We called it the "Nerf-cam." We were always coming
up with crazy things like that. 




ROB HEDDEN:


The thing about
this movie, regardless of the story or the direction, is that we really tried
to up the production value and make it look like a "real" movie, as opposed to
an inexpensive slasher flick. Bryan England wasn't a famous DP but he was
phenomenally enthusiastic. He hand-carried his reels to the meeting so he could
show us his stuff. He was passionate. Then we looked at this film he shot,
I, Madman. I was like, "I don't know where this guy came from, but this is
what I want my film to look like!" The color saturation, the lighting
quality—there was no grain in it, it was lush, it looked gorgeous. And after he
came onboard, I wasn't disappointed. Usually in these movies, it's like, "Let's
shoot it quick and move on to the next setup." But Bryan would paint with
light, and took his time with every shot. That included the effects—he never
rushed any of it.




RANDOLPH CHEVELDAVE: 


There was one
flashback scene where they were contemplating flushing Jason down a giant
toilet. I thought that was pretty stupid. I actually had to argue very hard
with Rob and Bryan England not to do it. From my point of view, this was
footage that would be very expensive to obtain, and all we're going to do was
leave it on the cutting room floor. 




ROB HEDDEN: 


What we did for
the amount of money that we had! I wanted to do a shot where Jason was outside
her porthole, looking through the window, but the camera would come all the way
through the porthole and up to her face. And the only way to do that was with a
"fly-away" wall, where there was actually no glass in the porthole and a seam
there. So I had Rennie's state room built on a stage, and as soon as the lens
cleared the porthole, the walls would fly out of the way, and the whole camera
kept moving in. 


Another sequence
that should have taken days to film was of the young Jason coming out of the
mirror at Rennie. We got in there and did all the physical stuff in only one
day, and we were able to do it so quickly because we over-designed the shot.
Martin Becker was really clever. It was done with liquid mercury, and the set
was built sitting flat in a pool—so the mirror is actually horizontal, and the
arm came up out of the liquid and shot up. We glued Jensen's hair down and had
her standing sideways—she' actually looking straight down, but it looks like
she's staring right into the mirror. And we had a color wheel with different
gels on it, and someone spinning it so we were getting all these flashing
lights with different colors. It's a fantastic effect that I'd never seen done
like that before.




MARTIN CUMMINS: 


The great thing
about Rob is that there's no mystery with him. Often directors can be afraid of
actors and their crew, or they can feel like they have to talk to you in some
kind of very deep and philosophical, fucked-up language. I don't need that, and
most actors don't, especially when you're young. I just need you to tell me
what you want and I'll do that. Rob was very passionate, but he was never
pretentious about it. He knew what he was shooting and that we all should be
having fun. And he kept any of the above-board tensions away from the actors;
he protected us. 




JENSEN
DAGGETT: 


Rob Hedden was an enthusiastic director. He had to do
pre-production, filming and post-production in an amazingly short period of
time. I got the sense that he had thrown himself into the project completely
and was very optimistic about the final product. He was kind and unassuming and
really did try to support his cast.





New York has a new problem!

BRYAN ENGLAND: 


There were a lot
of politics on that movie, mostly for poor Randy Cheveldave. Randy got blamed
for a lot of overages, which weren't all his fault. Frank Mancuso, Jr. was just
too busy with Internal Affairs, with Richard Gere and Andy Garcia, which
was going to be Frank's breakthrough movie. I also felt that the original
script concept, with Jason on a cruise ship, was great. Then they had the one
in New York. So they just blended the two, but what happened was, instead of
really going through the script and fine-tuning, it was just, "We'll figure it
out on the day." 




RANDOLPH CHEVELDAVE: 


Paramount was not
directly involved. If they had anything to say, they said it through Frank. And
I have to say that on Part VIII, my contact with Frank was absolutely
minimal. I don't believe he and I saw each other during the entire course of
making it. He had a very hands-off approach to this one, which was quite
surprising because when we did April Fool's Day together, he was on the
set every day. For Part VIII, he wasn't even in the country. I also
think that, by coincidence during our production he also had his hands full
with Internal Affairs. I would say that it is a fair assessment that he
had his eyes on a much larger prize.


Because there was
such a hurry to get the film done, the budgeting and pre-production were done
based on Rob's original outline. I only started getting involved once it was
decided that Canada was the place to do it. Ordinarily, Friday the 13th
movies were being made for about $3 million. And this one was going to get $4
million because it was an atypical entry. And by the time all was said and
done, it cost about $5 million. But hey, what other Friday the 13th
movie has a storm at sea, a sinking boat, and New York?




DAVID FISCHER: 


There were
pressures directed at Rob from the producers, in terms of shooting only what's
going to be needed on the screen. But this was his first film, and I think it's
understandable that he was kind of like a kid in a candy store. We were also
trying to recreate New York City in Vancouver. That simply cost money, and it
was time-intensive to go about breaking down the bits and pieces of what we
needed in order to make it real and believable. 


Many staples of
New York had to be created from scratch. The whole subway sequence was a big
challenge. There are no subways to destroy in Vancouver, so we took an
abandoned tunnel that was 1,000 feet long and ran under the city, and shipped
in tons of gravel. Then we built fake subway tracks for hundreds of yards down
this tunnel and built a fake subway car. And Vancouver is a pretty clean city,
so here we were, going around to all these alleys and picking up garbage. We
even added the graffiti. It was a great learning experience. 




ROB HEDDEN: 


David did a great
job of making Vancouver look like New York City. It was challenging. We had to
take a spotless Vancouver tunnel system that had not a speck of litter on the
ground, and make it look dirty, grungy and covered in graffiti. But the funny
part was, we could only get the tunnels on off hours, so we would come in,
dirty the whole place up, shoot it, and then we'd have to get out of there and
leave poor David to clean it all up.




STEVE MIRKOVICH, Editor: 


I was just getting
my career going. I had done a few pictures, including Big Trouble in Little
China and Prince of Darkness for John Carpenter. Then came Jason
Takes Manhattan. Rob and I got along very well, and although I cannot say I
was a huge Friday the 13th fan at that point, I thought it would be fun.


I ended up working
on the film in Vancouver probably six or seven months, and the shoot was just
seven or eight weeks. After wrap, Rob said, "We're gonna live with this
picture, and we're gonna use every day that we have, contractually, to do it."
Many times a director will be overwhelmed by the amount of film he or she has
shot. I do not think I have ever worked with a director who said, "I want you
to cut from here to here to here to here to here." I also do not think most
directors, during the production process, can think that way, because they are
shooting 12 hours a day, then spending two or three hours in their hotel room
going over the shot list for the next day, trying to figure out how to solve
all their problems. 


Eventually, the
film went over budget. But Rob was always very communicative and very
reasonable, and he was not a screamer., which speaks greatly of him, because he
had very big fish to fry during production. And, like every other filmmaker,
especially a first-time director, he was under constant pressure.




ROB HEDDEN: 


The very first cut
of the movie was over two hours long. Then we all looked at it, tried to be
objective and decided what this movie was and was not about. And ultimately you
are trying to satisfy the audience. So we decided it had to be less talk, more
action. The big suspense sequences were gold, but it turned out we didn't need
a lot of the character stuff I had written. 


We were naÃ¯ve and
ambitious. We probably did things we shouldn't have. The problem was that the
producer side of me was like, "I'd rather get more shots in the can. I can
sacrifice the look a little bit to get more coverage." While the artistic side
was arguing, "Oh, my God, this film is going to look gorgeous. So if it takes a
little longer—if I lose a set-up or two a day—it's worth it." And that side
ultimately won out.


The budget ended
up being $5 million. It wasn't Bryan's fault. It wasn't Randy's fault. It's
nobody's fault. Hey, it's my fault—I'm the director. But Randy really had it
the toughest because he got his ass chewed from above. There were some
disagreements. But we were doing the best we could do, trying to make the best
movie that we could. 





One of the many crowd-pleasing kills in Jason Takes Manhattan is the rooftop boxing match between Julius and Jason. "Both Kane and I knew how big of a deal my death scene was, because no one has ever boxed Jason before," beams Dupree. "It turned out awesome. I thought we nailed that scene. I've never counted the actual punches, but Steve Mirkovich, the editor, told me after the film's premiere that it was like 72 punches or something like that! I still hear from fans that that's not just one of their favorite kills in the series, but one of the most memorable in the horror genre."


STEVE MIRKOVICH: 


There were so many
unexpected problems and challenges. It turned out the original child actor
hired to play young Jason was having trouble with one of the swimming scenes.
No one knew how we were going to find a new actor on such short notice. Well,
my family had come up to visit one day, and producer Randy Cheveldave took one
look at my son, Tim, and said to me, "How would he feel about being the young
Jason?' I said to my son, "Timmy, it's not gonna be easy. You'll have to do
some things that are hard, but you'll also be able to stay up here with me for
five weeks. And you can even go on a little shopping spree at Toys 'R' Us when
we're done. So, do you want to go home and go back to school, or stay up here
and be a little actor?" And he just said, "No, I wanna try it!"


That scene where Jason is crying, "Help me! Help me!" was quite a tearful
day. I know it wasn't real, but that's my son, drowning! I also watched—in
agony—as they were making the whole head mask for him. All this goop over this
little head, with two tiny pencil holes through the nose so he could breathe.
Once, I saw his little plaster head just kind of clunk over to the side because
he'd fallen asleep. But I was very proud of him.




By the time of his eighth screen
incarnation, Jason Voorhees was the horror film equivalent of a crash test
dummy. He had been sliced, diced, hacked, slashed, pureed, burned, smashed and
bashed so many times that the character had come to resemble nothing less than
a lumbering, zombified human hamburger. Jason had "died" no fewer than seven
times, with each successive cinematic demise designed to be more spectacular
than the last. Jason's behind-the-mask visage, too, had also gone through so
many metamorphoses that the challenge of creating a new look for Jason—one that
could shock and surprise audiences who'd already grown accustomed to Jason's
monstrous appearance—was considerable. But Rob Hedden wanted more than just
another radical makeup concept and an outlandish, gory demise. He wanted to
take Jason home. It would be a creative decision that ultimately pleased few
among the cast and crew, particularly actor Kane Hodder, who would publicly
lambast the film's ending to the press after-the-fact, and to this day, it
remains one of the most lamented endings in the series amongst many longtime Friday
fans, 




ROB HEDDEN: 


Part VIII
was conceivably going to be the last in the series. So I felt a real
responsibility to make it a bookend to the original Friday the 13th. It
was a daunting assignment. The way I decided to do it was to have Jason finally
die. I said to Frank very clearly: "Look, I want to kill Jason. And I want to
kill him in a way that makes it feel like he's really dead and he's not coming
back." And he said, "Go for it." 




RANDOLPH CHEVELDAVE: 


Originally, Rob
thought it would be a really good idea if Jason got completely melted in toxic
waste and we never saw him again. But—and as I remember it, this was Frank's
idea—Jason wouldn't be completely gone; there would be something left of him.
Because, of course, just in case there was another sequel, a door had to be
left open a crack. Hence, the little boy on the sewer floor at the end is
supposed to be Jason, restored to who he once was before the events in the
original film. I think it was a compromise.




ROB HEDDEN: 


In the first film
a young boy drowns and we find out it is his mother who is the one that has
been killing everybody. It's not Jason. That was a great twist, but young Jason
still propelled the whole thing. So in our movie, he drowns in toxic waste and
turns back to that young boy. I wanted to have it come full circle. His soul
has finally been released. 


My intention was
to set up the ending throughout the movie. That was the inspiration for
Rennie's visions of the young Jason—tapping back into the first Friday the
13th, and the myth that Jason had drowned as a young boy and has come back
to haunt and kill everybody. Rather than have a movie where people just die and
there's no plot, it would all be explained in the flashback scene where Rennie
is receiving a swimming lesson from her uncle. He's a mean guy and shoves her
overboard to teach her to swim. And they are both aware of this whole myth of
Jason still being down there. Plus, Rennie has a fear of the water. She
literally was dragged down by Jason—it's freaked her out ever since, and now
he's come back. She's having visions of him again on the ship. And it trails
her all the way to the end of the movie.


Ultimately, the
ending remains a controversial one. I don't know if I succeeded or failed. I'm
not going to sit here and defend it and say, "My ending was total brilliance."
It wasn't a simple ending. It had a little bit of thought put into it, for
better or worse. But I was trying to do something different, something that
would make people stop and think for a second. Yes, I took liberties with the
backstory, obviously, but then so did everybody else who made these movies.





Gallery: Jason goes for a ride.

PETER MARK RICHMAN: 


That flashback
scene with the young Rennie, where I push her into the water—I thought that
scene had nice potential. I just am not sure that I was so terrific in it when
I see it. It was shot in a tank, and I think the conditions were a problem
because the kid was in the water, and I was harried because of that reason. I
don't think I pulled it off properly. 




ROB HEDDEN: 


I had seen Peter
in like five million things, so I knew who he was and what he could do. And
when I met him, I said, "Oh, you'll bring so much to this movie! You're great."
And he was so good in the movie—you really hate him. He's such an ass. When he
shoves that little girl out of the boat, you just want to kill him right there.
What a jerk! That's what Peter brought to the movie.


I also don't think
the McCullough character took anything away from Jason. I think Jason is still
a legend, I think Jason still kills with no remorse. McCullough didn't kill
anybody. He was just a bad guy. And if nothing but good kids get killed, it can
start to turn the audience off. There's nothing like that satisfaction that
comes with seeing somebody get their comeuppance. 




DAVID FISCHER:



We shot the climax in a set of tunnels that run from Vancouver's main
post office to the railway station about a kilometer-and-a-half away. Oddly
enough, they were built to take the mail from the train station to the post
office, and vice versa. But the moment the tunnel was completed, airmail became
popular, so they really only use it for movies these days.


The flood of toxic waste required a special set be built in the gymnasium
of a local abandoned junior high school. We needed special dump tanks. Each one
could hold about 5,000 gallons of water, and with a flick of a switch could
dump all 5,000 gallons at once. To this day, I'm still trying to figure out
where all that water wentâ€¦




RANDOLPH
CHEVELDAVE: 


There were really were no studios in Vancouver, so you had to find
something that would work for you. As it turned out, this school was scheduled
for demolition and it had two big gymnasiums. When I approached the school
board about renting the school as a production facility, the first words out of
one of the representative's mouth to me was, "Well, so long as you're not doing
something like a Friday the 13th." I just laughed and went, "Well, as a
matter of fact, I am." So he had to go back to his superiors and sell it to
them. But you know, hey, as Jesus said about taxing the prostitutes, "It smells
not." So they took the money. And the school ended up allowing us two big
studios and office space for a mile, and even an excellent special effects shop
in the school's old metalworking shop. All the sets we built there, other than
the mock-up of the exterior of the ship, that was built in a tank.




JENSEN DAGGETT: 


Shooting in the
sewers of Vancouver was awful. Even though I knew the location had originally
been the underground post office tunnels, it creeped me out. It was dressed to
look like the sewers of Manhattan and it certainly could have fooled me. It was
a little claustrophobic down there, and there was all this green slime being
pumped in to double for toxic waste. And what I find so interesting and ironic
about this is that now I build environmental homes for living, and I kill Jason
with toxic waste. Needless to say, I was happy when that week was over.




SCOTT REEVES:


I remember the
diner scene, when Kane came busting through the doors of the diner and Jensen
and I run out the back and go down the manhole. As I was going down the manhole
I was a little too anxious, and I bashed my head. They had to put a bandage on
my eyebrow. I still have a scar from that. 




KANE HODDER: 


The whole
thing—going back to a little kid—I just never cared for it. There was even a
scripted line for Jason, right before all that water comes down the sewer:
"Mommy, please don't let me die." 




ROB HEDDEN: 


Kane is a
sweetheart. Then I read an interview he had done for a Web site a few years
back, and I thought, "That doesn't sound like Kane." Because he was criticizing
the ending, which he had never told me he was dissatisfied with. And he read
the script. He read the ending. I discussed it with him, and he never said a
word. That's what threw me. Why didn't he tell me he didn't like it? Kane is a
very, very cooperative actor. Perhaps cooperative to the point that he doesn't
like the ending and doesn't bother to tell me. Which now I'm mad at him for. He
should have voiced his opinion, because then maybe something better may have
come out of it. And there was no mystery. It was right there on the page. The
studio signed off on it, Frank signed off on it, Barbara signed off on it.
Everybody. 





Although audience pleasing, comedic gags like Jason's interaction with a Times Square street gang didn't sit well with all members of Part VIII's cast and crew. "Those things seemed funny at the time, but I thought they were just too much," laments Kane Hodder. "Jason shouldn't be played for laughs."


KANE HODDER: 


It's probably
unfair to Rob that I protested after-the-fact. I wasn't happy with it at the
time, but I didn't feel secure enough in the role to say anything. I wanted to
keep doing it, and I didn't want to piss anybody off. And what probably
happened was that once I saw it, I disliked it more. I wasn't as unhappy with
it as much while we were shooting it. It is often only after years pass that
you think, "I really hated that." Jason is not nearly as scary when the mask
comes off. Even if his face is hideously deformed, the ominous presence of that
mask is what really makes the character.




ROB HEDDEN: 


I think another
reason why the ending may not have been as well received as it could have been
was because, when you do a set-up like that, you better have a pretty good
payoff. The reveal of Jason's face was the scariest thing I had to do, because
I'm thinking, "It took eight movies to get to this point, and we've seen his
face in other movies." I had a lot to live up to. That's when I thought, "Toxic
waste! Let's melt his face and it will be great!" You wouldn't have time to get
a good solid look at him—the idea was to camouflage the fact that he is wearing
rubber and prosthetics with all this slime on it. We thought it would work.




WILLIAM TEREZAKIS, Effects
Assistant: 


Part VIII
was the very first movie I worked on. I was a huge fan of Friday the 13th
and Nightmare on Elm Street and Halloween. After I found out I
landed the gig, I'm driving home like crazy—just shaking and screaming and
honking the horn. And I so couldn't contain myself that I went right off the
road, down a hill and into a ditch! But I didn't care. I was working on a Jason
movie!


I think the whole
experience was what's called "paying your dues." My two bosses, Jamie Brown and
Tibor Farkas, ran the show. I was pretty much kept in the dark during that
whole movie. I wasn't allowed to go to the set. It was pretty fucked up. I
didn't get an opportunity to really express myself through my art on Part
VIII. It was just basically told, "We'll bring you the sculptures and you
mold them." But at least I was working. 


So I stayed in
this room the whole time like a fucking hunchback. Then I see the sculpture of
Jason's face. I was like, "Aw, fuck. No. No!" Because I was such a fan of the
series. I knew all the previous films and all the looks of Jason. I supplied
those sons of bitches with so much information on the character, and then they
didn't follow it. I really liked John Buechler's design in Part VII,
especially that he respected what had gone before. But here comes Jamie Brown,
"Mr. No-Continuity," and totally takes it off track. I refer to Jason's mug in
that movie as "the jack-o'-lantern"—he kind of looks like Goofy. I was
definitely not happy. So the whole time I was molding it, I was playing a
funeral song. 




BRYAN ENGLAND: 


No one was happy
with it. I remember trying really hard to light it dark, to keep it in the
shadows as much as possible. That's the main reason why, during that scene, the
overhead lights in the sewer tunnel are swaying back and forth. It created a
kind of strobe effect. We did that on purpose just to help cover up the makeup.




ROB HEDDEN: 


I didn't want
people to laugh when the mask came off. I didn't want it to be a big letdown.
But at the same time, CGI hadn't been invented. We weren't going to have
animated worms coming out of his face—we had to figure out how to do it. I had
this idea of his face being melted by chemistry, so we put an acetone material
on it, so it would bubble and melt to make it scarier than it was. And do it in
a way where the lighting was kind of scary, and have him shake around a lot so
you never got too good of a look at it. 


In retrospect, if
they would have let me, I never would have shown his face at all. I think
imagination is stronger than the visual anyway. I would have gone with the
approach of a Blair Witch: don't let them see anything. But we did
everything we could, and the best we could. And we actually cut it in ways to
try and accentuate the positive. At one point, we didn't show it. Then, we
showed it for half as much. Then, I got a note from the studio: "No, they're
going to want to see it for longer. This is what they've waited to see." So I
added back another 36 frames. But none of these were cavalier decisions.




RANDOLPH CHEVELDAVE: 


I don't know if we
ever got it right. But, really, what can you put under that mask so that when
it finally does come off it will truly satisfy the audience? To this day, I
can't think of what should have been there.





Replicating a New York diner in Vancouver. Shooting this scene would be a family affair for helmer Rob Hedden. The diner's wisecracking "New Yawk" waitress (bottom right) is played by the director's sister, Peggy Hedden. 


Whatever trials, tribulations,
disasters and disappointments the makers of Jason Takes Manhattan may
have endured during the film's strenuous shoot, there was one moment that would
make it all worthwhile: a day that, for all those involved, ranks not only as
the highlight of the whole experience of making the film, but the most
memorable of their entire careers.


Welcome to
Times Square. 




ROB HEDDEN: 


We ended up
shooting one week in New York City, including the harbor scene. Even that I had
to fight for. I knew that at the end of the day we had to bring this movie in
for a price. But I put my foot down and said, "I'm not going to do this movie
if we can't go to New York and at least get an authentic Times Square and New
York Harbor." For me, out of everything, that was the make-or-break moment of
the entire film.




RANDOLPH CHEVELDAVE: 


We didn't get a
lot of money to shoot in New York. Originally, when we finally said, "OK we're
adding Times Square," Frank generously allowed the budget to increase by
$25,000. Well, excuse me, you want Times Square on a Friday night? I think it
was forty PA's. We had police, which had to be reinforced. And by about 9:30
p.m., there was a crowd of close to 15,000 people. Time seemed to stand still.


The best reaction
I saw was this woman in her mid-30s, dressed in a business suit and briefcase—a
real executive type. And there she is, on her knees, running her stockings on
the sidewalk, tears streaming down her face, holding her hands forward, going,
"Jason! Jason! I love you!" It was one of those moments I'll never forget.




KANE HODDER: 


In Part VII,
we were either in the woods or a studio, so I didn't have any interaction with
fans when I had the costume on. Now, here we are in the middle of Times Square
at midnight. I had to come out and do the moment where I'm standing on the
traffic island. And they had to have barriers on either side to hold people
back, because this is Jason standing out there, and they're going to stop and
watch. My dressing room was actually where the MTV TRL studio is now. And I
came down, got in the van, and put the mask on. Then, in the middle of Times
Square, I stepped out. Hundreds of people, cheering! I felt like one of the
Beatles. I just stood there, watching. I'd look over and they just went nuts.
It was so much fun. It was probably the most exciting moment I ever had playing
Jason.




SCOTT REEVES:


I remember we
stayed in the St. Moritz hotel right in Time Square. That was my first time in
New York City. I had never been to the Statue of Liberty or Battery Park, and
Jensen and I took the subway at like one o'clock in the morning down to where
we were shooting. And how many people were standing around watching us while we
filmed, it was unbelievable.




ROB HEDDEN: 


Because the subway
station to Times Square isn't actually in Times Square, we had to build
a little fake subway station, with a ramp that looked like it went down into
the pavement but didn't. Jensen and Scott had to squat down and pretend that
they were coming upstairs. If you watch the movie, you probably can't tell
because they did a good job as munchkins, getting taller and taller coming up
the fake stairs! 




BRYAN ENGLAND: 


I'll never forget
that night. We were shooting in May, and the schools were having their proms.
It was 3 a.m. and Jason would be out there and we'd be waiting to shoot, and
there would be these kids sticking their heads out of limousines screaming,
"Jason, we love you!"




JENSEN DAGGETT: 


I really felt like
I was dreaming. To be 18 years old and starring in a film, and we're shooting
practically on Broadway—that was something I knew I should cherish regardless
of what my future held. I have done a lot of jobs since then, a lot of great
locations with a lot of wonderful actors, and that is still one of the most
incredible memories of my life. It was a real "King of the World!" moment.





Gallery: Jason gets ready for his closeup.

ROB HEDDEN: 


Closing off Times
Square to shoot a Â 40 foot crane shot, coming up out of the subway, then having
the camera do a complete 360-degree spin—that was priceless. This low-budget Friday
the 13th movie shooting in Times Square! I was like, "Pinch me!" It was
unbelievable. It's still unbelievable. I've done movies since then—mostly TV
movies—but also Clockstoppers, which was a $35 million movie with big
CGI and Matrix-like effects, and nothing compares to that moment. I'm
still trying to recapture it. 




Rob Hedden's dream of a fresher,
more audience-friendly Friday continued throughout post-production.
Already anticipating a harsh reaction from the Motion Picture Association of
America, Hedden had designed most of Part VIII's graphic kill sequences—which,
at nearly two dozen, set a then-record high for the franchise—to be shot and
edited in a multitude of ways as a pre-emptive plan to avoid the long,
drawn-out battles with the ratings board that had plagued the previous
installments. Working with editor Steve Mirkovich, Hedden also continued to
take creative risks with the film's style and pacing, often employing radical
jump cuts in time and space along with inventive sound effects trickery. 




STEVE MIRKOVICH: 


We received an X
rating on our first try, and had to go back probably two or three times. It was
not crazy. I don't think it was nearly as intense a situation as it had been on
past Fridays, at least from what I had heard. But the MPAA hates the
franchise. They just do. 




ROB HEDDEN: 


When Frank saw my
first cut of the movie, he said, "Can you beef up the blood a little more?" I
said, "Yeah, I've got more." I had already anticipated the MPAA, so I first
turned in a cut to Frank that I thought could get past the ratings board. But
Frank said, "Screw the ratings. Give me a movie that the fans want to see." The
joke was that the MPAA made me cut everything back out anyway. It was a very
different political and cultural atmosphere back then. You look at Jason
Takes Manhattan and it's tame compared to any R-rated movie today. 


We had to lose a
great deal. The very first kill in the movie, when Jim and Suzy are on the
ship—in my first cut, the spear gun goes all the way into his body, and Jason
yanks it back out and there is blood and guts all over it. That had to go. Or
when Tamara gets killed in the theatrical release, she just screams and we cut
to the horn on the ship going, Burrrmmmm! Which is a trick I learned from
Hitchcock—cut right from the moment of impact to some blaring noise. But originally
I had an additional shot of the aftermath, where you see Tamara lying naked on
the floor with about two dozen glass shards stabbed all over her and blood
everywhere. Even with Kelly Hu we had to trim. There is no blood when she gets
strangled, but when she lands on the dance room floor, we had inserted a much
louder hit, a ball-crush hit. And the MPAA just said, "Take out that sound
effect if you want to keep that scene."




RANDOLPH CHEVELDAVE: 


In the original
cut, the boxer, the one who was fighting Julius, is killed by Jason shoving
darts in his eyes. But after we saw the finished film, we just thought the kill
was too disappointing for the diehard Friday the 13th audience.




ROB HEDDEN: 


I wrote a new
scene to replace it. Now, the boxer goes into a sauna, and Jason comes and
takes a hot rock and burns it through his chest. The funny thing is, though,
Kane Hodder was no longer available to play Jason, so we had to get a different
stuntman. We even took Polaroids of Kane to better match his replacement. I think
that's the only scene in the whole film that Kane's not in.




V.C. DUPREE: 


Both Kane and I
knew how big of a deal my death scene was, because no one has ever boxed Jason
before. And what's so cool about working with Kane on the action scenes was
that he just said, "Let's go for it." As an actor, he was very giving. It
turned out awesome. I thought we nailed that scene. I've never counted the
actual punches, but Steve Mirkovich told me after the film's premiere that it
was like 72 punches or something like that! I still hear from fans that that's not
just one of their favorite kills in the series, but one of the most memorable in
the horror genre.


For the scene, they
made three fake heads of me: one for close-ups that has the membranes hanging
out, a lighter one that is not as detailed that they could toss in the air, and
then a heavy one that could be thrown off the building and go "Thud!" when it
landed in the garbage can. I wore my hair differently on my own than I did in
the movie—it's kind of wavy and parted to the side—and the only time Jamie Brown
had seen me was a few times passing in the hotel. So the hair on the head of
the dummy looked like how he saw me in the hotel. You can't really tell in the
movie too much but it is kind of funny. 


But the best part
is that I got to keep one of the fake heads they cast of me. Still, to this
day, when my friends' kids come over, the first thing they say is, "Show me the
head!"




SCOTT REEVES:


It became a
running joke on the set. I think that head made it to various places on the set
at random times. You'd open something, and there would be V.C.'s decapitated
head. We all had a really good time with that. 





"By the time Part VIII came along, Jason at a camp in the woods was no longer enough," says producer Randolph Cheveldave. "It was either move him to New York or someplace else, or lose him altogether."  


ROB HEDDEN: 


Part of my
background was writing for shows like the revival of "Alfred Hitchcock
Presents," which were all about having twists and surprises and things that are
unexpected. And you don't want to be too predictable with the creative murders
in the Friday movies—you don't want somebody to die when you think they
are going to die. So when Julius gets thrown overboard early on, I wanted the audience
to forget about him, then he shoots back up when the survivors are trying to
escape by lifeboat and it turns out he's not dead. For anybody who is watching
these movies, that's always the question: "Who's gonna get it next, and how?"
You've got to come up with ways to knock off these characters in a way that is
fresh and unexpected. Which is hard when you're talking about a death toll in a
single movie that hits the teens. 


I think the death
of Julius is a great one. The core idea being that Jason can get clobbered and
clobbered but then just needs to throw one punch, because of course he's this
mythic character that you can't kill. My original intention was to have Julius
and Jason duke it out in Madison Square Garden. But then when I couldn't do
that, I still couldn't give up the scene, that there had to be that boxing
match between Julius and Jason. And that it hadn't been done before in a
slasher movie, at least that I knew of. So despite not being able to shoot in
Madison Square Garden, I still wanted that big open feel, and decided upon a
rooftop where we could see the city in the background and we could still do
these big wide shots. 




KELLY HU: 


I remember being
very concerned at first about my death scene. It was always planned to throw my
character across the floor but I couldn't visualize how it was going to be done
so I really had to trust Rob. It was really hard for me to figure out where,
physically, Jason was going to be positioned and how it was going to be blocked
and how he was going to appear. I remember it felt like hours shooting it,
because I was nervous and scared about doing the whole thing to begin with,
seeing as it was my first film.


Some fans have
asked me if there was originally more to my death scene because there was no
blood in it. But we really made a conscious effort to do something different
with it. And I did not want to scream, because I didn't want to be the girl in
the Friday the 13th movie who screams the whole way through. So instead,
I made a lot of grunting noises and panicked sounds. But, of course, after the
film wrapped, they brought in another girl during the looping sessions to dub
me. I don't think they ever noticed that I wasn't screaming until they were
putting the movie together. So none of the screams in the movie are really me.




KANE HODDER: 


That was a rather
brutal killing, where I pick up Eva by her throat and strangled her against the
ceiling. What I have always told an actor even before we ever start shooting is
that they need to know it is going to be a little rough. I'm not going to hurt them
bad, but they'll have to take a little abuse or it is just not going to look
right. And for the most part, just about all of the actors I've worked with
have been pretty game. And particularly with this scene, because it has always
been a pet peeve where you see someone choking somebody onscreen, and it
doesn't look real you've got to press your hands into the neck to make it look
right. So, while the actor might get bruised a little bit, they always like it
when they see it on film. 




PETER MARK RICHMAN: 


The thing that I
am most thankful for on Part VIII is that my double did my death scene
in the barrel. He had to have his face stuffed down in it! They even had a dead
rat floating in there. Horrifying!




ROB HEDDEN: 


I ended up almost
always shooting two versions of a death scene. For example, in the scene where
the ship's captain gets his throat slit, I did one version where he leans back,
and then you see the slit open up in his throat and blood starts dribbling out.
That's the "A" version. In the "B" version, the slit appears in his throat but
there's no blood. We cut away before the blood flows. So we were always
covered. 




STEVE MIRKOVICH: 


I remember
specifically one of the cuts, where there was a shadow of a wrench coming down
and smacking somebody in the head. On set, somebody was standing offstage and
throwing blood on the wall. Well, in the original cut, it was like a bucket of
blood. But we had to tone it down to like a cup. Only then would the MPAA
forgive us.





"Jason is not nearly as scary when the mask comes off," opines Kane Hodder. "Even if his face is hideously deformed, the ominous presence of that mask is what really makes the character."  


SHARLENE MARTIN:


There was more to

my death scene that you didn't get to see. I do believe it was a lot bloodier
than what you saw. They ended up having to cut away at the moment of impact,
and it all ended up taking a very long time. I remember they worked very hard
to make up for the fact that they would have to cut it, so they were doing
things like trying to frame shots with my reflection off the mirror—to do it
very Hitchcock-like. Very dark and scary. So if the scene had continued, you
would have saw a lot more. But even that would have been, by today's standards,
nothing. 




RANDOLPH CHEVELDAVE: 


I think part of the
issue with the reaction to these movies is, it's easier for the audience to
take a death if the individual being killed has some moral or psychological
flaw. Like the gang members in the movie who take drugs—they die. Or Tamara,
who likes sex and coke. Well, the minute she does that onscreen you know she's
got to go. At the time, too, I think maybe the MPAA was more lenient with the
Freddy movies because they were more fantastical and because of his quick wit. With
Jason, it was all always only about that he was a guarantee of death if you
enjoyed teen sex or drinking or drugs. It was just Jason killing a bunch of
kids. 




ROB HEDDEN: 


I had no
illusions. It's like if you marry a woman who is really overweight and you go
into the marriage saying, "In two months, I'm going to get her skinny," you're
kidding yourself. You marry somebody for who they are, love them for who they
are. When I went into Jason Takes Manhattan, it was like, "This is the
genre. I'm not going to reinvent what people love. I'm going to try to enhance
what people love. And what these fans want is to see people get murdered in
creative ways."


That is one of the
factors of why I put a little more humor into my Friday. Because I am
not a fan of slashers, per se. And this is not a documentary. Nobody's really
going to get their head knocked off their shoulders, and it's not going to roll
into a dumpster. That doesn't happen in real life. So if I'm going to glorify
it a little bit, I still want there to be a little bit of a wink, too. 


Some people like
the humor and some people don't. The hardcore fans found fault with the fact
that it was a little over the top. But I think good horror movies use humor to
release the tension. For example, when Jason arrives at the pier in New York, I
just thought, "Let's put a joke here. Let's put a billboard of a hockey player
that Jason sees, right when he lands in New York harbor. Then he looks at it
and kind of cocks his head." We also did the same thing with the gangbanger
guys in Times Square where Jason kicks the boom box. I wanted things like that
to get a laugh in the theater.




KANE HODDER: 


Those things
seemed funny at the time, but I thought they were just too much. Jason shouldn't
be played for laughs.




RANDOLPH CHEVELDAVE:


I know there was a
huge temptation at the time, particularly on Frank Jr.'s part, to take Jason
more into the realm of Freddy Krueger. Not necessarily to make Jason talk, but
to bring in that element of ironic comedy that Freddy had. But Freddy can enjoy
that because Freddy can talk. Freddy's an intellectual, at least compared to
Jason. So the only way you can get people to laugh in a Friday the 13th
movie, in relation to Jason, is to have them laugh at Jason. I don't see
how you could ever get a crowd to laugh with him, as you can with Freddy. 


I think the
closest anyone was ever able to come to being able to do that was one brief
moment in Part VIII in Times Square, when Jason walks by the kids
listening to rap music and just kicks the shit out of their boom box. That's as
much irony as you can get away with. And that's good for one joke in a movie,
maybe. Because if you turn Jason into a fool, he loses all of his menace and
you're not scaring people anymore. 




ROB HEDDEN: 


We did some
bizarre things. Right before Rennie smashes the car into the wall, when she's
trying to kill her delusion or whatever, the editing goes—dunk-dunk-dunk. The
whole theater goes silent and we just put in these little sound effect
stingers—boom-boom-boom! And when my kids first watched it, years later, they
laughed. And I asked them, "Did you laugh because it was stupid?" And they
said, "No, no, no. We liked it." But they couldn't even tell me exactly why. It
was just outrageous and odd to them. We just tried to make it different.




RANDOLPH CHEVELDAVE: 


One of the
decisions we all agreed upon was that Jason is now, to some extent, a supernatural
character. Whether he is just extremely fast, or can actually cease to exist in
one place then exist in another, really didn't matter. So long as the movie
consistently obeyed that rule and didn't deviate from it, we'd be OK. And I,
for one, thought it was effective. 





Jason Takes Manhattan effects crew hang out with with what affectionately became known as the "jack o' lantern." From left: William Terezakis, Jamie Brown and the late Tibor Farkas.


STEVE MIRKOVICH: 


When I was editing
Jason Takes Manhattan, I was not aware at the time that we were trying
to do anything to bend logic. We simply said, "What will work? What is going to
keep people on the edge of their seat? What is going to make this fun?" Fun for
us, as filmmakers, was to scare the shit out of people and give them what they
asked for, which was more blood, more guts, and just do not stall. I don't
think anyone crucified us for that.


You had to take
yourself out of what is real. The whole idea of Jason drowning and coming back
to life in the first place is preposterous. So, yes, he should be able to have
some bigger-than-life strengths. Jason can just be there. Because the forgiving
part of the audience is, "Alright, this might not be logical, but you scared
me, so it's okay." If the payoff works, sometimes we don't care how we get
there. 




Among it's many firsts, Jason Takes
Manhattan would also be the only Friday the 13th up until the release
of Freddy vs. Jason to make it to screens entirely without the
contributions of composer Harry Manfredini. The conspicuous lack of
Manfredini's trademark score, along with a unique opening credit sequence and
the use of moody, rock-inspired songs on the soundtrack, ensured that at the
very least, Jason Takes Manhattan would sound like no other Friday
the 13th that had come before. 




ROB HEDDEN: 


Fred Mollin was
chosen as composer because he had scored the entire Friday the 13th
television series. He was completely dialed in. Frank Mancuso, Jr. loved him,
and I loved him. We knew he could deliver anything we wanted. And he was highly
enthusiastic. 


It was not that
Harry Manfredini was old news—he is still the best. Fred just had a really
fresh sound, different from what had been done in the other movies. It was
like, "We're making a new Friday here. We're making one that's not going
to be at Crystal Lake. We're making one that's going to have supernatural
overtones. We're making one that has some humor. So if it is going to be
different, let's tweak the music, too."




FRED MOLLIN, Composer: 


It was a thrill
and a challenge. At the time I hadn't toiled much in features, so I was
excited. And unlike with Part VII, I talked at length conceptually with
Rob. We had long discussions about what should be done—not musically, but
emotionally. I am really more of an instinctual composer, anyway. I definitely
wanted it to be percussive, aggressive and dynamic. I think it was. 


It was different
than the previous Fridays. I'm not saying it was better—I love Harry.
But I remember being extremely proud that Part VIII came together as
well as it did. I certainly am far happier with it than Part VII, which
was a different experience. I think Rob happens to be such a gifted guy. I love
his sensibilities. Yeah, Part VIII has got a campy flair—obviously even
more campy now. But that is what gives it its charm. It brings you back to that
era. 


Although, to be
honest, I can't really listen to my Friday the 13th stuff today because
the technology is so much more advanced. The sounds are so much better now—I
hear certain things in my scores back then and they sound obvious. Again, it's
all a matter of era. Compared to the 1970s, what I was doing in the '80s was
wildly inventive and technologically brilliant. But compared to today—I could
slaughter it now.




ROB HEDDEN: 


I really wanted to
open the movie in a very unusual way for a Friday the 13th film. I
wanted fans to know immediately, from the first frame, that this was going to
be surprising and fresh. It wasn't going to be just more of the same.


I wrote an opening
credit sequence that was totally different from any Friday film. The
kids on the boat that we will soon meet are supposed to be listening to a late
night radio station out of New York, and we're seeing a montage of the city.
And it's a dark, mysterious New York, which, of course, is also foreshadowing
what is to come. And then one of those bizarre-o late night DJs comes on, doing
a riff. That was the intention—what we're hearing isn't narration, but instead
a disc jockey's voiceover. 


I also wanted to
put some kind of a song at the beginning of the movie as opposed to just score.
My original request was to use this song off of Robert Plant's Now and Zen
CD. It was great, and when Frank heard it, even he said, "This is so perfect."
It was dark and mysterious and sexy, and had an unmistakable Led Zeppelin feel.
Just a really great piece of music. We weren't even thinking MTV—I just figured
it would be cross-promotion by default, and would help him and us. Unfortunately,
we never got to Robert Plant. Instead we got his publishing company and they
wanted a trillion dollars for it.


Fortunately, Fred
has a great pop sensibility. Frank said, "Come up with something that has the
same feel, and we'll use that." And Fred came up with this great song called
"Darkest Side of the Night." Everybody listened to it and we said, "It's not
Robert Plant. We all know that. But it's really good. And no one will know that
Robert Plant was originally supposed to be singing the opening of the movie,
anyway." Although now they will.





Writer/Director Rob Hedden's Original Jason Concept Art


FRED MOLLIN: 


I had never even
heard the Alice Cooper song from Part VI, which had a sort of campy
quality. And Rob didn't want to go campy. They wanted to evoke a little more
mood. It's always a challenge to write lyrics for something like this, because
you never want to write things that are on the money, on the nose—you're not
going to write a song in what I call the Gilligan's Island school of
songwriting. "Here comes Jason down the street/He's the guy you want to meet."
We couldn't do that.


I ended up writing
the song with Stan Mizer. All I had was some footage from the movie for the
opening titles, a montage of New York. I just said, "Fuck—let's talk about the
dark side, the seamy side of the city," and the lyrics just came from that. I
just made sure there was nothing that was very literal and that it just set up
the mystery, but within a pop vibe as opposed to a score. I remember being very
proud of that cut. I think it added to the uniqueness of the movie. 




BRYAN ENGLAND:


I'm very proud of that opening sequence. Because we DPs, we
are a quirky bunch. We hate stock footage and we like every shot to be our own
personal thing. So I insisted that we go to New York and get all those shots
for the credit sequence. I didn't want anything in the title sequence that
wasn't mine. Times Square, the Brooklyn Bridge at sunset, that is all stuff we
shot ourselves. And in fact, we almost got killed doing it, because we shot
illegally. I just put my tripod down and went for it. But it was so much fun. 




RANDOLPH CHEVELDAVE: 


I think the rock
song feel in general that's in the movie also came largely because of Saffron Henderson,
who we cast as JJ. She plays the funky guitar chick, and was, in fact, a real
rocker. As was her dad, who, at one time, was in one of the biggest rock bands
in Vancouver, called Chilliwack. They had a bunch of great '60s hits. So
Saffron was a real lead guitarist, and even had a band of her own at the time.




ROB HEDDEN: 


I wanted to have a
guitar player in the movie, 'cuz in the late '80s every high school had someone
who was an aspiring rock star. That comes back to, again, the whole character
thing where you want everybody in the movie to be somebody you could know. But
I put a little spin on it because JJ is a girl—usually it is a guy. And I had
her playing a "Flying V," that V-shaped pink guitar she has in the movie. Of
course, now there's plenty of female rockers, starting with Pat Benatar back
then and now people like Courtney Love and Liz Phair. So that's what really
inspired JJ in the movie. 




If anyone thought that the
battle between Jason and Freddy was only in the minds of the series' makers,
the summer of 1989 disproved all such theories. Friday the 13th Part VIII:
Jason Takes Manhattan was due to open on July 28, a mere two weeks before
the arrival of the latest Freddy installment, A Nightmare on Elm Street 5:
The Dream Child. It was an event heralded by the genre press months in
advance. "It's the box office battle of the summer!" declared Fangoria magazine
in one of its many over-the-top cover stories. Yet because the Nightmare series'
profits had been on the rise just as Friday the 13th's had begun to
decline, the odds-on favorite was Freddy. But the eventual outcome would
surprise everyone—they both lost.


Opening on
1,683 screens in the U.S., Jason Takes Manhattan pulled in $6.2 million
in its first three days, a new low for the series. Its final box office take of
$14.3 million, for 3.6 million paid admissions, was hardly encouraging, and Jason
Takes Manhattan became the lowest-grossing installment in the franchise to
date. Although the film still proved profitable given its relatively modest
budget—especially when profits from home video and ancillary markets were
factored into the equation—one would be hard pressed to call Jason Takes
Manhattan a hit by any standard.


Freddy, too,
faced a sudden and surprising level of audience apathy. The Dream Child
opened to a slightly better $8.1 million weekend gross, but it, too, wilted in
the box office sun, eventually grossing a disappointing $22.2 million—an
embarrassing come-down from the nearly $50 million earned by Nightmare 4.
Perhaps Freddy's relentless overexposure had worn thin even among the series'
fans. Or had audiences finally grown tired of Jason, Freddy and the whole "pop
slasher" phenomenon? Whatever the case, the lackluster result inspired Frank
Mancuso, Jr. and Paramount to take a step back, reflect on nearly a decade of
success, and look toward a possible future that, for the first time, did not
include Friday the 13th. 





This page Another movie, another death for Jason Voorhees. "We weren't going to have animated worms coming out of his face or anything like that," says director Rob Hedden. "Instead, I had this idea of him being melted by chemistry." Here, the helmer's original concept for Jason's post-toxic waste demise is realized by Part VIII's special effects team.


ROB HEDDEN: 


I was working on
the movie up until the last possible second. The print had been done but we
were still monkeying with the sound mix. And the mix was done right across the
street from Mann's Chinese Theatre on Hollywood Blvd., where we eventually had
the premiere, so I could see the Chinese out the window. They literally had to
come in and take me off of it. Then 36 to 48 hours later, it was in theatres.
Literally, I finished it two days before it was released, and they had to make
1,100 some odd prints. 


I thought the
teaser trailer was brilliant. It was done during the filming—Paramount
hired a New York ad group to make a teaser with no actual footage from the
movie. They said, "We have a whole campaign we are planning that will play on
the comedic aspect of the movie you're making." So we had this sweet tracking
shot from behind a man, but with the music playing, made it seem like a
romantic comedy. Then slowly we push in, then the man turns around and it's
Jason. That teaser was so successful, just so good. If I had gotten to do more
stuff in New York as I originally planned, there would have been more stuff
like that in there. 


And when Paramount
saw that teaser, they bumped up our release date by two weeks. Then Jason
Takes Manhattan opened and only made $6 million in its first three days. And
it fell off quick—there was competition first from Turner & Hooch,
then Nightmare 5 came along and blasted it, too. Timing is everything
for a release. Still, the studio made back the negative cost in the first three
days.






JENSEN DAGGETT: 


I thought the
finished product was an interesting twist to the Friday the 13ths that I
had seen before. It tried to incorporate a big city, a ship and even toxic
waste—so very 1980s. It was a lot to undertake. And I thought the performances
were good. But it was not quite as scary as I remembered other Fridays
from my past. That may be because I was there to witness the shooting of it, or
it could be because I was very young when we used to sit home on a Friday night
and rent those movies. So I would be curious to know how the fans would rank
the suspense factor of ours.




V.C. DUPREE: 


I went to the
premiere at Mann's Chinese, and then after that, Kane Hodder hired a limo, and
we went out and did the rounds down in Orange County. And the surreal part was
that every drive-in we passed, there's your face—50 feet tall! This was my
first starring role, and it all was just so larger than life. After we got to
Orange County, we pulled up and I saw tons of kids and people outside this one
theater. I got out of the car thinking that maybe Oprah was there or something!
And they just swarmed the car. They had already seen the movie and somehow they
knew we were coming. That was my most memorable moment of the whole experience.


Industry-wise, it
was nothing but a good thing. The increased visibility was really noticeable for
me. Most black guys in genre movies, they don't get to have highlighted roles.
And that's really ironic because black people patronize these movies. So for my
character to be that prominent, people really responded to it. Friday the
13th had a notoriety that, at that point in my career, I really needed. It
was a great experience all around.




PETER MARK RICHMAN: 


I saw it at the
premiere. I don't know what I thought of it. But I do remember some guy, who
had interviewed me in the past and who writes stuff about a lot of films, was
sitting in front of me. And he said, rather loudly, "For Christ sake! Why would
he ever want to do a picture like this?" Well, that did not feel particularly
good.




KELLY HU: 


I was happy with
the movie in general, although I'm never happy with my own work. Ever. But it
was exciting to be a part of something like that, something with such a great
following.


I remember that my
parents didn't see it with me—they saw it after, just to see it in a real
theater. And they actually timed the movie from start to finish, and decided
that I died exactly halfway through the movie. And my mother was hiding her
eyes—she couldn't look when I died. My father just came to me and said, "Good
death scene!" 




SCOTT REEVES:


When Part VIII
came out, I got a lot of recognition from being in it. It was a big Paramount
film, so it kind of established me a little bit more in that world. And I
remember being really happy with the box office. I would read the numbers, and
think, "It's already made $10 million dollars!" So it was great for
me. Though, interestingly enough, I never went on to do another horror film. So
I didn't really use it to continue in that direction, in terms of my acting
career. Not for any particular reason, I just went on and did other things.Â Â  




MARTIN CUMMINS: 


I was down in Los
Angeles for pilot season, and Rob called me and invited me and my dad to see it
at the Mann's Chinese. And I had never seen one of those movies. To be honest,
they are not my cup of tea—I'm the guy always turning away from the screen
during horror movies. But I thought Part VIII was just hilarious. And
the funniest thing is that my little British grandmother went to see Jason
Takes Manhattan at the local movie theater by herself, just because I was
in it. And I remember her coming to me afterward, telling me, "Darling, you
know I went to see your movie. And I hope you don't mind, but I left after the
gentleman with the hockey mask killed you."




ALEX DIAKUN:


I was invited to
the premiere down in Los Angeles, but I didn't go down. I actually never made
the switch, to try to pursue work in the States—I never even got a green card.
It just seemed better to buck all of that traffic down there for auditions and
stay in Vancouver.


I did eventually
see the movie. I have a copy at home that I bought at a used DVD store—it was
in one of those bargain bins. I was a little disappointed, because when I first
read the script I thought it had a little bit better of a story than the other
Fridays, but then it turned out to be just the same old same old. And my
character was supposed to be kind of the red herring in the film, but then that
wasn't completely developed. I don't know. It's still probably as good as
anything else on my resume, though, as you get to do a lot of B movies up here
in Canada.




FRED MOLLIN: 


I didn't go to a
screening or the premiere. I went to a matinee in Toronto and I remember being
disappointed with the sound mix. I thought the music was too low most of the
time. Of course, nine times out of 10, a film or TV composer is going to tell
you that the music is too low in the final mix and that sound effects and
ambient sound are too high. But I remember liking the movie, and I was
extremely proud that it came together as well as it did. I think Rob happens to
be such a gifted guy. I love his sensibilities. Yeah, Jason Takes Manhattan
has got a campy flair, obviously even more campy now, but it was great fun.





The never-ending battle between Friday the 13th and the Motion Picture Association of America continued to make headlines in the weeks leading up to the release of Jason Takes Manhattan. This time, however, the filmmakers and the MPAA were not at odds over the movie itself, but rather its poster. The film's original one-sheet (left) was initially rejected by the organization's Advertising Administration due to its depiction of Jason tearing through the famous "I Love New York" logo with a bloody knife and hockey mask. Paramount Pictures would be forced to resubmit a new, "bloodless" version of the poster (right), which was approved by the MPAA, and the poster began to circulate across the country as the film's July 28th release date loomed. But the controversy would not end there. The New York City Council and its Board of Tourism were no fans of the attention the poster was attracting on the city's subways and airports and threatened a lawsuit, claiming that Paramount Pictures had failed to secure permission to use the trademarked "I Love New York" logo. Although Paramount would eventually withdraw the poster from circulation (it remains a hot commodity on the collectible market), the public fracas guaranteed the film plenty of free advertising. The studio would eventually replace the offending poster with the subsequent "Style B" design (next image).


ROB HEDDEN: 


Frank Mancuso, Jr.
and Barbara Sachs warned me before I even shot a frame of film that this movie
would get trashed, review-wise. So I was prepared for the worst. But this was
my first movie. And when you put your heart into something and try to do the
best job you can do, and then somebody tells you in a few paragraphs that
you're a piece of crap and you shouldn't have even been born, well, it still
hurts. 


It's funny, there
were a handful of good reviews. Leonard Maltin liked it, which shocked me. But
also the guy who was the regular reviewer for Daily Variety. He said the
direction was stylish and a bunch of things where I was like, "Oh my God, I
can't believe it!" However, when all the reviewers came out and said, "What is
this crap about Jason taking Manhattan?" I sat there and I nodded. They're
right. I cannot defend that. That was the only thing that hurt for me, because
I'm the writer and director. Maybe if they only would have been able to read my
outline, they would have gone easier on me. 


You have to ask,
however, that even if I had made a different Friday the 13th movie, if
it would have been Jason in Manhattan and 99 percent of it would have
taken place in New York, and it would have had a $10 million budget, and I
would have been able to do all the things I wanted to do, would it have made
any more money? Maybe. I don't think the critics would have given it any more
praise. And I really believe that if I had that extra money and made a real
Jason in New York movie, it still wouldn't have made more profit. Because let's
say it made another $5 million at the box office. So what? It would have cost
more, too. It would have been a wash.


I'm sure Paramount
was always hoping for a new Friday to make more money than the last one.
Part VIII didn't make as much money as Part VII. Maybe they
thought they'd done as much as they could do, and that it's never going to get
better. The difference is that Part VII cost less money to make than Part
VIII. So they made less profit even if the box office was the same. Maybe
if they hadn't released Nightmare on Elm Street Part 5 a couple of weeks
later, and my movie had made an extra $10 million, it would have been
different. But the fans would still have felt the way they felt about the film.




RANDOLPH CHEVELDAVE: 


I regret not being
of an age and sufficient experience to have done one of the earlier Friday
the 13th movies. Because by the time Part VIII came around, it was
like The Mummy Meets Abbott and Costello. I don't think Jason would have
survived another Camp Crystal Lake movie. It was either move him someplace
else, or lose him altogether. So I think from that perspective, absolutely the
right thing was done. 


Of course,
nobody's happy when you have the lowest grossing entry of the series. At least
it was up until that time. The box office for any of the Friday the 13th
movies was always based on body count and gallons of blood. That is what the
audience had come to expect. So to not deliver on their expectations was
perhaps a mistake. We felt it was time for Jason to go away from the camp. But
perhaps it was not time for him to become gentler. If I had to do it over
again, it would be a slightly more violent, bloodier movie. I don't know if it
would be possible to make it that and still have it retain some of its slyness,
but I think that tightrope could have been walked more successfully.




KANE HODDER: 


I was a little bit
disappointed. Just because of the success of Part VII—I thought, "Hey,
this is going to be great!" And then Part VIII only did OK. Still, I
didn't think it was the end of the series for Paramount. I thought, maybe, they
might still do another one. 




MICHAEL SHEEHY: 


Frank Jr. was
always looking towards the future. He had finally become more established after
Internal Affairs and some of the other movies we had in development, and
he wanted to go beyond Friday the 13th. I remember Frank Jr. commenting,
not long after Part VIII came out, that he wasn't planning on doing any
more. 


I don't know if
this is what the fans want to hear, but I don't remember any of us being
affected one way or the other, because we felt the film series was going to be
resurrected in some form eventually anyway. We knew they weren't really going
to end because they had been pretty successful. In retrospect, perhaps the only
thing I do remember feeling bad about was thinking a "Jason vs. Freddy" movie
could still be a smash hit. I wish I had done more to try and make that happen.




FRANK MANCUSO, JR.: 


It was the law of
diminishing returns. There was no bigger reason than that. They were doing
progressively less and less box office, and I just felt that everybody had had
their fill of Jason. 




FRANK MANCUSO, SR., President of
Production, Paramount Pictures: 


I remember the
decision as being something of that moment, that we would simply not do another
Friday the 13th next year, or maybe even the year after that. Then I
left Paramount in 1991, and eventually they sold off the rights to somebody
else. 


At the time it had
become stale, in our minds. When you've stretched it as long as we did, I don't
know if there was anything else different you could do with it—although we did
use the title for the television series, but that never crossed over to the
movies. So it was no different than The Godfather, or Indiana Jones.
How many can you make? What new ideas can you reasonably come up with?


Look at Star
Trek. The most successful one we had was the one with the whales, where
they came back to Earth, right? And that created a new audience altogether—it
brought in mainstream audiences that normally would not see a Star Trek
film. That never did quite happen with Friday the 13th. It went from
this level way up high, to down a little bit, then back up again, before it
kind of took a while to quietly slip back down. And then it just tapered off.




ROB HEDDEN: 


Jason Takes
Manhattan made them a profit, trust me—if I'm still collecting money from
it, so are they. Did I kill the franchise? No. They made Jason Goes to Hell
and Jason X, and, of course, Freddy vs. Jason. Honestly, I did
the best job I could do, for better or for worse, and that's all I can do.
Personally, it's something I'll always have. Friday the 13th will be
around long after I'm gone. Sean Cunningham created an amazing legacy that has
continued to endure. I just feel incredibly honored that I got to be a part of
it and put my little stamp on it. I hope I was able to tie up all of those
movies in a nice little package. I am just thrilled that I got to be involved.
And nobody will ever be able to take that away from me.





From left: Domestic one-sheet; unreleased domestic video poster; Japanese video poster.

There was one more farewell to
come. At the conclusion of its third season in May 1991, Paramount Television
would unceremoniously pull the plug on Friday the 13th: The Series.
Although it was still one of the highest-rated dramatic series in national
syndication, protests, not profits, would ultimately result in the show's
premature demise. Amid the vocal opposition of the Moral Majority, many of The
Series' major advertisers became skittish at a potential backlash and began
to pull their support from the show. It was a curtain call that deeply affected
many of those most intimately involved with the television series, and the
anger at its cancellation persists to this day. 




FRED MOLLIN: 


To be honest, the
end of the television series was the real heartbreak. I loved the people
involved. Frank Mancuso, Jr. happened to be incredibly supportive and a great
cheerleader. He trusted me. I have nothing but great memories and appreciation
for Frank. And the folks who ran the show, the producers, the editors, the
actors, everyone involved, I just loved working with them. 


I have very strong
memories of being extremely angry and depressed and pissed because the family
was breaking up. On top of that, I was really proud of the show. I felt that we
had done three years of good supernatural TV. I really thought it was going to
be a big cult show forever and that this was being pulled way too early. It
really was the end of an era.




MICHAEL SHEEHY: 


The Series
ended because Donald Wildmon and the Moral Majority approached a number of
stations, and Paramount, and complained—having never even seen the show. He
assumed it had something to do with the movies. So some sponsors started having
problems with it, and slowly but surely support evaporated. I remember being
upset, because my perception at the time was that this group wasn't even
familiar with the show. They weren't familiar with the content of it. They were
creating this uproar just based on the title. 




FRANK MANCUSO, JR.: 


I was always
interested in The Series being on late at night, like the last thing you
see before you go to sleep on a Friday night—it could be my own late-night
monster series. But what happened was, because the show was very well reviewed
and received, Paramount started upgrading it to primetime in numerous markets.
And I was always concerned that we may be venturing into areas that were no
longer appropriate for the content of the show. But Paramount was a big
company, and Star Trek: The Next Generation always moved around the
schedule, too. They'd use that Star Trek and Friday the 13th
block of programming as a way to control aspects of the market. Plus,
advertisers will pay significantly more for spots in primetime than they will
in late-night. 


In any event, as
the show started to get more popular and got better time slots, that's when
this Wildmon guy started to get agitated. I thought it was a joke at first,
because he kept talking about Jason—I was never convinced he ever even saw a
single episode of The Series. Except suddenly, his group started
threatening the advertisers on our show, telling them, "We'll tell your
constituents that they should boycott your products because you're supporting
this evil show." The fiscal viability of The Series was always related
to advertiser support. Then I started to get calls from these advertisers
saying, "We love the show, we love the demographics—but what we don't love is
being on this guy's hit list. We don't need these headaches." And we started
losing sponsorships. 


If it were Cheers,
and generating hundreds of millions of dollars for Paramount, it would have
been different. The studio might have had a more energized appetite to fight
it. But it's the same thing that happened with Warner Bros. and rap music.
Warner Bros. is making a lot of money and then somebody comes out with a song
called "Cop Killer" and all of a sudden Warner starts to get picketed and
you're answering questions at stockholders' meetings like, "How can you take
money from this when they advocate killing cops?" That's why Warner sold off
Death Row Records. It wasn't about money—it was about being able to live
without that headache. That's why Paramount just said, "We had a good run. We
made a bunch of money. Let's not fight this."




LARRY B. WILLIAMS, Co-Creator, Friday
the 13th: The Series: 


The title was both
the thing that sold the show and the thing that killed the show. I was so
offended when I'd read the stuff they were saying about it, because it was
apparent that the people on the religious right did not watch a single episode.
The truth is that this show dealt with people who were reversing evil. And what
is more in the vein of the religious right than that? And what you got was
someone who built his own career as an evangelist upon this tirade.


So my apologies to
the people in power at that time, but you had complete cowards at Paramount. It
was the only time I had any anger towards Frank Jr., because I was long gone
from the show by then. But I would have been out there confronting these people,
saying, "Point to it! Take any script in there and point to where it condones
evil." These were morality tales. And that was the major difference between the
Friday the 13th films and The Series, which was an argument I
made when I first presented my ideas to Paramount. 


This was, in my
humble estimation, the beginning of the religious right moving into the public
eye with their righteous censorship. They had no business here. Paramount only
decided not to continue the show because they anticipated more flak. And when
they made that decision, Friday the 13th was the number two syndicated
show in the nation. There was no refusal from any affiliate to air the show
because the ratings were still good. Paramount folded. That was my judgment.
And I'm not angry about it because it was "my show" at that point—only my name
was still on it—it was Frank's show. But it was the beginning of the end for
the creative community in many ways, because from that point on, the religious
right, encouraged by that success, has stomped all over this industry.




9. Nine Lives




From
May 1980 to August 1989, a period of only nine years, Paramount Pictures
released eight Friday the 13th films, each of
which met with varying degrees of box office success. Nevertheless, the series
helped alter the language and business of the independent film industry and
introduced the world to a new kind of movie monster and a new kind of
horror film that
pushed boundaries and stirred controversy,
particularly through innovations in the art of special effects make-up. Going
to see a Friday the 13th film had also become
a rite of passage for many adolescents who would sneak off with their friends
to the films—despite their R ratings—whispering
the oft-heard teenage words of caution, "We better not let our parents
find out." Surviving a Friday the 13th film
without hiding behind their eyes or cowering beneath their seats was a sign of
maturity, a ritual among peers that involved laughter, a sense of camaraderie
and, perhaps, a show of bravery in the face of death—all
within the safety zone of the local multiplex. 


The
horror landscape, though, was changing. A glut of slasher films had been
released in the early 1980s, brought on in no small measure by the success of Friday
the 13th. The genre's popularity had significantly waned by 1984, the year
that saw the release of what was intended to be the last Friday the 13th
film, the deceptively titled The Final Chapter. By the turn of the
decade, horror movies, and not just Friday the 13th, were in need of a
serious change in direction. As Hollywood producers scrambled around in search
of the next big thing to capture the imaginations of the ever-changing youth
culture of America, Jason and his teenage-slashing brethren seemed, at long
last, destined for retirement. By the beginning of the 1990s, Paramount
Pictures had grown tired of Friday the 13th, as had Frank Mancuso, Jr.,
the ambitious young producer who had largely guided the series to success
throughout its decade-long heyday at the studio. Although Paramount never
officially announced a definitive end of their association with the franchise,
after the lackluster box office of Jason Takes Manhattan, and the
subsequent cancellation of the syndicated television series, it was probably a
safe bet to assume that, at least as far as Paramount was concerned, there
would be no return for Friday the 13th. 


But
if the past had taught audiences anything, it was "never say never"
when it comes to Jason Voorhees. A notion was stirring in the imagination of
Sean S. Cunningham. Although it had been nearly ten years since Cunningham had
taken a hands-on role in the franchise—and the monster—he
had helped create, he decided that now was the time for Jason, like
Frankenstein before him, to return to his maker. With the job of producer now
officially vacated by Frank Mancuso, Jr., Cunningham saw for himself an
opportunity to discover and shepherd fresh new talent while using the profits
generated by Friday the 13th to pursue more
diverse and meaningful projects for himself. It would be a decision that would
not only set into motion the rebirth of Jason and the Friday franchise;
it would also bring about a union between Cunningham's master creation and a
new studio partner. 




SEAN
CUNNINGHAM, Producer: 


I
look back on the movies I made and I wish I liked them more. All I see are
mistakes and what I could have done better. I tried to make the right decisions
but it was very difficult. It used to be, after Friday the 13th, that if
Hollywood wanted to get kids mutilated and killed, they said, "Call
Cunningham." Then after Spring Break, they said, "If you want
to get kids mutilated and killed, or drunk and laid, call Cunningham." So
in 1985, I wound up directing a movie called The New Kids, but I was
very unhappy while doing that. It was ugly material—it
was just watching two nice kids getting fucked over. So I said, "I'm not
going to do this anymore. I don't want to retire, but I don't want to direct
dark stuff, so I'll produce." 


Between
1984 and 1987, my recollection is that it seemed that you could sell damn near
any movie. You were still able to put a project together as an independent
producer and sell foreign rights and everything. This was also around the time
that Cannon Films made its big push and they were writing deals and back-ends
to just about anybody who wanted to make a movie. But then that bubble burst. Suddenly,
everything changed. If you were an independent producer you could still sell your
movie, but not for the amount of money you needed to make it. Buyers and
distributors just became much more sophisticated. And this was when home video
started to emerge. Much like TV did in the 1950s, it started to pull people
away from actually going to the movies. And when people went to see a movie in
the theatre they're not going to walk out after 20 minutes, because they can't
change the channel. You could hook them in the first 20 minutes and then ride
it out. So the market for low-budget pictures and horror was constantly
evolving, and seemed to be shifting away from theatrical and towards home
video. 


At
that time, I still wanted to make nice movies. But those types of films—think
of them as the John Hughes scripts—I simply couldn't get hired for those jobs.
And because of the way the market was changing, in order to make the movies I
wanted to make I would have had to utilize a studio. And if I could do it
again, I would have worked inside that system more, simply in order to know it
better. In 1985, Bob Raimi was running a production company at New World
Pictures. Out of nowhere, completely out of left field, he offered me a job
running the studio. I was incredibly flattered, and maybe I was qualified on
some level, but I had no actual experience running a studio. So I decided not
to take the job. I look back now and it was just a choice—I don't know whether
it would have been right or wrong, it just would have made my career go in a
different direction. 




ETHAN
WILEY, Writer, House/Writer & Director, House II: The Second
Story: 


By
the time of the mid-1980s, sequels were only supposed to be cookie-cutter
copies of the movie before. All the studios and production companies wanted was
the movie to be exactly like the other one. Yet, at the same time, there were
still some of us that were still willing to take some risk, like Sean
Cunningham. In 1985, I wrote a movie called House, which was a
comedy-horror film. Sean produced it and Steve Miner directed it.


House
is more of a fantasy film than a horror film, and a blending of horror with
humor. Going away from, quite frankly, Friday the 13th. The Friday films
had set the tone for what a horror movie should be at that point in time, but
all of us, Sean, Steve and myself, we were like, "We want to go in a different
direction." We wanted House to be more like, for lack of a better term,
a family horror movie. Where an older audience could laugh and have fun on a
nostalgic level, yet it would still be scary for kids. I think that Sean, in
particular, at the time raised the question of, "Gee, is this going to be
hard-edged enough?" Because he'd had this incredible success with hard-edged
horror, that's what he was known for. But Steve was really adamant that we do
something that didn't have gratuitous sex and violence, and that something
geared more toward the fantasy and the humor and the visuals could be
successful. 


The
concept for the House films was a little ahead of its time. Today, with
movies going into direct-to-video, I think that idea would fly much more now.
At the time, the response from the big studios that all passed on it was that
nothing could be considered more lame than a haunted house movie. No one wanted
anything to do with it. Amityville Horror had been released a few years
prior, but no one had any interest anymore. Â I think that was part of House's
success, was that it was time for a new one of that type of movie. We got lucky
that the timing was right. I think the House films were really
Sean combining his real interests, of trying to create the kind of
horror-fantasy stuff that we had all grown up with.





Left: The creative nucleus of The Final Friday at work—Sean Cunningham (left) and Adam Marcus. Right: And Marcus alone (with head).

DOUG
CURTIS, Producer, Freddy vs. Jason:


It
was really the success of the home video market in the 1980s that were killing
the kinds of movies that the early Friday the 13th and other slasher
films were at the time. What we had called the drive-in or exploitation movie was
now what we called the direct-to-video movie. That alternate avenue of
distribution, the drive-ins and the grindhouses and the B-movie circuit, it
worked until the Blockbusters came along and said, "We are not going to handle
stuff like that." And then the studios started creating big tentpole pictures
with huge budgets and big special effects. So the public got used to seeing the
best, and those little cult and exploitation movies just didn't satisfy
anymore. 


It
is a shame, because there were a lot of talented filmmakers who came up through
those ranks, a lot of very good directors. A company like an Avco Embassy or a New
World Pictures was successful because a Bob Raimi brought in people like John
Carpenter and Joe Dante and Steve Miner. Then Raimi ends up running Universal for
a couple years. Many of those directors were eventually eaten up by the
studios. Was there a conscious effort to create some sort of indie film
movement on our part during that time? No. All we were trying to do was to make
a decent film that would get us another film. But that era created a whole
industry that doesn't exist now.




NOEL
CUNNINGHAM, Associate Editor: 


It
really wasn't until the '80s, with Friday the 13th and Halloween
and Nightmare on Elm Street—with the horror genre—that the idea of these
long-running franchises, of putting a 4, 5 and 6 after your movie title, was
really born. Hindsight is 20/20. With Friday the 13th, Sean made a
little potboiler and it made a bunch of money, but nobody thought it would
spawn seven sequels. That kind of longevity in film just didn't exist at that
time, except for maybe the Bond films. 




KANE HODDER, "Jason Voorhees": 


I
remained in touch with Sean Cunningham over the years while I was doing my Fridays.
We used to talk about Jason all the time. I'd tell Sean that I'd just done
another Friday the 13th and he'd ask how it was doing at the box office.
It did feel a little strange. Sean was not involved in the later Paramount Fridays
but he always seemed to keep a watch on them. 




SEAN CUNNINGHAM:



I
did House with Steve Miner, and we had a hit. I was then able to get
through some difficult financial times with the House sequels and
"Johnny Zombie," which became My Boyfriend's Back. By the time
we did DeepStar Six in 1989, I had actually already hired a director,
Robert Harmon, but at the last second he bowed out and I had to come in and
direct the film. I don't regret doing it, but that experience only underlined
the fact that I had to learn more about scripts, and I had to find ways to get
better material to direct. And while I was doing that, if I had to produce
horror films, well, that would be okay.


The
Freddy franchise was dead and, as far as I could tell, so was the Friday
thing. It was only then that I reapproached Phil Scuderi and the original
backers from Boston about getting the rights back to Friday the 13th so
I could control the property, and I could control the money, and I could go to
New Line and try to make Freddy vs. Jason. I could control all the
rights and the cash flow, but subject to paying New Line, rather than them
controlling the rights and paying me. 




ROBERT
SHAYE, Co-Chairman, New Line Cinema: 


At
one time I was actually jealous of Sean and Friday the 13th because they
had sold their film to Paramount. We had, with lots of aggravation, just made our
first little film, A Nightmare on Elm Street. And we had shown our film
to Frank Mancuso, Sr., at Paramount>—and they passed on it.
So Sean had made it, and we were still stumbling around.


Paramount
did, at one point back in the late 1980s, approach us with the idea of doing a
Freddy and Jason movie. But they basically wanted what we wanted—to
license them the rights to Freddy Krueger and go off and make their own movie,
which we were not anxious to do. Eventually, Paramount lost whatever rights
they had, and that's when Sean, who has since become a friend of mine,
approached me and asked if a Freddy vs. Jason was still something we
wanted to do.




