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ABSTRACT

Studies based on a director often follow a commodehaenerally resorting to an
overview of that directoros films and examini
of study wagyrounded in the auteur thedryollowing authorshp approaches in literatuyeand
was investedh a consistency thatstified the place of film authorship as a worthy pursuit in
academia. In this study, however, | examine Mexi&amrerican flmmaker Robert Rodriguez
through a discursive analysis, unencumbered to textual analysis or even a chronological
approachwithab ok at the media di scourse, Rodriguezbd
pertinent scholarshipdis debut awardvinning debut featuregl Mariachi (1992), as well as the
production diary that would soon folloRebel Without a Crew: Or How a 28zarOld
Filmmaker with $7,000 Became a Hollywood Plaiyespired a generation of flmmakers into
making ultralow (or microbudget) filmswWith films often released through Miramax/

Dimension, Rodriguez has continued to make films that primarily cater to aStioCity

[2005], Machet€g/2010]), horror The Faculty{1998], Planet Terrorf2007)) , and chi |l dr en
Spy Kiddgfilms [2001-2011] Shorts[2009]) audiencesall outside of Hollywood at his

Troublemaker Studios in Austin, Texas. While still direcfiihgs, his most recent venture was

founding the El Rey Network, which promotes itself as the first network for Ergpisaking

Latinos.

After a brief introduction to the auteur theory in addition to contemporary approaches to
authorship that suggest a weoaway from texbased analyses, | consider four broad areas that
point to Rodriguezds gr owt hElMariaghmo hishemowdasr ect or
the most prominent Latino media figure: social contexts (i.e., his MeXozarican identity),

labor, economics, and technologies. concl ude t hat while Rodriguez



significantly over the last tanty-plus years of his pfessional careehe has steadfastly retained
his adherence to his Mexic@merican identity, his penchant for taking many of the taskef
filmmaking (cinematography, editing, composing, etc.) despite having larger budgets, his

parsimonious approach budgets, and his technophilia.
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CHAPTER 1

INTRODUCTION

Approaches to Authorship: An Introduction
In The Simpsone pi sode AAngry Dad: The Movie, o
Award for best animated short. As writer and director of the filerhds been looking forward to
taking all the crediin his acceptance speech, but as he surveys the audiecitanges his
mind:

BART: This is it!l finally get toaccept an award for MY moviEx cept it 6s n
movie.l t was ntgatemaketthesinto & short. And so many animators!

Bar i

ot

Eve yday was somdbdyaukrow Wwhat Aday. was Imy dada?ad

only wish hewere here and not at Cerritdsito Square.

HOMER: You got your wilsdhm sbooryr.y Itéhma tp rlo utdo ook

BART: This whole thingissily. mean i sndét the idea of ON
entire movie the spidest thing you ever heard?
MARTIN SCORSESEYoum& e a | ot of good points, B
a very thoughtful kidYou remind me of Deborah Kerr Black NarcissusAnyway,
granted, despite what Andre Bazin might say, filmesa cokhborative art formBut hey,
you canodot give an Oscar to everyone.
Throughout cinema history, directors have positioned themselves, or been promoted by
critics and audiences, a s mittedle col@bomtsreensetiunih h i n
the early days of cinema, flmmakers like D. W. Griffith and Mack Sennett promoted their films
in such a way that audiences became familiar with tremmes and knew what to expelhe
Classical Hollywood Era had its figures like Alfred Hitchcock, Homdawks, and Orson
Welles, whose names werdeai promoted above the titld3uring the rise of film societies on

college campuses in the 1960s, it became fashionable to see thmtatesBergman, Federico

Fellini, or MichelangeloAntonioni film. Moreover, filmgoers today still discuss films in terms of

E p

art .

g t



auteurs; they know what they are expecting in a Quentin Tarantino, Wes Anderson, Kathryn

Bigelow, Tyler Pery, or M. Night Shyamalan filmAccording to John C. Tibbetts and James M.

Wel sh, 0 Stex otnlde omdpul arity and prestige of t ocf
critics and public of the presehThedebatasbvest yl i s
the film authorshighave even entered tipablic arena in recent yeats. 200, screenwriter

Guillermo Arriaga had aublicfeud with Alejandro Gonzalez Iivétu, who had directed his

screenplays foAmores Perro$2000),21 Gramq2003), andBabel(2006) over the possessory

credit Despite their formidable collaborative relatibis Arriaga was disappointed in the

amount of attention | avished oaute®dmiz=g&l ez | I8
auteursfilm. | have always been againseth 6 f i | m by d ¢ttédia ool halmova
process and it deserves severalt hor sé. |1 think it will 2be heal't

This debate over film authorship mirrors its contentious place within film theory for tHfevast
decades, when it had been declaratte, romantic, and patriarch&obert Lapsley and Miael
Westl ake state, ANothing in recent film theor
aut hotship.o
While this study acknowledges this controversy, the emphasis is rathatrarship
approaches within contemporary thedfifm authorshipghasexpanded significantly since its
peak (and sbsequent wane) iropularity. For instance, | am more interested in Robert

Rodriguez has figrowno from an indie darling w

LJohn C. Tibbetts and James M. Welsh, €lise, Encyclopedia of Great Filmmakéiew York: Checkmark
Books, 2002), from editorsé introduction, Xxiii.
Terrence Rafferty, i N o Whe Réwaygrk Tinge©ctoBen 22,2006: Al3sArriagahase ur , 0
not worked withGonzélez IfarritsinceBabel
SRobert Lapsley and Michael Westlakéim Theory: An Introduction2nd ed. (Manchester: Manchester University
Press, 2006), 105.
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director of uninspiring, mibudget squels, not to mention the head of his own television

network.Therefore, the research question thatlgs this study igHow do these changes in

Rodriguezds career reflect the evolution of
But first a brief explanatin of why Rodriguez has been chosarthe subject of this

study.l contend that Robert Rodriguez may best epitomizénttreased commercialization of

the independent film industry in the last 25 yeblis 1992 debut filmEl Mariachi, established

his place as an innovatamong independent flmmakeu! on a shoestring budget of only

$7,000 Since then, he has always worked in genre entertainment, making more action films

(Desperadd1995], Once Upon a Time in Mexi¢2003], the Sin Cityfilms [2005-2014] and

Machetefilms [2010-2013)), as well as horror filmssfom Dusk Till Dawr{1996], The Faculty

[1998], andPlanet Terror[2007) and c¢ hi | dSpeKidéseried2001-20kl] The h e

Adventures of Sharkboy and Lavag#005], andShort [2009]), priding himself in making

films cheaperhan comparable Hollywood farAlthough Rodriguez has become the most

successful Latino flmmaker and a technological innovator, his work has failed to garner much

award attention (onlil Mariachi andSin Cityhave won major awards3till, even when his

films have become increasingly derivative (i.e., sequels, remakes, reboots, spinoffs, and

adaptations) of his previous work, it stildl

isomebhoodydiwects in the first person. o
Auteurism became entrenched within the growing field of film studiése mid

twentieth centurysince it coincided with the establishment of Arglmerican filmeducation.

The University Film Producers Association (ntve University Film and Video Association)

was founded in 1947 and the Society of Cinematologists (now the Society fanaCamel Media

Studies) in 1959n the UK, the Society of Film Teachers was also founded in 1959 (later

3



renamed the Society for Ecaton in Film and Television)Thus the formation of these
organizations occurred around the same time as the auteur theory was being championed by the
Cahiers du Cinemaritics*The auteur theoryds place in the f
the riseof film education cannot be ignored,ths auteur theory helped legitimize film as art
formandaa c hol ar |l y pur sui t . Tehtevithim academiais dvite@ho r y 0 s e r
several fronts, but perhaps most visibly in the number of courses degsapecific directors
that are still taught in film programs across North Aceeri
Yet the auteur theory fadecriticism on several front&or one, it was often pointed out
that flmmaking was a collaborative medium and thus auteurism was too individualistic
(promoting an ideology of the subjeet)d naive Why should the critical focus be on the
director, while screenwriters, producers, astainematographers, editors, production designers,
and others suéir the neglect of scholarshipfe auteur theory was also labeled as romantic,
concerned with the isolatedr t i st , t h e@bufias Kabenas Nercer elgcidatés\Mes |,
can all livewithout the return of Romantic notions of creative genius, which always placed the
author at the center of thetdxt e s emb |l i ng t he godli ke figure of

thought he had an answer for everytldingut we need to revise the notidrat the author is

“The British journaMoviealso promoted auteurism, althougio r e j udi ci ously, as critic |
demonstratefi On t he whol e we accept the cinema ooUtedréneect or s,
of la politique des auteurahich makes it difficulto think of a bad director making a good film and almost

impossible to think of a@pd director makingabadof@ne 6 s aest hetic must be suffici
the fact that Joseph Pevney, having made dozens of stinkers, can suddenly edthe@n@dmirable western in

The Plunderersor that Minnelli, after years of doing wonders often with unpromising material, could produce

anything as flat footed akhe Bells are Ringilg lafCa mer on, A Fi | ms, i@@printedet or s, and C
Theories of Authorship: AReader edited byJohn Caugie [London: BFI, 1981]52).



simply an empty, abstract function of cultural discourse through whom various ideologies
speakd®

I n the American context, critics of Andrew
advocating a cult of personality, as wellsasuratingthe auteur theory with cinephiliguteur
theorists were also accused of promoting a fig
group of individual s, a pare¢ntaeshaping(fiilmnasabatt r ow S
Furthermorepoststructrualists viewed auteurism as hopelessly naive in®8postt hesi an fAde
of the author o mil i eu,utewism of beingfpatmaicheiuteur s of t en
theorists therefore, were charged with ignoring the recent approaches tosuphadvanced in
literary theory, as well as those newer methods that took ite,ach as reception studiBsit
even if it fell briefly out of favor within the academy, it never really left the industry, as studios
have continued to market flmsoccae nal 'y by expl oiRPauwlg $dhker ade req
statement about another topic considered outdated irséihmlarship the canonif Ca n o n
formation has become the equivalent df-t@ntury antisodomy laws: repudiated in principle,

performed in pactica)d could easily be applied to the auteur thebry.

Whil e Roland Barthesdéds fAndeath of the autho
authorship is discussed in film and | i-terary
functionodo has received | ess attenmaybea. l'ts us

backhanded compliment, but he delineates four purposes for the-autbon that | find

helpful: (1) it points by name to a person that creates a designatiahjg2)esignation permits

’Kobena Mercer, fADark and Lovely Tmh&operiméilalmdma:GheyrimMen i n
Reader edited by Wheeler Winston Dixon and Gwendolyn Audrey F¢stardon: Routledge, 2002)33.
SPaul Schradefy The Fi IWh aCta n@onn:st i t ut dibn Camnir{Sep/@ct 2006k 35 ? , 0
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categorizing; (3) such categorizing may help produatistin our culture; and (4) this

categorizing will subsequently infer meaning onto a text.

The Expansion of Authorial Approaches A Review ofthe Literature

| have so far traced a brief history of how film authorship was originally conceived and
debated, basically the auteur theory as promotedabyers du cinemand Sarris, versus its
detractors. But authorship has moved extensively beyond the early atitesitaoking for
consistent themes i Recent(aspeciadlycpoa®00pssholdrly ldesareo f wor
that extensively discuss authorshipl now beaddressed, particularly in its expansion of this
controversial framework for theorizing@ltt film. This is essential since the auteur theory, as
describedn many film textbooks, is still mired in tH@ahiergSarris eraThe following texts
have largely been overlooked in the dission of authorship

Ti mot hy Corri gan 0 s beoome demimalnn thee waylhhatawghbrshpp h a s
has been discussed in the last 25 yearsv&tethe one who really pointed out how auteurism is
bei ng ucmmercidkdrategyfor organizing audience reception, as a critical concept
bound to distribution and marketing aims that identify and address the potential cult status of an
auteur 8Dften invoked in theliscourse over authorship since 1990his distinction henakes
bet ween the fAcommerci al auteur o andismatkked fnaut e

byanaut eur recognition Aeither foisted upon the

'See fAWhat | s anFoAcalt, hangus®@ CounteMdiony, iPradtice: Selected Essays and

Interviews edited byDonald F. Bouchard, translated by Bouchard and Sherry Sitt@t4, NY: Cornell
University Press, 1977),14B3 8. The essay i s based on a presentation c
AiDeath of the Authorod essay.

