


will never change the angle or move the camera
back. I always start the movement on the close-
up, the same size close-up I used while he was
seated.

In most pictures, when two people are seen talk-
ing together, you have a close-up on one€ of
them, then a close-up on the other, then you
move back and forth again, and suddenly the
camera jumps back for a long shot, to show one
of the characters rising to walk around. It's
wrong to handle it that way.

F.T. Yes, because that technique precedes
the action instead of accompanying it. It allows
the public to guess that one of the characters is
about to stand up, or whatever. In other words,
the camera should never anticipate what’s
about to follow.

A.H. Exactly, because that dissipates the
emotion and I'm convinced that’s wrong. If a
character moves around and you want to retain
the emotion on his face, the only way to do that
is to travel the close-up.

F.T. Before talking about Psycho 1 would
like to ask whether you have any theory in re-
spect to the opening scene of your pictures.
Some of them start out with an act of violence;
others simply indicate the locale.

A.H. It all depends on what the purpose is.
The opening of The Birds is an attempt to sug-
gest the normal, complacent, everyday life in
San Francisco. Sometimes I simply use a title to
indicate that we're in Phoenix or in San Fran-
cisco. It’s too easy, I know, but it’s economical.
I'm torn between the need for economy and the
wish to present a locale, even when it’s a famil-
iar one, with more subtlety. After all, it’s no
problem at all to present Paris with the Eiffel
Tower in the background, or London with Big
Ben on the horizon.

F.T. In pictures that don’t open up with vi-
olence, you almost invariably apply the same
rule of exposition: From the farthest to the
nearest. You show the city, then a building in
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the city, a room in that building. That’s the way
Psycho begins.”

A.H.  In the opening of Psycho I wanted to
say that we were in Phoenix, and we even
spelled out the day and the time, but I only did
that to lead up to a very important fact: that it
was two—forty-three in the afternoon and this is
the only time the poor girl ha§ to go to bed with
her lover. It suggests that she’s spent her whole
lunch hour with him.

F.T. It’s a nice touch because it establishes
at once that this is an illicit affair.

A.H. It also allows the viewer to become a
Peeping Tom.

F.T. Jean Douchet, a French film critic,
made a witty comment on that scene. He wrote
that since John Gavin is stripped to his waist,
but Janet Leigh wears a brassiére, the scene is
only satisfying to one half of the audience.

A.H. In truth, Janet Leigh should not have
been wearing a brassiere. I can see nothing im-

* Marion (Janet Leigh) and her lover, Sam (John Gavin), lack the
necessary funds to settle down to married life. When her employer
gives her forty thousand dollars to be deposited to his account in
the bank, she steals the money and leaves Phoenix. That night
she stops at a run-down motel. The young owner, Norman Bates
(Anthony Perkins), becomes friendly and tells her that he lives in

" the brooding Victorian mansion nearby with his mother, a sick

and apparently difficult woman.

As Marion is taking a shower before retiring for the night, the
old lady suddenly appears in the bathroom and stabs her to death.
Minutes later Norman appears, and though apparently grief-
stricken, he proceeds to wipe away the bloodstains from the bath-
room and to haul Marion’s body and her possessions to her car
trunk. He then drives the car to a nearby pond and stands by as
the muddy waters swallow up all the evidence of the crime.

_ Three people undertake to trace the missing young woman: her
sister, Lila (Vera Miles), Sam, and Arbogast (Martin Balsam), an
insurance detective who has been assigned to find the money.
Arbogast’s investigation leads him to the motel, where Norman
speaks to him but arouses his suspicions when he refuses to allow
him to meet his mother. The detective calls Sam and Lila to tell
them of his suspicions, then steals back into the house to speak
to the old lady. He makes his way to the first floor, and as he
reaches the landing, he is stabbed to death, his inert body toppling
down the stairs.