FRANK
MANCUSO, JR., President, Hometown Films: 


Phil
Scuderi mentioned to me that they were going to make an arrangement with New
Line, and I said I had this exclusive arrangement with Paramount at the time so
I couldn't do it>—I couldn't work for
another studio. I didn't really want to go back to Friday the 13th
anyway. I didn't have an awkward moment about it at all. And I never saw any of
those other Friday movies, but I was happy for the fans if they turned
out to be good. The only thing I felt bad about was when I saw Freddy vs.
Jason—I wish we could have
done that. That was something that could have been great.


To
be honest, I really don't know anything about Sean's experience with Phil and
the backers from Boston. Look, these guys were not savvy movie guys. They were
business guys, and they were stretching themselves into an area they weren't
familiar with. And I'm sure that comes with a certain price. But Phil, God
bless him, as I was moving up, if I had a movie opening up—because
he was a theater owner>—he would call me and
tell me I was their shining star. Were it not for him, I don't know where I
would have been, but I know I wouldn't have gotten there as quickly. To give a
kid as young as I was the break he did, that took a lot of guts. He may have
had 75
different reasons for doing it, I don't really know. What I do know is that he
gave me that opportunity and he was always very kind and generous to me. So I
am thankful for that opportunity.





The opening sequence of Jason Goes to Hell went through numerous incarnations. "I read the opening of the very first script, and it was really hardcore," remembers effects supervisor Howard Berger. "It started off with a flashback of Jason as a little kid, and he and his mother are having sex! It was intense, and certainly different, but then of course things changed along the way." Director Adam Marcus continues: "I think we all came to our senses. I can't believe I'm saying this, but we were actually trying to go a bit more 'family-esque' with Jason Goes to Hell. Then we said to ourselves, 'We need to be true to the roots of Friday the 13th.'" The film's eventual opening sequence featured the uncredited writing contributions of Lewis Abernathy, who worked previously for Sean Cunningham on such films as House IV and DeepStar Six. 


FRANK
MANCUSO, SR., President of Production, Paramount Pictures: 


Every
Friday movie after the first one, we had the rights to distribute the
product. So if the boys from Boston wanted to make one, they had to offer it to
us. We could say no, and only then could they take it somewhere else. But I
must say this for them: they were extraordinarily loyal people. They were very
grateful that we turned this little horror film into this incredibly lucrative
franchise. And until we decided to not make any more of the films, they never,
ever tried to go around us, or take the series anywhere else.




GEORGE
MANSOUR, Distributor, Esquire Theatres: 


When
Phil and Steve Minasian and Bob Barsamian sold the rights to New Line they got
a big chunk of money. Well, it seemed like it at the time—it's
not too much now, but they maybe got $400,000 or $500,000. I don't think they
ever had that ambition to get into the moviemaking business in a big way. They
didn't have the resources to go and open a production company. These were real
middle-class guys. Phil was a lawyer who certainly didn't go to Harvard, let's
put it that way. And the other guys had accounting backgrounds. But remember,
the Friday the 13th franchise was sold to Paramount. So in a way, they
did do it. 


Phil
is dead, but Bobby and Steve>, they're still around.
They're brothers-in-law and they're still involved with a group of movie houses
in New England. Lisa Barsamian, Bob's daughter, was given a producing credit on
Part 3, but the kids never really got involved with anything. The last
time I knew, they were very reluctant to have any kind of publicity or really
talk to anyone. Maybe someday they'll mellow out a bit.




At
the time, the marriage of Friday the 13th and
New Line Cinema seemed to be a match made in heaven—finally
the foundation could be laid for the long-rumored, much anticipated battle
between Freddy and Jason. Securing the
rights, however, would be only the first hurdle in what would become a nearly
decade-long odyssey of script delays and production set-backs. Both the Friday
and Nightmare franchises were in mothballs following the dreary box
office that greeted their latest installments, 1989's Jason Takes Manhattan
and 1991's Freddy's Dead: The Final Nightmare. But old monsters, especially lucrative
ones, have
a funny way of returning to haunt the present, often in the most unexpected of
ways. Wes Craven, the creator of Freddy Krueger, and an old friend and
collaborator of Sean Cunningham's, would
surprise everyone when, in 1994, he announced his intention to resurrect Freddy
one last time. Enticed by the potential profits that the return of Freddy's
"father" might bring, New Line gave the green light to Wes
Craven's New Nightmare, an
ambitious, post-modern take on the Freddy Krueger phenomenon. Again, for the
first of many times to come, plans for Freddy
vs. Jason were put indefinitely on hold. But Sean Cunningham had no desire
to cool his heels or sit on a property that he had fought so hard to reclaim.
Cunningham decided that if Freddy could come back for one last scare, so could
Jason. 




SEAN
CUNNINGHAM: 


I
didn't come back to the franchise to do another Friday the 13th, I came
back to do Freddy vs. Jason. Then Wes decided to do New Nightmare,
so everything got put on hold. In the meantime, I said, "If we're just
treading water, let's do another Friday, and try to get the franchise
back out there."




ADAM
MARCUS, Director: 


Noel
Cunningham and I went to grammar school together. I think Noel beat the crap
out of me a couple of times, but by the first or second grade we became best
friends. And we discovered we totally shared a love of movies—we
even wrote our first screenplay when we were 11
or 12 years old. And as my real father lived in New York, and my mother
in Connecticut, over the years I ended up spending a lot of time in Westport. Sean
became a sort of surrogate dad to me. Then
one day he asked me if I wanted to hang out in New Jersey while they were going
to a shoot a film that turned out to be Friday the 13th. Of course I was
like, "Yes, please!" So I got to hang out on the set, and help a lot—I remember
getting Sean a lot of coffee during that shoot. And it was magical to me, my
first taste of filmmaking that I'd ever gotten. Sean was this wizard—there was just something
about him. He was very outspoken,
but always truthful. A very direct kind of guy. He taught me a great deal—I'm
incredibly lucky to have had Sean in my life.


Eventually,
I went to NYU Film School, and as I was finishing I got two job offers. One was
to write for TV, and the other was to come out and be Sean's slave for a year
and he'd give me my break. So I started working for Sean, and had brought out
with me a script my friend Dean Lorey had written called "Johnny
Zombie," that later became My Boyfriend's Back. Dean wanted me to
direct, but the film got set up at Disney, and when it became a bigger movie
they wanted a different director. So I turned to Sean and said, "Come on.
Give me a movie!" And he said, "Well, New Line wants another Jason
movie." Now, I'll be honest. I was like, "Oh, no! C'mon, Sean. I want
a career!" But what an opportunity! I was 23 years old, being offered the
chance to direct a movie!


I
remember that New Line, Sean, and all of us involved felt like we needed to go
in a new direction. Everybody was tired of every Freddy Krueger movie getting
raves, and every Friday the 13th movie getting torn to pieces. So we
said, "Why are we limiting ourselves? Why be confined to the same old
formula?" That was the initial attitude we wanted to go into a new Friday
with.




NOEL
CUNNINGHAM: 


Adam
was a friend of mine, and he'd just gone to NYU and had done a short film that
garnered some attention. He also brought a friend back with him from NYU, Dean
Lorey, who'd written a script called "Johnny Zombie." That went through some incredible
changes, but Sean really dug Adam's ideas and he'd grown up with us. Sean also thought
Dean was smart. And as we were developing "Johnny Zombie," Adam was initially
attached to direct it but then it became a studio project and the studio, of
course, wouldn't let a first-timer direct it. So when a "Friday Part IX" came
up Sean was like, "Adam, you need a first-time gig. Why don't you take this Friday
movie and show everybody what you can do?"




DEAN
LOREY, Screenwriter: 


In
1990, I had just graduated from film school and had no ins in the film business
at all. So I created a series of black-comic sketches. They were about this guy
coming back from the dead as a zombie and having to deal with polite society.
After I did the sketches, I thought, "Wow, this might make a cool movie." So I
wrote the script and gave it to my friend Adam Marcus to read. He liked it, and
when he went out to Los Angeles to work as a production assistant on House
IV, he brought the script with him and gave it to Sean to read. 


Sean
was always saying that he wasn't going to do another
Friday the 13th unless he could do something different with it. There
had been eight movies and most of them had been pretty bad. Usually they were
just carbon copies of the previous one. And there was no reason to remake the
earlier movies because anybody could just go out and rent them. We went for a
new direction, keeping Jason and some of the basic elements. I also thought the
other movies worked best when they had a protagonist who was a match for Jason,
like the telekinetic girl in Part VII, rather than a bunch of teenagers
who get slaughtered one by one. 


We
also tried to go back to the first one and get into the Voorhees family history
and tie up some loose ends. Throughout these films Jason always gets killed in
different ways and he keeps coming back, but the reasons are never explained.
So we decided that we'd create a mythology that explains the history of Jason
and explains how this could be happening. There
were too many loose ends before. I really liked the first movie, and I really
like the character of Jason. He's the ultimate spooky guy in the woods. But
after a while the movies just gave up making any sense. In one movie, he's this
little deformed kid living in the lake, and in the next he's this lumbering
psycho who's somehow gotten to be 40 years old. We tried to tie it all together
and give this guy a decent mythology. 





Jason goes to piecesâ€¦ literally. "We wanted to come up with the most conventional Friday the 13th opening we could," says helmer Adam Marcus. "Then, at the very end of the sequence, we just blew the shit out of Jason. After that, the audience had no idea what to expect next!" 


ADAM
MARCUS: 


One
of the first instructions I received was to ignore Jason Takes Manhattan.
My original treatment started after Part VII. Jason has been dumped back
into Crystal Lake, and they dredge his body back up. This one character, an
insanely strong yet kind of frail looking guy, drags Jason's body back to the
camp and into a cabin where he has a science lab set up. He straps the body
down and starts an autopsy, and opens up his black heart. And when he goes to
pull it out of his chest, that's when Jason wakes up. But what we don't realize
is that this guy is actually Jason's brother, Elias. And then Elias consumes
his brother's black heart, and thereby takes Jason's power. Eventually, we
dropped the whole Elias character from the script. But that's where the basic
concept of the movie evolved from, and the idea that Jason's essence could move
from one body to another.


Dean
came up with the idea for Creighton Duke, a bounty hunter who had been trailing
Jason for years. We thought that was a great idea, because anything that could
complicate the formula in a positive way should be in the movie. We were also
trying to play a bit more in the Terminator realm. Another choice we
made was to create a group of more believable adult characters that functioned
as a logical part of the community. And although we eliminated Elias, we still
wanted to tie in the idea of the Voorhees family tree into the mythology of the
series—that
it took a Voorhees to kill a Voorhees, all that stuff. 


However,
at the end of the day, we knew this was still the equivalent of a wrestling
picture. We had to be true to the roots of the franchise. I was just not that
concerned with having Jason in every frame of the film. I didn't care. I felt
like the previous eight movies gave you plenty of that. But everyone who made
this movie was a fan of the series, contrary to what some diehard fanatics of
the franchise have said. No one was trying to hurt the series. Ultimately, we
just wanted to honor the fans by giving them something different.




SEAN
CUNNINGHAM: 


Adam
is an absolute bundle of self-possessed energy. And he always wanted to be the
director of the play and he put on the shows. He
was always like, "Do it! Do it! Do it!" He's such a type-A personality.
And I don't remember how I got to talking with Adam, but he was, or so he
seemed to be, a horror aficionado. He knew this stuff inside and out. I didn't
know anything>. I just did not follow
these trains of thought>—boy, did I not care
about Halloween III or whatever! So I knew I wasn't the director for
this, but I also knew I could help, and talking to Adam, he really had such a
passion for it. And without that passion, the picture wouldn't be any good.




NOEL
CUNNINGHAM: 


What
became The Final Friday not really a Jason movie. Adam had his own
concept. And of course, ideas got developed away from that and back to it. But
Adam had passion in spades, that's for sure. You get caught up in it. Plus,
it's difficult to get a green-light on anything as it is, so that is what we
went with. 




KANE
HODDER: 


There
was a little bit of concern about Adam's inexperience, all around. But what
helped sway opinion was that we did some test shooting before Adam was
officially given the job. New Line and Sean both said, "Before we say you're
doing this, go out and shoot a scene." So we shot a scene that had nothing to
do with Jason, where the two guys point guns at each other in the jail cell.
And everybody was reasonably impressed with it. 




DAVID
HANDMAN, Editor: 


Jay
Huguely had originally written a script for Jason Goes to Hell that was
unintelligible, but Sean had to turn it into New Line the next day. This was
like the final draft that was supposed to become the shooting script. So Sean
said to Dean, "Listen, you have to do me a favor. There's no way New Line is
going to be able to green-light this script the way it is." So Sean locked
himself in a room with Dean for four days and wouldn't let him out until the
script was done. And what we ended up with was a barely greenlight-able script.
But I take my hat off to Dean that he could get as far as he did in only four
days. 


Lewis
Abernathy, who had written Deep Star Six for Sean, also came in and he
wrote the opening sequence. And I remember seeing Leslie Bohem in the office,
who did a last-minute polish as well.




NOEL
CUNNINGHAM: 


You
want to find somebody who is young and talented, that needle in the haystack,
and then you try to develop that relationship. Sean has done it with Dean
Lorey, and Todd Farmer on Jason X. Leslie Bohem had worked for Sean
before. Leslie is listed as "Executive Typist" in the credits of Jason Goes
to Hell, and he came up with that himself because he did a pass on the
script over a weekend and didn't want to take credit, but per WGA rules, you
have to take a credit of some sort. At that point, Leslie had sold already sold
something—I
think it was Daylight or Dante's Peak—so he was starting to have a name. A
credit is a credit, but a credit can hurt you.




Armed
with a script that was, by design, radically different from any other Friday
the 13th, Sean Cunningham decided that the casting of the as-yet-untitled Jason
Goes to Hell: The Final Friday also required a unique approach. Once again,
Cunningham called upon veteran casting director Barry Moss—who,
like Cunningham, had not been associated with the series since the original Friday.
But unlike the casting sessions of the summer of 1979, Moss was being asked to
look beyond the fresh young faces that Hollywood had to offer up for Jason's
annual summer smorgasbord, and to bring together a more experienced cast to help
create a believable—and hopefully more
appealing—ensemble. For the first
time in the franchise's history, not a single teenage character was featured in
the script. Instead, Moss would assemble a cast of recognizable faces culled
largely from series television, including Erin Gray (Buck
Rogers, Silver Spoons), Steven Williams (21 Jump Street) and
Allison Smith (Kate & Allie), as well as Friday the 13th: The
Series alum John D. LeMay (the only actor to appear in both incarnations of Friday
as separate characters). Even if some of the casting choices were not always
unanimous, Jason Goes to Hell would be the first Friday to make a
sincere attempt to cast without regard to age, ethnicity or even gender. 





Boys with guns. Friday the 13th: The Series regular John D. LeMay (left) would star as an entirely different character, Steve Freeman, in Jason Goes to Hell. "It was a childhood dream come true. I got to jump over handcuffs, shoot a gun, and kill Jason," says LeMay. "What could be cooler than that?" He's pictured here with director Adam Marcus' brother, actor Kipp Marcus, who co-stars in The Final Friday as Officer Randy Parker.


ADAM
MARCUS: 


I
wanted characters that were as interesting as Jason. Tommy Jarvis was a very
interesting guy too, so I think that's why he showed up a few times in the
earlier movies. But otherwise, you rarely had characters in the previous movies
that you wanted to root for as much as you wanted to root for Jason. So at the
end of this movie, when our hero is pummeling Jason with a shovel, I really
wanted people cheering him on instead, you know?




DEAN
LOREY: 


We
wanted to take a lot of the dopiness out of the character's decisions. In the
other Friday films, people tended to do things for stupid reasons. We
decided that by making the main characters a bit older and giving them real
lives outside of just being lunch for Jason, we could give them more depth and
subtext.




BARRY
MOSS, Casting Director: 


The
reason Jason Goes to Hell happened for me was because Sean was being
very generous. My mother was dying of cancer and she lived in Los Angeles. And
he said, "Why don't you come cast this movie? Then you can stay at home
with your mom." Which was very nice. 


I
certainly didn't have the same reaction to this script as I did to the first
one, which I absolutely loved. I did Jason Goes to Hell because I love
Sean, and I did it to be home. And I did believe in it enough that I could tell
an actor that I thought it was a good thing for them to appear in. Because by
1992, it was not such a prestigious thing to do a Friday the 13th. There
had been eight of them, so it was more difficult to get good people, certainly
compared to the first film.




JOHN
D. LEMAY, "Steve Freeman": 


I
was born in Minnesota and grew up in Normal, Illinois. I won a talent contest
in seventh grade or eight grade, and one of the judges was the director of the
local summer musical theater program and he asked me to audition for him. I did
"You're a Good Man, Charlie Brown." I played Linus. I quickly discovered that I
was a ham, and loved being in front of people. Then later in university I
majored in musical theater and discovered it had a deeper resonance for me, and
the self-discovery that goes along with that led me to start feeling like an
artist of sorts. Though it's funny, I've never been crazy about horror movies.
When I was a kid I used to try and stay up late at night and watch a show
called "Creature Features" that showed movies like the original Frankenstein
and The Wolf Man, but I'd always end up falling asleep and never make it
all the way through.


Before
I came to L.A., I went to Illinois State University in Chicago. I was doing an
internship at the Geffen Theatre and working part time at MCI
Telecommunications. There I was, looking down through the window high above, at
my agent's office on Michigan Avenue, just hoping and praying that something
would happen to take me away from the miserable cold and winter on the streets
below. Then it happened very quickly. I did all the agent rounds and stuff, and
got a couple of commercials right off the bat. Next thing you know, I was
reading for a movie called Once Bitten that Jim Carrey ended up doing,
and I was being touted as the next John Cusack, who was very big at the time
and also from Chicago. All of a sudden my agent sent me to L.A. to get more
high-profile representation. So I kind of got the red carpet treatment very
early in my career. 


I
was slowly building up a resume when I got the lead on Friday the 13th: The
Series. I was on it for two years but left before the third. It was a great
experience. I was working every day for two years, and I came out of that a
much more confident actor. But every interview I did during the TV series spent
a lot of time comparing the show to the movies, even though the only thing they
had in common was the title. Â So I tried to disassociate myself from it, and I
left the show in 1991 after the second season. 




TOM
MCLOUGHLIN, Writer & Director, Part VI:



I
directed the episode "Prophecy" of The Series, which was a two-parter and
the last to feature John LeMay. Frank Mancuso, Jr. said to me on that episode,
"We're going into the third season, and the kid playing Ryan, John LeMay, he wants
to get into features." And there quickly became this whole cynical thing about
John leaving, like, "Oh, yeah, all we're going to hear from him in the future
is, 'Do you want fries with that?'" But I thought John was a good guy, very
sincere. A very dedicated actor. And everybody else wants to do better things. 




JOHN
LEMAY:


After
I left The Series, I ended up auditioning and auditioning after that and
only getting a few commercials here and there. I actually started to think,
"Hell, I like movies but there might be something else I like to do besides
acting?" Like maybe art direction, or production design. So I ended up taking an
Emergency Medical Technician class with Sam Mahoney, who was the First AD on The
Series, and ended up also First AD-ing Jason Goes to Hell at the same
time we were starting this class. Then Sam mentioned one day they were having
trouble finding the lead actor for this Jason movie, and would I be interested?
I hadn't worked in a while, and I went in and met with Adam Marcus. We talked
for a while and they offered me the role.


To
do a Friday the 13th film right after the TV series—I
wasn't sure it was the right move. For me, it was a job. I read the script, and
I got to be the hero, and I got to live, and kick Jason's butt, and it all
seemed like fun. Plus, they created a myth around Jason and given him a curse
to deal with which, in a sense, goes along the lines of the way The Series
played. And Adam's enthusiasm was infectious. He really wanted to make an
old-fashioned horror film, and make characters that hadn't always necessarily
been three-dimensional in the past Fridays. That's what Adam and I
initially talked about when we met, and that's what made me excited to do the
movie.




ADAM
MARCUS: 


John
had done The Series, which actually worked against him. There were some
reservations in the air about casting him because of that reason. But I liked
John. I thought he had a very interesting quality. And when I described the
role to him I said, "You gotta think of a young Bruce Willis." I
wanted a lot of comedy, and John is a very serious actor, so I think he was
sort of intrigued by that. So we went with him. 





Newcomer Kari Keegan would win her first lead role as Jessica Kimble in Jason Goes to Hell: The Final Friday.


BARRY
MOSS: 


All
I can say is that I was against casting John LeMay because he had done the Friday
television series. I really wanted an actor named Raphael Sbarge to do it.
I can't remember whether Raphael ultimately didn't want to do it, or whether
they ultimately didn't want him. But I know I was disappointed—not in John in
any way as an actor, just in that I didn't think it was very interesting or
very creative to have him play this role.




KARI
KEEGAN, "Jessica Kimble":


I
was just one of those weird children who decided when I was five years old that
everybody in my neighborhood was going to be an actor and I was going to be their
director. I would write these plays and direct and act in them. I think it was
just something I was born to do. And my parents were the kind of people who
said, "Go to college, get an education, then if you still want to act, you can
do it." 


I
moved out to L.A. with a guy I was dating at the time and my best girlfriend,
and we all had the same agent. They both happened to be really attractive
people and got auditions for Jason Goes to Hell. But the girl who was
supposed to go from our agency cancelled at the last minute, so they called me
and said, "You can go>—even though you're not Friday
the 13th material." I guess, apparently, Friday the 13th girls
are what I call "POW" girls: POW hair, POW boobs, POW butt. I was
kind of like a normal-looking girl next door girl. And I actually went in to
read for the best friend, the part that Allison Smith played. I got called
back, and it was like, "Kari got called back and nobody else did!" It
was a big scandal. 


Then
I went in and read with all of the girls who were reading for Jessica, and I
was in the room when they left and heard them talk about what they liked and
what they didn't like. And then Sean Cunningham, toward the end of the
afternoon>—I think I had read with
maybe eight or nine young ladies>—said to me, "Let's
see you do Jessica." And this is going to sound terrible, but because I
had been in the room all day and I knew what they were looking for, I stole
from all the girls what was really good. Then Adam asked the girl who was the
last girl to read Jessica to read a lot. I think we did every scene in the
entire movie. 


Finally,
my competitors and I were all in this huge warehouse and Adam Marcus said,
"Can we go play Frisbee for a couple minutes?" I was like, "This
is bizarre." I guess you can tell a lot about how a girl moves when she
plays Frisbee. So we played, and as I was getting ready to leave, Sean
Cunningham came up to me and he said, "Oh my God, you're so in this movie.
We don't know which role you're going to play yet." I thought, "Oh,
maybe they'll give me a smaller role like a consolation prize." And on
Monday, my agent called and said, "You got the lead." I was like,
"Shut up!"




ADAM
MARCUS: 


That
was something Sean taught me as a kid>—he said that any time
you're casting somebody throw a tennis ball or a Frisbee with them. Because if
they can't throw or catch, then there's a whole world of things they can't do.
Of course, you have to laugh at that. But seriously, if they can't, then
they're going to become a pain in the ass, especially if there's any physicality
involved. 


What
Kari had was a very accessible look, and she is a very attractive girl. I
thought that she could have been Jessica, a young mom. She and John LeMay fit
together, too>—sort of like salt and
pepper shakers, you know? And Kari had a good sense of humor—that's
something I am very strict about, that my actors have to be able to laugh and
have a good time. 




ERIN
GRAY, "Diana Kimble": 


I
didn't want to do a horror film, but Sean Cunningham called
me up and said, "Well it's not really horror, it's really black comedy. I
guarantee that when you go to the screening, they're gonna be talking back to
the screen and laughing and nobody will be scared." Sean talked me into
it. And he really was flattering and said things like, "I'm really a fan
of yours and I'd really like you to do this." There's
nothing like having a producer beg-it makes the actor kind of go, "Okay,
well if he really wants me that bad..."




STEVEN
CULP, "Robert Campbell": 


I
was a "theatre actor" at the time, but this was a lead in a movie,
and I really needed to do that, even though it was a Friday the 13th.
And the people involved were fantastic. Just the fact that Barry Moss was
casting, it made me go, "Okay, I'll read the script. I will think
seriously about it."




JULIE
MICHAELS, "Agent Marcus": 


Before
Jason Goes to Hell, I was purely acting and not doing stunt work. I
co-starred with Patrick Swayze in Road House and Point Break,
which Keanu Reeves was also in. Then one day Kane Hodder called me. He was up
against the wall on a project, because they really needed an actress who could
do their own high fall, which is a difficult stunt. In college I had been a
gymnast and a marital artist, so I knew I had physical ability. And the
gentleman I was dating at the time was also a stuntman. So I went in and did it
and it ended up working out great.


When
I went in on Jason Goes to Hell I had just done Witchboard 2 and
had blonde hair, so when I read for the part of Agent Marcus, the casting
director looked at me and just said, "No, you're totally not right for this." But
I knew I was. So I went home, colored my dark, had my agent call them under a
different name, and then went back in. After the audition this time they said,
"Oh, you're perfect! You're booked." Then I go, "Okay, actually, I'm Julie
Michaels." And they went, "No way, you're not!" I guess dark hair lends more
integrity to a role. Sometimes
they can't see past the blonde hair. 





"Making a horror movie brings out the kid in all of us," says actress Erin Gray, who stars in Jason Goes to Hell as Diana Kimble. "I loved going to work with a knife in my back." 


LESLIE
JORDAN, "Shelby": 


Right
out of high school I went to work with race horses, and I wanted to be a jockey.
And I was an exercise rider for a long time. But being a jockey didn't work
out, so all of a sudden I was 28 years old and what was I going to do? So I went
and got a degree in theatre and then decided that if I was going to starve, I
was going to starve with a tan. I just got on a bus and came out to L.A. It
dropped me off right at the corner of Vine and Fountain. And, boy, that was it.
I got really lucky and started doing commercials, then sit-coms. I got on
"Murphy Brown" the first season, and I was on "The Fall Guy" Now, everyone
knows me from "Will & Grace," as Karen's nemesis.


And
after I came to L.A., I was Rick Baker's poster boy. I did a lot of
prosthetics. I went to the Mojave Desert with Boy George for a commercial for
Sake Coolers for three weeks, and had 40 prosthetic pieces on my face—fake teeth,
gold-speck lenses, eight-foot flags. I was a punk geisha monkey. I've done a
Smurf. I even danced on Sunset Blvd. in a Care Bear costume at the premiere of
the Care Bears Movie. And make-up, let me tell you it's miserable work.
You're there at 3 a.m., and by the time everybody arrives at 8 o'clock, you've
been in makeup for five hours and your day begins. It's just miserable. So when
Jason Goes to Hell came along, that was my only reservation—that I'd have to wear
make-up. Was I a fan of the
horror genre? Not really. But I'm the biggest whore in Hollywood. I love when
actors say, "I won't do this because I don't want to get typecast."
My commercial agency gave me a list once and said, "Check the products you
won't do, like Tampax. Or, if you're vegetarian, that you don't want to do
meat." And I'd do whatever. Diarrhea medicine? Sign me up. I take whatever
comes my way>—I've got to earn a
living. 


Jason
Goes to Hell was a grueling audition process.
They kept having me in over and over. I kept thinking, "Good God, just
make a decision!" Finally, they switched my part with Rusty Schwimmer's. I
remember Adam saying, "This is going to have a little bit more comedy than
the others."




RUSTY
SCHWIMMER, "Joey B.": 


I
always say I got into acting because I had no choice. That was the only thing I
thought I could do. And it was the only thing I ever wanted to do. And when I
moved out to L.A., I said to my agent, "There are two things that I really
need to do: a horror film and a soap opera. Because they're so bad, they're
good."


The
funny thing is, my agent was like, "There's this new Friday the 13th,
and even though the character's a man, I think you'd be really good for
it." So when I walked in for my audition, I did a fake-out on Adam Marcus
and the casting directors, where I said, in this beach bunny voice, "Hi!
So nice to meet you!" And they were like, "What the hell is
this?" Then all of a sudden, I switched into my Chicago gangster voice:
"What the fuck are you doin'!? What the fuck da you want!?" And they
were dying. They asked me to do it again because they were laughing so hard.
Then they brought in Leslie Jordan and put us together, and Leslie is like a
little elf, and an incredible actor. And he started calling me
"Pookie." Which was great, because he was supposed to be the
"man," but he's so femme. And they were all laughing even harder.
Right there, on the spot, Adam just said, "Why doesn't he play your
husband? It'll be hilarious!" And that's a really good testament to Adam,
because he was up for anything. So we ended up making up a lot of stuff just as
we were doing it.




ADAM
MARCUS:


Casting
Rusty and Leslie together was so inspired. The minute we saw the two of them
together, the whole room just burst out laughing. But there's also this bond
that happened between the two of them in the movie—they
are so loving with each other that it became more than just a sight gag, it
became endearing. And when they died in the movie, you were actually sad to see
them go. That's what we were going for>—we tried to get as much
of a familial, loving connection between the characters in the movie as we
possibly could. And genuine humanity.




RICHARD
GANT, "Coroner": 


I
had been in New York City for 10 years, and I thought I'd never leave. But your fortunes change, and
your blood thins, and I came out to Los Angeles to do Rocky V. Then I
had known Barry Moss and Julie Hughes when they cast me in The Cosby Show.
They called and said, "Richard, you don't have to audition. Just come by
and do us a favor and do this role." And it was wonderful, because I was
fresh to it. I had never seen Jason or Freddy or any of these guys. Although at
first they weren't sure what role they wanted me for—originally
they had me read for the part Steven Williams eventually played. 




STEVEN
WILLIAMS, "Creighton Duke":



I
actually started out as a model. And I was in the women's apparel business,
selling clothes in Chicago on Michigan Avenue, which is sort of equivalent to
LA's Rodeo Drive. This was around 1971 or 1972. The
thing is, I'm incredibly talented. I'm blessed. I've never taken an acting
lesson in my life. I'm the most opened-up free spirit I know. I also believe
that you can't teach anyone to act. You either have it or you don't. 


Flash
ahead to February 1991 and I had finished doing
"21 Jump Street." I remember that because I directed the
very last episode of the series. Then Stephen J. Cannell gave
me a show called "The Hundred Lives of Blackjack Savage," starring myself,
Daniel Hugh Kelly and Roma Downey, about a 17th century ghost who
was a pirate. It was a terrific show, but we only did six episodes and it got
cancelled.


I
was between shows and just hanging out when Jason Goes to Hell came
along. My agent called and said, "I've got an audition for you and it's
for Friday the 13th." I read the script, and it was a bounty
hunter, and to me, this guy was a stone-cold cowboy. I said, "If I can
dress like a cowboy, I will do this role." So I had cowboy hoots, a hat,
and I borrowed one of those long outback coats from a buddy of mine. I just
went in and said, "If I'm your guy, this is the way I want to do
him." Then, when I went back, they had this strange costume for the guy,
and I said, "No, I want to do him as a cowboy." And I still got the role.




ADAM
MARCUS: 


After
the casting of Rusty and Leslie, it really shook things all up—the
two of them completely changed our perception of our own movie. We started
asking, why aren't we casting against type more? It gave us the courage to cast
Steven Williams. And for one very important reason. We started looking back at
George A. Romero's movies, and Romero's statement of placing African American
actors in hero roles, which to me has always been an inspiration. 


Steve
just made us laugh. Too many guys came in and read that material totally
straight. Even the Candyman came in to read, Tony Todd. He was wonderful, but
again, it was like he was still doing that role. We wanted someone who was as
perverse as Quint in JAWS. Dean and I had always talked about Creighton
Duke as being the one guy people would really talk about when the movie's over.






"That camper being split up the middle is, without a doubt, the most disgusting moment in the history of Friday the 13th!" —Adam Marcus


Despite
his inexperience as a director, Adam Marcus strove earnestly to create an open,
sociable, actor-friendly atmosphere on the set—although
not one without a few quirks. Off screen there would be a conflicted lead
actor, a "bounty hunter" with a fondness for dropping his pants, and
an action-heroine who ended up with a broken toe on the very first day of
shooting, compliments of a dropped flashlight. Not to mention heated arguments
over hockey masks with a budget-conscious producer still somewhat uncertain
about his choice in hiring a neophyte to helm his $3 million production. But no
matter how crazed the on-set antics became, both cast and crew came together in
a sincere and committed attempt to create the most audacious Friday
the 13th yet. 




ADAM
MARCUS:


Â I
was 23.
I was a dumb-ass. But I was just egomaniacal enough to think I could pull this
off. There was fear. Definitely. That first day of production I was ready to
blow my brains out. I was like, "What the hell am I doing!?" But the
nice thing was that after the first two days of dailies came back, I remember
Michael De Luca at New Line coming back and saying, "We're set. This is
going to be great." And that was it. We never, ever had New Line bothering
us again. I was very lucky.


I
also have never liked the auteur theory of filmmaking. I think movies are made
by communities of people and I think those communities have to enjoy their
work. Otherwise, you know, do electrical work on someone's house, not make
movies. You'll make better money, too.




STEVEN
CULP: 


Adam
was into creating this little commune during Jason Goes to Hell. He had
us come in a week before to rehearse. We would all play basketball and games
together. So I was able to come in with ideas and get feedback from Adam and
everybody on the set. I felt like I was at home. There was this feeling that
we're all creating something together, even if it was this silly little horror
film.




LESLIE
JORDAN: 


We
had great rehearsals. We did a staged reading around a table. Film is not shot
logically—you
shoot by location, primarily—it's really hard as an actor to sometimes
see, from reading a script, exactly what your place is. At what point are you
at what emotional level? Sometimes it can be simple—you're being
chased by a guy with an ax. But there's something about sitting around that
table that is important. Especially since this one was one of the funnier of
the Fridays.
And I'm guilty of being over-the-top, especially because I do so many sit-coms.
You raise an eyebrow and I'm up there like "The Three Stooges." We had to find that
right tone. I think Adam did that 




HOWARD
BERGER, Makeup Effects Supervisor: 


It
was a long shoot—like
nine weeks, which is unusually long for a film like this. And we were bouncing
all over the place. Some stuff was shot in Chatsworth,
California, then some stuff in Malibu, , and more stuff in sound stages down
off of Robertson Boulevard. 


Adam
made a point to not cast cheesy teenagers. He got a lot of really good people,
which made it fun. We were all like best friends. We
worked 18
hours a day and then we would spend the weekends together
just having barbeques at my house, or partying at Adam's place. It was very
family-oriented. Adam stayed strong to what he wanted to do. He didn't back
down. And Adam was young. For me, it was fine. We've worked with a lot of
directors that had never shot a film but this was extremely pleasant. He was so
enthusiastic and had good ideas. I think he believed in what he was doing so
strongly. He had a good support group, too.




JULIE
MICHAELS: 


I've
been in the business for a while and I've worked with some of the biggest
directors and they have their processes. But the one thing they don't have is
that fresh energy. Adam wanted so bad for his film to be better and different.
I thrived on that. I love anybody who has that much drive to make something
work. I've learned from my experience in the business not to be afraid of young
people because their energy can create a completely different environment. 


There
was one scene we were shooting early on, where my feet were pretty bloody after
running through the forest for days and days. And when Adam realized I was
bleeding, he picked me up himself. Little old Adam Marcus, right? And he
carried me back to where we were seated to clean my feet off because they were
so bloodied. I just wanted so bad to get the shot for him. You wanted to get it
for him. I'd still follow Adam anywhere.




RICHARD
GANT: 


Adam
was funny to me. I remember one time he walked onto the set and, for whatever
reason, they had started the scene without him. The assistant director, for
want of anything better to do, had already called "Action!" But Adam
handled it with grace. He just walked on the set, and the look on his face was
priceless.




KARI
KEEGAN: 


Adam
Marcus wore lifts in his shoes, I'll tell you that. Because he's short. And I
only know that because I was in the wardrobe room and I was like, "Whose
high heels are these that don't look like high heels?" And they were like,
"Shhhh!" He thinks he's tall, though. He would be like, "I'm
5'10"." And I'm like, "Honey, you're 5'8"!"





Arguably the signature kills of Jason Goes to Hell are the murders of two amorous campers, Luke (Michael Silver) and Deborah (Queer as Folk's Michelle Clunie). The scene was actually a reshoot completed months after the end of principal photography. Test audiences had demanded more traditional stalk and slash elements in the film, and that is what they got—one of the most graphic ever seen in a mainstream film, Friday the 13th or otherwise. "That gag was pretty violent," agrees makeup effects supervisor Greg Nicotero. "We had a whole fire extinguisher filled with blood. Right after the moment of impact, when the weapon is thrust through the fake chest of the girl, we did a quick count of "3, 2, 1!" Then we just let it rip. So as the body ripped upward, blood sprayed everywhere. It was really grotesque!"


STEVEN
WILLIAMS: 


For
me, taking Jason Goes to Hell was about another experience in the acting
world. It's always about rent. I don't care what anybody says. People talk
about doing art—it's
about rent first, then art. So for me doing the movie was about stretching out,
doing something a little different. And I had just come off of doing five years
of playing this cop, this authority and father/mentor kind of figure on "21
Jump Street," so this was good for me, too.


Adam's
age didn't bother me at all. You looked at Adam and think, "Wow, this guy is
young." But, again, knowing how I came into the business, as an untrained
individual who had the talent and the energy and the ability to do this, I
respected him. Adam had a definite handle on who he wanted these characters to
be and how he wanted them to be. And at the same time, he valued your
contribution, where you were coming from. I'll have my input and my little
quirks, but as long as I'm on the same page as the director, the producer, the
writer, then I can work for you.




RUSTY
SCHWIMMER: 


Adam's
such a good soul. What I loved most about him was that it was truly a
collaboration. He had a lot of guts to listen to other people. His ego never
got in the way. One time, I thought it would be really funny if I used my pinky
nail to make the eyes of a Jason hamburger. Adam went, "Okay, do it!"
Adam almost never negated anything I wanted to try. We were basically at summer
camp and they just happened to film it. 




ERIN
GRAY: 


There
is something about shooting a horror movie that brings out the kid in all of
us. I loved going to lunch with a knife in my back.




STEVEN
CULP: 


I
didn't really get to work with Erin that much, but she was really, really
sweet. There was one night when we had to be on set really late on a Friday
night. Erin came up to me and she says, "They want me to waive my turnaround."
Meaning, because she was due to be called back at a certain hour on that
Monday, if they didn't give her enough turnaround time over the weekend they
would have to pay her. And
I couldn't believe she was asking me for advice, you know,
because who was I? She had done all this work and was sort of like the star on
the set, and she's asking me? Â I thought she was just so very nice and
quite lovely.




RUSTY
SCHWIMMER: 


Oh
my God, I loved Erin Gray! As sweet as could be. She was awesome. And what I
loved most about her was that she was completely game. She understood that this
was in good fun, too. You go, girl! 




ADAM
MARCUS: 


Steven
Williams is probably going to kill me for telling this story. There was a scene
we were going to shoot that involved an effect, which required an appliance be
put on Steven's leg. And he had to pull his pants down to attach the appliance.
Well, the costume girls came in with one of the K.N.B. effects guys, and while
they're working on the appliance, the costume girls had to fit the hole in
Steven's jeans. So Steven drops his pants and isn't wearing any underwear. And
all we saw were two screaming costume girls running right out of this room. 


Steven
was definitely sort of a ladies man. He was partying so much at night that he
would fall asleep on set between takes. He would just like put his head down
and be asleep while we're moving equipment around him. But I gotta tell you, I
have never met an actor who came in with a better knowledge of his character,
or who was more prepared. This guy was ready every second of the day, any time
we needed him. He's incredible. 




STEVEN
WILLIAMS: 


I'm
a very loose individual on a set. I'm going to do my thing, I'm going to have a
good time, and I'm going to be gregarious. But I've been reprimanded on sets
for flirting too much with the women. And I absolutely played up the sexual
angle of my scenes with Erin Gray. I found her to be a very good-looking woman.
I don't know what she had going, but that was my whole intention in terms of
our scenes together!




KARI
KEEGAN: 


I
understand why actors and actresses fall in love on set because it's like
instant family>—instant brothers and
sisters and instant friends, because you depend on these people in really
intimate ways. To make sure that you don't get hurt, that you're acting with
somebody, that somebody's directing you. I was sure I was going to get fired
every day. I was 25
years old. This was my first movie, and for everybody else, it wasn't. I was
the rookie in the group and felt a lot of times like, "I'm not doing this
right." 


I
dropped a flashlight on the first day of shooting and it broke my toe. This is
the scene in the garage, where Steven Culp attacks me. That is the first thing
I shot, and now I thought my career was ruined by a flashlight and a broken
toe, because they're like, "You still have to get out of the car and
run." But Adam was very open about coming up with new ideas. I think
sometimes it was out of desperation. So John LeMay was just like, "I'll
carry her! It will be funny." So if you watch the movie, there's a scene
where John's character is pulling me out of the house, and he throws me over
his shoulders kicking and screaming and carries me to the car. And John is
honestly not much bigger than me!




JOHN
D. LEMAY: 


My
character tends to take all of this very seriously, and out of that seriousness
may come some moments of humor. At least, that's what I've tried to do. But
let's face it, it's hard to be humorous when you're trying to fight the devil.
I saw Steve as just an ordinary guy in extraordinary circumstance, you know? So
there wasn't really any layering of attributes that I had to throw on to
myself. 


I
think all actors want to be doing roles that reaffirm our love of acting, and
being able to grow and discover more about yourself through performance. I
wanted to be doing Angels in America. But you just don't always get a
chance to do that. And certainly Jason Goes to Hell didn't lend itself
too much to that kind of enlightenment. But Adam was very generous to the
actors. He wasn't tied to the script. He loved to let people discover things. This
was a daily occurrence, which made it an incredibly rewarding experience for
most of the people involved. 


Steven
Culp is another great actor. He was tremendous to work with. And I think Steve
was very ambivalent at times, as I was. I had conversations with him about what
we were doing and what we aspire to be, as actors. And we all seem to take
ourselves, as actors, quite seriously at times. Looking back, I think it's very
important to have maintained a certain levity about it all.





Famous Los Angeles radio personalities Mark Thompson and Brian Phelps made their screen debut in Jason Goes to Hell. "Friday the 13th was one of Brian's favorite things," remembers director Adam Marcus. "One day, he went on the air to ask for a part in the next movie for his birthday. I actually heard this live in my car. I called up and said, "If you're really committed, I will write a part for you today. I'll even give you a hideously gory death." So Brian got his birthday wish—they had one great scene, they got slaughtered, and they even held a live radio show from the K.N.B. effects shop when they were getting their life casts made."


STEVEN
CULP:


Â I
wouldn't be surprised if we were all conflicted about doing it. And John was
not the original choice. Jay Underwood was going to do it first, that's what I
remember. But Jay dropped out at the last minute because he was nervous about
doing a Friday the 13th, too. So John stepped in. And he made this guy a
fully human being. As did Kari with her character. But I did think that John
was kind of offbeat casting for a hero. 




RUSTY
SCHWIMMER:


Steven
Culp made me laugh. He's very serious. When we were doing the scene where I
beat the shit out of him, he was like, "We have to do it this way and that way,
blah blah blah." And I've seen him since, and I he's lightened up a bit. But he
was so serious at the time it just made me laugh even harder. We just had
different ways of doing things, but I have to respect that. He's an awesome
guy, and a very good actor.




ADAM
MARCUS: 


John
and I had originally talked about bringing a comedic quality to his role, but
once we started the shoot John suddenly wanted to get very deep into it and be
very emotional about it. He almost went for a darker view of the character than
we initially explored. We even ended up rewriting several scenes for that
reason. For example, there's one scene that's not in the film, but I think it
ended up on the DVD>—the diner scene where
they're pulling all those pranks. Those jokes were originally very big, funny
and dirty. And John was sort of against that. He really didn't want to do that.
That wasn't where his head was at with the character. So it was rewritten. 


But
John's a very good actor, and very, very serious. I'm thrilled that we cast
him. He brought a certain gravity to that role. The only thing I would say for
John was that, ultimately, I still wanted to get a little more sense of humor
out of that character. 




KARI
KEEGAN: 


You
know the Holiday Inn off the 405 at Sunset? I had only lived in L.A. for four
or five months when I was doing the movie and I didn't really know my way
around very well. One night at three in the morning, I was released from the
set out in Agoura Hills. And at the time I was living right across the street
from Hollywood High, and if only I had known I could have just gotten on the
170 and gone like two blocks I wouldn't have been driving and driving and
taking a detour and ending up on Sunset Boulevard. So it's like 4:15 a.m. by
this point and I see the Holiday Inn and go in to ask for directions. There's a
person behind the desk, and I say, "I need to get to Hollywood—do I need to go
right or left?" And the guy looks at me, shocked. I say again, "Right or left?"
Then I see behind him is a mirror, and I realize that my face is covered in
blood. And I have this huge hand-print across my neck where someone has been
strangling me. So I paused and thought, "I can either stop and explain why I
look like this, which will probably
take 20
minutes,
or I can just get in my car and go." Then he said, "You go left," I say,
"Thanks!" and jump in my car. I look back in my rearview mirror and he's
writing down my license plate number. I'm sure he was thinking, "She's just
butchered her husband." 


After my Holiday Inn experience, John thought it would be better
to just pick me up and take me to work. We became really good friends after
that, and then me and his girlfriend at the time and I also became really good
friends. John LeMay? Love. We had great chemistry. And when we would drive to and
from the set we would talk about our characters. What
was appealing to me about Jessica was that she was all about returning home,
and caring for her baby. Everything else was a byproduct. She had something
more going on than protecting herself from the monster. And this whole history
of John's character, Steven, not really being there for her to both John and I
it seemed like there was more to all of this than just another horror film. I
approached it as, "What can I act in this?" Not, "How many times am I going to
be half-naked and screaming and running?" Which, certainly, I did. But Jason
Goes to Hell seemed more like ALIENS to me than Friday the 13th.





STEVEN
WILLIAMS: 


To
this day, I don't quite understand some of those lines in Jason Goes to Hell.
I wanted to give Creighton Duke some dimensions, because the man was a little
bit wacky. What was that one about the pink hot dog thing and the doughnut? I
just figured this Creighton Duke guy was crazy. So you give it ambiguity. You
say something, get a crazed look in your eyes, and just let the audience try to
figure out what the hell is going on. 




DEAN
LOREY: 


Perhaps
our biggest decision was to take Jason from being this unknown killer in
Crystal Lake to being Serial Killer #1, to make him very well-known and
establish that everybody wants to kill him. That's one of the reasons the
Creighton Duke character is in the movie. He also addressed the question of why
Jason keeps coming back every time he's been killed. That allowed us to get a
bit more tongue-in-cheek and have more fun with the movie.




STEVEN
CULP: 


It
is a very violent movie. I have an ambivalent response. Because it is a lot
more violent when you see it onscreen than it feels when you're actually doing
this stuff on the set. I would've been happier, and we all probably would've
been, if it had been more of a humorous, outrageous adventure, and a thrill
ride. But at least from what I understood, that was simply the requirement of
the franchise, as well as the studio putting their hand in and going,
"This is what we want. This is what it has to be." 




ADAM
MARCUS: 


The
Final Friday is not really a slasher movie.
Those movies are all, "Set 'em up, knock 'em down." We wanted to go
more for a Terminator kind of thing, especially like in the scene when
Steven Culp comes charging into the diner. That scene is like something out of
a Sam Peckinpah film. We got to do a lot of great shots, with stylized lighting
and even slow-motion. I think it is probably the most effective scene in the
film.





Lights, camera, deep fryer. Shelby (Leslie Jordan) gets cooked, with a little help from a Jason-possessed Robert Campbell (Steve Culp), while diner owner Joey B. (Rusty Schwimmer) looks on.


RUSTY
SCHWIMMER: 


They
armed me with some kind of crazy .44 Magnum for that scene! Which is so funny,
because in real life, I'm so anti-gun. But once the guns came out, suddenly all
of us girls in the cast got all this testosterone. Those were probably my
favorite moments making Jason Goes to Hell. We'd all be in the back of
the diner set, just shooting shit for fun, and cracking ourselves up.




LESLIE
JORDAN: 


I
look back, and I think it was perfect I was in this movie called Jason Goes
to Hell, because my life was in the toilet at the time—Leslie
was going to hell, too. I was just an absolute mess in 1993. I was in an abusive
relationship with this drug addict. He was this 6'3" cowboy from
Weatherford, Texas who had a belt buckle with a turkey on it. And he had this
horrendous drug problem, but of course I was going to get him sober, so I ended
up in the vortex of his drug addiction. I can remember being on the set of Jason
Goes to Hell in a panic because I hadn't heard from him. I was afraid to go
to work because I thought if I left my car keys he might take it. Then he got
drunk one night and ended up shooting me with a crossbow. He eventually went to
jail for attempted murder.


Anyway,
all this was going on in the middle of Jason Goes to Hell, and the apex
of it was my death scene. Adam Marcus was so friggin' energetic, and I would
come in every day exhausted from having sat up all night long worrying what
this cowboy was up to and where my car was. And here was Adam, right out of NYU
film school, just bubbling. And now I have to go into the french fry fryer. It
was filled with bubbling root beer. So I went in, came up, and out. After the
first take, Adam goes, "Oooh! Oooh! Oooh! Dude, I've got a great idea!
When you go in, can you balance yourself and kind of kick your legs?" And
I said, "Okay, that sounds good." We do another take. Then Adam
again: "Hey, dude, I've got a great idea. Can you flail your arms?" I
sigh and go, "Okay." Seven takes later, Adam's like, "Dude, I've
got another idea..." And I just turned to him and said, "Dude, I've
got a really great idea. Get the fucking shot!" 


Everybody
was like, "What is wrong with sweet little Leslie?" 




ADAM
MARCUS: 


What
was terrific about Dean is that he didn't feel like his toes were being stepped
on because I added a line, or an actor added a line. Both Dean and I had been
actors back in New York, and we knew that we were just gonna play on set and
come up with stuff as we went along. 


Of
course, that can be a double-edge sword. There was always that concern that
we'd go too far astray. Some of the criticisms of the movie have said that. But
I think one of the mistakes of horror movies is that they are so rigid to the
script that they don't allow anything to develop naturally out of situations.
Roy Scheider wrote that classic line from JAWS—"We're
gonna need a bigger boat">—right on the set, okay?
If you're not attuned to listen to what your actors have to say, then you're
cutting yourself off at the knees. 


Steven
Williams was a perfect example of that. He was just so smart and funny. All
that Creighton Duke stuff>, Steven and I talked
about it on the set, and then he just said, "What if I played him as if he
is of ambiguous sexuality?" And I was like, "Dude, that's
great!" And because of that, the whole jail cell exchange between Steve
and John LeMay actually became my favorite scene in the movie. Because it's
eight pages of gobbledygook, just so much exposition it's insane. But the
audience doesn't even realize it because of the way Steven and John played it.
John, when he looks down at Steven touching his hair like that, it's hilarious.
We were able to get laughs, but there was also this nervous thing happening to
the audience because they are so unsure of where it is going. 




JOHN
D. LEMAY: 


We
had our moments on the set where we'd fight about whether we were doing
something that was sacrificing logic for the sake of the storyline. For the
most part, Adam had an eye on what translated as being real. A big part of my
job was trusting Adam to save me from all the moments where the audience ends
up saying, "Why is he going into that house again when he already knows
Jason is there?"


What
was also interesting about doing a horror movie back then is that it was pre-Scream.
Everybody had a great sense of humor about it, but as crazy as the
circumstances in the movie are, I don't think we ever thought about pointing it
out explicitly, or indicating directly that this is ridiculous. It wasn't
acceptable at that point in time to call attention to the conventions of the
genre the way you can today. I also think Adam was just kind of into weird for
weird's sake. And why not, in a franchise that's already over-the-top weird
anyway?




KARI KEEGAN: 


I have a great acting teacher who says there's no such thing as
bad dialogue, there are only bad actors. And there's no such thing as a small
role, just a small actor. But the truth is, dialogue can get really sketchy if
you as an actor think you're a writer and start commenting on it. Dean was
always on the set, and always great about explaining why that line was that way
if you were having a problem. He could not have been nicer or more gracious
with his time, and in his patience on the many occasions where I needed help
understanding why he wrote what he wrote. Then it made sense. One of the things
I learned on Jason Goes to Hell was that my job as an actor is to take
these words and bring them to life, not to rewrite the script how I think it
should sound. Part of the job of being an actor is problem solving, and making the
words real and making them believable. 




RICHARD
GANT:


I
liked Dean's writing, I liked his approach. I found it refreshing. In our
business, you tend to know that these younger people will probably end up
running the industry one day, so hopefully you make a good impression on them.
Although, I have to say, that scene where I tie that cop up, I don't know...
did Jason need a clean face before he killed someone?




ADAM
MARCUS: 


The
scene where Andy Block, who played the cop who attacks Erin Gray, is chained up
by Jason and shaved>—people lost their lunch
at that scene more than any of the gore effects. It was so creepy and so not
what they had seen in other Jason movies, that the reaction was like,
"What the hell did we just see?" I loved that. I was so turned on by
scaring the audience in ways other than just cutting people up.





Gallery: Diner massacre.

DEAN
LOREY: 


One
of the things we decided to do was come up with the most archetypal opening we
possibly could, so that the audience would believe that this was no different
than any other Friday the 13th movie. So the girl is alone in the cabin
in the woods, then we have these jump scares, and she goes running naked out
through the woods. It was just about every Friday clichÃ© we could pack
into the opening sequence. Then, when you least expect it, POW! —we
blow Jason into a million pieces. That was our way of making the audience
think, "Gee, maybe I'd better pay a little closer attention to this film
than I normally would with a Friday movie."




ADAM
MARCUS: 


The
opening of the movie is not unlike what Scream did a couple of years
later. In the first 10 minutes
of that movie, they killed off the best-known actress in the film. That was
total genius. In Jason Goes to Hell, we blew up the best-known character
in our film seven minutes into it>—Jason himself. Like Scream,
we started the movie off leaving people going, "I have no idea what the
fuck is going to happen next!"




GREG
NICOTERO, Makeup Effects Supervisor: 


Adam
had to fight. He really did. He went up against everybody. I remember him and
Sean Cunningham having disagreements about what the vision for the film should
be. And I admired Adam for standing up for what he wanted. I'll tell you, for a
guy who had never directed a film, it's very easy to be swayed by numerous
voices. This person will have an opinion, that person will have an opinion. And
after a while when you get inundated like that it sometimes can weaken your
resolve. But Adam stayed true to what he believed in the entire time. And
that's really hard to do.




ADAM
MARCUS:


I
remember one of the big disagreements Sean and I had was over the hockey mask.
Before I was even hired to do the movie, Sean said, "You can do whatever
you want, but just get that damn hockey mask off of him!"




SEAN
CUNNINGHAM: 


That
is not true. How could you do it without a hockey mask? What was Adam thinking?
I didn't have any feeling about the hockey mask whatsoever. I thought the
hockey mask in Part 3, when it first appeared, was just a way to try and
keep Jason generic. He's the bogeyman. He's not supposed to be a person. On
that level, it was good. Although I did think, "Don't they have any
imagination?" Because it was never explained, it was just there. It was
just a device. But I never had any antipathy toward it.




ADAM
MARCUS: 


Sean's
a liar and you can print that! He literally said to me to get the damn hockey
mask out. Because the hockey mask was not Sean's idea-he had a disdain for it.
He might have changed his feelings for it since, but he sure didn't like the
hockey mask then. So we got it out of most of the movie. And Sean did love the
idea of the body hopping and all that stuff.




SEAN
CUNNINGHAM: 


I
bought into the fact that Adam was a self-appointed expert of the genre, and
that he was the representative of the audience for whom it was being made. It
wasn't being made for me, it was being made for him. So we had to do those
things that pleased him. When you've made a commitment as a producer to your
director, you have to let him direct. But I was involved much more than I
wanted to be. In structural and financial ways, I would guide him. And Adam was
very gracious. On some level, I was kind of his hero. Plus, he had all these
shots that he thought were going to be really cool, so you want to support
that.




RUSTY
SCHWIMMER: 


At
first I thought Sean was one of those cheesy Hollywood producer guys. But then
I saw how fun he was and that he understood what he was producing here. I left
with tons of respect for him. He has a great sense of humor about all this. And
he's very smart, and very savvy. If anything, making Jason Goes to Hell
solidified my idea of having a good time while I work. You need to. This should
never be a grueling job. You should be happy to wake up and go to work in the
morning.




ADAM
MARCUS:


I
made mistakes at the time that were stupid first-timer mistakes. But I had
Sean. And I gotta tell you that even though he and I had many a row, he's a
great teacher. And the one thing about Sean is that with him, there is no
bullshit. Even when he would be nasty, he was straight with you. Sean is also
one of those guys who likes to get everybody in a room together, all yelling
and disagreeing with each other. There were times when Sean, myself, Dean and
Noel would all be arguing on the set, but some of the most brilliant stuff came
out of those moments. I think that communal element was really positive and
really good for creativity. Â Honestly, despite any fights, I don't think any of
us wanted to leave that set.




Adam
Marcus and Dean Lorey's attempts to defy all expectations of what a Friday
the 13th film could be were not limited to the film's situations, characters
and dialogue. They felt it was time to change Jason, too. Although Jason
Goes to Hell would mark the third time actor and stuntman Kane Hodder
inhabited the titular role, Hodder's reservations about the lack of screen time
devoted to the series' iconic main character would later be echoed by legions
of fans who wanted to know why a movie called Jason Goes to Hell was,
for all intents and purposes, Jason-less. Glimpsed occasionally as a ghostly
specter throughout the majority of the film, only to return in the final reel
for a fisticuffs battle-to-the-finish, the Jason Voorhees of The Final
Friday made his presence known in an entirely new way. 


Taking
a cue from Invasion of the Body Snatchers
and The Hidden, the "body swapping" concept of Jason Goes
to Hell required a host of attendant special effects far more fantastical
than had ever been seen in the Friday series. If slug-like worms jumping
from one character's mouth to another, melting heads and swirling dust devils
from hell left many diehard fans scratching their heads, Adam Marcus and his
special effects collaborators at K.N.B. were loving it. This was definitely not
the Friday the 13th your big brother grew up with.





Jason Goes to Hell features more makeup effects and complicated creature designs than any other Friday the 13th before or after. "Our entire effects budget was like a couple hundred thousand," remembers K.N.B. Effects' Greg Nicotero. "Jason Goes to Hell was one of those projects where we were more involved than just hired guns. But we're always up for that because for us it's whatever's going to make the movie as good as it can possibly be."


GREG
NICTOERO: 


We
started K.N.B. Effects in 1988. We hit at just the right time, I think. If we
would have tried to start the company any later, we would have missed that
whole wave of horror movies in that period. We started almost at the pinnacle. I
first met Howard when we both worked on Day of the Dead with Tom Savini.
When, after about four weeks of shooting, it became apparent on that project
that we were understaffed in the makeup department, Howard was flown in from L.A.
to help do some extra makeup. That's where we became friends. So it's not
ironic that back in 1984, in a period that was so influential, that I would
meet someone and create a relationship with has lasted now over 20 years. 




HOWARD
BERGER: 


We
had worked with Sean Cunningham before on DeepStar Six and The Horror
Show. Then Sean called and said, "We're doing The Final Friday."
And we signed on just like that. The very first script we got I really liked a
lot, but it was really hardcore. I remember it started off with Jason as a
little kid with his mother and they were having sex. And I kept reading it and
going, "This is really intense, but I like it because it's different."
Then of course things changed and many of those elements went away. But it was
still chock full of stuff>—that's why it was a
pleasure to work with Adam, because he had such great ideas. Between Adam and
Bob Kurtzman, who was really heavily involved, many new elements were added. We
were allowed a lot of improvisation, and that really speaks to Adam's passion
and enthusiasm for the film. Remember that little creature that bursts out of
the Kipp Marcus character's neck? It was originally just going to be this
little thing running around. Then, it became this big monster. Or that little
creature that shows up at the end? I don't recall that ever being in the
script. That's an example of how we were really allowed to go for it. We just
kept throwing a lot of stuff in and Adam was really open to it.




GREG
NICOTERO: 


After
the slasher wave hit in the early 1980s, there was a backlash. You still had
your Nightmare on Elm Street and Halloween sequels, but by the
end of the decade it was slowing down. That was actually a hard storm for our
company to weather, but we were able to do high-profile films like Dances
with Wolves and Misery to prove that we could do more than gore
stuff. But one of the things that our company has always prided ourselves on is
that we're the only one that's worked on every single '80s slasher character.
We did a couple Leatherface movies, an Evil Dead, a couple of Halloweens,
and a bunch of Nightmare on Elm Streets. And even at that young age we
were at the time, it was fun to think that we had a hand in the sagas that
people would be watching for years to come. People flip out over that stuff,
because those movies influenced so many people. So now we could go, "Okay,
we've done a Jason, too." There was never an attitude of, "Oh, this
is just a Friday the 13th movie, and part nine at that." 


I
really liked the supernatural element of Jason Goes to Hell, which was
never really touched upon in any of the other films—certainly,
the evil that drove Jason was never personified as a creature that could jump
from person to person. I thought that it was a good device to keep the series
going, because we'd seen Jason doing the same thing over and over again for so
long. And all of the supernatural creature stuff was above and beyond the
stereotypical Friday the 13th movie. It's another one of the reasons we
were attracted to the film, because it allowed us to come up with some pretty
cool effects.




HOWARD
BERGER: 


Carl
Fullerton's Jason is one of my favorites, as well as John Carl Buechler's in Part
VII—having
the spine exposed and all that was terrific. So we wanted to incorporate that
into our design as well, and kind of make it look like Jason's skin had grown
over the mask, almost as if it had been fused into one piece. It was as if you
could no longer take his mask off.




GREG
NICOTERO: 


Many
people respond very positively to the Carl Fullerton Jason makeup from the
second movie. It's really a cool look, and I always felt Carl made Jason look
sympathetic but scary at the same time. He was truly frightening—you
would believe that that guy would live in the forest. 


We
wanted to recognize what had come before but also make this Jason our own, so
that's why we went with that misshapen head and a kind of bubbly texture to
him. Plus, we sculpted the makeup as a full-body foam latex suit underneath the
costume, because we really wanted the flexibility of being able to expose as
much skin on Jason as we could, given the fact that we weren't going to see him
through the entire movie. You really only see him at the beginning and then you
see him at the end, and that's it. 




KANE
HODDER: 


Landing
Jason Goes to Hell was fairly easy. I had been stunt coordinator for
Sean since around 1985, and I also played Jason in two prior movies and had
coordinated all the stunts for a number of years. I think they thought,
"Why change?" And Adam Marcus was someone that was a fan of what I
had done with the character. 


But
from the beginning I was like, "Goddamn, there's not nearly as much Jason
as I would like to see." Just as a fan. Although, when he does finally
comes back at the end, it was a great, welcoming moment for the audience. But
in all honesty, I still don't think that was worth having so little of Jason in
the movie.




ADAM
MARCUS: 


Kane
was always our guy. I love Kane, and he loves that character. I know that he
was a little disappointed that we didn't have more of him in Jason Goes to
Hell. But I'll say this>—when Jason shows up at
the end of the film and bursts through the floor boards, the audience cheered.
I think I gave Jason his best send-out right at the beginning, then his best
entrance, and his best send-out yet again. There's not a lot of Friday the
13th movies you can say that about.




GREG
NICOTERO: 


The
funniest thing was the mood music Kane had when he was getting made up as
Jason. He would have this little boom box, and he would just be like,
"Hey, man, this is the music I need when I go onstage and do appearances
and stuff." And it was Metallica's "Enter Sandman." I think Jason
Goes to Hell was Kane right at the height of the whole Jason thing.





Left: Longtime character actor and television star Steve Williams stars in Jason Goes to Hell: The Final Friday as bounty hunter Creighton Duke. "I read the script, and it was a bounty hunter, and to me, this guy was a stone-cold cowboy," remembers Williams. "I said, 'If I can dress like a cowboy, I will do this role.'"


JOHN
D. LEMAY: 


Kane
was a method actor, and just as scary off the set as on. But, deep down inside,
he's just a sweetheart of a guy.




JULIE
MICHAELS: 


The
whole opening of the movie, up until the military guys come in and destroy
Jason, it's just me and Kane.Â  Can I tell you how much
of a method actor Kane is? There was one scene where he was supposed to be
chasing me out of the house, and even though he wasn't in the shot, he was
still working it. He decided to motivate me a little bit and stand behind the
door and not tell me he was there. And I'm already freaked out. And
I was butt-naked. I had to be talked into this part
by Adam Marcus to begin with, so they roll action and Kane jumps out from
behind the door. I literally jumped out of my skin, out of pure fear. When Kane
is hacking at me, he's using a real machete. I just thought, "I'd better
hit my mark, or he's gonna take my head clear off."




RUSTY SCHWIMMER: 


There was a lot going on personally for me at that time, because
the L.A. riots had just happened and I was doing a lot of goodwill work down in
South Central. So one day I had a bunch of kids from South Central come up and
visit the set. They had a blast. And, of course,
they totally wanted to meet Jason. Then when they met Kane, they cowered! Then
he showed them some of his burn scars, like, "Check it out, I'm burnt from here
to here!" He was terrific with them. 




STEVEN
WILLIAMS: 


Kane
and I had done a couple films together before Friday, and some celebrity stuff.
And I remember the first time I went on a celebrity thing—I think it was some
celebrity golfing weekend. And once the kids found out who he was, it was
amazing. Absolutely amazing. Here's a man with no face, that's behind that
mask, but all these kids know who he was. He was so popular. And he's just a
great guy. Easy-going, laid-back, and cool.



HOWARD
BERGER: 


People
think that these monsters are just guys in suits, and that anybody could do it.
But Robert Englund as Freddy, or Kane as Jason—they
bring a definite style to the character that no one else ever could. 


I
noticed that Kane didn't really fraternize with the other actors. He wasn't
yukking it up. But to his credit, sometimes that can affect everyone else,
because I've been on sets where the guy in the suit is being all goofy with
everyone, and then when it comes time to shoot nobody buys into it—it
becomes just a big rubber monster. But Kane always kept that essence. And
Kane's a big guy. Even when he's not in the suit and he's staring you down, you
get a little freaked out. He's very passionate and emotional. As well he should
be.




JULIE
MICHAELS: 


I
love that Kane came out from behind the mask and did a cameo in the movie. And
he called himself "Pussy." I loved that.




KANE
HODDER: 


I
am a pussycat>—until the cameras roll.
And when there's a violent scene, everybody shits their pants because I look
like I'm out of control. The character isn't too far away from my real
personality, so it doesn't take long to slip right in there and start tearing
people up. And I do have somewhat of a temper—I've
had many physical altercations in my life, so when I put that mask on, anger is
not a very hard emotion for me to bring up. It's nice to go to work and get all
that aggression out, and then go home feeling very... calm.


Since
each Friday movie I did had a different makeup group designing the look
of Jason, they varied tremendously in application of makeup. The shortest was Jason
Goes to Hell—about
45 minutes to get into the entire thing. It was a once-piece latex full body
suit from head to toe, and the head pulled over and the face was open. But I
thought it was going to be a lot more comfortable than it was, because the
design was made so that the hockey mask was embedded into the flesh, which means
I could rarely take the hockey mask off. That made it really difficult doing
physical stuff because of not being able to catch my breath very well. You're
breathing your own exhaled air. That was tough. Â â€“ 45 minutes to get into the
entire thing.




STEVEN
CULP: 


I
know Kane was really concerned that I carry on the character, that I be
"Jason-like." Kane's a character. No. He's a stuntman. He's a
"teamster." They're kind of rough rolling guys. I just thought he was
quite funny. 




KANE
HODDER:


I
tried with several of the cast to create some sort of continuity between what I
would do in my performance and what they would do when Jason was inside of
them. And I didn't really get any positive response at all, particularly from
Steven Culp, who said, "My Jason wouldn't do that." I said, "You
know, you're not really playing a character>—you're playing yourself
with Jason inside you." My opinion is that you should do something that
Jason does, not something you come up with in your fucking mind because of
"your character." When you have Jason inside you, make it seem real
and do something that's recognizable. I did talk to Adam Marcus, too, but I
don't think he really cared about it, either. I really couldn't get through to
anybody. I was just looking at it from a fan's point of view.





Actor Kane Hodder would serve double duty as Jason Goes to Hell's stunt coordinator. Top right: Hodder puts John D. LeMay's stunt double through his paces.


RICHARD
GANT: 


I
never looked at playing Jason in me as if it was camp, although there was
always a tongue-in-cheek quality to these types of films. But I think Kane
liked the approach I took, that I wanted to respect the continuity. And I think
I was the only one there trying to do that.


Although,
I really wish I could have sold that moment better, the eating of Jason's heart.
I look at actors like Vincent Price, who are masters at pulling something like
that off. Â Part of it is simply the pronunciation
of the words. I didn't like how I did the examining of the burnt corpse, of the
pieces and talking about them. It may have worked for Adam at the time, but I
thought I needed to other emotional choices than the ones I made. But,
then, what in the hell was my motivation?
In my mind, I had a very specific thing that I wanted to convey. Sometimes you
can use humor for horror, and it works, but it's a very fine line. That was the
very first scene I did on the film, so that might have contributed. The second
time maybe I could have put different slant on it that made it work.




HOWARD
BERGER: 


There
is some absolutely disgusting stuff in Jason Goes to Hell. But the thing
that got me really sick was in the opening, when Richard Gant ate Jason's heart.
It was only gelatin, and we filled it with grape jelly, but still. I was ready
to hurl after every take we did. We gave as much
attention to Jason Goes to Hell as we would to a Quentin Tarantino film.
Because the movie is so fantastical, we really wanted everything to be as
realistic as possible to help sell it. Not like cut to a terrible fake and
splatter it with blood or whatever. We really went full throttle to make
everything as perfect as could be. 


Adam
Marcus was over at our shop almost every day of pre-production. We've never had
a director do that before, and it was great. We would sketch out a piece and
Adam would say he thought it looked great. Then we'd start sculpting and he'd
say it looked even better. Then we'd finish a piece and he would say that it
was better than he had ever imagined. He really gave us a lot of help. I think
he must be the happiest director in Hollywood.




ADAM
MARCUS: 


There
is a pair of famous Los Angeles radio DJs, Mark Thompson and Brian Phelps, or
Mark & Brian as they are known as. They have a big popular radio show in
the mornings. And at the time, Friday the 13th was one of Brian's
favorite things. One day, he went on the air to ask for a part in the next
movie for his birthday. I actually heard this live in my car. I called up and
said, "If you're really committed, I will write a part for you today. I'll
even give you a hideously gory death." So Brian got his birthday wish—they
had one great scene, they got slaughtered, and they even held a live radio show
from the K.N.B. effects shop when they were getting their life casts made.




HOWARD
BERGER: 


We
also utilized a lot of mechanical stuff. The monsters were all cable controlled
and radio operated. Even the black heart had a radio controlled beating pulse.
The actor had to handle it while it was beating, so we couldn't sue cables or
air bladders. We've done hearts before, and always had trouble with bladder's
popping or where to hide the cables and tubes. With this one, we just flicked a
switch. And though there are
heads exploding and that kind of thing in the movie, I think it got done a
little better than we were used to seeing in a Friday the 13th movie. For
example, there's an actress who gets smashed in the face by Jason, and her
whole face caves in. Normally, you would just cut to a static head for that
effect, but we built a really detailed mechanical head that was a lot more
effective. 




RUSTY SCHWIMMER: 


Because my character was so annoying, fans seem to really like my
death when I get all fucked up in the face. It gets a huge cheer in the
audience, like "Thank God! This lady is driving me nuts!" Every once in a great
while someone will come up to me and say, "Dude, I saw you in that Friday movie.
You're great, man! When Jason fucking elbows you in the face—awesome!"




GREG
NICTOERO: 


Our
entire effects budget was like a couple hundred thousand. It wasn't a lot, I
remember that. But we had a good relationship with Sean, and we knew that we
would work with him over and over again. We certainly built above and beyond
the money that was given us, but it was an investment that we made into the
movie because of our relationship with Sean. Jason Goes to Hell was one
of those projects where we were more involved than just hired guns. There are
some projects when you'll be brought in and they'll want you to take a bigger
bite of the apple, so to speak. Whether that includes designing sequences or
second unit directing or whatever, and more work is thrown on your plate. But
we're always up for that because for us it's whatever's going to make the movie
as good as it can possibly be. 