8Timothy CorriganA Cinema Whout Walls: Movies and Culture after Vietngitew Brunswick, NJ: Rutgers

University Press, 1991)03. Emphasis in original.
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agency produces and promotes texts that invariably exceeddwie itself, both before and after

i t s r°dhus a&snenerdal auteur is someone with a high visibility thay mweceed the

texts themselvegE£xamples include flmmakers as varied@sorgeLucas, Woody Allen,

Francois Truffaut, Steven #&tberg, ike Lee, David Leartlitchcock,and John Sayles, as well

as directorstars such as Clint Eastwood, Kevin CostRahert Redford, Mel Gibson, Barbra

Streisandand Sylvester Stallone. The auteur of commerce, on the otherihand a fia f i | mma

[who] attempts to monitor or rework the institutional manipulations of the auteurist positions

within the commerce of tfEandsdord Goppplay RaalRyiz, mov i e

and Al exander KIl uge a esdortli®categoriyla adnslarveimr ee case

Andrew Dewaard proposes a related term, dsel/l

auteuro that can reduce a director to his or

Ait i ncobpandtedebhhety and celebrity cachet t

while foregrounding the c®ntrality of economi
Corrigan also notes thétite subsequent auteurist marketing of movies whose titles often

procl ai m t hneanfei,|l nsnuackhe raéss BLBOO(n1a9 ©6 )B,e r Doy auntdcdl e an

Daughtert 1970) , or Miedwen 1E830)guanrtareeédsa relationship between

audience and movie in which an intentional and authorial agency governs, as a kind-of brand

name vision that precedes and succeeds the film, the way that movie is seen and.¢teived

®Ibid., 107.
Obid.
Hbid., 108136.
22Andrew Dewaard, f@dJoints and J &ightthe PBwei: KEpikeleee Reader Sel | ebr
edited by Janice D. Hamlet and Robin R. Means Coleman (New York: Peter Lang, 2009), 348.
BCorrigan, 102.
7



This practice continues today, with flmmakers suctias1 Carpenter, Tyler Perry, and Lee
Daniels(The Butler 2013).

In his bookAuthorship and the Films of Davig/nch: Aesthetic Receptions in
Contemporary HollywogdAntony Todl makes a case for a simigpproacho authorshipn the
twenty-first century as he claims,

The intersecting industrial system of modern film production and reception present us

with a setof author propositions a long way removed from those of the haughty literary

establishment of 1960sif] to which Barthe and Foucault took exceptioie are no
longer dependent only on scholarship to conquer the text on our behalf because early

auteuritn has come to the fore i n npeusméwagal ri ti c
of commerceMeanwhile, a defining feature of the patassical system, is its
adaptability in feeding niche audiences; a

audienceshrough various populist and serious media channels that will reference the

authordos name when and wHere that referenc
Furthermore, viewers do indeed make their own
ideological (rather thascientific) operation through which the horizontal ontology of thedtext
be that formal, thematic, and/or indust@iadill trigger the search for an authorial voice from the
predisposed e a d®*@add focuses on the industrial auteur, building enwiork ofthose such
as Corrigan.

Just as auteurism was being questioned by critics and theorists in the 1970s, the word
Aaut eur o was being used frequently for the ma
designated as the era of American cinema lasting fro t96982)Lucas, Spielberg,

Coppola,Robert Allman,Bob Rafelson, Martin Seeeseand Brian De Palmauteurism was

now being utilized as a mar keti ng -mamapgérial or as

¥Antony Todd,Authorship and the Films of David Lynch: Aesthetic Receptions in Contemporary HolljMewd
York: . B. Tauris, 2012)148149.
Blbid., 56.



cl ass £ Nysteom eogngctsdhese of the New Hollywood auteurs to the concomitant
laborunion struggles in Hollywood.ooking at the flmsloeandFive Easy Piecegoth 1970)

as emblematic of these struggl es, Nystrom con
that cannot be tdlwithout acknowledging that auteurism was both the product of and a key
player in the class struggles of t h'&YetNew Hol |
Nystrom extends the Marxist critique of auteur theory of previous decades, that awgguisthe

primarily a conservative approach that ignores political ideology and class struggle.

I n his article, AThe Perfect Money Machine
Auteurism in the New Holl ywood, 0 &disdainfegwi s ma
Spielberg and Lucas as the reason for the demise of New Hollywood Cinema and the stibsequen
rise of the blockbuster erbewis does not discount the notion of auteurs, just cekiadsof
auteurs, as he certainly prefers the likes of Seeraad Gppola to Spielberg and Lucase
admits that #dif a director or producero6s cl ai
she has controlled a project, Lucas athd Spiel
(The same could psemably be said for Rodrigue&iill, Lewis makes at least one notable
pointd that Lucas and Spielberg have generated an era in which postproducti@tdiee
increasingly importan. e wi s6s focus on these two directors

since he haeften mentioned them as major influencashas work.

¥Derek Nystrom, fAHard Hats and Movi eNeBw aH csl: | Gilvadacedi,rd s m a
Journal43:3 (Spr 2004), 1-89.
Mbid., 37.
¥Jon Lewi s, AThe Perfect Money Machine(s): George Lucas
Ho | | y wolLoakingdastha Screen: Case Studies in American Film History and Metdsl Lewisand Eric
Smoodin (Durham, NC: Duke University Press, 2001.

9



In a similar vein, Martin Flanagan points out that the concept of the auteur has only
contributed to its reputationithin Hollywood in the last decade, particularly in regard to the
blockbusterWr i t i ng i n the wake of comic book adapt a
Singer K-Men, 2000;X2, 2003), Sam RaimiSpiderMan, 2002), and Ang LeeThe Hulk
2003), Flanagn notes a trend that would only continue, as former art house directors Alfonso
Cuaron Harry Potter and the Prisoner of Azkah&004), Christopher Nolan (the Dark Knight
trilogy, 20052012), Kenneth Branagfijor, 2011), and Guillermo del Tor&lade II, 2002;

Hellboy, 2004;Hellboy II: The Golden Army2008) have all been recruited for blockbuster/
tentpoleprojects in order to make them more distingats for critics and audiencekn Lewis
describesthecomic o ok adapt at i oactioremdventure subgenmgirotie tpastn t

auteur er@'® but, if anything, the superhero genre may be the best example of how auteurs are
marketed to erdnce the cachet of such filntsom the early days of the superhero genre

(Richard Donner, Ridrd Lester, im Burtontothegenr e6s expl osi ve gr owth
auteurs have beencruited togive their stamp on their films.

Like Flanagan, Yannis Tzioumakis has also examined auteurship and Hollywood
marketing techniques, in this instan the career of & Mamet.Contra the work of Corrigan
and Lewis in the di scoiaoteewordd argiingfoditsst ri al aut
significanc® Tzioumakis asserts two ways in which industrial auteurism remains key for auteur
criticism: first, film authorship is>amined within an industris@conomic context; and second, it
makes the study of authorship more flexible, namely that an indes$sajned, intertextased

form of authorship can be studied alongside a traditional, textdetgrmined one.

%Jon Lewis American Film: A HistoryNew York: Norton, 2007), 365.
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Most of thecontemporary discourse so far haiéized an industrial approaéhfitting for
a commercial filmmaker/media mogul like Rodrigéelaut some scholars have attempted to
adapt the auteur theory to etifrontiers inmedia studieCarol Vernallis, for instancexplores
differing music videotyles through the lens of authorshipn "6 The Most Terri fi c
Music Video Director s, Styl e, and the Questio
ADennis Potter and t he Qu enptediwibhrieleasiontivdnty Tel evi
years previously. Articles such as these by Coward and Vernallis appear as little more than
attempts to legitimize these younger art forms, much aSaheérscohort endeavored to do
with cinema, particularlyi p o p u | a ropddprodiictThé guteur theory is often appropriated
when necessary to legitimize emergingdma as worthy objects of study.

On a related note, Anna Notaro has also looked at auteur theory in new technologies,

particularlyfilms shared on the Intern&/h i | e t hese new technol ogies
hybridized, collective authorship, o6 Notaro co
performative semblances, appears to be®reaffi

Though much of hearticle already seems dated (since it was published as YouTube was slowly

gaining momentum as the primary outlet for bu

helpfullypd nt s to the auteur theorydés continued r el
The auteur theory faced somé its most vocal challenges when feminist film theorists

accused it of being patriarchal and chauvinistic. In her article on women filmmakers, Angela

Martin goes one step further, saying that ndau

2Anna Notaro, fAiTechnology in Search of an Artist: Quest
Cinemat i c THerYebetLightiTca@7,(Spr 2006)36.
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f il mmaWroncaly,dut euri smés popularity declined sic¢
Americanwomen filmmakersvere entering the industripart of the problem she sees is that

women filmmakers must, in order to be labeled auteurs, include a female voice to give it
Aautlhoorieadence, 0 thus overlooking directors |
formakn g mor e r i manlt ee(Bverfifiothemssuclvas Barry Keith Grant notes

recurring themes and stylesthre action films of Bigelow.Martin (rightly) thinks too little

attention haséen given to women filmmaker$ it is indeed the case that women filmmakers

are still ignored, newer introductory film textbooks, such as Wheeler Winston Dixon and
Gwendol yn AuAShatHistery o Filmwitld its particular emphasis on women

filmmakers, may correct thisgdpr ovi si onal ly concurring with Mz
essentialism of insisting on a feminine authorial voice, little remains to outright reject auteur

theory within a feminist contexindeed some would consider ficonveniend for the established

patriarchy of acadentéat the auteur theory would become less fashionable as women

filmmakers became more promingdther feminist theorists such as Claire Johnston, Sandy
FlittermanrLewis, and Getha Ramanathan, among others, have justified the use of the auteur

theory within feminist film theory, divorcing ftom its perceived patriarchiRedressing the film

canon with her particular work on Dorothy Arzner, Johnston, one of the key articaftors

feminist theory in the UK, censures auteurists such as Sarris for ignoring the work of women

fimmakers’J ohnst on argues, fANevertheless, the deve

2AngelaMa t i n, fARefocusing Aut hor Audteurpand Authorshim & Rilin Realled.! mmak i n
Barry Keith Grant (Malden, MA: Blackwell, 2008), 128.

2Al t hough she shied away from the Afeministo | abel and
theory, Pauline Kael also took auteurigintaskon the grounds that it championed certain male filmmakers. Varying

opinions on the auteur thedld to the rift in 1960s American film criticism between those who followed Sarris
(ASairtres o) and Hmetheir wakefinbost filh aitics seemed to have adopteid emediain the vein

of Roger Ebetr, respedng the authoritativeness diié director, while also judging films on their own merits (Todd
RendlemanRule of Thumb: Ebert at the Moviéew York: Continuum, 2012110-12).
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important intervention in film criticism: its polemics challengee émtrenched view of
Hollywood as monolithic, and stripped of its normative aspects the classification of films by
director has proved an extremely prod¥fictive w
Do these recentipublished articles oauthorsip depict a chorus of voices a
cacophony of caterwauler§hey run the gamut, from looking at specific case studies of
auteurism (Todd, Nystrom) to examining its exploitation as a marketingLiewis, Flanagan,
Tzioumakis).Both Vernallis and Notarodapt theauteur theory to newer medBome (Martin,
Begley) find the auteur theory indefensible on ideological grounds, while others (Grant and
DeAngelis) display how it can be still be utilized in ways that seem both traditicshal an
innovative at the saentime.Premature pronouncements of the death of the auteur theory have
been refited, an auteuristic reside remaiegen if it looks differently than it had in previous
decadesgisseminatingnto other scholarly frontiers.
Besides a few edited volum&ghere has not been a belgngth treatment specifically
on the auteur theoyuat he aut eur t he or Y ilmbAatsorshipe Autel®sand®P. Sel
OtherMyths a vol ume in Wallfl ower Presso6s Short C
of auteurstb as ed a p pr oAuthdrskig and thed-iths 6f Havid Lynadmainsone of
the few written to really justify the place of authorship in a supposediyaubstr era of film
studies, although again Toddoés hpasoaohiisdaosa

auteur, o0 created and marketed by Holl ywood.

i Wo men6s a€Coonntea 8 e ma, 0 Feenmism amd FndOxforah Readingin Feminism, edited
by E. Ann Kaplan@xford: Oxford University Pres2000), 26.

2Besides Grant, see Jeremy Braddock, and Stephen HockDidsted by Allen Smithg@inneapolis: University
of Minnesota Press, 2001); and David A. Gerstner and JaaigeBteds.Authorship and FilmAFI Film Readers
(New York: Routledge, 2003).
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Auteurism has arguably maintained its status in acadenspitepopularnotions to the
contrary.As mentioned aboveilin studies programs still teach a¢sas on individual
filmmakers, whit testifies to professors who are still interested in the subject, but also that such
classes remain popular and stilegantee sufficient enrolimenh a similar vein, books on
directors are still the largest segmefpublishing in film studiesThe llowing is a selective
list of book series devoted to directors by major pbiblig houses in the lastdeca@et r e ct or s 0
Cuts (Wallflower PressConversations with Filmmakers (iversity Press of Mississippi),
Fi |l ms @9 (€amBriege University PresBjimmakers Series (Scarecrow Press), Virgin
Film Directors SeriesT a s ¢ hEhe Cosplete Filns Ser i es, Pocket Essent
Contemporary Film Director@Jniversity of lllinois Press), an@eFocus (Edinburgh Univergit
Press)among otherdAs evident, they range from the scholarly (Wals we r 6 s Di rect or s
andl ' i nois Pressds Contemporary Film Director ¢
Taschends | i Mamemds mbnodraphs bre stilkpshjed each year on individual
filmmakers by popular, general academic, antversity publishing house$he edited
collection,Inventing Film Studie€2008) contains a few essays that discuss the place of
auteurism in the academy historicathg well asn the presentday.n hi s chapter, AL
Books, 0 Mar k Bet z not e sorientdsstudies ih the 1960pand 18703 t y o0
has not really slowed in recent years; from 1
published more fothe popular market and not by university presses) were director
monographg® The number may not be quite as high for scholarly presses, but they still may be

the largest subcategory.