Lila and Sam now learn from the local sheriff that Norman
Bates’s mother has been dead and buried for the past eight years-
They go to the motel, and when Lila attempts to search the housé,
she h_as a narrow escape from death. In the ensuing struggle Nor-
man is revealed as a schizophrenic, leading a dual existence, a0

who, when impersonating his dead mother, is also a homicida
maniac.
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moral about that scene and I get no special kick
out of it. But the scene would have been more
interesting if the girl’s bare breasts had been
rubbing against the man’s chest.

F.T. I noticed that throughout the whole
picture you tried to throw out red herrings to
the viewers, and it occurred to me that the rea-
son for that erotic opening was to mislead them
again. The sex angle was raised so that later on
the audience would think that Anthony Perkins
is merely a voyeur. If I'm not mistaken, out of
your fifty works, this is the only film showing a
woman in a brassiére.

A.H. Well, one of the reasons for which I
wanted to do the scene in that way was that the
audiences are changing. It seems to me that the
straightforward kissing scene would be looked
down at by the younger viewers; they'd feel it
was silly. I know that they themselves behave as
John Gavin and Janet Leigh did. I think that
nowadays you have to show them the way they

themselves behave most of the time. Besides, I
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also wanted to give a visual impression of de-
spair and solitude in that scene.

F.T. Yes, it occurred to me that Psycho was
oriented toward a new generation of filmgoers.
There were many things in that picture that
you'd never done in your earlier films.

A.H. Absolutely. In fact, that’s also true in
a technical sense for The Birds.

F.T. I've read the novel from which Psycho
was taken, and one of the things that bothered
me is that it cheats. For instance, there are pas-
sages like this: “Norman sat down beside his
mother and they began a conversation.” Now,
since she doesn't exist, that's obviously mislead-
ing, whereas the film narration is rigorOUSI}"
worked out to eliminate these discrepancies:
What was it that attracted you to the novel?

AH. I think that the thing that appealed t©
me and made me decide to do the picture WS
the suddenness of the murder in the showel




coming, as it were, out of the blue. That was
about all

F.T. The killing is pretty much like a rape.
[ believe the novel was based on a newspaper

story.

AH. It was the story of a man who kept his
mother’s body in his house, somewhere in Wis-
consin.

F.T. In Psycho there’s a whole arsenal of
terror, which you generally avoid: the ghostly
house . . .

AH. The mysterious atmosphere 1is, to
some extent, quite accidental. For instance, the
actual locale of the events is in northern Cali-
fornia, where that type of house is very com-
mon. They're either called “California Gothic,”
or, when they’re particularly awful, they’re
called “California gingerbread.” I did not set out
to reconstruct an old-fashioned Universal hor-
ror-picture atmosphere. I simply wanted to be
accurate, and there is no question but that both
the house and the motel are authentic repro-
ductions of the real thing. I chose that house
and motel because I realized that if I had taken
an ordinary low bungalow the effect wouldn't
have been the same. I felt that type of architec-
ture would help the atmosphere of the yarn.

F.T. I must say that the architectural con-
trast between the vertical house and the hori-
zontal motel is quite pleasing to the eye.

AH. Definitely, that’s our composition: a
vertical block and a horizontal block.

F.T. In that whole picture there isn't a sin- .

gle character with whom a viewer might iden-
tify.

A.H. It wasn’t necessary. Even so, the au-
dience was probably sorry for the poor girl at
the time of her death. In fact, the first part of
the story was a red herring. That was deliberate,
you see, to detract the viewer’s attention in
order to heighten the murder. We purposely
made that beginning on the long side, with the

bit about the theft and her escape, in order to
get the audience absorbed with the question of
whether she would or would not be caught.
Even that business about the forty thousand
dollars was milked to the very end so that the
public might wonder what’s going to happen to
the money.