Cuts,
bruises and scrapes are common on films as physically demanding as Friday
the 13th, but one particularly nasty fall near the end of principal
photography would cause already-simmering tensions to reach a boiling point—and an irreparable rift
to form between Kari Keegan and Adam Marcus that even the film's premiere
couldn't fix. 




KARI
KEEGAN: 


There
was a scene where I had to land against a tree log, and I severely injured my
neck. I should have gone to the hospital, but Adam was like, "No, you're
fine, you're fine." I said, "No, I am not fine, and I am not being a
baby about this." So I went to my dressing room, and I called my boyfriend
and he came and got me, and I went to the doctor and they said, "She has a
sprained neck. She can't turn her head." It was literally two days before
the end of shooting. 


I
happened to complain about it to my agent at the wrong time. When I called him,
he was all, "What the fuck?!" I hate to say this about agents, but
most of them are wannabes. They wanted to be actors, they didn't make it, and
they became agents. If they can throw their power around, that's what they'll
do. And mine was a real rabble-rouser who liked to flex a lot of testosterone,
so this was fun for him. And he was like, "My actress is being taken
advantage of and put in a compromising position and all I have to do is call
the Screen Actors Guild!" And it sort of got blown out of proportion, and
I kind of got swept into letting it be blown out of proportion.




ADAM
MARCUS:


Â It
wasn't really a stunt. It was the kind of thing that, as a director, you would
ask any actor to do. I wasn't putting anybody in peril. We didn't make her stay
one more second to work. 


Kari
was a young actress. I was a young director. I think everybody sort of
overreacted to that moment. There was a lot of talking going on and I was
definitely sucked into that. And I believe it was John LeMay who was sort of
upset and insulted the most by what was happening with Kari, because he was a
fellow actor. I respect that about John, and I said, "You're right. I get
you, I hear you." So it was squashed at that point, but that's when Kari's
representation got into it. That's when it got a little contentious.





The many faces of Jason Voorhees.

GREG
NICOTERO:


Adam
came to me and told me that Sean was going to direct the last couple of things
on the movie. There were only two days left. I thought it was more like the
studio wanted Sean to step in and finish, but there was something else on top
of it as well. Kari felt pressured to do nudity, and she refused.




ADAM
MARCUS: 


It
had been a very long road with Kari. There was this whole situation with the
nudity that was, in my opinion, very underhanded. I didn't feel she had been
straight with me upfront that she wasn't going to do any, that she didn't want
to. Even after we started shooting it, if she had gotten cold feet and just had
talked to me about it, it would have been a very different situation. 


When
she was in the shower, she was to cry over the death of her mother. I remember
we did offer Kari a body double but she didn't want it, which I was very
surprised at. And honestly, the reason behind it was that the character was a
mother—so we
didn't want the fact that she had a child to desexualize her. Moms on film rarely
get to be sexy. Really, what we were going for was that scene in The Big
Chill, where Glenn Close is sitting in the shower naked and crying. She was
nude, but it's so dramatic and raw. That's the way I wanted to shoot it. 




KARI
KEEGAN: 


The
whole nudity thing got really funny, in an uncomfortable way, because Adam
assured Sean Cunningham that he was going to get me to do a nude scene. I had
spoken to my agent about it beforehand when he first sent me in. I said,
"I don't do nudity." Â And these movies are
pretty notorious for that. I remember there was a moment when I first
booked the movie, when they hadn't cast the lead Steve character yet. So they
asked me to come in and read with various actors. So I go in that day and there's
everyone, Adam and Dean and Sean and the cameraman, and they're all very
congratulatory and nice and wonderful too. And I said,
"My mother is only concerned about three things for me doing this movie: Do I
die, do I swear, and am I naked? I only do one." And they all looked at each
other for a second and said, "You have a shower scene." I said, "Well, then I
guess you're going to be recasting this. I don't do nudity." But they said,
"No, no, don't worry about it." 


When
all is said and done, my parents have to see this. And you're going to be on
film for the rest of your life. And I was young. This was not the only job in
town. I had only lived in L.A. a few months, so I had this mentality of,
"It must not be that hard." It got to the point where, when it came
time to shoot the shower scene, I had a flesh-colored bathing suit bottom on
and Dixie cup boobs. It was like the Madonna bra, because then there was no way
they were going to be able to shoot anything. And Adam was just like,
"O-kay." And no one was allowed on set except for me, Adam, the
cameraman and my Dixie cups. Then there was a little snafu with the water—it was so hot. So the
scene ended up being easy. I started crying because I was in real pain. 




SEAN
CUNNINGHAM: 


I
started to realize that we had problems and I had to smooth it over. I did end
up directing two scenes. Kari just refused to be around Adam at that point.
Then he called her names, and she called him an ass. Now, it's neither here nor
there. But I grew to like Kari a lot. I got her through it somehow.




ADAM
MARCUS: 


Looking
back, of course I would have handled it differently. I would have tried to
maintain as much good will between Kari and myself as possible. I would have
been stronger in some ways and more compassionate in others. I think it was
mostly her representation. They were really just rude and insulting. We were
all trying to work as a family and do something together, creatively. But the
truth is that Kari's a very talented girl. I was happy to cast her, and I was
happy to work with her. It's too bad things got a little bit screwed up. 




KARI
KEEGAN: 


Sean
ended up directing the last couple days of the movie because I walked off the
set. Adam was very, very angry because it was like, "Who is this girl?
This is my movie!" And I felt sort of helpless, because I got caught up in
something. I wish I had a couple more years behind me and a little more
confidence. But being young and a first-time actress, and this was my first
job, I was incredibly insecure. I either
thought Adam hated me or he was out to get me. I don't want to represent him in
a bad way, either. Overall, I really liked Adam. It all started off really
well. It was just a couple of really bad last days. 


Eventually,
at the premiere of the movie, Adam and I walked in together, and it all seemed
okay. I've always felt bad about what happened. But the opportunity to patch
things up never really presented itself. I still have a great respect for Adam,
and he did a great job. 




It
has been said that a movie is really made in the editing room, a theory
repeatedly put to the test by the makers of Jason
Goes to Hell during its chaotic post-production schedule. Opinions differ as
to the extent of what usable footage existed at the completion of principal
photography, but there is no argument that Jason Goes to Hell underwent
extensive recutting and reshooting on its road to theatrical release.
Complicating matters even further, Sean Cunningham's unorthodox technical
experiments on Jason Goes to Hell ultimately wreaked havoc with the
film's running time, while an early test screening left some audience members
wanting for more traditional Friday the 13th stalk and slash thrills,
prompting the studio to order even more changes. And all of this was before the
always-contentious showdown with the Motion Picture Association of America's
ratings board. The results were, predictably, bloody. 




SEAN
CUNNINGHAM: 


When
you make a movie and get into the cutting room, and you have a shot of somebody
going out the door or whatever, actors never take cues fast enough. So it
struck me that everything would benefit by going faster. I thought that if you
shot a film at 22
frames per second instead of the standard 24
frames per second, you couldn't see the difference. The problem, though, was
that your audio would be off if you then played back what you shot at normal
speed. But what happened at the time of DeepStar Six, which is the first
film I shot at 22
frames per second, is that it was after the advent of the harmonizer—a
device that could alter the pitch of a soundtrack. So I was now able to speed
up the physical action but the movie would still sound normal. And I was able
to live my dream.





"Our biggest disappointment with the film was the big finale," says makeup effects supervisor Greg Nicotero. "We were so proud of what we had originally created. There was supposed to be all this stuff happening with these vines wrapping around Jason, and then we see these demons made out of earth start to come up. Then Jason is struggling, and he gets pulled into the ground. So we built a whole tabletop miniature of Jason being pulled into the ground by these swirling dirt demons. And this was before CGI had taken hold, so how we achieved the effect was really unique—a live-action combination of full-size creatures and animated miniatures. Then I remember going to dailies and sitting there with everyone and there was some concern that maybe the visual effects of Jason being pulled into hell were just a bit too much for the studio to stomach. Or maybe they ran out of money. I don't know—I just remember being very disappointed that all that stuff never made the final cut."


ADAM
MARCUS: 


This
idea is a freaking nightmare, okay? You have to change how you light
everything, and all of the sound has to be dropped an octave, otherwise
everyone would sound like chipmunks. Sean's concept behind acting is that no
actor can do anything fast enough. You tell them to walk through a door and
they have to emote on their way to the door. It is also supposed to make the
action a little crisper. However, there is something about this idea that to me
is just very cynical.


That's
one of the reasons we had to go out and shoot more footage. Because think about
it—the
movie is now ten minutes shorter than it would have been. We had a 90-minute
movie that became an 80-minute one. 




NOEL
CUNNINGHAM, Assistant Editor: 


Moviemaking
was the family business so I always knew I'd at least give it a go. After high
school, my dad was directing DeepStar Six, and he said, "I'll give
you a PA job." And it was great>—I was making more money
than I ever had in my life, like $300 a week. But then I bought a motorcycle
and crashed it, and broke my leg. So Sean sent me to the cutting room and I
ended up an apprentice editor on Jason Goes to Hell.


There
are three movies you make. There's the movie you write, the movie you shoot and
the movie you cut. The movie you cut is the important one. It was Adam's first
day at the rodeo, it was Dean's first day at the rodeo. A lot of beginner
mistakes were made>—that you have to make--and
that even the really big filmmakers make. Even Robert Rodriquez puts 10
minutes of deleted scenes on his DVDs. Of course, we had an
hour of deleted scenes>—our assembly was over
two hours. There was a lot of stuff that just didn't work out, for whatever
reason, whether the effects were shitty or the actor didn't get this or that.
So you just start lopping off stuff. The original cut had storylines you
wouldn't believe. The sheriff and Erin Gray's character, they were engaged and
about to go on their honeymoon. Now that's gone. And Kari Keegan's character
and Steven Culp were never a couple in the first cut. That was all creative editing
on David Handman's part.




DAVID
HANDMAN: 


I
was a student at USC and I gravitated toward editing. I also realized that if I
wasn't going to make it as a director someday, I'd better have a skill to fall
back on. And by the time I left USC I had fallen in love with editing. I first
met Sean on DeepStar Six. I was hired to replace somebody and called in to
recut the film after about an hour of material had already been completed so
Sean didn't know me from Adam. But one of Sean's strengths is that he can size
somebody up in five minutes. He just knows how to put people together. If it were
up to Sean, his house would be a little campus where everybody could just make
low-budget movies. Plus, he likes to save money, so he wants to find people who
are on the rise. 


Both
the good and the bad in Jason Goes to Hell came down to whether we had a
decent script or not. We went ahead with production on a script that just
wasn't ready>—it feels like it's been
Frankenstein'd together, and it was. Talk about a
creative challenge. You're sitting there looking at a 70-minute movie and you
have to figure out how to fix it, and you're told that there is only three days
a week that they can shoot. That's an enormous challenge for an editor. I'd say
The Final Friday suffered low-budget-itis. It was shot originally in
about 28 days. And because we were cutting on film while they were shooting,
everyone was so busy getting ready for the next day of production that they're
really not interested in seeing what happened yesterday. And in Adam's case, he
wasn't very experienced, so the thought was he might have gotten confused. So,
wisely or unwisely, we avoided running much of any dailies until it was all
cut. But then it was too late to do anything about it. 




SEAN
CUNNINGHAM: 


It
was a disaster. I didn't think about replacing Adam until we were in the
cutting room, at which point he had done everything he could do, and it became
up to me, the editors and Dean Lorey to try and turn this "thing"
into a movie. We cut the film down and we were able to salvage 45 or 50 minutes
out of this 105-minute cut, and it was still the longest cut I'd ever seen. It
felt like it ran for four days. So we went back and we shot more footage and
inserted it. We took it from something that was unreleasable to something that
was okay. 




DAVID
HANDMAN:


We
ended up with really long dialogue scenes, but then they would spend a whole
day shooting a fight scene and I'd only have two minutes worth of screen time
come in. That's another reason why the first cut was so short.
The script that Lewis Abernathy originally wrote
started out with a pretty action-packed teaser that set things up. Now, the
rest of it is pretty much gone. We just gutted the
thing. We kept all the action, got rid of all the scenes that were poorly
written and dreadfully acted, and wound up with a movie that was basically
about people with things in their throats. It was just one vignette to another,
depending on who was carrying Jason.


The
scene that stands out is when Jessica comes back with the baby, and she and her
sister are talking in her living room talking about
everything that's happened. Originally, all that information was given in an
eight-minute scene with the two of them. It was endless. The way we solved that
was now you get it all in a shot that lasted about 30
seconds, a phone call between Jessica and her mother. The
same thing with the finger-breaking scene in the jail between the Steven and
Creighton Duke characters. At the end of that scene now, you might notice that
there's a big mismatch on the way Steven Williams looks because it's a
re-shoot. All the rules are given in this one scene, the "It takes a Voorhees
to kill a Voorhees" and "You have to find the baby, blah blah blah" stuff.Â 
Before, instead of being clear in one concise paragraph, the rules were
scattered throughout the entire movie. That's one thing about horror movies,
especially this one—the
rules are so complicated that you have to get them clear and upfront and all at
once.


One
of the scenes that actually benefitted the most from being cut down was the
diner massacre. It was shot largely in slow motion, and when we put it all
together as scripted it was an eight minute scene. In slow motion. In
tightening it, it became much more effective, and the more I tightened it, the
better it got. We would just hit the key moments, like that nice slow motion jump
that Allison Smith makes over the counter, and just got the scene to go from
moment to moment. That was fun. 





Storyboard gallery: final battle.

DEAN
LOREY:


Initially,
we had gone back just to shoot some expositional scenes for the reshoots, but
then we received comments from test audiences. We said, "OK, if you really
miss that stalker stuff, we'll do something about it." So we shot a new
intro for John LeMay where he picks up the campers who go to Crystal Lake and
get slaughtered. 




ADAM
MARCUS: 


After
the first test screening, the audience wanted more of the traditional Friday
the 13th campground sex and slash stuff. And so did New Line. I was very
against that, and so was Dean. Because the only problem I have had with the
mythology of the Friday the 13th films is this thing that anyone who
does drugs or has sex should die. That's a very Puritanical vision. In the
first movie it made sense because Mom is punishing these kids for having had
sex while her son dies. But Jason doesn't know that. So I just thought,
"When did the Christian Right suddenly get a say in my production?" 


But
we were given our marching orders. And what we shot is something I'm willing to
live with, because we tried to twist the conventions back around in a more
positive way. I wanted to get as many guys naked as women. I think women go to
see these movies just as much as men. You gotta share the wealth, so to speak. And
maybe it is easier to be afraid for a woman in jeopardy than a man in jeopardy.
But if you do put a man in jeopardy, then everybody's scared. So we shot a lot
of graphic nudity of both sexes in that scene. And, personally, I think the
girl split up the middle is the best death in any Friday the 13th, and
it wasn't even originally in the movie. Of course, most of it got cut out of
the film, but rightly so, because it was gratuitous. But at least we tried to
make it more balanced. 




JOHN
D. LEMAY: 


In
the reshoots at the camp, I actually only interact with the campers in the car
before I drop them off. So, unfortunately, I didn't get to see what they shot
later, with all the naked people. As is usually the case with me, I miss all
the good stuff.




BARRY
MOSS:


I
went to set the day they were shooting that camp scene, and these young actors
were just walking around the set totally naked. They had not the slightest
feeling that there was anything to cover up. To them it just seemed very natural
and they didn't have a problem at all. It amused me, but it was just a strange
atmosphere.




DAVID
HANDMAN: 


Frankly,
I don't think I succeeded in editing that sequence. It still looks like a porno
movie to me. 




GREG
NICOTERO: 


I
remember when they were shooting that whole lead-up to the murder of the two
campers in the tent, the actors were both completely naked and grinding and
rubbing on each other. And afterward, I said to Howard, "I feel like I
need a cigarette." 


That
gag, the girl being split up the middle, was pretty violent. We had a whole
fire extinguisher filled with blood. Right after the moment of impact, when the
weapon is thrust through the fake chest of the girl, we did a quick count of
"3, 2, 1!" Then we just let it rip. So as the body ripped upward,
blood sprayed everywhere. It was really grotesque. The nice thing about Adam
and Sean was that they didn't shy away from going for it. Sean knew what the roots
of the series were, and it had gotten to the point with the later Friday the
13th movies where you felt they were losing a lot of steam because of the
MPAA. But Jason Goes to Hell came at the point where everyone started to
figure out that, wait a minute, we can shoot the film as we want it, release
the cut version theatrically, and then on laserdisc go full out. So I was happy
with the fact that there weren't any punches pulled here. It was pretty
violent. 




DAVID
HANDMAN: 


The
MPAA made us cut it down quite a bit for the domestic theatrical release. It
was edited pretty dramatically. There were a couple of foreign territories,
though, that saw the film in an uncut version. Then on VHS and Laserdisc at the
time, there were both the R rated and unrated releases. Based purely on video
sales, I'd say the audiences wanted to buy it uncut.




GREG
NICTOERO: 


I
think, too, for us, a lot of it was that we really believed that what we were
making was going to show up on the screen. Adam was always very adamant about
saying, "Everything's going to be in the movie." Yoo don't spend a lot of extra
time and effort to take that care and make sure everything looks great if you
know it's just going to get cut out of the movie anyway. Not that you would
chintz on other things. But especially when you're working on a low-budget, it
was all a little disconcerting because ultimately it takes so much work to get
this stuff on screen.




HOWARD
BERGER: 


We
had first seen the movie in a rough cut that had everything in it, and we were
ecstatic. But I smelled trouble when I saw the poster. That was the first red
flag. I hated that poster because I thought it was a complete misrepresentation
of the film we had made. Â Then we saw the theatrical version. Â I was so mad
when I saw what the studio had done>—they butchered the
movie. Â There weren't any punches pulled by Adam
or Sean, and maybe it was too gratuitous.
At least, finally, it came out uncut on laserdisc, and now DVD. Â It
was like, "Okay, that's the movie we made."





"One of the reasons we were really attracted to Jason Goes to Hell was because of the supernatural creature element," says K.N.B. makeup effects supervisor Greg Nicotero. "It allowed us to come up with some pretty cool effects." Many of the film's fantastical effects came out of improvisations between the K.N.B. effects team and director Adam Marcus. "That really speaks to Adam's passion and enthusiasm for the film," says Howard Berger, who, along with Robert Kurtzman, shared supervisory duties with Nicotero. "Remember that little creature that bursts out of Kipp Marcus' neck? It was originally just going to be this little thing running around. Then, it just became this big monster. That's an example of how we were really allowed to go for it, and I think that shows onscreen." 


GREG
NICOTERO:


Our
biggest disappointment with the film is the big finale. We were so proud of
what we had originally created. There was supposed to be all this stuff
happening with these vines wrapping around Jason, and then we see these demons
made out of earth start to come up. Then Jason is struggling, and he gets
dragged to Hell. So we built a whole tabletop miniature of Jason being pulled
into the ground by these swirling dirt demons. And this was before CGI, so how
we achieved the effect was really unique>—a live-action
combination of full-size creatures and animated miniatures. 


Then
I remember going to dailies, and there was some concern that maybe the visual
effects of Jason being pulled into hell were just a bit too much for the studio
to stomach. Or maybe they ran out of money and didn't want to spend more to
complete it in post-production. I don't know—I
just remember being very disappointed that all that stuff never made the final
cut. Because it was really unique.




NOEL
CUNNINGHAM: 


Those
tree branches from hell were actually supposed to be "Earth hands." Â But when
you have $3 million and CGI doesn't exist, that's as good as we could do...Â  




ADAM
MARCUS: 


Honestly,
we were just too low-budget of a movie to do that sequence right, and there was
no CGI back then. So we cut more of it than we wanted to. But then it did sort
of help give it the JAWS feeling. Like, show less, and let the audience
imagine more. Â Still, I like what we ended up with. It's fun.




KARI
KEEGAN: 


You
know what's really hard? Acting to something that isn't there. The whole climax
of the movie, when that little alien thing is running around the room? We the
actors didn't see anything. There wasn't anything there to react to. Plus I was
running with a baby, sometimes a real one. They didn't always use a fake baby.
And, of course, when you are acting with a baby, once you would scream they
were done. You couldn't go near them again because they'd see you and panic. I
also didn't have a child then so it was hard to know I wasn't endangering any child.
Ultimately, we ended up with one "master baby," Stephanie. She was about eight
months old. I would love to see what she looks like now. I bet she can't go to
hockey games to this day, and she's not sure why... Â 




RICHARD
GANT: 


My
daughter, who was about seven or eight years old when I was making the movie,
she came to the set one day. It was during the filming of the end battle. She
was even standing there when Adam hollered, "Cut!" And I remember what really
scared her was when that half-man, half-beast crawled into the room,
slithering. Even though she saw all the preparation for it, it totally
frightened her. And I think it's still with her.




JOHN
D. LEMAY:


So
many of the scenes, it was a childhood dream come true. I got to jump over
handcuffs, shoot a gun, and kill Jason. What could be cooler than that? I
loved the whole climax. I had a stuntman, but they let me do many of my own
falls and things during the fight sequence that actually made it into the film.
I was able to come in and sweat, scream and yell. It was physically taxing. I
didn't get thrown into the jungle gym; that was somebody else. And for the most
part, after two years on The Series doing a lot of fight scenes and
stuff like that, I felt very comfortable for me to do as much as I could safely
do. Ultimately, it was up to Kane to make sure made all this look real. He was
very patient and supportive, and that translated into what I think are some of
the best action scenes this series has seen.




KANE
HODDER: 


I
just remember being told that Kari was complaining that I was being a little
rough on her during that final scene, probably specifically the shot with her
stabbing Jason in the heart and me throwing her on her back. Always before any
filming begins on any movie, I tell the actors that I'm not going to hurt them,
but it is going to be a little rough. Otherwise, when it is finally the screen
it is going to look stupid. And then none of us are going to be happy. I did
have fun working with Kari but I was a little disappointed when she complained,
though I'm sure there were mitigating circumstances there. 




KARI
KEEGAN: 


By
that point in the shoot I felt like, "I could go and do Terminator
movies now. Linda Hamilton doesn't have anything on me!" A lot of the stunt
stuff was hard for me, because I wasn't a stunt person. There was a thing where
I jumped down into a pit to get the knife, and that thing was like 10
feet high! And there was no cushion. I nearly killed myself.
Finally, they're like, "Just hang there." And I'm like, "This is too high! I'm
not jumping down!"


There's
a scene at the end where I stab Jason and I'm holding on to him, and he's
shaking me, and he throws me off. I got really beat up. At one point I had
bruises all on the insides of my arms from holding onto Jason for dear life,
because I couldn't get my arms around his girth. Kane is a big guy. He grabbed
me a couple times, and I was like, "Ow, hello! The pain! Ow!" It was hard. 


Kane
never did go over the line. Never, never. He was the stunt coordinator. But Kane
never talked to anybody with the mask on. Ever. He takes it very, very
seriously. Kane is such a great guy, but he was scary, man! But I still don't
think Kane is given enough credit soemtimes, to this day. It's really hard to
perform with all that crap on and actually deliver a performance.




HARRY
MANFREDINI, Composer: 


After
the original Friday the 13th, Sean did a movie called A Stranger Is
Watching, and he tried to get the studio to agree to let me do the score.
But at the time, he was still just a fledgling director and he didn't have any
pull. But he tried. Then on The New Kids, he went to bat for me and I
did do the original score. Eventually, though, the picture got bought out and
they changed the score two more times. Turns out Lalo Schifrin did the final released
version.


I
hadn't done a Friday movie since Part VI, but I was offered Jason
Goes to Hell because Sean was in charge again. And for the first time in
the series, I went all electronic with the score because I had the ability to do
what I wanted for the budget that I was given to work with. If that were a live
orchestra the cost would have been too high. The score for Jason Goes to
Hell, out of all of my Fridays, was the most explosive and driving. The
only thing I'm not pleased with is that it was the first of my Friday the
13th scores that was released on CD, but somehow after it was mixed and
mastered it was all compressed and limited. The actual score had huge changes
of dynamics that really were essential to the music. There was relevance to the
themes that were new in this score. On the CD everything seems to be held
within a limited range. The big sounds are held down, and the soft sections are
raised too high. Otherwise, I was pleased with my
actual score for the film.





From left: Domestic one-sheet; domestic video poster; United Kingdom video cover.

The
box office fate that awaited the first Friday
the 13th film of the 1990s was most uncertain. Not only had it been three
years since the disappointing turnout for Jason Takes Manhattan—an
eternity in the fickle world of horror sequels—but
there were few in the genre press who weren't loudly questioning what relevance
Jason Voorhees could still have to the teenage demographic of 1993. Further
exacerbating the studio's concerns, the entirely new approach to the
franchise's established conventions left many questioning whether even the most
diehard fans would embrace, or be alienated by, such radical changes to the
familiar formula. 


When
Jason Goes to Hell: The Final Friday
opened on 1,355 screens on Friday, August 13, 1993, the response was tepid. The
film pulled in a solid if unspectacular $7.6 million in its first three days,
nabbing the second place spot right behind Warner Bros. high-profile Harrison
Ford thriller, The Fugitive. But by its second weekend, Jason Goes
to Hell lost 70 percent of its audience, and by the end of its run would earn a
less-than-stellar $15.9 million. Yet, perhaps indicative of the depressed state
of the horror genre in 1993, Jason
Goes to Hell, despite being far from a blockbuster, was still the highest
grossing horror film of the year. 


New
Line Cinema, however, appeared happy with the results. Jason
Goes to Hell was never intended to reignite the languishing franchise, but
rather to serve as a launching pad for Freddy vs. Jason. The film turned
a healthy profit, and also benefited from strong sales on home video, buoyed no
doubt by the first-ever unrated release of a Friday the 13th film on VHS
and Laserdisc. Whether Jason Goes to Hell helped, hindered or simply had
no effect on the long-term viability of the franchise, neither its fans nor its
detractors deny that the film certainly remains one of the most unique entries
in the series.




STEVEN
CULP: 


The
first time I saw Jason Goes to Hell, I did quite enjoy myself. There was
a premiere at the Mann's Chinese Theater, and we all came by limo. We were even
introduced to the crowd after the film ended. It was so much fun. And the
audience was so into it. I was also happy that my monster stuff came off as
well as it did. And I remember thinking when
Scream became such a big success, "Huh! This is kind of reminiscent of
what we were trying to do with Jason Goes to Hell." 




RUSTY
SCHWIMMER: 


I
saw it once, laughed my ass off, and then I was done. And I have to be happy
with the film, because someone paid me to play, and I didn't have to wait
tables.




LESLIE
JORDAN: 


It's
really hard for me when I first saw Jason Goes to Hell, because I don't
think of myself as being quite as effete as I really am. It's really just hard
for me to sit and enjoy any movie I'm in because I almost faint sometimes. I do
remember at the end of our Friday thinking that I could have done
better. But you're going to always think that, in some ways. And I did like the
movie. Though, did it do very well? I don't remember it doing really, really
well. Certainly, it wasn't like a Scream.




JULIE
MICHAELS: 


I
went to the screening and watched the first 15 minutes, which is pretty much me
alone with Jason in the woods and it sets up the rest of the movie. Then I
covered my eyes through the rest. I'm still a three-year-old
girl when it comes to that kind of stuff because it scares me. I'll tell you
what I did like. Usually, the dynamic of a Friday movie is there's a
character lurking around alone, and then there's a reveal: either Jason's
there, or he's not there. Then a kill. I thought it almost got to the point
where it had become comical. I liked the fact that Adam brought a whole new
essence to these movies. Â 




KARI
KEEGAN: 


When
I went to the premiere, I wanted to get into some rag magazines as "worst
dressed." It's always been a running joke of mine with girlfriends, that if you
ever make it really big, you have to wear an outrageous outfit at least once.
And since I didn't know if I was ever going to work again, I figured this was
my time. So, to my mother's horror, I wore this green-sequined mini-dress with
white Converse high-tops and a fake tattoo on my ankle. And my mother had bought
me this dagger that made screaming noises that I carried with me, that was
retractable with the flowers taped on it. 


Then
I get into the press line, and David Hasselhoff is behind me. And he's like,
"Wow! That is such a bitchin' dress!" And I turned around and was like,
"Thanks." So I finish going through the press line and go inside to where my
family is sitting. Then he comes up to me again, and he's like, "Hi. I'm David.
David Hasselhoff." And I knew exactly who he was. I was just like, "Hi!" Then
he goes, "Don't I know you?" I'm like, "I don't think so. I'm Kari Keegan."
This went on for like four minutes. He didn't know me—he
didn't even know I was the lead of the friggin' movie! And I'm with my
boyfriend, and he's standing right next to me—he's like an ex-Calvin Klein model. And
Hasselhoff's like, "I have this script idea you might be interested in. Maybe
we should have coffee sometime?" I just said something like, "Why don't you
call my agent?" Finally, the movie starts and then when it's done, they
introduce all of us cast to the audience. And then they go, "The great David
Hasselhoff is here!" I'm like, "You have got to be kidding me!" I think he was
the biggest star there, unfortunately. You're not going to get superstars out
to see a Friday the 13th Part IX. It was so bizarre. I guess "Baywatch" was
still out then? Maybe he was between gigs. My acting teacher and used to say to
our class, "This business has nothing to do with talent."


I
thought the movie was great. I thought I was terrible. At the premiere I was
horrified. I felt like I ruined the movie. Even back when we were
looping, I was like, "Oh my God, it's terrible!" I
called my mother in tears, "I'm never going to work again!" But I think I'm
just an incredibly critical person. And it's impossible to watch a movie that
you're in, because there's so much backstory behind every shot. You don't watch
it, you analyze it. 


But
then after the premiere, I went to the Mann's in
Hollywood for the midnight show on a Saturday night. It was awesome. We have
become a society of pay-per-view and instant this and instant that, and there's
something to be said for going to the movies and getting your popcorn and your
soda and sitting down with an audience. I have seen movies that were terrible
become good, because the audience made it good. You've just got to go see Friday
the 13th with a black audience—it was the most fun I
ever had in my life. My character was called "Bitch!" a bunch of
times. And, "Dawg, don't turn around!" It was hilarious. Then some
guy behind me went, "She is phat!" I turned to my friend next to me
and said, "I don't think I look that fat!" And she said, "No,
that's good!"




STEVEN
WILLIAMS: 


I
think I saw a cast and crew screening. Or maybe I rented the damn thing? But I
liked the film. I don't know if "happy" is the right word—I was
satisfied. I didn't have a problem with it.




JOHN
D. LEMAY: 


I
couldn't make the proper premiere, so my friends and family had one for me in
Minnesota, at the Maplewood Theater in St. Paul. They arranged it so that if I
signed autographs for the opening night of the show, we could have the theater
early in the afternoon for all my friends and family to come—like
150
people! And they were all so proud of me that they overlooked the fact that it
was a total gross-out movie. I was horrified—here
I am, sitting next to my aunt and uncle and somebody's getting sliced up the
middle. But they just loved it. There were all so
generous, so of course my fears and my insecurities were totally overblown and
not necessary at all. So that was a nice memory.



I
thought the movie turned out well. My character in the movie, he was just an
ordinary guy in extraordinary circumstances.
There wasn't really any layering of attributes that I had to throw in there. I
was just excited to work on Jason Goes to Hell because, ultimately, Adam
really wanted to make an old-fashioned horror film, and make these characters,
that hadn't always necessarily been three-dimensional in the series,
three-dimensional. But I wonder if the fans didn't go to the movie expecting
one thing and not getting enough of it. I don't know how much criticism of our
Friday there has been because it was so different, but it certainly is what made
it fun for me to do it. 




ERIN
GRAY: 


The
only negative to the entire experience for me was when I went to the premiere,
and I'm there with this crazy, wonderful audience who are yelling and screaming
and having a great time. So I'm watching this film, and I'm really getting into
it—and
then there's that scene at the end where that blob or whatever it is crawls up
between my legs.


I
don't know how to describe my reaction other than to say there was a sense of
violation. And a sense of anger because you feel that you sign on to do a
project and you read the script and you think that's what you're doing. Then
you find out that, through special effects and other things, they add scenes
and make it look like you but it's not you. So there's a sense of,
"I wouldn't have done that! I didn't agree to that!"


ADAM
MARCUS: 


That
was a corporate decision to make the story elements kind of link up easier. I
admit it's a little distasteful. And I regret that shot, even though, trust me,
audiences love it. It's terrifying. But I remember when we were at the
screening and I saw it I was like, "Ewww."


I
don't disagree with Erin. It's a little cringe-inducing. Especially for the
actress who plays the role. But I gotta tell you, I had so much love for the
people who were in that film. They were really brave to let me be at the helm
of what they were doing. On her last day of shooting, Erin gave me, from the
set of Buck Rogers, the flight wings that a new pilot would get. I was
so knocked out by that. I still have it in my office.




SEAN
CUNNINGHAM: 


New
Line left me completely alone on Jason Goes to Hell, and they were
completely happy-they made a bunch of money, so they had no complaints. And
what did anyone expect? It's Part IX of Friday the 13th! Did you see Part
VI? Part VII? Part VIII? 


For
me, it is way past an embarrassment. The body-morphing plot—it
was a dismal idea. I suspected that early on, but the finished film completely
proved it. I made many, many mistakes. Adam came to me and said, "The last
thing the fans want is to see Jason going through Camp Crystal Lake chopping up
teenagers again." Of course, it was the only thing they wanted to see, and
Adam delivered this movie that was so not good. 




DAVID
HANDMAN: 


I
had fun doing Jason Goes to Hell, but I don't know what it's about. I
still couldn't tell you. 




GREG
NICOTERO: 


Texas
Chainsaw Massacre and Halloween
and Friday the 13th—I think it was about
the kills. Then when A Nightmare on Elm Street came along, it created a
whole new set of rules. Which is why Freddy became more popular than Jason,
because those movies could have visuals—not just gore gags, but
fantastical elements. I think that's where Jason Goes to Hell strayed
from the path. Once the ground rules were set for the Friday the 13th
films, the fans kept coming because that's what they expected to see, and they
wanted more of the same. Which is understandable, because people invest so much
into the movies they love. It's the same with zombies or anything else. People
don't want you to fuck with what they've come to revere.




ADAM
MARCUS: 


I
think horror movies have always suffered from the problem that they do
gangbusters on opening weekend and then they drop off. That happened with Jason
Goes to Hell, but we still did good domestic business. We came in right
behind The Fugitive. And we were actually the number one domestic horror
movie of that year—well, if you don't put Jurassic
Park in there. I think New Line was surprised we did as well as we did. I
remember my favorite thing was the front page of Variety after our
opening weekend. It said, "Number One Goes to Fugitive, Rest of Box
Office Goes to Hell."


I'm
very proud of my Jason. I really am. We did something different. I know we got
hammered by many of the critics, but we actually got some nice notices, too.
And we did stuff in our movie that was self-referential, that was cheeky. We
did it years before Scream but we never got any credit for that. Some
fans complain that we tried to explain too much in Jason Goes to Hell,
that there shouldn't have been so much of the mythology. I think that's a
mistake. Look at that great moment in JAWS when Quint gives his big
speech about the U.S.S. Indianapolis—that's backstory for a
shark! For me, it is the same with Jason. I'm not saying that our concept was
the best or whatever, but you know, I think Norman Bates isn't frightening if
Norman Bates doesn't have a mommy problem. And Michael Myers was a kid when he
murdered his sister. That's important to know.


There
are a lot of fans who should examine themselves a little bit and wonder why
they keep wanting to watch the same damn movie over and over again. I don't get
that. The advent of the video age has allowed us to do that anyway. So there's
a movie that you love? Then buy it, that's great. But don't hamper the
filmmaking community because they don't want to make the same thing again and
again. Because that's the attitude and the way in which these types of movies
are usually made. Which I think is a shame. 


Look,
nothing approaches the first Friday the 13th. That had a rawness and
immediacy to it that I don't think anyone will match again. Friday the 13th,
along with Halloween, really opened up a Pandora's Box—no
other horror movie of this type will ever capture the zeitgeist in that way
again. I also think Friday the 13th Part 2 is terrific. I loved it.
Then, I'd put Jason Goes to Hell in third position with Jason Lives.
They both have a really healthy sense of humor. Both wanted to take the series
in a new direction. Both included a real community, a town, and more
interesting characters than just Jason. I think that's fair.



10. Evil Gets an Upgrade





With the final,
crowd-pleasing coda of Jason Goes to Hell—featuring
Jason's trademark hockey mask being dragged into the bowels of hell by the
razor-sharp claw of a cackling Freddy Krueger—it appeared that the promise of
horror's most anticipated screen showdown was finally about to become a
reality. While The Final Friday was by no means a blockbuster, it
successfully brought to a close a period of nearly 13 years that saw the Friday
franchise become the most financially successful horror film series in history.
Freddy Krueger, too, had just come full circle with Wes Craven's New
Nightmare, a wry and inventive postmodern wink at the franchise slasher
craze. It seemed hard to imagine a more opportune time to stage a match-up of
two of horror's reigning slasher icons, especially now that the popularity of
both characters was undeniably on the downswing. 


Fate,
however, had other plans. By the end of the 1990s, after more than a dozen
writers and nearly as many screenplay drafts, the producers of Freddy
vs. Jason were still no closer to solving the project's conceptual
challenges. As the "development hell" of Freddy vs. Jason lingered on
during the next six years, New Line was growing tired of spending millions of
dollars on new writers and new screenplays. Despite the best efforts of a
seemingly unending parade of talented scribes, none had successfully cracked
the most basic of questions: how do you bring Freddy and Jason together in a
logical and satisfying way? The Friday the 13th brand name was also
precariously close to losing whatever box office potency it may have had. But
most importantly, Sean Cunningham was running out of patience. Shortly after Jason
Goes to Hell, Cunningham created a new production company, Crystal Lake
Entertainment, to co-develop Freddy vs. Jason with New Line. His
Cunningham Productions was also continuing to cultivate projects within and
outside of the horror genre. The stagnation of Freddy vs. Jason was a
growing financial and creative black hole for both companies. So as the new
millennium approached, Cunningham felt it was time to seriously think about
another Jason adventure. But if Jason was to survive into the 21st century, he
would have to undergo his most radical re-invention yet.




NOEL CUNNINGHAM, Producer:



I
had been working for Sean doing development, and we had done the whole Freddy
vs. Jason rigmarole for a while. We worked with the studio for a long time
and the scripts were always good, just not good enough. Also, while we were
trying to develop Freddy vs. Jason, Cunningham Productions was trying to
expand without spending the money that comes along with that. That's tough. If
you're an independent producer like Sean and you have three people working for
you and you don't have a deal with a studio, you can easily be racking up—on
the low end—$250,000 a year just to keep the lights on. Then if you want to buy
a script, pretty much everybody else has seen it by the time it comes down to
you, so most of what you get on that level is pretty much useless. So you try
to develop your own stuff with new writers. In that time we also ended up
shooting an experimental short, as well as a movie called Terminal Invasion.
But everyone still wanted to see Freddy vs. Jason happen, and Sean was
just sitting on the Jason rights the whole time. Finally, he said, "Fuck it.
We've got to do something with this. I can't just let it lay here." 




SEAN CUNNINGHAM,
Executive Producer: 


I
got so frustrated with the Freddy vs. Jason process that I finally said
to New Line, "I'm taking this away. If we're not making it, let's make
something else. The franchise has to be out there in some way. So do one or the
other." But also, there having been nine Jason movies, I was completely baffled
as to how we could make another Friday that had anything new or fresh to
say, or that was worthy of the fan base. An awful lot of people out there are
attached to the Friday the 13th series and they want something new,
something better. I think there'll always be a market for horror films, but not
for the same one, over and over again. And to be honest, I don't know that the
first Friday the 13th would have been successful if it were released
today. By that point it was 20 years old. A 10th Friday had to be
totally new, only with Jason still at the center of it.




TODD FARMER, Screenwriter/"Dallas":



My
high school class picture is of me sitting at a typewriter. I wrote stories
more than anything else. I was always the guy at parties and camp-outs telling
ghost stories that, most of the time, I was making up on the fly. And I
remember Star Wars scaring me when I was eight years old—seeing
C-3PO and Chewbacca and thinking they were horrifying. So I guess I was
destined to go into horror. Then I moved out to Los Angeles in
1996 and I dove into the trenches. You can go to film school, learn what you're
doing and while you're there make great contacts. But I didn't do it that way.
I just made mistakes along the way. 


I
met Dean Lorey through my best friend in college. I sent him a script I wrote
that I liked, and he read the first 40 pages and decided I had absolutely no
idea what I was doing. So, to some degree, he took me under his wing even
though he's just a year older. He taught me how to write. Dean also introduced
me to Sean Cunningham. I wrote a spec script for Sean that Dean had actually
come up with the idea for. The plan was that Dean would direct, Sean would
produce and I would write. That didn't happen, but by the end of 1996 I was
working for Sean as a writer and "creative executive."
I
did rewrites, I did originals, whatever Sean wanted. 


Freddy
vs. Jason had been going on for several years. Early on, Mark
Haslett , who was a vice president at Sean's company, had mentioned several
times about doing a straight Jason movie. Sean basically said, "Look, I've got Freddy
vs. Jason. I don't want to do anything to mess up that deal." Then every
six months or so, we'd go back to Sean but he still wouldn't want to do
anything. It wasn't until Sean got totally fed up that a new Friday
could happen.




NOEL CUNNINGHAM: 


Jim
Isaac was the one who came in at the right time and said, "Let's do a Jason
movie." I'd known Jim since 1988 or '89, and he was a good friend from many of
Sean's shows. He also came in and took over the directing chores on The
Horror Show, which turned out to be a very difficult production. But Jim
did a great job in trying to come in and save that. So Sean said, "Okay, we'll
do another Jason. Come and develop it if you want." There wasn't a paycheck in
it for any of us, but Sean gave us the shot with another Friday that
we'd all been talking about for the last four years or so.




ETHAN WILEY, Composer: 


Jim
Isaac and grew up in the same little town in California. We met and became
friends in third grade, then by junior high we started doing theatre together,
and we've remained best friends ever since. Later on, when I went to work for
Sean Cunningham and Steve Miner, I talked them into hiring Jim and he ended up
being the effects supervisor for House II. From that relationship, Jim
moved down to Los Angeles and did the effects for DeepStar Six, and
eventually Sean had him replace the original director of The Horror Show.
He was brought in to save the day. So I think Jason X was finally Sean
giving Jim the reward which he so richly deserved, after working so hard on so
many movies. 




JIM ISAAC, Director: 


I
was thinking very broad strokes. I originally wanted to make Friday
scary again. We are back in Crystal Lake, but it's winter and in the middle of
a big storm. It would be either kids on a cross-country skiing trip that get
lost, or they are already there but get snowed in. I thought that might be an
interesting look for a Friday film—blood on white. I could see Jason on
a frozen pond. But that wasn't a favorite idea with Todd and Noel and Sean. 


Â Todd
had picked up on this idea about space. He kind of described the trailer and
what he thought was cool about it, and it did excite the room. We left there
going, "Yeah, all right, this could be cool." But, in retrospect, that might
have been the first of many moments when I should have fought harder for the
original idea I felt strongest about.





Left Director Jim Isaac on the set of Jason X. An accomplished special effects artist, Isaac began his career in Hollywood working on such hits as Return of the Jedi, The Fly and Gremlins. Following his directorial debut with Jason X, he would go on to helm the genre films Skinwalkers and Pig Hunt. Right: Screenwriter Todd Farmer, in a 2010 publicity pose. After working in development for Sean Cunningham and Crystal Lake Entertainment, Jason X would be Farmer's first produced screenplay. The successful scribe has since gone on to a notable career in Hollywood genre films, scripting and acting in the hit 2008 remake My Bloody Valentine 3-D, as well as writing the cult favorite The Messengers and the Nicolas Cage starrer Drive Angry.

NOEL CUNNINGHAM:


Jim,
Todd and I sat around a table and literally came up with every scenario we
could put Jason in. Nothing was too extreme or too bizarre. We kicked around
different scenarios. Jason in the hood, Jason in the snow, Jason underwater. We
had him fighting gangs in L.A., in the arctic, on safari, in space, the NASCAR
circuit—everything. We didn't want to shut anything down. 




TODD FARMER: 


I
thought of Jason in the distant future—like a Blade Runner type of deal.
I like action stuff, I like science fiction stuff, and I like the idea of
taking Jason and dropping him into a situation that would be foreign to him and
possibly create some conflict for the character. And, personally, I always
loved the idea of Jason taking Manhattan. I just thought it was funny. But in Jason
Takes Manhattan, he really never got there. So I thought, "Well, let's
stick Jason somewhere else. Let's put him in space." 


We
also couldn't tell a story that followed Jason Goes to Hell because Freddy
vs. Jason was going to follow Jason Goes to Hell. But I was actually
very concerned that we follow something, so I set it 10 years in the future.
And there was a guy working for Sean at the time who thought that was lunacy
because then you would know who survived Freddy vs. Jason. I was like,
"They both survive. They've been surviving for 20 years. There's no big mystery
there..."




NOEL CUNNINGHAM: 


Jason
in space was kind of a throwaway. You immediately flash to the Hellraiser and
Leprechaun sequels and the disasters that those were. But once we
started going through every other option, there was so much stuff we could do
with the concept that we actually thought it could work. Get bad-ass space
marines and guns and future shit that we've never seen before. So we said,
"Fuck it, this is going to be fun!" 




SEAN CUNNINGHAM: 


It
would be fair to say, yeah, that I wasn't a fan of the other Friday the 13th
films. Essentially, you had like 16 crummy movies as templates. So to do
another one, you're duplicating the mistakes of the past rather than trying to
figure out what you did right. If we just took Jason and stuck him in a summer
camp again, there's a limit to how many teenagers you can have run in and out
of cabins and around tree. And you can't rely on the circus of special effects
anymore like we could in 1980. You can only compete with the unexpected story.
I didn't want to change the principal reason why people went to these movies,
but I could certainly dress it up and make it look different and better and
treat it with a little more respect.


When
Noel and Todd came in and pitched me the idea of Jason in space, I just said,
"What are you, nuts?" But they kept batting for it. They went off and came up
with a treatment. Only then did I say, "Jesus, this is a terrific idea."
Because everything that the horror audience would like to have is in there. It
had new locations, new characters, new technology, and twists and turns that
you would never expect. It was a way of rejuvenating the series, one that I
sincerely thought could make the fans very, very happy. 




TODD FARMER: 


The
initial attitude of Michael De Luca at New Line was that we weren't going to
make another Jason movie. And if you put yourself in New Line's shoes, why
would you? Real money was being spent on Freddy vs. Jason, so why go
backwards? It doesn't make any sense. But we pitched it to De Luca and by the
end of the meeting, he was really excited.




NOEL CUNNINGHAM: 


After
we convinced Sean, we still had to pitch the concept to Michael De Luca. But we
did our homework. Jim Isaac has been a special effects coordinator forever and
worked on some really big shows and knows a lot of good people, so he called in
a bunch of favors. We already had lined up Stephan Dupuis, who won an Oscar for
The Fly, to be our head of makeup effects. We also hired a couple of
guys from ILM to do some pretty matte paintings. So we brought De Luca this
huge dog and pony show. We showed him so much cool visual shit that he was
like, "This could really rock!" And Todd is remarkable in how fast he can bang
something out, and he wrote a first rough draft in only a couple of days. So
when De Luca was so impressed he said, "Great! When can you have a script?" we
just went, "Well, we've got a rough draft right here," and just slid it across
the table. It was pretty slick and cool!




TODD FARMER:


Ultimately,
I have come to have many regrets on Jason X. But the first one is
probably that, after we sold that pitch, I don't ever remember a celebration. I
don't remember any of us ever going, "Wow! We got a green light!" Because from
there on out, there was always a struggle, always a battle, always a fight. And
it never ended, even after the movie was finished. 




Whether taking Jason
Voorhees out of the sanctity of his woods and into the outer reaches of space
was an inspired feat of creative audacity or a foolish flight of fancy, it
represented a considerable financial risk for Crystal Lake Entertainment. Jason
X commanded the highest budget yet for a Friday the 13th film—projected
initially at $13 million, its negative cost was more than the previous four
installments of the franchise combined. And both the producers and the director
agreed on one thing: every dollar had to get up on screen. But pressures began
to mount even during the earliest stages of pre-production. Creative
differences and bruised egos became commonplace as the original shooting script
was extensively rewritten, both with the input of original screenwriter Todd
Farmer and without. Sean Cunningham had always championed an open atmosphere
that encouraged collaboration, an attitude that had paid handsome dividends for
him in the past. But this time, too many cooks in the kitchen quickly spoiled the
recipe for success, rather than distilling and refining its essence into a
single, cohesive vision.




NOEL CUNNINGHAM: 


"Vision"
is a word that gets thrown around a lot, and I really do think, initially, all
three of us, Jim, Todd and I, had the same vision for Jason X. We all
liked the same movies. We just wanted a good shoot 'em up, scary, fun, funny,
sexy action horror movie in space. We weren't trying to change the world. We
weren't trying to impart any great moral lesson here. So we developed the script
together, the three of us, very tightly, just going through and writing scenes
and then reading them aloud to each other and saying, "Well, that didn't work,"
or, "That was great." And we made a whole list of other movies that inspired
us. 


After
that, we sent Todd off to write it. But then there were some writers brought in
at the last minute to fix certain problems which, in hindsight, created much
bigger problems.





The women of Crystal Lake, circa the 25th century. Lexa Doig as Rowan (left) and Lisa Ryder as Kay-EM 14. Doig and Ryder would go on to concurrently star together in the hit cable sci-fi series Andromeda. Based on concepts by Star Trek visionary Gene Roddenberry, the hit show ran for five seasons on the SyFy network in the United States.


JIM ISAAC: 


Here
is what's great about Sean Cunningham as a producer. He is one of the few guys
I know of who, without a full green-light, will start writing checks to get you
moving. But there is the other side to that. Because this was a negative
pickup, at the time we started Sean was using his own money. No bank loan,
nothing. And we hadn't gotten anything from New Line yet. So, ironically
perhaps, this is what created problems for us—Noel, Todd and I—on Jason X.


Sean
was actually with us during pre-production for quite a long time, maybe two
months. Todd was writing and things were going fine. Then, suddenly Sean had
gotten the money situation worked out. His job was kind of done. But it was
tough for him to do all that, because he put a lot on the table—certainly, the
movie wouldn't have been made without that risk. So then he looked around and
saw all of us making a movie. Now, I think his heart was totally in the right
place. And I don't feel at all that Sean was trying to undermine me or
anything. Not on any level. But he started to play around with the script a bit
more. 


The
first draft Todd turned in was really raw, but Todd could probably have done
two polishes and we would have been there. Even De Luca said it was great. He
just told us, "You nailed it." It was weird, sexy. There were some great funny
moments, but scary moments, too. It just had a very raw edge to it that I
thought worked. And I know Sean will totally disagree with me, but I think the
movie would have been much better if we had stuck to that original approach. 




TODD FARMER: 


The
second draft was the one that was green-lit. And after that there were about 100
rewrites. A couple of them were budget-related, but most were just opinions. I
remember Dean Lorey called me a ways into pre-production. He had been
videotaping a friend of ours who wanted to be cast in the movie. And this guy
had been sent a couple of scenes from the script, and he was laughing at them
because he didn't think they were funny. And Dean read the pages, and was like,
"Todd didn't write this!" Because Dean knows how I write. That's when Dean
said, "I think you've been rewritten." 


I
called Noel, who denied it. Then finally Jim admitted to it. I don't mind being
rewritten. In a lot of situations, it's a good thing. I'm a firm believer that
rewrites can make a script better. But you can also rewrite the magic right out
of a script if you're not careful. And that's exactly what we did on Jason X.
We rewrote it so many times that it lost everything that made it even a little
bit special. And when you take that away, all you have left is Jason in space.
And that's a dumb idea in the first place.




JIM ISAAC: 


Todd
worked his ass off. He wrote a first draft in three weeks and it was smoking.
And his attitude was, "Tell me what to do and I'll do it." The guy would work 24
hours a day if he had to. Todd was also good at sticking up for what he
believed in. But ultimately, he knew that if he fought too much he'd just be
replaced. So eventually he'd kind of moan and groan and then just go off and do
it. 


For
me, I was in the middle of the firestorm that happens when you're just weeks
away from shooting. As a director, you're just all over the map. And now you're
being told, almost like a little random side comment, "Oh, we're going to bring
in somebody to do a quick polish." Today I'd say, "Stop. You're not." But, you
learn, you know? I also think we were all so excited that we even got to make a
movie that when Sean would say certain things that we didn't agree with, even
if we would argue it a little, in the back of all of our heads we thought,
"Well, if we don't do it, he'll just take his camera and go home." To be
honest, now, I feel that was my fault. I should not have been worried about
that. There was no way Sean would have pulled the plug. I want to make it very
clear that Sean and I never really had any negative personal words. And there
is no way Sean would have done anything negative. But that is how we all felt,
or at least I felt.


There
was so much stuff that was lost. I still wanted to keep what audiences had come
to expect from these movies. That these kids are out there having fun and
screwing up, and then Jason comes and all this shit happens. But this is 400
years in the future, so let's really have some fun with it and utilize the
possibilities. We originally had this party scene where all the kids are
getting high and drunk and having sex. Only imagine they're doing it in a zero
gravity sex bubble. You could really imagine coming up with some pretty wild,
cool ideas with that. I liked the whole idea of what audiences expected and
really bringing it into a weird and different place.


A
perfect example is a moment I wrote for the original opening sequence of the
film. We had initially conceived the discovery of Jason to be on a much larger,
grand scale. The kids end up falling through this floor into the space where
Jason is in cryo-freeze and all this stuff. During this search one of them
finds an old condom. It's a Friday the 13th movie, right? And the condom
has a shelf life printed on it. So the smartass kid should say, "Cool, let's
test it out." To me that's like a no-brainer—they should start having sex right
there. Then that's what would make the whole floor fall out, and bring them to
Jason and put them in jeopardy. And you get a beautiful actress to take of her
shirt. I thought that was a fun way to start the movie. And a sexy way—it gives
what everyone wants.


But
Sean, when he read it, only had one comment. He said, "Well, finding a condom
is not going to make them want to have sex. It doesn't make any sense." So he
made us cut the whole scene. Now, I could have just followed him around and
said, "What the fuck are you talking about? You're a high school kid and you're
with this beautiful chick and you find a condom? Hell, yeah, you'd think of
sex. At that age, everything makes you think of sex." It was one of those
moments where I should have stopped the presses right there and said, "Sean,
you're high. You don't get it." And then bring in Noel and Todd and talk about
it. Maybe even get a real teenager in on the discussion. Because that is who we
were making this movie for. And that, I think, became the ultimate problem with
Jason X. I wanted to make it for teenagers. I ended up making it for
Sean.




NOEL CUNNINGHAM: 


I
ultimately disagreed with a lot of Jim's choices, but he's the director and it
was my job to make sure, as best I could, that he had as clear a road in front
of him to do what he wanted to do. And I'm sure he disagreed with a lot of the
roads I laid out for him. But a lot of what Jim wanted had to be cut for
budgetary reasons. Because if you have only $13 million, you can't have kids
having sex and flying all over a cargo bay. And if you only have 10 weeks of
principal photography, you can't take a week and a half or two weeks just to
shoot one sequence. 




TODD FARMER: 


By
the time we were about two weeks away from the start of principal photography,
another writer had already come in and done a rewrite—John Vorhaus. I had
already finished rewrite after rewrite, but my script was still a little
cluttered. So John streamlined what I had done, and he was very good. But
whether this was him, or the notes he was getting, I felt like we lost our edgy
tone. It just no longer existed. I saw this as ALIENS with Jason. The
kind of movie that has to come at you from the beginning and just stay right in
your face. We couldn't be afraid to offend, we couldn't be afraid of going over
the top. By this draft, all of the over-the-top stuff was removed. So Jim
called me back and said, "I want you to come down and take another pass and put
the tone back in." So I came back and did my best. And then that stuff got cut
out after I left, anyway.





Jason X begins in the year 2008, 15 years after the events in Jason Goes to Hell. Jason Voorhees has at last been captured and imprisoned at the Crystal Lake Research Facility for further study. With a newly-redesigned appearance, including a new hockey mask, it was up to makeup effects supervisor Stephan Dupuis to reimagine the character for the new millennium. "The idea was that Jason has regenerative powers, and it has been several years since the last Friday movie" explains Dupuis. "So at the beginning of the film, we gave him a bit of hair, as well as a more clearly fleshy appearance, as if he is almost in a constant state of repair. I also wanted to go with more of a gothic version of the old Jason, hence all the shackles and chains, and we made his hockey mask a little more angular. That was also a great contrast for later in the film, when Jason is transformed into UberJason, which is an entirely new and wonderful creation."


JIM ISAAC: 


For
me, I felt that the integrity and the soul of the movie started being changed
right from the beginning. And it was happening in a very slow way. It wasn't
like Sean just came in and said, "Let's turn this into a musical." What
happened is we started to kind of chip away at things—a little detail here, a
little texture there. I started to give into some of these things, and if you
don't have anybody looking after your back, at the reality of the big picture
and pulling you aside and saying, "Wait a minute, Jim. Remember, you really
wanted to have that," it's really going to screw you up. As the script started
to go a different direction and get developed in a way I wasn't totally
comfortable with, I was focusing on things like getting the crew to start
working on the look of Jason, or rehearsing with the cast and that kind of
stuff. 


During
the process of making a movie, you often get so wrapped up in the day-to-day
issues that you have to solve. And the person who holds the purse strings, if
they disagree with something or don't like the way things are going, has the
power to pull the plug. So I felt I needed to take those ideas that were
presented to me and somehow try to make them work. The last thing I want to do
is start to whine and complain about the script. You don't want to be the guy
who is a part of the problem; you want to be the guy who is a part of the
solution. And you can do that a couple of times. But if you start to do that
over and over and over again, that's when things start to fall apart.




The casting of the Friday
the 13th films had grown more progressive throughout the early 1980s and
'90s, as the cultural attitudes and expectations of teenage audiences began to
change. White bread, wholesome ensembles were no longer the mandate of the
studios and filmmakers, for fear that the exclusion of key demographics, such
as urban audiences and female viewers, would mean potential lost profits. In fact,
by the end of the '90s, most of the major studios began to realize that a lack
of ethnic diversity in the cast of a mainstream horror film was tantamount to
commercial suicide. With the success of Wes Craven's Scream and its two
sequels, even the most non-horror savvy moviegoer had become wise to the
clichÃ©s and conventions of slasher movies. Now that the bar had been raised,
the characters on screen had to be just as smart. The late '90s also saw an
explosion in the popularity of a spate of high-gloss, youth-oriented American
television series populated mostly by unusually photogenic,
wise-beyond-their-years teens. Shows such as Dawson's Creek, Party
of Five and Buffy the Vampire Slayer radically changed the
expectations for young actors in Hollywood. If Jason X was going to
appeal to the kids of the new "postmodern age," its futuristic teens had to be
just as hip, modern, witty and proactive. And, of course, good looking. 




JIM ISAAC: 


One
of the things I liked about the concept of space was that it would enable us to
create new toys—cool weapons these kids could have at their disposal. One of
the things I was tired of seeing in the other Jason movies is that the kids
were always just so defenseless. They're just victims from day one. I didn't
want that for Jason X.




NOEL CUNNINGHAM:



Jim
Isaac and I went up to Toronto around October of 1999. We brought up a skeleton
make-up effects crew to start working on special effects and getting things
together, and we also started to hold the casting sessions, all with local
Canadian talent. Some of the actors who came in, right as they walked in the
door, it was like, "That's the character!" Then there were other actors that
you go, "I love them, but they're not right for this role, but maybe for this
other one?"


We
never thought about going after any "name" actors. We didn't have the money. If
we had a cast like Scream or The Faculty, our budget would have
shot up—all
of
a sudden everyone has bigger trailers and more support staff and the schedule
gets longer. And on many levels it's easier to get fresh people because they're
more willing to work with you. On the flipside, and especially with the horror
genre, a film like Halloween H20 wouldn't have done a dollar if Jamie
Lee Curtis hadn't come back. I do think that of course the cast you have makes
a difference, but at the end of the day, we all thought that the success of Jason
X would just depend on how good of a movie we had.




TODD FARMER:



Another
reason to utilize Canadian actors is because none of them were SAG in Jason
X except for Kane Hodder. So they could all be "bought out." Meaning
they'll
see no residuals—the movie could have made
$100 million and they wouldn't see a dime.


Â I
did get to be a part of the casting process. I saw a few of the tapes and I was
certainly able to say, "I like that person" or "I don't like this person."
Though I doubt my opinion swayed anything one way or another because I was just
the writer. And I do wish we had at least one name actor in the thing to have
pulled in some box office, but I still think everyone who was cast did a fine
job. 




ROBIN COOK, Casting
Director: 


I
had previously done Frequency and Knockaround Guys for New Line.
I remember getting a call saying, "We'd love to interview you for a new
project. The film is called Jason X." So I go online and find out that's
"Friday the 13th Part X." I was so taken back. I said to myself, "I don't know
if I should to this." So I went to the interview and—this
is first and only time I've ever done this—I
sat down and was totally at home because I didn't care if I got it or not. I
just sat down with my Starbucks coffee in my hand and talked with Noel and Jim.
And they're both just so lovely.


When
I read the script for Jason X, I thought it was funny. And what you do
as a casting director is send out a synopsis to agents along with comments,
usually something like, "Shoots in Toronto." For Jason X, in my
comments, I wrote in caps: "Yeah, I know, I know. What can I say!?" See, for
me, that was the beauty of the film—we all knew that what we were doing was
camp, and that we were going to have fun with it. Kudos to Noel and Jim and
Todd for taking it seriously. But for me, and I certainly take my job seriously,
I loved the idea that we all knew that this wasn't Citizen Kane.




LEXA DOIG, "Rowan": 


I
actually laughed when I received the script. When I saw "Friday the 13th Part
X," I looked at my agent and said, "I didn't know there was a VI, VII, VIII and
IX." But I thought the character of Rowan was great. She changed the whole
stereotype of the scantily clad, not-very-bright female that seems to appear in
a lot of horror films, especially ones from way back when. And in the script, I
also thought that all the women were integral to the action. Those who did
survive wouldn't have, if it wasn't for the input of everybody, including the
ladies.


I
think Rowan was a very strong person in her time, and was sort of a woman
living in a man's world, to some degree. It is sort of like Ripley in the ALIEN
films—there are definitely parallels there. Because then this whole complete
chaos comes into her life. She's got nothing left. The only thing that she does
know is Jason. That kind of gives her an anchor, oddly enough, in a really sick
and twisted way, to plod through the events that are happening. Because, even
though she's in a complete environment with new toys and new tools and new
weapons, Jason's still there and she can't really escape him. Just like Ripley
and the Alien.





"I play a stupid doctor who deserves to die!" laughs veteran filmmaker David Cronenberg (third from left) of his cameo role in Jason X. "David is the dean of Canadian horror films," says executive producer Sean Cunningham, "and he is a very dear friend of director Jim Isaac. So when David found out Jim was making a Friday film, he was an enormous help and came in for two days work. And we were very grateful to him, and he's very good in the movie." Directing his longtime mentor was a dream come true for Isaac. "Those were a great couple of days," remembers Isaac. "He was wonderful, and he tweaked his scenes a little bit. I would ask, 'What can we do?' And he'd say, 'Well, last night I went ahead and rewrote a couple of things...'"


ROBIN COOK: 


Lexa
just had that right kind of toughness, beauty, and vulnerability. You just
wanted to watch her. Yet even then I still remember having conversations about,
"We really need to go even better looking." I was like, "How can you get better
looking!?" Just look at Lexa. She's so stunning.


Personally,
I didn't want Jason X to be so much "Jason Meets Beverly Hills 90210."
That sort of took away, for Jim and I, the camp of it. You look at the actors
who are on any Teen Beat cover or on the WB and they're all gorgeous.
And nothing against Aaron Spelling. But all Jim and I really cared about was
that they were fit. And some people definitely turned us down.
But, it just so happened that when we were readying production there were
hardly any features filming in the city. And who really wants to come to
Toronto and shoot in the middle of winter? 




NOEL CUNNINGHAM: 


I,
especially, wanted good-looking people. That's a sign of the times. Film is a
fantasy, an escape. Especially Friday the 13th. As much crap as
reviewers and critics will sling on you for gathering a whole bunch of pretty,
attractive people, you know what? If you gathered a huge bunch of really
unattractive people, I bet your box office scores would be lower. People want
the fantasy, and hopefully they can identify on some level with the characters,
too. And also, with Jason X, it's in the future, so there's natural
selection and all that. All the hot people were nailing each other. Ugly people
ain't gettin' none.




TODD FARMER: 


I
like strong female characters, like the kind in James Cameron's movies. I think
they're sexier. I think they're more fun to be around. You know, a girl who'll
slug you is the kind of guy I want to go into battle with, if that makes any
sense. And that probably comes from my scarred childhood on the playground when
the girls would beat me up during games of "kiss and chase."


That
really came out with the character of Kay-EM. The idea was she was supposed to
be a smart, sexy, femme-bot android, a synthetic—whatever you want to call
her—and then to give her the opportunity to rage-battle with Jason.




LISA RYDER, "Kay-EM
14": 


Robin
Cook had used me a couple of times before, and they were having a tough time
casting the part of Kay-EM. The first time I auditioned, I walked into a room
full of models—all stunningly beautiful women. And originally, the sides were
really wacky, like Jim Carrey wacky. And they were trying to get the models to
be "out there," and I don't think any of them could go there. Then they were
trying comedienne-ish women for a while. They were vacillating. It is kind of a
tricky part, because they wanted someone for Kay-EM who was babe-ish, but also
funny, and strong, too.


I
do think Jim Isaac did a really interesting thing with the casting. He didn't
go the typical way that the '80s slasher films went. He didn't cast victim
girly girls. He didn't cast buxom blond chicks. And in casting me he went a
little bit older, because Kay-EM is supposed to be a 19-year-old android. And
by doing that, he made the character more of a mother to the kids. So that
helped make the movie kind of special, or at least the casting of it.




ROBIN COOK: 


The
casting of Lexa and Lisa together was actually a funny story. We
were pretty much ready to go with both of them, but then they also had to go and
do an audition for a series called Andromeda that was beginning production
around the same time as Jason X. So they went off to do the audition,
and weirdly enough they both got it. And their parts were kind of like the
exact opposite of what they were playing in Jason X. So to cast them in
this, we had to be sure we released them from the production by a certain date so
they could go and start Andromeda. We couldn't even go over as much as a
couple of days, so it got very scarily close at a couple of points near the end
of the shoot. 




LISA RYDER:



It
just happens to be that most of the stuff shot up in Canada is sci-fi. Because
the American dollar has been so strong, productions can come up here and get a
better value for their dollar on special effects. So Lexa and I met on Jason
X while we were both auditioning for and getting "Andromeda." It was the
first time I'd ever heard of her, but we ended up working together for the next
four years solid. 




MELYSSA ADE, "Janessa":



I
think there has consistently been strong female characters throughout cinema.
What was exciting about this is that our age doesn't seem to diminish our
potential strength. The women onboard are all young women. Janessa's a
teenager. So regardless of that, we still have a full range of human emotions,
we still have a full range of capabilities. And that was definitely an appeal
with this project—that these young people are very capable. We're not just
running and screaming from one cabin to the next. We have a problem to solve
and we get down, we get dirty, and try and solve it. These kids just want to go
home. That's all. And that's where you grab yourself. That's real. Whether it
was set in outer space or in Tahiti or on the top of a mountain.




CHUCK CAMPBELL,
"Tsunaron": 


Jason
X
happened by accident for me. They just happened to be shooting in Toronto. And
when I got the call for the audition and saw it was "Friday the 13th Part X," I
wasn't that interested to be honest with you. I think I only saw the first two Fridays,
so by this one, I had no idea what the hell was going on. But it was cool
because Robin Cook was very nice and she said, "They're not taking it so
seriously this time. There's going to be a fun feel to it. Just go in and have
fun and audition." I felt Jim Isaac wanted people to enjoy it and give credit
to the series, but do something different with it, too.
What ultimately attracted me to doing this role was playing the eccentric.
Nerds and geeks, they're fun, and this guy was great because he was supposedly
a little insane. The whole idea of building this android, Kay-EM, is a little
wacky.
So I went in and just got lucky. 




JONATHAN POTTS:



A
lot of actors decide early on that they are going to get into it and make a lot
of money and have that kind of overnight success. And if you saw me in Jason
X you know I'm not a stunningly beautiful young man. I started from the
absolute bottom, and it's been a really slow, slow progression. I've done
everything that there is to do in the business from industrials to commercials
to extra work to voiceovers and cartoons. I'd known Robin Cook for years. She
does the big films up here and the weird little independent stuff, too. So I
was and am still happy for every job I get, and was happy when I got Jason X.



There's
no star system in Canada. There are certain things that I won't do anymore,
that I don't want to do, but here, there's not enough money to be that choosy.
People just kind of do the work. There's also not a lot of A-movies available.
Occasionally you get an X-Men, but most of it is TV movies and
low-budget stuff. And that means that the stars of these pictures are either
people who are on their way up, or on their way down. So there's nobody in
Canada who goes into acting thinking that they're going to be famous. It just
isn't in the cards. And I think we all knew that the star of this film was
Jason, anyway. 





Director Jim Isaac would make extensive use of many talented artists and craftsmen when realizing the future world of Jason X. Throughout this chapter, view key concept art designs by illustrator James Goodson, including early visualizations of many of the film's key scenes, locations and characters.


YANI GELLMAN, "Stoney":



What
drew me to do Jason X? The money. No, just kidding. Just being a part of
the whole Friday the 13th series is really cool. I grew up watching
them, so to actually get killed by Jason is kind of exciting. Jim Isaac was
also trying to really represent a sort of diversity that will occur in the
future. We're sort of this ragtag band of humans that have escaped from Earth,
so we're not all gonna look clean-cut and nice. There is a
quirkiness we wanted to present a real human crew from all
different walks of life.




ROBIN COOK: 


Diversity
was never explicitly discussed, but that's the way I casted Jason X. If
race is not specific in the script, that's where my creativity comes into play.
For example, Peter Mensah was totally out of my head for Sgt. Brodski. Jim just
wanted somebody imposing, and I said, "I've got the perfect person for youâ€¦"




PETER MENSAH "Sgt.
Brodski": 


I
grew up in England, and I was eight years old when I did my first school play.
I pretty much lived on the stage until I came to Canada. I'd spent my summers
in the south of France and Italy, and gotten to know that part of Europe so
well that the next frontier was either Canada or Australia or something like
that. Then I went to Canada and fell in love with it. 


I
think the Friday the 13th movies and Freddy Krueger—you could find them
in England, although usually a year or two after their release in the United
States. Still, it wasn't a genre that I had paid enormous attention to,
admittedly. I was just happy to have gotten a role that I don't think was meant
for a black actor. And Brodski is not a name you would usually expect to have a
British accent. 




DERWIN JOHNSON,
"Waylander": 


What
was attractive about the script was that I thought it was very well-established
throughout that these are real people with thoughts and ideas and feelings, and
that we were all very specific individuals. Even Kay-EM has a very distinct
personality and characteristics to her that I think feeds into the film. I
think that's what makes it different from the other Friday the 13ths.
Not only are there these explosions and special effects, but these are real
people in a real situation.




TODD FARMER: 


Jim
made a point to not typecast. And I like that. I think it makes for a better
movie. The beautiful thing is some of the smallest characters have the most
wonderful performances, because Jim stayed in the casting room for days looking
for the right people. 