“Mar k Bet z, ilhverttgFilen SBidiestited, by liee Grieveson and Haidee Wasson (Durham, NC:
Duke University Press, 2008), 340.
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Still, there are several gaps in the recent literaturedaadlopments in the auteur theory.
Most obvious are the insular tactics so limiting that they add little to the debate and to the
advancement of authorship theomhis study seeks a larger scope in its argument for a more

inclusive and com@hensive appaxrh to authorship.

Organization and Scope of Study

The fourcentral chapters will focus on four aspects whesecan examine how
Rodriguezhas evolved from a losudget flmmaker to a media mogul: social contexts, labor,
economics, ad technologies, evaha certain amount diuidity exists among these four areas.
For instance, Rodri guez06s ydoaseissmpartedby ssociale r ni n
context(s), economics, and his view on lafdnis is also significant in thato the best ofny
knowledgea filmmakerhas not been explicitly analyzed using these four lenses before.
adopted this approach as it seems more pertinent to where authorship methods will be going in
the future, removed from t hesthiatyapmpiorganited or gani z a
chronologically or thematically.
Social Contexts

Chapter Zzouldc over several soci al c o RhuEtwil s t hat
instead focus on Ro flmmakey sncedttss digtincian placesshima L at i n
outside the norm of American flmmaketls fact, Gregory NavaH] Norte[1983], Selena
[1997]) is the only other U.S. Latino filmmaker whashsustained a lengthy careefilm.
Several books have shaped my understanding of the contemporary Latinapendsost
notablythose byChavez, Macias, Vasquez, andimSmith deals more with the new

immigrant experience, which is not as applicable in an understanding of adgeushation
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Tejano like Rodriguez, but Vasquez and Macias tackle-¢gegration Mexican ethnic identity.
Unfortunately, both focus more on the Southwest (chiefly California and Arizona) experience,
not that of Latinos in Texa¥he major Latin American filmmakeheorists can also shed light
on Rodriguezds wor k.
Chavez examinesmedi portrayals of Latinos as a fthr
helped shape my undensthng of Latinos in the medi&ome of the notable works on Latino
image studies in film and media that inform my research are Valdivia, MGlizaan, Beltran,
Noreiga, List, and Ramirez Berghe major works on Chicano cinema are Fregoso and Noriega.
No r i &lgoairdAsnericgrimarily addresses Chicano work in television, but also provides
pertinent information otthe early Chicano filmmakersrégosoand Keller on theother hand,

set the foundatiofor Latino images in film.

Labor

For the chapter olabor,l addr ess several di mensions reg
labor and the delegation of tasksonaflko dr i guez6s revival of the 0
production, which Janet Staiger notes prevail

essentiapart of hisartisticpersonaln this system, one individual usually conceived and
executed almdsall of the production task&odriguez often comments on these various tasks
(writing, composing, editing, shooting, production design, etc.) in his interviews.

El Mariachican be viewed as Rodriguezds attempt
movementofmsii ¢ r ec or di n-gublshed sniakircutao perfodicalk dsually
printed through a photocopier) production to the exclusive art of film. Although ostensibly a
book abouiThe Simpsons C h r i sPlamet Simpson: dlew a Cartoon Masterpiéefined

a Generatiorcaptures the zeitgeist of the early 1990s, includichapter on the DIY
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movementThis emphasis on DIY can be seen in the numerous references to creativity in his
interviews.Ot her topics addressed itoublingstasementsandt er i r
actions toward labor groups, the ways in which this director so often perceived as an

individualist actually does collaborate, and where Rodriguez fits within the entirety of film

history as it regards the tasks he typically penf®on his films.

Economic
Since the direction of this study is on RO
Aindependento from Holl ywood, this chapter ma

changes in American independent cinénits increased commercializati@rthroughthe career

of Rodriguez.John Piersowffers one of the more notable histories of American independent

cinema, foasing on the 1984994 periodl t i ncl udes a history of Mir
contract with them, but more significantly, Pierson detaisexploitation of budget figures that

occurred, especially in the wakeif Mariachi. Yet the work is more of an insider, documentary

account of the movement from someone who helped shape the history he is writing than a
comprehensive account ofdiie filmmaking in this periodviore focused histories on the history

of Miramax, s ucbowaad®y PidureaBids Al n dladeRne,r r en o s
have been more helpful, not only because they discuss Rodriguez to a greater extent, but they

help phce him within the context of the 1@ American independent scetraie, Inc contains

a |l engthy treatment of the historya®faDiamemsim;
of cool 0 lhatutheselhistories®iirtdep@ndent flmmaking Miramax fail to address

adequatel are the modes of productioflison Macor places Rodriguez within a tradition of

indie filmmaking in Austin, comparing his work to that of fellow Texan filmmakers Eagle

Pennell, Tobe Hooper, Tim McCanlies, Mikedgeand Richard LinklaterShe includes two
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chapters specifically to the productionEifMariachiandSpy KidsRodr i guez 6s pri vat
Troublemakeralsoacts as an alternative industrial model.
Rodriguezds place wit hi n nothedgnorad,cas sudeassfug et r
films (and, ultimately, franchises) likélerks The Blair Witch ProjegtandParanormal Activity
mayhave not have found a homathin the markgtlaceif not for the example ol Mariachid s
exploitation of its budgeOneof t he key themes in Rodriguezos
theme, is his pride in cutting costs while still making big, spexffactsladen, action fare-e
still boasts ofmaking genre film much cheaper (usually $2#0 million range) than they are
made in Hollywood.
Technologes
Certainly the seminal texts on film technology that relate to Rodriggsez i mpact have
beenconsulted. nf l uenced by George Lucas, Rodriguez w
conversion to digital filmmakingSome of the books that address the ontological differences
bet ween digital and The Lamguage af New dledialii,dh@ Manovi ch
introduces the concept that shooting in digital moves filmmaking into a subcategory of painting
andisnotindeical As i ts titl e s INgwgDegigat GnemaHReihvengingWie | | i s 6 s
Movie Imagealso addresses the ways in which the transition to digital represents a paradigm
shift that may be incontrovertible. From the other perspective, John Belton hiswpheaval
di fferently in ADigital Cinema: A False Revol
Rodriguez established Troublemaker Digital and has worked as the visual effects
supervisor on almost all of his films fro8py Kidson, a position he enjoys, as evidentha t
DVD supplemetal materialsHe has also been candid about his thoughts on special effects, as

evident in his interviews with special effects trade journals, suChnasex
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Rodriguez has also been instrumental in the resurgenc® af 8ontemporary cinemas.
Lenny i p t E&auridations of the Stereoscopic Cinemraaains the best guide on the technical
specifics of stereoscopy, but its technical jargon, mathematical formulae, diagrams, and scientific
rationale for how stereoscopy works will be of little use for thegqmt, particularly since Lipton
is not concerned with what | am concerned with, namely the history ang thedand
stereoscopic cinemalistoriesof3D ar e only now really being wri
its resurgnce has largely been ignor&hy Zonearguably established himself as the premier
historian of stereoscopy, with his volumoe pre1952 stereoscopgnd its sequeB-D
Revolution: The History of Modern Stereoscopic Cinémaacovers the history froBwana
Devil (1952) on.To his crelit, Zone includes a brief chapter 8py Kids 3D andThe
Adventures of Sharkboy and Lavagbut he sees them as the dying breaths of the old
anaglyphic (red/blue)-® system (despe both being shot digitallysome of the scholarship
that explores D from a more theoretical standpoint inclugbeploring 3D: The New Grammar
of StereoscopiEilmmakingby Adrian P@anington and Carolyn Giardin&ot as comprehensive
as Zoneobs wor k,rdifda@aver mantph Rodrigueiill the§ dogrovide
andher view on the placef 3-D in contemporary cinem&ome of the early-B theory, such as
t hat found i nFilRasdAg is partieutanhytelpful. irdheim lumped stereoscopy
along with color, widescreen, and sound as technological advancetima&inivould hinder film
and make it no | onger a distinctive art form,

the senses and retu’®n to fAcinema as spectacle

2For more on the notionofspact | e and the ficinema of attraction, o see
Early Film, Its Spectator and the Ava@ta r dWéde Angle8 (Fall 1986): 114.
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Wor ks that | ook at other innovative techno
technol ogies, Sensesurround, etc.) are even |
theatrical experience (from3 to Aromascope) places him in the tradition of earlyce ma 0 s
emphasis on spectacklthough Spy Kids: All in the Time in thedid in 4D was a failure with
both critics and audiences, Rodriguezds deci s
also fits in with his dispositioas a technological innovatiRo ger Eber t 6s bl og at
the fourthSpy Kidgilm cgptures some of the history of smelling technologies in cinema, a
technologynot anticipated by ArnheinOther technological issues covered in Chapter 5 include
Rodriguezds technophilia and his wuse of the d
A Note on Primary Sources and thdrevious Scholarship on Rodriguez

For this projectseveral primary sourcagere consultedT hes e i ncl ude Rodr i
interviews, many of which are collected in iRgbert Rodriguez: InterviewStill, because of
space, budgetary constraints, inabilitictmtact the author/publisher, etc., | could not include
every notable Rodriguezterview, so several othessipplemergd my researctRodriguez has
always been forthright in his interviews, asftegjuently addresses the four braashcerns
outlined aboveR o d r i drebel ¥ithosit a Crew still a bestseller almost twenty years later
among yaing filmmakers, is analyzed dueite impad on the indie film communityHis
production diary oRoadracergpublished by Faber and Faber) is lesser known and laingfo
pri nt, but it reveals Rodriguezbdés disdain for
budget for the first time, and can be considered a seq&elliel Vithout a Crew

For this study, bbviouslyconsulted the previous scholarship devoted to Rodrjguez
including Torres, Irwin, DeGenaréJanaganandBensonrAlliott, among others. In addition, a

handful of theseand dissertations hawevered Rodriguez to some extent: Solorzano
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Thompson (2003), Wgner (2006), Raines (2009), Gronsky (2009), Galvan (2@0)Br i e n

(2011), and Fletcheresendiz (201150me are devoted entirely to Rodriguez (Fletcher

Resendiz, Galvan), Rodriguez and Tarantino (Raines), or just the subject of a chapter (Gronsky,
SolorancThompson, Wegner O 0 )BJust as with the aforementioned articles devoted to
Rodriguez, none have taken a comprehensive oV
patterns, inconsistencies, etc. This work was sporadic uniétiee stages of copteting this
dissertationwhenthree significant wdes on Rodriguez were releasé&dederick Luis Aldama

authored the first scholarly,-tepth study on Rodriguezhe Cinema of Robert Rodriguez

Within a few months, the film journ&ost Scriptdevoted aspecial issue to Rodriguez

comprised okight essayéincluding my work on the resurgence eb3with Spy Kids 3D) and

an interview, while Aldama followed his early warkth an anthology of elevesssaygwith

mine onMacheté on Rodriguez, entitle€ritical Approaches to the Films of Robert Rodriguez

Yet the fact that scholarly attention to Rodriguez has grown exponentially during this time does

not diminish thempact of this present studRather, it arguably points to the richness of

Rodr i ¢feadviosk.(Even before there were any academic books on Rodriguez, the

visually striking nature of his work led to his fitheing featured on the coverswarious

academic books. See Appendix BEven with these newer works, there are still numerous areas

left unexplored, many of which | examine in floedowing chaptersMost of the above research

has been focesl on one of my componedtfRodr i guez 6s pl acethws a Lat.i

leaving ®veralaspects less developed.
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Methods

Regardingnethods, this dissertatianilizes a few different toolsl am more interested in
the mode of production and will avoid a close textual analysis of the filemselves. The most
prominent type of analysis employed will bdiacursiveone relying on various texts related to
aesthetics, industrial determinants, and technological history, in addition to primary texts, such as
Rodri guezds i ndD¥D commewaries abddeatrss, a n

Although this dissertation examines a single filmmakeshould be abundantly clear in
thisintroduction that this author fally aware of the criticisms against the auteur theory,
particularly since the rise of ptstucturalism and semiotics.hi s i s not an Ainter
auteurtheory, for itscontinued presence as one of the dominant meatisdoss cinemaoth
popularly (audiences, film critics) and scholarly, suggests that it does not need rescuing
Attention instead focuses the newer approaches to authorship that have expanded previous
auteurist approaches that were, admittedly, substantially narrower in previous decades and
susceptible to criticism.