You know that the public always likes to be one
jump ahead of the story; they like to feel they
know what’s coming next. So you deliberately
play upon this fact to control their thoughts.
The more we go into the details of the girl’s
journey, the more the audience becomes ab-
sorbed in her flight. That’s why so much is made
of the motorcycle cop and the change of cars.
When Anthony Perkins tells the girl of his life
in the motel, and they exchange views, you still
play upon the girl’s problem. It seems as if she’s
decided to go back to Phoenix and give the
money back, and it’s possible that the public
anticipates by thinking, “Ah, this young man is
influencing her to change her mind.” You turn
the viewer in one direction and then in another;
you keep him as far as possible from what’s ac-
tually going to happen.

In the average production, Janet Leigh would
have been given the other role. She would have
played the sister who's investigating. It’s rather
unusual to kill the star in the first third of the
film. I purposely killed the star so as to make the
killing even more unexpected. As a matter of
fact, that’s why I insisted that the audiences be
kept out of the theaters once the picture had
started, because the late-comers would have
been waiting to see Janet Leigh after she has
disappeared from the screen action.

Psycho has a very interesting construction and
that game with the audience was fascinating. I
was directing the viewers. You might say I was
playing them, like an organ.

F.T. I admired that picture enormously,
but I felt a letdown during the two scenes with
the sheriff.

AH. The sheriff’s intervention comes
under the heading of what we have discussed
many times before: “Why don't they go to the
police?” I've always replied, “They don’t go to
the police because it’s dull.” Here is a perfect
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example of what happens when they go t, the
police.

F.T. Still, the action picks up again almogt
immediately after that. One intriguing aspecy s
the way the picture makes the viewer constant]y
switch loyalties. At the beginning he hopes th
Janet Leigh won't be caught. The murder is
very shocking, but as soon as Perkins Wipes
away the traces of the killing, we begin to side
with him, to hope that he won't be found oyt
Later on, when we learn from the sheriff thg
Perkins’ mether has been dead for eight years
we again change sides and are against Perkipg
but this time, it’s sheer curiosity. The viewer’;
emotions are not exactly wholesome.

A.H. This brings us back to the emotions of
Peeping Tom audiences. We had some of that
in Dial M for Murder.

F.T. That’s right. When Milland was late in
phoning his wife and the killer looked as if he
might walk out of the apartment without killing
Grace Kelly. The audience reaction there was
to hope he’d hang on for another few minutes.

A.H. It's a general rule. Earlier, we talked
about the fact that when a burglar goes into a
room, all the time he’s going through the draw-
ers, the public is generally anxious for him.
When Perkins is looking at the car sinking in the
pond, even though he’s burying a body, when
the car stops sinking for a moment, the public
is thinking, “I hope it goes all the way down!”
It’s a natural instinct.

F.T. But in most of your films the audience
reaction is more innocent because they are con-
cerned for a man who is wrongly suspected of a
crime. Whereas in Psycho one begins by being
scared for a girl who's a thief, and later on oné
1s scared for a killer, and, finally, when one
learns that this killer has a secret, one hopes he
will be caught just in order to get the full story!

AH. I doubt whether the identification 1
that close.

F.T. It isn’t necessarily identification, but



the viewer becomes attached to Perkins because
of the care with which he wipes away all the
traces of his crime. It’s tantamount to admiring
someone for a job well done.

[ understand that in addition to the main titles,
Saul Bass also did some sketches for the picture.

AH. He did only one scene, but I didn’t use
his montage. He was supposed to do the titles,
but since he was interested in the picture, I let
him lay out the sequence of the detective going
up the stairs, just before he is stabbed. One day
during the shooting I came down with a temper-
ature, and since I couldn’t come to the studio, I
told the cameraman and my assistant that they
could use Saul Bass’s drawings. Only the part
showing him going up the stairs, before the kill-
ing. There was a shot of his hand on the rail,
and of feet seen in profile, going up through the
bars of the balustrade. When I looked at the
Iushes of the scene, 1 found it was no good, and
that was an interesting revelation for me, be-
Cause as that sequence was cut, it wasn'’t an in-
Nocent person but a sinister man who was going
up those stairs. Those cuts would have been
Derfectly all right if they were showing a killer,

but they were in conflict with the whole spirit ot
the scene.