JIM ISAAC: 


Sean
and I can argue about this until we die, but it was his idea to have the kids
up there in space, driving spaceships and doing things as if they are these
teenage geniuses. I think that is, overall, the biggest disagreement Sean and I
had about the characters. I felt Sean was going more towards young sort of Star
Trek kids. I thought that was a little boring. Again, at first, I thought I
could live with a little of that. Then it just kept going more and more in that
direction. 




SEAN CUNNINGHAM: 


Not
to get too serious, but in the other Friday the 13th movies, as often as
not, the people involved in it were victims. At least with Jason X these
people had a hand in their future. Whether they were able to save their own
lives or not, at least they were empowered. They have skills. They have a
disposition. They are not saying, "Oh, what's going on?" and just waiting to
get chopped on the head with a machete. They're smart, they're witty, they have
power.




DERWIN JOHNSON: 


I
remember when Jim called about a month before shooting to come and do
rehearsals—I was surprised and incredibly impressed by that. He would sincerely
ask, "What are your opinions?" And if you would tell him, "You know, this
doesn't completely work for me," he would say, "I'm going to work on that." And
he really did. You hear that so often in this business and nothing happens. But
I would come back the next day, and there are new pages with the writer going,
"We took your input seriously, and here it is. Does this work for you now?" It
was totally fantastic.




JONATHAN POTTS: 


Isn't
that ironic—for a Jason movie we get a month of rehearsals! And I mean real
rehearsals. We literally played out each scene, and Geoff Garrett, the
associate producer, videotaped them on a little camcorder so Jim could look at
them afterward, seeing us walking and talking and getting ideas.




PETER MENSAH:


I
think those rehearsals were really important. We learned who our characters
were. The level of comfort the cast had with each other stemmed directly from
having sat through read-throughs and going through certain actions together.
And it provided us with a certain level of comfort with Jim Isaac, because
right away it was established that this was our guy. He clearly knew what he
wanted. So the tendency for the rest of the shoot was, you started the scene
and could easily settle into what was required of you, rather than spend 14 hours
a day going through it. 


And
I didn't see any prima donna behavior taking place, right from the start. The
Canadian scene, I think people are really grateful and happy to have the
opportunity to go to work. There wasn't the "I'm so much better than what I'm
doing" as much as there was just a sheer enjoyment of doing what you do. Why
would you pick this feature if you thought you were above the material?





Jason X represented a unique challenge for costume designer Maxyne Baker. "The idea was that Earth was no longer inhabitable," says Baker of the film's unique "TerraFormer" suits. "But I didn't want to do the typical spacesuit you normally see in science fiction movies, with a big helmet and air flowing through tubes. So we came up with a design based on leather Flying Duster jackets from World War II. We went with orange because that's the color of survival. And because the sun's brightness had become too much, everyone needed to wear a screen on their faces to protect from the ultraviolet rays."


LEXA DOIG: 


That
was one of our missions. In most of these films, you know who's gonna die the
minute they walk onscreen. Whereas here, because it was an ensemble cast,
because each character has an integral part to play in the story, you don't
always know. And when they did die, it was actually kind of emotional, like,
"Oh, man, that sucks. I really liked her," or "he was totally cool." 




LISA RYDER: 


It
was an excellent group of people and we all did a lot of bonding. We also all
lived in downtown Toronto, and this is another cheap thing of Sean's, but none
of us got individual transportation to the set. So it was by bus. They'd pick
Lexa up first thing in the morning, then my place, then Chuck's place, so by
the time we got there, there were 10 people on the bus. And then we'd work all
day together, and they'd drop us all back home. It was like "Camp Jason."




NOEL CUNNINGHAM: 


We
were still making major script changes even while we were casting. There was
one character who was supposed to be a love interest for Rowan. He was even
going to survive throughout the entire film. But the romance angle just never
gelled. We were looking at the script one day and it was like, "Why do we have
this character?" And one of the most heartbreaking things I had to do was talk
to the actor we already hired and say, "You're a really good guy, it's not
about your work, and it's our bad. But you're fired." Telling somebody four
days into rehearsal, who was the second lead in the film—he was floored! I felt
so bad. But it was a good thing to do conceptually, because we had enough
things clogging up the movie already. 




JIM ISAAC: 


That
was typical of the script changes that were happening, even throughout
rehearsals. And it was really starting to affect me because it was happening as
we were getting so close to shooting. But I think the lowest point was one day
when I was rehearsing with the actors, and Sean had brought in Lewis Abernathy
to do some uncredited rewrites. Now, Lewis had written for Sean before on DeepStar
Six and contributed to the opening of Jason Goes to Hell. And he is
a character. We all love Lewis. We were all like a family. So that is why I
think I can say what I'm about to say. 


Here's
Lewis sitting in the corner of this big old room that all the actors are
rehearsing in. And Lewis is spreading script pages out all over the floor. He's
this big guy acting like, "I'm gonna be the script doctor. I'm gonna fix all
the shit that's wrong with you assholes. You don't know what to do." Maybe he
was half joking, half not, who knows? But it had been a very long day and I was
tired and getting very frustrated—especially because Todd Farmer was already
into rehearsing his role as Dallas. This script had been Todd's baby, yet he's
trying to help by not getting involved in this situation with all these script
changes. He's not coming up and saying, "Fuck it, I'll walk."


So
I'm in my office at the end of the day and I'm pretty pissed. I've been
rehearsing actors all day and I'm not sure if the pages we are doing are even
going to be in the movie I'm supposed to start shooting next week. And here
comes Lewis. I'm totally dead tired, I haven't slept in days, and here's this
big guy just looking down at me. And he says, "Okay, Jim. Here's what I want
you to think about: space pirates! Just think about that. All these kids are on
this ship out to rob and plunder, and then Jason comes on board and wreaks
havoc." I just sit there. Then I go, "Lewis, I shoot on Monday. This is
literally the week before principal photography. You see those kids over there,
the ones that I've been rehearsing with? They're not fucking space pirates!" 


That
was it. That was the moment when I really felt like I was fucked. I'm supposed
to shoot a movie the next week, and I don't even know what script to pick up.




Unfortunately, the
situation on the set of Jason X would only grow more
contentious during principal photography. Moviemaking is often about making
spur of the moment decisions as much as it is the result of careful planning
and coordination. But both cast and crew acknowledge that much of the energy
and rawness of the original script continued to be diluted—if not completely
eviscerated—as production went on. A source of even more consternation and
concern was the film's limited budget—ample by Friday the 13th
standards, but ridiculously low in comparison to the big-budget action
extravaganzas with which the film needed to compete. Nevertheless, for the
creative crew it was an often rewarding experience that afforded them the
freedom to experiment with the then-cutting edge digital tools that were
rapidly becoming available to independent filmmakers. Stuck somewhere in the
middle of the age-old battle between art and commerce, however, was the cast.
Largely unaware of the escalating conflicts between the film's core creative
personnel, the actors naturally sided with their director. Few enjoyed the
experience. Most simply endured it. 




TODD FARMER:



Pre-production
was one thing. But production, that was madness. Making the film was a
nightmare. 




NOEL CUNNINGHAM:



It
was a circus. Tons of people, tons of effects shots. Pyrotechnics. Stunts. Lots
of action. Big, huge sets. We only had one exterior shot in the whole movie—Jason
X was shot entirely on a set. We had a $22 million film that we were trying
to do for $13 million. 




JIM ISAAC:



I
felt that eventually the Friday franchise would die out and end up going
straight to video. So much time and money have been spent on movies that turned
out to be bad. So with Jason X, I said, "Let's put every dime on the
screen. Let's not do a Jason movie for $3 or $4 million. Let's raise the
stakes. Let's prove we can do a movie for under $20 million that still looks
A-list." Because if we approached this movie like just another low-budget
slasher, then that's what we would end up with.


I'd
been in the business for a long time and have developed relationships with some
very talented people. For instance, Stephan Dupuis is an Oscar-winning makeup
effects artist, and a lot of our team had crewed on many of David Cronenberg's films.
People who wouldn't normally work on a "Jason Part 10." So when I called and
said, "I've got this project and I want to direct it" they initially got
excited. Then after they'd ask what it was and I'd say, "It's 'Friday the 13th
Part 10,'" the enthusiasm disintegrated. But my approach to them was that if
they jumped on board with me then we'd all get to do something different and
exciting.





"Kane Hodder used to really crack me up," says director Jim Isaac of his Jason Voorhees. "I did, sometimes, want Jason to do things that weren't completely consistent with his character. Kane would just look down at me and say, in that very deep voice, 'Jason doesn't do that.' And I'd be like, 'Oh, OK!' There was always this feeling that, at any point, he might reach down and grab the top of my head and squeeze if he didn't like the direction I was giving him."


JOHN DONDERTMAN, Production
Designer: 


I
don't believe I've ever seen a Friday the 13th movie, except for maybe
the first one. So it was different for me to work on this type of picture. Jim
Isaac called me and said, "We want to make a film unlike any other Jason movie.
We want it to look better than any Jason movie that's ever been made and we
want it to look better than any science fiction movie that's ever been made."
So it seemed like I couldn't lose.


The
big draw was that we could create this whole space station down to the last
doorknob—all the monitors, consoles, the typography, everything. I
worked with a graphic artist and we even designed a whole alphabet, a whole
graphical language, that we used. And all of the drafting was to be done on
computer, which then wasn't as commonplace as it is now. It makes the whole
process better and faster, and I could use my digital camera to photograph the
models we built. The results were fantastic. The sheer amount
of detail was a quantum leap from my past experiences. Normally, you don't get
to do that. 




JAMES OSWALD, Art
Director: 


On
Jason X, every single day, there was something new happening. That was
very satisfying. It was almost like being in an old Hollywood studio, where you
had craftsmen of different disciplines all working under one roof. I'd never
had an opportunity to work on a show where I could walk down the stairs into
this workshop where these guys are sculpting this crazy stuff. And I never
worked on a show that was so effects-intensive. Designing a set
around certain effects is a discipline, it gets you thinking, and makes you
really appreciate there's a lot more to it than just drawing up the set and
getting it built and making sure it looks good for the actors.




CHUCK CAMPBELL:



I
thought the whole futuristic aspect of the movie was a blast. It felt massive,
like shooting in a huge air base. You could take a baseball and throw it from
one end towards the other, and it'd never hit the back wall.




DERICK UNDERSCHULTZ,
Director of Photography: 


I
realized that it wasn't just another slasher film when I first read the script.
Jim made it clear right from the beginning, too, that in a lot of ways we were
not taking this film seriously. It's a little bit tongue-in-cheek. That was
appealing, and that it took place in the future. For a Friday the 13th,
it allowed us much more room to play around. I could be more theatrical in my
style in a way that wouldn't necessarily work as if you were in the year 2000
and on, say, a boat or something. I was able to use a lot of very hard lights
with a lot of theatrical patterns, and a lot of color. I could have a lot of
fun with it, too, like if Jason walks through a particular area we could make
it a lot more moody, a lot more black but with bits of light here and there to
make it spooky. But then if we have a woman walk through the same set set,
especially if they stop for a close-up, they can conveniently have walked into
a nice, soft, flattering light source. 


What
was both limiting and liberating in a way was that though Jason X takes
place in space, the story really all takes place mostly on a spaceship so we
were not working in great, huge vistas or across open spaces. Part of the
reason being, of course, is that when you have somebody stalking you and
hunting you down as Jason does, you want it to be claustrophobic. You always
want him to seem to be lurking just around the next corner. It was the goal to
keep the visuals more enclosed. John Dondertman did a great job, too, in
designing the sets to be quite different from one another. We didn't have to
worry necessarily about keeping just a commonality or a theme in terms of lighting
all the way through the whole entire spaceship. It gave us a lot of
opportunities to play around with a lot of different styles lighting-wise, from
one set to the next.




MAXYNE BAKER, Costume
Designer: 


I
was hired on Jason X just prior to Christmas and I started work right at
the beginning of January, which only gave me about six weeks of prep.
Technically, it was a real challenge. We started with a script that's not
necessarily what we filmed, so we did all the meetings that didn't necessarily
apply once you got to the set on any given day. I was constantly having to
touch base with all the departments involved to make sure that we are doing is
what we originally talked about, or if it's changed. We had a lot of lunch hour
meetings and constant regroupings just to make sure we were still all on the
same page. 


Jim
Isaac, however, because of his background in visual effects was a dream in
articulating to me what he wanted. Then I could come back to him with tears and
sketches. He wanted as much depth and texture to the costumes as possible
because it just films better and doesn't look flat. We also used a lot of
complimentary color schemes to jar people's nervous systems—if you use opposing
colors like red and green, or orange and blue, it's unsettling. We always
wanted the audience to be on edge. Jim also wanted characters that the kids in
the audience could relate to, so the idea was to take a little bit of the way
that clothes were worn then, what was hip at the time, and then move it a step
further. We didn't want it to be something that children or teens could not
relate to whatsoever, and that our characters looked a little bit like action
figures


We
ultimately went more for the sci-fi genre than the horror film genre. I looked
to a lot of different comic strips, I researched historical space suits from
NASA, and other different films. The art direction in Dune, particularly
the suits that they wore on the surface of the Earth with all the "tubage,"
were really inspiring. They were more like a wet suit as opposed to this big
bundled up thing. And of course the classics like Blade Runner and 2001:
A Space Odyssey. Films that are futuristic tend to be post-apocalyptic, so
they have an incredible amount of breakdown on the costumes, but we didn't
really have much of a need for that on Jason X because these were
supposed to be kids on a school trip. The idea was also that Earth is no longer
inhabitable. You could still breathe the oxygen, though, so for the spacesuit
designs I was looking for something that didn't have to be an environmental
suit. We went with the orange for the jackets because orange is a color for
survival, and would be the most visible from the sky. The design itself for the
suits was a continuation of a second World War Flying Duster that would be made
out of leather. We just made the collar bigger and changed the front and the
pocket and the shape. And we had no helmets—we wanted to try a different beat,
so we had masks which have really deep lenses, the idea there was probably
ultraviolet rays and the sun's brightness was now too much for human eyes. 




JOHN DONDERTMAN:



I
got along very well with Jim, and he's a real easy going guy. For Jason X,
we initially agreed to go with a Jules Verne, Trip to the Moon kinda
look. So
we looked at old movies and new movies, comics, NASA images, even science
fiction-style architecture. I also explored the visuals of
movies like Metropolis. But the more we got into it the more we thought,
especially Jim and I, that maybe it wasn't the exact right approach, though I
still pulled some elements from those pictures. 


One
of the things we wanted to stay away from with Jason X was the type of
science fiction movie where it's very dark and menacing. We wanted to do the
opposite, so that the world of Jason X was actually a place where you
would believe people live—a place you could spend years in. And when Jason
arrives, there's a contrast. That's also why we used a lot of
reds and greens to bring in a sort of military element in certain areas, but
the living areas are all softer colors and more natural tones. Jason
X
also had to be designed for a certain age group. So I designed
the look of the film to appeal to them. Ultimately, I wanted
the audience to be inspired by the visuals.


We
had, at our busiest time, about eight people in the art department, about 80 carpenters
and painters, plus the props team and the set dressing team of up to a dozen
people. We were working two shifts a day to get everything complete. But
everyone has their own little universe, and what could happen was that
everyone's universe seemed to be the most important. So there was this constant
kind of jockeying for position, but at the same time we still really had to
work with each other. It was an interesting dynamic. But
I loved standing in the middle of the set and seeing it finished. Anyone that
designs anything, whether it's clothes or cars or watches, will tell you that's
the ideal moment, to see it all come together.





Original concept art.

STEPHAN DUPUIS, Makeup
Effects Supervisor:


Film
is such a strange medium. It's like having a whole bunch of strangers suddenly
thrown together who have to collaborate. It depends on the director and it
depends on a lot of things. You get so many elements. So many things can go
wrong and so many things can go right. Jason X was like a family affair.
Much of the crew had known each other for so long, and Jim had always wanted to
direct. So it was fun to see him finally get to do it. Plus, he was very easy
to communicate with. Sure, we could all argue about something, but if you don't
agree with somebody, well, you just make it look like an accident.




JIM ISAAC:



I
really couldn't deal with the script issues going on, because I had all these
people asking me what color I wanted this or that and all these other details.
It was really difficult on the crew. I mean, I begged and begged and begged to
have a locked script—like two months before we shot at least—because it was a
very technical movie. And the last thing as a director that you want to do is
give your crew new pages every day. They're working their asses off trying to
get something done that they've been working on for days, and now they have a
whole new friggin' script and they have to break the whole thing down again. Or
they finish something and all of a sudden it isn't even in the script anymore. 


I
felt like the crew liked me. But I could also tell they were really frustrated.
The morale just gets down. There were times I should have regrouped, gotten
everyone together and told them that I see this going in a bad direction. They
deserved that. Every little detail in a movie helps create the tone of the
picture. It is just like rewriting a script—if you chip away here and you chip
way there, for whatever reason, whether it is because of budget or because of
time, it starts to become a different movie. The art department matters. The
costume department matters. You take away their ability to do their job to the
best of their ability, and you end up with a shell of a movie. But I have to
say, again, it's my fault. I'm the director, and it is my job to have a vision,
and the balls to fight for it.




TODD FARMER:



Jason
X
was a unique experience for me because I was the novice on the crew. Here are
these people, some of whom have won an Oscar, and they're making a Jason movie—which
makes me think it should have been a lot better than it was.


For
my scenes as Dallas, I was scheduled for the very first day. Dean Lorey called
me the night before and said, "The first day of shooting sets the tone for the
whole movie. So if you screw up, you're screwing up the movie!" I'm like, "Thanks,
buddy!" I also think Jimmy scheduled it because he, too, felt that the two of
us working together would set the tone for the movie, and not because he was
worried about me being on the set for the rest of the shoot. Or, maybe he
really did just want me dead from the moment we started working on this project
and he was finally getting his wish.




DOV TIEFENBACH,
"Azrael": 


It
was really neat acting with the writer of the movie. And it was funny, because
a lot of Todd's own lines were being written out, so they'd all be making fun of
him, 'cause then he'd go and write them all back in. 




DAVID HANDMAN, Editor:



Jason
X
was a negative pickup and New Line wasn't involved until the movie was
delivered. Perhaps it's strange or ironic, but maybe some of the creative
problems on Jason X were because no one was getting notes from the
studio. And without a studio to fight with, that made it harder for everyone to
be on the same page. Because you're fighting each other instead.




NOEL CUNNINGHAM:


People
often ask, "What does a producer do?" It varies from show to show, and from
producer to producer. There are some producers who nickel and
dime everything, and there are some producers who just oversee and manage and
try to stay out of everyone's way. That is what I was trying to do, and I don't
know how successful I was. I just wanted to lift any kind of roadblocks out of
the way so that Jim could just go and shoot. Jim was very competent and he had
been through the ringer a number of times before, and together we were pretty
much helming the thing. I had also been friends with Jim for about 12 years
before Jason X. It just seemed like he knew the material, and knew the
movie we were trying to make. Jim is really smart, but I always had problems
with certain parts of the script. Ultimately, I wasn't always sure about a lot
of Jim's choices. 


Finally,
I just backed off because Jim was directing. I said, "Okay. If you understand
this then go for it. Prove me wrong." I wouldn't call it a clash at all, but
there was always that sort of underlying dynamic there. 





JIM ISAAC:



Sean,
certainly at the beginning, respected Noel's creative sensibilities. Noel knew
the fans and the series. He got it. And I knew that whatever he lacked in
experience in producing, ultimately that wasn't the problem. It was having somebody
to fight for our vision. Noel had his heart in the right place, there's no
question. Certainly at the beginning—I really thought that Noel had a good
sense of where I wanted to go with the movie, creatively. Noel, Todd and I, we
all wanted the same tone. So it must have been horribly difficult for Noel to
be in that situation, and then to be working for his dad who he doesn't want to
disappoint. But my feeling was, "Noel, you go fight those battles for me, all
right? If I want something different and I'm busy, you go get in a room with
your dad and make it happen for me." 


By
the time we got well into principal photography, Todd was gone. Sean was still
writing pages. Sometimes we'd get them the night before, or even during
shooting the next day. To be honest, I didn't like the pages. I didn't agree
with the pages. The actors were flipping out. My assistant directors wanted to
smash their heads against the wall. But I loved my cast and my crew. I just
feel bad for the cast because I really worked hard to find young, energetic
actors who were willing to try and make this something good, and now pages are
being thrown at them at the last minute, and there I am not truly endorsing
them. But what could I say? I feel bad that we didn't allow the actors to do
their best work, and that's my job. They certainly didn't have enough time to
work with what they were given. 


I
really wanted the acting in Jason X to blow every other Friday
movie out of the water. But what was happening with all the rewrites is why,
sometimes, when you see a movie, an actor is brilliant in one moment and not so
brilliant the next. You think, as a moviegoer, "How did that happen?" Well, a
million things could happen. These actors all worked their asses off. They were
sometimes given pages and pages of things that didn't make sense. They really
did the best they possibly could. I think they really came through for me. It
was tough.





Crystal Lake space camp. Jim Isaac directs Derwin Johnson, Melyssa Ade and Lexa Doig (left); Isaac runs through a scene with actor Chuck Campbell.


DAVID HANDMAN:



One
day, Sean came into the editing room while I was working on the cargo bay
scenes. I mentioned to Sean that I thought we were going to be short on our
running time, and he goes back to Toronto and tells Jim Isaac, "I want all
these shots to be really long." Meaning, if we're short, we can beef up the
screen time with all these really pretty shots of people and guns and them
being chased around. Well, that was a big backfire, because it was boring and
nothing's happening. The thing about Todd's script was that it was so tight and
so funny, and you didn't want it to bore people at all. 


There
was an enormous amount of dialogue stuff that we took out. There would be
scenes, like the girl who gets sucked out the airlock, Janessa, where she's
standing at a console basically directing traffic around the ship. And she's
saying stylized, futuristic dialogue that she has no idea about. So we don't
believe it and we don't care about it. They're words the audience has never
heard. Or during that scene where the crew is re-animating Rowan's
character—these are high school kids throwing around these words—it's just
boring stuff. A lot of that was, again, because of Sean's fear of being short,
but in all honestly, Sean also thinks that kind of stuff is dramatic. He thinks
that is what people respond to, that all that dialogue makes an audience feel
like there's an emergency. But, as far as I'm concerned, it just goes in one
ear and out the other. You had to get rid of all that stuff.


Ultimately,
I made Jim spend time on shots that he really didn't need at the expense of
other things. It took all of the fun out of the original feel of the movie. I
felt bad about that. 




LISA RYDER:


We
shot this great setpiece with Kay-EM in a house of mirrors. I'm walking around
with my big gun, and Jason keeps appearing, and I'm blasting away at all the
mirrors. There was a whole bunch of terrific action stuff, but that all got
cut. I was really disappointed.


Sean
was on set and came in with a bunch of his own rewrites all the time. Sean had
his say, definitely. Every movie is like that, though. There are tons of
examples of directors and producers with differing visions, and they have to
come to some sort of midway. But Jim has a sense of humor that I don't think is
really from the horror genre. I don't think that was a huge interest for him.
He was pushing toward the comic. So perhaps that midway point between Jim and
Sean was never quite found.




DAVID HANDMAN:



Sean
wanted a Friday the 13th movie, and that's what he sold. We couldn't
just go in and make a comedy. But at the same time, the people at New Line—De
Luca thought the script was hilarious. I think he would have liked a comedy.
But that's not what the franchise is. Personally, I think there's some
hilarious stuff there. It was a cartoon—that's what we were trying to make. 




JONATHAN POTTS:



There
were a lot of script changes on the spot. My sex scene with Melyssa Ade, where
she has those huge nipple clamps on me, was hilarious. That was all Jim—"I have
this great idea! It's so twisted!" That scene lets us see just how warped Jim
is. And shopping for my outfit for that scene was a riot. Maxyne Baker, the
costume designer, took me down to a "He-and-She" sex shop in Toronto. And there
I was, standing in the middle of this store, trying on negligee and bra tops.
We even took Polaroids of different outfits to make sure there was a big enough
opening in the bra so the clamp could get on my breast. And no one batted an
eye. 




MELYSSA ADE:



Janessa
was described in the original sides as "the sex kitten, with claws to match."
Which I think is pretty appropriate. She's definitely the smartest one on the
ship. And she knows what she wants, and she's gonna get it. She's one of those
girls who likes to have control over what's going on. I saw her as a bit of a
control freak. Then when all havoc breaks loose, we see her come a little bit
undone. That is what was fun, to play this very strong, very gutsy, pretty
wacky woman sort of lose touch and then we get to see a bit of her
vulnerabilities.


I
also thought that the sexual tension is something that Janessa's very
comfortable with. She is having an affair with her professor, and she has no
problem at all. She's just sort of workin' what she's got and playing with
that. Sexuality is an important part of who she is, and an important part of
how she relates to other people. So she's intensely flirtatious with every
male. I was trying to ride the fine line there between how much of that is for
their mutual benefit and how much of that is her trying to get ahead for
herself? Just how devious is she? In that scene, I wanted the audience to not
be sure yet.


I
will tell you that Jim Isaac's strength is in casting. You ask any of the cast
members, they will tell you. He had a complete idea of what Jason X is,
all in his very, very small head. He has a small head, in his little, little
brain. I talked with Jim before I came on the project about the character and
about wanting her to be strong but also playful and her being actively involved
in what was going on. So I came in to work each day with complete faith in him.





LISA RYDER:



When
I found out I got the film, I did waffle. I just assumed that it was going
straight to video. I was like, "I don't want anyone to see this." And then I
walked on set, and I met Jim, and because of his enthusiasm, and the talent
that was on board, I started thinking, "Maybe this will be really cool and
really funny. Maybe it will actually work." But as things went along, we
started to worry that it was getting too campy. 


Chuck
Campbell and I had a really tough time with our love scenes—especially the
kissing scene and the "nipple" scene. They were weirdly written. So Chuck and
Jim and I got together and did a bit of rewriting. It was not exactly improv,
on-the-spot stuff, but every once in a while, someone would add a line. It went
through a kind of evolution. I guess something was lost in the translation.
Because we certainly wanted to keep their relationship sweet and
light—romantic, actually. Like that one scene where they kiss and then she
goes, "We have a better chance of survival now." 


I
really wasn't willing to go to the graphic, "let's get a close-up of her
getting uploaded" kind of stuff that was written. I wasn't into that, and I
don't think Jim was into it, either. The dialogue needed a little bit of work.
Most of the dialogue in Friday the 13th movies is sexual-cheesy, and we
just didn't want that. And there has to be that, I guess, because of the
tradition of the series. Â 





Left: "I saw Brodski as a very straightforward character, and not a very modern one, really," says actor Peter Mensah. "He definitely belonged to a time when soldiers were soldiers and fighting is all they knew. I thought my job in the film was to act as a foil to Jason. Obviously, Brodski can't match him in strength, but he has that same kind of resilience. Even if Brodski knew he'd never win the war, he still had the courage and the willingness to stand up to Jason and fight to the death. Which he did."

TODD FARMER:



Dialogue
is always the thing that changes the most when you make a movie, and it changes
drastically, right up to the day of shooting and even through editing and
looping. And as a screenwriter, you never know where it's gonna end up. On one
hand, that's the beauty of it. You start seeing scenes acted out and the actors
can bring to it things that you never imagined, and it's just wonderful. When
it's working, there's a freedom of creativity that makes it all worthwhile. It
makes all the headaches okay. On the other side of it, like it happened on Jason
X, the script went through a lot of rewrites long after I left. Which is
weird, because as the credited writer on the movie, you get blamed for them.




JIM ISAAC:



What
happened with those scenes is a perfect example of us trying to get some of the
wild elements in the original script back into the movie. Even as watered down
as some of those moments are, I was sincerely trying to recapture that initial
tone. I mean, having Tsunaron twist an android's nipples around and then they
drop off—that's weird sex. Of course, you have to have a sex scene in a Jason
movie, but can't we get kinky with it? Those are the kinds of things that I
thought, ultimately, would be fun for the fans. Again, that was just me trying
to put back in what I wanted originally, even if they are just bits and pieces.





TODD FARMER:



I'm
sure my first script had some one-liners in it. But it was a completely
different tone. I would say the story of Jason X is the same, but it's
of different character and attitude. The jokes came out of the action, not out
of the characters' mouths. A lot of that stuff happens on set. I think the
jokes in the film are kind of corny. It is not the kind of humor I prefer. But
what do I know?


One
scene I always loved that never quite made it was where Weylander and Crutch
are in the cockpit of the main ship and they're readying the escape shuttle.
Then something happens and Weylander has to leave. Originally, after Weylander
walked out, there was Jason, and it became this big action chase sequence. And
in that scene was humor that was coming out of the situation—the kind of humor
people often resort to when they are in a scary situation. It is not like a lot
of the humor that is in the film now, where somebody says, "He's screwed," and
we cut to a guy dead on a giant screw.




JONATHAN POTTS:



People
have always asked me, "Is it hard making a horror film?" No, man, it's a riot. It's
kind of the opposite of what you'd think. It's like playing cowboys and Indians
when you're a kid. On the set, it was always that fine
line. We would have a scene and we were like, "What do you guys think? Should
we play that joke a little bit, or should we ignore it and just go kind of
straight?" We'd look at each other and say, "Fuck it—let's make it funny." Jim
was definitely on the same page as everyone else. We all knew we couldn't turn
this into a truly scary movie again, nor go totally for the campy,
making-fun-of-ourselves thing. Yet, you couldn't ignore the obvious, either.
Because what were we making? We were making a 10th movie in the Friday the
13th series.




BARNA
MORICZ, "Kicker": 


Rewrites can be a blessing and a curse for the writer and the
crew, but not for the actors. Because Jim let us do our thing, and only if
something doesn't work, even if it was just technical, he would tell you. It
did get kind of hectic and we'd have our 12- and 16-hour days. Jim's a very
cool guy. He was always relaxed and seemed to know what he was doing, even on
our toughest days. At the time he was really young and I could totally relate
to him. It was like we were buddies. 




DERWIN JOHNSON:



As
an actor, I tried to imagine what it must be like to go through what these
characters go through in four hours. Most people don't ever experience that in
their entire lifetime, so it's a heightened sense of reality. Yet it's got to
be real on top of that. The audience has to feel that the reactions are
realistic. So my biggest preparation was making sure each moment was real, and
that I understood who Waylander was, and I understood what the situation was. We
are 400 years in the future—what kind of life are we living on a different
planet? I had to make sure the script was clear to me and then everything else
would kind of take over from that point on.


I
really thought Jim was fantastic with that. I wasn't expecting such a thorough
process when I came on board the film. Many times on a film like this, that's
very technical, the director is never present and he's worried about lights or
special effects or whatever. But he was great between each take. He was very
clear and articulated what was going to happen and what was expected of us, from
the top of the scene to the bottom.




YANI GELLMAN:



There
were times when as a scene was being shot it was actually in the process of
being rewritten. We would sit down and Jim would ask us for our ideas. We'd get
an idea of where everyone's coming from and then get to sort of develop it. I
think we all felt like we were really being involved in more than just a
physical sense. Jim was always really open to suggestions from the actors. 




LEXA DOIG:



There other actors were
on wires and doing flips and all this other amazing stuff in their fight
scenes. Rowan just kind of ran around scared a lot. It is really difficult to try and
create a reality when you can't associate that with anything in your real life.
I haven't been chased by a dead guy in a hockey mask, at least not yet, so I
don't really know how it feels. And the way the movie was shot, because of the
special effects, it was only snippets here and there. You try and pump yourself
up and keep that really high, intense energy level going throughout the entire
process. You have
downtime for sometimes hours and then you only actually do a shot for about 30
seconds or a few minutes at most. Then you have to run through frame and scream
and breathe heavy and try and look scared. Trying to remember where your head
space is and keeping track of that energy level, it is something that is really
hard to articulate.



YANI GELLMAN: 


As an actor, you're also
relying on your imagination anyway, so it wasn't that difficult to imagine you
were in the future and on a spaceship. In fact, that made it even more fun
because you could almost take it as far as you wanted. What was really tricky
was the technical aspects because of the effects. Being able to concentrate and
hit all your marks and maintain eyelines and things, all the while still being
present in the scene. 



"It's hard to come up with original ways to kill people," laughs screenwriter Todd Farmer. "I mean, what hasn't already been done in a Friday the 13th movie!?"


LEXA DOIG: 


When you see an actor
that you've become friends with and you walk onto the set and there's this
actor with a spike sticking out of his stomach, and blood coming up out of his
mouth and everywhere, it's a bit discombobulating. It does throw you a little
bit. But you can also then use it in a scene. You just have to be fearless
about it and your reactions, then trust your director to tell you, "Okay,
that's a bit too big," or "That's too much," or "No, go bigger and have more of
a reaction."



BARNA MORICZ: 


I hung out a lot with
Steve Lucescu, the stunt coordinator and he plays Condor in the movie. Watching
him work was amazing. In one scene, he dies being impaled on this huge screw.
And he fell from the hangar on down, right on his back and he had to do the
stunt for that. I couldn't believe how scary he made it look, yet at the same
time it was perfectly controlled. And over and over again—every take, he would
drop perfectly, to exactly the same level. Talk about precision.



STEVE LUCESCU, Stunt
Coordinator/"Condor":



Working with the actors,
the most important thing is trust. If you're trying to get an actor to do
something that they have never done before then they are certainly going to
apprehensive, just as anybody would in that kind of situation. Our job is to
then work within their abilities and enhance those abilities, and possibly
teach them new modifications and variations to make the stunt work. And on a
film like Jason X, it can be even more of a challenge because it was not
like some movies, where you have the time and money to take six months to prep
it and work it out every single day for eight hours for a single scene. We
didn't have the resources for that, so we had to take the action we were
capable of doing and just enhance it as best we could. 


I would never say that as
a stuntman you're immune to fear. Fear is a good thing—it lets you know that
you're still thinking. That there's the possibility of errors still to be made.
I think people who have no fear are the foolish people. Now, at the same time
saying that, if you're fearful of doing the actual stunt when you're doing it I
think something's wrong because that means you have a doubt somewhere in that
sequence of events that's supposed to happen to execute it properly. Despite
what some people think, we performers and stunt coordinators don't deal in
daredevil acts. We don't do things because we want to break the world record.
We do this because Camera B might jam or the battery might fail or an actor may
not hit his mark or something may break down or something may not work exactly
as we want it to. So we have to be able to get up, dust ourselves, clean up and
go back and do another take and another take and another take until it works
exactly how the director needs it to. 



NOEL CUNNINGHAM: 


One morning, Chuck
Campbell woke up, and it turned out he had been bitten by something and his
calf was just enormous. It literally looked like his thigh. He ended up
at the hospital all night getting it drained out, and he had like six pages to
shoot the next day. Luckily he was barely able to make it and we got to shoot
as much stuff as possible. But it was one of those moments on a low-budget
shoot like ours that gets the adrenaline flowing. A real high blood pressure
day. 



TODD FARMER: 


The hardest part was
going back and getting to be a kid again, only to realize that your 30-year-old
body doesn't sustain that damage any longer. But that's movie magic. 



DERWIN JOHNSON: 


This was a
two-and-a-half-month shoot so you really had to be of sound mind and body
throughout the process. These are long, 12 do 15 hour days, often five days a
week. It's almost like training for the Olympics, but on a different scale. You
almost have to put yourself into the mindset that you're going into a
competition, or a battle. 


It's a little surreal to
act out your own murder, and then watch yourself get killed onscreen. It's also
kind of cool, too. When I read the script and I read how my death happened, I
went to Jim Isaac and said, "Don't hire a stunt guy. I want to do
it!" I have done martial arts and fight classes in the past and thought I
could do this. And I think it's better for the film. The camera can come in
much close and you don't have to cheat anything like you might with a stuntman
that can't show his face. Ultimately, the experience of doing that scene was
little strange because it's so close to being real, yet also while you're doing
it you don't think twice because you know it's safe. It was exhilarating. 



STEVE LUCESCU: 


Because of the extensive
use of visual effects that we had, it left the wide open to do just about
anything we could possibly dream up with the death sequences, and anything Jim
wanted to do. I had worked with visual effects before Jason X, but not
to that extent, and it was also unique too for a Friday the 13th, I
think.



NOEL CUNNINGHAM: 


Going into space did give
us an opportunity to be really creative. In the woods, all you've got are trees
and rocks and gardening implements. But up in space, you got guns and bombs and
nuclear stuff. So these were things that don't really exist and we could have a
lot of fun with it. 



KELLY LEPKOWSKY:


It was interesting to be
involved in production meetings, trying to come up with new and exciting ways
of killing people. We wanted to go beyond just stabbing somebody with a
machete, and do something that would be really fun and interesting and exciting
for the fans. 



TODD FARMER: 


It became a sit-com
situation. We'd sit around a table and everybody would think up stuff. It's
hard to come up with an original death in a Friday the 13th movie
because Jason has done most of them. So I wanted to put twists on deaths that
we had seen before and do them in new shocking ways. Sort of an homage to some
of the more classic deaths in the other films. Though a lot of the deaths I
think they all got changed. We also had at least a couple of deaths you had
seen before. Plus it's always fun to kill somebody. Jim enjoyed killing me so
much he had me die twice in the movie. First in the video simulation, then for
real. And the influence of video games on Jason X was huge. That's why I
originally wrote it in only two weeks, because I was busy playing EverQuest—several
of the characters in Jason X were named after guys it it, like Weylander
and Tsuarnon. 




Original concept art.

DOV TIEFENBACH: 


That was a really weird
scene to shoot. They made a mold of my arm, right down to each freckle. I had
to have my arm behind my back, so I'm holding a replica of my arm and my hand
and then looking down and seeing a bloody stump. And in one of the shots when I
was walking, it was actually dangling and the camera could actually see it so I
had to duck-tape my arm to my body. Getting it off was not a fun experience
either. But after the shoot I still asked them if I could keep the arm because
it would have been been great for playing tricks. 



DAVID HANDMAN: 


That scene, Todd and
Dov's kills, it was difficult because we were trying to articulate for the
audience something that happens in virtual reality, and the same characters
dying not once but twice. And it was one of those scenes that was very
complicated due to its visual effects so I got five pieces of film back for one
shot. So not only did I have to figure out what film belonged with what, but
even after I got it all together it was difficult know how to make sense of it.
I think we finally got there, and now it's one of my favorite scenes in the
movie. And Todd dies really well. 



TODD FARMER: 


My death scene that I
originally wrote was actually that Jason as going to shove me through the whole
hull of the ship, but we couldn't do that because it would cost too much. So
now he just bangs my head in the wall. In the shot of Kane where he pushes me
into the wall, that's actually just a hole in the wall with some fabric pulled
over it. But then he missed the hole, and my nose was completely shattered. A
lot of fans actually complain my and Azrael's death aren't that gory, but those
are actually two of the biggest stunts in the movie. 



LEXA DOIG:


Acting
against the special effects is like being a kid when you play house. It's a
bunch of cushions in your living room, and if you can get back to that frame of
mind it is really fun, and challenging. The special effects guys were
fantastic, because they're very descriptive, and they would show all of us
actors the conceptual drawings and what the intentions were for any individual
scene. Plus, Jim used to do effects himself, so he was great about reminding us
every now and again where we were supposed to be at, emotionally, during a
scene.




CHUCK CAMPBELL:



For
the cast, it was a big fun-fest. Whether it was exploding a head or spinning on
a drill bit. I also welcomed the experience of working with all the blue
screen. It is very technical work, but challenging. And it was so funny—any
time we'd look at a screen or have some kind of monitor, there was nothing
there. It was all Star Trek-pretend.



KELLY LEPOWSKY, Visual Effects Supervisor: 


We actually had an entire
"Green Room" for all of the green screen work. That allowed us to take any
model or any actor and place them in front of any environment we wanted. Of
course, it is a technique that has been around for quite a while now in film,
but through the use of CGI, we could take it one step further. We also used
green screen for many pieces of the background of our sets, which we could then
replace in the digital realm with all sorts of fantastic things.




LISA RYDER:



Any
time an actor can be placed in a really uncomfortable position with a green
suit on them, it's still cheaper than CGI. In fact, it's like $1,000 per second
cheaper. It's so funny—any shot in the film where you see just my head talking,
that's me with a green dog collar on.




DAVID HANDMAN:



I
was cutting the film in L.A. while they were shooting in Toronto. I didn't get
to experience the shooting of Jason X, and there's a certain vibe that
happens during production. The ability to sit down with a director and watch
dailies, and go to the set and get the feel of it—I think that was really
missed on Jason X. I couldn't really tell Jim what he should be doing
tomorrow because I still needed to see the film he had already shot. There are
a lot of visual jokes that Jim wanted to tell, but he couldn't shoot them
because they ended up shooting all this other stuff that we eventually got rid
of anyway. 


I
remember specifically there was a shot planned for Janessa's death scene where
she gets sucked out of the airlock. That was a shot Jim wanted to get and he
had it all scripted and he couldn't get it. To me, that was the money shot. You
get that at all costs. You don't make the director spend time doing other
things if it means he's not going to get that shot, because otherwise the scene
isn't about anything.




TODD FARMER:



There
was a scene at the beginning of the movie, with the Dr. Wimmer character that
gets killed. That was always in there—we just never knew that David Cronenberg
was going to play him. Originally, there was also another scene that had two
co-pilots in it which I had wanted to be played by David and Dean Lorey. Dean
and I had become pretty close over the years so I just thought it would be
funny. But that eventually got cut, too. 




SEAN CUNNINGHAM:



The
dean of Canadian films, David Cronenberg, made a special appearance in our
movie. He is still a very dear friend of Jim Isaac, and Jim has worked with him
on virtually all of his pictures. So when he found out Jim was making Jason X
in Canada, he was an enormous help and decided to come in and do a cameo at the
beginning. We're very grateful to him, and he's very good in the role. 




STEPHAN DUPUIS:


It
was fun to see David Cronenberg in front of the camera. His stint was very
short but it was like a friendly visit. And because he had a spear thrown
through his stomach, his acting was very funny. We had a great time that day
and it was one of the highlights, I think, of the shoot.






The most visually complex and effects-intensive of the Friday the 13th films, Jason X utilized then-cutting edge CGI technology, combined with such traditional processes as green screen and wire work to achieve its futuristic illusions. "We actually had an entire 'Green Room' for all of the green screen work," says visual effects supervisor Kelly Lepkowsky. "That allowed us to take any model or any actor and place them in front of any environment we wanted. Of course, it is a technique that has been around for quite a while now in film, but through the use of CGI, we could take it one step further. We also used green screen for many pieces of the background of our sets, which we could then replace in the digital realm with all sorts of fantastic things."


LISA RYDER: 


It was a long shoot,
about 30 or 40 days and really long hours. It was quite physically exhausting.
Plus, I was overlappoing on "Andromeda" at the time, so I'd have to fly back
and forth between sets. Yes, all of us, I think we did bond, but you still
don't want it to go on forever. So I wouldn't say I was that sad when it ended.





NOEL CUNNINGHAM:



I
wish we could have gone back and done a couple weeks' worth of reshoots, just
go and spend the money. But we flat-out didn't have it. Sean simply wouldn't
give it to us. 




TODD FARMER:



Sean's
opinion at the time was that if we had just done what he said, we would have
had a better movie. My opinion was that if Sean had stayed out of the way, and
if Jimmy would have listened to me, we would have had a better movie. But I'm
sure Jimmy will say, "If everybody would have listened to me, we would have had
the best movie of all." This is all why real moviemakers get paid a lot of
money, because they can work through those kinds of situations. We couldn't. 




Of all the risks the
makers of Jason X would take with the Friday the 13th
formula, none was riskier than their reinvention of Jason himself. The sight of
a hockey-masked mongoloid stalking nubile young teens in the woods was as
archaic to the teenagers of the new millennium as the black-caped,
plastic-fanged Bela Lugosi as Count Dracula had been to the kids of the 1980s.
If Jason was going to be blasted into outer space, a beaten-up hockey mask and
a K-Mart machete would not be enough to bring him into the 21st century. Evil
needed an upgrade. 




TODD FARMER:



We
knew that Freddy vs. Jason was coming out eventually. We also knew that,
time-wise, Jason X would take place after the last Freddy film and after
the last Jason film. So we wanted to let Freddy and Jason have their time and
not interfere with that. So we moved Jason X 10 years into the future,
so it takes place around the year 2010. Which is a good thing, because then we
could have the freedom to create our own Jason, and do it in a way that wasn't
tied to the last Jason movie.


I
honestly can't remember who actually first pitched the idea for "UberJason,"
but I remember everybody loved it. There was a moment of silence in the office
when we talked about it.Â  I wanted to take Jason somewhere different. He's
somebody the audience still roots for, even though he hacks up young virgins.
So I wanted to give the fans an opportunity to really cheer when he comes back.
I've
also always liked the idea of the false ending in a movie. The idea of this
nano-tech machine that was built in the script—I remember nanotechnology from
the film Virtuosity. I always thought that was cool but it was never
used again. So in Jason X I thought it would be funny if we totally
destroy Jason and then, whether it's a malfunction or just the evil of Jason,
he comes back rebuilt for the future. 




JIM ISAAC:



We
all agreed, at some point, that these kids had to rebuild Jason. There had to
be a moment when they totally creamed him. I mean, just rip him to pieces.
Then, through some weird new technology, he comes back to life as something
totally new. I just said, "Wow. Here's an opportunity for us to create a new
Jason. Something really different and wild." So Todd went off and wrote
something that was fresh and cool. 




NOEL CUNNINGHAM:



UberJason
was one of the big things that turned the tide for setting the film in space.
The initial thinking of it was much more raw and cobbled together. It was also
kind of a leftover from one the Freddy vs. Jason script attempts,
because in one of them there was a scene where Jason breaks into a sporting
goods store and there's a goalie display and one of the mannequins is wearing a
big chrome hockey mask. Jason kind of looks at it and switches masks. That was
probably the genesis of the whole UberJason concept, to ramp up his look a
little, like, "Fuck—if you thought he was bad-ass before, now he's a cyborg
bad-ass! Bigger, stronger, sleeker, meaner and better!" At least that was the
intent.




STEPHAN DUPUIS:



By
the end of 1999, months before pre-production started, I was already designing
UberJason. Because it was like, "How are we gonna pull this off? The guy with
the hockey mask with a machete winds up in outer space!" To be honest, I was
not thinking whether fans of Friday the 13th were going to be thrown for
a loop or not. I had no idea because I'm not a fan of the Friday movies.
I saw the first one a long time ago and I knew what the character, Jason, was
all about, but that's it. UberJason is a completely new creation.


The
idea was that Jason has regenerative powers, and it has been several years
since the last Friday movie. So at the beginning of the film, we gave
him a bit of hair, as well as a more clearly fleshy appearance, as if he is
almost in a constant state of repair. I also wanted to go with more of a gothic
version of the old Jason, hence all the shackles and chains, and we made his
hockey mask a little more angular. That was also a great contrast for later in
the film, when Jason is transformed into UberJason.


With
UberJason, I began by doodling and just having fun. I was trying to think of
the actual mechanical lines of the robot itself. I have always bought a lot of
art books, from different artists and illustrators and painters, and that's
usually where I get my inspiration—comic books, cartoons, you name it. Because
you get these fantastic, evocative illustrations. Then the challenge is, can we
translate it into three dimensions? I was also thinking about Maria, the robot
from Metropolis. That sort of design—I made all the lines more art
deco-ish. Another influence was Burt Ogard. His dynamic anatomy has these
really cool, very beautiful anatomy lines. So it was a mixture of those two
things that informed the look of UberJason.


You
gotta laugh at the camp element, too. It's like "Sinbad Goes to Mars" or
something. And the great thing about it is that it gave us free
reign. Not only to redesign his appearance, but to outfit him with new weapons.
Of course, Jason without a machete is like Freddy without his razor fingers. So
we created some great new machetes for Jason, too.




NOEL CUNNINGHAM:



It
originally came out of the word "biomechanoid." Jason had been blown to bits
and been rebuilt. In the earlier versions, he had a lot more flesh on him and
things poking through. Then, of course, we realized that wouldn't work—we
couldn't make that happen in the suit. That's when UberJason became more
polished and shit. But I loved what Stephan did. It looked really cool. 





UberJason concept art.

KELLY LEPKOWSKY:



We
came up a few months early to Toronto before principal photography started.
Stephen and I built a small-scale mock-up of the UberJason character—what we
called "the cat," because of his red eye. Stephan sculpted it, and everybody
absolutely loved it. Then we began the process of creating the suit by taking
castings of Kane Hodder's body to create a form that was almost like a sculpted
UberJason suit, which created a whole new set of challenges.




STEPHAN DUPUIS:



It
was like Kane was sliding inside a banana peel—the suit had two long zippers
along the sides. He was in and out of it in only 15 minutes—compared to some of
the elaborate makeups he had to wear on previous Fridays, I'm sure he
was pretty happy about that. The production of the UberJason suit was really
challenging because it was made out of so many different materials. You've got
the metal parts, which are VacuForm, and they're attached to foam pieces with
Velcro. And the black part of the suit is leather. And the tendrils that grow
into the metal are silicone. So all of that had to be blended together. It took
months of experimenting to get right.



TODD FARMER:



We
always knew Kane would play Jason again. No one ever doubted that he wouldn't.




KANE HODDER, "Jason
Voorhees": 


The
first time I read Jason X, I knew it was the best Friday the 13th script
we ever had, and it was only a rough draft. I was excited. And I thought UberJason
was great. It was a chance for a whole different look for the character.


Working
in the UberJason suit was difficult, because all that metallic-looking stuff
was made of separate plastic pieces attached to the suit. And some were so big,
like my entire arm, that it was encased in silicone, so I couldn't bend it.
Same with one of my legs. The suit minimizes what you are doing, so you think
you are doing everything really broad, but it doesn't come across like that. I
really had to exaggerate my movements, even my head turning. I also wanted to
make my movements a little smoother and more deliberate, not quite as haphazard
as my other Jason. It was a real challenge, and I'm not sure how well it came
across. 




MELYSSA ADE:



I
thought UberJason was an extraordinary feat of imagination. It's absolutely
incredible that, collectively, minds came up with the concept and design, and
built it and lit it. It's like a piece of art. It really is like a beautiful
painting. And that's what I keep telling myself on the set when I was
scared—it's a painting!


And
Kane Hodder—when he was Jason, he absolutely frightened me. So one of the ways
I had to compensate for that was humor. Like, from a distance, I would sort of
take him in and then kind of suck it up. Or when he was UberJason, I'd say, "Kane,
uh, you got a little pinkeye goin' on there. You need some drops?" You've gotta
use the humor to get over the frightening situation. But Kane knows that I was
frightened of what he did but also knows when I'm acting intense, to be real
for the scene. So he was always aware of our process as actors. 



LEXA DOIG: 


When those red, cat-like
eyes are staring directly at you, peering out from behind that devilish chrome
mask, you couldn't help but be frightened.




CHUCK CAMPBELL:



I
was in the production office one day, and Kane comes walking around the corner,
in full UberJason makeup. Red eyes and everything. I turned around and I must
have looked absolutely terrified, because Jim Isaac said, "If you can react
like that on the set, it will be perfect!"




LISA RYDER:



Kane's
a very strange dude. He's very sweet and polite and nice, but then he has this
strange side of him. He's kind of method. He has "K-I-L-L" tattooed on his
inner lip. And he growls at you before a take. I think it's because he's such a
nice guy—he needs to distance himself from his co-actors when he's trying to
kill them. He feels a responsibility to fans to perpetuate that image of
himself. It's his thing. He was actually fighting for Jason's motivation!




BARNA MORICZ:



I
have a friend who is the biggest Jason fan. And when I told him that I'm
shooting a new Friday the 13th, he hated me. And he was like,
"Oh, man, you gotta get me Kane Hodder's autograph!" But to be honest, I never
knew this Kane when I started the movie, and the first time most of us "grunts"
even met him was on the set in the lunchroom. Kane's just sitting by himself,
getting into character, and he was wearing the full costume except for his
mask. So we're eating lunch and saying to each other, "We should go go talk to
him. Let's just introduce ourselves." And Dylan Bierk, who played Briggs, said,
"Yeah, I want to ask him why he loves killing so much!" And she did. We went
right up and started talking to him and was just a cool, scary guy. And he's big—huge.
But off-camera, it was a totally different relationship. Then you do a scene
with him you just had to jump right in, because he was completely, deadly
serious about the character. 




KANE HODDER:



Although
I was happy when I first read the script, I was even happier when Jim Isaac got
the job. Because he is a fan of what I did before, which always helps me
because then the director allows me to have input. I have been playing this
character so long that I have opinions on how things should be done regarding
Jason. And Jim was all for my opinions. Not necessarily that he agreed with
everything I said, but he certainly listened. 




Effects supervisor Stephan Dupuis' original UberJason makeup molds. 


JIM ISAAC: 


Kane used to really crack
me up. I did, sometimes, want Jason to do things that weren't completely
consistent with his character. Kane would just look down at me and say, in that
very deep voice, "Jason doesn't do that." And I'd be like, "Oh, OK!" There was
always this feeling that, at any point, he might reach down and grab the top of
my head and squeeze if he didn't like the direction I was giving him.



PETER MENSAH: 


Jason is a big, physical
character so all of us got hurt in some way—a scrape or a cut or a bruise. But
Kane was amazing. The guy's the legend. He had scenes like when all the squibs
going off on him and he just keeps going and going. The guy didn't get through a
day unscathed. And because of who he is, Kane could have been completely
distant with us. But he actually stuck it out and hung out with all of us
Canadian actors and he really made it easy for everyone.



LISA RYDER:


It was great to have Kane
as Jason because it's always better to fight a stunt person than another actor.
Actors get all weird and adrenaline-rushed, and they really want to prove
themselves in a fight scene so they'll go crazy. Stunt people know exactly what
they're doing, they know where they are going to be in a scene and where you
should be, exactly when they are going to kick and punch, and even if you do
accidentally kick them in the nuts, they never freak out. Jim would literally
be saying, "Hit him! Hit him! Hit him! He can take a punch!" In one take, I was
kicking and kicking and one of my hits went a little low. Poor Kane had to walk
it off for like five minutes after that. But I'd like to think that Kane could
still trust me after that. 



DENNIS BERARDI, Visual Effects
Designer: 


I was the designer of
many of the visual effects solutions for movie—or, as we liked to call
ourselves, the "translators," whereby we help a director to realize their
concepts in a purely visual way. And if you think about how an image is
captured in its fundamental form, it's just a bunch of pixels that can be
manipulated. I think Jason X came at a time when filmmakers were really
starting to get an understanding that visual effects and digital imaging
technology could help them to tell their story. For example, we had many
inherently dangerous-looking stunts in the movie and obviously you don't want
to put your actors at risk. So we created a "digital stuntman." We did a 3-D
scan of Kane Hodder and rendered him digitally in three-dimensional form. Some
of the more inherently dangerous stunts were actually a virtual version of
Jason. One shot in particular, where Jason and Brodski are burning back up into
the atmosphere of Earth—that's a completely 100 percent digital shot, and that
you couldn't have photographed traditionally because you couldn't place a
camera in that position. Of course, that had been done before, but it was
always on bigger movies, like Titanic and Armageddon. What was exciting about Jason
X was that back in 2000 and on our limited resources, Jim could actually say,
"I want a camera here, and an actor to do this and this" and we could do it
digitally without compromise. 



KELLY LEPKOWSKY: 


That's also how we got to
make our little 3-D "nano-ants" to crawl all over the surfaces of the actors'
bodies. In addition to scanning Jason we were able to make very accurate 3-D
representations of some of the actors. We used technology that was still fairly
new at that time, and it wouldn't have been possible even four or five years
before that.



MAXYNE BAKER:


For Jason, I made no less
than 45 costumes. We had 45 sets of gray shirts and 45 sets of pants. Just his
strait-jacket, there were 10 of them. And people don't often realize that films
don't shoot in sequence. We might start off one day at the end of the movie and
another at the beginning. We had to know exactly how many bullet wounds Jason
had from what kind of weapons and exactly how the damage should look. It was a
huge organizational challenge. And that, of course, affects your budget and
it's another organizational skill that the wardrobe department has to have. 


We also did an
interesting thing with all the armor Peter Mensah and the other military
characters had to wear. These actors had to wear these costumes for like 50
shooting days, so the material couldn't be delicate. So we did something, which
I don't think had been done before, we used a material called Kevla. It bends
to a degree, but it's incredibly hard. In fact, interestingly enough, they're
starting to build car bumpers out of exactly the same process that we used on
the film. It's also getting big in motocross gear as well. We just took a step
further.



JAMES OSWALD: 


Jason certainly has
better clothes after he's been rebuilt. And definitely better pecs—pecs of
plastic. 



MAXYNE BAKER: 


The costume for Kay-EM
was actually the most difficult. She's a science droid and we wanted her to be
sexy but not particularly revealing. So the sexiness had to come from shape.
And then she morphs into this incredible character that's like super sexy and
super dangerous. We were really nervous whenever Lisa was in that costume on
the set because it was a very, very complicated series of actions that she had
to do. She has a long weapon strapped to her back, two guns on either thigh,
and knives. And she's wearing basically a strapless, black, neoprene piece. To
top it off, she had to be in harness for some of the acrobatic shots—do
complete somersaults through the air and land on her feet. Who knew if the
costume was ever gonna stay intact? 



DERICK UNDERSCHULTZ:


A future setting always
presents more challenges, but also lots of opportunities to play around with
visual styles and lighting that you could never do in a film that takes place
in the present day. The goal was always that these characters almost become
like comic book heroes, as opposed to totally realistic. Like in the scene when
she becomes "Super Kay-EM," again we were able to employ special theatrical
lights and patterns to give her a semi-comic book type of a character look. And
the same with Jason, when he becomes UberJason. 



JONATHAN POTTS: 


Peter Mensah had to be
wired up for the sequences where he and Jason are flying through the air, and at
first I remember that he was very reluctant. Later, Jim said, "Peter said he
was really worried about it." And Jim couldn't figure out why. And I said, "You
know why that is, Jim? It's because particularly Canadian actors on a set, they
are the low men on the totem pole. Usually on a movie shot up in Canada, all
the lead roles go to actors who are flown in from L.A., and the director is
American and they'll string you up on a wire and leave you hanging there for
hours." Plus, Peter was hurt in a previous show where they just didn't give a
shit about him. So once bitten, twice shy. But Jim's first priority was Peter's
safety, though Peter didn't understand that at first. 



PETER MENSAH:


I did a movie called Bless
the Child before Jason X. I played Jimmy Smits' guardian angel, in a
whole sequence that was shot but that didn't end up making the movie. We shot
for over a week in downtown L.A., being hung up on a cable 50 feet in the air
for ten days. In Jason X, Kane and I had to both be hung up, in full
costume, on cables and do a whole battle in mid-air. It was essentially the end
of a long sequence that was a real cat-and-mouse game, because Jason had
finished killing off all the rest of the grunts and of course I was the final
one. And unfortunately, though my suit looks great, ventilation was a bit of a
problem. Not only was it a heavy and tight suit, but there wasn't actually any
air coming through it.


I never thought of
Brodski as a particularly modern character. While he fully assimilated the
technology, he definitely belonged to a time when soldiers were soldiers and
they went out and fought and that was all Brodski really knew. And the idea
that he was a counterfoil for Jason came to it's conclusion with this scene.
For the first time, Jason's going to have to face a human who is far more
resistant than he's used to. Obviously, of course, Brodski still won't be able
to match him, but at least he shows that resilience. It made it easier to
realize he is more comic-book military. That's clearly what I felt I had to
present to make my character successful in the movie—somebody who came from
that mindset and who, because he didn't really know of the legend of Jason, was
in a sense then willing to face up to him.


MAXYNE BAKER:



Kane's
a real character. I didn't know who he was at first, except that he had a back
hat on that had a little hockey mask on the front of it. At
our first costume fitting, we set him up in the strait-jacket costume he wears
at the top of the movie. He's bound up in it, with chains and all kinds of
things wrapped around him. And he's being very good about it. Then I was trying
to take a Polaroid, and I said, "Kane, do you mind moving back a little bit so
I can get all of you in the picture?" And he took two steps back and
went right through the fitting room wall. Straight through the drywall!


All
I originally knew about Kane was that I had a nine-year-old son at the time who
thought that Jason X was the coolest thing that I've ever worked on in
my life. I'm not a preteen boy, so to me, Jason was just a huge, big, scary monster.
But to kids, it's hilarious. So I brought my son and a few of his friends to
the set for his birthday. They went ballistic! And Kane signed some pictures of
himself in full Jason makeup for a few of the boys. My son brought home the
picture and hung it on his wall, But then at night, he'd ask my husband,
"Daddy, can you turn the picture over when I go to sleep?" So it's on his wall,
but flipped to the other side. 




NOEL CUNNINGHAM:



Jim
Isaac's family would come up to the set, and one time it was his son's
birthday, so there was another dozen or so eleven-year-olds on the set. And of
course they all wanted to meet Jason. So we introduced them to Kane. He was in
his makeup chair, and he took off his mask and was just all friendly, like,
"Hey kids, how's it going?" So they now had all let down their guard. Then we
led the kids around for a tour. And over at one part of the studio, off to the
side, were all these fake Jasons. Well, Kane went the opposite direction and
went into the prop closet and laid down on the ground as if he was another
Jason dummy. So the kids come into the room and we're like, "Oh, here's another
Jason dummy. Look how life-like it is!" Then they lean over, and Kane just
lunges up at them and hollers. And they all just screamed. I've never seen kids
run away so fast in my life. 




TODD FARMER:



I
remember staying late one night to work on rewrites in the production office
after everybody had gone home. And I knew that Stephan and Kelly had worked on
a frozen Jason and that it was downstairs. So I wondered if I was strong enough
to go downstairs and stay overnight and sleep with my cot pulled up next to the
frozen Jason? I wasn't. I left about an hour later and went back to my hotel
and slept. Even fake Jason's a creepy dude. 



KANE HODDER: 


Of all the big UberJason
setpieces in the film, the "Virtual Crystal Lake" sequence is, I think, one of
the best. It was a lot of fun to be on the spaceship as Jason, but it still
felt so much better to be back in the woods. It always feels more natural.



NOEL CUNNINGHAM: 


I think the early Friday
films were much more like morality plays than Jason X. Back then it was
"sex and drugs will get you killed." Today, people don't really give a shit
about sex and drugs so much, and that was why we came up with those lines in
the Virtual Crystal Lake sequence, where the two girls say to Jason, "You want
to smoke some pot and have premarital sex?" That was a definite nod to the old
school slasher movies, and the fans really seemed to get that humor.



JAMES OSWALD: 


The Cargo Bay set was our
single largest challenge because of its physical size. It was 60 feet and 60
feet and 24 feet high. And it was designed to be the stage for many different sequences.
Later on, we converted it into the virtual reality environment, which was like
Jason's vision of the real Crystal Lake when he was a boy. So we had to take
most of the cargo bay dressing out of it, then create from scratch a forest,
log cabin and a false lake. All these sort of odd elements that don't really
belong there, like rocks, branches, that sort of stuff. It was a lot of work
and several months to go from sleek surfaces to a big, dirty, mulch-y thing.



ROBIN COOK: 


I didn't end up casting
the parts for that sequence. I just wouldn't. My casting assistant ended up
doing them. I just felt that scene was gratuitous. Jim Isaac didn't want to do
it, either. But the producers felt it was important. Because, quite frankly, it
helps foreign sales if you have a few seconds of nudity. I didn't want any part
of that.



JIM ISAAC: 


It wasn't like I was
against seeing breasts. I like breasts. There's no problem there. I just didn't
want to have nudity in the film for the sake of it. But if we were going to do
it, I wanted to have fun with it, and make it really silly. And, after all, we
are doing a Friday the 13th movie—I didn't want to pretend otherwise.
Ultimately, I think the scene works really well and always gets a great
response from the audience.



If production on Jason
X had been a painful—if not occasionally excruciating—experience, then at
least post-production allowed for a little respite from the madness that had
preceded it. While neither Jim Isaac nor Noel Cunningham were completely happy
with the raw footage they had amassed, Jason X was still a pioneer of a
new wave of digital filmmaking. Shot on film, then converted entirely to
high-definition video to aid in the creation of its extensive and elaborate
visual effects shots, Jason X has the distinction of being the first
feature-length film ever to be completed entirely in the digital realm. It was
also brighter, glossier and slicker than most of the dark, noir-ish science
fiction fare that followed in the wake of such trailblazing genre films as Blade
Runner and ALIEN. The film's unique visual style also earned some
unexpected leniency from the Motion Picture Association of America's ratings
board. Perhaps the Friday the 13th film that suffered the least due to
restrictions imposed by the MPAA, the final cut of Jason X would remain
largely intact on its journey to an R rating—much to the surprise of its
producers. 




NOEL CUNNINGHAM:



To
be honest, after we finished principal photography I wasn't jumping up and
down. I was happy with some of the stuff we got. And we really did attempt
something very ambitious, not only for a Friday the 13th movie, but for
a smaller-budgeted sci-fi action film. We prepped the thing for like eight
months, and we had our computer guys working for over a year on the CGI
effects. With Jason Takes Manhattan they tried to widen the franchise.
But unless you really make the commitment to that, it just doesn't work. We
made that commitment, whatever one thinks of the final outcome. 




JIM ISAAC:



There
was a misconception when Jason X came out that it was shot on
high-definition video. It wasn't. Jason X was shot on 35mm film, and
then transferred to high-definition. The reason I did that was that I had so
many visual effects in the movie that it would have been impossible to do all
that I wanted in film resolution. We first did a test, and then decided that
was indeed the way to go. And once we started going down that road, my feeling
was, well, what if we did that to the entire film? What if we were to shoot it,
take it to digital, do all the work, plus the timing and the effects, and then
scan the entire movie back onto film? What would happen? No one had done it at
that point. And I think the movie looks beautiful. It's got depth, and I was
able to do some very cool things with the color timing. I do love that about Jason
X.





"The great thing about UberJason is that it gave us free reign," says makeup effects supervisor Stephan Dupuis. "Not only to redesign his appearance, but to outfit him with new weapons. Of course, Jason without a machete is like Freddy without his razor fingers. So we created some great new machetes for Jason, too."


KELLY LEPKOWSKY:


For
the non-technical movie viewer, it probably doesn't mean anything, which is
good, because it should look just like any other picture that they've seen. But
what it meant for the future is that it could allow films that have a lower
budget to be able to do the kinds of spectacular effects that we're used to
seeing in big Hollywood productions. I do truly think Jason X helped
open a lot of possibilities for filmmakers, because one of the challenges we
had set for ourselves was that we wanted the film to look big and exciting on a
budget that's much more modest than a Hollywood spectacular. If anything, it
showed people that you could have a whole new level of control in
post-production.




NOEL CUNNINGHAM:



We
were there before the technology really existed. We never even printed dailies
to film, and I know we were the first show to do that. Instead, we would watch
our dailies on a very large digital monitor from Beta SP that had been
transferred down from the high-def masters. We didn't even have Firewire or
anything like that feeding us digital information. It did allow us phenomenal
control. For example, there were shots where you had two guys standing right
next to each other, one is slightly behind the other one. The guy in the
background is a little dark. We could bring up the exposure of just that
portion of the frame so that it matched. All with a couple of keystrokes. And
the videogame sequence where the guy's in that yellowish room? That was
originally shot blue, so we just took all the blue out and cranked up the
yellow a little bit to give it that weird otherworldly kind of feel. That took 20
minutes. This is stuff you could never do in a traditional film lab.




DENNIS BERARDI:



We
had done a lot of research leading up to Jason X to provide a very similar
look to the movie as could be traditionally captured with a motion picture
camera with the celluloid printing process that we'd all come to grow and know
and love. To kind of mimic that digitally—that wonderful grain structure, and
things like motion blur and depth of field. Those wonderful photographic
properties that everyone is still trying to retain digitally. And since this
was a Jason movie, it is a very dark movie, with, you know, Jason's lurking in the
shadows. One of the challenges was to maintain that photographic integrity in
the shadows while still having enough dynamic range and enough color
information to still have highlights. Digitally, at the time, it was not a
well-established process. So most of our research was needed to maintain that
across the entire process, from digitizing to compositing, manipulating the
image, and then finally re-outputting it back onto the film medium.




DAVID HANDMAN:



I
think the visuals and the humor are what helped us on Jason X with the
ratings board. The movie has got a storybook quality to it that I think got us
through a lot of the potential problems with the content. And it's set in the
future. It wasn't like the more typical in-your-face slasher type of stuff. 


The
changes we had to make for the MPAA were very minor. Certainly far, far less
than Jason Goes to Hell. But little has changed about how the ratings
board works. They still don't give any guidelines. They just say, "This is
unacceptable. Show us a different version." You have no idea how far and you
don't want to go back any further than you have to. Where's the line?
Personally, on Jason X, I think we took out more than we probably needed
to in the first place. Because we had no idea how they would respond. 




GEOFF GARRETT,
Associate Producer:


Originally,
the MPAA were only supposed to deal with Sean and Jim Isaac, but it ended up
being me who had to keep the relationship with the ratings board. After we
first submitted it to them, they called and said, "We have a couple of things
before we can rate it R that we need to talk about." And even before that phone
call I was nervous. The Friday movies have always been problematic for
the MPAA, and Sean has had a tumultuous relationship with them that dates all
the way back to Last House on the Left. So here I was on the phone,
trying to keep the most business-professional attitude I could. And then the
guy on the phone from the MPAA goes, "You know what? We really had a good time.
You have a fun little movie here." And I didn't know how to respond! I was so
not expecting them to comment on the quality of the film at all. I was
expecting them to tell me, "This is an NC-17." But they ended up being really
great to the film.


I
remember the blood on David Cronenberg when he gets speared—that was digitally enhanced.
The MPAA did say that was way too much, so we just removed the blood we added. The
smashing of the face on the counter after the liquid nitrogen, ironically
enough, when we went back and recut that kill, the cut looked even better. We
also had to lose one revolution of the "screw kill." But that was it. We almost
felt like we were getting away with something. I was sitting there going, "Did
you not see the guy crawling along the ground with his guts hanging on the
ground, or the dead body of the pilot spread across the console?"




NOEL CUNNINGHAM:



If
you go for exploitation, the MPAA will be harder on you, but if you're trying
to do a good job and the violence is just part of the movie, they're much more
lenient about it because they understand. Saving Private Ryan, for
example. There is so much gore in that. But it's there for a reason—to show the
horror of war. It's "legitimate." It's only if you get too crazy with it that
they object. It's the same thing with video games now—the same claptrap's going
on.




TODD FARMER:



The
whole end sequence of the movie was kind of slapped together because I'm pretty
sure everything was rewritten the day before they shot it. And that's why some
of the effects shots don't look as good as they could, because the effects
guys—bless their hearts—didn't have enough time to do the work. The last
version I actually wrote had the kids all setting charges around the ship, then
they realized there was no way they were going to be able to stop Jason so the
only thing they could do was destroy themselves. But the rescue ship shows up
and it turns into a race as the ship's blowing up and they try to get out. 


While
there were a lot of changes made to Jason X throughout the entire
process, there weren't really a lot of changes to the actual ending. Jason
always burned up in the atmosphere. Then the kids in Crystal Lake see it in the
sky. It just seemed like the natural thing to do with the ending of Jason X,
to take it back home. 





From left: Domestic one-sheet; domestic video poster; Japanese video poster.

GEOFF GARRETT:



There
was a scene that was cut out of the movie with all these mirrors, during the
Kay-Em and Jason fight. And there was a moment where Kane was walking along
with all these mirrors beside him, and in one take, Kane is going along and
doing his Jason thing and then he looks over into the mirrors and looks at himself.
And goes, like, "Oooh!" He scares himself. It was just this little gag that Kane
did and we just cracked up. 


We
also wanted to put together a little blooper reel or something for the DVD, but
because we had a group of mostly young actors that really are into what they're
doing, they were about goofing up and getting into giggle fits. They were very serious,
were here to do a good job, and the last thing they wanted was to be perceived
as being silly. I always thought, "What a great easter egg for the DVD." But that
never ended up on there.