There are few, if any, studies on the distribitof credits in Hollywood, so this is an
area that requss more researchA quantitative analysis of feature film credits will be used to
identify auteurs similar to Rodriguez, from classical to contemporary Hollywood and American
independent contextas well as flmmakers from European, Asian, African, Austratasiad
Latin American cinemad.aking the distribution of credits at face value, few directors have been
involved in practically all the key functions of ppeoduction, poduction, and pogtroduction.
This also ties into one of my key arguméntbiat | am examining authorship as a means of

control more than looking for themes a la Sarris.
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Significance of Study

This dissertation will se a multidimensional approadrhus, this not only continues the
trenddiscussed above, i.e., that authorship approaches trartsegmt the focus on themes,
consistent style, etc., of ti@ahiersSarris era, but alsanca more basic level, integrates
current aims ofilm history ard theory.It may also be the most expansive study yet of
Rodr i gu e z orgoratmg several approachdsis author realizes that a dissertation
could be written from a single chapter (e.g., Rodriguez as technological innovator) or even a
chapter gbsection (RodriguezandB). Thi s i s neitnlkonappcbaah, but
that shows how the interplay between Rgdez and his perception of himself as a maverick is
subverted as he moves increasingly away from the original mythic hero he treadetf to be,
the fil mmaker who fAsold his bNewgontibationstothe nc e 0
field include one of the more expansive, fiertually-based, studiesf a filmmaker. On a more
specific level, myanalysis of the dtsibution of credits and how d@orrelates to perceide
authorship has not previously been done.

Surveying the auteurist landscape as ittexisn the early 1990€orrigan stated
AAl t hough auteurism today has esitsfokegptessiwveel v v ac
causality and textual authority, the shell of auteudiswhich remains in the form of a material
publicityd opens a space for the dramatization refusing its own expressive authority, for a
dramatization of subjectivity as, in fact, a matkintersubjectivity responsive to the action of
selfinterpretation and self r i t & Tp pu it Iéss perplexing termayuthorshiphas moved out
of the romantic, textuabased approaches in t@ahiers du cinem&ndrew Sarris era of the

1950s and 1960Qshrough the autestructuralism of Peter Wollen, Geoffrey Now8linith, Alan

2'Corrigan,118.
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Lovell, and Jim Kitses, who brought more rigorous theoretical approaches to auterism in the late

1960s and 19708 to the commercial exploitation of thetaur by studios. Thigas evident in

the directors championed by studios in the New Hollywood era, which began around the time of

Bonnieand Clydg@s r e | e aTheseraiwas sdidxdhave ended with the box offinzk
critical disasters o e a v e n @ d G &£to mpedromatiie $Heartl982) victims of

Hol | ywoodds fascination with blockbuster

fran

scholars such as Jon Lewis. But the continued exploitation of flmmakers in the 1980s, including

SpielbergCoppola,Scaseselynch,andCampenter amongothers, proves that the studios still
utilized the exploitation of the directdo their advantage, even if directors sometimesléssl
control over their filmghan we like to imagind contend that Hollywood has not changed in

this regard; the studios still market directors as autgbes it is to their benefiThis can be

done even subtly; for exampl eSaweomdsamew!l er ment
thrilleré. o in order that adhdtpastiouaefisn, theyWwill as s u
like this one Thus, a cult of the film director still passs, even in an anonymous form, dhis

dissertation exploreshoko dr i guez 6s authorship is positione
in his own seHpromotion

28Mlarek Haltof,Peter Weir: When Cultures Collide Twayneds Fil mmaker Series (New )
Al so worth noting is Steph Heat hds comments on the subj

sourceof discourse, but rather a fiction fashioned agfé&ctof that discours.
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CHAPTER 2

SOCIAL CONTEXTS

Introduction

A fourth- or fifth-generation MexicamericantRodr i guez 6s mot her gt
El Paso while his father was raised up the Rio Grande Valley. Still, Rodriguez notes that
his childhood was nammersed in Mexicawulture.His family did not speak Spanish at
home, partly because they feared heildater fice discriminationin an interview with
Hispanicmagazi ne, Rodriguez admitted his early a
didndot really understand my Mexican heritage
much separatism thehlmiett. Md att Hat wheer € twae ad | ¢
Rodriguezds ethnicity was simultaneously dee
career. Columbia had scored a tremendous succesBayithN the Hoo1991),
directed by John Singleton (who was onlywa faonths older than Rodriguez), and were
eager to sign another minority director. Bub dr i guez 6s production di a
prejudice he initially faced after makirig} Mariachi, as he had toonvince wary
producers that he could indeed speak Englisbpite having directed a Spanish

language filn?®

Fith-gener ati on, according to TerasManthlyA@ih20talido Othefi Ki ng o f
sources have reported him as a foigéimeration TejanoTo further complicate matters, Aldama labels

him fAgemnkeirad i €inemh 23t These discrépancies are presumably due to whether one is

focusing on the paternal of maternal sidecordingt o Rodr i guezb6s brother Marcel:
Texaswe were already hereo (ibid.).

Rene Rodriguez, SpylkKidsg bBispanis ApAll2aD1, 84d i n

SRobert RodriguezRoadracersThe Making of a Degenerate Hot Rod Fl{tlondon: Faber and Faber,

1999), 13, 15.
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In her work on contemporary Latino cinematic masculinity Victoria Kearley
describes Rodriguez as a filmmaker aki@ieentinTarantino and other indie flmmakers
i nterested 1 n ge n erratives thatipasteha ghosk of hisiyouthewditei n g n a
simultaneously OHi spanici zingo tShpepmlarand cr ea
c ul t tFredesick buisAldamafurtheridentifies the following three characteristics as
Rodri guezos inmonthleng: of Latino f
1. Choose to completely make natural the
ethnicityd it simplyis as itis for Anglo characters in most films.
2. Cast Latino actors in Latino roe®r any other role.
3. Choose to highlight Latino identity in watysat playfully foreground or
overturn the stereotypés.
This model aligns with Rodriguezds view on W

Latinocharactersil t 6s a very reactive business. This

pressure Hollywood tarite more Latin characters, but we need more Latin filmmakers

who can go in and make that argument and cre
authentic, a®%d yet wuniversal .o
I n this chapter, | examine the smcial <con

a microbudget flmmaker to a Latino media mogul in a span of twesatss. There are
several such social contexts thabluld explicate here: that he has livalinost his entire
life within a 100mile radius of Central Texas; that he himself was orterothildren,
and that he is a divorced father of five; or, that he was raised in a rolddiefamily, but

struggled financially in his early adult years until achieving upward mobility. Not to

“Victoria Kearley, ACultural Crossover: American | nde
Directory of WorldCinema: American Independent&ited by John Berra (Bristol, UK: Intellect, 2013),
38.
SFrederick Luis AldamaThe Cinema of Robert Rodrigu@stin: University of Texas Press, 2014), 22.
Slbid., 141
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mention his Roman Catholic religious background, his hez&t@d orientation, or
having grown up in the 1970s and 1980s. But this chapter focuses primarily on the
sociological context of being a lattgeneration Tejano and how that has affected his
career Fromhis place within the tradition of Latin American emaand the Chicano
cinema movement tine promotion and distribution of his filmsexplore how these

various social contexts have shaped hisaraigs well his transition from mariachito

el rey.

A note on terms: although Rodriguez usually caifeself and his characters
ALatin, o | primarily use the designation fLa
AHIi spanico (a problematic term because its ¢

first time on he 1970 U.S. census, not to mentitsrtransatlantic link to Spain, thus
ignoringL,us ophone Brazil), themeatiicamamalol yors pgeicei fs
narrow and politicalslc har ged AChi cano. 0O Il will also ger

as Latina/o or Latio@ for the sake afimplicity.

Rodr i guea @rst Cireimba?rBecond Cinema7Third Cinema?:
Guerilla Filmmaking in Latin American Theory and Praxis
Before delving into the specificsregardiRgo dr i guez ds Latino i deni
work, it may be helpful to situate his work with New Latin American Cinema, as well as
the Chicano film movementhe major Latin Amedan filmmakeittheorists cashed
l ight on Rodriguezds woioGetinoskggaestadahed o Sol anas
possibilityofa At hird cinemaodo in their 1969 essay 0

the Afirst cinemaod as Hol | yvooenotedtypically t he fAsec
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European cinemarhe first seeks solely to entertain, vehthe latter too often indulges in

its own individual artistic creatio.heir proposed Third i@ema is a collaborative one,

|l ess concerned with the fil mmakerds name abo
example of this in film history (besides Solamae d Get i nodés own Grupo Ci
Liberacion), is the Dzig&/ertov Group of Jeahuc Godard and Jedpierre Gorin. In

some ways, Rodriguez bridges all three categories. He certainly makes Holiygeod

films, with moderatesized budgets aimed at mass entemt@nt. Yet, his collaborations

with Quenin Tarantino, Frank Milleror even his working relationship witk-avife

Elizabeth Avellanarguably positions him asseone able to work within the Third

Cinemaseven if his films lack the political didacticism iflv the possible exception of

Machetg that Solanas and Getino propose. Brazilian filmmaker Glauber Rocha also

proposed guerilla flmmaking s an fiae st hTis guerifla filsmfnakihgu nger . 0
necessitates the ability to tackle several different tashi€lmRodriguez certainly

embodies.

The New Latin America Cinema filmmakers had several aims. Film was not
perceived as only a medium for entertainment
also shapes taste, intelligent judgment, and states ofoonsgsines s, 06 accor ding
Gutierrez Al ea. He added trewlutonry | m shoul d fAe
c ons ci oTheNew kain. Anerican Cinema birthed several treatises, manifestos,
and the like. For Solanas and Getino, documentaries are the fourfdatievolutionary
filmmaking, with theirmemorablerhe Hour of the Furnacg4968) as a prime example.

The film treats the limits of bourgeois nationalism, the impossibility of a democratic

bourgeois revolution if it was not continued as a socialist utol, and the Latin
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American horizon of national struggle. The Brechtian film was so overtly politicainthat
exhibition the film was stopped at predetermined pdot®pen dialogue, surely an
excellent example dhe Third @ n e ma 6 s c¢ h &lm asqraasr (Altkought o f
remains difficult to determine how often this was actualfcpced.)

New Latin Cinema practitioners had been inflleshby Marxism like the Italian
neorealist filmmakers who influenced them, but it was a different eratlegoostwar
situation in Europe. The ltalian filmmakers were reactingtengorarystate of affairs
ushered in by wamot to the hundreds of years of poverty, colonization, and
underdevelopment that Latin American filmmakers were responding to. Mamy Lati
American countries (Brazil, Argentina, Chile) faced fascistic regimes at some point
during this period, so the New Latin American Cinema filmmskatled for revolution.

Third Gnema in particular is rooted in revolution, for it came about in the wilteo

Vietnamese victory over the French, Algerian independence, and within its own context,

the Cuban revolution. Sol acareshoot4&fifamesain The pr o
seco(nAl .enti ment that Gutierrez bdehea humor ou
worried about the widely held belief that cinema is a hezhper ideological weapon,

because | believe that film has very seldom surpassed the efficasynople Molotov

c o ¢ k tTaa Aubamfiim industry barely existed in the prerevolutionagsdwhen it

was primarily a site for American and Mexican productions, particularly pornography.

But ICIAC (or the Instituto Cubano del Arte e Industria Cinematograficos) was founded

in the wake of the Revolution, when revolutionary films were needeal fievolutionary

people. Thus, the New Latin American Cinema can be placed politically as further to the

left of the other simultaneous global cinematic movements.
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As mentioned above, the Third Cinema proposed by Solanas and Getino was
obviously a reactioagainst the dominant Hollywood cinema, which has always been

represented disproportionately in Latin American theatres. Thivdn@a was a

revolution ai med a tinematt inpenvalsim dndre adsteegcdramd n i ¢

almost as muchscolonizationon the politicafront. This polemiall positioned New

Latin American Cinema as something different not only to Hollywood, but the prevailing

perception bthe purpose of cinenthroughout the world.

There are several other theorists and theories thatdhot be overlooked. With

the Cinema Novo aesthetic in mind, Rocha wro

Hungero in 1965. Writing to a country
the necessity of making the middle classes aware of thital@tg poverty of most
Brazilians. AAn idea in the head and a
attributed to Rocha.

On a related front, Cuban director Julio Garéspinosa introduced the concept
an fAi mp e rdinel86d,0one noniterested in qudy, technique, or good taste,

although its rationale for existence differs from the grindhouse cinema promoted by

Rodriguez and other devoteé®perfect cinema can also utilize any genre. One example

of this may be the Argentine thrill&iempo de revanch@dolfo Aristarain 1981),a
film that speakstothé i ct at or shi p i n pehod. Inperfachcinemad s
does not need film criticism either, because intermediaries are unnecessary.

The term fAguer il | autdfthé Mewhakn Amegricanal s o
Cinema movement (not surprisingrsidering itsappellation). While the term has been

coopted in the decades since its first appearance (even by HollyveeeBowfinger
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[Frank Oz, 1999] its original advocates consideredacessary for its practitioners to be
knowledgeable in alispects of the filmmaking proce®ghile Rodriguez shares elements
with several of these characteristics of New Latin American Cinema, it is perhaps this
last aspecdf guerrilla filmmaking where heontinues the Latin American flmmaking

tradition.