Bear in mind that we had gone to a lot of trouble
to prepare the audience for this scene: we had
established a mystery woman in the house; we
had established the fact that this mystery
woman had come down and slashed a woman
to pieces under her shower. All the elements
that would convey suspense to the detective’s
journey upstairs had gone before and we there-
fore needed a simple statement. We needed to
show a staircase and a man going up that stair-
case in a very simple way.

F.T. I suppose that the original rushes of
that scene helped you to determine just the
right expression. In French we would say that
“he arrived like a flower,” which implies, of
course, that he was ready to be plucked.

A.H. It wasn’t exactly impassivity; it was
more like complacency. Anyway, I used a single
shot of Arbogast coming up the stairs, and when
he got to the top step, I deliberately placed the
camera very high for two reasons. The first was
so that I could shoot dewn on top of the
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mother, because if I'd shown her back, it might
have looked as if 1 was deliberately concealing
her face and the audience would have been
leery. I used that high angle in order not to give
the impression that I was trying to avoid show-
ing her.

But the main reason for raising the camera so
high was to get the contrast between the long
shot and the close-up of the big head as the
knife came down at him. It was like music, you
see, the high shot with the violins, and suddenly
the big head with the brass instruments clash-
ing. In the high shot the mother dashes out and
I cut into the movement of the knife sweeping
down. Then I went over to the close-up on Ar-
bogast. We put a plastic tube on his face with
hemoglobin, and as the knife came up to it, we
pulled a string releasing the blood on his face
down the line we had traced in advance. Then
he fell back on the stairway.

F.T. I was rather intrigued by that fall back-
ward. He doesn’t actually fall. His feet aren't
shown, but the feeling one gets is that he’s going
down the stairs backward, brushing each step
with the tip of his foot, like a dancer.

AH.  That’s the impression we were after.
Do you know how we got that?

F.T. I realize you wanted to stretch out the
action, but I don’t know how you did it.

A.H. We did it by process. First I did a sep-
arate dolly shot down the stairway, without the
man. Then we sat him in a special chair in
which he was in a fixed position in front of the
transparency screen showing the stairs. Then
we shot the chair, and Arbogast simply threw
his arms up, waving them as if he’d lost his bal-
ance.

F.T. It's extremely effective. Later on in the
picture you use another very high shot to show
Perkins taking his mother to the cellar.

A.H. I raised the camera when Perkins was
going upstairs. He goes into the room and we
don't see him, but we hear him say, “Mother,
I've got to take you down to the cellar. They’re
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snooping around.” And then you see him take
her down to the cellar. I didn’t want to cut,
when he carries her down, to a high shot be-
cause the audience would have been suspicious
as to why the camera has suddenly jumped
away. So I had a hanging camera follow Perkins
up the stairs, and when he went into the room I
continued going up without a cut. As the cam-
era got up on top of the door, the camerd
turned and looked back down the stairs again-
Meanwhile, I had an argument take place be-
tween the son and his mother to distract the




audience and take their minds off what the cam-

era was doing. In this way the camera was above -

Perkins again as he carried his mother down and
the public hadn’t noticed a thing. It was rather
exciting to use the camera to deceive the audi-
ence.

F.T. The stabbing of Janet Leigh was very
well done also.

AH. It took us seven days to shoot that
Scene, and there were seventy camera setups for

forty-five seconds of footage. We had a torso
specially made up for that scene, with the blood
that was supposed to spurt away from the knife,
but I didn’t use it. T used a live girl instead, a
naked model who stood in for Janet Leigh. We
only showed Miss Leigh’s hands, shoulders, and
head. All the rest was the stand-in. Naturally,
the knife never touched the body; it was all done
in the montage. I shot some of it in slow motion
so as to cover the breasts. The slow shots were
not accelerated later on because they were in-
serted in the montage so as to give an impres-
sion of normal speed.