Although Jason had
finally won a battle with the MPAA, there was still one more obstacle to
overcome. Jim Isaac and Noel Cunningham had always envisioned Jason
X as a sequel that looked more to the future than the past—and that included
its soundtrack. Harry Manfredini, despite having composed the scores for eight
of the previous nine installments of the series, was far from the filmmakers'
ideal choice. Ultimately, it was Sean Cunningham's insistence on using his
trusted veteran composer that ensured Manfredini would get the job at all.




DAVID HANDMAN:



If
you ask Jim what he regrets most about the movie, I think it's the music. Harry
Manfredini was the wrong composer. Everybody wanted a fresh take and Harry
didn't really deliver anything fresh. Unfortunately, Harry took us back into
old Friday the 13th territory. To me, his score sounds like he had the
movie playing and he was just writing along to it. It isn't really a conceptual
score. There were no themes at all—each character should have a theme. I found
it to be the weakest aspect of the whole movie.




JIM ISAAC:



Sean
was just over Friday the 13th. He was tired of it, he'd done it, it's
not his scene. Horror films aren't his thing, and he's the first guy to admit
it. I'm not saying he's not a filmmaker—he loves the process—but he really
wants to do serious dramas and work with actors and all those things. But a
hip, sexy, weird, edgy, scary horror film? That's not Sean. He even said it directly,
"I'm not gonna be involved creatively with Jason X."


So
it was very frustrating to then not be given the freedom we wanted with the
score. I really wanted the music to be intense. I also wanted to go with some
actual songs—I wanted to make Jason X really hip. This is nothing
against the score we did get, or Harry's music. I think the music that he did
on the other movies is great. I just wanted a different signature for Jason
X. 




NOEL CUNNINGHAM:



My
father showed up about a month before principal photography started. He had
been dealing with another film he was working on. And he'd always said he was
going to be totally hands-off. But there were certain times where we disagreed
enormously, and other times he really helped out. There is no one better than
Sean when it comes to the money. But the fact is that we had two different
goals, both in how we thought the movie should be made and what movies we liked
to go see. We're two different generations, of different schools of thought.
Harry's always been involved with the Friday films and Sean wanted to
bring back the regulars. That was a decision Sean made unilaterally that really
pissed off Jim and I. We wanted a much more techno score. 


Still,
part of the situation was my fault. Even under the best of circumstances, I
still think Harry's score would have been lacking, but he was not aware of the
post-production schedule. It was unfortunate. It was insanely rushed. We kept
asking him and telling him and saying, "We need to hear some stuff." And he had
just rebuilt his studio and was having problems with it. Finally, it was like,
"Harry, when are we going to hear some stuff?" And he was like, "How about the
weekend of the 12th?" We'd be like, "Harry, that's opening weekend!" And he's
like, "What!?" It was one of those 'i's I never dotted or 't's I never crossed.
As a producer, the responsibility for any deficiencies in the score ultimately
fell on me. 




HARRY MANFREDINI,
Composer: 


Over
the years, I've learned there are good things about the movie business and bad
things about the movie business. One of the bad things is that there are few
people who are truly loyal. But Sean's always been loyal. Even as far back as A
Stranger is Watching, he really pushed to hire me. He hasn't always
succeeded, but one of the things I value most about my Friday the 13th experience
is the friendships I've made. That is something I cherish.


With
Jason X, I liked having the chance to write different types of music, to
make the film about more than just Jason. I also liked that the characters were
so sure they had superiority over Jason, and tried to be proactive. And I loved
Jim Issac. As for the themes, I did come up with softer ones. I just made them
up. I get the feeling, and the dramatic sense of the piece, and then I start to
listen in my head. There were also certainly musical considerations I made for
the Lexa Doig character, as well as the pomposity of the teacher, and the
coolness of the robot.


GEOFF GARRETT: 


I really wish I could
have convinced New Line to get us a great rock song. If Jason X had been
a studio movie, we could have budgeted the money from the get-go. Jim Isaac is
even friends with the guitarist from the group Train, and Jim was going to get
them to contribute a song. Instead, we ended up having Ethan Wiley and his
partner put together a little something for the film.



ETHAN WILEY: 


I'd written the
screenplay for House, and directed House II: The Second Story,
for Sean Cunningham. I'm also a musician and had recently put out my own CD.
Jim Isaac called me and they were already in final mixing on Jason X,
but he said that they wanted something dark and very brooding for the end
credits—something upbeat and energetic for when the audience was leaving the
theater. Almost, "gothic-horror-rock-sci-fi," as Jim put it. 


I ultimately composed two
songs for the movie with my co-writer John Sholle—"X is the Loneliest Number"
and "Jason's Jam." We literally came up with the concepts for the tracks in a
couple of hours, and recorded them over a weekend. But I think Jim was
pleasantly surprised, because after he heard them he called and said, "It's
perfect—exactly what we need." So at least that aspect of the soundtrack worked
out really well.





Despite it's lack of box office success, Jason X has amassed its own dedicated fan following, and inspired a series of spin-off comic books and young adult novels. 


Even if Jason
X had been an ordeal for its makers, there was only more insult and injury
to come. During the film's yearlong production, massive changes had taken place
in the upper executive ranks of New Line Cinema. In a much-publicized, highly
acrimonious split, Michael De Luca would exit his position as President of
Production in early 2000, and with him went Jason X's biggest champion
at the studio. With no one within the company immediately stepping up to
support the film, Jason X would suffer the humiliation of being left on
the shelf for over two years. By the time New Line released the film on April
26, 2002, much had changed both in the world of digital filmmaking and in the
sensibilities and expectations of the moviegoing public. The art of
computer-generated effects was growing by leaps and bounds, and younger audiences,
weaned on such visually stunning action spectaculars as The Matrix and Spider-Man,
cared little about budgetary battles and behind-the-scenes feuding. There was
also a question as to whether or not there was still an audience for the
further adventures of Jason—much less "Jason in space." It had been almost a
decade since Jason Goes to Hell, and even if the PlayStation generation
was still discovering the Friday the 13th films on home video and cable,
to many, Jason Voorhees represented a face of cinema's past, not its present.
Moreover, the gore quotient in motion pictures had also lost its ability to
shock, with the average videogame filled with far more graphic and violent
imagery than anything that could pass muster with the MPAA. Regrettably, Jason
X was in danger of seeming like a dated anachronism even before it hit
cinemas. 


Opening
on 1,878 screens across the United States, Jason X
failed to ignite the box office. It pulled in a mere $6.6 million in its first
three days, landing a distant third behind Paramount's thriller Changing
Lanes and the first-place finisher, Universal's The Scorpion King,
which took in more than $18 million in its second weekend. But Jason X
would fare even worse in the long term. By its second weekend, faced with the
onslaught of Sony's Spider-Man, the film lost 65 percent of its
audience. With a final gross of only $13.1 million, for 2.2 million paid
admissions, Jason X retains the unfortunate distinction of being the
lowest-grossing and least-attended entry in the franchise. Although the film
found a second life on DVD, selling more than half a million copies, Jason
X was nevertheless regarded as an interstellar dud. 




NOEL CUNNINGHAM:



When
we started Jason X, it was Michael De Luca's project. And when we
finished it, Michael had resigned from New Line. All of a sudden, there's a
whole new crew of people there, and none of them had any real vested interest
in it. It was part of the old regime, so nobody wanted to get their fingers
dirty. Or they didn't want their marketing budget to suddenly have $25 million
chopped off to promote it. It was the red-headed stepchild that just gets
dumped on a doorstep.




JIM ISAAC:



It
was crazy. The film had been sitting for so long that it started getting
bootlegged on the Internet. I started to get these emails from fans, "I've been
invited over to a friend's house to watch a bootleg of Jason X." I would
always email back and say, "I know it's tempting, but please don't go!" I
wanted people to see it on the big screen like we intended. I was always
concerned that people who were watching a lousy-quality tape would judge it
based on that and be swayed, and that would create negative buzz. Of course,
bootlegging is something I would prefer not to happen, but it is something that
we, as filmmakers, can't really control nowadays.




TODD FARMER:



The
truth is that New Line didn't have any money. They had put all their eggs in The
Lord of the Rings basket and then De Luca left and he was the only guy we
had ever talked to at New Line about Jason X. You have this movie
sitting on the shelf that none of these executives have any affection for. This
happened to a lot of New Line movies—we weren't the only ones. Yet there was
too much money invested in it to let it go straight to video. Plus, if they were
going to do that, they would have released it immediately. There would have
been no sitting on it. 


If
I were a fan and I had waited that long, I'd probably download it, too. Does it
bother me? Yeah. Do I understand it? Sure. When people come up to me and say,
"Well, The Matrix was bootlegged, too." Well, of course! The Matrix
was giant. It was a huge movie. If it lost $5 million in bootlegs, it can
afford that. Jason X couldn't afford to lose $5 million in bootlegs.
That would have given us an $11 million opening weekend. It would have made all
the difference in the world. We were also sandwiched in between The Scorpion
King and Spider-Man. It almost didn't matter how much we grossed. We
were going to be destroyed regardless. 


I also always thought
UberJason should have been kept a secret. Then he eventually turns up on the
movie poster. It was like putting a penis on the poster of The Crying Game.
UberJason is kind of a goofy idea, but if you're watching the movie for the
first time I thought it would be a hoot. People would leave the theater saying,
"You've got to see Jason X because you're not going to believe what
happens!" But no one listened to me.


Opening
weekend, I went to see Jason X with Dean Lorey and his wife, and Kurt
Wimmer, who wrote Thomas Crown Affair, and John Gerr who did Romeo
Must Die. All were more than willing to go and give support, because most
of them are writers and they've all been through this process. We went to the
theater and it was only a quarter full. And they were all like, "Don't worry
about it—it doesn't matter. You got a movie made!" It was still one of the more
depressing moments of my life. Next time I have a movie open, I'm going to
Disneyland. I don't want anything to do with it.




KANE HODDER:



New
Line Cinema said Jason X didn't deliver, blaming the lackluster box
office on performances or whatever. Really, you took two years to release the
goddamned thing. How stupid do you have to be to say, "The box office of that
movie wasn't very good?" You let it fucking sit, only so people could see it on
the Internet for free. You can't be that ignorant. 




HARRY MANFREDINI:



One
of the sad things that happened with Jason X is that because it sat on
the shelf for so long, the special effects were outdated by the time it hit theaters.
When it was shot they were pretty cool, and by the time it was released they
were passÃ©. 




DAVID HANDMAN:



It
is always a battle staying true to a script. But truth be
known, if we had made the original script, Jason X would have been a
comedy not a horror film. It was a cartoon. But ultimately that's not what the
franchise is. Sean originally went in and sold a Friday the 13th movie.
Yet, at the same time, the people at New Line...Michael De Luca thought the
script was hilarious. I still believe that everything about Jason
X was better than Jason Goes to Hell. You're not only talking about
the difference between a $15 million picture and a $3 million picture, but Jim
Isaac was also a producer and brought the visual effects department with him,
and Todd's script was very different—I think it's still the most unique horror
script I've ever read.




LISA RYDER:



I
thought that Jason X was more of an action film than a horror film.
There were scares and suspense in it, and maybe some gore. Then when I actually
saw it, and I laughed hysterically. I think it is very funny.
I
don't know if any of us expected Jason X to be a big box office hit. I
don't even know why they did a theatrical release. I think the whole idea was
just to go for great video sales, right? That's what it seemed geared to.




PETER MENSAH:



I
give them credit for taking a franchise that had been out of the public's
consciousness for a while and making a fun movie. Because fun is needed. This
isn't brain surgery here—this is entertainment. I give a good amount of credit
to these guys for trying to keep it fresh. 


When
I saw Jason X, I was pleasantly surprised because I just didn't know how
it would turn out when I was making it. And some of the scenes had me howling,
which is great. The fact that there's a sense of humor in there is what I was
really hoping for, because if we took it too seriously, where's the enjoyment?
Without talking down to the material, it had to be done tongue-in-cheek. You
just can't explain Jason X. You're not supposed to.




CHUCK CAMPBELL:



I
didn't really expect anything from Jason X. It was such a fun experience
to make the film that if it went straight to video it didn't really matter. I
certainly didn't look at it as a career-advancing movie for me. I just made a
lot of friends and paid off my MasterCard bill.




ETHAN WILEY:



I
thought Jim Isaac did a fantastic job. I think everyone involved are very
talented, intelligent, creative filmmakers. People always say you can't judge a
movie by its budget, but I don't think people realize just how amazing a movie Jason
X is with the budget they had. What, $10 million dollars? Studio budgets
now are 10 times that, and they don't come up with effects that look as good. And
so I thought that it was a lot of bang for your buck. But it's still tough to
compete in the box office today when you go up against movies with bigger
marketing budgets than the entire cost of Jason X. 


It's
also a challenge to be put into the circumstance of, "Okay, you've got to
create a sequel that's going to be fresh but still stay true to the rules of
the genre, and that works?" It's a minefield, because of people's different
expectations of sequels in particular. You have the camp that will say, "Oh, it
was nothing like the original, so I hated it." Then the other camp that goes,
"Oh, it was nothing like the original one, so I loved it." Jim came up with a
totally different visual vocabulary for the series, right from that opening
shot of the wind-swept planet. It makes you go, "Wait, is this a Friday the
13th? Did I step into the wrong theater?" Jason X is very clever in
concept and very tongue-in-cheek, very deadpan. And the absurdity of teenagers
thinking about sex when they should be focusing on their science experiments, I
thought that was a very clever kind of play on the old themes. Like the scene
when Jason is resurrected from the dead when he gets the stench of teenage sex.





NOEL CUNNINGHAM:



You
know, it was actually easier that the film sat on the shelf as long as it did,
because then you have that distance from it. Otherwise, if it is still your
whole life and then it comes out and doesn't do anything, you're truly
devastated. In hindsight, there are things I could have and should have done
differently. But all in all, we came up with a fun little movie. It's nothing
to be ashamed about. Still, I haven't seen Jason X since opening night.
I just can't watch it. There are so many missed opportunities. I wanted it to
be much scarier, but that was a creative decision that Jim made with the
comedy. There are no scares in the movie. There were tons of scares in the
script. 


My
feeling about horror back then was that though Scream had turned it into
a viable commercial genre again that whole postmodern approach had also largely
run its course. The next subgenre was going to be action horror. That's what Jason
X was intended to be. It's a slasher movie—you get the tits and the gore
and the fun Jason kills—but there is also action and effects in it. You get all
the good things about a horror movie and some of the good things about an
action movie. That's the way it was on paper, but with our budget and
everything, we couldn't get as much of it as we wanted. And I still think
action-horror is the future. If you can blend action and real, true horror and
suspense, you'll have a great hit on your hands.




KANE HODDER:



I
hate to agree, but there wasn't much suspense in Jason X. But I do think
it was a better-made film than the other Fridays. There was more money
in it, certainly, and it was of higher quality. Jim Isaac spent
more time with the cast than most directors on a film like this would have. Which
shows, because that part of his movie was the best. The performances, and the
whole interaction between the characters was more interesting and fun than in
most other Fridays, whose characters don't often mean shit, really. So I
liked that part of the movie. But I have to say my favorite of my
Fridays is still Part VII.




JONATHAN POTTS:



I
didn't have any illusions—I knew what it was. I was just looking forward to a
lead role in a film that would actually be in theaters, that people would talk
about, and be in magazines. And it was on the web all over the place. I don't
think for any of us it was like, "This is it, man! People are going to see this
and we're going to be on our way." But I also knew someone might watch it and
say, "Hey, I like that guy." Roger Ebert reviewed the film and even mentioned
my name. He tore the movie to shreds—he hated it—but I was like, "Yay! He
mentioned me!" I was just thrilled to be a part of it. 




TODD FARMER:



I
wish we had a name actor in the film, although I think everyone in the cast did
a fine job. I wish we'd kept UberJason a secret. I wish the script hadn't been
rewritten so many times. If we had stuck to that and not gone so crazy with the
rewrites, we would have had a better movie. There's a huge list of regrets. But
I wrote the movie I wanted to write—so what if they made a different movie? It
doesn't matter. It's only when it gets to a point where you're not passionate
about it that it's going to suck. And I never had to deal with that. I always
wrote what I wanted to write. Maybe that's why I got rewritten—because I wasn't
writing what they wanted.


That's
a rude awakening for any writer out here. We're not brilliant as far as the
industry is concerned. We literally are just the guys they bring in—we don't do
anything special. But the truth is that there would be no movie without us
because we're the only ones creating anything original. We're taking a blank
sheet of paper and creating a story out of it. Everybody else takes that and
goes from there. So I know what our original intention was and we got nowhere
near that.


Jason
X
is not a very good movie. It's not Sean's fault. It's not Jim's fault. It's not
Noel's fault. It's not my fault. We all screwed up. We were four guys fighting
these stupid battles and we should have been having fun and making the best
movie we could make. That's not what we did. We let the fans down, we let
ourselves down and we cost ourselves a lot of money.




SEAN CUNNINGHAM:



"Jason
in Space" might have been really successful. I don't regret having figured out
how to make the movie, but it was always a gamble. So we did it, and then all
people said was, "Hmmm. Jason in Space—I'll catch that on cable." They just
didn't want to go to the theater to see it. I don't think any of us really
knows why, and we never will. And it wasn't that Jim did a bad job or anything.
Jim is a good guy. A great guy. Jason X just didn't work on a commercial
level. 




JIM ISAAC:



I
never wanted Jason X to be perceived as a parody. It was just that I had
seen so many Fridays that were so similar to each other. I wanted to
give the fans something newer, different and fresher. And it wasn't just about
the action, but about doing something a little edgier. Scarier. More fun. 


I
would have done Jason X so differently now. There's no question about
it. The final product is not what I had originally imagined, or what we pitched
originally to New Line. And that happens all the time. I learned from Jason
X that you have to always, always fight for what you believe. More than
just doing it right, and on time, and on budget, you're fighting for your
vision, because you can't please everybody. You can't always be a nice guy
directing a movie. It's a collaborative effort, no question. But there is a
point where you have to convey your vision to all the other artists on the
project. And when you get everyone on same page, only then can they make your
vision even better. Way better. But you have to guide them. And that's when you
really come up with something cool.



11. Winner Kills All





New Line Cinema has
long been referred to as "The House That Freddy Built," a sobriquet that
founder and CEO Robert Shaye would be among the first to acknowledge. Bolstered
by the success of Wes Craven's seminal 1984 shocker, A
Nightmare on Elm Street, followed by its seven lucrative sequels, New Line
would, over the next two decades, rise from obscurity as a fledgling
distribution company specializing in often-undistinguished exploitation fare to
the most successful and well-known independent studio in Hollywood. By the
start of the new millennium, New Line had amassed an impressive and diverse
roster of box office hits, including the blockbuster Rush Hour films,
the phenomenally successful Austin Powers franchise, and looming on the
horizon, the Academy Award winning Lord of the Rings trilogy. But New
Line would not forget its less-than-humble roots—or its debt to the
razor-clawed villain who made their success possible. 


Even
after a nearly 10-year gestation period that was both costly and frustrating,
the studio did not waver in its commitment to bringing the long-anticipated
showdown of Freddy vs. Jason to the screen.
Working in tandem with Sean Cunningham's Crystal Lake Entertainment, a reported
six million dollars was spent developing some 18 drafts written by more than a
dozen screenwriters—including some of the most well-paid "A-list" writers in
the business. Yet amid all of the false starts, outlandish concepts and
seemingly never-ending rewrites, the key to crafting a logical, satisfying and
ultimately entertaining Freddy vs. Jason remained elusive. Diehard fans
had been waiting for years to witness the ultimate battle between their
favorite horror icons, and both New Line and Sean Cunningham were determined
not to let them down. Freddy vs. Jason needed to be more than just an
amalgam of each iconic monster's "greatest hits," or a run-of-the-mill slasher
sendup with the terror titans at the center of a WWF-style showdown. The
dramatic question of Freddy vs. Jason—how to get two distinctly
different horror villains into the same ring in a clever, believable way—would
have to be answered to Robert Shaye's satisfaction before he would consider
green-lighting the project.


Development
on Freddy
vs. Jason officially began in late 1993, a few months following the release of
Jason Goes to Hell. The writing team of Cyrus Voris and Ethan Reiff, who had
recently scored a modest hit with Universal's Tales from the Crypt: Demon
Knight, would become the first screenwriters to pitch a Freddy vs. Jason
concept to New Line—but far from the last. Meanwhile, Sean Cunningham turned to
Lewis Abernathy, his screenwriter on DeepStar Six and House IV,
to develop a different take on the project. Although the resulting scripts were
often wildly disparate in concept, approach and tone, one particular element
introduced in Abernathy's early draft appealed to both New Line and Cunningham:
the "Fred Heads"—a cult of nihilistic teens who look to the long-dead Freddy
Krueger as their "spiritual leader." The Fred Heads would remain the one
constant on Freddy vs. Jason's long and often chaotic road to a
green-lit screenplay. And they almost survived. Almost.




ROBERT SHAYE,
Co-Chairman, New Line Cinema: 


Freddy
vs. Jason was always in the air. There wasn't any great navigational
plan in mind. Just really, truly and honestly, an overweening desire to make
the movie, which I thought a lot of fans were waiting for, as good as possible.




NOEL CUNNINGHAM,
Development Executive, Crystal Lake Entertainment:



Originally,
New Line was very excited: "Whoa! Freddy vs. Jason! That's going to be
kick-ass!" But then you really have to sit down and start to think about it,
and ask, "Okay, what happens? You have two main characters—both of whom are
villains. One of them doesn't exist in the real world, and the other one
doesn't talk. How do you create a movie around those two characters?" It's damn
near impossible.




SEAN CUNNINGHAM,
Producer: 


If
you're going to put these characters in the same movie, are you going to be
able to give fans what they expect from both of them? What's the experience of
watching a Freddy movie? What's the experience of watching a Jason movie? How
are they different? And it wasn't just the rules of each franchise we were
worried about, like, "Oh, the virgin has to survive." Or, "The pothead must die
in the fourth reel." None of that really applied. It just had to do with the
core emotional experience. How are you going to handle Freddy and Jason in the
same movie without one contradicting the other? That was a puzzle that we had
to address.




ROBERT ENGLUND, "Freddy
Krueger": 


I
had always been defensive when people were whispering, "They're trying to milk
the last dime out of these franchises!" Because, in fact, Freddy vs. Jason
is fan-originated. I remember as far back as 1984 or '85, guys were coming up
to me and going, "What would happen if Freddy Krueger ran into Jason in an
alley? Could you kick his ass?" It's always been a curiosity. 


The
concept of a "versus" movie is not a new one. It has been around for a long
time. There's a great tradition of mixing and matching in the movies. I never
wanted a Freddy vs. Jason to be "Abbott and Costello Meet Freddy and
Jason," but Ghostbusters was, and is, a great concept. And there were
other great horror mix-ups, whether it be with the Wolf Man or Frankenstein or
Dracula. The idea of Freddy vs. Jason is of a great, long tradition. 





The many writers of Freddy vs. Jason. Developed over a period of 12 years, the project would see some of Hollywood's top scribes attempted to draft a workable screenplay. Among them (from left) Ronald D. Moore, best known for his work on the re-imagined Star Trek series; Mark Verheiden, who has written extensively for the Smallville and Battlestar Galactica television series; and David J. Schow, a name familiar to many a genre fan, having written the franchise installments A Nightmare on Elm Street 5: The Dream Child and Leatherface: Texas Chainsaw Massacre III.


ADAM MARCUS, Director, Jason
Goes to Hell: 


Back
when we were making Jason Goes to Hell, Dean Lorey, Noel Cunningham and
I were trying to come up with more gags to put in the movie. Then I said, "You
know, doesn't New Line own Freddy outright?" And the wheels started turning. I
called Mark Ordesky and Michael De Luca at New Line, and asked, "Can we have
the claw?" And it was very funny, 'cause they were a bit covetous of it. They
asked nervously, "What are you going to do with it? And why?" But when we told
them our idea, they flipped. 


I
remember the first test screening after we finished the film. When that moment
hit, when Freddy's claw lunged out of the ground at Jason's mask, the entire
test audience got up on their feet and cheered. And Mike De Luca, Bob Shaye and
Mark Ordesky were standing in the back, and they all just looked at each other
with such glee. Mark and Mike even high-fived each other. I think that's when Freddy
vs. Jason was really born.




LEWIS ABERNATHY,
Screenwriter: 


Freddy
vs. Jason was already in development at New Line when I
started working for Sean Cunningham around late 1993. I felt we should make fun
of ourselves, but in a way where you don't know that we're making fun of
ourselves. I also felt that Jason should be a good guy. It's almost like a
comic book. Go ahead and turn him into Spider-Man. Make it a PG-13 movie. Turn
it on its head, but let's not make the same old dark, dreary stuff about a guy
in a hockey mask. I also had the idea that Jason was going on this murderous
rampage to get back at the guy who drowned him—and that camp counselor was
Freddy Krueger.




SEAN CUNNINGHAM:



Lewis
came up with some really fun stuff. And that was the first time these
characters had been able to co-exist in any form, so it was really kind of
cool. We had a meeting between Lewis and former New Line President of
Production Mike De Luca. James Cameron came in—Lewis was in Titanic—to
say, "I believe in Lewis, he's going to do a great job." But as it turned out,

Lewis went in a direction that De Luca didn't like, so he ended up hiring
someone else.




RONALD D. MOORE,
Screenwriter: 


Mike
De Luca was definitely a fan of Brannon Braga and I because of our work on Star
Trek: The Next Generation. We had a sit-down meeting with Mike and he gave
us carte blanche to come up with a concept. 


The
key decision for us was that we wanted to take either Freddy or Jason's point
of view. We felt like if they were both bad and they were both villains, you
won't root for either one of them. If that's the case, it doesn't really matter
who wins. And there was something interesting about taking the less accessible
of the two—Jason, the guy who never even speaks—and making him the anti-hero of
the piece. That's what intrigued us. So we put Jason on trial, and the hero of
the movie was his defense attorney. We were trying to comment on sequel-itis
and the franchise aspect of it all. It was interesting pop culture stuff that
we were examining. And this was also right in the thick of the O.J. Simpson
trial and the media circus surrounding it. 


Wes
Craven had done New Nightmare, which had already broken the fourth wall.
But that film was not a hit. New Line didn't mention any specific problems with
the self-referential angle of our script at the time. They just said of New
Nightmare, "It didn't do that well at the box office." After we turned in
our second draft, we were greeted with silence. For weeks, if not months. In
fact, I don't think we ever heard from them again. It was just, "Okay, guys,
great. Thanks! We'll get back to you." But that's common in Hollywood—people
don't want to call and give you bad news. So we just shrugged it off. It was
disappointing, but we had just got Star Trek: First Contact, so we
definitely had enough on our plate anyway. 




DAVID J. SCHOW,
Screenwriter: 


Freddy
vs. Jason was the easiest screenwriting job I ever got. I had
written Leatherface: Texas Chainsaw Massacre III for New Line, and also
had done a polish on Nightmare on Elm Street 5. I just happened to be in
New Line's offices one day, and literally I got the job with Mike De Luca
looking up at me and saying, "You want to take a crack at this?"


My
script roughly fell into three parts: The first part was about a guy who
communes with Freddy in his dreams and is, in fact, the head of a cult of
Freddy fanatics called the Fred Heads who want to bring Freddy back from the
dead and do it by any means necessary. The second part was about resurrecting
Jason from Camp Crystal Lake, because he has to fight Freddy. Finally, in the
third act, they have to hypnotize Jason with a drug so he can fall asleep and
enter a dream version of Camp Crystal Lake, where we see a glimpse of his
backstory with Freddy. Then, at the right moment, the kids have to wake up
Jason so he can bring Freddy back out into the real world and do battle.


In
looking at the Freddy vs. Jason they ultimately made, you can see some
of the concepts that had already been kicking around for awhile. If any of that
is similar to the finished movie, it may have started with my draft. 





 Freddy vs. Jason—the bastard child of a hundred rewrites—was finally released from development hell by co-screenwriters Mark Swift (with machete) and Damian Shannon. It would be a long road from script to screen for the pair. "We wrote Freddy vs. Jason together in a little coffee shop," says Swift. "And we had these little goals along the way. First it was just, 'I hope this movie gets made.' Then it we just hoped to get screen credit. Finally, when the movie was about to be made, it was, "I hope we just to get a picture of ourselves on the set. Wouldn't that be cool?'" Continues Shannon: "It was really exciting to be on set. As a horror fan, just to think what it would be like to see Freddy and Jason on the same screen—and have yourself included in that experience—is the ultimate."


ETHAN REIFF,
Screenwriter: 


Cyrus
and I wrote from scratch, but there were elements of previous scripts that New
Line liked. They liked the Freddy cult. They liked the idea of the drug that
can put you to sleep. But those were the only two things we were handed, like,
"Okay, do a version of this."


The
one major thing we felt we were contributing was to tie the origins of these
characters together and to not pull any punches. We had a scene where you
literally see Freddy Krueger as a young adult camp counselor having just raped
Jason by the lake. I still remember my brother reading that draft and saying,
"I can't believe you guys actually did that." 




CYRUS VORIS,
Screenwriter: 


Our
thing was like, one's a child molester and the other one is, for all intents
and purposes, a disturbed, molested child. And Jason has an ax to grind against
Freddy, because he's the guy who molested him and threw him in the lake and let
him drown. That seemed like a good driving motivational thing.


The
other thing was, Freddy at that time had started to become a hero in pop
culture. There was the Freddy's Nightmares TV show where he was a kind
of Extreme Justice host. Like, "If you mess up, kids, you're going to
get what you deserve." And it was freaky. It was like, "What the fuck? He's a
fucking child molester and child killer. Why is he a hero?" We didn't want to
shy away from what was the genuinely evil about him.




NOEL CUNNINGHAM:



Was
this the best script of Freddy vs. Jason that could have been made?
Probably not. But it was good. It was certainly the best one we had by that
point. And then Rob Bottin was brought on to direct it, and he brings with him
a whole cache of effects knowledge. We also had David Goyer and James Dale
Robinson rewrite it. 




SEAN CUNNINGHAM:



I
never wanted to change all the things that worked well in the Freddy or Jason
movies—I just wanted to add stuff that had never been there before. But in
order to accommodate Mike De Luca—and I don't regret this—I was willing to work
with any writer he decided on. Finally, with Cy and Ethan, they worked with me
for several months and we turned in a draft that I thought was pretty
successful. And it really had a lot of elements of Lewis Abernathy's original
draft, who I had started with in the first place. But De Luca just flat-out
hated it. Then Scream opened and New Line was like, "It's a brand new
ball game now. We can't do the same old stuff." So De Luca basically just threw
the script away.




MARK VERHEIDEN,
Screenwriter: 


I
believe most of the drafts up until that point dealt with the idea of this
Freddy cult. But that was the one thing I reacted very negatively to. I came
back and said, "You've already got Freddy and Jason. You don't need these goons
running around." I liked the idea of trying to connect Freddy and Jason to the
history of the other movies. So I introduced some of the characters from the
previous films in there, too. 


I
eventually wrote two drafts—the first I delivered in August 1999, and the
second by the end of the year. I suppose my experience was probably like a lot
of the other writers—there are no big, "You're done, buddy!" discussions. You
just don't hear much until you read in the trades that they've hired writer
number nine or whoever. 




ROBERT ENGLUND:



It
was a rough time. I wasn't really privy to a lot of what was going on. I had
heard a lot of people at New Line suggest that a lot of the writers were coming
in and taking the money and not taking it seriously. Or they thought New Line
wanted it to be more camp and self-referential than they did. All I knew was
that every director and special effects guy who I would hear about being
connected to this film was somebody I wanted to work with. But, for a variety
of reasons, it wasn't coming to pass. And while I was waiting, it was getting
to the point where I was having to turn down other jobs because it kept seeming
like Freddy vs. Jason was going to happen at any minute. So it was
getting frustrating.





"The key to Jason's anger is very simple," says director Ronny Yu. "Anyone would be pissed off if someone tried to mess with their mother. Jason's just like, 'Don't fuck with my mom!'"


In early 2000, New Line
Cinema would undergo an extensive shake-up in its executive ranks, starting
with the well-publicized split of longtime President of Production Michael De
Luca. And with De Luca went Freddy vs. Jason's
biggest—and perhaps only remaining—champion at the studio. Yet the event
ultimately turned out to be a blessing in disguise. Robert Shaye, newly
energized and with a fresh new team of executives in place, made Freddy vs.
Jason an even greater imperative. 


Prior
to his departure, De Luca heard one final pitch from two enthusiastic young
screenwriters looking for their first big break in Hollywood. Enter Damian
Shannon and Mark Swift.




MARK SWIFT,
Co-Screenwriter: 


Damian
and I met at USC in 1988, although we both eventually left—Damian went to NYU
Film School, and I went to Johns Hopkins in Baltimore. Then we hooked up again
and started writing after that, working on our first screenplay. So I guess we
were friends first before we were screenwriters. And we're both big horror fans.



When
we came in to New Line to meet about Freddy vs. Jason, we were pretty
nervous. We took it as a challenge and a huge opportunity. I loved Nightmare
on Elm Street and I loved Friday the 13th. Just to be a part of that
history—we couldn't pass it up. So we created a mission statement that we gave
to New Line about how we would do the movie. We just wanted to keep the story
in tune with what we'd seen before. We didn't want to change the mythologies.
We just wanted to take these two histories, combine them, and then ask, "What
are they going to fight over?" We also didn't want to make either of them the
butt of the joke anymore.




DAMIAN SHANNON,
Co-Screenwriter: 


We
decided that the story should start right from the last scene of Jason Goes
to Hell— the point where Freddy grabs Jason's mask. We asked ourselves what
that meant—why was Freddy grabbing the mask? We felt we needed to understand
what the friction was between these two guys. Why are they trying to kill each
other, without making Freddy the one who raped him? We wanted to take Freddy
and Jason back to their roots, and to see these characters restored to their
former glory. 




MARK SWIFT:


We
watched all of the Nightmare and Friday films, top to bottom—some
of them two or three times. And if anybody watches Freddy Vs. Jason,
they'll know we love Nightmare on Elm Street 3. We took a lot of stuff
from Dream Warriors—actually lot of the nightmare stuff in Freddy vs.
Jason continues from 3, then sort of ignoring 4, 5 and
Final Nightmare. And then obviously New Nightmare is a completely
separate thing. With the Fridays, there were some great moments in Part
VI, too. And the first one, Part 2 and Part 3 in 3-D are
amazing, too.




DAMIAN SHANNON:



I'm
a huge Jason Lives fan, actually. That's the Jason we modeled our Jason
on, story-wise. There are some great visual moments in Part VI and we
replicated some of those in our screenplay.




MARK SWIFT:



We
pitched Mike De Luca our approach and he was very excited. We were hired by the
end of December 1999. Then shortly thereafter, Mike split New Line, and there
was a regime change. Suddenly, there were no Freddy vs. Jason fans left
at the studio. We had to get everyone re-excited, or this movie that had taken
almost 10 years to get green-lit was going to die again. So that's when we did
a 40-page treatment, our list of the "rules" for Freddy vs. Jason, an
executive summary, and all this stuff, just to try and get the studio to
believe in us again. 




ROBERT SHAYE:



Freddy
vs. Jason languished because it was difficult to find a
production executive within New Line, up to and including our head of
production at that time, who really cared about it. Then when we changed our
leadership, we renewed this imperative to President of Production Toby Emmerich
that we have to find someone who is going to get behind this. And we came up
with a somewhat unlikely candidate, this wonderful woman named Stokely Chaffin,
who just loves the genre and could really jump in.





"Jason's just sort of a little misguided," says actor and stuntman Ken Kirzinger, who assumed the role of Jason Voorhees for the first time in Freddy vs. Jason. "I like to call him a 'psycho savant.' He lost his mom early. He's been living out in the woods and under the lake with no guidance. He's just following a mandate, 'Kill all those bad kids.' He thinks that what he's doing is right. He's doing it for his mother, not for his own personal greed or anything else."


TOBY EMMERICH, President
of Production, New Line Cinema:



When
I came in to run production, getting sequels made was clearly Bob's big
priority. Bob and Michael Lynne were very frustrated by how hard it had been to
get sequels going. They said, "Don't drop the ball. We want Freddy vs. Jason,
a Dumb and Dumber prequel, another Friday sequel and another Blade
movie." One of the reasons Bob was so attracted to shooting the Lord of the
Rings movies together was that if the first one worked, we had two more in
the can.


It's
not very sexy when people ask what project you're working on and you have to
say, "Oh, I'm doing Freddy vs. Jason." A lot of execs here didn't want
anything to do with Freddy vs. Jason. One reason I hired Stokely was
that she had a real enthusiasm for getting it made. 




STOKELY CHAFFIN,
Production Executive, New Line Cinema: 


I
had worked with Neal H. Moritz before, and we had produced the I Know What You
Did Last Summer movies and Soul Survivors. I always loved horror
movies, and horror movies always find an audience. Several years ago I heard
the idea of Freddy vs. Jason and I went, "Genius! That's perfect! What a
great event picture!" Then years went by, and I get Freddy vs. Jason as
a project. For me, it was always meant to be. 


When
I started, there had been a million drafts before—literally 17 scripts by 12 different
writers. Fortunately, there was a treatment done that had the sketched-out
story of what the movie should be. That was the one done by Shannon and Swift.
I read the treatment and felt, "Well, there are some problems here, but it
looks pretty good. Let's see what we get when the script comes in." And we did
get a really good script.




MARK SWIFT:



Ultimately,
it came down to Bob Shaye. Sometimes, it's dangerous when anybody at a studio
takes a personal interest in your project, but in this case it was a good thing
because he's a horror fan. Although, in his mind, he'd also been burned before.
Wes Craven convinced him to do New Nightmare, and it didn't turn out
well financially, at least in terms of domestic box office. But Bob still got
behind us and made Freddy vs. Jason happen. 




Finally, Freddy
vs. Jason had a green-lit script and an energized new executive to champion
it. Now all it needed was a director. The studio wanted someone who would
respect the legacy of both the Friday the 13th and Nightmare on Elm
Street franchises, while at the same time bring a fresh new sensibility and
visual style to this most unique—and decidedly American—horror hybrid.
Ironically, they would have to go halfway around the world to find their man.




STOKELY CHAFFIN:



I
had made the foolish proposition to every agency in town that I would agree to
meet any director who wanted to come in for Freddy vs. Jason. I probably
took 60 meetings with directors of all kinds, from music video to commercial
directors to people who had made only one feature or a short. The problem we
had was that there were people who loved the characters and knew everything
about the movies and had seen all of them 15 times, but didn't have the
experience. And then there were people who had the experience, but were kind of
like, "Yeah, I think I saw one back in the theater way back when." And we're
like, "What are you doing here? Why would you want to take this on if you don't
care about these characters?" 




RONNY YU, Director:



I
didn't study film at all. I had polio when I was about nine months old, so I
didn't have a huge playgroup. My father, seeing that, took me to the theatre
all the time. We saw everything in Hong Kong—all the Hollywood films,
Hitchcock, Westerns, whatever—and they fascinated me. I was like, "They're
using images, one image plus another image, and it tells a story!" So when I
tried to go to college, I wanted to go to film school, to study more, but my
father didn't think it was a proper job. Then later on, I had a chance to hang
out with all these film people, and get to know how to physically put films
together. And my first job was a director, so I thought there must be somebody
up there who had it programmed, like, "You must be a director for the rest of
your life." 


In
2002, I was living in Sydney, Australia, and I got a call from New Line saying,
"Would you mind if we flew you over to talk to our boss, Bob Shaye? He has a
project for you." I said, "Sure. What project?" They say, "A good project.
You're going to like it, especially since you're always telling people you want
to make a real American movie. And this is a real, real American movie."
I called my agent and he said, "You might like it. Take the flight, go to
Hollywood and have the meeting." So I came over, and then they told me it was Freddy
vs. Jason.





"Speaking of Freudian implications, look at Jason's mother," says actor Robert Englund. "She's a real piece of work."


STOKELY CHAFFIN:



When
we originally put together our top list of five or six directors for Freddy
vs. Jason, Ronny Yu was on it. I just expected him to say, "Thanks so much
for your interest, I really appreciate it, but it's a no." But he was open to
it. We could tell. So we kept reeling him in a little bit, and said, "Well, why
don't you just come here for a meeting and we can talk about it further?" We
practically begged him. 


Then
he came into Bob's office and acted out a scene from the script. He stepped on
Bob's toe and spun him around, and I was going, "Oh God, what are you doing!?"
But even if you could only understand Ronny's every third word, you could feel
his passion for the material. 




RONNY YU:



The
whole reason, the dream of making a Hollywood movie for me is because of the
market. It's so big. Everywhere in the world, you point your finger, and if it
is from Hollywood your film has a chance to be seen. If you make Hong Kong
movies, you can only point your finger to a Chinatown or Asian territory. I
think it's funny that a movie I made, Bride with White Hair, received a
lot of attention in the Western world. I didn't intend to make it like a horror
movie or a slasher movie, but somehow, in the West, people look at it as a
horror or slasher movie, and they send me scripts assuming I'm a slasher movie
director. But I'm not. And the same thing happened with Bride of Chucky—I
had never seen a Child's Play film. Bob Shaye asked me if I had seen any
of the Friday the 13th or Nightmare on Elm Street sequels. I said
no. He said, "You mean no Jason, no Freddy?" But I think my lack of knowledge
about Freddy and Jason worked in my favor, because the studio was looking for
somebody who could come in with a fresh take and some new ideas.


Then
they gave me the script and said I needed to tell them yes or no right now,
because they'd waited for so long. Nine years or something like that. They also
wanted to start in two months. I had to come out to America in May 2002 and
they were supposed to start prep by June. So I read it, but I still said,
"Thank you. I'm heading back." And they said, "Why? Why? Why?" I said, "I'm not
so sure about the script. I think it still needs some massaging." But then Bob
and the other New Line executives said, "Ronny, do whatever you want to make it
right, to feel comfortable."


Once
I was given that sort of freedom, I said okay. At that moment, I was just
looking at it as a fun movie. It wasn't until after I accepted it that I
started to think, "Oh, God! I hope this Chinaman does not screw this up."




With its director
officially signed on and pre-production commencing in June 2002, writers Damian
Shannon and Mark Swift set about writing a new draft of Freddy
vs. Jason tailored to Ronny Yu's vision. But Yu, feeling that the script
still needed streamlining, called in Blade scripter David Goyer to do an
uncredited rewrite. The result was major changes in both plot and character,
with Goyer refashioning Shannon and Swift's admittedly lengthy, perhaps even
unwieldy, 130-page screenplay into a tight and economical blueprint for a
crisp, action-packed 90-minute movie. 


One
person who would not participate in the final development process, however, was
Sean Cunningham. Although neither Cunningham nor New Line ever wavered in their
enthusiasm for Freddy vs. Jason, the film's
day-to-day production chores ultimately would be turned over to executive
producer Doug Curtis. 




MARK SWIFT:



Sean
became a producer in name only. We never had a meeting with him, and we never
talked, even on the phone. We never saw his script notes. I guess New Line sort
of shielded him from us. Jason X was a disaster, and it killed Freddy
vs. Jason for a while. I think New Line lost a lot of faith in not just Friday
the 13th but the whole question of whether there was still an audience for Freddy
vs. Jason. The next thing we knew, the studio was testing the idea in
malls, figuring out whether 13-year-old kids would want to see this movie. We
thought we were in real trouble.




CYRUS VORIS:



I
think New Line would have loved to just buy Sean out and then do whatever they
wanted. But, you know, I give Sean credit—he was one of the creators of the
property, it was his baby and he owned it, so he wanted to be involved. It was
more important for Sean to have some involvement than just to get a bunch of
money. But probably, to this day, even though Freddy vs. Jason became a
big success, I'm sure there's still tension between Sean and New Line.





"I really wanted the script to exploit the nightmares of Jason, to not only have Freddy privy to what makes Jason tick, but also for the audience to have his backstory reiterated," says actor Robert Englund. "Freddy's really got to get in Jason's head. And the screenwriters solved that with Freddy vs. Jason. That was one of the things in the script that made me really happy to get on board."


DOUG CURTIS, Executive
Producer: 


Sean
chose not to be involved. I didn't even meet Sean until three weeks before we
started shooting the movie. At one point he decided he wanted to be involved,
but the studio said it was too late, which dumbfounded him. Ultimately, the
trade-off was that we put his daughter, Jessica, on the film as an Associate
Producer. And she was a very smart girl and a very good producer.


But
I'll tell you the most important thing about Sean: he was the most gracious
person I've ever known in my life. He sent me a gift basket on the first day of
shooting that said, "Good luck, buddy." Then he sent me another basket at the
end of shooting that said, "Congratulations." Ultimately, he should be very
excited and proud of Freddy vs. Jason. 




SEAN CUNNINGHAM: 


I
was glad Freddy vs. Jason was getting made, but I had strong feelings
that there were deficiencies in the script. I had been wrestling with Freddy
vs. Jason for years, and I felt I had learned to understand storytelling
much better than I had earlier. I also thought the hiring of Ronny Yu spoke to
the difficulties of working within the studio system. "Shooters" are often
hired to be directors, and Ronny is a good example of that. Ronny is a great
visualist, but he doesn't have a clue about what he's shooting in terms of
telling a story. But Ronny was somebody who was going to get the movie into
production, and at that point I was happy just to get the fucking picture made.



Ultimately,
you don't want somebody on the set who's bringing negative energy. You want to
keep it positive, and do the best you can with what you've got. So I shook
everyone's hands and told them how supportive I was. I also was involved in the
promotion of the movie, because I felt that was the least I could do, and that
it was part of my job. And I'm certainly not going to look a gift horse in the
mouth.




RONNY YU:



Throughout
the shoot it was basically just me and Stokely. She really supported me on all
the battles and changes in the script. I did get a ton of notes from Mr.
Cunningham saying, "These are the rules. Don't bend them!" So I did my homework
and spent two weeks going through all 17 movies. The balance I tried to work
out was, how do you satisfy the hardcore fans of both franchises as well as
excite people outside of that? I took myself as an example, because in the
beginning I wasn't that familiar with the films at all. And it was different
than Bride of Chucky—that was campy because how seriously can you take a
two-foot-tall doll? 


In
the end, after looking at all of the films, I thought that every one of them
had their good parts. But I particularly liked the first Nightmare and
the first Friday—the Sean Cunningham one. I thought we should go back to
the roots. I decided that I couldn't reinvent these two long-lasting American
horror icons. My job is to respect what's been laid down and just turn up the
entertainment level a notch. 




MARK SWIFT:



A
couple of months before shooting, around July of 2002, we met with Ronny two or
three times and incorporated his notes. We turned in our last draft in August. Originally
when they looked at our script, New Line said that it would cost $60 million,
and that's a lot of money. I give credit to Ronny and those guys—they did it
for $30 million. Some stuff had to go. So they hired David Goyer to do a
polish, and that turned into him writing pages while they were shooting. He's
responsible for a lot of the dialogue in the finished film, and most of the
characters and material that was cut.




STOKELY CHAFFIN:



The
script was overly long and complicated and very dense. We timed the script, and
it came in at two hours 28 minutes. We're like, "You know, this is not the American
Beauty of horror films and it probably shouldn't be two hours long." So
David Goyer made it a more cinematic movie. He was so good at streamlining the
material that you never even noticed what he took out.




MARK SWIFT:



When
you lose scenes, in order to keep story, you have to have characters speak
about what's missing. Then you run into a situation where a lot of the
characters are just talking plot, which is never enjoyable. What also happens
in the process of making something shorter is you combine characters.
Obviously, stuff has to get lost, but there are so many little things that
would have made the movie that much better. But that's part of making movies.
They wanted it to be fast and they wanted a quick running time.





Throughout this chapter, view Freddy vs. Jason makeup effects supervisor William Terezakis' original concepts and storyboards for key characters and scenes in Freddy vs. Jason.


RONNY YU:



I
have my own feeling about what's scary. I like these old classic movies,
Hitchcock and others, that use the principle of the three big S's: first you
set up the suspense, then you surprise the audience, then immediately you shock
them. So the challenge or the difficulty of making a horror movie is not how
much blood you put in, or how gory you can make it, but how to play that game
with the audience. I wanted Freddy vs. Jason to move
lightning fast, with the whole thing taking place over two or three nights.
Even now, after the fact, I look at it and I think we should have brought
Freddy and Jason into it earlier. Just get them in the ring.



I
thought of Freddy vs. Jason as the first film in a series, not the 20th.
To kind of forget everything that's happened before and start from scratch
while at the same time, showing flashbacks at the beginning of the film and
sort of telling the stories of Freddy and Jason in just a few minutes, like a
refresher course. Everyone knows who Freddy and Jason are, so we wanted to make
a film for the masses, not the really hardcore fans who might remember some
detail from a sequel 10 years ago. There's no mention of Jason X, that's
for sure.


One
of the things that David Goyer did when he came in to rewrite the script was
just to tighten everything up. If a piece of dialogue was 10 spaces long, he'd
shorten it down to two lines, real smooth. My feeling
was that at the beginning it was a little bit confusing. Because if you started
first from Jason, the audience thinks, "Is this real? Oh, it's not real. It's a
dream. Whose dream? Jason's dream? Why is Jason dreaming?" You know, there are
so many holes that we need to fill. So I think it's better that we started the
movie with Freddy because everybody knows that Freddy only comes in a dream.
And then after you introduce Freddy, you introduce Jason, then the audience
gets to know oh, okay, Freddy is in Jason's dream now. It became more clear.




DOUG CURTIS:



I
thought the writers were afraid that the audience wasn't going to get it. But
the audience gets it because they've already seen the movies. And if you
haven't, you're not even in the theater because you don't give a shit about it.




ROBERT ENGLUND: 


One
thing that was really important that the writers saw was the contrivance of
getting Freddy and Jason together, and digging out of it by delving into the
mythology and the back story of the prior films and both characters. Freddy's
impotent at the outset of Freddy vs. Jason.Â  He can't instill fear and get in
and access the subconscious of the children of Elm Street, so he needs someone
to scare them, some dream they haven't had before, and something that is not a
dream fear. And now he's bumped in to you-know-who, our buddy in the hockey
mask in some kind of mutual purgatory that they dwell in, and he guides him
towards Elm Street. Once you buy into that, then the movie just takes off.Â 
It's like horses leaving the gate.




DAMIAN SHANNON:



Goyer
made a lot of smart cuts—great editorial changes—and did them without losing
any scenes. However, some great Jason highlights at Crystal Lake were lost, as
well as an epilogue that really wrapped up the characters of Lori and her
father. We also tried to keep the Freddy one-liners disturbing, kind of like
dark comedy. We wanted to turn him back to what he was like in the first one.
That really didn't end up in the movie, either.




MARK SWIFT:



We
were trying to pull off a lot. We were trying to have a hidden backstory with
Will and Lori's father as a subplot, because there have to be a few other
things going on aside from Freddy and Jason fighting. As stock as some of those
characters were, we wanted to somehow make that into an arc with her father and
Will. I think it's a great triangle—the father sends away the boyfriend of the
daughter. That stuff was great to me. 


My
favorite line in the original Nightmare on Elm Street was when Freddy
holds up his glove and says, "This is God." That's the kind of stuff we tried
to go for. And Bob Shaye had a rule: "I don't want Freddy to say more than four
or five words in a sentence." He really wanted to keep it short. But as the
script got cut down, it seemed like Freddy had to explain stuff. He'd turn to
the camera and say, "I think I'll let Jason play for a while." That's the kind
of stuff that irked me.Â  I remember the first line of the script was always:
"Full moon. Dark trees. A misty lake." We always started at Camp Crystal Lake.
But in the rewrites, the studio felt the audience needed a sort of refresher
course, so that's how the movie came to start with that Freddy voice-over at
the beginning. Now he gives this entire speech, where we never really wanted
him to talk, ever. We just thought that would make him more scary.





Jason concept art.

DAMIAN SHANNON: 


We
originally put in a lot of references to the other films in both series. We had
a reference to Tommy Jarvis—the developers at Crystal Lake were having problems
with this guy protesting. Though some of the horror film references that fans
say they see in the movie were not necessarily there on purpose. Maybe
subconsciously. Like, was Gibb's red hat a nod to P.J. Soles in Carrie?
No. But it is the same character archetype. So it probably came from there, but
we weren't aware of it.




MARK SWIFT: 


And
Lori's character was not a reference to Laurie Strode in Halloween.
Actually, my brother's wife and I were having a conversation with her one night
and she started talking about how much she hated the violence in horror movies,
so I said, "Well, we're naming our lead character after you, then!" But we had
some crazy stuff, like Dr. Simms working at Weston Hills—Weston Hills was from Nightmare
3. It was the same doctor's name. Those are the types of things where if
there's no one around to point it out, they are going to get cut out by someone
along the way. We even had a Jason Takes Manhattan reference. When
Deputy Stubbs is talking to the chief he says, "We've got a Jason Voorhees
copycat killer on our hands here. There have been copycat killings as far away
as Manhattan." That got cut, too.Â  




DAMIAN SHANNON: 


One
of the great things about the Nightmare films is that they always opened
with a quote, like in Dream Warriors: "Sleep, those little slices of
death..." I can't believe they dropped that in Freddy vs. Jason.




MARK SWIFT:



I
think it was a time thing. Ronny Yu loved the idea—he originally wanted to open
the film with a shot of a fireplace and a spark and then the spark would turn
into the quote and the flame would burn and you'd be in the fireplace. But that
didn't make it, either.




By the time casting
sessions for Freddy vs. Jason began in late July
of 2002, the trend of casting extremely photogenic, budding young stars whose
faces would bring a high-gloss "we're-hipper-than-you" attitude to slasher
films, had begun to subside. But the influence of Scream and its
imitative ilk continued to be felt. It was now cool, even a sign of status, for
a young star on the rise to appear in a horror film. Jason and Freddy had also
been staples of the genre for nearly two decades, which only added to the cache
of landing a role in Freddy vs. Jason. Even if the project was not
totally considered A-list, its casting directors had a far larger talent pool
to choose from than any of the past Friday the 13ths. As Freddy vs.
Jason would also be shot in Vancouver, the final ensemble was a mix of
American and Canadian talent, both the usual unknowns as well as recognizable
faces from film, television and even pop music. 




DAMIAN SHANNON:



We
wanted half the kids in Freddy vs. Jason to seem like they were in a Friday
the 13th movie and half of them to seem like they were in a Nightmare on
Elm Street movie. And, of course, all of these films are full of clichÃ©s,
but we wanted to embrace that. We wanted the virginal girl. We wanted the party
kids. We also wanted a unique blend of minorities, because that's what they
started to do in the later sequels, the Nightmare movies in particular.
I think we came up with a pretty good mix in our screenplay. 




RONNY YU:



When
I look back at all the characters in both franchises, there's almost no value
to them. Their only purpose to get chopped up or killed. Here, the writers were
very smart, because they created characters that turn the tables around. In the
beginning they're victims, but then they think, "Ah, why don't we use ourselves
as bait to bring these two together and let them fight it out while we watch?"
The characters become the actual means by which to bring the two monsters
together.





The class of Springwood High, 2003. From left: Monica Keena as Lori, Katherine Isabelle as Gibb and Kelly Rowland as Kia.


MATTHEW BARRY, Casting
Director: 


Nancy
Green-Keyes and I had done three or four films for New Line, and we had worked
with Doug Curtis on Friday After Next. Doug introduced us to Ronny Yu,
and I guess we were kind of young and hip at the time, andÂ  he liked us and we
had a good relationship with New Line. So we all just hit it off. 


A
lot of casting directors don't like this kind of film. I was all into it. Nancy
was more hesitant, like, "Do we have to do this?" And I was like, "Nancy, this
is guaranteed box office!" I grew up on it. The Texas Chainsaw Massacre
I watched, like, every Monday night at the 8th Street Playhouse for
a year. 


Whether
it's a comedy or a horror film, you want good actors for their respective
genres. A lot of young actors will come in for a Freddy vs. Jason and act
like it's Starsky & Hutch. Another problem with Hollywood, kids are
not trained—we wanted some good, trained people. And we also wanted unknowns.
The studio agreed, because they already had Freddy and Jason—what else did they
need? It doesn't make any difference if Ashton Kutcher is in it. That was great
for us because it meant we got to break some new kids—there's nothing more
exciting than that.




DOUG CURTIS:



We
got a lot of flak at first from a casting director up in Canada. We originally hired
a woman who is one of the top two or three people in Vancouver, along with
Matthew and Nancy--who are fabulous, by the way. I'd do every film with them. They
were the key for getting the cast. Anyway, there were a lot of day players we still
needed to get from Vancouver, and one day Ronny just blew up at this casting
director. "They're treating us like this is just shit! Like this is a fucking
B-movie! Worse!" And I said to Ronny, "You're right. They are." So I sat down
with the casting director and I said, "You're not satisfying the director.
You're treating this like a piece of crap." And she said, "Doug, it's not a
Shakespeare play." I said, "That's not your judgment. You have to treat this
like a Shakespeare play because you're the one we hired to cast the movie." I
don't know if she ever changed her attitude about the material, but she sure
changed her attitude in dealing with us.




CHRISTOPHER MARQUETTE,
"Linderman": 


I
was born in Florida, but I moved to Texas when I was two. It was one of those
"traveling convention" type things that come around and say, "If you think your
kid is cute and has a personality, stick him in this business—he could be
famous!" It's a lot of crap, but my mom had a friend and her son was going to
do it, so she asked me if I wanted to do this and—I don't even remember this—I
was psyched about it. It grew from there, and I got lucky and did some
commercials, and shows like "Barney" and "America's Most Wanted." Then we had
moved to Georgia, so it really came down to the decision I made on my own, saying,
"I really want to do this," so I went to New York to try and get an agent and
start my career. Texas or going to New York and seeing if I wanted to start a
career.


I
actually didn't get to read the full script before I said yes to Freddy vs.
Jason. I knew what it was and I just really, really wanted to do it.
Instead of thinking that this was just a good part for my career, I thought,
"Wow, what an amazing experience to be a part of something so big!" And I'm the
type of actor who thinks it can be difficult to create a really great
performance in a horror movie, only because it's hard to make it real. I saw it
as a huge challenge.




KYLE LABINE,
"Freeburg": 


When
Freddy vs. Jason came along, I was actually going to go into a theatre
program for two years. So I just went balls out on the audition. It was like,
"This might be my last audition for two years, so why not just give it
everything I have? And I only auditioned
once. For a big movie, usually they have a lot of callbacks so I guess they
liked what they say. 


I
actually auditioned for the role of Linderman first. I guess they saw a
different part for me and they brought me back for Freeburg. Which is funny,
because my character is the stoner, and I've never smoked a joint in my life. And
then I waited a long time until I found out I got the part, because I had heard
they were having issues about racial diversity in the film—that is, that it
might be too much of an "all-white" cast.




MARK SWIFT:



Sometimes
things just change. I never wanted Freeburg to be a completely stereotypical
stoner. He definitely turned into that, and I really wanted to stay away from
that. In our third draft, we wanted him to be an Asian kid. We wanted him to be
very, very different. And then, sure enough, they cast a guy with the hat and
the long hair. I was watching it and thinking, "Oh, man, that's exactly what I
was trying to avoid!" It was frustrating.





 Director Ronny Yu and actress Monica Keena.


MATTHEW BARRY:



Diversity
was a huge factor, absolutely. As casting directors now, we don't want to make
a "white" movie. We want to add some flavors to it. And it's not just
ethnicities. It's gender as well. Because do you know who goes to these movies?
Women. 


For
example, the character of Mark, Jason Ritter's best friend in the movie, was
originally written for a Latin kid. We had wanted to cast a Latino actor we had
already found, but then he went and took some low-budget scale movie because he
didn't want to do a horror movie. It was like, "We aren't going to find any
fucking Latin actors in Vancouver!" But we had hired Brendan Fletcher for a
smaller role in the movie, and he was so good that we decided to test him for
the Latin role. And he was phenomenal. He kicked fucking ass. Ronny loved him:
"Great acting! Great acting!" So he came back the next day, and all he did was
open his mouth and he got the job. 




BRENDAN FLETCHER,
"Mark": 


Although
I was more of a Freddy fan growing up, I knew there was a following for both of
these characters. So I leapt at the opportunity to be a part of a Freddy movie,
let alone a Freddy and Jason movie. It's like Batman vs. Superman or Godzilla
vs. King Kong. I was right in there. 




MARK SWIFT:


We
had originally written more scenes with Carlos' parents, that we thought would
make things a little more realistic, but it just all got wiped out. It doesn't
even make sense in the movie now. Well, at least it used to make sense...




JESSE HUTCH, "Trey":



I
quickly picked up on the fact that I was playing the dickhead—which is weird
because most people who know me don't think I'm a dickhead. Yes, Trey's a mean
character, but he also doesn't realize it. For some reason, when people see
Trey in the film, they find him to be funny. I didn't play him that way, but
that's why I'm guessing he comes across as funny because it's like, "Who is this
guy? Who says things like that!?"




KELLY ROWLAND, "Kia":



I
remember being on the set with BeyoncÃ© when she did Austin Powers and
thinking, "This looks so cool! I want to do this!" This opportunity just landed
in my lap. I remember my agent even asked me before I went out on the audition,
"Will this bother you? How would you feel about doing a scary movie?" I was
like, "I don't care! That sounds like fun!" Plus, Freddy and Jason—that's
history. 


I
actually went into the audition with the idea that I wasn't going to get it. I
had heard all these stories about how hard it was to act scared, and I have the
most punk-ass scream anybody's ever heard. So nobody was more surprised than I
was that I got the part.




MATTHEW BARRY:



Of
course, the studio wanted some kind of hip-hop quotient. We interviewed Eve and
Pink and all these other hip-hop artists and most of them just couldn't act
their way out of a paper bag. But Kelly came in and she was really determined.
Her audition actually wasn't the greatest—she was missing something. But then
she called and said, "I'll work with you. I really want to do this." And she
had a solo album coming out at the time, so we had to work around her schedule.
But she was like, "If I need to push here and push there, I'll do it because I
really want to be a part of this." She wanted it bad. So we did a satellite
audition where she was at the New Line office in New York and we were at the
New Line office in L.A., and it was a slam-dunk. She kicked ass. 




DOUG CURTIS:Â 



Kelly
was Ronny's favorite. He absolutely loved her—and for good reason. She's just
great. And we didn't consciously set out to make our cast more diverse, it
really was something Stokely wanted because Kelly Rowland was a star. Period.
But it was a good idea. It just made perfect sense. And she was fabulous.




RONNY YU:



Kelly
was just a down-to-earth, normal girl, and so serious about what she was doing.
She had the perfect attitude. Kelly was our one fantastic discovery. She was
just so natural, and likeable as a person. 




MATTHEW BARRY:



Casting
the lead, Lori, was the hardest. We literally went down to the wire and saw
everybody. Every bad fucking actress—probably close to 300 from Los Angeles to
New York. We also had had a lot of people turn down the role.


Monica
Keena was someone Ronny and myself, and my casting partner Nancy Green-Keyes,
really fought for. I discovered Monica on a film called Crime and Punishment
in Suburbia and I knew what she could do. 





A massacre on Elm Street.

MONICA KEENA, "Lori":



I
was never really a huge fan of either A Nightmare on Elm Street or Friday
the 13th growing up because they scared me too much. I always swore that I
would never do a horror movie, just because I can't watch them. But I thought
this one would be kind of fun—it was an interesting concept to finally have the
two most famous villains in horror movie history battling each other. And it's
something very different from anything I've done. I usually do dramas and
independent movies, so this was a totally different realm. It was exciting. 


Also,
Lori
is a very strong part for a young woman. My character is the leader and the
strongest person in the group, and saves everybody. I think in horror movies in
the past, the women have always just sort of been sex objects that are just
there to look pretty and get murdered. The thing I liked about Lori is that I
didn't think she was victimized. She wasn't just this pretty girl running
around looking hot the whole time, but a meek girl-next-door who was put in
this crazy circumstance where she had to face up to it and be strong. In a way,
it's a coming-of-age story because she really finds herself by the end of the
movie. She wasn't just screaming and hysterical.




With the start of
principal photography looming on the horizon, Freddy
vs. Jason at last had its cast in place. Or so it seemed. The late Brad
Renfro, then 22 years old, had been hired to star opposite Monica Keena as
"Will," the film's troubled young hero. Renfro had earned early acclaim for his
performances in such films as The Client and Apt Pupil, but had
also made tabloid headlines with his "bad boy" reputation, which included
arrests for drunk and disorderly conduct and the alleged theft of a speedboat.
Although Renfro's subsequent departure was officially attributed to "creative
differences," the production would be forced to find a suitable replacement
with only a week to spare. 




MATTHEW BARRY:



Here's
the truth about the casting of Brad Renfro. We all loved Brad. He was a great
actor. But his agents lied like motherfuckers. Flat-out fucking lied. We called
about his reputation and they said, "Yeah, he was fucked up. He hasn't worked
for a while. But he went back to Tennessee, checked himself into a spa and got
cleaned up." We said, "Okay, we want to have a deal based on a meeting with
Ronny." Everybody was okay with that.


Then
New Line went and made a deal without Brad meeting Ronny first. Doug and Nancy
and I were furious. Because Brad comes up to Vancouver and they hate him. He
doesn't look the role. He's fucked up. He had done some things up there that I
won't say. 




DOUG CURTIS:



Ronny
originally really fought for Brad. But the day Brad walked into our office, he
looked like a street bum. He was drunk, he was beyond unkempt—he looked like an
80-year-old in a 22-old body. Then later he got fucked up on heroin and lied
about it. And he disappeared for a week. We didn't know where he was, we just
knew he was out on a binge. It was bad.




MATTHEW BARRY:



Even
after that we still wanted to talk to Brad, but his representation said, "Well,
he's in Phoenix now. He's cleaning up and getting in shape for the film."
Eventually, we didn't cast him, but on top of all that, his representation
says, "We want his salary." They wanted to be paid! We said, "Go fuck
yourselves. You have some fucking nerve." But it's really sad about Brad
because he was talented. 


So
with a week to go before shooting, we had to scramble. We had tested this one
kid, Ian Sommerholder, and we liked him a lot, but Ronny thought he was too
pretty. Jason Ritter had actually come in before and he was okay. But what
Nancy and I like to do is give people a second chance. "Come in and work with
us, then we'll put you on tape." Some actors won't do that and they'll blow
their chance. But Jason did. We wanted to fight for him. So we coached Jason to
get him into the emotional depth of the character. Was he better than we
expected? Absolutely. He was terrific in the film.





Concept art for the "bed kill."

JASON RITTER, "Will":



Because
both of my parents were actors, I grew up around the business. I wanted to get
into it when I was real young and drop out of elementary school. But my parents
said I had to go to college and learn how to do it the right way. My father
also wanted me to be realistic about it. Acting is a scary business to watch
your children go into, and Hollywood is a difficult, scary place that's filled
with rejection and heartache. He just made sure I studied, that I was trained
in theatre and things like that. But he never really stopped me. He and my mom
made sure my head was screwed on right about it—that I wasn't going to have any
misguided notions that you just walk into this town and get handed a part.


Bride
of Chucky was one of the first horror films I saw, because my
dad was in it. I hadn't actually met Ronny before, but my dad told me he was a
really cool guy and a good director, so I wasn't as nervous to meet him as I
might have been otherwise. But auditions are, by definition, awkward. You're in
a small room with a 50-year-old man, trying to imagine you're on a beach
talking to a 16-year-old girl. It's so odd. So in my first audition I was like
flailing around. It's so unlike when you're on a set, where you believe it
more. 


I
was surprised when I got the script, with the story and the characters. I
thought they would mostly be stock types, because usually in these movies they
are but everyone's ok with that because it's all in fun. But these people weren't
just stereotypes. I liked that Will and Lori both had tragedies in their pasts.
Lori's this sort of withdrawn, sensitive girl who becomes like Lara Croft in Tomb
Raider.Â  And Will is this fragile little boy from a mental institution. I
thought it was interesting, instead of just having the heroes be the jock and
the kick-ass tomboy girl or something like that.Â  I thought the writers put
some thought into it and we could do something with it.




RONNY YU:



Luckily,
the casting directors came up with Jason Ritter. We flew Jason up to Vancouver
and he and Monica did a rough read-through. We all liked him, and the studio
liked him. I looked at some of his work and I thought he was a really good kid.
And then when Nancy said, "Guess who he is? He's John Ritter's son!" I just
went, "Wow. What a coincidence—I directed his dad in Bride of Chucky!"
Sometimes life is so weird.




Even with its two young
leads in place, Freddy vs. Jason's biggest casting
controversy was yet to come. Few would argue that the biggest stars of the
movie were not its human characters but its monsters. And it would be nothing
short of heretical to suggest that anyone but Robert Englund should have
slipped back into the dirty red and green sweater he had made famous seven
times before. Actor-stuntman Kane Hodder, however, was not as recognizable as
the face behind Jason Voorhees' iconic hockey mask. Still, it was never a
question among genre fans that Hodder, who had already played the role four
times previously, would be asked to reprise the role in Freddy vs. Jason.
But as the start of principal photography approached, rumors began to circulate
on the Internet that not only was Hodder out of the running, but that the
filmmakers were plotting a startling reinterpretation of the character, one
sure to alienate the franchise's most ardent followers. While some of the
gossip bordered on the outlandish—the most popular rumor being that, at one
point during the film, Jason would even cry—the recasting of Hodder ultimately
proved true. 


The
performer the producers would eventually choose to wield Jason's machete was 6'3"
Canadian-born Ken Kirzinger, who faced the unenviable task of not only filling
Hodder's venerable boots, but successfully interpreting the filmmakers' new
vision for the character. The Jason Voorhees in Damian Shannon and Mark Swift's
screenplay, while not a complete re-invention of the character, does attempt to
delve deeper into Jason's psychological mindset than any previous Friday
the 13th film, as well as more fully dramatize key moments of his backstory.
Jason's look is new, too, with a slightly redesigned hockey mask, blackened
skin and a more streamlined build. Even if the bold steps the filmmakers took
with the character were vindicated by the subsequent success of the film, the
departure of Hodder remains a hotly debated subject among diehard fans, and a
contentious sore point for the actor.




MATTHEW BARRY:



Who
else could play Freddy? Robert was always in, and he loves the character.
Although Robert wasn't getting hired a lot at the time, which is sad because
he's a really good actor. So we weren't worried. There might have been some
fuss over money, but I think he ended up doing Freddy vs. Jason for $1
million. It never even crossed our minds to look elsewhere.




ROBERT ENGLUND:



I
was an independent actor in the '70s. And for a long time I was this snob. I
could talk about Margot Kidder and Steven Spielberg and Martin Scorsese with
their floppy hats and their sunburns. I was right on the edge of that whole
time in the 1970s. I was with Bob Rafaelson and Jeff Bridges and Arnold
Schwarzenegger and Scatman Crothers—we were all hanging out and doing stuff
together. And Daniel Petrie, who discovered Sidney Poitier. I had my nose
broken by Richard Gere and Kris Kristofferson. Robert Mulligan, who directed To
Kill a Mockingbird—I worked with him. It was a great time. 


Then
JAWS hit—and I love JAWS—but it changed Hollywood. The
blockbuster ethos. That hurt the independent renaissance of the early part of
that decade. But what was good for me because I lost my cynicism. I learned a
lot. And you could still live in L.A. cheaply—it didn't get expensive here
until '78 or '79. I lived in Malibu for $250 a month on the beach. I fished off
my porch! Then "V" came along and I had a little bit of celebrity, and with 15
or 20 movies to my credit already, I'd been around the block and paid my dues.
It was when I did Freddy that people finally learned my name. The irony is that
I'm underneath all that makeup. Mark Hamill, an old buddy of mine, in the
incredible face of celebrity with Star Wars, and I watched him. He said
to me at the time, "Don't fight this, Robert. Just relax." I was in my early
30s, I had a young fan base, so I sort of just kicked back and enjoyed it
instead of saying, "I'm a Shakesperean actor. I'm not a whore!"