Rodriguezds Place in Chicano Fil m H
Even a brief recounting of the history of the Chicalra fnovement cannot be
discussed without first situatingwithin the Chicano Civil Rights Movement as a whole.
Chicano activism was at its peak in the 1960s, when Caesar Chavez and the United Farm
Workers fought for changes among Latino agricultural laborers, student walkouts
occurred in high schools, and thationalorganization of the Brown Bereparalleled the
activist work of the Black PantherShicanos protested the Vietham War, in which a
disproportionate amount of their people were coming home in body bags.
Hollywood had employed Latino stereotypes, charactkesnes, and actors for
decades before a movement of Chicano filmmakeally got off the groundThe first
wave of Chicano films consisted adst entirely of documentarieghese filmmakers
were the first Mgican-American film theoristsPolitically, they shared the aims of the
Chicano Movement as a whole, and they were committed to a political cinema much like
the New Latin American Cama movement then flourishinglany got their training
through the New Communicatorsprogm i n 1968 amd at UCLAG6s Et
Commurcations Program in 1969973.(Note that these are the same years that a major

wave of new AfricarAmerican filmmakers, such as Charles Burnett ari@ Dash,
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were also at UCLA.)t was indeed a movement, with many of the filmmakers working
togdher, mostlywithin the southern California conteXut they still had their sights on
speaking to the entire Chicano community, holding the first Chicano Film Festival in San
Antonio in 1975.
The most prominent of the early Chicano filmmakers was Luidéza often
labeled the father of nd@rn Chicano film and theatr&.Chicano activist in the 1960s,
his work has continuously been rooted in podil concerns of particular significante
Latinos.His film I Am Joaquinl 1 96 9) , based o rmpoemGalasgicy 0 Gonzal
work of Chicano literature, has been iddrtifas the first Chicano filnvValdez was well
versed in Arec and Mayan cultur@nd in the film, as in much of his work, he stressed
his indigenais over his European identit4s a result, onean see yet another connection
between his work (and in much of the early Chicano cinema) and the New Latin
American CinemaThe link becomes even more obvioud Asn Joaquiroffers a
historical lesson while also calling for revolutionary action.
Valded Zoot Suit(1981), based on his play, was a watecsmoment for
Chicano cinema, launching a second wave of Chicano cinema, one that was more
mai nstream for decade decAeomiemdtiondifédmedi decade o
play, Hollywood musical, istorical film, and courtroom narrative, it was the first
Chicaro studio featureBased on th&leepy Lagoon murder trial aZ@ot Suit Riots in
1943 Los Angeles, this Brechtian film deals with cultural identity, even as it reexaanines
notoriousinstanceofrac i sm i n our Yaludeerv8schbsdomwer suc
Bamba(1987), another first for a Chicano director, prefigured thosdrofrfakers | will

discuss belowDespite being a musical biopic of Ritchie Valens, the film wasuitbibut
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subvesive tendencielRi t chi eds brother, Bob, represents

cultural nationalism, while Ritchie is the typical, assimilaagdngado( fi | igrngod .p
Thus the film focuses on Chicano cultural identity as an identity crisis.

Jesus 8lvador Trevifio serves an example of the radical natuttee early
Chicano movemenMost significantly, le tried to align Chicano cinema with Lati
American liberation theologyespite claiming to be an atheist in his autobiograply
Raices de Sang&978 has a barrio aesthetic, and the barrio in the film is essential for
the protagonist to reconnectttvihis working class root3his film about Chicano
unionism also analyzes immigration within the context of international revolution,
promoting ParLatin Americanism in this struggl&he Tejano Trevifio would not direct
another feature aftétaices de Sangéut he has established a successful career directing
in television.

Yet the work of Chicaafilmmakers should not be overlooked, as they both
critiqued the work of the Chicano filmmakers and providezrtown perspective as
women.Agueda Martine£1977) by Esperaza Vasquez was one such wdsklvia
Mo r a IChicaadl979) was a feminist critique to the landmbsm Joaquin
Lourdes Portillocofounder of Cine Accion in 1980, may be the nsighificant Chicana
filmmaker.Her Despues del Terremo(@979) was a short film that had conventions of
the telenovelaThe documentaries she made lateas(Madres: The Mothers of Plaza de
Mayo[1986],La Ofrenda: The Days of the DeflP89], andEl Diablo Nunca Duerme
[1994]) prove her development as a documentary filmmaker and as a souatie®

political resistanceOther notable Chicana filmmakers include Grace Castro Negrata,

33



Esther Renteria, Sas Racho, and Maria Muiidanfortunately, these films made by
Chicana fil mmakers seem to have had no visid6b

Chicano film historians Charles Ramirez Berg and Chon Noriega see Chicano
filmmaking as born out of the protests odemeaing stereotypes in the medkeor
i nst anc e ShotNhdAmerieaheatdéasi | s t hoeo fi(Ftrhi & oa MBiamaltigd ¢ h e
Tex Aver y oontroeersyasddading to jhe launch of Latino media watchdog
organizations, which further led to eegter Chicano presence on TRhis was
particularly the case in the gains Chicano filmmakers magabhc televisionFor
i nst anc e Yo SoyChivan(932) wsas produced for public television station
KCET in Los Angeles.

Moving past what we corder the first wave of Chicano flmmaking, there are
certainly filmmakers that carry on the legacyttod early Chicano filmmaker$he first
example that congeto mind is Gregory Nava, whobeeakout film,El Norte(1982), was
an epic melodrama about a Graalan brother and sister trying to navigate their way
from their ©untry to the U.S. via Mexicd:he film has several stylistic flourishes,
notably in its color palette, which grows more monochromatic as they enter Mexico and
then the U.S., highlightintheir eventual disillusionmenthey also try to understand the
differences in Mexican, Chicano,ftheir own) Mayan culture¥.et the film seems to
suggest that all immigrants can succeed in the U.S. economic system as long as they do
not fear deportabin.

Na v a 6 My Farpily(£995) was described as a MexieamericanGodfather
by some critics when initially releed, but this is no crime filnRather, it is a muki

generational saga that touches on many of the key points relevant tetiweantury
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Chicano historyHe even made a crossover music biofeleng1997), similar to
V a |l dleaBénrdawhich also deals with contgorary concerns for Chicandsis an
overlooked film by Chicano film scholars in my opinion, even though (because?) it
addesses Tejanigentity issues in the 19904dis only films that have not had as their
focus Latino or Mexican characters or concernsfaf@ne of Destiny1988) andWVhy
Do Fools Fall in Lovg1998).Even his most recent filnBordertown(2006), has as its
subject the Juarez murders of women working imthequiladoras
Cheech Marin will always be remembered fo
Chongo f i Bommsn EasbLuA{198f)i which he directed, wrote, and starred in,
proved that a film could be commercially successful (I certainly remember how popular
this film was among my classmates)d politically aware A response to antiatino
measures in the 1980sspecially th SimpsorRodino Immigration Reform Act and the
English-Only Initiative, Born in East L.Ainvolves a thirdgeneration MexicaAmerican
mistakenly deported to Mexico.Qhe surfac& mayseem like only a silly comedy that
revels in numerous Chicano stetgpes as it walks the tightrope between realism and
parody, but the film had to have been a source of pride to those Chicanos who had toiled
so long infilms that lacked an audiendéor Marin,il * ve al ways said that
to slip the message infmur coffee.You don't taste it, it goes down smooth, but later you
feel the effect’ Attesting to its favor among the Latin American filmmaking and critical
community,Born in East L.Awon three words at the Havana Film Festival (including

both the BesScreenplay and the Glauber Rocha Award for Marin), surprising

Dennis West and Gary Cr owdCneastel6:T(o88,8h Cl eans Up His
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considering that the festival largely ignores U.S. Latino cingMatrin has received
numerous ALMA Awards, including their career achievement award in 2012.
Another actor who only directed ofikn, but a notable one #bat, is Edward
James Olmos. Perhaps the face of Chicanos in the 1980s through his ktiEsiivVice
(NBC, 19841989) andStand and Delive(1988), hs crime dramaAmerican Mg1992),
was at that time the most expensive féwer directed by a Chicano, costing $20 million,
but indicative of the new faith Hollywood had in films reaching the large and ever
flourishing Latino market.
But the most successful Latino filmmaker, Rodriguez, and his work arguably
established a third wa of Chicano filmmakingHe was bam in 1968, two decades after
Valdez, TrevinioNava,Marin, and Olmos, all oivhom had grown p during the Chicano
movementThe radical 1960s were a different political landscape for Latinos than for
Rodriguez coming adige in the 180s. In an interview witfRRamirez Berg, Rodriguez
displays a general disdain for this earlier generation of Chicano filmmakingthenefa
When he first got to Los Angeles, he remembers meétingh eguawd Chicano
fil mmaker s oi bwehso ahse fidaebsrcarsfieved ,i nsgl °Rodrigesz dw asyl. eda z
even admits to being little interested in Na
Chicano filmmakers) work, saying he had never $égri-amily, although he did enjoy
El Nortewhen he wasorced to watch it in high school. Considering the types of films he

enjoyed as child (action, scienfietion, harror), it should not surprise anyotteat

8For more orBorn in East L.A.see Chon A. Norieg#i, 0 Waas Sappening?6: Narrative ¢
Iconography irBorn in East L.A ,Stidies in Latin American Popular Culait4 (1995), 107128.

%Charles Ramirez Bergatino Images in Film: Stereotypes, Subversion, and ResistAnsén:

University of Texas Pres2002), 256.
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Rodriguez was too young and not the appropriate audience for the early Chicano films.
Perhaps with@e Rodriguez has reached a greater appreciation for his Chicano forebears;
despite not being a grindhouse film typical of the netwAdqt SuitandLa Bambahave
aired numerous times on EI R e Godfathver ofthe pr o mo s
ChicanoFilm Movement 6 As an even greater tribute, Val
selectedfoRodr i Jhez ®s r e c @014 )EeriesOrhtlaecinetwork, following
bigger names such as John Carpenter, Guillermo del Toro, Quentin Tarantino, and
FrancisFord Coppola. Not bad considering Valdez has only directed two features.

Still, 1 argue that Rodriguez has more in common with the Chicano filmmaking
tradition thaneven he haasyet realized. Fronkl Mariachito his largesbudgeted films,
Rodriguez hasalways prided himself on making films for a fraction of what they would
cost using the typid¢adollywood division of laborHe cr edi ts t hi s drive t
nature, 0 but Chicano t heorrasguachismpaofacisdn i dent i f
resoucefulness and an unai®g perspective] will address this more belowDhis
underdog perspective also shows up in Rodrig
referred to himself as a AfryeMoeold,60s tchoen fg unye swa
constraints

Rodriguezds Latino identity is evident to
even if he has no desire to make films for p
headwith his Latino identityOne way he does this is through his castingatéble
Latino/a, LatinAmerican, and Spanish actoElms like Macheteaddress several
political issues of concern for Latino aadces, especially immigratioBven though the

similarities between someone like Rodriguez and a Chicano filmmaking pitkeser
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Valdez or Trevifio may not be readily apparent, | consider it a subject at least worthy of
further scrutiny, as we attempt totohisnder st an
oeuvreand his persona as an indie flmmak@ne can even see hiary drive to make
films resulting from concern over both the lack of Latinos in the media, as well as false
depictions: AGr owi ng up elehadwera @Ghee&m®& r i can, t h
Chong.If I want to see myself depicted differently, | have to goamd make my own
films, because ndody else really cares. o0

Kyl e David Wegener i derhtiicfaineosd Radriisgue zhia
specialized term for artists who were born after 1960 and who came of age during the
Reagan era. These artistsarenotonyys s | i kely to use the term i
selfi denti fy, but also represent their Chicano
past but with an understandtfRgdofgubedbharsh
Latino/Chicano/Tejano identi@giso is magnified when we examine the place of

rasquachism@andpochisman his work.

Chicano Aesthetic SensibilitiesRasquachismand Pochismo
Rodr i gue z 0 srasuachigmonovernemt has Isuzprisingly merited little

attention from Rodriguez scholars. Even though Rodriguez seems to largely separate

™ eronica Chamber s, fi H y Rreméene dahuary 193h34.r Gf coltse,dRodrigueze z , 0
probablycould not have foreseehat Cheech Marin would appear in at least seven of his films. For

Tommy Chong, Rodriguez was wrong on both counts (Mexican, American), as Chong is a Canadian of
Chinese/Scotsrish descent, but one can understand théusion.