F.T. It’s an exceptionally violent scene.

A.H. This is the most violent scene of the
picture. As the film unfolds, there is less vio-
lence because the harrowing memory of this
initial killing carries over to the suspenseful pas-
sages that come later.

F.T. Yet, even better than the killing, in the
sense of its harmony, is the scene in which Per-
kins handles the mop and broom to clean away
any traces of the crime. The whole construction
of the picture suggests a sort of scale of the ab-
normal. First there is a scene of adultery, then
a theft, then one crime followed by another,
and, finally, psychopathy. Each passage puts us
on a higher note of the scale. Isn’t that so?
















A.H. I suppose so, but you know that to me
Janet Leigh is playing the role of a perfectly or-
dinary bourgeoise.

F.T. But she does lead us in the direction of
the abnormal, toward Perkins and his stuffed
birds.

A.H. I was quite intrigued with them: they
were like symbols. Obviously Perkins is inter-
ested in taxidermy since he’d filled his own
mother with sawdust. But the owl, for instance,
has another connotation. Owls belong to the
night world; they are watchers, and this appeals
to Perkins’ masochism. He knows the birds and
he knows that theyre watching him all the time.
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He can see his own guilt reflected in their know-
ing eyes.

F.T. Would you say that Psycho is an exper-
imental film?

A.H. Possibly. My main satisfaction is that
the film had an effect on the audiences, and I
consider that very important. I don’t care about
the subject matter; I don’t care about the acting
but I do care about the pieces of film and the
photography and the sound track and all of the
technical ingredients that made the audience
scream. I feel it’s tremendously satisfying for U
to be able to use the cinematic art to achieve
something of a mass emotion. And with PS}"FhO
we most definitely achieved this. It wasnt 4




message that stirred the audiences, nor was it a
great performance or their enjoyment of the
novel. They were aroused by pure film.

F.T. Yes, that’s true.

AH. That’s why I take pride in the fact that
Psycho, more than any of my other pictures, is
a film that belongs to film-makers, to you and
me. | can’t get a real appreciation of the picture
in the terms we're using now. People will say,
“It was a terrible film to make. The subject was
horrible, the people were small, there were no
characters in it.” I know all of this, but I also
know that the construction of the story and the
way in which it was told caused audiences all
over the world to react and become emotional.

F.T. Yes, emotional and even physical.

AH. Emotional. T don’t care whether it
looked like a small or a large picture. I didn’t
start off to make an important movie. I thought
I could have fun with this subject and this situ-
ation. The picture cost eight hundred thousand
dollars. It was an experiment in this sense:
Could 1 make a feature film under the same
conditions as a television show? I used a com-
plete television unit to shoot it very quickly. The
only place where I digressed was when I slowed
down the murder scene, the cleaning-up scene,
and the other scenes that indicated anything
that required time. All of the rest was handled
in the same way that they do it in television.

F.T. I know that you produced Psycho your-
self. How did you make out with it?

A.H. Psycho cost us no more than eight
hundred thousand dollars to make. It has
grossed some fifteen million dollars to date.

F.T. That’s fantastic! Would you say this
was your greatest hit to date?

A.H. Yes. And that’s what I'd like you to do
—a picture that would gross millions of dollars
throughout the world! It’s an area of film-mak-
ing in which it’s more important for you to be
pleased with the technique than with the con-
tent. It’s the kind of picture in which the camera
takes over. Of course, since critics are more
concerned with the scenario, it won’t necessar-
ily get you the best notices, but you have to
design your film just as Shakespeare did his
plays—for an audience.

F.T. That reminds me that Psycho is partic-
ularly universal because it’s a half-silent movie;
there are at least two reels with no dialogue -at
all. And that also simplified all the problems of
subtitling and dubbing.

A.H. Do you know that in Thailand they
use no subtitles or dubbing? They shut off the
sound and a man stands somewhere near the
screen and interprets all the roles, using differ-
ent voices.