Freddy's
been very, very good to me. I've had friends that are much better actors than I
am, that had to quit the business because they couldn't survive the auditions
or the rejections, or people just didn't realize how good they were. So I'm
certainly not going to whine now, having been in the business for 30 years, and
having had hit movies for the last 20.





William Terezakis' photo album.

SEAN CUNNINGHAM:



Robert
had been on board since the very beginning. It was a very conscious
understanding that a Freddy vs. Jason would not go far without him. And
even over all the years when this was an on-again, off-again project, he
remained on standby for us, and I think he even turned down jobs when we
thought we were really close to going but then it fell apart.


Casting
the role of Jason was another matter. It was New Line's decision to hire a new
actor for the role. It was not a consensus. A lot of people, including me,
thought they should have stayed with Kane Hodder. But the studio wanted to try
something different, to make it fresh. To me, it was done for no good reason.
But, at some point, the people that write the checks get the cut, if you know
what I mean. Having said that, I think Ken Kirzinger did a terrific job. I like
Ken, and I like Kane. Still, and this is nothing against Ken, I feel that it
was a mistake to not go with Kane. Of all the people who had anything to do
with Freddy vs. Jason, Kane was the one that I think was not treated as
well as he should have been.




KANE HODDER, Actor
& Stuntman: 


Maybe
some of the other guys who have played Jason didn't think it was that big of a
deal, but to me it was always a tremendous honor. I loved playing the character,
every single thing about it—I believe that was part of my success in the role.
And it had always been my dream to kick Freddy's ass.


Way
back in March of 2002, I got one of the first Freddy vs. Jason scripts
once it had been given the green-light. And I thought, "We're looking good here
now. If they are giving me the script, obviously they want me to play the
character." And this came from New Line directly. I even had a meeting with an
executive there, as well as a great talk with Ronny Yu—at least, I thought it
went very well. Maybe that was just a meeting to satisfy whomever. Then I was
made an offer. One of the producers of the film called and said, "We want you
to do it, but we don't have much money and this is what we can offer." And he
gave me a number. My only question was, "Does that include residuals? Was this
a buyout situation?" The answer was, "I'm not sure. Let me check on that." 


After
that, I started getting weird feelings whenever I would call over there. I
started thinking, "Something's going on." I talked to another New Line
executive, and they said, "Well, you're not out of the running, but we're
thinking of going in a different direction." I said, "Different direction?"
They tried to tell me that they wanted someone with more expressive eyes and
all this stuff.




MATTHEW BARRY:



Kane
came in and said, "This means a lot to me. I have a lot of fans. Don't take
this away from me." But in the end, you always have to do what's best for the
film, and Ronny thought recasting Jason would be the right thing to do. And, to
be honest, so did I. Kane was physically too big. He didn't fit the image that
Ronny was going for. Ronny wanted to focus on Jason's eyes. And he felt Kane
was a little too cartoon-y in the last few films. It was about movement, too,
at least compared to the other films, where Jason just kind of walks around
like Frankenstein. There's a lot more to him in this one.




RONNY YU:



Jason
was born with a disability. I can relate. I had polio when I was about nine
months old. Jason has this sort of rage in him—he grew up hated. This is just
me talking here, but I find him sympathetic. Even though he's a mindless
killing machine, I don't think he was given a choice—I don't think he even
knows the difference between right and wrong. His mother taught him the wrong
thing, but he has such a respect for her that he would do anything she tells
him to. So that's why I feel sorry for him. He has this just one-track mind to
kill people. For me, that's pretty powerful.


I
had no problem with Kane. Kane did fantastic work. But the studio thought it
was a good idea to change. They were thinking that this is a whole new
franchise, and another new actor to play Jason could give the movie a little
different flavor, including updating his costume and look. Ultimately, it was
not my call—it was really New Line's. Although I agreed it was a great idea
because then we could inject new ideas into Freddy vs. Jason.




ROBERT ENGLUND:



I
believe that Ronny had a different concept of Jason's physical nature in mind.
I think he was looking for more of a tall, skinny, Anthony Perkins kind of
character.




DOUG CURTIS:



Ronny
didn't really care. To Ronny, it was a non-issue, but Stokely, to her credit,
didn't want the guy. She thought Kane wasn't scary, that he was too chunky. To
me, it needed to be somebody who could pull off the Jason swagger with some
intelligence and not be a total robot, and who could convey what turned Jason
into this monster. 





Gallery: Behind the scenes at Springwood High.


RONNY YU:



I
was certainly worried. Even until the day I screened the movie for fans, I was
worried. Because I would go onto the Internet and there's all these angry fans.
So I called Jeff Katz, who was working for Stokely—Jeff is the expert when it
comes to these franchises. I asked him, "Hey Jeff—will this upset the fans?"




JEFF KATZ, Development
Executive, New Line Cinema: 


I'm
on the Internet all the time. I was literally checking this stuff 20 times a
day because I'm obsessive-compulsive. And there were all these rumors about
what we were doing. The most ridiculous? The one that was around for the
longest time, one that had this whole sect of Jason fans really upset, was that
we were going to have Jason talk. Frankly he's been beat to shit so many times
I don't know what he'd say. How could he form a word?


Anyway,
Kane has his fans, obviously. But with a new guy, we could bring something new
to the table. And ultimately, Ken's Jason is more to-the-point, and more
brutal.




KANE HODDER:



It's
hard to even put it into words. It was such a slap in the face, especially not
to be given any official reason for it whatsoever. It's very difficult to
phrase this correctly. I've been trying to think of a way to say it so that
doesn't sound like I'm a pompous asshole. But I don't think they realized the
following that I have with the fans. Because if they had, I don't think it
would have been so easy for them to decide to recast, which is part of the
problem with Freddy vs. Jason. Whoever made the decision to not use me
was under the impression that they just needed a big guy in a mask. "That's
fine, whatever, it doesn't matter, he's just walking around stalking people."
And that's not true. 


To
top it all off, the same week I found out I wasn't going to be playing the
character in Freddy vs. Jason, I was asked by New Line to go to Texas to
promote the release of the Jason X DVD. For free! They wanted me to do
it out of the goodness of my heart, and they're screwing me out of my
character. That's a tough thing. Maybe it sounds shitty, but the timing was so
terrible, I was like, "I don't think so." If there had been a little time in
between, I may have reconsidered. 


The
fans are the only ones who are loyal. Loyalty really doesn't exist in this
business, for the most part. That's the way it is. But at least I know there
were some people who were on my side. 




GREG NICOTERO, Effects
Supervisor, Jason Goes to Hell: 


Jason
is so much about body language, and Kane spent a lot of time perfecting that.
Kane really finessed that performance, and there are a lot of people that don't
understand that. Certain performers bring a character to life. Or kill it. So
when you see another guy in Jason's outfit in Freddy vs. Jason you know
it's not Kane. I thought it was really sad that he didn't get a chance to
continue that. He really believed that his nuances brought Jason to life. And
they did. He's absolutely correct in saying that, just as he's absolutely
correct in saying that you could never have someone else playing Freddy
Krueger—so why would you have someone else play Jason?




TONY
TIMPONE, Former Editor-in-Chief, Fangoria Magazine: 


The
great slasher icons are an embodiment of pure evil, that thing in the dark, the
thing that can't be reasoned with. It's a deep primordial fear that has been
personified in these big hulking stuntmen holding machetes. And it's just
amazing that these guys, they've really been able to build a career and nurture
the fan base of these movies by appearing at conventions and on their own
websites. But the most important thing is, that they really do love what they
are doing, they love the genre, they love horror films. All of the actors that
played Jason have added something to the character, especially Kane. He really
built up the little he was given with the character to make it something
special and different and truly fearsome. I think of all these guys who play
these slasher characters, Kane respects it the most, and appeals the most to
the legion of fans of this genre.Â  




JOHN CARL BUECHLER,
Director, Part VII: 


It
was so stupid. I don't understand it. It makes no sense to me. You can't
separate the physical presence of Jason from Kane. He didn't just fit the suit
right—he created a character that made the suit work. Kane is an amazing actor.
He's never false. That man charges into a scene—no matter what, it's
passionate, it's what he is. He throws his heart and soul into it. 





Clockwise from top left: Director of photography Fred Murphy; director Ronny Yu and New Line CEO Robert Shaye; Murphy and crew line up a shot; Yu and producer Doug Curtis.

TODD FARMER,
Screenwriter, Jason X: 


I
have always wished Freddy vs. Jason the best, but they were morons for
not hiring Kane. He deserves it. He's the only guy who kept this thing alive
for 10 years, talking about it in every interview and at every convention he
did. There's the right thing to do and the wrong thing to do. But Kane will be
fine.




CJ GRAHAM, Stuntman:



I've
known Kane for 20 years, and though I only seen him once in a while it's always
like a reunion feeling. And it should be said that we've always been very
supportive of each other. One time, after I did my Jason, we were both up for
another film and, being blessed at the time, I got it. But there is still a
camaraderie between us. If I was in a bar and there was a problem, I'd back
Kane and he'd back me, in a heartbeat.


Kane
took the last four Friday films before Freddy vs. Jason and
become the truly iconic Jason of us all as a result. So he carried a big
burden. But now that the torch has been passed, I think the challenge is going
to be for all the next guys that come after him to do what he could do. I think
Kane did Friday the 13th proud.


Â 


KANE HODDER:



Eventually
they had an open casting call—I know a lot of people who went in on it. They
ended up hiring a Canadian stuntman. So what does that tell you? They wanted
someone with more expressive eyes, or someone who was cheaper and more
convenient?Â  




KEN KIRZINGER, "Jason
Voorhees": 


This
just fell into my lap. I've done a fair bit of acting in my past. I started out
as a stuntman and then they started handing me lines playing a thug. Eventually
I got an agent and started doing some acting. But then my stunt career really
took off and I got into coordinating. 


When
I went in to interview for the job on Freddy vs. Jason, the producer
liked my looks. I got a call a couple of weeks later, "Would you like to come
in and audition for it?" I'm 6'5", 225 pounds. It wasn't a real complicated
audition. I came in, waved a knife in the air, flexed my muscles, walked around
in the mask and they hired me on the spot. They also had me read a scene and
react. I was wearing a mask, and they did close-ups of my eyes and had me walk
around the room and react to a scene they read from the script.




DOUG CURTIS:



We
tried out a lot of guys, but you could see it in Ken's eyes that this guy was a
tortured soul. The other thing was that he doubled Kane as Jason in Jason
Takes Manhattan. And Ronny liked him right off the bat. Ken's a very
articulate guy. He has a gracefulness about him. He never fought Ronny on
anything—it was always, "Is this what you want?" 




KEN KIRZINGER:



The
experience on Part VIII definitely helped me land the role. But Kane's a
pro and we've both been around a long time. Freddy vs. Jason was just an
opportunity that came along that I took advantage of. New Line made the
decision that they wanted to go with a different Jason—Kane realizes it has
nothing to do with me getting the job. And even though Kane hates losing the
part, I hope he's happy that I got it, somebody that he knows. At least it
didn't go to some dancer they auditioned or something. I hope there are no hard
feelings.




KANE HODDER:



I
want it known that Ken Kirzinger only doubled me in two shots in Jason Takes
Manhattan, and only because we were under tremendous pressure and I just
didn't have the time. That's it. It's not like he did all the stunts in it. And
you can see the difference in our performances. Watch the shot after Jason gets
electrocuted and walks off the subway train—Ken looks nothing like me because
he swings his arms. It's fucking terrible.


Ken
doesn't make it clear that this was all he did as Jason in Part VIII.
He's not lying, but he certainly can be misleading. I just resent the fact that
people were under the impression that he did a lot more on that movie than he
actually did. Two shots don't qualify you to play a character. But as shitty as
it is, I can't say I blame him. He wanted to get the job. He just did it in a
shitty way, in my opinion.





Monica Keena's photo album. 

WILLIAM TEREZAKIS,
Makeup Effects Supervisor: 


Ken
Kirzinger wasn't signed on until a while after we started filming. And when he
first came to the shop, honestly, he didn't know a heck of a lot about the
character. He was nervous. He asked me, "What's this guy supposed to be like?
What do we do?" He had a big job to fill, but he really got it right away. I
even have some test footage we shot, where Ken's doing his walk for the first
time, and I could tell right away he was doing the right thing when I saw it. I
think Ken did a great job. 




KEN KIRZINGER:



Even
by my first day on the set, New Line hadn't OK'd me yet for the part. They
wanted to see me on film. So my first day was that moment where I first walk
down Elm Street. And I was so nervous because they wanted Jason to walk a
certain way and they were being very specific and nit-picky about it.
Thankfully, New Line saw the footage and they were happy, and I signed a
contract. But that was a pretty nerve-wracking night.




RONNY YU:



Ken
was working on the character a lot. He'd say to me, "I'm not going to live up
to Kane!" I said, "Don't worry about it. Just go in and do the best you can.
Look at it as a brand-new Jason. Let's think of it as Frankenstein." Remember
the way Frankenstein would walk really slow—like a silent, giant killer? And
often he just stands there. Because then when he moves in for the kill, he's
like lightning. 




KEN KIRZINGER:



Ronny's
ideas about the character were very strong, so much so that it was more up to
me to match what Ronny wanted than give my own point of view. He was definitely
directing me. The subtleties of the movements were very important to him. He
had a very specific idea that Jason would move very slowly—painfully
slowly—until he actually did something, like break a neck or swing the machete.
Because it just made it look that much more violent. 


Playing
Jason is like putting on a Santa Claus suit. You have this iconic character,
and all of a sudden you're it. There were not really any other films or actors
who played Jason that I looked at specifically. Of course, having worked with
Kane on Part VIII, and him being the archetypal Jason—we wanted the fans
to see something familiar. Hopefully we walked that fine line of creating
something new, but that fans still identified as the character.




WILLIAM TEREZAKIS:



I
did try to keep a continuity in Jason's look, but, honestly, if we would have
followed the other movies, Jason would have been reduced to a pile of goo.
Basically, Ronny wanted a reborn Jason. Something without the scars, without
the ax wound in the head. Ronny also wanted Jason's main feature to be the
hockey mask, so everything surrounding it is like a black frame. That would
make the mask pop out, which I thought was a good concept. 


We
settled for a pooled-blood look, basically leaving Jason's head very black. It
still has the deformities that Jason had, following the original Tom Savini
cranial shape. From there, we advanced it to an adult stage. The concept was
that Jason's been on his back for a while, so all the blood has pooled into the
back of the head and has created this darkness creeping up. 




RONNY YU:



I
love the hockey mask. You can hide anything behind there. Whether you're happy,
angry, sorrowful, whatever—when it is behind the mask, it's scary. It's
symbolic. So I used that visual a lot in the movie.


It's
funny, but initially there was some talk about, "Maybe we should add more sound
to Jason?" I said, "No, no, no! If Jason gets hit by Freddy and there's a
moaning sound, that totally destroys the myth of it. He can't make a sound. He
just has to take what Freddy gives him and when he gets a chance to fight back,
he fights back like an unstoppable killing machine." I wanted to go back to the
first Friday the 13th and get into Jason Voorhees as a son and a killer.
He has a one-track mind—like a shark. 





Jason Ritter as Will, and Monica Keena.

MARK SWIFT:



Damian
and I thought a lot about Jason's backstory. We tried to come up with a good
visual metaphor for why he does what he's doing. So we came up with the closet
at the Voorhees house—stuffing these victims into it. That was another thing we
had to fight for, when they'd say, "What is the closet? I don't get it." We
also thought it was a way Freddy could realize he had a fear of drowning. For
us that was one of the big differences in our draft and the finished film. When
Jason opens the closet and we see those victims, we look up and see a little
kid drowning. But in the movie, it seems more like he has a fear of water. And
we didn't want Jason to have a fear of water because if you look at the past movies,
that has never been an issue. It's drowning he's afraid of, because that's what
happened to him as a boy.




RONNY YU:



The
key to Jason's anger is very simple. Anyone, no matter what culture they come
from, would be pissed off if someone tried to mess with their mother. Jason's
just like, "Don't fuck with my mom!"





DOUG CURTIS: 


We really tried to get
Betsy Palmer to return as Jason's mother. We thought it was so important for
the fans. We even met her agent's original asking price. It wasn't outrageous,
although it was really more than our budget could afford. Then, eventually, at
the last minute, her agents called back and simply said, "This is not what she
wants to be remembered for." 





BETSY PALMER, "Mrs. Voorhees," Part
1 and Part 2: 


Sean Cunningham asked me
to do the last couple of Friday films. I said, "How about a piece of the
action? You won't even have to pay me a salary." Because I got about 30 bucks
in residuals from the first two movies, while Sean and the studio made millions
of dollars. But Sean said, "Oh, no, we can't do that," and I ended up being
offered SAG minimum. And it was only a couple of dumb scenes. It was
ridiculous. So I said, "No, thanks." Then Sean wanted me to do the one with
Freddy from Elm Street. He offered me $5,000 for the one day, and SAG minimum
for the second day.Â  I said to my agents, "You shouldn't even be offering this
to me." It's ridiculous.Â  They said, "Well, it's only two days' work."Â  I said,
"I don't care if you have me there for 200 days."Â  Eventually I said, "You
can't tell me Freddy from Elm Street and the Jason guy behind the mask are
going to work for SAG minimum. You say that I want favorite nations—that I want
to be paid same as them."Â  Then they upped it to $10,000, then $20,000, but I
still said no.


I do want to tell the
fans, though, that the scenes were nothing. Â I mean if the role was a role
again, and I could do something with itâ€¦? But the first scene, I'm standing at
a grave and I'm saying to Jason, "Jason, you let me down, you didn't kill these
people!" Please, all right?Â  And then the second day was my face was either
turning into Freddy, or he was turning into me.Â  That's it.Â  What does that
mean?Â  No, I'm a little more sincere than that. And I don't need a car!





PAULA SHAW, "Mrs. Voorhees": 


I've been a working
actress up here in Vancouver for a long time, and at the time I got a call that
Betsy Palmer was no longer going to do the movie. I don't know when they found
that out, but it seemed like it was pretty last minute that they needed to cast
the role. At my age, I'm sure you can imagine I'm not a big fan of the
Friday the 13th movies, but I really wanted to do a good job. So I went out
and rented the first film. And I thought, "I can do this. I can be evil!" I'm a
great screamer. I lead workshops that have a lot of emotional release attached
to them so I have a strong voice from that kind of shouting and screaming and
yelling. It sounded like a lot of fun.


It
was a challenge—I wanted my work to be a continuation of what Betsy did, but
not be an imitation. I think ultimately she seeped into me, by way of osmosis,
and I took on her essence. I have so much respect for her as an actress and her
performance as the character. Â I did have an image of her from the first movie.
Clearly, I don't look like her precisely, though they didn't seem to be
concerned about it—I asked them. And she had the advantage of being able to be
loving when she first appears in the original film, so she got to at least show
that side of her personality. I really didn't have that opportunity. So we do a
few lines, like "To my dear son," but I didn't really have a chance to work up
to being evil.


The
other thing was, I was basically just Freddy in disguise. The question is: does
Pamela Voorhees ever exist in the film, or is it Freddy pretending to be me? He
had taken me on as a persona. One could write a thesis on this. In that regard,
I did not attempt in any way to mimic or imitate Betsy. And it was my choice to
even wear the sweater. I thought we should at least duplicate that aspect of
it. I think her hair may have been a little curlier than mine, too. 





Jason's rampage through the cornfields of Springwood was a logistical feat for Freddy vs. Jason's makeup department, who had to create complex mechanics and appliances for an almost non-stop barrage of gore. "That rave scene became like a fucking triathlon," says makeup effects supervisor William Terezakis. "You'd finish stabbing someone in the chest here, then you've got to run over there and inflate Jason's lung, then go back and stab someone else, then bust some other guy's leg. It was like one gag after another, and they were just working us like fucking animals. In total, there were 12 of us on set handling different units all at the same time, because they often had three cameras going at once. I could hear the circus music playing as we ran. We even resorted to getting vitamin B injections in our necks to keep going. It was a brutal shoot, but fun."


ROBERT ENGLUND:



I
really wanted the script to exploit the nightmares of Jason, to not only have
Freddy privy to what makes Jason tick, but also for the audience to have his backstory
reiterated. Not only in a sort of expository plot way, but also to go into the
fantasy nightmare world of little Jason Voorhees, that big Jason Voorhees would
remember. To me, that would make it fair, because otherwise Jason would just
sort of kick my butt up between my shoulder blades. Freddy's really got to get
in Jason's head. And the screenwriters solved that with Freddy vs. Jason.
It's a great device. They get rid of all their exposition for the new fans—you
got all the backstory just in that one scene where you go down through that
neuron into Jason's subconscious. That was one of the things in the script that
made me really happy to get on board. 




KEN KIRZINGER:



The
motivation of the characters is different. Freddy is pure evil—he's the bastard
child of a hundred maniacs. But Jason, if his mother hadn't been murdered and
he hadn't drowned in a lake, probably would have grown up to have a more normal
life. Jason's just sort of a little misguided. I like to call him a "psycho
savant." He lost his mom early. He's been living out in the woods and under the
lake with no guidance. He's just following a mandate, "Kill all those bad
kids." Jason's mother is the only person that Jason listens to, the only person
he would take orders from. If Jason was arrested and tried, he probably
wouldn't go to jail because he's insane. He thinks that what he's doing is
right. He's doing it for his mother, not for his own personal greed or anything
else. 




Principal photography
on Freddy
vs. Jason began on September 5, 2002. Shot in and around Vancouver, British
Columbia, over a period of eight weeks, the $32 million production—minus $7
million spent on script development—was by all accounts a physically demanding
and emotionally draining experience. But it was especially challenging for its
young cast, many of whom lacked any prior feature film experience. Adding to
the tension was Ronny Yu's intense focus on the visual aspects of the film,
often to the exclusion of performance considerations. Yu's temperament also varied
widely on any given day—moody and unpredictable one minute, highly enthusiastic
and collaborative the next. And then there was his limited command of the
English language. By the end of the shoot, Yu's oft-heard battle cry of "More
energy!" became both a catchphrase—and a punchline—among the cast. 




RONNY YU:



Once
filming started, I tried not to get myself into the position of feeling
pressure because the burden can become very heavy. I just went in and trusted
my own instincts. If I felt something was right, I did it. This one took a lot
of energy out of me. It was a very complex schedule because we had a very
limited amount of time, especially with the unpredictable weather in Vancouver.
Piecing this puzzle together was very difficult. It almost felt impossible.




DOUG CURTIS:



Ronny
and I became very close during the process of making this movie. Which is not
easy, because Ronny can be very, very difficult. Ronny's a very moody guy.
Ronny can go into these black holes of depression out of nowhere. He won't want
to talk and can't be told of anything that is going on. If what's in his head
isn't happening on the monitor in front of him—even though it's physically
impossible—it just depresses him to a point where he can't even speak. And
Ronny, more than any director I've worked with, cannot stand incompetence. If
you're being paid to do a job, I don't care how small a job it is, you'd better
show up with your game face on, because he is not a guy you want to come
unprepared for. A lot of people got their egos seriously damaged on this movie
because he didn't hold back. 


My
place was to just create an environment where, to the best of my ability,
whatever Ronny decided to do was going to get done. I had to be the
cheerleader. Because there were a lot of moments where people were saying, "Why
the fuck am I doing this? I really don't know what he wants." Yet, at the same
time, I've never seen a crew work harder for a director. Because, to Ronny's
great credit, he is the first one to give everybody their due in the most
effusive way. In the strangest way, he's so demanding that, at any given
moment, people will say, "What more can I give him?" It was one of those movies
where it was a love-hate thing with the director.




ROBERT ENGLUND:



It
was hard work, and not just because of the schedule and the nights and the
cold. Ronny just has a strange pop culture sensibility. He had the whole movie
completely in his subconscious; it's just like the chef that has the spices
that are his secret recipe. And he never quite shared it with me or Jason
Ritter or Monica Keena or Kelly Rowland. But what kept me going after a 24 hour
day, working in freezing temperatures with blood spattered all over me and long
underwear riding up my you-know-what, was to see Ronny's visual poetry on a
little tiny screen in the forest. We'd all run over to the monitor, shivering,
then we'd see this amazingly cool stuff, even in the video replay. It was all
in his visualization. Ronny is as young and as vibrant in that kind of way as
you can be. And I don't think Ronny slept at all. He was literally up for a
month. It was a brutal shoot.




MONICA KEENA:


Ronny
had every shot worked out in his mind, and he's so specific about what he
wants. I think he just has a really great eye for all of the special effects.
But Ronny was also a different kind of filmmaker than I was used to. He was so
focused on the visual aspects that, a lot of the time, I had to figure out on
my own what my character was supposed to be doing and how she was supposed to
act, which I never had to do before. "More energy!" That was his biggest
direction on the set. That should have been the catchphrase for the movie.





Lochlyn Munroe played the part of Deputy Scott Stubbs in Freddy vs. Jason, one of the Springwood's finest who finds himself a victim of Jason's latest rampage. The actor has appeared in such genre films as Dracula 2000 and The Tooth Fairy, but remains most famous for his comedic role as the under-endowed Greg Phillippe in Scary Movie.


RONNY YU:



When
Monica came in to interview, I asked her to improvise a scene. Then I said,
"Can you scream for me?" And then she let out the loudest and scariest scream!
And on top of that, she's a very good actress. So I just said, "Okay, you're
hired!"Â  But I think that actually worried her, because then she'd think, "Did
I only get the part just because of my scream?" I would have to say, "No, no,
no!"Â  But, you know, that was a big part of it.




DOUG CURTIS:


There
ended up being friction with some of the actors. It was a little difficult
because once Ronny forms an opinion about someone, it's hard to change his
mind. He never did particularly care for Monica Keena. She was too needy, in
his mind. She was just being an actress—and a good one—and she wanted to give
him the best she could. But in Ronny's mind, it was actually very difficult.
Ronny would say, "We've got it!" And she'd say, "Please let me do another take.
I think I can do better." That would upset Ronny, because in his mind if he was
right, he was right. He didn't need anything else. It was Jason Ritter, just
because of his great personality, who was able to keep Monica buoyant. He just
made her feel safe and really helped her get through it.




JASON RITTER:



It
was like Monica and I had this little club. We'd been there so many days
together, just fighting and running away from explosions in slow motion and that
kind of stuff. We developed a really good friendship. And she's very sweet, so
that made it so much easier to pretend that I'm in love with her. If she was
mean, it would have been so hard to kiss her and pretend like I'm trying to
protect her. I would have been like, "Here you go, Freddy. You can have her."


At
the beginning of the film, Ronny pulled me aside and said, "It's really
important that the love between you guys is real." He had more concern for the
acting than I would assume the other films in the franchises had. But it was
still hard for the actors because when there's all this technical stuff and
every shot takes a half-hour to reset, you can't be like, "I don't like the way
I said that line." Too bad. You have to move on.




CHRISTOPHER MARQUETTE:



Ronny
was fond of saying "more energy," but that really got to become a joke. I'd say
to him, "Is there anything else you want me to do in this scene aside from what
you saw in rehearsal?" And Ronny's just like, "No, more scared!" But I thought
Ronny gave me almost complete freedom over what I wanted to do, because he
trusted me. Then he got to concentrate on the cinematography and the direction
and the blocking, just placing me where he wanted me and saying, "Action!" I
think that's great. Freddy vs. Jason would have been hell to go through
with a director who told you exactly what to do every time. So I was happy. 




RONNY YU:



When
I look at the monitor, I don't look at it from a Ronny Yu point of view. I look
at it from an audience point of view. I think, "If I'm the audience, would I be
interested in that shot?" And when I see something I like, I jump up and down
like a kid with a new toy. I try to instill that enthusiasm in everybody I'm
working with.


The
actors, I yell at them. Really, sometimes I do. A lot of them were
first-timers—all those outstanding parts were played by very green kids. The
most important thing for me is, if you cast the right person, you know that it
will work. It doesn't matter how much experience the kids have as long as they
understand the role. I talked to practically every single one of them, just to
explain their character and tell them what I want from them. Then I'd give them
references—magazines and movies to look at. I gave them homework. But with very
experienced actors, you don't need to do that much coaching, because you just
watch them. I've worked with Samuel L. Jackson and Robert Carlyle—it's a
totally different thing. You just switch on the camera and let them do their
thing.




MATTHEW BARRY:



Ronny
was like, "Look, I want to set up the camera and go. I don't want to have to
work with insecure actors. I just want them to come in, do what they do and
then move on to the next shot." That made it tough, and challenging. And that's
why I was especially proud of Kelly Rowland— she was determined and she wanted
to work hard on it. Same thing with Britney Spears—those artists are hard
workers. They're disciplined. I loved Kelly. I think she was one of the best
things in the movie.





"We created the entire Camp Crystal Lake set at Bunsen Lake Forest in Vancouver," says production designer John Willett. "We wanted something that looked real and audiences could immediately identify as a camp from the 1950s." 


RONNY YU:



Kelly
didn't have the experience of a Samuel Jackson, but she did have a certain
energy. It doesn't matter what kind of experience an actor has as long as you
have the right attitude. I felt I had to recognize that and use that. She was
very humble and really wanted to learn and was willing to try everything. And
she was very scared of Freddy. She would keep asking me, "Ronny, can I have my
eyes shut?" I said, "No, Kelly, you cannot have your eyes shut in a
confrontation with Freddy!" But everything worked out great.




KELLY ROWLAND:



I
was terrified because the very first shot I did was when the Freddy claw comes
out of the magazine and gets my nose. I did not want to do that scene first. I
wanted to warm up a little bit. Honey, they jump-started my engine because I
was not ready! I was, like, "Why did I have to start off with a scene with
Freddy!?"




MONICA KEENA:



Kelly
is one of those people that I don't know how you could ever say anything bad
about. She just emits this wonderful glow and light and she brings so much more
to her character than is written. Kelly was so bright. But she was definitely
nervous the first couple of days. We spent a lot of time together on and off
the set. We developed a rapport, so all our scenes together became very
natural. It's believable we were friends in the movie because we really were
becoming friends off screen, too. 




KELLY ROWLAND:



The
teamwork on the set reminded me of being in Destiny's Child. It's the little
things that I think I'll look back on and remember. I loved how Jason Ritter
was funny and always turned a dull moment into something bright and beautiful.
And Monica helped me in scenes where I was really scared. There's one shot
where we go into the cornfield and we're running and right behind me was
complete darkness. I was like, "You've got to hold my hand. I'm gonna be
scared!" And she did. I even remember the first time I met her—I was just drawn
to her. Her eyes are so beautiful that they just talk to you. We didn't have to
try to be friends because we were actually there for each other. 




BRENDAN FLETCHER:



I
had this habit of going around and singing Destiny's Child songs all the
time—it was one of my favorite things to do. And Kelly was actually really cool
about it, even though I totally destroyed her songs. Well, I hope she thought
it was funny.




JASON RITTER:



I
gave Kelly some singing lessons. Just kidding.




KYLE LABINE:



Do
you know what the worst part of the experience for me? The hair is not mine!
The producers decided after I was cast that I would wear hair extensions. And
it was horrible. Especially at the beginning, because when they first put the
extensions in, they are very long until they cut them down to size. For the
first couple of days I had this total mullet. 




JESSE HUTCH:



I'll
be honest: I didn't really feel comfortable doing the bedroom scene. I had
never done anything like that before. The nudity was kept to a minimum because
Katherine Isabelle was uncomfortable with it as well. We just wanted to get it
over with. But being a new actor, I went along with it, but afterward I felt
like, "That was a little uncomfortable for me." I thought the death could have
happened without these two characters doing their business. It was one of those
scenes—if I never see it, I won't feel bad. 


But
I did love working with all the special effects, and just
hanging around the studio to see how it was all put together. It was funny,
when we shot it, I had to be totally in the moment. My spine had supposedly
been broken in half, I've got blood all over me, and I'm crushing a beer can in
my hand. Well, on the first take I got so into it that I spit the blood out of
my mouth and hit the director of photography right in the face. He wasn't very
happy about that. 





The battle begins...

MARK SWIFT:



When
Damian and I went to the first test screening, during Trey's "bed kill," the
crowd was so loud you couldn't hear the dialogue during the next two scenes.
That, for Damian and I, was one of the great moments of our whole experience on
Freddy vs. Jason, because that was one of the scenes that was filmed
just like we wrote it. To have the audience love it like that just felt
terrific.




KELLY ROWLAND: 


One
of my favorite scenes in the movie was when we are actually at the mental
hospital and we're looking for some Hypnosil.Â  We can't find any.Â  And Jason
throws the police officer, Officer Stubbs, through a glass door.Â  And we run!
And it was so funny because I was really scared in that scene, and Ronny kept
telling me to calm down. He was, like, "Look at you on camera. You don't
have to act scared, because you are!" He just got such a kick off it.Â 
That day was really fun.




JOHN WILLETT,
Production Designer: 


We
created the entire Camp Crystal Lake set at Bunsen Lake Forest in Vancouver. We
wanted something that looked real and audiences could immediately identify as a
camp from the 1950s. It also is depicted in two different eras in the film:
when we first see it, it is sparkling clean, then at the end of the movie, it
looks like a scene out of D-Day, with pits and craters and blackened earth. It
was a mammoth task—we had to move the beach, create most of the forest and put
in all the buildings for the cabins and construction site. That is one of the
sets I'm most proud of in the film.


Recreating
the Elm Street house was also a real challenge. There were no accurate drawing
records kept from any of the earlier Nightmare films. We had to try and
find a suitable house in Vancouver, which is very difficult. Obviously, we
would never find exactly the same house, but we could find the bones of a place
that we could then transform. Another challenge was that, because of our
budget, we had to go inside the house and shoot most of the interiors on
location, too, which is unusual because normally you build that stuff on stage.
Finally, at the last minute, we found this great house in a perfect
neighborhood. It's not quite identical, but it was about 80 percent the same. A
lot of fans get nervous when that one little detail is off here or there, but I
really felt we achieved the same look and spirit of the original.




CHRISTOPHER MARQUETTE:



We
filmed the rave scene out in the middle of nowhere, in a cornfield that smelled
like cow shit. It's a place I never want to go to again. It was really scary,
desolate and dirty. On top of that, they had this flammable blue goop
everywhere, for the big moment when Jason, on fire, comes slashing through the
cornfield. It was really frightening, because the goop is still there even
after the fire goes out, so if you get it on your shoe or elbow, you could
totally go up in flames. It was pretty hard to concentrate on your acting when
you are scared of being burned to death.




WILLIAM TEREZAKIS:



That
rave scene became like a fucking triathalon. You'd finish stabbing someone in
the chest here, then you've got to run over there and inflate Jason's lung,
then go back and stab someone else, then bust some other guy's leg. It was like
one gag after another, and they were just working us like fucking animals. In
total, there were 12 of us on set handling different units all at the same
time, because they often had three cameras going at once. I could hear the
circus music playing as we ran. We even resorted to getting vitamin B
injections in our necks to keep going. It was a brutal shoot, but fun.




Although the creators
of Freddy
vs. Jason had put forth their best effort to make the characters more than
just typical slasher film fodder, no one was under any illusions as to what
audiences were really coming to see. The climactic slugfest between the two
titans of terror had to be nothing less than the most spectacular, knock-down,
drag-out fight in horror history. The expectations of the fans weighed heavily
on the mind of Ronny Yu. He knew that after nearly a decade of hope and hype,
the battle between Jason and Freddy had to be so over-the-top, so outrageous, that
audiences wouldn't be able to stop talking about it on their way out of the
theater. And it certainly had to be bloody. But even Freddy vs. Jason's
seen-it-all makeup effects crew was taken aback by Ronny Yu's carnival of
carnage. As filming wrapped, stage blood was being ordered up not by the
bucket, or even by the gallon—but by the barrel. 





"Freddy and Jason are like T-Rex and Godzilla fighting," says director Ronny Yu. "Are they going to hold back? No! They are going to tear each other's limbs off... like two animals."  


DOUG CURTIS:



New
Line—this was a studio that didn't tolerate filmmakers who spent a lot of
money. Bob Shaye is very hands-on, and he cared about every project he did. He
says, "That's how much money we're going to spend on this" - and that is truly
the last nickel. If you are the kind of film producer who can't do that, don't
work there. The budget for Freddy vs. Jason was about $32 million, but
we had $6 million in script development which left $25 million—which was a
small amount for what we did. We had a lot of CGI—350 shots, many of which
didn't end up in the movie, because they just didn't work. But we got on
the screen was pretty good for the budget. 




RONNY YU:



I
didn't look at Freddy vs. Jason as being just another slasher movie
where the audience would simply sit there, waiting for the kills and the body
count. I looked at this as being an action-horror movie, like ALIENS—something
with lots of action, lots of scary moments and lots of horror. I saw Freddy
vs. Jason as being like King Kong vs. Godzilla—plenty of combat and
scenes of the two monsters fighting. 


I'm
also a big fan of the WWF, even though I don't like it—it's just so bizarre
that I keep tuning in. I also have realized what great scriptwriters those
people are, because everybody in the WWF has a character, a larger than life
persona. And when you see them fight, you somehow have to root for one side. So
that was also one of my inspirations.





MARK SWIFT: 


Most of the changes made
to our final draft were in the third act. Our ending was not supposed to be as
over-the-top. We didn't ever want to make the thing cerebral, but we wanted it
to be smarter than what maybe was expected. 


Our
original idea was to bring in Pinhead from the Hellraiser franchise, but
New Line didn't own that property. So then we did a rewrite which had Freddy
and Jason in hell, and a cameo by Satan. But if you go CGI, it would have
looked like shit, and if you went with a real set, it would have cost far too
much money. So it was dropped. What
we eventually came up with was a more elaborate version of what is in the film
now, with more characters and a whole subplot about a housing development being
built at Camp Crystal Lake that tied into some of the other movies. We fought
for that. We did our best. Then it got lost. So now, when suddenly they end up
fighting at a construction site, you're like, "Why?" 




DAMIAN SHANNON:



We
even had a reference to Tommy Jarvis in there. The developers at this Crystal
Lake construction site were having problems with Tommy protesting. I think that
might even have been where that Internet rumor came about, that Corey Feldman
was going to be in Freddy vs. Jason. I also thought it would be a great idea
to put more victims in between the fight, to see people get caught between
Freddy and Jason. We had a lot more people getting killed. But they just didn't
want to introduce more characters. 




DOUG CURTIS:



The
whole ending of the movie we lost because it was stupid. It involved a lot of
people in a construction trailer that the audience was not invested in. It was
a different movie and it was very expensive. As it turned out, I think the
ending we came up with was even more expensive, but it was certainly more
exciting because it involved our two protagonists fighting it out to the death.
That's what audiences were paying to see. And it is why, eventually, the movie
tested so high—everybody talked about the end battle of the movie. 




MARK SWIFT: 


Another thing we wanted
to do with the fights is to equally represent the Friday the 13th and Nighmare
environments, that the fans of each love. So the fights had to take place both
in the real world and the dream world. The trick was making that happen without
violating the established mythology of either character.




JOHN WILLETT:



The
most fun I had on Freddy vs. Jason was designing the sets for Jason's
world and Freddy's world. Both are truly nightmarish environments and,
visually, are signature moments in the film. The idea was to change the color
for each. We always used blues and greens and water colors for Jason, and reds,
rusts and earth colors for Freddy. We felt this way you would visually guide
the audience, and that they would always know exactly where the story was at
any given point in time.





"Freddy and Jason have been childhood fears of mine, so doing this movie kind of freaked me out at first," says Kelly Rowland. "Then when I got to the set, everybody was so nice. Of course, they soon started to play jokes and scare me. But it was so much fun!" Ironically, the one scene that didn't scare Rowland was filming the violent death of her character, Kia.


RONNY YU:



Freddy
vs. Jason is "more, more, more!" I told the crew to imagine
that Freddy and Jason are like a T-Rex and Godzilla fighting. Are they going to
hold back? No! They're going to tear each other's limbs off and go for the eyes
like two animals. Let's go back to the rawness of it, the basics. I also said,
"All the violence—let's go wilder so the audience will laugh at it and not get
disturbed by it." These are two beasts, who the audience has no emotional
investment in. And they never die anyway. But visually, there's a lot of
excitement. I took from all those samurai movies I saw when I was
little—there's blood squishing everywhere. Push it, push it, push it, so the
audience has a fun time.


The
movie I kept in my mind throughout shooting this was Rocky. The scene
that really hit me is at the end, the final fight, when Apollo beats the crap
out of Rocky. Yet Rocky has the spirit to fight back even though his eye is
swollen and all of that. Then he tells his trainer, "Cut it open." And they
actually slice open his wound and the blood just spills out! And that for me is
the rule I followed on Freddy vs. Jason.




MARK SWIFT:



We
started off writing what was probably the bloodiest film ever made, and that
was because Bob Shaye at New Line told us to make it as violent as possible.
Ultimately it became less bloody, but it stayed essentially the same story all
the way through. Although, when we came out to visit the set, we were talking
to one of the special effects guys and he was just shaking his head at some of
the over-the-top stuff Ronny was doing. He was just going, "Man, this is
something out of Monty Python!"




RONNY YU:



One
of the special effects people came up to me and asked, "Can you tell me how
much blood we should order? In terms of buckets or gallons?" I said, "Gasoline
barrels. Get me two dozen."




MONTY SIMMONS, Stunt
Coordinator: 


Ronny
is not your classic slash and gash director. He brought a whole other layer to
the fight scenes in Freddy vs. Jason because of his Hong Kong
background. Just the wirework was phenomenal. I mean, we sent these guys flying
in every conceivable direction. We had them flying into objects, through walls,
up stairs, down stairs—you name it, we did it. In real life they would've been
dead 15 times, but in this world they go flying across the room through a wall
and crash down two stories. They get up and they come right back at each other
again. It just keeps going and going. 




KEN KIRZINGER:



The
fight sequence at the end I was particularly happy with. I did most of the
stunts and I really enjoyed it. I also got my own little touches in there.
There's a scene after Jason's been knocked down by the crushed air bottles and
he gets up and snaps his shoulder back into place. The best part of playing
Jason was just being able to come to work, put the costume on and get all these
nice toys—a nice big machete, prosthetic bodies and stunt guys to play with. It
was a really fun environment.




ROBERT ENGLUND:



When
they say, "You're gonna fly through the air on fire and we're gonna see it from
up in the sky," they actually shoot it that way. It's amazing. And you just
sort of have to surrender yourself to their incredible imagination, because
it's so unrestricted. 


I've
never worked so hard in my life, and I'm an old dog now. Even though we're
padded and stuff, we're doing them over and over and over again. And in the
cold you don't quite feel it. Have you ever played baseball on a cold day and
you've caught a line drive? It was the same thing with doing the fight scenes.
You're a little numb, so it was rough. Ken is a stuntman, so he could get in
there and get a lot more down and dirty than I could. But sets are very macho
and very male and you want to get in there, too. So I gave him my two cents'
worth. I showed no quarter.




MONICA KEENA:



Lori
is the least likely action hero ever. I'm supposed to be this very quiet,
subdued, virginal character. Then all these terrible murders start happening
and I have to find this strength within me and take care of everybody. I go
through a huge metamorphosis during the course of the movie. I kind of turn
warrior at the end. Women in horror movies have often been sex objects that are
just there to look pretty and get murdered. But in Freddy vs. Jason, I didn't
think Lori was victimized. She wasn't just this pretty girl running around
looking hot the whole time. In a way, it's a coming-of-age story because she
really finds herself, and a strength she never knew she had—she refuses to be
kicked down by these monsters.


But
it was hard to think about anything positive when you're spending 15 hours a
day covered in blood and mud. It was difficult. I had moments where I'd been
doing it for weeks and weeks, and it just reached the point where I was
exhausted and didn't want to see any more blood. But then I got excited all
over again at the idea that I'm part of this.


When
we had to jump into Crystal Lake at the end of the movie, I had the flu and it
was freezing in Vancouver. It's the coldest I've ever been in my entire life. I
was crying. And my clothes were too skimpy so I couldn't wear a wetsuit. Jason
Ritter would have been able to, but he was so kind that he opted not to just so
he wouldn't have an advantage over me. 





Claw versus the Machete. 

JASON RITTER:



I
was trying to make Monica feel better about it because she was sick, and
feeling all hot and cold. And I was going to jump in the cold water and be
like, "It's fine. Jump in!" And then I jumped in and screamed, "It's freezing!"


We
did lots of running, screaming, and some more running. I've never been in a
movie where we're running away from fire and jumping into a lake with an
explosion behind us. But it was like my little childhood dream of explosions
and blood. It was the hardest part of making the film, but the most fun, too. 




KELLY ROWLAND:



For
my death scene at the end, I had all this fake blood running
down my head, which is made out of corn syrup and red dye. And you're supposed
to keep the blood on your face between takes so that they can take pictures for
continuity reasons. But I didn't know that, and I'm a sweets fanatic. So I kept
licking the blood off. Finally, my makeup artist said, "Kelly, please stop
licking the blood!"


But
man, the fight between Freddy and Jason was really cool. Especially where I
actually tell Freddy off, where we're face to face and I'm letting him have it.
Those were my favorite scenes. When I actually get into Kia mode, I just have
to laugh because she just has this strength about her—that she just doesn't
care what anyone thinks. If you piss her off, then that's the worst thing
you've done, because she'll let you have the third degree. She's very mouthy,
very sassy, and she's a worldly girl. She's very cool to be with, but don't
step on her toes because she can be a real diva. 




MARK SWIFT:



I
have a feeling that when Kelly Rowland came into the process, she thought she
needed a bigger kill. And she wanted to say more to Freddy—she probably wanted
to talk some smack. I bet that whole speech was written just for her. So now
there are a couple of lines in there that Damian and I are like, "For God's
sake—tell someone, anyone, that we didn't write those!" One was when Freddy
says to Kia, "How sweet, dark meat!" That was actually Englund's line. But then
Kelly Rowland calls Freddy a faggot—I can't believe she did it.




DAMIAN SHANNON:



Both
those lines we're not big fans of. We didn't write either of them. At least
"dark meat" I can laugh at, because Freddy's a pig—he's a villain. You want to
hate him. To me, I think Freddy should be able to say anything. He could be as
un-PC as he wants to be. But to have Kelly Rowland say "faggot"—that doesn't
make any sense. 




DOUG CURTIS:



I
love the idea of good versus evil and of evil being so bad. We all have that
dark side to us—Ronny talked about that a lot. You have to explore that. And
when you get to explore it on an operatic level it becomes more fun than not.
It doesn't force you to explore the dark side of mankind, it just gives you
some characters who encounter it. I just think it makes for good drama.




RONNY YU:


I
always say that Freddy vs. Jason is "Four Fingers of Death vs. The
Machete"—Freddy's glove is like a claw, and Jason's machete reminds me of old
samurai movies. But the trick is not to be so overt that everybody says, "Oh,
this is a Hong Kong movie." My goal was to make a Hollywood movie. So whatever
I injected into the film had to hit the audience on a subconscious level. I had
a very open-minded attitude, I listened to everybody, especially these people
who've been involved with these franchises. 





Although the Friday the 13th films have often been criticized for being exploitative and misogynistic, actor Monica Keena feels that the role of Lori subverts many of those preconceived notions. "Women in horror movies have often been sex objects that are just there to look pretty and get murdered. But in Freddy vs. Jason, I didn't think Lori was victimized. In a way, it's a coming-of-age story because she really finds herself, and a strength she never knew she had."


DOUG CURTIS:



Freddy
vs. Jason reinvigorated Ronny's career, but he was very
unsure as to whether he should be making this movie or not. Ronny would always
say to me, "Are you glad you're making this movie?" I'd just say, "I'm glad to
be making any movie." But when I said yes to Freddy vs. Jason, I was
genuinely happy to be making it. And the closer we got to the end of the
journey, the more and more glad I got. I became so proud of what we were
achieving on a daily basis. 


And
on that last day, when it was all done and we knew that we'd pulled it off,
there was just a glow about everybody. Despite all the frustrations and
aggravations and challenges and stress, we were very lucky. There were so many
things that could have gone wrong. But they all went right. It was amazing. It
was a movie that was just meant to be.




So, who wins? The claw
or the machete? That was the question that had plagued Freddy
vs. Jason from day one. Each franchise's fans had their bets on their
favorite villain, and to tip the scales in either's favor would alienate just
as many as it would appease. Crafting the film's final coda would prove to be
the film's greatest challenge. It would also require multiple test screenings,
plenty of rewrites, and not one—but three—filmed endings. Ultimately, Freddy
vs. Jason would end with neither a whimper nor a bang. Instead, the battle
of the century would end... with a wink. 




MARK SWIFT:



Originally,
in our draft, we killed Will. And everyone was like, "You can't kill Will,
that's insane." So we killed Lori's father instead. At the end of the movie,
Lori and her father walk into a dry lake bed, because Crystal Lake has been
drained. Freddy's glove is on the ground and the father grabs it and says,
"We're going to get rid of this—this time for good!" And then Freddy's arm rips
through the ground and pulls him down. It was kind of a homage to the first Nightmare.
The last image of the movie would be Lori clawing at the dirt, screaming.
Freddy has essentially made her an orphan, taking her mother and father. We
wanted to have this epilogue that lets you know that maybe the fight is
continuing in hell.




DAMIAN SHANNON:



David
Goyer wrote a new epilogue that was shot involving a sex scene between Lori and
Will, where Will turns into Freddy. I didn't like it. I don't think anyone did.
And, thankfully, it wasn't received favorably by test audiences and was cut
anyway.




DOUG CURTIS:



The
lowest point of making the movie was when Ronny showed the studio his cut. I
felt Ronny's cut was terrific. I thought he nailed it. But the studio didn't
like it. Bob Shaye didn't like it at all. He was really upset. Stokely came in,
and David Goyer came in, and a lot of time was spent in the editing room. There
were lots of notes between Ronny's cut and the first test screening, which was
about two or three weeks later. 


Then,
after the first screening, the audience loved the movie. The next day on Ain't
It Cool News, there wasn't a bad review. Everybody raved. But then maybe we all
got cocky. New Line said, "Well, if they love it that much, we can make it even
better." And I thought the next cut was great, too. But at the second screening
the test scores actually went down. They were not fantastic—in the 70 percentile
positive range—but they were still above the norm. I think they overcut it.
Ronny agreed. 


I
think the really big problem was that now we had no ending, because the ending
of the first version that we shot was so stupid. New Line said, "Let's see what
happens if there's no ending at all."




MARK VERHEIDEN:



I'm
not sure if any of the other Freddy vs. Jason drafts had this, but in
mine, Michael De Luca wanted me to write two endings. One where Jason won, and
one with Freddy the victor. I remember that New Line's plan at the time was to
release it two ways and you wouldn't know which ending you'd get when you went
to the theater. They really wanted to try to do that. It would be just another
way to sort of jazz up interest in it. Obviously, too, diehard fans would see
it twice. That would have been an interesting way to go. 




MARK SWIFT:



Really,
I think the ending they ended up with is the best one. Bob Shaye came up with
that. It's really brilliant because there is a more definite winner, yet an
argument can be made that perhaps there isn't. Although, to tell you the truth,
when Jason is carrying Freddy's head out of the water I wasn't sure if Robert
Englund was doing a Looney Tunes wink to the audience, like, "Hey, thanks for
coming to the movie," or if he was really thinking about it in terms of that
Freddy is still in control and he's manipulating Jason. But I like the fact
that an argument can be made for both sides.





"I look at this movie like a wonderful, dramatic, violent comic book," says Robert Englund. "It's like 'The Bloody Ballad of Freddy & Jason.'"  


DOUG CURTIS:



Ronny
was the one who came up with the idea that Bob Shaye takes credit for. Fans all
wanted an ending, yet they didn't want it to end. That's what's so brilliant
about that ending. It leaves it open. In the minds of the people these movies
are designed for, they're both winners. 




SEAN CUNNINGHAM:



I
don't want to be too coarse a producer here, but it's possible for a wrestler
to lose a match, then come back and kick ass the next time. The ending of the
film reflects the overview that in any particular battle there may be a victor,
but the war always continues. How do you kill two people who can't be killed?
You can get yourself into a Catch-22 loop. But I think we still have a
very strong, visceral ending where people can say, "That's the biggest kick-ass
fight I've ever seen!" Ultimately, the biggest winner had to be the audience.




RONNY YU:



Who
wins? Since the moment I signed on, that is the question everybody's asking. My
mission was to satisfy the hardcore fans who had grown up with these two
characters. That's why I felt that no matter what we came up with for the
ending, fans of both franchises have to come out feeling like they're the
winner. And I'm pretty happy with what we have now. I think it did satisfy both
parties.





The release of Freddy vs. Jason would be
accompanied by not just one soundtrack CD, but two. Freddy vs. Jason: The
Original Motion Picture Soundtrack featured 20 new and previously unreleased
tracks by such contemporary rock artists as Slipknot, Type O Negative and Ill
Ninon. In its first week of release, the soundtrack broke the Billboard Top 40
Album chart, and eventually sold more than 500,000 copies. Hitting stores a few
weeks later was Freddy vs. Jason: The Original Motion Picture Score by
composer Graeme Revell, who had previously worked with director Ronny Yu on Bride
of Chucky. Yu declined to utilize any of the previous composers from either
the Nightmare on Elm Street or Friday the 13th series, including
fan favorite Harry Manfredini, leaving Revell the considerable task of crafting
a score that paid tribute to the beloved and now-icon motifs of both franchises
while introducing fresh, new elements. The New Zealand-born composer, who began
his musical career as a founding member of the pioneering industrial group SPK,
had been acclaimed for his inventive use of non-traditional instruments and
sonic textures, and Revell's score for Freddy vs. Jason is no exception,
with its aggressive percussion and often startling bursts of sound.




HARRY MANFREDINI, Composer, Part IÂ-Part
VII, Jason Goes to Hell, Jason X: 


Sean Cunningham and I,
were always like a team. He was always loyal. Even the pictures I couldn't do
for him, he was always trying to have me on them, even all the way up to Freddy
Vs. Jason. Which we're not going to talk about unless you want to hear a
grown man scream.





DOUG CURTIS:


Freddy vs. Jason was two different franchises coming
together. It wasn't just another Friday the 13th or Nightmare on Elm
Street. It was nothing against Harry or any of the other composers of the Nightmare
movies. Graeme Revell had done Bride of Chucky. He and Ronny had a
relationship, and Ronny really wanted him to bring something fresh. And for
good reason. He's an incredible composer.






"On that last day, when it was all done and we knew that we'd pulled it off, there was just a glow around everybody," remembers producer Doug Curtis. "Despite all the frustrations and aggravations, the challenges and the stress, we were very lucky. There were so many things that could have gone completely wrong. But instead they all went right. It was amazing. It was a movie that was just meant to be."


GRAEME REVELL, Composer: 


I've always enjoyed the
idea of only working with people I really like. I'm less interested in going
through the hell that scoring a picture can be with studios and directors who
can't agree—you just get a compromise at the end of the day. It was Don
Mancini, who created Chucky, who recommended me to Ronny. I did the early Child's
Play scores, so I'd known Don for a long time. But I called him up right
before Bride of Chucky and he was quite surprised to hear from me,
actually, because at that time I was starting to be known for doing much
bigger-budgeted movies. But I really wanted to do it.


I'm not encyclopedic in
my knowledge of the Friday the 13th and Nightmare on Elm Street
movies. I've probably only seen the first two or three of either series. And I
am much more of a Freddy fan than I am a Jason fan. You get that split among
people. I was really attracted to do Freddy vs. Jason by the way Ronny
described the film to me. That it was a big WWF bout, a great ol' slug-fest. I
did have concerns about meeting expectations. And why not? Harry Manfredini had
done a great job on the past Friday scores, and I knew that was really
important to a lot of people. And Jason, of course, has his vocal effect that's
so famous— "Ki, ki, ki, ma, ma, ma." And a lot of composers had done a good job
on the Nightmare movies in the past. But that challenge actually attracted me,
because if you don't do a good job the fans will reject you. I'm used to
sticking my neck out. Â So what I tried to do was create new moods that derived

from those themes, and bring in my own set of ideas for the different
combinations of characters.Â  


I had to do the score
over May and June 2003, and I think I had only about four weeks. I like to
layer sounds—there's often 10 things on top of each other at any given time. And
I have a big sound bank of stuff that I have recorded everywhere in the world.
I have about four or five libraries that I've done over the years. Then I just
concentrate on the melodic stuff. I also talked a lot with Ronny about the use
of "negative space," meaning that you have to quiet things down for a few
seconds before the big scare. I've always said that the horror movie is
essentially the monster story from way back. It's a very old genre. Horror is a
genre in particular that is totally dependent on peaks and valleys. Sometimes
you're ramping up to it, sometimes you're just dropping out. It's very much
about a carefully crafted set of surprises and red herrings. 


There was mild studio
pressure to put some songs in the movie. Ronny had to make some choices with
the direction of the songs and he asked me about them, and I agreed with him.
Early on, when the kids are in the house—are we going to play songs there or
are we going to make that scarier? That was something that we figured out, and
we ended up doing a bit of both, songs and score. And the use of songs,
sometimes it feels like pandering. The audience is going to think, "Oh, they are
just throwing this in to try and make a soundtrack." I was trying to watch Scream
2 one night but I actually found it too silly because if you start using
pop music it's too soft. Though I know those are the movies that get the girls.
Ultimately, the songs didn't really change my musical choices. Freddy vs.
Jason was really fun to do. 




New Line Cinema kicked
the Freddy
vs. Jason publicity machine into overdrive as its U.S. release date of
August 15, 2003 loomed closer. Surpassing the cost of the marketing campaigns
for all 10 previous Friday the 13th films combined, New Line's PR
assault spanned all media, including television, radio, print and the Internet,
at a reported cost of $25 million—nearly equal the film's production budget.
Beginning with a carefully orchestrated plan to generate early buzz, production
tidbits were "leaked" to popular entertainment websites to keep eager fans
alerted to every breaking development from the set. New Line also ramped up its
merchandising of officially licensed Friday the 13th and A Nightmare
on Elm Street products, ranging from hats and mugs to lunchboxes and comic
books. Jason and Freddy even took a trip to Las Vegas a month before the film's
release, where, in an elaborately staged event held at Bally's casino, Robert
Englund and Ken Kirzinger, in full costume, participated in a mock pre-fight
weigh-in and boxing match to the delight of the hundreds of fans and press in
attendance. Then, on Thursday, August 14, for the first time in his long and
distinguished "career," Jason Voorhees was given a proper Hollywood reception.
Held at Hollywood's famed Cinerama Dome, the premiere of Freddy vs. Jason was
a star-studded event covered by such mainstream media outlets as Entertainment
Tonight, Access Hollywood and MTV. Jason may never become an
A-list star, and he certainly won't win any Academy Awards, but for one bright,
shining moment, he was the talk of Tinseltown.


Still,
the public reaction that awaited Freddy vs. Jason was
far from certain. While New Line Cinema and the filmmakers were—more or
less—pleased with their film, the most recent box office numbers for both
franchises were hardly encouraging. Certainly the meager turnout for 2002's Jason
X did not exactly inspire confidence. And there was still the question of
just who the audience was for the film. For the kids of the 1980s who grew up
on Jason and Freddy, the characters may have become beloved icons of nostalgia,
but were nostalgia nonetheless. And for a new generation of hip, pop-culture
savvy teens, Jason and Freddy no longer represented objects of fear but rather
postmodern punchlines from such films as Scream and Scary Movie.
But any doubts about the commercial viability of Jason Voorhees were
short-lived when Freddy vs. Jason made its debut on 3,014 across the
United States. Even with widespread summer blackouts threatening to close many
theaters across the East Coast, nothing could stop the Freddy vs. Jason
box office blitzkrieg. With an opening three-day gross of $36.4 million, the
film not only obliterated the career-best debuts of both franchises; it also
set a new record for the biggest opening weekend for a slasher sequel. The film
also showed surprising staying power during its second weekend, once again
claiming the #1 spot at the box office. With a final cumulative domestic gross
of $82.6 million, Freddy vs. Jason earned its place as the most
financially successful entry in the Friday the 13th franchise (although,
with 13.7 million paid admissions versus the original Friday the 13th's
14.8 million tickets sold, it still ranks second in the series in overall
attendance.) 


Of
course, the cultural cache enjoyed by Freddy vs. Jason
cannot be counted only in dollars. The success of the long-awaited Freddy/Jason
face-off brought its respective franchises full circle. Suddenly Jason Voorhees
and Friday the 13th were no longer regarded as relics of the bygone era
of exploitation slashers. No one at the time could be certain where the
character and the franchise could go from there, and even if it wasn't the last
of Jason and Friday the 13th, Freddy vs. Jason served as a
fitting conclusion—and a shining testament—to a motion picture phenomenon. And
the makers of this "final chapter" to the original and now-classic Friday
the 13th and Nightmare on Elm Street sagas will always be able to
look back with a wistful smile—and perhaps even a morbid sense of pride—about
bringing Jason Voorhees and the mightiest slasher franchise of the '80s to a
big, bold and fittingly bloody conclusion.




I
went to the screening and the premiere at the Hollywood Cinerama Dome. That's
the first time I've been on a red carpet with more than 15 photographers, and
this time it's like 50 and a ton of fans yelling out everybody's names. It was
really overwhelming. That's one of the things I'll definitely never forget
about the experience, just being part of that whole day. It was amazing. 




DOUG CURTIS:



The
studio would have been happy with a $15 million opening. Still, we were all
holding our breath. Then Stokely called and left a message on my cell phone,
but it broke up when she said, "Can you believe it madeâ€¦?" She sounded drunk
with excitement. I thought she'd said $8 million. But she actually said it made
$18 million or some ridiculous figure, just on Friday. I was just blown away. I
suppose "vindicated" is a good word to describe the way we all feel. We
delivered a movie that the audience loved, and it's the audience that matters
most.





From left: South Korean one sheet, Japanese "Jason only" teaser poster, and Japanese one-sheet.

CHRISTOPHER MARQUETTE:



DAMIAN SHANNON:



After
I saw the movie, I thought it would make about $60 million—I didn't expect how
much it eventually made. But the thing we'll never know is, which version would
have made the most money? The one we wrote or the one on the screen? Because
the one thing that's sorely lacking for me in the movie is tension. The characters
being afraid, and the moments of stalking—you don't get that same feeling that
you got in the early films of the franchises. Maybe that's my nostalgia. I was
very young when I saw the first Friday the 13th, and it terrified me. I
never got any sense of that here. But, at the end of the day, you have to say,
"The movie made $80 million." Ronny more than pulled it off, and a lot of fans
love what we did. So that's all you can really ask for. 




GRAEME REVELL:



I
liked Freddy vs. Jason. I must say I thought it could have been a little
funnier. But I'm speaking as a man in my 40s. I always had to keep reminding
myself that it's the same as hearing pop music—these movies are made for the
kids, essentially. So I'm still ready for it to be totally spoofed, but maybe
not everybody is. Though I'd like to do the next Friday the 13th...




PAULA SHAW:



The
bottom line for me was, I just didn't root for either side. If neither side
dies at the end of this thing, for me, psychologically, there was nothing at
stake. It doesn't matter who wins because these guys are indestructible. It's
just one battle in a war that goes on and on. I couldn't get very emotionally
involved. But, look, it didn't really matter who wins, because I guess you just
want to know how they got there and what they did to each other? But when I was
watching Freddy vs. Jason, I did think Ronny did it ingeniously, given
the circumstance. And I don't know how else you could have done it better. Freddy
vs. Jason is just battle after battle after battle. 






MARK SWIFT:



Freddy
vs. Jason is not perfect. I think it has a lot of problems.
There's one mind that says, "If you make a piece of shit, it's going to make
the same amount of money." I don't believe that. It did have a massive
drop-off. And I think the people who love it the most are 15 or 16 year
olds—guys especially. But when Damian and I were writing it, I thought it could
break through to $150 million. Honestly. Look at what Scream did, look
at what Blair Witch did. If Freddy vs. Jason had been done right,
if it was dark and scary with lots of action, it would have been massive.


On
the whole, I think Freddy vs. Jason delivered for a lot of people. I'm
glad it got made. I would rather have the version that exists now than Freddy
killing somebody with a Nintendo power glove. And New Line's absolutely
thrilled with it. Plus, you're never going to make everybody happy. So I'm not
complaining. It's pretty amazing.




TOBY EMMERICH:



In
all honesty, I don't disagree with the critics. If I were being paid by the New
York Times, I'd probably give Freddy vs. Jason a mixed review, too.
But our exit polls were really strong, so the film's real fans obviously
enjoyed it. I wish we could have made a movie that pleased both the fans and
the critics, but that would've taken another five years and another $20
million, and that wasn't what we had to work with.




MATTHEW BARRY:



As
a casting director, I'm not proud of all the films I've done. Not at all.
Sometimes you have a great cast but the films don't work out, or sometimes you
have a great film but you just don't like the director's choices. On this one,
I'm actually very proud. It was long and hard, but in the end it turned out
exactly how I wanted it to. The kids were all great—it was more than I was
expecting. It was such a great ride. And it makes me feel good to know that
we're part of one of the big installments of these franchises.




ROBERT ENGLUND:



It
may be a strange integrity, but I think there's a whole new point of view now
on horror movies from the 1970s and 1980s. A new respect. We've become the
Seattle grunge band of horror. We were lean and mean, but we somehow delivered
the goods. And we were culturally significant in an accidental way, as opposed
to these bloated studio horrors that are all about CGI effect after CGI effect.
Everything has been co-opted since then. Mothers began piercing themselves and
wearing safety pins, and everybody has contemporary hair now. But back then,
both of these franchises were raw and imaginative, and were something that the
kids found for themselves. So I think now, with a kind of retro hindsight, it
is fun to remember back to the great times of these movies, before the age of
hype and sophistication and irony. 


Also,
my feeling is that when the DVD box set of A Nightmare on Elm Street came
out, we gained a new generation. I know my fan mail, personally, went through
the roof. It also has a younger appeal now than it used to. Moms and dads even
let their kids see them. It's become a rite of passage for 12 and 13 year-old
boys. So I believe that generation has had their appetite whet for these
movies, and were really anticipating Freddy vs. Jason, as well as the
people who were fans originally. I think it was a project and an idea whose
time had come. And although I don't see Freddy or Jason disappearing any time
soon, Freddy vs. Jason may, in a way, be the perfect farewell to the
horror conventions of the last two decades of the 20th century. 




RONNY YU:



Oh,
the reaction, it was unbelievable. But I'm not a savior. I did not rescue
anything. I just went in and tried to make something that was exciting. It all
boils down to luck. And, really, I think it was the fans that made this happen,
who really supported these characters and these franchises all these years.
Otherwise, we wouldn't have made those numbers. I'm just so happy that I
delivered something that the fans really embraced.




12. Reflections on the Water





For all of
the writers, directors, actors, producers and craftspeople who have left their
mark on Friday the 13th and its sequels, their contributions have
granted them honorary lifetime memberships to a most unusual club. And while
some look back on their association with the series as a mere stepping
stone—or, in some cases, a roadblock—to their long-term career goals, others
are proud to display their Jason-inflicted "battle scars" and boast of their
struggles and ultimate survival at "Camp Blood" as well-deserved badges of
honor. Presented here are the parting thoughts of many of the talented men and
women whose creative contributions helped shape the cinematic legacy that is Friday
the 13th. Their recollections shed light on the impact the series has had on
their careers, their personal lives, and pop culture at large. They also
reflect candidly on the series' continuing allure and speculate on what the
future may hold for Jason Voorhees. Regardless of whether Friday the 13th
survives a dozen more incarnations, or we have indeed seen the last of Jason
Voorhees, there is little doubt that the legend of a certain hockey-masked
killer will live on long after those whose stories are documented here have
passed.


But no matter when Jason Voorhees finally decides it is time to put
down his machete, kiss his mother's decapitated head goodnight, and finally
rest in peace (or in pieces, as the case may be), the fans of Friday the
13th will always have these memories—these Crystal Lake Memories—to remind
us that these films did, indeed, matter.




TASO
STAVRAKIS, Effects Assistant, Part 1: 


Friday the 13th was made on a shoestring. It was just a few people
who all had the willpower to say, "We're going to do this." We didn't know what
it would be until it was done, then it suddenly became this big thing. That's
what I took the most from Friday the 13th: that no matter what anyone
thinks or says about your idea, you can make it happen. And it just might
become something incredible.Â  




VICTOR MILLER,
Screenwriter, Part 1: 


Up until 1980, if I would be at a party and people would ask what I did
for a living, I'd say, "I'm a writer." And of course they would say, "Well,
what have you written that I know?" And I would have to say, "Nothing." But after
May 1980, I could answer that same question by saying, "I wrote Friday the
13th." And although most of the time they would be quick to say, "I never
saw that, because I wouldn't go to that kind of movie," it still somehow
validated me as a writer to the outside world. It did not make me a better
writer, and personally, it did not solve all of my inner turmoil. But it sure
made it easier to go to parties.




ROBBI
MORGAN, "Annie," Part 1: 


Sometimes when you're part of a project, you do it and then you're kind
of done—by the time it's finished and out you're already onto something else.
For me, I didn't realize what was happening with Friday the 13th until
my brother called right after it came out to say, "Robbi—this movie is huge!"
It was fantastic. And still, to this day, I get recognized on the street—which
is shocking, because it was so long ago and my part was so small. But I'm
absolutely thrilled to have been a part of it. It was a blast. 




BETSY
PALMER, "Mrs. Voorhees," Part 1 & Part 2: 


I once told my daughter, "Tell me the truth, are you ashamed that your
mother did Friday the 13th?" And she said, "Not at all—now I don't have
to tell my friends who you are anymore." The funny thing is, I did poo-poo it
for a long time. I wasn't sure if I wanted anyone to know. But I've since
accepted it. It's actually become fun now. It's like a badge of honor. I'm the
Queen of the Slashers!





On January 13, 2004, New Line Cinema held a special event at the Hollywood Wax Museum in Hollywood, California, to celebrate the DVD release of Freddy vs. Jason. The museum unveiled wax statues of both characters, with stars Robert Englund (left) and Ken Kirzinger on hand for the induction ceremony. Among the many other festivities was a Jason and Freddy "Best Look-a-Like" contest, judged by Englund, Kirzinger and co-star Jason Ritter. The Freddy vs. Jason DVD would go on to sell over 2.5 million copies in the United States. 


JEANNINE
TAYLOR, "Marcie," Part 1: 


I didn't really think of Friday the 13th as a horror film, just a
great, low-risk way to get some on-camera experience. To me, this was a small
independent movie about some very carefree teenagers who are having a
rip-roaring time at a summer camp where they happen to be working as
counselors. Then they just happen to get killed.


It was impossible for me to enjoy that it was a hit because I got
disapproval from a number of people whom I respected. I went on to do a couple
of New York stage productions right after the film was released, and I'd
included Friday the 13th in my bio for the playbills. The directors of
each of these productions came to me and said, "You were in this film? Friday
the 13th?" Then they shook their heads slowly—and disapprovingly—and walked
away. And these were famous Broadway directors. But I did not take Friday
the 13th out of my bio. I didn't want to dwell on it, yet I didn't want to
pretend that I hadn't done the film, either. It was very difficult for a while.
My response was to wipe it off my mental screen.


I learned that a certain portion of one's life is completely out of one's
control. My response can only be appreciative. For all the scorn and ridicule
heaped upon it at the time, Friday the 13th became this enormous success
and an iconic part of the culture. It will always be embedded in that cultural
moment, and so will I. That's something a lot of people never get.




RONN
CARROLL, "Sgt. Tierney," Part 1: 


What's the greatest thing about being in Friday the 13th? I got to
be a first-degree of Kevin Bacon.




MARK NELSON,
"Ned," Part 1: 


I discovered I have a big fan base of 13-year-old boys. They still rent Friday
the 13th and watch it on TV. One time, a boy of maybe 12 stopped me on the
street near Times Square. He said, "Hey man, you're Ned! I'm so excited! Can
you come with me and meet my mom?"Â  It seemed to mean a lot to him, and it was
fun to see how excited he was, so I said sure. We went down to this hot dog
place in Times Square and behind the counter is this woman. The boy runs up to
her and says, "Mom, mom, look who I found! It's Ned! The actor from Friday
the 13th!"Â  Her smile faded from her face and she just said, "Oh, you
should be ashamed of yourself! How could you do a movie like that?"