Kyl e David Wegner, AChildren of At z| a@hicanMe xi can Amer
Aest hetico (PhD diss., State University of New Yor k e
the tepostLApoatdado to desSBeshisheEnRedt egtupkRostt wbr Bn and
Latinidad inPlanet Terror 0 Critical Approaches to the Films of Robert Rodrigusdited by Frederick

Luis Aldama (AustinUniversity of Texas Press, 201321-139.
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himself from his Chicano cinema heritage, | maintain tastjuachismgrovides a link

from his views on labor and budgétshis Mexican-American identityRasquachés

Spani sh for #fAcr ummyo oTomdstrbaadsabsyothékep f | i ttl e

articulator ofrasquachismpconsiders its positive characteristics: witty, irreverent, ironic,

playful, and elemental. It is moreiadte than taste. Ybarféausto refers to it as a

Aprivate code, 0 and it is worth noting that

rasquachisman interviews, even as his flmmaking focused on parsimony, a perceived

bad tastéhis grindhouse aesthetignd & underdog perspective squarely aligns with it

as a sensibility. Adasshugbungitg (hiR tather a splasenanphss mi d d |

mother a nurse) may preclude hiram being associated with the movemdns, frequent

invocation tobeing one of tekhildren reinforces a shared sensabat it means to

value thriftinesswhere things are, in the words of Ybafkaa u st o, fihel d toget h.

spit, grit, andnovida® (defined as the fAcoping strategie

make options, toretaimo pe 0 ) . Agdaiurs,t oY b d n@sgmacheisis never

always someone else, someone of a lower status, who is judged to be outside the

demarcators of apprffoved taste and decorum. 0
In his article orNacho Libre(2006), llan Stavans sees the Jared Hikssas the

epitome of aasquacheaesthetic in contemporary cinenmaentioning in passing other

films that #Astri ve f cCasadeM RadigVatePiednsot,nsi bi | i ty

2012) andviachete While he considers them kitschy likkacho Libre they are not

2Tomas Ybarra= a u sRasquachismoAChi c ano S e iPepiAll antl VehagulaoCuliurgs
edited by Kobena Mercer (Cambridge, MA: MIT Press, 2007), 58.
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considered amasquaché®Y et St av an s tasquadhesig mti te oqqu aolfi ty of
apparent bad taste in popular Mexican artifacts that are infused with subversive
p o w & i®one far removed from the conception of the term employed by Chicano
scholars, as it is divorcddom the socioeconomic context of Ybafea ust o6 s descrip
ofia sensibility of the downtrodden [that] mi
Chicanos who were poor, disenfranchised, and mired in element dailylesrfyy
survtval . o

Il n another article, Stavans does comment
popular term imasquachismaheory,locursi of t en transl ated as #fta
ARodr i guez Idcursimsirealm.riless knevies are melodramata fault. He
i sndt as muserdsiblerigsemiraestalig]r(likedPedro Almodovar) as he is a
slave to it: he presents Hispanic themes uncritically, afraid of taunting their limitations
which is what RBExplaingtthe sohneisns etwéetb cudsoandd
Rodriguezds penchant fstheticnrapbawortlafarthert he gr i ndh
investigation for Rodriguez scholars.

Pochois a derogatory term for Mexicaamericans who have presumably tried to
assimilate in American cultuand lost their Mexican rooté&s David Maciel notes, it

was the most common term for MexieAmericans from the 1940s through the 1960s

(until Chicanobecame more populaffochoalso connoted a class bias, as Mexican

B | an SNaaho hilresQr thdilnauthenticity of Rascuachisnsic] , d.atinos and Narrative

Media: Participation and Portrayaledted by Frederick Luis Aldama (New York: Palgrave Macmillan,

2013), 112.

Hbid., 115.

SYbarraFausto, 64.

¥ |l an Stavans, ATar ant i nQiticdl AfRroathes tgtheeFiims BobertP ar adi gm, 0 i
Rodriguez edited by Frederick Luis Aldama&qstin: University of Texas Press, 2015), 194.
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Americans were considered to be fromth| ower ¢l asses, fAsince it
Mexico that only the poor, the unskilled, and the illiterate emigrated to the United

St a t’Rarigoez has openly used the tgrathoin more recent years. Indeed,

scholars like Cruz Medif&have documented how current Latino artists embraced their
pochoidentity. Similar to that double consciousness that W. E. B. DuBois wrote about in

Souls of Black Folk1903), it is usually expressed more negatively in Chicano culture as

finide aqui,nidalldéd ( Aneither from here [U.S.], nor f

Rodriguezdés Love Affair with Latin
Rodriguez further inserts Latino elements in his film with his fondness for Latin
music, from making his first hero a mariachi to infusing almosifdiis films with a
Latin soundtrackHe has klped promote bands such as Los Lobos, Tito &ritata
(actually playing with them whethey toured Germany), Del Castillo, and his own band,
Chingon
The Mariachi Character
As described earlier, Rodriguezds deci sio
a nonheroic background as being a mariachi illuminates his admiration for Latin music.
It has been suggested that thenblemariachi provides one of the great recent henoes
cinema,a hero of mythic proportion®©ne commentator suggests that the crippling of the

mariachi 6s | eft hand alludes to the dAcrippli

"David R. Maciel, APochos and Other Extremes in Mexic
de Bracero, 1922 9 6 3 Chicaniosnand Film: Representation and Resistaadéed by Chon A. Noriega
(Minneapolis:University of Minnesota Press, 1992), 103.
83eeCruz MedinaReclaiming Poch@ Pop: Examining the Rhetoric of Cultural Deficignatno
Popular Culture (New York: Palgrave Macmillan, 2015).
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the mariachi as a traditi on%bbesuitesheani c figur
mariachi achieves the status of an epic hero for Rodriguez, comparable to those of
Spielberg and Lucas, as well as a source of pride in achieving a childhood dream: a
movie with a Latin action herdel Mariachi, DesperadpandOnce Upon a Time in
Mexicostill remain the starting point for fans and critics alike to better know the
cinematic art of Rodriguez. James Donahue ha
reconceived as a vehicle for significant character development, cultural critique, and
posi bly even reconfigurations for®how Ameri c:
would add that the films may have even altered the way white Americans even think of
the mariachi; recall how mariachi bands were littierenthan a punchline in previous
film andtelevision depictions.
The Soundtracks and Latin Artists
Ro dr i gole asza@amposer will be discussed in greater depth in Chapter 3
but worth noting here is his penchant for reviving traditional Mexican music, such as the
mari achi mel ody fAMal aguefa SidBlyertaska.nag Heeaet he
mel ody of the 6Mal aguefa Salerosad6 and expan
this viewer that there are going to be aspects of traditional Mexican history present, but
that this is a new and expanded story, not just a pedantic recreation of the myth of El

Mar i &Ewienda closer |listen to theveatansi ¢ i n s

"™ark lrwin, APulp & the Pulampidt Roblee t Etitiuwes& glue@ueént i n

Theologyl2 (March 1998), 77.

2James JDonahuefi The Devel opment of Soci al CrlcahAgmoaches t he & Me x

to the Films of Robert Rodriguezdited by Frederick Luis Aldama (Austin: UniversityTaxas Press,

2015), 188.

Heat her J. Raines, #fAAuteur Di rineaginingsimthe C@emabfabor at i on

Rodriguez and Tarantino, 0 MAB3thesis, University of Ot
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indebtedness todtin American musical culturédlthough mostly an original scor§jn
Cityi ncl udes Mexican composer Silvestre Revuel
of a Snake, 02 written in 1938.

Tito Larriva, frontman forTito & Tarantula was born in Juarez, Mexi@nd
cameos in several of Rodriguezdos fil ms, besi
DesperadpFrom Dusk Till DawnFrom Dusk Till Dawn 30nce Upon a Time in
Mexicq andMachete His band again appears in the revived Titty Twister b&rom
Dusk Till Dawn: The Series
Rodriguezds Band, Chingon

Rodriguezds band, Chingon, has perfor med
Rodriguez films, includingdnce Upon a Time iWexicq Planet Terror andMachete.
Accordingto one slang dictionarghingonr e f er s t o fan i mportant pe
but typically has a vulgar connotation and might better be translstedfab adas s o0 or
Af ucki ngh QHIleMGEONO i s al so priackedfi Malcahegedls
armored car that he uses to cross the borddaithete Kills) Their lone album to date
was entitledViexican Spaghetti Westef004), a title that also could describe the

Atortilla westerno Mariachi trilogy.

2?Raines,79. Rodriguez explains his music thedaden technial reasons for this appropriationdohn
Allina, fiTriplets in Sing Film Score MonthlyMar/Apr 2005, 17. Reprinted in Ingle, 1-:2@1.

Zfi Chi n g Bhe Routledge Dictionary of Modern American Slang and Unconventional Ereglisbd
by Tom Dalzell (Newyork: Routledge, 2009), 194.
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The Promotionand Distributon of Rodr i guez6s Films to Lati

Besides the ways in whighsquachismppochismeand Latin music function in
the discourse over Rodriguez, the ways in which his films are promoted and distributed
further sol i dialtoptexRags d Lrating funenmakéhs thestidlecof his
meticulous studyrhe Promotion and Distribution of U.S. Latino Filsisggests, Henry
Puente considers how U.S. Latino films have been marketed and destrioithin
Latino communitiesOf the 69 U.SLatino films examined that were released between
1981 oot Suifto 2010 Machet¢ , s i x ar ®OespeadoSpy KidsSpy &ids:
2, Spy Kids 3D, Once Upon a Time in MexicandMachete Similar to other Latino
oriented films Desperadaised a multpronged approach to reaching Latino markets,
including a Spanistanguage advertising campaign, the circulation of Spasustitied
prints, and the promotion of its soundtrack on Spalaisguage radio. These approaches
helped the film gain awarenessitlsecame the first Latino film to receive a saturation
release of over two thousand scre&rBut Puente also notes the film may have suffered
from Sonyod6s mar keti ng ElMar@achi pgtentiat fioaegoets e av i |y
may have feared the segjwvas also in Spanish at a time when interest in foreign films
was at a historically low levé?.

Spy Kidgelied on a vast array of promotionaliies, to the tune of creating
awareness for what would become the first Latino blockbuster franchiseisiaiespots
aired on Telemundo and Univision, and accord

that when they promoted it on the Latino channels that they did promote the film as a

2%Henry PuenteThe Promotion and Distribution of U.S. Latino Filifdéew York: Peter Lang2011), 82
83, 88.
Zbid., 90.
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movie with a lot of Latino characters. It was a family film about Car@ertez and the
Cor t ez %*fAlthoughl ng intérmittent Latino film had equalBésperadé s openi ng
on over two thousand screefSfpy Kidswvould overwhelmingly surpass that barrier,
opening on ovethreethousand screens. Specific trailers for the Latmaoket focused
on Banderas, Marin, and Alexa Vet&Spy Kids 2also opened the New York Latino
Film Festival?® Although Dimension marketed the films as priityafamily-friendly
rather than akatino films, they invitedrepresentatives from Lattmewspapers and
Spanish television shows to press junkets, incorporated a Sii@miglage advertising
campaign foiSpy Kids 2and shipped Spanidanguage dubbed or subtitled prints for all
three films2® In return, Latinos disproportionately supported fitm (19% of
moviegoers for firsBpy Kidswhen Latinos represented 12% of populati$r§ony
marketed and distributednce Upon a Time in Mexido a similar fashia, with less
positive resultsTwentiethCentury Fox did not do the same wittachete however,
sinceOnce Upon a Time in Mexiagas one of the last films to be released
simultaneously in Spanidanguage printé?

With a gross of $54 milliorl,a Bamba(1987) held the record for the highest
grossing Latino film until the first thregpy Kiddfilms all shattered it ($112/85/111
million, respectively). In fact, eve@nce Upon a Time in Mexigightly surpassetia

Bambaby a million dollars (although somewhat of a pyrrhic victetyen adjusting for

#bid., 136137.
Zbid., 137.
Bbid., 142.
2bid., 153164.
3%bid., 159.
3lbid., 197.
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inflation). These films are still the highegtossing Latineoriented films, securing
Rodriguezds reputation as t h-effcésuccesses,Lati no f
despite retaining Latinoriented characters and themes. Until his recent flops (discussed

in Chapter 4), box office returriier his films have almost always exceeded production

plus marketing costs, which has been difficult for Mds. Latino films since 1980.