BILL FREDA:


I think Friday the 13th may be losing its weight in some ways
because of the realities of what's going on in the world today. It's a genre
that sort of stopped, but may come back in a different way. The phenomenon is
that it made so much money. That's about it. There's not much more you can say
about it. You have to be in the right place at the right time. But the thing is
you also have to carry it forward in a way that remains relevant, and I'm not
sure they did.




ARI LEHMAN,
"Jason Voorhees," Part 1: 


What speaks to me about the original Friday the 13th is that it is
about confronting our innermost fears, which is very spiritually liberating and
can make us stronger people. I think that was the effect that being in the
movie had on me—I might have been scared of horror movies prior, but afterward
I gained insight. I've lived in Chicago and New York and Brooklyn and I've seen
real horror situations where they, some of my brothers out there, have real
respect for Jason. Maybe confronting this demon somehow helps you steel
yourself to any situation—it's a fantastic thing. It has to do with
imaginationâ€¦ and even Albert Einstein said imagination is more important than
knowledge.




HARRY
MANFREDINI, Composer, Part 1â€“Part VII, Jason Goes to Hell,
Jason X: 


After I did the original Friday the 13th, I got a call from some
guy in Hollywood named Oliver Stone. He was doing this movie called The Hand.
He said, "I love what you did with that picture. I want you to come out and do
my movie." Then Edward Pressman, the producer, flew me out to Los Angeles and
put me up in a hotel and gave me a small budget to work with. I ended up writing
three pieces for the picture, but I was trying to impress. I tried to write
something that had never been written before. But Friday the 13th was 13
guys in a basement in New Jersey—and that doesn't make you a film scorer. I
just created something that was different and it struck a lot of people. So I
ended up not getting the job. And had I been offered The Hand a few
years later, I would have had more experience. That's a perfect example—I sort
of peaked with Friday the 13th before I was really ready.


For me, Friday the 13th is a double-edged sword. It paid me a lot
of money, but at the same time it's always, "Oh, you're the guy who did that."
It just turns out that I'm good at writing horror movie music, and it is a lot
of fun. But I'm sure I'll be ninety years old and I'll never escape Friday
the 13th. There will be a Friday Part 65 or something, and old Jason
will be in a wheelchair. And on my gravestone, it'll say, "He's the guy who
thought up 'Ki, ki, ki. Ma, ma, ma.'"





Over the course of a weekend beginning Friday, May 13, 2005, Necrocomicon held the "Friday the 13th 25th Anniversary Celebration" in Hollywood, California. The event reunited cast and crew from all eleven Friday films. Clockwise from top left: Betsy Palmer, Harry Manfredini and Adrienne King; Kevin Spirtas and Lar Park Lincoln; Amy Steel and John Furey; Larry Zerner (left) and David Katims.


ADRIENNE
KING, "Alice," Part 1 & Part 2: 


Unfortunately, I got a little bonus out of Friday the 13th that
took away a little bit of the fun. Shortly after the movie came out, I had a
stalker—and this was before the issue had really come into the public's
consciousness. It was very difficult. It lasted for about a year and a half.
Eventually it got violent. It ended with the person being incarcerated,
although they have since gotten out. 


It took me a very long time to cope with the whole experience, and it
completely changed the course of my career. After Friday the 13th, I did
my little cameo in Part 2. Then I went to the Royal Academy in London
and I studied there—kind of to redeem myself. And I was very happy because they
only accept a couple dozen Americans into that program. But by 1984, I wasn't
really acting anymore. I certainly didn't want to go on and become a "scream
queen." I honed my craft and everything, but I wasn't secure enough to come
back from the Academy and deal with a possible repeat of the whole stalker
experience. 


But the actual experience of making the movie was wonderful. And its
success, for me, was just the most amazing thing—it was the highlight of my
career. I look back at Friday the 13th with nothing but a smile. 




AMY STEEL,
"Ginny Field," Part 2: 


The only advice I could ever give is to just enjoy every minute, because
all of a sudden it will be gone. When I started, I was living on a day-to-day
basis, just going, "Oh my God! I'm making money! This is great!" And I thought
it would continue. Hollywood is really fun when you're young, and you're
successful and things are happening. But as you get older, you get in the very
compromising position of no longer being young and beautiful. Now I do
voiceovers. I love it—you don't even have to put makeup on. I also went back to
school and got my BA. So I don't regret anything—I had the best time. I'm
looking back now in hindsight, and I have a great view from here. 




LAUREN-MARIE
TAYLOR, "Vickie," Part 2: 


These types of movies are your training ground as an actor, because it's
not like you get a gazillion-dollar budget. Yes, culturally they've become
significant, but they really are very small movies. You really do get to learn
the ABC's of everything—of camera angles, of lighting and sound, and just how
large your facial expressions can look up there on the big screen. Friday
the 13th really does teach you about the fine workings of filmmaking.




CLIFF
CUDNEY, Stunt Coordinator, Part 2: 


My only concern with doing things like Friday the 13th was that,
if I worked in B-movies too much, then I'd become known only as a B-movie
stuntman. And the sad part is, ironically, those are the movies you have the
most creative freedom with.




LARRY
ZERNER, "Shelly," Part 3: 


After the movie came out, for a period of about a month, I was somewhat
famous. I got my 15 minutes. And that's something a lot of people never get.
I'm grateful—at least I know I had this one thing. Plus the fact that I'm this
little tiny piece of movie trivia—I'm the guy who gave Jason his hockey
mask—it's an honor!Â  And I'm the only non-Jason to wear that mask. So that's
cool.


Since then, it has been fun to be famous and then to fade back into
obscurity. I'm an attorney now. And in the movie I say, "I'm not an asshole—I'm
an actor." Now I get to say, "I'm not an actor—I'm an asshole."




RICHARD
BROOKER, "Jason Voorhees," Part 3: 


I get fan mail all the time, and sometimes I even get stopped for an
autograph, which is weird, since you never even saw my real face in the movie.
And one time I was introduced to this girl in a bar as "the guy who played
Jason," and all she asked was, "Do you sleep with a hatchet in your bed?"





Every October, Universal Studios theme parks across the United States transform into Halloween Horror Nights. Among the many scary sights that await brave patrons are horror movie-themed mazes, marauding monsters, live entertainment and extensive re-theming of the park's many attractions. In 2008, Universal added Jason Voorhees and Friday the 13th to its parks' haunted house line-up. Scenes from many of the Friday films are recreated in full bloody fashion, with Jason always lurking around the next corner to terrify unsuspecting guests. The character now joins such other iconic horror characters as Dracula, Frankenstein, the Wolf Man, Freddy Krueger, Michael Myers, Leatherface and Chucky as part of the Universal Studios family of classic movie monsters.


PAUL KRATKA,
"Paul," Part 3: 


What really amazes me is that not a week goes by that I don't get an
email from somebody about Friday the 13th. And this really has only been
in the last few of years. It's like there is a cult-like fanaticism that goes
on. I think many of them came of age during the 1980s and they've kept up with Friday
the 13th, for whatever reason, and now with the Internet, they can track
down and share their interests. And thanks to the DVD box set, there is this
whole thing with teenagers discovering it—it just cracks me up.


What's really surprising to me is that most of the emails I'm getting now
are from gay men. There's this following among them for these movies. I don't
know what to make of it. And some of them are very blatant, like, "You were my
first crush." Then some are a little more hidden in their wording. But it's the
most unusual phenomenon.




GLORIA
CHARLES, "Fox," Part 3:


I've been out of the business for
years. I made the choice when I became pregnant to not work anymore, at least
full-time. I've since devoted my time to raising my son. But I did work fairly
steadily for about 10 years, most on TV and in commercials and theatre. Yet, Friday
the 13th was this first thing that I did and it is still the one
thing that people tend to remember. I've probably gotten more fan mail from
this film than all else I've done combined. Even last week, I was at the mall
in an elevator. And a kid, who couldn't have been more than 20 years old,
turned to me and asked, "Weren't in you in a horror movie?"


It's funny, but as an adult, I
don't watch horror movies. I have bad dreams now. Even having done one. But I
am just amazed at the longevity the character of Jason has had. I think it is a
genre that just regenerates itself. It always seems to be popular amongst
teenagers. And I remember that's when watched a lot scary movies. But to see
this go on, to see all the writers and directors and actors that have gotten
their start in the Friday the 13th movies, it is a lovely thing. I think
it offers a great opportunity for a lot of young filmmakers to learn and grow.
So I hope it continues. 




DANA
KIMMELL, "Chris," Part 3: 


Supposedly, when I killed Jason that was going to be it. We never dreamed
it would go on and on and on. We had no idea it would still have this
following. I'm just amazed that, after all this time, people are still so
involved and watching these movies.




CATHERINE
PARKS, "Vera," Part 3:


I remember, I had a moment on the set of Part 3, it was very
strange. All the cast were standing around talking, and I remember looking off
to my left into the sky and seeing this sunset. And having this incredible
feeling of dÃ©jÃ  vu. Like, this was meant to happen. Or this was supposed
to happen. Sometimes people say dÃ©jÃ  vu is a psychic dream. But it was
just this incredible feeling like, "I'm supposed to be here. And everyone here
is supposed to be here." Maybe my subconscious was saying, Hey, this isn't it.
There's more to come. 


But if someone had told me back then, when we were shooting, that these
films were going to go on and on, I never would have guessed that. I don't
think at the time, when I saw the hockey mask, that it struck me that this was
going to be something so iconic. Now, I can see why. It just seems to be that
kind of film that never dies. But I also see, in the future, that there is
going to be more of a sense of humor with it, too.




Today, I travel all over the
country signing autographs at conventions honoring the cast members. I
meet people from all over the world. And it was a jaw-dropper when I first started
doing it. I am very proud to be a
part of something that has lasted so long, and I am very happy to be able to
meet so many fans. It has been a wonderful experience.




PETRU
POPESCU, Screenwriter, Part 3: 


If you like horror, you're very young at heart—even a child. People who
are older never liked horror movies, anyway. It's not realistic, for one, but
it's not good for the psyche. They'd say, "Why would I waste nine dollars and
two hours on something I'm trying to shut out of my psyche?" Because if you
start to have a lot of internalized experiences with death, like an adult
will—you start losing loved ones, and you come to accept your own mortality—you
are no longer curious, while a kid is always curious. That's why Jason
continues to appeal to these new generations, and will probably keep on going
and going.





Documentarian Daniel Farrands snapped numerous behind-the-scenes pics during the making of the 2009 Deluxe Edition DVDs of the Friday the 13th films for Paramount Home Entertainment. Clockwise from top left: directors Danny Steinmann (left) and Joseph Zito hang out during their audio commentary recordings; Jason Takes Manhattan's Jensen Daggett and Scott Reeves reunite for the first time in over 20 years; Farrands and Final Chapter's Kimberly Beck; Part V's dueling Jasons Tom Morgan (left) and Dick Wieand make nice.


STEVE MINER,
Director, Part 2 & Part 3:


Younger people tend to understand that genre films are meant as a piece
of entertainment, in a nightmarish sort of way, but in a fun sense. But then
there are older people, including some critics, who don't understand that
concept and never will. A perfect case in point is a scene I did for Friday
the 13th Part 3, this terribly silly scene where Jason takes a guy and
squeezes his head together hard enough so his eyeball pops out. I can't imagine
that anybody has been inspired to go out and squish somebody's head until their
eyeballs pop out. I'd like someone to prove this and I'll never do a violent
scene again.


I still feel that I made the right choice
in directing my two Fridays. Without sequels, we wouldn't have a movie
business. And I was able to use Friday the 13th as a training ground for
the career I have today. I've had practically every job there is in film
production, from being a gofer to being one of the most influential people on
the set, as an editor, producer and director. Doing so many jobs in film is
really a broadening experience. You learn so much—about yourself and the
moviemaking process as a whole. What more could I ask for?




BONNIE
HELLMAN, "Hitchhiker," The Final Chapter: 


I was teaching pre-teen kids right after I did The Final Chapter.
And they loved to play make-believe—every single thing we did had to have
Godzilla and the Grim Reaper in it. So they're already aware of death. And Friday
the 13th is played out in an entertaining, non-realistic way. Jason's a
monster. He's not a real person. Look at the old Frankenstein movies—they're
meant to make you scream and throw your popcorn in the air and have a good
time. It's like being on a rollercoaster. 




TED WHITE,
"Jason Voorhees," The Final Chapter: 


Right after I finished The Final Chapter, I went on to do Starman
with Jeff Bridges. I played the hunter at the roadside diner who gets in a
fight with him. And we were down in Mississippi late one night, and the local
newspapers were interviewing Jeff. Then the director called him off to do a
shot, so Jeff said, "Talk to Ted, he just finished a show." And they turned to
me and asked, "What did you do, Ted?"Â  I said, "Oh, I did a little nothing
picture." And they went, "Well what was the name of it?" And I said, "Friday
the 13th. I was Jason." 


Well, the next night we came out to finish shooting, and they must have
put that in the paper because all of a sudden there are tons of cars just
jammed all around the location. Jeff said, "Jesus Christ! You're going to have
a sore hand before the night's over with, buddy." Because there were all these
kids, just lined up to come and get my autograph. I had no idea when I did the
role how many young people loved Friday the 13th, and that they were
even allowed to watch something like that.




CAREY MORE,
"Terri," The Final Chapter: 


Why are people still interested in Friday the 13th? Is it symbolic
of a certain period of life? Or just a cult phenomenon? I can't think of a
thing. What is funny for a lot of us who were in these movies is that you just
have a laugh about it now. It was never anything more serious than that. I
haven't taken anything of Friday the 13th with me in my life since then.
I'm certainly happy I did it, but it just means a lot more to other people than
it ever meant to me. So it's really flattering that all these kids say such
nice things about me, and they're complete strangers! I really can't understand
why, but it's great. 




BARNEY
COHEN, Screenwriter, The Final Chapter: 


After The Final Chapter, my career could have gone either way. I
could have become the great "undiscovered cult drive-in classic writer," or the
one that everybody in Hollywood only called to do horror movies. Guess which
way it went? I ended up writing nothing but horror scripts for six or seven
years. Now I could boo-hoo that, but the truth is I was happy to be working and
I'm still happy to be working. You know that great song, "I'm Still Here?"
That's my national anthem. Because a lot of us aren't here anymore.




JUDIE
ARONSON, "Sam," The Final Chapter: 


Always read your scripts before you accept the part. Never accept any
part that takes place in water for long periods of time—I'd make sure to put
that in the contract now. Seriously, that is what I definitely got from Friday
the 13th. And that it was my first movie, it was a lot of fun, and I worked
with a group of really nice people. 




BARBARA
HOWARD, "Sara," The Final Chapter: 


I'm just amazed, because the Friday films still show up regularly
on TV, especially around Halloween. Most of the residual checks I get now are
pretty small, but it is still a nice little bonus to get every year. I call it
my blood money.





In 1993 and '94, Berkley Books published four original Friday the 13th young adult novels by William Pattison (under the pseudonym Eric Morse). WhileÂ copies of these long out-of-print books remain hotly sought-after collector's items among Friday fans, the author takes umbrage with the publisher's perceived lack of support for his Jason quadrilogy. "I thought I was going to be going to horror conventions and doing book signings," complains Pattison. "Hell, I even thought there was going to be another series of four books." Years later, Pattison's enthusiasm for the series was rekindled after visiting a fan website which featured a section on his young adult books. "I was overwhelmed. For the next eight months I was inundated with emails from fans who were looking for my books. Eventually, these emails inspired me to start 'The Official Bring Back the Friday the 13th Young Adult Novels Series Campaign.' I started this campaign to convince Berkley Books and New Line Cinema to either reprint the young adult novels or start a new series of books based on Friday the 13th." In 2005, Pattison got his wish—sort of—when a brand-new series of rival young adult Friday the 13th books was published by Black Flame.


KIMBERLY
BECK, "Trish Jarvis," The Final Chapter: 


I remember being humbled by my Friday experience, because it was a
lot of hard work, and there wasn't an incredible amount of money to be made. It
was union scale plus ten percent for my agent. I even tried to get more money
from the producers, and they just laughed.




JOAN
FREEMAN, "Mrs. Jarvis," The Final Chapter: 


You know what's funny about Friday the 13th for me? I've never been
recognized for being in that movie, not even once. But I did get a call a few
years ago from a friend of mine saying, "Did you know that you're listed on the
Internet as having committed suicide?" I guess some person went onto a website
with bogus information—there was another Joan Freeman who was an agent at one
time, and apparently she did kill herself. So I just want to set the record
straight and say that the rumors of my death are greatly exaggerated. No, Friday
the 13th did not kill me off!




JOSEPH ZITO,
Director, The Final Chapter: 


A number of my films have been sequelized and, of course, The Final
Chapter was a sequel itself. It's a very strange thing as a director,
looking at the movies that follow yours. I don't want to send the wrong signal,
because it's not that you wish you had made them, it's just that you wish
nobody had made them. 


Still, I'm flattered by what has happened with Friday the 13th. I
thought it was cool that the character of Tommy Jarvis continued, because it
was something that I had wanted to do with the story. But I can't say I'm
responsible for any of this—it's very hard to feel a proprietary stake in it.
It's just that my film worked for some audiences, and that's all I was ever
trying to do—make an effective movie. If a byproduct of The Final Chapter
was that the series has since lived on far beyond my one movie, well, that's
great.




COREY
FELDMAN, "Tommy Jarvis," The Final Chapter & Part V: 


I'm not a big fan of blood and gore. I'm more peaceful than that. But the
reason I like the Friday the 13th movies is because of the intelligence
behind planning them. And none of them try to be too serious about it, but at
same time end up being pretty damn good. Of course, that goes up to Part V,
and after that I refuse to comment.


Of course, the question I get more than anything else is, "Aren't you
upset that you didn't get to play Tommy in Part V?" Well, I was only a
kid, so I couldn't have done it. Then they say, "Well, why don't you do it
now?" So I always respond that if I had my druthers, they should do a Friday
the 13th Part 20 and skip over all the middle ones. Just pick up the
plotline after Part V and have me come back as Tommy Jarvis, and Jason
and I have a final confrontation. I think that would be a lot of fun.




JOHN SHEPHERD,
"Tommy Jarvis," Part V: 


I look at Part V now and I have a few issues with it, but when I
decided to do the film I fully committed to it. I didn't look back. As a
result, I'm very happy with the work that I did, and the relationships that I
kept. This movie gave me an opportunity to take the training that I had, follow
my heart and do the best I could. It doesn't matter that some people discount
that now. Because rewards will come, even if they are not immediate. In many
ways, Friday the 13th was a big turning point for me—it took me in
totally new directions. And it taught me never to discount the gifts that you
are given. For me, Part V really did open up a new beginning. 




DICK WIEAND,
"Roy," Part V: 


I had been running away from Jason for a long time. My marriage to my
second wife lasted 15 years, and I didn't even show her the movie until the 14th
year. But then I realized that, like it or not, I wear the mantle for this
part—I might as well embrace it. That's why I started doing the autograph shows
and things. I've met some people who are huge fans of these movies, and across
all age groups. I'd even say there has been resurgence in the past few years.
Some really diehard fans even come up to me and say, "Part V is my
favorite in the series, because it's just so freaky, so quirky, so weird." It
amazes me that people actually have affection for this piece of crap.





Left: On January 21, 2005, actor Steve Susskind (right) suffered fatal injuries in an automobile accident in Mission Viejo, California. He was 63 years old. Although best known to Friday fans for his portrayal of Harold in Part 3, Susskind had appeared in over 30 motion pictures. The actor was eulogized by family and friends in a special retrospective of his work in the month following his untimely death. He also appeared at a special anniversary screening of Part 3 at the Nuart Theater in Los Angeles on August 12, 2003 (pictured, with co-star Richard Brooker.) "Steve loved the fact that Friday fans were interested in his funny character Harold," said the actor's stepdaughter, Lauren Walker. "And I know he had a great time at the Nuart screening. It was a great night. Steve is and will always be missed by his family, friends and, as we have discovered, his 13th fans."


JULIETTE
CUMMINS, "Robin," Part V: 


My friends tell me that I should be proud I did all these horror films,
including A New Beginning. Because someone believed in me, and I got to
do a few major motion pictures. And you have to start somewhere. So you should
always be proud of what you have done. 




TIM SILVER,
Producer, Part V: 


I was always very close to my father, who lived in Cleveland at the time
I did Part V. He was a doctor and a public health official for a large
portion of the state of Ohio. And he was interviewed right after the film came
out, and they asked him about me. "I understand your son is in Hollywood
producing movies." And he said, "Yes, he is. He produced something called Friday
the 13th and I went to see it a couple weeks ago and it was the worst thing
I've ever seen in my life. But the next time Tim called me, he didn't call me
collect."




MELANIE
KINNAMAN, "Pam," Part V:


It appears I had the worst director and the worst movie of the Friday
the 13th series. Although some fans tell me that the later movies were bad,
too. I didn't know Danny Steinmann had come from porn—I only found out 20 years
later. Even if I had known that going in, I still probably would have done it.
But what ended up happening was that my agent wanted me to just deep-six Part
V and not tell anyone I did it. So that kind of ruined it for me because I
didn't use the credit for a long time, and I should have. In terms of my
career, it didn't help me or hurt me.


For a long time after I wanted nothing to do with Friday the 13th.
People had started contacting me for interviews and things, and then
conventions started calling me. Eventually, I got contacted by Paramount to do
something for a DVD release. I said, "Call me back, I need to think about it. I
don't want anything to do with Friday the 13th." I told them point
blank. So my agents said that if I wanted to do it, I should, but let's
negotiate. But Paramount wouldn't pay me. And they were so rude on the phone.
I've also been contacted for other documentaries. But I would always just say
no. What finally turned it around for me was when I found out someone had been
selling my autograph. A fan had contacted me and sent me a picture, asking, "Is
this your autograph?" And I said, "No. I'm sorry to tell you, this is not
authentic." Now I'm pissed. So I decided to start my own official website. I
bought up my domain and everything. And I was contacted by an agent, and he
talked me into appearing at conventions. I did my first one, and I was really
nervous about doing it. But I was shocked by the long line to get my autograph!
I thought, well, I'll make some money off of this, because it did hurt me in
other ways. 


Today, I do have warmer feelings about Friday the 13th. I was the
lead, I got to do a lot of things, and how often as an actor—unless you're in
the theater—do you get to work six straight weeks? I am still startled by the
popularity of it. Everyday, people still write to me online. And they're rabid.
And these are not all crazy people. I remember at one of the conventions, some
kids from Yale came to meet me, and they were really intelligent and so
passionate—they really wanted to hear everything I had to say. I still don't
think what I have to say is that important, but I realize it is really
important to the fans. 




DEBISUE
VOORHEES, "Tina," Part V: 


I stopped acting in my early twenties. I was going to auditions, and I
started to see all these women in their forties who were showing up for the
same roles I was. They'd had breast jobs, were wearing too much makeup, and
would put baby oil all over themselves and glitter in their hair. I just
thought, "I don't want to be that woman. I don't want to be so afraid of not
getting the next part that I'm cutting up my body." You can't stop aging. It's
a reality. So I came home, went back to college and graduated with a Journalism
degree in the top 10 percent of my class. I'm really proud of that. And I've
been working now in Texas for 10 years as an entertainment journalist.


I look back on Friday the 13th with fondness. Even when I did Part
V, I knew I wasn't doing a serious film. Was I entertained by it? Yes,
because I knew the people and kind of laughed at it. Personally, I don't think
it was a great film or anything. And I'm not sure I understand the popularity
of Friday the 13th. But it is kind of neat that so many people do really
enjoy them. What I take the most pleasure from now is talking to the fans. You
don't know how sweet some of them are—they'll write me these letters and send a
picture for me to sign. Some of them even say, "Oh, you're such a big movie
star!" I'm like, "Well, not exactly." But to them, I am. It's just so cute.





Just one of the many officially-licensed extensions of the Friday the 13th universe, Friday-inspired comic books continue to be top sellers. The franchise has gone onto spawn popuar comic series by such companies as Avatar and the DC Comic imprint WildStorm.


TIFFANY
HELM, "Violet," Part V: 


I think one of the biggest thrills in my professional life was a couple
of years after I did Part V. I was working for designer Stephen Sprouse
and I got the opportunity to meet Iggy Pop. I was totally tongue tied. But
instead of me having to embarrass myself, he said, "Wow! You were in a Friday
the 13th!? How cool!" I was totally shocked. So I am quite proud to have
been a part of classic American camp.





JERRY
PAVLON, "Jake," Part V: 


I am actually now a fourth grade school teacher at a private school on
the upper west side in New York. And recently, one of my students had surfed
the Web and hit the jackpot. He came into class one day and said, "Mr. Pavlon,
I understand you were in Friday the 13th." And of course, upon hearing
this, my entire class went berserk. Every single one of them freaked out in
excitement. They asked a thousand questions. That is something of a testament
to Friday the 13th. And tells you a lot about their success in this
culture, I guess.




DOMINICK
BRASCIA, "Joey," Part V: 


I have friends that work at video stores, and they tell me that every
year on a Friday the 13th, and on Halloween, that their Friday the 13th
videos are all gone—the shelves are empty. People have little marathons. So I'm
actually happier to have been involved with a Friday the 13th than if I
had been in some movie that was really big for a few months and then just
disappeared. It's exciting to be involved with a phenomenon that constantly
rejuvenates itself. 




SHAVAR ROSS,
"Reggie," Part V: 


This thing is still popular. I get emails from people all over the world
who love it, which is amazing because Part V wasn't a big blockbuster.
Yet I still have people recognize me on the street. They say, "Dude, man, I
remember you! You're Reggie the Reckless!" Then there are people who review the
films and send out questionnaires. Or send me lots of drawings they have done
of me. Don't ask me why. It's just really weird!




VINCENT
GUASTAFERRO, "Deputy Rick Cologne," Part VI: 


I still have people who write to me and ask for autographs. It's bizarre.
I mean, if you saw this movie in theaters you have to be forty years old by
now. But I don't care. I'll always respond and send a signed picture. 


I also have two teenage sons now, and their friends come over and want to
watch retro horror movies. Then they find out I was in Jason Lives and
they're like, "Oh my God—your dad was in a Friday the 13th movie?" They
think I'm the coolest guy alive.




GABE
BARTALOS, Special Effects Makeup Assistant, Part VI:


Part VI happened very early in my career, so it didn't
specifically lead to other things. And I was just a crew guy. The front credit
on the film—the banner credit—is really Reel EFX, and it's really Martin
Becker. And that's the way it should be. So for me, at the time, it was more personal
satisfaction in being attached to Friday the 13th. But I think as the
years go on, fans are interested in everyone who was involved in some capacity
with the movies. Especially since a boss man is not always doing the hands-on
stuff. He is usually smart enough to hire specialists who can excel in
different areas. So when the fans really begin to scratch the surface behind
these movies, it does lead to a lot of questions and excitement being directed
to those of us who were involved in it.Â  So it's a nice thing to be a recipient
of. 




CJ GRAHAM,
"Jason Voorhees," Part VI: 


There is probably no horror character in this world right now that is
more well-known than Jason. I can walk up to anybody, and they will go, "You
played Jason? You've got to be kidding." You have more notoriety playing that
part than any horror character you can think of—maybe even Michael Myers, maybe
even Freddy Krueger, certainly Leatherface. Trust me—if you say you played one
of those parts, they may not know you, the person, but they definitely know who
you were in the movie.





One of the more beloved pieces of official Friday merchandising amongst fans, SEGA's videogame adapation of Friday the 13th was one of the now-defunct console's most consistent sellers. Not based on any specific entry in the film franchise, gamers piloted an intrepid Camp Crystal Lake counselor as they searched spooky cabins for campers and avoided the machete-wielding Jason before, eventually, doing battle with the disembodied head of Mrs. Voorhees herself. 


JON
KRAHOUSE, Director of Photography, Part VI: 


I think digital technology is a wonderful tool, but an awful lot of kids
today don't understand the visual grammar and storytelling methodologies that
have come before. I think the heyday of Friday the 13th was the end of
the era of the practical, onscreen magic trick because, sadly, that's not what
sells tickets anymore. Although I will say that I think the success of movies
like The Sixth Sense and The Others is heartening. It shows
people have brains and the patience to enjoy a good story, and that if you make
a movie that respects the audience, they will still turn out. At least, that is
my hope.




BRUCE GREEN,
Editor, Part V & Part VI: 


What's interesting about the whole backlash against Friday the 13th
is that these movies should actually be embraced by Christian Fundamentalists.
The formula is: teenage couple has sex, teenage couple dies. They should be
shown in every church in the Midwest. Seriously, there's no violence against
women in Friday the 13th. There is only violence against teenagers.
There is not a specific misogyny. You don't watch those movies and say, "That
director and that writer hate women." Frank Mancuso, Jr. told me that the
purpose of these movies is this: opening weekend, teenage boys want to see them
on their own. Then the second weekend, they bring their girlfriends, so they
can be macho and not jump out of their seats. But the girlfriends will scream
and jump into the guys' arms, and then the guy can cop a feel. As a guy, I
think that's fine. Although, ask a teenage girl and see what she thinks.




DARCY
DEMOSS, "Nikki," Part VI: 


I think the people who rent these kinds of movies are responsible for
themselves, and if that's their entertainment, so be it. Who am I to stop
anybody from freedom of choice? I don't really have any concerns. I enjoy what
I do, I'm very blessed, and people seem to like the films, so why not? Go with
it. 




DAVID KAGEN,
"Sheriff Garris," Part VI: 


Kids feel weak in our society. They're in an adult world and they don't
know the rules and they don't have control. So maybe to some extent, by
identifying with superheroes or supervillains like Jason, they're responding to
the idea of power. All the unpredictableness in these movies mirrors that loss
of control, but then there is that relief when it finally works out in the end.
When the teen hero finally prevails through all the madness, there's a sense
for the audience that, "I too can prevail."




KERRY
NOONAN, "Paula," Part VI: 


Maniacs who come and kill teenagers in parked cars have been a staple of
urban legends since the 1950s. And those are morality tales, too, because if
they hadn't been making out, they wouldn't be in danger. I don't think Friday
the 13th itself was ever an urban legend, but it certainly has created its
own mythology and story that people recognize. People now say about a clichÃ© or
a convention in a movie, "Oh, that's like a Friday the 13th." I think
the original blueprint of the movies incorporated certain motifs and themes in
a powerful way, and they're still obviously speaking to people.


I think what the franchises that have been the most successful—Halloween,
Friday the 13th and A Nightmare on Elm Street—have in common is a
really scary killer that people find just plausible enough. They're not really
believable, but people find them scary because we are of the generation who
grew up knowing of faceless men who would kill you just as soon as they look at
you. My mother always said, "Don't take candy from strangers!" These kinds of
fears of serial killers were very much part of the collective consciousness of
the time that created the Friday the 13th movies. I know that's what
affected me as a kid. That was what I was afraid of. And that fear has not gone
away, because it seems we have more people like that than ever before. 





Jason Voorhees continued to make headlines when, on December 22, 1989, one of the original hockey masks he wore in Friday the 13th Part VI: Jason Lives was stolen from the front porch of famous shock filmmaker John Waters. The director of such "trash classics" as Pink Flamingos and Hairspray, Waters received the mask from Friday producer Frank Mancuso, Jr., and it was intended as a Christmas gift for Waters' longtime friend Dennis Dermody (right). After a few fretful days, Waters eventually received a call from the police department that had retrieved the mask from a nearby mailbox. "I think it was a prank thing," says the legendary director, who listed the value of the mask as "Priceless" on the original police report. "There was a frat house next door to me, and when the story got in the papers, they must have freaked out. So they slipped it in a mailbox and anonymously called the cops. But there had been a rash of letter bombs at the time, so the police had to dismantle the whole mailbox just to get the mask out." For Dermody, an avid fan of Friday the 13th and a noted social commentator who has written numerous articles on the series for such magazines as Paper and Interview, Waters' gift was a dream come true. "Immediately after we got the call, John and I drove all the way down to the police station," says Dermody. "I sang 'Ki, ki, ki, Ma, ma, ma' the whole way. Then when we got there, the cops were all waiting for us because they were so excited. I pulled the mask out of the box, held it up high and they all cheered!"


TOM
MCLOUGHLIN, Writer & Director, Part VI: 


I'll tell you two different sides of the coin about doing a Friday the
13th movie. 


A number of years after I did Jason Lives, I was watching an HBO
special about teens who kill. They had this boy on there who was about 14 years
old. They asked, "Why did you kill your friend's mom? What could have possibly
been going through your head?" And he said, "Jason, man. I was thinking like
Jason." It really affected me—could a movie like this truly influence somebody?



The other side of the coin was that I was once directing a play up in San
Francisco, an all-out comedy. One night, after a performance, somebody was
waiting for me, this very professorial guy. He says, "Are you the director?" I
said, "Yeah." He says, "I noticed on your credits that you did one of the Friday
the 13th movies." And I immediately started making excuses. "You know—it
was a fun thing, blah blah blah." And he said, "I didn't see the movie, but I
just wanted to thank you." I was stunned for a second, and then I asked, "Why?"
He says, "Well, I'm a psychologist and we have a clinic up here in San
Francisco where we work with disturbed kids. We have them put on these Jason
masks and they take out their aggressions on stuffed dummies. By not being
themselves and venting what they feel through this character, we've had a lot
of wonderful breakthroughs. I just wanted to thank whoever is responsible for
this." Boy, was that something I didn't expect to hear. I was just so blown
away that somebody of authority and experience thought Friday the 13th
was a positive thing.




JOHN CARL
BUECHLER, Director, Part VII: 


My argument has always been that what we do isn't new. You can go to any
church across the world and see an effigy of a man nailed to a cross with a
wound in his abdomen and a crown of thorns stuffed into his forehead. There is
tremendous impact in creating visions of visceral horror, and you do it for
that reason. The impact of images has sustained entire sects of religions for
centuries. So to limit the artist is a false thing. Because if you legislate
our ability to tell stories and take that away from us, then someone in another
country, someone in the marketplace, is going to use those tools anyway. 


We are artists who use this medium to tell stories, and even though they
may be over-the-top, the horror film is the first true story—of the hunter who
went out after the wolf. It was fraught with danger and anticipation. He
struggled, he may have been wounded, but he won. Then he gathered the other
hunters around the fire and told the story.Â  It's not a bad thing to tell
people a tale of horror.


When you talk about the Friday the 13th movies, when you talk
about Nightmare on Elm Street movies, or Halloween movies, or
Frankenstein or Dracula—they have all become icons. Think about it: after Jason
Takes Manhattan, they stopped making Friday the 13th movies. They
became "Jason" movies—Friday the 13th is not even in the title anymore.
And people dismiss these movies out of hand because they are just little
low-budget horror movies. But you know what? These are going to be the classics
for a new generation, and they will live forever just because there are so many
of them. I think that the Friday the 13th movies are a piece of history,
and I am proud to have been a part of it.




LAR PARK
LINCOLN, "Tina," Part VII: 


I think Friday the 13th works in the same way that soap operas
work—we crave a story that continues. You find a show that you love, then you
follow it, it restarts the next year, and eventually it ends. Then eventually
it comes back for the reunion special. And wouldn't it be neat if we could see
where our lives are going to go, like it was an episodic television show? 




BILL BUTLER,
"Michael," Part VII: 


One thing that is really cool about being in a Friday the 13th
movie is that, inevitably, every actor in Hollywood has been in one, too. And
when you run into each other, it's like there's this weird mind-meld. You just
look at each other and go, "Oh, you were one of Jason's victims, too!"




BARRY
ZETLIN, Editor, Part VII: 


When people want to see scenes of stuff I've done, I still always include
a scene from The New Blood. One, I think it was very well cut, and two,
I think it's very recognizable and a film that everybody's heard of. I'm proud
of it.




DARYL HANEY,
Screenwriter, Part VII: 


I had never looked up anything on the Internet about Friday the 13th
before, but then one day I was just kind of curious so I logged on. I was
really blown away by how many sites there were. I went to one of the message
boards and it was all these really young teen and pre-teen kids. They were all
flirting on the board. They'd be writing to each other about these personal
problems in their lives: "I think I'm going to kill myself! My dad has grounded
me for the next two months!" And they were naming themselves things like
"Jason's Right Hand." It was kind of touching, actually.


I think Jason's appeal to all these kids has something to do with sexual
awakening and hormonal hysteria. About facing up to adult responsibility for
the first time, and all the fears that go with that. That is a universal part
of the human experience. Movies like Friday the 13th will always be
there for that time in your life when you need something to help get you
through it.





He's out there... somewhere. Can you spot the young Jason Voorhees in this 1957 Camp Crystal Lake camper group photo created by Crash Cunningham? (For more of Cunningham's Friday the 13th "fictionalizations," see the Galleries section at the end of this book.)


ROB HEDDEN,
Writer & Director, Part VIII: 


You can't please everybody. I got a hate letter for Jason Takes
Manhattan. It was really scary. It involved having my balls cut off. That
it was the worst piece of shit ever and I should be giving blow jobs instead of
making movies. Then, at the end, it says, "But at least it was better than the
last couple of Friday the 13ths..." 


I learned many, many lessons, both personally and professionally, from Jason
Takes Manhattan. Technically, I was allowed to try all sorts of things,
with equipment and style and lighting. I also learned—through mistakes—how to
communicate better with people. Actors as well as crew. I'd like to think that
I learned from other people who were very talented, and it rubbed off by
osmosis in some way. And it inspired me to continue doing what I do. I left
that movie and thought, "There are things I'm very proud of in Part VIII,
and there are things I think I can do even better. So I'm going to keep doing
this for a living, I'm going to keep writing, I'm going to keep directing, and
I'm not going to ever give up."


I thank Jason Takes Manhattan, because that was a major hurdle for
me. It will always be my first movie, and I will always smile when I think
about it.




STEVE
MIRKOVICH, Editor, Part VIII: 


I have done a few horror movies, and I am not afraid of doing more. It is
a fun genre to work in. It is not always the biggest money or the most
prestigious, and you are never going to win an Oscar. But nothing is more
satisfying than watching the reaction of an audience being scared to death. You
do not always get those opportunities with conventional love stories or action
pictures. There is just something about the electricity that goes through a
crowd when they know something is about to happen, and then you get to spring
it on them. It's a terrific feeling.




SHARLENE
MARTIN, "Tamara," Part VIII:


The continued success of Friday the 13th just shows there is still
a huge desire for it. I think we all want to escape—day-to-day life can get a
little monotonous, so it's fun to live through these characters. It is scary,
but we also know it's not real. So that's the fun part about it. 


For me, Friday the 13th, it's been a wild ride. It has been 20
years since we shot Part VIII, and it is amazing that there is such a
loyal fanbase. We're all so appreciative of that. I mean, I still get fan mail!
It's fantastic. I'd like to say I can speak for everyone involved with our film
when I say I think we're all just really proud of what we did. We continued the
legacy, and we're happy about the end result. I certainly don't look at Friday
the 13th as a negative day. It really helped my career at the time, and
launched a lot of other opportunities for me as an actress. And working with
Rob Hedden, he's just so lovely, so it was an amazing experience. For me, it's
a lucky day. Friday the 13th will always be something that I remember
with great fondness.




KELLY HU,
"Eva," Part VIII: 


You really can't go wrong with doing something like Friday the 13th.
It's a fun franchise to be a part of. To this day, I still get people asking me
for autographs. The fans are really the most important part of doing
this—knowing that Friday the 13th is one of these cult franchises that
people are going to remember for a very long time. Once you become a part of
something like this, you know you'll have fans who will follow your career and
always be very supportive. Friday the 13th fans stick with you forever.




ALEX DIAKUN,
"Deck Hand," Part VIII:


I've been working for 35 years, and only once in a while will people say
they like that character in Part VIII. And they are always horror fans. But
I remember even at the time we made the movie, Rob Hedden told me that I'd be
quoted a lot as that character—that the fans would remember him. 


The only thing is that I kind wish there wasn't so much lost. We shot a
lot more than what was used, and I wish there was a better set-up. Maybe a
chase and a fight with Jason or something before my character dies? But still,
it's fun to be part of the Friday the 13th series. I don't mind it at
all. 




JENSEN
DAGGETT, "Rennie," Part VIII: 


I learned so much about life, acting, and being a responsible adult from Jason
Takes Manhattan. I know that it left me with a desire to work harder, and a
love of taking jobs on location. I also learned a lot about teamwork and
professionalism. So I am very happy that I took that job.


If nothing else, it has made me a cool aunt to my nieces, who force their
friends to watch it at slumber parties. And I am sure that one day my son will
be equally impressed. Who knew?




SCOTT
REEVES, "Sean," Part VIII:


It's just unbelievable to me what that franchise has created, as far as
what an incredible fanbase it still has. It is its own entity. But it didn't
really hit me until people started say, "Man, you killed Jason!" I forgot, just
about everyone else got killed in previous episodes, or the survivors from one
movie would die in the next. So it was pretty cool to think that I was one of
the only male characters, too, to take Jason out. For a certain amount of time
anyway. I did this movie 20 years ago, and people are still coming up to me now
going, "Man, you were in Friday the 13th!" And I'm finding that it is
through my music career where I get most of requests for pictures and
autographs. Sometimes at our band's shows we'll do a signing afterward, and
people still bring me the DVD of Part VIII to sign. It just blows my
mind.


Jason and Freddy, these characters have become iconic, like Dracula or
Frankenstein. I don't think anyone anymore goes camping in the
woods, and doesn't think for a second, "Is there a crazy killer out here? That
has been dead at the bottom of the lake for 30 years and is gonna come crawling
back and kill me?" It's just pretty cool to be a part of something that will
probably live on forever. I think Friday the 13th, it has a place in
history. So to be a part of anything that is probably going to be around
forever, it's an honor. 




JOHN D.
LEMAY, "Steven Freeman," Jason Goes to Hell & "Ryan Dallion," Friday
the 13th: The Series: 


Whatever else happens in my life, I'll always be remembered as one of the
survivors. And I'll always be able to say that I helped kill Jason. Not too
many people can say that. 




ERIN GRAY,
"Diana Kimble," Jason Goes to Hell: 


For as long as I've known him, Sean Cunningham's always been mentoring
kids. Telling them, "Sure you can do it!" Making them believe in themselves. I
did a short film for him, and the whole thing was made by college kids. Sean's
like, "Let's do it in my driveway, and we'll have a thunderstorm and we'll get
a hose and we'll make it work!"Â  That's so Sean. He's always had this attitude
of, "Let's just go do it!" And somehow, he makes it happen. And that's a wonderful
gift, it truly is. I think what I remember most about my Friday
experience is being in Sean's presence and feeling that energy on the entire
set and being part of that joy and playfulness—you don't always get that on a
film set. I guess I learned, "Don't take life too seriously. None of us are
gonna get out alive." That kind of said it all.




KARI KEEGAN,
"Jessica," Jason Goes to Hell: 


After Jason Goes to Hell, I said, "If I never work again, at least
I can say I had one moment where I was in the company of great talent." I'll
probably never win an Oscar; I'll probably never win an Emmy—and that's okay. I
got to do a major movie and it was seen by millions of people. There were some
things about the film that weren't so great, but in general I walked away
going, "I did something that so many people would kill to do." 




GREG
NICTOERO, Makeup Effects Supervisor, Jason Goes to Hell: 


It always intrigues me that so many people had such a backlash towards
these movies, and always stood by their guns that violence in cinema instills
violence in its audience. I never believed that adage. Because if that was
true, why wouldn't the converse be the same? Couldn't we show Disney movies to
a bunch of convicts and rehabilitate them?





One of the largest reunions of Friday the 13th cast and crew ever assembled, MonsterMania 2009 brought together nearly two dozen alumni from all eleven of the original Friday films. Top row, left to right: Richard Brooker, Ken Kirzinger, Ted White, CJ Graham, Kane Hodder. Middle row: Larry Zerner, Kimberly Beck, Erin Gray, Kevin Spirtas, Lar Park Lincoln, Adrienne King, Steve Daskawicz, Betsy Palmer. Bottom row: Dick Wieand and Ari Lehman.


STEVEN
WILLIAMS, "Creighton Duke," Jason Goes to Hell: 


It got me an interview for this book. This is the payoff for Jason
Goes to Hell.




KANE HODDER,
"Jason Voorhees," Part VII, Part VIII, Jason Goes to Hell
& Jason X: 


Friday the 13th has been a tremendous boost to my career, and the
best part of my career. It really has. There are lots of side opportunities
that have happened because of it. And the thing that will always be in my favor
is that I don't believe anyone will play Jason more times than I did. Maybe I'm
not the most recent, but I don't anticipate anyone else ever doing more than
four movies, if they even go that far. That feels good. 




CHUCK
CAMPBELL, "Tsuarnon," Jason X: 


When you're an actor, people will always ask you what you've done. And I
always include Jason X, because not only was it fun to make, but
everyone knows Friday the 13th. Trust me, they don't care if you have
played Hamlet, but they sure want to know all about Jason.




ETHAN WILEY,
Song Composer, Jason X: 


I think Friday the 13th came along at the right time, when the
horror genre needed to be brought back to its most elemental aspects. From
Vincent Price and Boris Karloff onward, horror has always had a very theatrical
and fantastical side to it. But Friday the 13th and Jason, similar to Halloween
and Michael Myers, stripped that all away and became about cold, stark evil
with no apologies. I think they pulled people back to that primal fear of the
bogeyman, of the fear of that thing in the dark that is relentless, that you
can't reason with. Back in the old days, maybe you could reason with Boris
Karloff or Vincent Price. But you can't reason with Jason.




NOEL
CUNNINGHAM, Producer, Jason X: 


I have a theory. I think one of the big allures of Friday the 13th
is that it came at a time before HBO, before Showtime. It was the only place
you could see really cool gore. The Porky's movies capitalized on this,
too. You could see tits and sexually explicit material, and you didn't have to
go to the Pussycat to see a Marilyn Chambers movie. But once you could turn on
"Cinemax After Dark" and see softcore porn in the comfort of your own home,
then all of a sudden the appeal is gone. Now you can click on the computer and
see whatever the fuck you want. But in the early days, you didn't have that
kind of access. I think that is why the kids of 1980 found Friday the 13th
exciting and titillating, and the kids of today probably find it boring.




TODD FARMER,
Screenwriter, Jason X: 


If it were ten years later and I was now your waiter, I'd probably be a
little bitter about Jason X. But I got lucky. I knew ahead of time that Jason
X wasn't going to help my career—I just had to get over that as quickly as
possible and start writing what I wanted. Then I wrote a spec script that was
very well-received and I recreated my career. But nobody called me up and said,
"Wow! Jason X rocks!" That never happened.Â  




JIM ISAAC,
Director, Jason X: 


To tell you the truth, I don't think Jason X helped me. In fact,
it has been an obstacle in my career that I've had to get over. Since that
movie, when I've gone up for other projects, I've had to convince people of a
lot of things. They'd say, "We saw Jason X and it was fun, but it wasn't
scary. It didn't kick our asses. What happened there?" So I would tell the
whole story of the problems on that movie, but then reassure them that it
wouldn't happen again—that I'm not going to let other people influence my
vision, that the producer has to support and fight for the same things I want,
and that the movie I am initially pitching is going to be the same one that
ends up on the screen. The whole experience of Jason X was really
difficult for me, for a long time. It is only now, a few years later, that I
can talk about it at all.




RONNY YU,
Director, Freddy vs. Jason: 


The only thing different I can sense now is that since Freddy vs.
Jason, I get to read a lot better scripts. I didn't really believe what
people were telling me when I first came to Los Angeles to try and make
Hollywood movies—they kept saying, "The only important thing is the box
office." But I understand now that is so true. I've had bad experiences and
good experiences with my past movies, and the big difference with bad box
office is that people don't return your calls. At least, for now, people are
returning my calls.




PAULA SHAW,
"Mrs. Voorhees," Freddy vs. Jason: 


The late Shelley Winters was a good friend of mine—we were in the Actors'
Studio together and we've been close for 20 years. My generation knows her as
an Academy Award winner, but kids today know her as Roseanne's grandmother on
the Roseanne show. Yet I know that tickles her to death. Now, I'm not trying to
compare myself to Shelley, but I've done a lot of far more serious roles than Freddy
vs. Jason. And we all want recognition, so it's exciting—I never would have
thought I would have found a little piece of immortality this way, you know?
It's my tiny slice of the pop culture pie. I am now part of a tradition that I
had never even thought about.




KYLE LABINE,
"Freeburg," Freddy vs. Jason: 


It's really cool knowing that no matter what happens for the rest of my
life, I'll always have this. Even if I end up selling shoes, I'll always be a
part of this legacy. I also think I've progressed a lot as an actor since Freddy
vs. Jason. I'm still growing, and there are changes in your life. So it's
nice to have this little reminder—I can always pop in Freddy vs. Jason
and instantly be reminded of exactly where I was at that time. 




CHRISTOPHER
MARQUETTE, "Linderman," Freddy vs. Jason: 


I never thought about Freddy vs. Jason only as good for my career—I
thought it would be an amazing experience to be a part of something so big. And
it didn't even hit me until about halfway through the movie—"Wow, I'm actually
making Freddy vs. Jason!" 


It's definitely great. It's definitely something that in thirty years, no
matter how many movies or amazing things I hope I get to do, I'll look back on
it and be so happy I was a part of it. Maybe I'll always be "Chris Marquette
from Freddy vs. Jason," but that's still terrific. There are a million
other films that could be judged as being better than Freddy vs. Jason,
but these movies will always be a part of our culture. Friday the 13th
will always be a standout on your resumÃ©. 




KELLY
ROWLAND, "Kia," Freddy vs. Jason: 


When you're doing music, you have to do tours. You have to go from one
side of the world to another, all the time. But with movies, you film in one
place for a good stretch. I never felt more settled than on the set of Freddy
vs. Jason—it really made me feel like I had some stability. I love my music,
of course, but being part of this film was really cool. I wish I could actually
start over and just have the experience all over again. I was very lucky to
have worked with such incredible people. I was very blessed.




KEN
KIRZINGER, "Jason Voorhees," Freddy vs. Jason: 


I'm certain playing Jason will affect my life, but I don't know if it'll
change it all that much. It's been fun to be Jason for a while, and already I
do get to travel more. But I'm sure they'll be making Friday the 13th
movies long after I'm out of the business. The next guy will come along and put
on the suit and my turn will be over. So I'll be happy if I can just stretch my
15 minutes out as long as I can.




JESSE HUTCH,
"Trey," Freddy vs. Jason: 


In A Nightmare on Elm Street, Johnny Depp was killed in bed. And
in Freddy vs. Jason, I was killed in bed. And after the movie came out,
I actually saw a little write-up that said, "Jesse Hutch ends up dead in a
bed—just like Johnny Depp!"Â  It was such an honor just to see my name in print
next to his. I think that's what all of us hope for when we do one of these
movies. That not only is it another job, and another chance to keep on moving
up and doing bigger and better things, but that we'll end up being the next
Johnny Depp.




MONICA
KEENA, "Lori," Freddy vs. Jason:


I never worried about a Friday the 13th curse until this
interview. Especially these days, because people are peppering their careers
with all types of movies. There are actors who were in Scream who are
doing wonderful, dramatic independent movies. I don't think Friday the 13th
can really hurt you. I don't think any project can make or break your career.
You will probably get typecast if you choose to only do horror movies, but most
actors wouldn't do that.




FRANK
MANCUSO, SR., Former President of Production, Paramount Pictures: 


I believe the success of the Friday the 13th films was, in part,
representative of a communal moviegoing experience. One that, today, is in
danger of disappearing. Because kids used to be the first ones to the theater
on a Friday night to see something new and different. They would be the ones to
establish it, bring it home and talk about it, which then created this kind of
widening of the market: "Boy, I just saw this movie, it's amazing! You have to
see it!" That would then attract people who might not normally come, because
even a great review isn't enough. 


I believe retaining this experience is of primary importance to the
future of the motion picture industry. Movies have to create something that
delivers an emotional resonance, and that needs to be experienced communally.
That reaction was a large part of the success of Friday the 13th. And we
shouldn't allow that to be lost. 




FRANK
MANCUSO, JR., Producer, Part 2—Part VIII: 


If all anyone ever remembered me for was Friday the 13th, would
that bother me? Probably. But my response today would be different than it
would have been six or seven years ago, because I hadn't yet made films like Species
or Stigmata or Ronin. Because I have been able to show other sides
of myself, creatively. 


You have to have perspective. You have to know that different films you
make are going to affect different people in different ways. Friday the 13th
came at a time and a place in certain people's lives when they weren't totally
ready for it, and it hit them point blank. It resonated. And as any kind of
creative being, you want to engage people in a way that sticks. Ultimately, I
have no regrets. If some people still want to talk about and love the Friday
the 13th movies, that's great. Let them have their bliss. People have just
started to relate to these movies in a way that has taken them to a whole other
level. No one can control that. I just want to be gracious and say, "Thanks."
And off we go. 




DANIEL
FARRANDS, Filmmaker & Documentarian: 


When I was 14 years old I was obsessed with Friday the 13th and Halloween.
I spent an entire summer writing a Friday the 13th script which I was
absolutely convinced I was going to sell to Paramount. Being the "professional"
that I was, I sent a query letter to Frank Mancuso, Jr. pitching him my story
and basically telling him why my script would make the best Friday the 13th
ever. Astoundingly, I received a reply from him a couple of weeks later. I
couldn't believe it! In his letter, Frank said that although he was currently
in production with The Final Chapter, he was so impressed with my letter
that it was the first time he'd ever taken time out to respond to anyone
regarding the series. He encouraged me to keep writing and welcomed me to the
motion picture industry. 


For me, a kid from Santa Rosa, California who could only dream of writing
movies, especially horror movies, his acknowledgment was like a blessing from
the Pope. I still keep the letter framed in my office—but I always have a laugh
when I read the part that says, "With The Final Chapter will come the
end of the series and of Jason." And 20 years later, I'm still waiting for him
to buy my script!




JEFFREY
SCHWARZ, Documentarian: 


When Friday the 13th was coming out on DVD overseas, Warner called
me to do a documentary on it—I did the Jason X DVD and a lot of other
horror titles. I thought it was an honor and I didn't want to fuck it up. I
think most producers feel the same way when approached to work on something
they love and that has influenced them.


I can connect it to when I was a 14-year-old obsessed with these movies.
When I was a kid, all I wanted to do when I got home was go to my room and
watch horror movies. I had pen pals who were also rejects, for lack of a better
word. The fact that you can be a reject and kind of revel in it is very
significant for kids. 


I wouldn't have been able to say this then, but I can say it now: I think
seeing these well-developed, healthy teenagers having sex and then being
punished for it by an outsider who was not accepted by them—there's something
very powerful about that image. Especially to someone who himself feels like
they are on the fringes or feels rejected. Personally, it really enabled me to
gain some strength in being an outsider. And that outsider status then prepared
me for a gay outsider status as well—it was the first step in realizing that I
wasn't like everyone else. Because these films' female heroines could function
within the popular-girl hetero world, but they're not going to ever really be a
part of it, they're always going to be outsiders. They're tomboyish. And with
Jason, there was always a sense that he was just really jealous of them, too.
There was a rage there. It runs deep. That's just high-falootin' bullshit, but
that's what I think now.




TONY
TIMPONE, Former Editor-in-Chief, Fangoria Magazine: 


I'm always amazed by the appeal of slasher films. They're very simplistic
and very basic. You don't have the deepest characters or the most intricate
plotting or motivation or anything, but the fans seem to be the most loyal out
of any in the horror genre. They want Freddy. They want Jason. They want
Leatherface. It's amazing. They just satisfy some sort of primal bloodlust in
these young people. They have a hard day at work, then go home and pop in a DVD
of a Friday the 13th film and get out a lot of their aggressions and
hostilities.


Personally, I don't have a real fondness for slasher films, but as the
editor of Fangoria they are my bread and butter. I have to give the fans
what they want. We have been covering Friday the 13th from the beginning
and we are always trying to find new angles to publicize and promote the
movies. Because our readers really love these movies, they grew up with them,
have always supported them and enjoy reading about them. It's never wasted
space.




CYRUS VORIS,
Screenwriter, Freddy vs. Jason: 


It's not about the initial movie anymore, or the franchise. It's about
the iconographic characters. I think Freddy vs. Jason was such a hit
with young teens because it answered that question you always had since you
were a kid: who's stronger? It's like King Kong vs. Godzilla. And it's
purely a 12-year-old mentality that wants to see that kind of stuff.




ROBERT
ENGLUND, "Freddy Krueger," Freddy vs. Jason: 


My fear now is that New Line is going to option Child's Play. It's
going to be "Freddy vs. Chucky," and that little sucker is going to be kicking
me in the shins.




DAVID J.
SCHOW, Screenwriter, Freddy vs. Jason: 


I think the "Vs." movie is the last refuge of the horror franchise. After
the self-referential comedy, it's the team-ups. And I think the immediate
response to the success of Freddy vs. Jason is a rematch.


Look at what happened to the Universal monster movies in the 1940s. First
thing they did after putting Frankenstein and the Wolf Man together was to say,
"Well, if two were good, then five will be even better!" And here's where it
will go: Freddy and Jason will team up for a rematch. Then we'll see a movie
with more than the two of them—Michael Myers or somebody. Then they'll make it
a "Vs." comedy. And it will be delirious. It will be Freddy and Michael and
Jason and Chucky, along with Chris Rock and Jackie Chan—there's no extreme to
which they won't push a property if they can get some more mileage out of it.
Finally, they'll just go back and remake the first movie and start all over
again




MARK
VERHEIDEN, Screenwriter, Freddy vs. Jason: 


It's funny, fans can treat these characters like untouchable icons that
have some sort of mythic value we need to protect. And it's like, I'm
sorry—these are 1980s horror movie characters, and we should have as much fun
with them as possible. I was never quite sure why people would put down the
concept of the "Vs." movie, whether it be Freddy vs. Jason or Alien
vs. Predator, as being an inherently uncool idea. It all really just goes
back to the comic book, and comic books are always somebody versus somebody.
And that's just a really fun concept, so why have a problem with it?




ETHAN REIFF,
Screenwriter, Freddy vs. Jason: 


Going "back to basics" is fiction. You can't go back home again. You have
to accept the reality with these franchises that we're now operating in a
different context. James Bond can't fight Al Qaeda the way he fought Dr. No.
And you can't say, "I'm gonna terrify people with this poor kid at a camp."
You're just not going to be able to do that anymore if you're making a sequel
to Friday the 13th.


So I say to just go and embrace the fantastic. Go with the fact that this
is now a big professional wrestling match and try to pump it up for all that
it's worth. There's probably more legitimate creative potential to that
approach than to have the arrogance to put blinders on and think you can go
back to the primordial soup origins of these franchises. 




LARRY B.
WILLIAMS, Co-Creator, Friday the 13th: The Series: 


I created Friday the 13th: The Series knowing that if you make
evil all-powerful, then you yourself are creating a negative psychology. You
are saying, "There's no reason to fight evil, guys. You might as well give up.
No matter how many times you kill it, it will always come back." But I think I
would have trouble selling The Series, or any horror script today,
because now we're only concerned about how many special effects you can squeeze
into a movie, and that's not my game. 


Sure, Freddy vs. Jason was a big hit, but would it have been an
even bigger one had the audience been delivered something different? I believe
that, as filmmakers, we are turning up the gore and the action and eliminating
the myth. But it's only through myth and character that we create true fear. If

you think about it, if you want to build genuine fear, you have to work with a
myth that people understand. People have to feel what's at stake. If the
villain involved cannot be defeated, and if the people can't be saved, there's
no reason to watch because everybody's going to die anyway. But if you create a
mythology and characters that you care about, you can create a film that's
truly resonant. 




RONALD D.
MOORE, Screenwriter, Freddy vs. Jason: 


I believe a big part of what keeps people coming back to these franchises
is their memory of the first one. You go and have this experience that you
love, with an imaginary world, or a group of characters, and you want to
explore it again. You want to see another adventure. Whether it's Jason or
Freddy or Star Trek or Star Wars, it's that desire to recapture
that initial feeling that propels people back into theaters again and again.


If you're a filmmaker, you're lucky if your sequel is The Empire
Strikes Back. In my opinion, Empire is what makes the entire Star
Wars phenomena what it is. If Empire had sucked, it would have just
petered out. But Empire raised the stakes. And successful franchises can
deliver enough new bursts of creativity and adrenaline to keep it going. ALIENS
did that, too—it brought you back to what you loved about the first one,
and expanded the world. But, at a certain point, you run out of ideas. And it
is only then that the Friday the 13th series, and Jason, will truly die.




MARK SWIFT,
Co-Screenwriter, Freddy vs. Jason: 


I think my greatest satisfaction with Freddy vs. Jason is that
Damian and I rescued it from development hell. I don't know if it ever would
have been made otherwise. It was really at the point where it was on death's
door. So I take the most amount of pride in the fact we at least got it out
there, in some form.


It's just funny to be sitting and talking about this film today. Between
then and now there were a hundred meetings, and Damian and I had to struggle.
We fought every fight. In the end, it got to the point where we went our
separate ways from the project. But I don't want to go through the rest of my
life saying, "Well, in the screenplay we did this or that!" At some point, you
have to let that stuff go. The screenplay we wrote is different than the movie.
I think our script is good in its own right, and so is the movie. I'm just
truly and honestly happy that so many fans enjoyed the movie they had been
waiting so long for. 


If I learned anything from Friday the 13th, it is that you have to
fight for what you believe in. Making a movie is not a sprint, it's a marathon.
And if you are going to see it through to the end, you have to go through it
all: the changes, the disappointments and the frustrations, as well as the
exuberance and the glee.




SEAN
CUNNINGHAM, Creator: 


Friday the 13th was originally dismissed by the critics as being
exploitative and not worthy of attention. It was only after the picture started
doing a whole bunch of business that people gave it a second look. Then the Friday
the 13th look-alikes showed up. And then they would be criticized, like,
"Well, it didn't really have the style or panache or understanding that the
original Friday the 13th had." From the same guy who panned my film
originally! Not that Friday the 13th got any better, but I think that
your point of view on the film changes according to box office. I only got
credit for it years afterward.


The only downside of Friday the 13th over the years has been that,
although it allowed me, theoretically, to do a whole bunch of different things,
it tied me to its reputation. When people meet me, generally their reaction is,
"Oh, you don't look like the kind of a guy that would make horror films. You
seem like a normal person!" I hope I'm a normal person. I think that I am not
obsessed with darkness. I am not obsessed with fear. As I've gotten older, my
attitude toward the genre has changed. When you're dealing with horror films, I
think by and large you're dealing with the phenomenon of untimely death. And
when you get to be my age, you don't worry about untimely death anymore, you
worry about timely death. Your concerns are very different.


I have never once regretted being involved with Friday the 13th. I
was blindly lucky, and it opened so many doors. It supported me and my family,
and on some level it still does. It made it possible for me to sit here and
talk about it. Back in 1979, I didn't know if I'd be alive 30 years later to
talk about anything, much less Friday the 13th. So I'm shocked. I'm just
absolutely shocked.


Will there ever be an end to Jason? I really don't think so. Even as the
current audience changes and grows older, there's always a new generation to
come, and they will always have to deal with this fairy tale. You just take
this fairy tale and put a slightly different spin on it.Â  I think Jason will be
with us for quite a long time.


Appendix: Screenplay Excerpts



The following are select screenplay excerpts from many of the Friday the 13th films. All images are reprints of original screenplay pages, and appear courtesy of their respective copyright holders. 



Friday the 13th Screenplay Treatment


Completed in early summer 1979, Victor Miller's original 19-page screenplay treatment for Friday the 13th is remarkably faithful to the final released version of the film. Among the notable differences: an extended prologue sequence, a pair of adult law enforcement characters omitted from the final script, and a truncated climax sans the film's now-famous surprise "chair jumper." 






























































Friday the 13th Part 3 Alternate Ending


Although Part 3's alternate ending, now thought lost, remains unreleased in visual form, it can be read in Michael Avallone's official 1982 novelization of the film. Avallone's novelization is adapted from uncredited screenwriter Petru Popescu's original screenplay, an excerpt from which is presented here. Read the complete ending as originally scripted, which also features what would have been a more graphic—and apparently much more definitive—demise for Jason.
































Friday the 13th: The Final Chapter Alternate Ending


Read the final pages of Barney Cohen's original final draft screenplay of Friday the 13th: The Final Chapter, including the original scripted "dream sequence" ending that was later excised from the finished film.























Friday the 13th Part VI: Jason Lives Alternate Ending


"At the end of Part VI, I wanted to introduce Jason's father, mainly because nobody had gone down that road before in the previous movies," says Tom McLoughlin of his original scripted ending for Jason Lives. "To me, that would have made for one eerie epilogue—that there was somebody else out there that was the father of this unstoppable being. But Frank Mancuso, Jr. and the studio did not want to go to that next level. Which I can understand, because once you put that out there, does that mean you would have to focus on Jason's father in the next film instead of Jason himself?" Although McLoughlin' ending was never filmed, it was adapted by Simon Hawke for the 1986 novelization of the film. McLoughlin's original scripted version can be read here.














Friday the 13th Part VII: The New Blood Original Opening


Dated September 29, 1987, Daryl Haney's first draft of Friday the 13th Part VII, originally subtitled "Jason's Destroyer," differs significantly from the film that would eventually become The New Blood. Built upon additional creative ideas demanded by associate producer Barbara Sachs, as shown by these first few pages, "Jason's Destroyer" featured additional characters, a new location for the main action (a condo development being built upon Crystal Lake) and extensive dialogue changes. 
































Friday the 13th Part VII: The New Blood Alternate Ending


Read the concluding pages of Daryl Haney's final draft script of The New Blood, which features the film's original coda. Rough footage of this version of the ending can be found on Paramount Home Entertainment's Deluxe Edition DVD release of the film. 
































Jason Goes to Hell: The Final Friday Opening Sequence (Early Draft)


Mutating wildly over numerous drafts and utilizing multiple writers (some uncredited), the initial scripts for Jason Goes to Hell: The Final Friday were originally subtitled "The Ninth Life of Jason Voorhees." Above, read the original opening sequence of one of Dean Lorey's initial drafts. Though sharing some characters and situations with the finished film, the sequence evolved considerably from script to screen.

































Freddy vs. Jason Opening Sequence


"Full moon. Dark trees. A misty lake." Read the opening pages of Mark Swift and Damian Shannon's screenplay "polish"—the last rewrite a script usually receives before production gets underway—for Freddy vs. Jason.
































Appendix: Storyboard Galleries



Friday the 13th Part VI: Jason Lives


"I wanted all the kills to be humanly impossible to do," says Tom McLoughlin of Part VI's body count. "I don't want to say the film was 'bloodless,' but they were sort of stretching reality." Although much of these sequences were heavily edited to guarantee an R rating from the MPAA ratings board, some of the excised footage can be seen on Paramount Home Entertainment's various special edition DVD releases of the film. McLoughlin also meticulously conceptualized each kill scene in advance, utilizing the talents of storyboard artist Bill Forsche. Storyboards for six select sequences are presented below.






















































































Friday the 13th Part VI: Jason Lives Original Ending


Tom McLoughlin's original ending was recreated in storyboard form, with illustrations by Crash Cunningham and narrated by Jason Lives actor Bob Larkin, for Paramount Home Video's Deluxe Edition DVD release of the film.

















Friday the 13th Part VIII: Jason Takes Manhattan Opening Kill


Above right Rob Hedden's original storyboards for the opening sequence of Jason Takes Manhattan. Like many of the murder sequences in Part VIII, the MPAA ratings board would require extensive cuts before it would award the film an R rating.
































Jason Goes to Hell: The Final Friday End Battle
























































Appendix: Document Archive



This appendix contains Friday the 13th odds and ends—various production reports, trade advertisements and related documents. All materials are reprinted courtesy of their respective copyright holders.



Friday the 13th Original Trade Ad


The trade ad that launched Friday the 13th. Appearing in the July 4, 1979 issue of International Variety, the ad, while placed by Sean Cunningham primarily to generate investment capital, also served a second, more covert purpose. "I talked with Steve Miner about it," remembers Cunningham, "we didn't know if we could legally use the title 'Friday the 13th,' or not. So that is in part why we took out that big ad, because then if somebody was gonna sue us, they'd let us know. And as it turned out, we had no problems with the title at all." 








Friday the 13th Original Television Premiere Advertisement


Friday the 13th would make its domestic television premiere on October 29, 1982. Despite over 28 seconds of deletions, the film's notorious reputation kept the major networks at bay, and the film instead debuted on regional and syndicated markets across the United States. 








Gene Siskel's Original Print Review of Friday the 13th


Appearing in the May 10, 1980 edition of the Chicago Tribune, Gene Siskel's review of Friday the 13th was resoundingly negative. But unprecedented even for the more virulent reactions against the film, Siskel took the extra step of not only revealing the movie's villain in the first paragraphs of his review, but also published the address for Paramount Pictures and encouraged readers to write the studio and star Betsy Palmer to publicly express their disgust at their involvement in the picture. The review is reprinted above in full.








Friday the 13th Part 2 Select Camera Reports


These original camera reports from the final days of production on Part 2 reveal a never-before-revealed alternate ending. Unlike the climax now seen in the finished film, where Jason crashes through a window at Ginny, in this alternate take, he instead lunges at her from behind a dresser. This version remains unreleased.











Friday the 13th Part V: A New Beginning MPAA Reports



Suffering some of the the severest cuts of any film in the Friday the 13th series, A New Beginning would require nine trips to the MPAA ratings board to obtain an R rating. Here, read production documents detailing Danny Steinmann's original, unexpurgated version of the film, and follow-up reports from the MPAA requesting the required editorial changes.



































Appendix: Crash Cunningham's "Crystal Lake Memories"



"I was contacted by Daniel Farrands after he had seen some work I had created for a faux 'reality'-based Friday the 13th website," says artist Crash Cunningham, who Farrands would hire to create an elaborate series of faux-archival documents, photographs and newspaper clippings for a series of mockumentary behind-the-scenes vignettes called "Crystal Lake Massacres Revisited," which appeared on Paramount Home Entertainment's Deluxe Edition DVD releases of the studio's Friday films. "Dan loved what I did," Cunningham continues, "and as it turns out, he was just getting started on the DVD special features. We were on the very same page when it came to translating the fictional world of the Friday series into a reality of sorts. I had already re-created some of the newspaper articles seen on screen in a couple of the films, right down to writing the articles. We ended up using a few of those and also some created with dummy text just for 'Crystal Lake Massacres Revisited.' Actually, a lot of the work I did was pretty much already built out of my own love for the series. Being a huge fan, it was a dream to create some backstory and elaborating on established story elements and characters using imagery and artwork on an 'official' Friday the 13th project. I had previously illustrated comic book covers for a Michael Myers and Halloween series, and later went on to work extensively on the Nightmare on Elm Street documentary that Dan headed up. So I essentially tackled the 'big three' of slashers in some official capacity or another. But the Friday the 13th work was the most satisfying and the most fun I've had."


































































Appendix: Coroner's Report



The following is a list of statistics for
the Friday the 13th franchise. Box office numbers have been provided by
their respective distributors. Figures for total paid admissions are an
estimate, based upon the average ticket price of the respective year of each
film''s release. Ticket prices provided by NATO (National Association of Theater
Owners). As the Friday the 13th films were R-rated and earned the
majority of their grosses on weekend evenings, no adjustments have been made
for child, senior citizen or matinee pricing. All video sales figures current
as of January, 2012. Provided by VideoScan, an independent industry tracking
firm. 


FRIDAY THE 13TH


Production
budget:
$550,000


Shooting
locations: Blairstown,
New Jersey; Hope, New Jersey


Principal
shooting dates: September 4—October 3, 1979 (28 days)


Production
company: Georgetown Productions


U.S.
distributor: Paramount Pictures 


U.S.
theatrical release date: May 9, 1980


Taglines:
"A
24-Hour Nightmare of Terror"; "They Were Warnedâ€¦They are Doomedâ€¦and on Friday
the 13th, Nothing Will Save Them."