Programming the El Rey Network

While the origins and structure of the El RegtiNorkwill be treated in greater
detailin Chapterf4er e | will discuss the networkos pr
relates to the concerns of thischapfes t o it s name, many in the |
name inPlanet Terror(actually El Wrg) as a sowe of inspiration. Rodrigudzas also
been asked if it was a reference to how he s
court jesteréthe t r’Rathet lecarksehatthe hamecatheo ol i gan .
from the omnipresence éf E | R e y 0in Npexiao that stimslated his choice:
AWhat 6s cool about it, is youdbve seen it so
peopl e go, 061 6lvted sh elairkde oift 6t sh aaonlydgeow misingdése n t her
head Almost like the culture itde f33.Siill, this is not how viewers may understand it, as
Carina Chocano reflects: fnADespite ¢tofs pr ot es
people as, well, El Reyot in the sense of a despot or tyrant but in the sense of a benign
overlord rulng a makebelieve space in which he can extend the creativity and

i magination of his*childhood in perpetuity.o

32Chocano, 172.
33bid., 104.
3bid., 174.
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The syndicated programming the first year incluBéalsky and Hutcfl975
1979),The XFiles (19932002),Dark Angel(20032002),Texas Justicé20012005, an
arbitrationbased reality court show filmed in Houston), &ate Culture(19932004, an
X-games show), leaving onyark Ange] with itslead Jessica Alba, witliny apparent
Latino/a connection. For a network promoting itself as gearedrttsiLatinos, looking
for the particul ar | y Stardkp& HutcrendTheXFdesmay i es i n r
be a f oo(Airing Miani \ficaimthde second yeanade more seedor the
net wor k 0 $tillithe retwork wag constantly promotaedhe media as an
Englishlanguage network for Latinokven before the network launched, several promos
were featured through EI Reyds Facebook page
begins with the words, fiThe Nedbwar kt abempebp
that could be interpreted in a variety of ways, but one that alludes de¢kaniacensus
controversie® ver how best t o ociginalprogrammingiemphasized EI Rey
Latinidad to anuchgreater extent, froriviatador(2014) and=rom Dusk Till Dawn
(2014 ), towrestling progranmLucha Undergroun@2014 ) and reality show he Cutting
Crew(2015).

AsChocano puts it, AEI Rey occupies the s
Latinos, nonLatinos, and people who like vampire shows dathboyant sports
intersecd the world of Robert Rodriguez.t 6 s a sensi bility manifest
televisel compendium of popular tas#rguably the first Hispaniskewed network to
not strictly target Hi spaxipt¢ ®,d &iPohagsit®s nodot so

does not fAstrictlyo & evendrentitshaad stillhasyogungbut t he

Ibid., 102
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Englishlanguage Latinoas its primary target audiend2espite the promotion as the
Englishlanguage network for a predominantly Latino audesrthe networleven briefly
tried airing SpanisHanguage films, in geries calledi Pc tai ce Your Spani sh Wi
beginning withBlade Runne(1982).

In his seminal study of television, Raymond Williach® f i ned t el evi sual
how networks holdheir audience from program to progrdhSpace does not pernaih
extended guidetoasep | e week ds wor t hbubas|watchedgm mmi ng he
August 1925, 2014, the only discernible Latitargeted advertisements were for
Televisa Publishing, Unigion Mobil, and two spots for-Bour Energy, one featuring
professional baseball player Carlos Beltran and another with Mesaxer player
Oribe Peralta. In terms of programming, onlyiga MX (Mexican Primera Division)
soccer game (ChuTijuana vs. Pmas de la UNAM), which aireBundayAugust 24,12-
2 pm CT, with EnglisHanguage commeary, stood outMore than half of the
advertisements were internal, prommting EI F
latermonths a National Hispanic Heritagdonth (September 1®ctober 15) promo
aired over a dozen times daily, which highlighted several people of Latino dissent
associated with the network, clnosy wi t h Rodri guez as fAFounder.
became less notable wheBlack History month prom also airedalthoughless oftei
in February 2015, aswellasiaKung Fu Lady Mar at holno in honor

Womendés Day on March 8, 2015,

3¢See Raymond Williamg,elevision Routledge Classics (London: Routledge, 2003).
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Rodriguez has thus demanded to have some say in how Latinos are depicted in
media and how Latinos are ablehtave that outlet for their own media creations.
Despite the net wor k GmeakiggplLatinos,iitis debaablgleow i ng En gl
much of the networkos programming actually c
the network leaves a stronger imgs®n that Rodriguez, as programrarechief, is
much more concerned with airing the kinds of material that his own idiosyncratic taste is
gearedtowardsi We 6 r e very much about curated conten
things are there, and pickingtgie t hat audi ences dondt wusual |l
on to something t ha®Sudchexd@mptesoimtadiconeemty f ans o f
includedai Kai ju Chri 9t mas wklat anaomhe frequent ai
February 2015 of Italian genrerfis, specifically spaghetti westerns ayialli.

Rodriguezds ownership of the network i s h
break goes by without an appearance. One milouig promocertainly connects
Ro dr i g u-aggrandizermeatloffhis beginningshis new network:

Hel | o, | 6m Robert Rodriguez. I started my

with a movie calledEl Mariachithat | financed by selling my body to science. |

had a quest for diversity in flmmaking and in media. | have now founded the El

Rey television network, which is going to be exciting, visceral, addictive

entertainment, but with an eye towards keeping that diversity, having the face of

the network more resemble the face of the

want y adnk, land tide wiih &l Rey.

Notice thatthe promo does not specifically mention Latinos, resorting instead to a

gener al commi t ment to diversity. ADi rector R

S'Christina Radishii Ro b er t R o dviatadgruHés Belidf im Pdssson Projects, Looking Forward
to Season 2, aridore 0 Collider, Sep2, 2014. http://collider.com/roberbdriguezmatadorinterview!.
Retrieved Feb 9, 2015.
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AWi nner Sundance Audience Awar dBBMdrdclash on th
The logos, as well as clips, frodesperadpFrom Dusk Till DawnSin City, Planet
Terror, andMachete( hi s chi |l drenb6és films are noticeabl
The sound has a raw, amateurish quality to it
ATewi nute Film School . 0o

The promo concludes with Rodriguez menti oo
Althoughnot yetimplemented, the network plans to soon lauttlP e o pl eds Net wor k
Initiative, whichwill directly solicit material from viewers. Fans already have been
recruited to produce promo spots for the network. Rodriguezrdésudsto recruit
writers and directors from the fan feedback loop to expand thendtwds or i gi n al
programming, which will ideally | ead to grea
training somewhere. Thatodos the only way weor

that (the i ndustry) needs. Wetdfindthaggonem g t o h a

voi es. 0

Conclusion
Because thistudy is more concerned wisluich matters asontrol,economics,
auteur personaechnologies, labor, and brandinggschewed the type of textual analysis
so often a part of filmmaker studieslthoughRodriguez has not received as much credit

as a Megican-American cinematic artigts Luis Valdez and Gregory Nava have (at least

¥ ittleton, Cynthia. fARobert Rodriguez®dailyEI Rey Net wo
Variety. March 12, 2015.

http://variety.com/2015/tv/news/robexidriguezsel-rey-networkbuilds-heatwith-younglatinos

1201450851/
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in the earlier scholarship on Chicano cinema), his ethnic identity remains one of the most
critical keys to his significancasa major American director.

The purpose of this chapteas not been to offer some sort of litmust &s to
how Latino/MexicarAmerican/Tejano Robert Rodriguez and his films actually are.
Rather, | have attempted to illustrate the significance of Lateraentsfrom the social
contexts he arose out of as a flmmaker to the promotion and distribution of his films,
even if some Latino/a media scholars have received him with a marked ambivalence.
Numerous studies have concluded that the representatiomicd®Americans on film
and television is proportional to their actual population, while the representation of
Latinos in popular media is disproportionately low. I think Rodriguez, as much as almost
any other Latino filmmaker, has workedremress thismbalance. As Gon#sz puts it,
ARodri guez presents viewers with the possibi
response for real peo@depeople they know little to nothing ab@duto real human beings
who otherwise might only register as statistics @\ ticker at the bottom of their
televi i on set. o

After theearly successeasf El MariachiandDesperadpRodriguezavas already
proclaimed as the most powerful Hispanic in Hollywoodh®ymajor magazine
Hispanig beating out both Edward James Olraasl Bandera®’ Despite not having a
major box office hit in almost ten years, Rodriguez recently niaeeHollywood
Reportebs | i st of the ATop 25 Latinos in Entert

Rey rather than the underwhelmikiachete KillsandSn City: A Dame to Kill For*! He

¥Gonzalez, fAlntertexploitation, o 138.
WAl ex Avila, f25 Most PowtspahigApr1996s2p.ani cs in Holl ywood
““Rebecca Sun, et al i T ©hp HallysvootReporienCetsl7, 20d4, B&12.er t ai n me n
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has appeared on lists of the most powerful Latinos for twenty years, and this author
expects to see his name continue to appear on such lists for decades to come.
The two major awards for Latinos in the film and televismatustry, the ALMAs
and the Imagen Awards, are emblematic of the mixed reception Rodriguez typically
receives from Latino media. He has receivaty one ALMA Award to date (Best
Director forSpy Kid$, with his only Imagen Award fd8py Kids 2Yet while these two
award bodies have been reluctant to embrace his films, they have recognized him for his
career achievement. ALMBestowed upon Rodriguez one its highest honors in 2013, the
Anthony Quinn Award for Achievement in Motion Pictureaagenawarded him with
t he Norman Lear Writerds Award in 2003.
With the release of films likMacheteand its sequel, not to mention the launch of
El Rey, Rodriguez has emphasized his Latino identity as much at this stage in his career
than he ever has, everhik underlying philosophy has never changed, as revealed in a

recent interview with Aldama:

The key: i f someone is trying to make a f
mai nstream and accessible so itlash not pig
films, andouhbdwpdeetoobe very clever about

feel like they have to go off to a corner and watch their own movie in their own
cinema. It has to be more subversive than that. You have to be very clever about

ttLatin audiences want to feel l i ke theyodr

what | mean by making sure it is mainstream and acce$éible.
This desie for mainstream accessibilitgmained a growing concern for this filmmaker

in his transformation frommicrobudget filmmaker to a Latino media mogul.

42Aldama,Cinema 141.
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CHAPTER 3

LABOR

Introduction

This chapter will examine a host of issues relatatiedunction of labor in
Rodr i g u e zBatsve musttirst examine tharious roles Rodriguez typically
performs while making his films, what he cal
filmmaking, his onanan band approach that he hasntaned for over twenty years.
is this aspect that is the strongest aesthetic arguiorems significance as a major
contemporary fil mmaker, or as Frederick Luis
Rodriguez we have an auteur in the sense of a creative mind wheootasvésionand
total controlof the making of the wholeith a specific adience in mind an audience
that seeks above dllcentsend ot hat ewhielr ¢ aRma i
tackle so many roles in his films may be an aesthetid @tfigeit motivated by
economic8 it cannot help but shape his troubling views on laBesides looking at the
division of labor in his work, collaboratiohijs role in arinternational Association of
Technical Stage Employees (IATS&jike, and his opinions toward unions will also be

scrutinized.

IFrederick Luis AldamaThe Cinema of Robert Rodrigu@istin: University of Texas Press, 2014), 6.
Emphasis in original.
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Rodriguez, Jackof-All -Trades: An Examination of the Division of Labor
Since | am working with an auteurfsamework that emphasizes control (the

circumstances of production) over themes and style, it seems approprieggntthis
chapter on Rodriguez and laldmr examining each of his roles in the filmmaking
process. From his films as a student to his max=tnt, Rodriguez has not abandoned his
ij eotdl-t radesd approach to guerillaae fil mmaki ng
ballooned from $7,000 to $68illion, Rodriguez still usually has a hand in most aspects
of the filmmaking process. But this is not to say that does not share dutiessdEtrare
codirecting)orevend i r ect someone el seds script. (His
discussed latein this chapter.As the chart on the next pademonstrates, Rodriguez
has chosen to take on several of the core tasks of filmmaking: directing, writing,
producing, shooting, and editing, as well as some of the (relatively) smaller tasks, such as
composimg, production design, sound, and visual effects. In his revi&sppKids
Kenneth Turan stated, AWhile the possessory
understandabl e debate, thereds Ilittle doubt

woudhaeve some?meaning. 0O

Qtd. in Leila Cobo, Al dm Abl e t oBillward, Aug 2,200 70Scor e as
Reprinted in Zachary Ingle, edRpbert Rodriguez: Interviewdackson: University Press of Mississippi,
2012), 109.
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Title

Director

Writer

Producer

Cinematographer

Editor

Composer

Sound”?

Visual Effects

CiinansienrN\A

Production Designe

Bedhead*

*

*

*

*

*

El Mariachi

*

*

Roadracers

Desperado

Four Rooms

(AThe Misb

From Dusk Till Dawn

*(ex)

The Faculty

*(un)

Spy Kids

Spy Kids 2

Spy Kids 3D

Once Upon a Time in

Mexico

Sin City

The Adventures of
Sharkboy and

Lavagirl

Planet Terror
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Shorts * * * * * * *

Machete * * * * * *

Spy Kids: All the * * * * * *

Time in the World

Machete Kills * * * *
Sin City: ADameto |* * * * * *
Kill For

*Additional credits orBedheadnclude animator.
Ex-Executive producer
Un-uncredited producer
These various sound tasks include sound effects, sound editor, sound effects editor, and
sound rerecording mixer.
“He has also been credited as a visual effects executive produBeryf&ids 2, Once
Upon a Time in Mexico, Planet Terror, Shorts, PredgtarsiMachete
Rodriguez often comments on these various tasks (writing, composing, editing,
shooting, productio design, etc.) in his interviews, and why he performs so many of the
t asks: Al dondt even know about the current
up, t sicegpnmadbe mylthatted moviema k er s, because theydore g
wayldidwhi ch was on video, wher eManjachuhatr e t he wh

way because | was just used to making it that way. Crew for what? To watch me work?