U.S.
box office: $39,754,601


U.S.
admissions:
14,778,700


U.S.
opening weekend: $5,816,321


Percentage
of box office: 14.6%


Number
of screens: 1,127


Per
screen average: $5,287


Rank:
1


International
distributor: Warner Bros.


International
taglines:
"You''ll Wish it Were Only a Nightmare!"; "Fridays Will Never be the Same
Again"; "You May Only See it Once, But That Will Be Enough"


U.S.
novelization: Written by Simon Hawke


Publication
date: September 1987


Date
of television premiere—U.S.: July 12, 1984


Date
of first DVD release—U.S.: October 19, 1999


Unit
sales: 32,497


Date
of DVD release - UK: September 29, 2003




FRIDAY THE 13TH PART 2


Production
budget: $1.25
million


Shooting
locations: Kent,
Connecticut


Production
company: Georgetown
Productions


Worldwide
distributor: Paramount Pictures 


U.S.
release date: April 30, 1981


Tagline: "The Body Count
Continues..."; "A Deadly Combination" (U.S. re-release with Friday the 13th)


U.S.
box office: $21,722,776


U.S.
admissions:
7,813,900


U.S.
opening weekend : $6,429.784


Percentage
of box office: 29.6%


Number
of screens: 1,350


Per
screen average: $4,762


Rank:
1


U.S.
novelization: Written by Simon Hawke


Date
of publication: February 1988. 


Date
of first DVD release—U.S.: October 19, 1999


Unit
sales: 19,309




FRIDAY THE 13TH PART 3


Production
budget:
$2.25 million


Shooting
locations: Valuzet
Movie Ranch, Saugus, California


Production
company: Jason,
Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: August 13, 1982


Tagline:
"A New Dimension in Terror"


U.S.
box office: $36,690,067


U.S.
admissions: 12,431,800


U.S.
opening weekend: $9,406,522


Percentage
of box office: 25.63%


Number
of screens: 1,079


Per
screen average: $8,717


Rank:
1


U.S.
re-release date: May 13, 1983


Number
of screens: 520


Re-release
box office: $2,108,548


Percentage
of total box office: 5.75%


Number
of screens: 520


Rank:
10


First
U.S. novelization: Written by Michael Avallone


Date
of publication: August 1982. 


Second
U.S. novelization: Written by Simon Hawke


Date
of publication: May 1988


Soundtrack: "Music From Friday the
13th â€“ Parts I, II & III" (Composed by Harry Manfredini)


Date
of release: September 1982


U.S.
chart position: Did not chart


Date
of first DVD release—U.S.: October 17, 2000


Unit
sales: 21,372




FRIDAY THE 13TH: THE FINAL
CHAPTER


Production
budget: $2.6
million


Shooting
locations: Solvang,
California; Topanga Canyon, California


Production
company: Friday
Four, Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: April 13, 1984


Taglines: "Three Times Before
You''ve Felt the Terror. Known the Madness. Lived the Horror. Now, This is the
One You''ve Been Screaming For."; "Friday, April 13th is Jason''s Unlucky Day"


U.S.
box office: $32,980,880


U.S.
admissions:
9,815,700


U.S.
opening weekend: $11,183,148


Percentage
of box office: 33.9%


Number
of screens: 1,594


Per
screen average: $7,015


Rank:
1


Date
of first DVD release—U.S.: October 17, 2000


Unit
sales: 19,894




FRIDAY THE 13TH PART V: A NEW BEGINNING


Production
budget: $2.2
million


Shooting
locations: Camarillo,
California


Production
company: Terror,
Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: March 22, 1985


Tagline: "If Jason Still Haunts
You, You''re Not Alone"


U.S.
box office: $21,930,418


U.S.
admissions: 6,177,600


U.S.
opening weekend: $8,032,883


Percentage
of box office: 36.6%


Number
of screens: 1,759


Per
screen average: $4,566


Rank:
1


Date
of first DVD release—U.S.: September 25, 2001


Unit
sales: 16,917




FRIDAY THE 13TH PART VI: JASON
LIVES


Production
budget:
$3.0 million


Principal
shooting dates: March 8—April 24, 1986 (40 days)


Shooting
locations: Covington,
Georgia; Los Angeles, California


Production
company: Terror,
Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: August 1, 1986


Taglines: "The Nightmare Returns.
This Summer"; "Kill or Be Killed"; "Nothing This Evil Ever Dies"


U.S.
box office:
$19,472,057


U.S.
admissions:
5,248,500


U.S. opening weekend: $6,750,837

Percentage of box office: 34.7%


Number
of screens: 1,610


Per
screen average: $4,193


Rank:
2


U.S.
novelization: Written by Simon Hawke


Date
of publication: August 1, 1986 


Hit
singles:
"He''s Back (The Man Behind the Mask)" by Alice Cooper


U.S.
release date: September 1986


U.S.
chart position: #56—Billboard


Soundtrack:
"Constrictor"
by Alice Cooper—features "He''s Back (The Man Behind the Mask)," "Teenage
Frankenstein," "Hard Rock Summer"


U.S.
release date: October 1986


U.S.
chart position: #59 - Billboard Top 100


Date
of first DVD release—U.S.: September 25, 2001


Unit
sales: 17,658


 


FRIDAY THE 13TH PART VII: THE
NEW BLOOD


Production
budget:
$2.8 million


Shooting
locations: Bayonette,
Alabama; Culver City, California


Production
company:
Friday Four, Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: May 13, 1988


Taglines:
"On Friday the 13th, Jason Will Meet His Match"; "Jason is Back, But This Time
Someone''s Waiting!"


U.S.
box office: $19,170,001


U.S.
admissions: 4,664,200


U.S.
opening weekend: $8,245,038


Percentage
of box office: 43.0%


Number
of screens: 1,796


Per
screen average: $4,590


Rank:
1


Date
of first DVD release—U.S.: September 3, 2002


Unit
sales: 18,370




FRIDAY THE 13TH PART VIII: JASON
TAKES MANHATTAN


Production
budget:
$5 million


Shooting
locations: Vancouver,
British Columbia; New York City, New York


Production
company: Friday
Four, Inc.


Worldwide
distributor: Paramount Pictures 


U.S.
release date: July 28, 1989


Taglines:
"New York Has a New Problem"; "The Big Apple is in Big Trouble!"


U.S.
box office: $14,343,976


U.S.
admissions: 3,613,100


U.S.
opening weekend box office: $6,251,310


Percentage
of box office: 43.6%


Number
of screens: 1,683


Per
screen average: $3,714


Rank:
5


Date
of first DVD release—U.S.: September 3, 2002


Unit
sales: 15,439




JASON GOES TO HELL: THE FINAL
FRIDAY


Production
budget:
$3.0 million


Shooting
locations: Thousand
Oaks, California


Production
company: Crystal
Lake Entertainment


Worldwide
distributor: New Line Cinema


U.S.
release date: August 13, 1993 


Taglines:
"The
Creator of the First Returns to Bring You the Last"; "Evil Has Finally Found a
Home"; "Horror Has Many Faces...Death Wears Many Different Masks...But Pure
Evil Wears Just One...and This is Your Final Chance to See It."


U.S.
box office:
$15,935,068


U.S.
admissions:
3,849,100


U.S.
opening weekend: $7,552,190


Percentage
of box office: 47.4%


Number
of screens: 1,355


Per
screen average: $5,573


Rank:
2


Soundtrack: "Jason Goes to Hell:
The Final Friday â€“ Music from the Motion Picture" (composed by Harry
Manfredini)


U.S.
release date: September 14, 1993


Date
of DVD release—U.S.: October 8, 2002


Unit
sales: 38,194




JASON X


Production
budget:
$14 million


Shooting
locations: Toronto, Canada


Production
company:
Crystal Lake Entertainment


Worldwide
distributor:: New Line Cinema


U.S.
release date: April 26, 2002


Taglines: "Evil Gets an Upgrade";
Welcome to the Future of Horror"


Worldwide
box office:
$16,951,798


U.S.
box office:
$13,121,555


U.S.
admissions: 2,258,400


U.S.
opening weekend: $6,649,006


Percentage
of box office: 50.7%


Number
of screens: 1,879


Per
screen average: $3,540


Rank:
3


Overseas
box office:
$3,830,243


Percentage
of worldwide box office: 22.6%


U.S.
novelization: Written by Pat Cadigan


Date
of publication: February 1, 2005 


Soundtrack:
"Jason
X â€“ Music from the Motion Picture" (Composed by Harry Manfredini)


Date
of release: May 14, 2002


Chart
position: Did not chart


Date
of first DVD release—U.S.: September 3, 2002


Unit
sales: 549,280




FREDDY VS. JASON


Production
budget:
$25 million


Development
budget: $6.8
million


Principal
shooting days: September 9—November 22, 2002 (53 days)


Shooting
locations:
Vancouver, British Columbia


Production
company: New
Line Cinema


Worldwide
distributor: New Line Cinema


U.S.
release date: August 15, 2003


Taglines: "Winner Kills All";
"Evil Will Battle Evil"; "Slicer. Dicer." (video release)


Worldwide
box office:
$114,326,122


U.S.
box office:
$82,622,655


U.S.
admissions: 13,701,900


U.S.
opening weekend box office: $36,428,066


Percentage
of box office: 44.1%


Number
of screens: 3,014


Per
screen average: $12,086


Rank:
1


Number
of days at peak rank: 11


Overseas
box office:
$31,703,467


Percentage
of worldwide box office: 27.7%


U.S.
novelization: Written by Stephen Hand


Date
of publication: July 29, 2003 


Hit
singles:
"How Can I Live," by Ill Nino


U.S.
chart position: #32—Billboard Modern Rock Chart


Soundtrack: "Freddy vs. Jason â€“ The
Original Motion Picture Soundtrack" (various artists)


U.S.
release date: August 12, 2003


U.S.
chart position: #11—Billboard Top 200


Soundtrack:
"Freddy
vs. Jason â€“ The Original Motion Picture Score" (composed by Graeme Revell)


U.S.
release date: August 19, 2003


U.S.
chart position: Did not chart


Date
of first DVD release—U.S.: January 13, 2004


Unit
sales: 2,693,291


Rank:
2




FRIDAY THE 13TH (2009)


Production
budget:
$19 million


Shooting
locations:
San Antonio, Texas, United States


Production
company: New
Line Cinema; Warner Bros.; Paramount Pictures


U.S.
distributor: Warner Bros.


International
distributor: Paramount Pictures


U.S.
release date: February 13, 2009


Taglines: "Welcome to Crystal
Lake"


Worldwide
box office:
$91,379,051


U.S.
box office:
$65,002,019


U.S.
admissions: 8,666,936


U.S.
opening weekend box office: $40,570,365


Percentage
of box office: 62.4%


Number
of screens: 3,105


Per
screen average: $13,066


Rank:
1


Number
of days at peak rank: 4


Overseas
box office:
$26,377,032


Percentage
of worldwide box office: 28.9%


Soundtrack: "Friday the 13th: Music
from the Motion Picture" (various artists)


U.S.
release date: February 13, 2009


U.S.
chart position: #36—Billboard Top 200


Date
of first DVD release—U.S.: June 16, 2009 ("Theatrical Cut" and "Extended Killer Cut"
editions)


Rank:
1




FRIDAY THE 13TH: THE SERIES


Production
company: Triumph
Entertainment Corp.


Distributor:
Paramount
Domestic Television


Number
of episodes: 72


Airdates:
September
1987-April 1990 


Soundtrack:
"Friday
the 13th: The Series â€“ Music From the Original Television Scores" (composed by
Fred Mollin)


U.S.
release date: January 12, 1992 (CD)


U.S.
chart position: Did not chart




FRIDAY THE 13TH: FROM CRYSTAL
LAKE TO MAN-HATTAN â€“ THE ULTIMATE DVD COLLECTION


Distributor:
Paramount
Home Entertainment


Date
of release: October 3, 2004


First
week sales rank: 18




FRIDAY THE 13TH: ULTIMATE DVD
COLLECTION (RE-ISSUE)


Distributor:
Paramount
Home Entertainment


Date
of release: October 23, 2011


First
week sales rank: 36




FRANCHISE VS. FRANCHISE


The
following is a comparison of the leading "slasher" film franchises. Box office
totals adjusted for inflation based on 2011 average ticket prices. Installments
include sequels, remakes and team-up films. All figures domestic.



FRIDAY THE 13TH


U.S.
box office: $726,129,500


U.S.
box office (unadjusted): $380,637,525


U.S.
admissions:
83,683,600


Installments: 12


Active
years:
1980-Present




HANNIBAL LECTER


U.S.
box office:
$646,722,900


U.S.
box office (unadjusted): $425,277,003


U.S.
admissions: 82,601,945


Installments: 5


Active
years: 1986-2008




A NIGHTMARE ON ELM STREET


U.S.
box office: $616,686,400


U.S.
box office (unadjusted): $370,495,086


U.S.
admissions:
78,819,797


Installments:
9


Active
years: 1984-2010




HALLOWEEN


U.S.
box office:
$585,694,000


U.S.
box office (unadjusted): $308,552,645


U.S.
admissions:
74,481,867


Installments: 8


Active
years: 1978-Present




SCREAM


U.S.
box office:
$514,655,900


U.S.
box office (unadjusted): $331,734,067


U.S.
admissions:
65,806,345


Installments: 3


Active
years:
1996-2011




PSYCHO


U.S.
box office:
$486,151,700


U.S.
box office (unadjusted): $102,662,736


U.S.
admissions:
62,088,300


Installments:
5


Active
years: 1960-1998




THE TEXAS CHAINSAW MASSACRE


U.S.
box office:
$308,991,200


U.S.
box office (unadjusted): $164,925,750


U.S.
admissions: 39,464,346


Installments: 5


Active
years:
1974-Present




CHILD''S PLAY


U.S.
box office:
$218,924,700


U.S.
box office (unadjusted): $126,174,126


U.S.
admissions: 27,805,500


Installments: 5


Active
years:
1988-2004





Appendix: Notes on Sources



The recollections that appear in this book have been excerpted
from over two hundred exclusive interviews, conducted over a 11-year period
beginning January 2001 and ending January 2012. Additional quoted material and
historical data has also been culled from various filmed productions,
television programs and print articles—both published and unpublished.
Photographic materials and archival documents were culled from studio vaults,
the private archives of the many talented unit photographers who have worked on
the Friday the 13th films, and the generous donations of cast and crew.




INTERVIEWS


Los Angeles, conducted by Peter M. Bracke: Erich
Anderson, Judie Aronson, Kevin Bacon, Diana Barrows, Matthew Barry, Peter
Barton, Kimberly Beck, Don Behrns, Jeff Bennett, Susan Blu, Dominick Brascia,
Joe Bob Briggs, Richard Brooker, John Carl Buechler, William Butler, Chuck
Campbell, Ronn Carroll, Fern Champion, Stu Charno, Randolph Cheveldave, Barney
Cohen, Robin Cook, Cliff Cudney, Steven Culp, Juliette Cummins, Martin Cummins,
Noel Cunningham, Sean Cunningham, Doug Curtis, Jensen Daggett, Steve Daskawicz,
Darcy DeMoss, Dennis Dermody, Bob DeSimone, Alex Diakun, V.C. Dupree, Bryan
England, Robert Englund, Todd Farmer, Daniel Farrands, Corey Feldman, Richard
Feury, David Fischer, Joan Freeman, Tom Fridley, Carl Fullerton, John Furey,
Richard Gant, Geoff Garrett, Joseph T. Garrity, Warrington Gillette, Crispin
Glover, Joel Goodman, CJ Graham, Erin Gray, Bruce Green, Tom Gruenberg, Vincent
Guastaferro, David Handman, Daryl Haney, Rob Hedden, Bonnie Hellman, Tiffany
Helm, George Hively, Kane Hodder, Barbara Howard, Kelly Hu, Jesse Hutch, Jim
Isaac, Leslie Jordan, David Kagen, David Katims, Kari Keegan, Monica Keena,
Dana Kimmell, Melanie Kinnaman, Adrienne King, Robb Wilson King, Ken Kirzinger,
Heidi Kozak, Jon Kranhouse, Paul Kratka, Ron Kurz, Kyle Labine, John D. LeMay,
Lar Park Lincoln, Carol Locatell, Sandi Love, Frank Mancuso Jr., Frank Mancuso
Sr., Harry Manfredini, George Mansour, Adam Marcus, Jack Marks, Christopher
Marquette, Thom Mathews, Cheri Maugans, James Maxwell, Nancy McLoughlin, Tom
McLoughlin, Peter Mensah, Julie Michaels, Victor Miller, Ron Millkie, Steve
Mirkovich, Fred Mollin, Lawrence Monoson, Ronald D. Moore, Camilla More, Carey
More, Tom Morga, Robbi Morgan, Barry Moss, Dennis Murphy, Mark Nelson, Greg
Nicotero, Kerry Noonan, Miguel A. Nunez, Jr., Betsy Palmer, Corey Parker,
William Pattison, Jerry Pavlon, Petru Popescu, Stephen Posey, Jonathan Potts,
Bill Randolph, Ethan Reiff, Graeme Revell, Peter Mark Richman, Jason Ritter,
Shavar Ross, Kelly Rowland, Lisa Ryder, Martin Jay Sadoff, Nick Savage, Tracie
Savage, Peter Schindler, David J. Schow, Jeffrey Schwarz, Rusty Schwimmer,
Damian Shannon, Michael Sheehy, John Shepherd, Timothy Silver, Meg Simon, Kevin
Blair Spirtas, Taso Stavrakis, Amy Steel, Peter Stein, Danny Steinmann, Steve
Susskind, Mark Swift, Lauren-Marie Taylor, William Terezakis, Tony Timpone,
Russell Todd, Mark Verheiden, DebiSue Voorhees, Cyrus Voris, Brian Wade, Blake Washer,
John Waters, Douglas J. White, Ted White, Dick Wieand, Ethan Wiley, John
Willet, Katherine Williams, Larry B. Williams, Steven Williams, Ronny Yu,
Michael Zager, Larry Zerner, Barry Zetlin, Joseph Zito.




Los
Angeles, conducted by Daniel Farrands: Diane Alameida, Gabe Bartarlos, Gloria
Charles, Elizabeth Kaitan, Bob Larkin, Sharlene Martin, Catherine Parks, Scott
Reeves




Los
Angeles, conducted by Jeffrey Schwarz: Sean Cunningham, Victor Miller, Harry
Manfredini, Adam Marcus, Betsy Palmer.




Los
Angeles, conducted by Steve Wolcott: Dan Curry, Corey Feldman, Tom Savini.




New
York City, conducted by Peter M. Bracke: Gerald Feil, Warrington Gillette, CJ
Graham, Kane Hodder, Adrienne King, John D. LeMay, Ari Lehman, Lar Park
Lincoln, Betsy Palmer, Amy Steel.




New
York City, conducted by Jeffrey Schwarz: Bill Freda, Jay Keuper, Betsy Palmer.




San
Diego, conducted by Peter M. Bracke: Richard Brooker, John Carl Buechler, Warrington Gillette, CJ
Graham, Kane Hodder, Tom McLoughlin.




Vancouver,
conducted by David Pond-Smith: Melissa Ade, Brian Anderson, Maxyne Baker, Dennis Berardi, Lexa
Doig, John Dondertman, Stephen Dupuis, Yani Gellman, Derwin Johnson, Kelly
Lepkowsky, Steve Lucescu, Barna Moricz, James Oswald, Dov Tiefenbach, Derick
Underschultz.




PHOTO CREDITS


The publishers would like to thank the unit photographers
of all eleven of the Friday the 13th films for their tremendous
contributions to this book. Friday the 13th—Richard Feury; Friday the
13th Part 2—John Foster; Friday the 13th Part 3—Laurel Moore; Friday
the 13th: The Final Chapter—Larry Secrist; Friday the 13th Part V: A New
Beginning—Joe Mealey; Friday the 13th Part VI: Jason Lives—James H.
Armfield; Friday the 13th Part VII: The New Blood—Michael Ansell; Friday
the 13th Part VIII: Jason Takes Manhattan—Ron Grover; Jason Goes to
Hell: The Final Friday—Mark Fellman; Jason X—Ava V. Gerlitz; Freddy
vs. Jason—James Dittinger, Marcel Williams and Nels Israelson.


Additional thanks to the many cast, crew and film historians for
their gracious use of still images: Spiros
Angelikas, Kimberly Beck, Peter M. Bracke, Richard Brooker, John Carl
Buechler, Bill Butler, Barney Cohen, Jason Paul Collum, Juliette Cummins, Crash
Cunningham, Noel Cunningham, Sean Cunningham, Jensen Daggett, Steve Daskawicz,
Darcy DeMoss, Dennis Dermody, Todd Farmer, Daniel Farrands, Richard Feury, John
Furey, Geoff Garrett, Ava Gerlitz, Joel Goodman, CJ Graham, Rob Hedden, Tiffany
Helm, Kane Hodder, Jim Isaac, Monica Keena, Adrienne King, Paul Kratka, Lar
Park Lincoln, Frank Mancuso, Jr., Frank Mancuso, Sr., George Mansour, Tom &
Nancy McLoughlin, Victor Miller, Laurel Moore, Carey More, Tom Morga, Erik Lee
Nash, Greg Nicotero, Kerry Noonan, Scott Reeves, Tracie Savage, Tom Savini,
Damian Shannon, Danny Steinmann, Mark Swift, Jeaninne Taylor, William
Terezakis, John Waters, Ted White, Dick Wieand, Larry Zerner and Joseph Zito.
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Appendix: Author Acknowledgements



Unlike other successful long-running motion
picture franchises, historical material on the Friday the 13th series
has been comparatively scarce. Compiling the many materials contained in this
book often felt like a Herculean task, one requiring months of research,
countless phone calls, much begging and pleading, and just a little luck—as
well as the time, generosity and support of a great many people.


Firstly, I wish to
thank Sean S. Cunningham. Without his enthusiasm and encouragement, this book
simply would not have been possible. His willingness to go to bat for a
little-known, eager young writer gave me the courage to push ahead no matter
what the odds, and never lose faith in my project. To him, I am forever
indebted.


To New Line
Cinema—specifically Marianne Dugan, Lourdes Arocho, Dave Sztoser, David Imhoff
and all in Licensing & Merchandising—thank you for your patience throughout
the process. And additional thanks to Helene Cornell for the many hours spent
in front of the lightboard.


Although no longer
the home of the Friday the 13th franchise, Paramount Pictures has also been
wonderfully supportive of this book. Very special thanks must go to Larry
McCallister in the Licensing Department, who showed such willingness to work within
our limited budget and aid in our research. Shanna Wegrocki in the Paramount
Archives was a tremendous asset in discovering stills—and was always there when
I needed just that one last scan. And without the efforts of Martin Blythe in
Home Entertainment, the required introductions never would have happened. I am
humbled.
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having to transcribe over three hundred hours of interview material, much of it
poorly recorded, I can only imagine what thoughts must have gone through the
heads of my four faithful and long-suffering transcriptionists: Michael
Restaino, Brian Lennox, Dana Fredsti-Thomas and Camille Kaminski. They now know
more about Friday the 13th than they ever cared to. So to them, much
praise and sincerest apologies.


For this new
electronic edition, I am indebted to Chase McCown for his expert proofreading
skills. Through countless reams of text both new and old, he found every last
one of my (considerable) grammatical mistakes. (And, oh yes, I love the Oxford
Comma, too.) 


The interviews conducted
for this book took many months to complete. Yet there were still some
participants who remained either out-of-reach or unavailable. So it is with
great fortune that I was allowed to pull from other sources. Much appreciation
is extended to Daniel Farrands and the entire team behind His Name Was Jason,
Scott Wolcott at Toolbox Productions, Tim King at Tim King Productions, Jeffrey
Schwarz at Automat Pictures, Sandra Murray at New Line Cinema, and David Kenny
at Paramount Home Entertainment for granting access to interview transcripts
conducted for their various projects. Additional thank yous go out to Irving
Ong and Lito Velasco, for their assistance in the production and procurement of
these additional interview source materials and transcripts. 


I would also like
to thank my fellow comrades in arms—the many other journalists who have,
throughout the years, delved into the demented world of Friday the 13th—for
making my three years of research the most pleasurable of my professional
career. 


To
Mark Matsuno and the team at Matsuno Design Group, led by John McCloy, thank
you for your excellent cover design and title treatment. You have perfectly
captured the moodiness and atmosphere of the Friday the 13th mythology.
Your team also took decades-old still images and archival materials and made
them look brand new. This book would have been little but a collection of moldy
old photographs without your talents. And to a wonderful team of artists and
archivists—stalwart Friday aficionados all—who contributed a wonderful
collection of newly-generated Friday artwork and materials, including
faux-photographs, documents, newspaper clippings and other assorted materials,
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With the family and fricads of Harold
‘and Edoa, *said Depoty Calboun.

Funeral arangemeds have pot becn
made forthe Hocketsasof yet Officals
are trying o ocaicthe nextof kin
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Tommy Jarvis Wanted |

in Forest Green Slayings

Former Resident
Sought for Brutal
Murders in Area

Afee neary a weck of iving in s, th tesidets of the Crystal
Lake communiy can now st some moch needed sleep and pace of
mind, Auoritesresponded o & eene in yeserday'scaly moming
oursa  esdence in the porth Crysal Lae reanear Crysal Poin.
Upon ariva, depute onee sgain walked ot & chillg mure sceoe
much ke e previous o i which thy hid encounered.

Nintcen year ol Parica . Jirvis and ber younger boter surived
‘what i beieved 10 be the At chaptr n e "Coysal Lake Kilr®
Sags 2 cin of eveas that have Ietthe community in shock snd
sutbrites shaking e .

Eurie his week the body of presuned murderer Jason Voorhes.
‘was repored missng from the Wessex. County Morgue afer baving
it been moved thee from the.prir murder scene. Two hospita
employess who wers thought 0 be mising s well were e found
Gead nside e ity
Polce Chief St Fitsimmons s rluctant o point out an
ovensightn he presumed death of thesuspect.*We hd 0 Feasn
beleve anything ober than the man we picked up thre ights 550
was dead t the ceno, Fizsimmons says. I ot medical expert. |
don't know what 10 tay olhe than somehon, someone overiooked
possbl signs tha 4 i ) co ¢ ocoe. co0eo

In the bloodiest and most gl occurenc in the history of the Crysial Lake
‘Commoritysix tecnage camp counselrs nd the camp owner, preparng fo the
opening of camp were miliaed by  deranged local woman, Pamela Voo~
thees

M. Voorhess, the mather of Jasoo Voorhess, had ben psyehologically ob-
sessod withthe sccidenaldrowing death of her sn at Camp Crysial Laks, years
Sgo. She belcved his death 1o have bocn caused dirctly by negligence on the
partof thecamp courselors.

I was her desie to svenge her son's deat tht lesd o the eveats o this past
weck. Mirs. Voorhees had served a & cook fo the camp in the mid 19501 and
rermainedinthe community afte the deah of ees0n Jason.

Afe eary a weekof ing infear, the esicents of the Cysal Lke commurity
can now get some much needed lecp and pesce of mind, Avorites esponded 03
oeneIn yesteday's cary oming hours . reidece n the north Crystal Lake
ra peac Crystl Poin. Upoa amival, deputies once agsin walke ino 3 chilling
murdersccne moch e the pevious o in which ey hd encounierd

Ninetcen year ol Ptrica A. Jaris an hes yousger bother survived What is
elievd 1o the fal chiptec i the"Crysal Lake Killr sa: achsin of events
{Bathave Jf the commarity n shock and suthorite shaking thei beads.

Earlie this week the body of presumed misderer Json Voorhees s reportcd
missing from the Wessex Courty Morgoe ate aving s boen mov thee rom
the rior mrer scene. Two bospital employees who were thought 0 e mising a5
‘well wes it Tound dead inside th fciy.

Polie Chief Scot Fizsimmons was rlacant to point ut an ovesight in the
prstined deth of the suspect. "We b 10 eaion o live anying oter than
the man we picked up thee nghis g0 s dead at the scene” Fizsimmons says.
T ot a medical expert. | don' know What 1 8y oter th somehow, somecns
overlooked possbe signs st 0 jdco e coeoe. cooen
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"\th the accidental drowing death of her son
*7%5 Crystal Lake, years,go. She be-

the' ycsidcnls of the Crystal Lal >\
community can now gt some mug

needed sieep and peace of  mind
Authorities responded to 4 scene, in

yesterday's early moming hours at a
residence in the north Crystal Lake area
near! Crystal  Point. Upon " arival,

chilling murder scene much the,
previous two_ in which they had
B \ |

Nineteen year old Patricia A. Jaryis and
her younger brother survived what is
belieyed (o be. the final chapter in the
"Crystal Lake Killer" saga; a chin of
events thal have left the community.in
shock! and authorities. shaking * their
headsy

Eilier ths week the body of presumed
mutderer Jason Voorhees was reported
missing. from ‘the Wessex County
Morgue after having just been imoved
thefe from the prior murder scene. To
employees who were thought 10
be missing as well were lter found dead
inside the facilty.

Police Chief Scott Fitzsimmons was
relctant (o point out an oversight n the
presumed death of the suspect. *We had
1o reason (o believe anything other than
the man we picked up three nights ago
was|dead at the scene,* Fitzsimmons
says. “Im not a medical expert. I dont
Know what to say!other than somehow,
serimnz: ‘overlooked possible signs that

deputiesonce again walked into_a J
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Jason Voorhees Slain

Afternearly a week o lving in fer,
the residents of the Crystal Lake
community.can now gel some much

lecp and. peaco. of mind,
responded o  sceoe i
yesterday's carly moming bours at a
residence in the north Crystal Lake
area pear Crystal Point. Upon amival,
deputies once again walked into &
chilling murder scene much 1ike the
s two in which they had |

A Jarvs
and er younger brother survived whit

elieved o b the final chapter i the
"Crystal Lake Killee saga: a chain of
events that have lef th community in
shock and autborites shaking.their
beads.

Earler this_week the body of
presumed murderer Jison Voorhees
vas reported mising from the Wessex
County Morgue afer having just been
moved there from the prior. mutder
scene. Two hospial employees Who
were thought (o be missing as well
were later found dead. inside the |
fcilty,

‘Police Chief Scot Fitzsimmons was. |
eluctant 1o point out an oversight in
the presumed deathof the suspect. "W
Hiad no reason to believe anything ober
than he man we picked up three nights
g0 was dead at the scene! |
Fifzsimmons says. *Tm oot & medical
expert. T don't Know what o say other |
than somehow, someone overlooked
possible signs that this toan was stll
Ve, 16 BEYORAme. oyt on 34
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Local suthriies clled off e fourday
oag search for 4n cleven year 0d boy o
Sunday. Although 5o by vas found,
Jeadersof the sarch oficialy pronouoced
e youh desd from 4n sppacat drowriog
e waters st Camp Crystal Lake.
Teson Voorhecs v atseen swimming
beyond the. mopedoff rea. e Fridy.
Siemoon scortin o the camp direcor
Jotn Clrisy. “Two of my coumselors had
Doticed the hoy splashing around in the
‘ate and then g0 undec sad Christy.
Ty it g for el bt s v 0

“The pames of he couselrs have nox
becn eleased When asked why ibo boy.
‘who e from 4 condiion kpoun 35
ydrocephalo and was ot eglneed 55 4
i sendor, was sllowed 9 £o beyood
e e swiming srea Mr iy eplid,
P looking o that mater 30w and |
v suspendad the counselon from teic
s

“The youth was survived by s mother
Pamela Voorbees, Who works 25 8 cook 8
{he fumily owned sumiver camp.

"My heat goet out o Mis. oatbes.
Tas0m was he world” Chrsty concloded

(Ciystal Laks Thef Siore:"Mostof B8
i ot cven it to el and our volun
Bave o cay itofE" i

The theif store scoepts what M)
v a¢ genly-used fems fo 11
ich s sld in he tore, The profi-
{hen used fo he organization'’s 1004 B
b Joc)church.

e st canaot besold bave 0 be
1o the couny landill, which can
problns when here e fe people Tt
Tt sores.

‘Capt. Crig Gontoer of the Salv
Amy, sad the problem ith e
Bumped e donaion hows is ha t
oo o vadals ax hicves.

e have foun tht when people &
afee bous, other poople follow and
plunder wals out” Gontoer said. %
Goa't car what tey knock ove o
There i also oaright thet My wile |
rove by and e refigertor and .
outside o Satrday, When we we
by four boursert pll e e o
sl ey were gone?

‘Gootoe sid th oranization is ot
rying to stop & man be s2d simply o
p o his tracio o e donaton cenit
{he workend and helps hielf 1o 6oy

Flntortinately, the people who

e those we ar tyng 0 50
‘Gontoc s, people b & eouine
for e ems ey salng e tey
1 g0 brough h proper roces

“The proceeds rom the Crysa Lake
sore pay for. adminisrativecosts
sevies offred by the orgnizaion!
Sore eceives 3 mamber of grants o
Tesidents down o et k. 4 the
e e oo e s s

.

“Both said they apiand the comm
for ‘wanting o help cibers, bul
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Page two.
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135 - knife in and out of stomsch is s11) too atrong.
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502 = o longer an *X", but & coneetbuting factor,
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noeB Tating.” Unfortunately tha Laving as not scantea: Below
5 1Sk SR scunes hat ars X" of comtriuting factare:
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BY THE  LIGHT:
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‘Friday the 13th’: More bad luck

By Ge B
By Gero Sisal

T HAS BEEN suggested (o me thal 3 great way
B s et g,
i v Vo sl i
T T
L E e e
TIm e
R L o i
o e b Ree L et b i
S ol s
Somig o dem s HNEN
A A
Rt e i e e
)

e L e b g s
e i e s
e e Sl
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S rasle iy il

e e el b
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oW, THERE — X hoped I've roised “Friday the
200h hich I the 1tet (im oy ane of the sk
Gegiean sresares evr (o et the movie bl
ety Sean S, Comingham. You may have heard of
‘Ghe o i olbr fims, “The List Hous on the
Tt 2 Tom 1o whih  teenage gl i forced ot
i o e on el nd o 2 a e

“Cusninghams specaly s that o, ek tandby,
feanagegiisinpar. 1o scene ftr sces Iy “Pri
iy tha 10 e sce gil comseors sirlp down (o
eI undercohes, ony 1o b stlked by he urseen
iler, who we o ko s Pamer, long very
ruch e o lomberisck,

"One €0 ges the mest cleave lammed into her
forchesd, anaber's (raat s siashed, and we sec the
ke o pur Lo the camers: Comnngharm
skes 1 e exio o the boy

rom th back ol s reck by 8 it
In Joro an o8 seees, Cumringham s off o

TRIBUNE MINLREVIEN
Unlcky for th viver

T e
“ERIDAY TIE o718

EEE

quences from th Bt shocker “Haloween” whch wis
ch fess blody, Tuch less espliclabi I
3k, 350 much bele directed by John Carpentr.

* THE VOINT ts (i Thro i nodla to “Feldny
he 1N aer. than s Sickening alack scenes; 7o
nors thrs and Youe It with 90 Cmpy Tove.

Priday the 108" s being distebaed by
Paramount Picares, and 1t is very suprising (o see
2 Tivir, publcly B fim company hovdl a movio
2 blody s this. Previuay, Cupnigham has had
o ok i e, kpendet i e
pnies.

Paramount 1 . dvision of Gulf & Wester Jodus.
i, I you w10 compialn abat te fim, you
‘o0 urka Charks G. Bluhdorn, the ehalman f the
Sotedof Gull s Wester, o 1 Gull & Western Plaz,
N York, N.Y. 102, (oeey Paer Tnes n the
T tove of ovayion, Conn. T sue 3 ller oot
o, Genera Delivery there wil e (o her)

Fyiday the TR~ s beta given a0 Tt ratng by
e Ml Pitoe Assalation of Americs (PAL).
3 ary i chuld be Xraled gn the asis of vio-
et sl P s ar of e
Selcy of the MPA praple who dclrmie (e al-
g, and this i lerly’ s cvie where 3 big slodo
G a Tseedrictiv raing (v propr.
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FROM THE PRODUCER OF LAST HOUSE ON THE LEFT COMES
THE MOST TERRIFYING FILM EVERMADE!
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Noone’s been o Camp Crystal Lake since the
mysterious murders of twenty years ago. Now
campis reopening and the terrors starting all

overagan |

TONIGHT 8:00 PM

Parental Discretion is Advised.
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RIDAY 13, Page 14

"dack, stop fosling aroundi” Just as ch starts

£ open the atall doox, 1t s slammed open and

5o 1s Ki1led by aa axcblow direstly to her

acrosming eouth-—-as thunder soaps

UE SPRING T3 wOUND TYGNTES AN TIOKTES

Ignorant of a1l that has napp

a, B1LL, BREA
0t ALICE ¢ around the suppr table. Thoy

“hink 1D s probably working p & Joke and that
JACK 8 MARCIE ave probably mking love, o they

Start to est without then. The stors grows outsida.

BREDA tintshes quickly and says she's tired.
Sho wA1L go to her cabin and writo & lotter, then
oack out. Sho aays good night and loaves se BILL

A ALICE clean up...

‘ums weT 00:
Wo tollow hex out of tho Ealn otbin 1nto the
Atght with ner tlashlight. Tho first fox, drops
of ratn pelt her. She 1a being watched. Sha starts
to run through tho rain. Stops, turss, loses hor
ha 2sght trom

he madn cabin should be over there, but it isn't.

beariags. . Sho Lo grightoned

The 1igntntng Sluminatos & figure, Foving tovaxds

hox. . BREIDK xaces theough tho briars, weeds,

ndesbrueh..I¢ puraues hor...Ta the flasies of
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RIDAY 23, Fage 15

1ghtatag wo oo bits and plecss of the Killer,

bt never onough o kiow the total horror.

A0 TrGkTER VNI T SHTTERS:
Back 1n the Eatn cabin BILL & ALICE got closer
togother. Ho makss  fov advancos and they bogin
some harless pottins
Outetdo the iguro of the watcher drags something
slong 1n the watn. ..

s o o xoally oxausted. ALICE
oncouragea bim o ap on hex lep uatil M. CHRISTY
Foturns. Ho dosses off. Mhen ha's asieep, ALICE

Gota wp to nake a porimstex shock of the butldins.
S pusps up the Colezans
15 opo
Fatn has boox tracked 1n... foatatepa. . ALICE La
satistiod that all 1s woll. Sho goes back to the
ELT R —

oloses & window that

5hs doean't notice that soms of tho

conch and DILL 1a gore.
£ atght... "Mt have gone €0 his cabin for some-
htps. She deotdos o Eake soms cocon for both

of then....Sho opens the Lader and thers, an arron

through both oyes, 1n BILL, skevore

norrinly to
the door..

ALICE bolts £n shoer snd uttor pantol She. st
et help] Got the otherel "JACK MAKCIEI KELD!
mmon

the ratn. Sho stops when sho secs & lantorn in ono

" Sho runs from the nain cibin, through

of the cavtnat
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tho uppex: bunk.
‘B FIR6T OV 15 DEAD:
In o flssh of Mightatng we ses NID, his throat
e

Iytng on the busk sbove the loversl

‘i SEoOD SviL
MARCIE has to o o the privy. JACK lghta & Joint.

She pivea him a Saunty peck on'tho check and leave

o 1ytng on his back, seoking the Soint..WUSIC

SYELLS. .o entles. . the brown statn grows sMightly

Iargor. . JACK looks curious.Did the statn gron?
Suddonly a Hand snaps around from under the bed,

lamps JACK'S forohend to the mattreds and an o
axror pope up surpristngly through JACK's throatl

- bnger tho bedl ... T¢ 1 the

andvith tho.miestng.£ingor...

e inter nas b

50 AL T TR

JARCIE entera the outdoor privy...I¢ 15 & four-holer,

with more apace than average, ad some nirrors on
the AL, YARCIE atops for & monent €0 adeixo her—
s012...Satlen... ixos hox hatr...the MISIC SWELLS..
She 15 betng stalked..

doasart got out of thers now Sho s unsware. .

o WLl bo next 1t sho

She goos Lnto one of the stalle...wo seo her foot,

then o
Iiatens..."a that you, Jack?" The SOUND comes Back.

hr xeading tho grALEits...A SOUD? Sho
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FRIDAY 13, Page 18

11 15 wit; ovem:
It 1 daybght sa 3 State vehtols deives along
the road to Camp Cryatal Lake. Tho two DUREAUCRATS
Lok pertact for thetr fob. They turn 1n snd
rtve Gomn the Toad sad TIEY JAM OV THEIR BEAKES|
Thetx tiros s1ew sround n the mud
2 amE T THEY. S5+

AL1 the prtey young dead bodies hang 11ke sutel
Fustos oggs ron th Eatn tree by tho flagmole
4 xont of the Eatn cabin: ANNIE, M. CHRISTY,

D, JACK, MARCIE, BRETA, BILL...They rock slowly...

hey got out of thotr car and seo that balow the
o6 T8 & HHEUFS G ¥ oSN VAU HOF bick-to-usy

slowly rosking bick and foseh...She 1 hummirg

o horaore. .
“MLast" says ona of tho FUREAUCRATS.

SURBIX 85 ALICE, driven out of hor mind, turns sround
wiéh the bloody hesd of IS, VOORIEES in her 1ap1

A bixd of prey sorosns in tho sky and ¥E ROLL
ez,

3
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svisen, sosmuasy 19 1982

covrniEos
AT s 265

RIS conas down the ladder and ruse for the exit.
The.daors Femein bo1tea IASON'S daingo- snd CHRES
hesttates for a mousne befors uniooking them
Zeminding hersalf of tha dethly Sishe that saite her
Sutsider

The HUSIC SWELLS with an sir of finslity, ss CHRIS
Kndcks - the heavy bolt fron itc sist and pushes the
Soors out: | The wind tossen her fiaxen Meits dust
Blows G inta nex face. She wipes her afes ciesr and
Tocke outrre

canzs
(eomrtiely
Shcreduions)

Hol ol you'ta deadl Oh,

B God. el

She rotrests & fo stevs into tha barn.

cunsts pov 265

Hith one arn, JAsoN has hoisted hinself up by the rope.
Bxarting Rl fuld strasath, he 18 1icting the nooss Fxon
SrounaRs Rack vith hi3 free hand.

The noose makes Lta vay up his face, pulling off his
Sask, Tevealing to CHALS JASON's grotesave face - the
She e has ever forgetten:

cants
6

1s momentartly paralized by the fear of ecognition.

oul ze1
(Gozasking)
Hoosoot]

sex vodce cHOES.

r—
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FRIDAY 15, Page 26

ALIGE uns for ths cabn, throws open the door

and sees 3 giraly tabloaus JACK, NED, snd MARCIE

are arranged 4n a ghastly dunb-ohow of soral

activiey——dosd.
ALICE runs sway, runs for the curper van. Gots

in. Trios to atart 60..1¢ won't stase. . She
runs back to the mats cabin, territied. Sho mst
be where there s 1ght. Sho goos in axd races

scross to closs a1l the windovs. As she xeache

for the last one, the dsad, wet, muttlated body
of TARDA 1a tossed at her ko & frightfal ack-
in-ths box! . Tun, ALICE, xunl She scraass through
the butlaing, adsing for tho ront door.

She ocxoanal Funs FLEAE dnto & thing at the coorl

TiE TEEION BACKS. OFY

It 10 & womn wearing & sickor. A nico-looking
oman 1n her fittsds. e Kind of womsn you'd vant
€ nast at  bridgs party...."Thera there nov,
dear, " aays NDS. VOOREES who takes hex €0 the
coush o cxla hor down, NES. VOORNEES 1ives 1n

tho axon. aaw the lights, and hoard the comotion..

“So many doad..." ALICE saya over and over.
“nst s why they call Lt Camp Blood, " Nrs. YOORKEES
aya. "1 Toat my own son hoo many years ago.

Drowned 4n & foolish canoeing scetdent. . Thore

wasn't adsquite supervision...the counsollors vero

Fore interested in comteting sinful soto.
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PRIDAY 13, Page 17

tho vory naxt yoar those two chilaron woro killed."
ALICE calms down aud, aa MBS, YOORIESS atrokes
ALICB'S sofe hatx, we notico that 5. VOORIEES
4o atestog hor tndex fingor.
UI'11 bo glad whon M. Christy gote back,"ALICE

M55, VOOMKEES sltps & hunting Kaito from hor

Slickor. o on's b coming back, " sho says

" killod hin & long timo ago..."

aacs

o st the Tast posatole moment that

305, VOORHEES £s sbout to stab ... run

stunblos. . 1a21s

Tho older woman 1a strone..

Dursues hor with the rolentiess doterntnation of

& mmd vonsn. ..ALICE runa out iato the atorm,

hid usod on tho snaXe and ewings Lt at Ror purever.
A0S, VOOREES gooe down. ALLCE ebrotka and slumps
down 58 ¥DS.. VOORIEES clesrs hex hesd and again
pursuss hor viotin...again a0d agatn they oloso
for comat. ..MES. VOORIEES cannot be stapped,

andthey whool, oLl in tho mud sud tho Lightning.

xacks & treo...t 16 ouddenty silont...
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2 commiumn: £
ctoseur caR1s

syas closed. They basnk open and ook from side o

‘CAVERA DOLLIES BACK to REVEAL Chris lying under the
Dlasieta i bed: A DOCTOR. (o Sears. an-uncanny
Tesonbiance b ivel the Doomsayer) srands siongside
Ehs bed and handa hor ‘s g1ass of water and a pLll.
A'ROLTCE GHIED enters the roon and spproschas. fro
oa Grher side of the bed-

Chrts stts up, sxallovs the pill and nands the glass
0" the Dootor, “She Sooks. st the Dootor with d1strust.
e Fo1hce Ghies Bita on the side of the bed and taKer
ber hand:

onrzr
Everytning's Just fine now. AL
Siken sare or! Your parents are
Gn'their vay. They should b
here by early evening.

he Doctor takes Chris's other arm and silently
Ghecks her pul

cins
I asknd you both beore avout
" Erende: T ang o knoe:

Theyire ali dsad aren't Theyt

e Cutaf Looks st the Destor. e Doctor shakes
his head, concerned..

s
(agizated)

Do you ehink 1 made f¢ a1l upt

iy haven’e you found theatl

BeiHied toem widi T Kiioa

curee
Capracean
Voize)
Best thing. for vou to do 13
ot some s1oep. Liks T vola
Jou,"Creryihing's just fins

The Doctor nods 1n agresnant aa he places her arm on
The bed:

(conrTivED)
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sevisen, pesmuaRy 19, 1982 . -

267 covrnwzo: 267

finadiy pulls the noose and mask complotely off, then arops
e gtouna - 1knding on both fest.

AS0N picks up the machete €rom the growsd at his fest :
Tihore" 15 had fallen from the loft) and he starts towards
CHRIS backs avay - houhers to Tun, nowhers to hide. ‘
roves relentlessly towards her. ‘
canis ‘
stunbiles backvards €0 the ground. ‘

raises the machete for the final execution.

Suddenty, fron benind, the Blooksoaked body of ALE rises
Shto FRkds ana orabs SASON around the necks forcafuily
Puliing hin dovi to the grommd on £0p oF hin.

SASON quickly xolls off of AL Venting his fury, he
hops ALI' putetratched hand of€ at the wrist. fe flies --
T ERErn S ind Lands soveral Yards avay:

Without a posent's further hesitation, the selzes the
rt it Tente wespon - & sickle:

aason

stands over ALY —- stxaddling hin. With all she savagery
he"Can Bustar, ho siashoes ausy at ALT, Unmereifolly

One last poweiful thrust and JASON is satistied. e steps
Srer A1 S Rarilated corpee and tuzns sovards CHRIS.

crw stow voron seovexcs

(continued)
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28
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sevisen, sesmuany 19, 108 .

A0 looks vp. is eyes 50 wide vith fear. His south
xops open:

sasow's pov 260

1y at hin ts CIRIS, the sickle held alott
Snaslicos"the vespon at hin (WD CAERA)

26

o blage chops his head off. Blood spurta from the
Reexcaviey:

s 0

Steps back. fer face exprasses the shack at vhat she has
Seetaone:

3a50N'a Neadless body staggers forvard tovards her.

Horeified, CHRIS retreats, shaking at the grussome
Slohe - increduises that he on't die.

385N Keeps contag.
CHRIS Ls backed against the wall of the stall.
Hesaless, JA508 stands n front of et snd reiches
Eor hax haok with his handa-
s
Gsexeaing)
Noososer 11

IAS0N £a11s forvard uith & TIUD at her fest.
0 stow vomion seumc.
T, KOSTER BEOROON - DAY m

ha SOUND of HOPFLED vOICES.

(contnued)
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260 e sy - oay £
Ghrts steps tnstés and comes to a complete halt.
cuRzs's pov
PANNING LEVE THEN RIGHT. e eun pours fn on the
ampty barm - barcen of a1l he nightaarish
TeRaibarances of the previous night:
eunrs
intensely bertidered. She runs from the tool sheds...

£0 the 1aaer, . to the haystacks . rumaging
Through sverséhing, searching for eviaenee. Rothing.

Broathing fast and furlous, Chrls stands in the
middis of the bamn. Her face Perspires.

She throws her head back.  Tesrs stroan down her
Ghecks aa she fails to her kmees - helpie
doreates;

Sunlignt silusteates the hayetack in front of her. A
332110500 1n the aidils spaekles extraoratnarily
Vith glince of red snd green:

et opens her eyes and focuses on the strange glow.

GINOUS HUSIG anters the SOUSDTRACK...
Chets rises and slovly moves tovards the haystack at
She Tar ond of the barn, her eyes Fiveted.

262 cuntsts wovmg rov 22
An oda dark shape defines inteolf as a hand. Mi's

iagabodied hand with rings on his Fingers - the.
Soica’of tha Fed and recn sparkies.

283 om. ma - DAx 23

yinsing, Gucta vents dory and picks up the Bhoosy
Bitce SF cvidenca.  She drops the hand to the
Eroundand atsacks the hayevack with vengenee,
Tavaging 16-

(courrwvzn)
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283

0

a5

nr.

conrmvED: 23

Gheds uncovers & peraon's leg and foot lying under the
Irat Foyor ot Stbans.: e digs decper and fints
ore Limva. She canit stop hersef how,  She burmoxs
Ehto the hay doeper and deeper. Chris has Unearthed
Eha’noaiy Resains of Vera.:: Sheily.: AReY.:
Dobbs - Chuelcro: Ghi1ene. Adkes. Foxi.. Tocor

Tranafized, Gheis backs avay, avenged yot even more
Borriiadi” Sho late forth & plereing SCREAN and
Eirna and runs ot of the barn.

cur 70
7. HousE - DAY B
Chrts runs tovards the houss.
oms
(ecreaning)

T founs shemt In She barat
Tney're a3i desdll Holp me11!

ANGLE THROUGH LIVIG ROOX MIXOON.

e Young OFricer avakens and runs to the vindow into
o ustEnt. R T S R adatt 15 e et

ams

Jumpa onto the porch and throus hersel on the door —
Poundtng, seresning.

Open the doort T found the
Bodteat: L2t me dni epl
. Fleasa 1ot me it

The avor swings open o revesd Jasen vielding @
machete straight at Chrts's hesd:
ommrs a5

sereans! A second later, the machete ops off her
Pesa

Paoe our.
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a3

o

.
commEn: (2) an

Docror
Dostorts arders.s; rast and
Pelasation Just ik the Chter
S AT s Tine:

Susplotous, chris vatches 83 the txo men exit the
ook and close the door Sehind then.

oo 70
N7, LIVING ROOK - DAY a2

he chter and the Dootor stand Just outasde the bedroon

carse
Iive srranged for the officer to
Sty hers.Fround the clock, 1ust
in"dase tner’s anyining th
hat oor girirs wild story.

veton I
her state of mind, she's 1iable
745 Rinost anyeitng.

e w0 turn to go. In the b.g., siteing in che
TH0ang room, i & TOUNG OPPICER.  fe rises and nods.

e Doctor and Chtar vave goodbye and continue out
Ehe door o theis respecsive sare.

sxv. souse 213

As seen through the'front vindoy, the cars loaye the
preises: -~ kicking up dost ae they wind dovn the
B ek

T, LIVING RO0K an

The CAVERA PAIS FAON the window to the Young Officer
Tocking out. e pulle. uo hie snist sleeve dnd laoks
ok af Bis"vaton:  Quisfly, he turns and waike
Eovara Chrda's Foom - & cubious sxpreseion on his
e

He xeaches for the doorknob and eings the door open
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a15

16

an

o

a1

20

.
7. wasreR BEDROOH 215
Gords 15 rovealed calaly
E Youss PPICER

Leep on the ved.

Ploased, closes the door.
07, LIVING RooK 216
he Officer prosesds to oross back to his easy chatr.

our 70
INT. YASTER BEDROOH - DAY ar

CAVERA DOLLTES IN TOMARDS Chds — st111 ying on the
Sed, ‘Syes closed. Suademiy, her eyes open. She gets
55" ind moves OUF OF FRAE.

She tnserts har feat into o patr of siippers, grave a
200 FoTReR Oree s Cnakr anewrape 18 around horselc.

Stesaently, chets opens the bedroon Goor Just ¥ide
Snoven vo $1%p. theotgh.

cur 70+

VT, LIVING ROOM - DAY am
Gheta tiptoes out of the bedroon and looks around for

e acriser.

cunzs's zov an

Sactng in the opposize direstio
2E7the ax ena of the 1iving roo:

stumps tn & chate
‘S1venay ssiees:

Chrts continues out the front door.

X2, HOUSE/BARN - DAY 20

‘CANERA TRACKS I FRONT 0F Chixto as she runs for the
A T GhRaany detorminea sxpression on hor face.

oum 70
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INT. JARVIS HOUSE BATHROOM NIGHT
ToHNY 45 cutting his Naix off in clusps.
INT. IARVIS HODSE KITGHEN NIGHT

TrIsn
Yow, Coddamaiti

o8 aAsoN

HIS AND is useless. Nometheless, he turns to TRISH nd
Roves tovards her.

INT. JARVIS HOUSE NATN ROON NIGHT
TRISH retreats vaving the NACHETE .
TaisH

You son of a'biteh. 1111 give

o5 Something to remember s

v
She Tooks into JASON'S eyes. Thers is no responsc.
ASON 1unges.
TRISH bats hin with the ACHETE.
It reasins implanted diagonsily in his chest.

JASON staggers, then rights hasel, rips the MACHETE out
na sends Tt ciattering against @ will.

JASON lunges apain and this time there is no defense. He's
ot her:"5ie 243 TRiSH drop to the Tioor.

He puts his hand on her neck her eyes bulge. He leans dom
10 B Robehpent Rupe aninal grgaed testh slgaming. 10
Tooks srmest 15k hets poing to bite her face off.

Tomre (o)
Jusontt

JHSON staps, e Joosens the g on TAIS'S peck and slovly

JASONIS POV <= TN, bare-chested and in cut-of{ feans, has
A toraed his face’into s amsk: that looks Just 1ike JAson
Sheboy n the Take: The S1ght 3 truly stariiing. Mis
Bea aved; his &4 sotkets' blackened, 10O looks bizerrely
SEahiarTa e vay JASON fooked a5 a child.

Towrr
Juson.. Look. Remesber mel
Renembirt Juson.. Remenbert
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conTruED
JASON rises. Cocks his head. MOVES tovards TOONY.
As he gets very close to TOMNY he slovly zeaches out to touch him

ik uh Haest childlixe fascination.
O Looks off at TRISH.
TRISH rols over and gets the MACHETE.

Toer*S 7OV - JASON dooking down at hia. Me's about to touch hin.
TR Corey sy tebina The Bkt - arlye S hHERE Beracaie
etaos the ac ot his meck jost alssing his hesd.  The eapon

2orm 0 Sheply enbeddcd in JNGON, He sthll ventt quit. e vorks
P AEHETE e and 1% drops o ihe floor behind hix. He turns ané
ShchaC"out Tor TRISH, stumbling. Me sdvances. He is nearly on herl

TNy dives for_ the WACHETE snd whacks it cight dovn on JASON'S hesd,
ety RS Tiel} in tuo 1emgchvise. TOWN pries 1€ out of che
Ptz sk st Mol et e i poor, | 07l geler.
i e any the wespon, Looks at JASON. I3 1t over? he'stares
SO Sonter s Tong bext, then turms to TRISH. TORT
ng'TRISH exbrace, TRISH sobs, Kisjes her brother.. They src saved.
vex'so Shimtly, JASON stirs: Tears xun
Tt st s head.  They quiecly ualk
o RN s faoping, over his Timp sra.. And then, in one Judden
Do ent aove. TG Shoves TRISH agay and firiouslyrips the WACKETE
S TR TASONTT Again: And sgain. TOON'S eyes glare us Mo
i he RACHETE 15t JASON WRack after Nhack.  Then he 81095.

FADE To WHITE

INT. JARVIS HOUSE MATN ROOM MORNIKG
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A sten.

Hotpross Lottors:
uux 4, 2058

e cavsaL 1axe

Wo hoae the Bverly Brothora’ latest hit, Wako

U Latt1e s

- CAMPERS cone and g0, eagerly
drasging thots parent fron sctivity area to sc-

©Avity aron. The cemp 1s filled with joyous ro-

Unions on this parents’ day. There are evim mests,

rifiory demonstrations, swards prosotations.
4B CAVERA HOVES 11ke an obssrvar, taking 1t A1)

Siowty wo ara drawa down & side path...1t 18 over-
o, . private..
FONEBODING NUSIC pulsates on the TRACK.

rustitog tn the Leaves

Mttt forbading.

e hoar &

“hoavy broathing....ve
that 1 Ls Just two CAUPERS, naking thotr Tirst

furtive soramblings at saking out. ..
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RIDAY 13, Page 2

THE CAVARA 1n & fuL1-flodgod voyous 1o this
as1y-doveloped 15-year-o1d GIRL kissos with
Erlden abandon. Tho BOY s handsomo, Just bo-
etaning o Jowrn contidence...Both kaow that

they WIIL be aent hoso 41 they'e caught

THE WUSIC butlds in intensity. THE CASRA MOVES
CLOSER, stalks tho young lovers. The OIRL take

T heard somothing, " whe says. The DOV trion again.

TUE CAMERA 1o « relontless stalker...closer and

olosor. .

1o % pusstonate esbrace, the GIRL looks up and seos
At wil2 bo the last sight sho will ever sce: &
Batehot flashes fato view and splashes between

tho GIRL'S eyes.... Tho DOY strugplen for his ifo.

Ho tighta tho CANERA, awish in bis pirliriend's
Lfebload. & huneing kaifo falls to the forest
Tloor. Tho BOY picks 1t up and slashos at the
hand that 1 trying to strasple hn. The tndox
S1ngor of the unsesn assatisnt ia lopped trom 1ts
hane, Landing on & bed of moss...Tho BOY dropa tho.
Katfe. .6 struck dead, his skull crushed, by &
hoavy stone. A Bloody hand reachos nto FRAUE
and anatchos p the severed fingor. Tho ATTACKER
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rRIDAY 33
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QICK CUT T0: & young attractive COUFESLLOR,
searching for the misstag campors, stands at the
oégo of the desth-stte and shrotks with tersor.
The MISIC has stoppod abruptly.

‘e scREEY BLEDS 10 mUTE

It 18 comletely autet’

iz pREsEN: ESTAOUBHIYG THE KoROR

oz D

 wooded country xoad.
sorprESs Trvie:
srese

In the B0 & £iling station on fts st legs...
soung hitch=
hiker vho makos hor solitary way along thia roud.

A mangoy-dog adalos out-to-enter

Sho adjusts her Backpack, prts the fesendly dog.
This 1s ANIE, 19, tmmmturo, but very oxgor to

Please. Sho 1s cuts, talkative. She thumbs & ride

40 an apon Jeep. . Throughout the following sequence
tho CAMERA xemaine 1n tho driver's ROV, Te do not
the ntce person who hus pioked up ANNIE. AWLE

18 olated. Sho ta1ks wusy and tho erivor noed do
Rothing more than shyus. . ANNIE says she 58 gotng
£0 bo & coussslior at Camp Cryatal Lake and 5oy

5 T over exedtod about 16, Tho new owmax of the
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RIDAY 15, Page 12

msch for nestress

ARCIE saye
MID dips & chp tnta the Califoraia atp which

MATOIE made xom fo0d 4n the lardor. o nibbl:

the ontons sad sour cresn and gage Lmmedistoly,
fal1in to the floor, elutching bis throat and
thraaning. Wl turme dark red...Ths othors huddlo
sound 1n pante.

NED smiles snd does a big Hinient e vis Just

having fuo. . tho pration] foker..."T don't think

1'can handlo & whole sumor of your bullsntt,”
saye DA,

12 pmomns ow:
“hezo axs tho fuckisg Knives?" says DREIOA. "How
o

&ro e supposed to ko suppor without kn

1111, got som shenth-knives Tron the supply shed.”

B

Thunder xolls in thoe stant meustatss...
JACK & WARCIE aven't 811 that hungry. Thoy, g0 for
& valk, noldssg hands. Onco outside, thoy valk o

tha adgo of the lake...kiss.. hold. . ightaing.

faashes and they run for ine searest cabin. On
tho way they,grab » lantern, run iato the eabin,
and mako Love on the bottom buak. -.The lastorn

throms steange shadors on the walle...TH CAVERA

PANS upmazas fs0m the lovers’ faces. Thera s &

bromtan atsdn on the botton of ths mattre
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TRIDAY 13, age &

frees

A stxong, phyetonl, snd charming msa 4n s
forties conss out to groot the new arrivala.

Ho 4 & xeal, go-gotter, the now owmor and supervisor
of s camp. Mo 4a STIVE CANISTY. e 1s sccompanied
by €ho theoo othox counsellors who have arrived.
STEVE portorns the fntrodsctions sad we acet

BREIDA, & lightly borod, slightly above-it-all
FLr1 who L stuntngly besutiful. Sho wilk handl
the srchory progran. DILL 4a & good-looking, shy
soung san o wi11 run the canosing and sailing
sctsvitios.

But the CAUERA LINGERS longest on ALICE, a qutot
B51 who 15 sottly beautitul, hauning Ln an othor-
a1 way wih & smlle Ot can solt eost men. NED

Looks st BREDA with & wink, but he s cqually

could bo quite tho sumor.

Tn the camp councl oom, part of the adninistration
butliog, MR, CHRISTY s finishing up hia talk about
how he intends to mske Cryetal Like into one of the
best campe on tho est Cosst. o given them a1l

Shotr various assigaments, medtiontng that the State
camp satoty Lnspestors will be arrivisg {n the moraing
at :30. Alot of work must bo dore to bo rondy.
Diomisatng Arnte aa lato sad probably irresponsidle,
o

s atout shoring the new coussollors the
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DAY 33, Pae 7

idtosynerasios of the carp: tho tool shed, oautp

ont ahed...pover, gororator. ..
And chon Ho tolls tho nev omployesa that he must
€0 to the county seat to take cavo of some paper-
work, pick up last-ninute supplios, and so forth.

Ho'11 bo bck a¢ mtentght and, £ thoy'xo seill

awake, they'11 properly colebrate the now begtaning
ot Camp Crystal Lake
*Betore STEVE drives away 1n his Jocp, NED brings
& tondor subfoct: he'd heard somo strange
Fusors sbout the place.BUEIA nods. iy uncle
Askod 56 11 T was, gotng to work at Carp Blood,

sho says.
( “The past s past,” CHRISTY repliss. Ho then un-

20148 the talo of torror troe 195, Kis parenta
b omed the plice then. T brutalmnderot

the two campers had besn unsolved, and the effest

e devaatating: his folka vent baskupt and tho

camp was 5014 at austion. CHRISTY was 16 at the
el and ho vorod ho would buy 1t back, fix St up,
and zo-dadicate 1t o the memory of his parents.
ke STEVE drtves ofr, the kies gat acquainted.

NED nd SARGIE azo espropely happy that they are

Mithout adults and can hivo & ball on thetr firat

aay thore.
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o lunts-avkeasdly.She-stares runsing,-but-the-brosh

sRIDAY 13, Pago &

unp has writcon to bive Nor atter she answered

a1 34 10 & campus paper. She vante to work with

entiaran.

The Jeep rosrs past Camp Cryatal Lako. .

ARNIE turns to the DRIVER: "Dida’t e just pass
LIS ooks Srightenod. Tho DRIVER

oss

stopt..Tho Joep g
taster dows the dtrt soud.

Lene

ANIIE vatnly. grabs for the keye to stop tho car,
but the DRIVER'
I 4 T

hand slaps hox sy,

o aca th handl It 1a nissing 1t

tndex tinger...

Pantcked, vithout any othex rocourse, AWNIE Suspe
fron tho moving Jecp, atatng for th vaderbrush

slongside the road. She rolls, 1s upendod, as

P

Tho Joop hao stcpped. . Tho sassilant advances re-

Lesely. ..ANNIE 1s puraued. for-soreass camat
be heard by anyono. Sho turns to beg for merey

a0 hor throat 1a slashed!

COUSTERSODNT: ESTABLISHING MNP CRYSTAL/B100D
A gatly dacorated VN camper (ax yoars 014) lumbers
Bast tho gas station we saw exrlter. In 1¢ are
threo 20-year-olds who look haslthy, full of fun,

fresh and expostant.. The driver/ower of the van
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TRIDAY 13, Tage 5

16 38D; @ Jokor and  know-1t-a11 who fancion hin-
a01s & Jadion san. Hia best pal ds IACK, & real
1aatos man and & Jock. JACK 1s handsoms, & basket-
ba11 playor, and supremely contidant. Next to hin
1t MWARCIE, tho oriptaal przty girl. Sho 1o w
for any Kind of fun, with an accent on the kinds
of 2un you'se not upposed to bave. Sho ta vory
protty 1n a tlasdy my.
They chatter oxpoctanly shout thoir new fobs as
counsllors at Cump Cryatal Lake: JACK will run
the athlotsc progras, MARCIE vill handlo vater—
satoty, sad ED wAl 7un the xitle xange. They
WiIL also take care of othor aress: muintainanco,
cabin-nonitoring, oto. NED hopes the other famsls
counsollors will bo w %o his standards: “They
o vetter be corgeous and they batter put outl®
Tho van awings wide and makes it tusr dowe

tho dixt xoad which 18 bordored by tho sign:
coap cRIsTAL Laxs

o camper. van bunps and Jolts 1ts my tato the
Sonter of the camy compound whero ¥ 500 & Josp
Faskad near the Eatn adaipistracion bullding. Tho
360p could be tho ‘one kLG stopped fox ANNIE...





images/00065.jpeg





images/00186.jpeg





images/00307.jpeg
RIDAY 13, Page 10

It 18 only NED, sayisg she has overslop. ALICE
thanke him and saye sho must go urpack her Knap-
ek and got xesdy for supper.

+..ALICE steps out of tho shower, wearing her

tovel 18 & sarong, and hurrios across the camp-

round to hex cabin. . _hor pack aits upon her
bed, unopored. AUICE cobes in, conbs her beauti-
£41 hate. Picks up the bag. Puts 1t on the

arosser, stazes to opon 1. Stops. Takes ot

hex towel, thon £1ipe opon the bag and the smake
Losps out to strike and misses hor. ALICE scrosss,
@ cotle wpon

pinned back sgatnst & wall as tho o
hor bed o strika sgaint Tho others cose Fuming and

ACK k1118 the snske on her bad with & shovel he
Dieked up outesdo.
BTN S MARCIE eyt estor ALICE:
0 cook sona supper and swnko ome grass,
wsos.
amako thing docided to wandor into your prck.

ve

'n bushed and T'm hypor atter that

IHE NIGHT SEOINS. AT CAWP BiOOD/CRYSTAL
They £5x ainnor and later, as dusk drops into
Dight, BILL & JACK go to start the gonerator for
otostric ghts.
Onco in tho shed, JACK goss about the procs

starting the gra-tixed engine. Howovor, s soon

ot
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RIDAY 13, Page 11

Taces through JACK'S body, grounding hin, send-

tng soversl hundrod volts through him, locking

Mn 4n place. BILL throws & consando-type body
block on him which severs the comoction sad save
JACKIS Ufe. VThsnks," saye the still-dassd JACK.
"I tigurad T bad to save you,” BILL says,

causo the Tase thing I vanted €0 do tonsght vas
%0 you mouth-to-routh Toauscitation." BILL locks
&t €5 gororator. It's & total loss and then b

a0z & puddle on tho prownd where JACK stood.

“Thst's aa good & ground sa any," ha saya. It

wasn't horo this morning," IACK ropldes. They

probasly an usderground woll...They
trudge ot...

IACK opons up tho supply shod snd he graba four
Colemn’ lanterna; he handa txo to BILL. Ke see

hat the two boya don't see: four camp axes axe

nisstng from thotr rack.

TUE SPRING ¥I)OS TTGUTER: PALSE AlARNS
Tho boys rorurn and start Mshting tho lantorns
48 ALICE reaches tnto her dishwater snd lats out
a sorexs, She's only cut herselt on  broken pleco
o, plassware...Juat Jumpy....BEDA zoschos w high

4 % whol olatter of cans falla dovn,

tn e Tavder

making  tresondous motse..."That Stove really iea'e
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FRIDAY 13, page 8

BRENOA chdcks out hor archory shack and the
targats and tho sxchory range. As she turas fron
one targati  an nerow stresks into tho goldl
St whips axound, furious, to see NED standing
there laughing, & bow 1n bie handa. "You 6o
somothing Gusb ke that agatn, and 1'11 tack
your hide on the wall to dryI" she yells

BILL chocks out hia canoss....JACK takes & look

i the camping squtpoest shed and Anventories
the Kntves, the sxas, and tho Coleman lanterns

MATOIE chacks out tho deving board, the Tloats,

tho 1itostving gear. ..

Tuside tho arts and cratts butlding ALICE L dusting

and cleaning aid cwsoptng and soving hor supplies

to where she vants them for her vork. Slowly, v

—

o sossone 1s at & fax vindon.

Suddenty the door to the room flings back agatuat
tho a1l with » bang sa loud as & plstol shot.

ALICE turns with & violont atar...BILL stands in
tho, gloon. Hle apologizes. ALICE, still a bit apooked,
Luughs. They f11rt 8 11ttle bit, becontng more com-
Sortabla vith one another and the possibiltty of

& nice summer xomsnce...o% more. The quiot warath

of this moment 18 ripped apart by five shots as

o QUICK CUT to sao ND firing xapld fire into

& targot at the rilo sange.
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FRIDAY 13, Page o
iz Tovss o voum;
Latar, tho now commsollors trok down to tho shore
for & cool suin 1n the luke. Tha Sun 13 high tn
tho sky and MARGIE akine out of her clothes, pro-
fersing to avin n the mdo. NED & JACK fola hor,
Whtlo BILL & ALICE profox to losve thetr sutts on.

‘DaveeR whrEs:
s €ho Kids svin, BREIDA Jotniag then 1 the
Sktany-dippine, the CHIERA lurka st the odgs of
“ho forost, watehing....the senso of dangor 15

hetghtoned. ..vo want thoso young people to got

in thetr canpor and run.
Ao thoy entn, the watchor. foss to the cuap snd
sumaages through tho now pocple’

ALICE 6 €ABER, U0 WAtENSE openE Ber KiupLek:

Betore wo kuow what 1s happentag, the watsher

onr. 1o

Flacos & 14vo smake n the pack and steps back

auicKiy. .. the watchor gos

o the camp kitchon,

doon somothing 1n the larder which wo cancot o

Heads for the pover, gomerator....

The Kids and thetr swisming, but ALICE profers o

L atay on the bedch, working on hor tan, a5 the others

£ u to tha cabine. She 1es alons. Yo sense she

L6 botng watchod. The sun moves through ths sky
and suddonly & shadow falls on her face. Sho

wakes with & start.
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