You can get out of <control r eNoticéthat qui ckl 'y by

SKeith Phipps, OTRAWNeOubhttpR/evawavchicemn/article/roberbdriquez13753

Reprinted in Ingle, 73. This sharply contrasts with one of his commentsRetr@l Without a Creywhen

he discoverée he no talent for set decoration: Al guess tha
hats. You find that most ®&ébelWiheuna GlewnOd lHowtaPBtar 0 Rober t
Old Filmmaker with $7,000 Became a Hollywood Plaiéew York: Dutton, 1995), 44
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http://www.avclub.com/article/robert-rodriguez-13753

Rodriguezuses he t er-nmakKienovd ea term he often prefer:s
Adi rector . 0 For ochsjcontrol,iantd créasvitya mat t er of f

The reasons directors get burrmd is not because they do too much, but because

t hey do t o diredtarstfocus enéonelbb ant lose the way. The more

you hand out assignments, the more it becomes about the other people making

their own movieé.Everybodyds trying to ge

finished product often looks like a mess. Whot just do thigs the way you want

to do them?
One shoul d not e Ro dignatggae autesrist cosceptianthatt he t er m
correlates withAlexandreA s t r corceptsof theamerastylo,

If anything, Rodriguez advances that he does not tackle all the positions he does
because he considers himself fully capable at all of them; raikeartisanal approacdh
makes more sense and is also more efficient.
orchestration of all the elements is total, this is driven less by the ambition to give the
product a distinctive aut Rbheselidepresaingmp t han b
Tejano fil mmaker assesses himself simdtusl y: il
because | actually think | am good at tidefrknow | suck at all of thed but it gives
you a different perspective, and it makes you better at your central job, to do those other
j o Pl théSpy Kids DVD commentary, which of all his commentariessb
encapsulates his aesthetics at the point in his career, Rodriguez references an anecdote

from the bookArt & Fear: Observations on the Perils (and Rewards) of Artmakihig

summarize:

“David Hochman, @AOnce Up &mmiae OTti2008, 70. Repritedvniinglepals.i ng, 0
SAldama,Cinema 6.
SFromPredatorsBlur-Raycommentary.
"David Baylesand Ted Orlandirt & Fear: Observations on the Peri{and Rewards) of Artmakin@anta
Barbara, CA: Capra, 1993).
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A pottery class is divided into two. Half of the class was graded on quantity (fifty
pots merits an AA,0 forty pots a AB, 0 and
graded on making one fAperfecto pot that s

end,thqual ity pots actually came from the #f
actually turned out numerous fAperfecto po
guality, making the best pot possible, were incapable of producing anything as
they would overthink therocess.

Hence his justification for taking on tasks

should be flawed. Art is made by humans, and humans are flawed. So when you can

accept the fact that i tds goewthgismoudSpye f | awed

Kids 2] hadto be made by a child, | was free to make a lot of mistakes and live with those

mi stakes and | et that ble part of the charm o
He also constantly credits imprawents in technology as auxiliary reaseovisy

he has continually added roles to his flmmaking resume, rather than delegating tasks,

since his debut filnfel Mariachi. Furthermore, the fact that he had a reputation for his

Amar i achi émas filngmalking allbwedhmethe leverage to maintaiore

control of his productions when he was wor ki

specializéion myth down. Be everythingrhe most powerful thing is to become self

sufficient, to walk into a room knowing you could actually make a film all hyseif.

Then vyoubor e Tmealility b @afomn mutiplétasks allows one more

freedom, or in the words of Rodriguez, trans

studi o. 0O

8Spy Kids 2: Island of Lost Dreag3VD commentary, 40:242:28.
Mi chael Hai l e, fi Boxaffice ARgpl§9%, 9ReprintBd innglee B3, 0
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Rodriguez has cited Buster Keaton and his smaller crews as a model of
flmmaking!®He even expec-ofsll-ttrhaed essadmea pipjraocakc h f r om |
Troublemaker Studios and some of it has rubbed off:

Everyone becomes o0 ndesetadcordtonastsiectotdd sl ashod peo

whatever. I figure, |dy afse b td doa@t lebst threey | o b s
But they are al/l excited about that. Il n f
movies now. And if they do, they come bac

wants to do anything, nooneisexcledt 6 s su®th a drag! o

Perhaps surprisingly, Rodriguez even considers his experience in film school as actually
detri ment a-bf-alktor atdheisso fajpapcrkoach, as he remembe
being assigned just one jéb.

Even though his films sindel Mariachi havebeen much bigger, Rodriguez
continually tries to recreate the energy, the excitement, and the environment of his first
feature fim. In a 2003 interview he stated

The way we work always feels like your first movie; and ask any director what

his favoritemovie experience was, he will probably say his first film when
everybody did everything. Everyone pitchingih hat 6 s t he way it shc

beé. As | go on making movieséit becomes n
on El Mariachi. | 6m actual | y thholididarEl Mesiack j obs now
because of the effects and orchestral scoring and a lot of other things that movie

didnét haveé.Iln fact, the bigger the movi

mysel® because, really, they are only bigger in sctpe.
Contrasthis with other flmmakers such as David Lyné&irgserhead1977), Charles

Burnett Killer of Sheep1977), and Christopher NolaRdllowing, 1998), who also wore

Phipps. Reprinted imgle, 67.
Jody Duncanii Wo r ki ngp eae d t dife Cificierdd @dn 2003), 41. Reprintedlimgle, 101.
2Chris Chiarella, AHT Hane KheatetAprie2R@6MR.rt Rodri guez, O
BDuncan, 41. Reprinted imgle, 101.
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multiple hats on their ultrlow-budget feature debuts similar to Rodriguez, yet later
delegted some of the roles to others as their budgets increased.
Yet there exists other opinions on this style of filmmaking. To Vsevolod
Pudovkin,
The work of flmmaking has all the properties of an industrial undertaking. The
technical manager can achievathing without foremen and workmen, and their
collective effort will lead to no good result if every collaborator limit himself only
to a mechanical performance of his narrow function. Feamk is that which
makes every, even the most insignificantk apart of the living work and
organically connects it to the general tdsks a property of filmwork that the
smaller the number of persons directly taking part in it, the more disjointed is
their activity and the worse is the finished product oirtiverkd that is, the
film.14
Of course, it remains debatable whether Pudovkin envisioned in 1926 that crews would
grow to their behemothke size today, with large departmenast(photography, editing,
sound, first unit, second unit, postproduction unit, etc.) handling the various aspects of
fil mmaking. Rodriguez thinks he has fAstreaml
by being his own department head. He again considemsdifsod of flmmaking as
reclamation of an earlier era, bucking tregemonid-ordist model of labor championed
by Hollywoodfor a century. He boldly claims,
What you end up with is something that feels like three different movies. The

director is shootig one movie with the actors; an action crew is shooting stunts
that you may or may not use; and another separate crew is shooting the effects.

|l 6ve never | iked to split things up 1ike
whole, it feels like a patchegether Frankenstein mdasat the endl which it
is.1s

14V. 1. Pudovkin,Film Technique and i Acting translated and edited by Ivor Montagu (New York:
Grove, 1970), 164. Emphasis mine.
BDuncan, 25. Reprinted in Ingle, 87.
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But this is not to suggest that Rodriguez is the first flmmaker to insist on control,
an essential formanyfima k er s si nc e RoneersgHoldywood r i gi ns.
filmmaker Lois Weber insisted on it in her works, as revealed in a 1916 interview:

A real director should be absolute. H&] alone knows the effects he wants to

produce, and he alone should have authority in the arrangemenig,diitig or

anything else which it may be found necessary to do the finished product. What
other artist has his creative work interfered with by someone else?...We ought to
realize that the work of a picture director, worthy of the name, is créeétive.
And so | contend that just as women directors like Weber and writers like Frances
Marion become marginalized in an increasingly lucrative industry, so also did alternative
forms of filmmaking in which a director was able to tackle more of the jobs orthe s

| will now look at thecommentdy Rodriguez (and his collaborators) each of
the following rolesbesidedlirecting: screenwriting, editing, composing, production
design, sound, supervising visual effects, and cinematography. When asked if he could
choose just one role, he admits to seeing themsalh organic whole. In other words, he
considers it natural to write, direct, shoot, cut, design, and compose for his owH films.
This is why Danny Trejohis frequentstat, abel ed hi m tsmssioh@ut omat i c
moviema k i AThes@ different roles point to how, at least in this one area, Rodriguez

has changed little in his transformation from the directdldflariachito the founder of

the El Rey Network.

16Qtd. in Anthony SlideLois Weber: The Director Who Lost Her Way in HistoMestport, CT:
Greenwood, 1996, 538. Criginally in Moving Picture Weeklg, no. 21 (May 20, 1916): 25
TChiarella, 42.

& urt Volk, ed, Grindhouse: The Slea#€lled Saga of an Exploitation Double Featuidew York:
Weinstein Books, 2007), 220.
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Screenwriter

Rodriguez has written every film he has directed, savErfmm Dusk Till Dawn
(written by Quentin TarantinoJhe FacultyKevin Williamson), andhe Sin Cityfilms
(Frank Miller), while writing one screenplay he did not dide@urandero (He only
recei ved a 0 sMaochetg Kills)When RabertdNevwmarf and the ICM
agency first signed him, it was as a Awriter
didndot realize | was a writer, Thatsdunds guess |
cood wr i t er /'tAidecade latedittle dhanged in his perception of his writing
abilities: Al never considered myself a writ
wrote so | woul d h*Stlehe bas beedaridid abgutitiso di rect . 0
approach and techniques for writing, especially in his interviews with Charles Ramirez
Bergf! or Creative Screenwriting” where he confesses that the best way for him to write
is to do so early in the morning, on his laptop while stibbeal. Concerning his
philosophy of writing, he seems to privilege character over story. He also admits to
employing fAfree association anddeyenjeking si tti ng
that the script foOnce Upon a Time in Mexiaas written inonly five days andhat he

t hus does not deserve credit %Yethei t since it

Rustin Thompsorij Th e Ref or mat ithoonu to fa MaRieRskdy &dp/Ot/1995, 8.

Reprinted inngle, 21.

2Christian Divine, 0 DGereatve ScreenwrhirgMaktie/ASprl 2001088. Act i on, 0
Reprinted inngle, 62. Had he forgotten abdatom Dusk Till DawrandThe Facult®

2'CharlesRamfez Berg,Latino Images in Film: Stereotypes, Subversion, and Resis(Ansén:

University of Texas Press, 2002), 2261.

22See Divineil De e86-88pandChr i st i an Divine, fASecCreatite Agents and De
Screenwriting July/August 2002,-8. Reprinted in Ingle, 583, and 782, respectively.

BJosef Krebs, iiBac k Bauhdk&Visitn@ttaber 2005R18@ r i guez, 0

Di vine, #fSecrdngledl. 8. Reprinted in
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certainly seeks advice from others, reading interviev@@r@ative Screenwritingnd
declaring to own every book on screenwritfig.
Writing hisown films also allows him more control on the set, partly because his

writing is so personal:

Since itdés something | wrote, I1t0s very

itds so subjective I f it was sutbmet hi ng |
because then everyoneod6s opinion is valid.
ANo, no, that candét be | ike that, Dbecause
that to me when | was eight years ol d. o T
becas e youdre just twenty steps ahead of e\

into your life that they just trust you and follow y&u.

Editor
In documentaries and interviews, Rodriguez often claims editing his favorite part
of the whole filmmaking process, and indeed, it was theplased editing oEl Mariachi
(with over two thousand cuts in a scant eighty minutes) that drew the attention of
Hollywood and landed him with ICM, which really pusHeldMariachito festivals and
eventually landed the film a theatrical distribution deal. Butlariachi does not
maintainitshect i ¢ pace throughout, as Rodriguez en
movi e out, o fimake it | ook more exXpensive, 0 af
Cutaways, such as those to the dog, were used to disguise when the soundtrack slipped
out of sync. Rodriguez was proud that he was given final cut in most of his earker, pre

Troublemaker films® as evident in the final credif From Dusk TillDawd s openi ng

®Reprinted in 38 Rapmntediingld)edélp, o0 87

2Phipps. Reprinted imgle, 69.

2"Thompson, 9. Reprinted in Ingle,23.

28Rodriguez did not officially have final cut fé& Mariachi, but claimed that since he was the editor and

the fonly one who knew wher e antydioeduldthhnge. Thesiudia ge was, ¢
liked his version, so it endagp not being an issue (Thompson, 10; reprinted in Ingle, 24).
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credits:i Ed i t Bicecteal hydRobert Rodgiue z. 6 ( Not e t)He intenti o

acknowl edges the centrality of editing, shar
important hat 6s the main thing. For me, going to
grocery store to get the best flour, the bes

into the kitchen, where too much of this and not enough of that will reivtiole thing.

So that és wh®Hislkditiagdhilosopmyhasariore in common with the

Soviet formalists than witAndreBazin andSiegfriedK r a ¢ alunake moviés for

people | i ke me who feel té&psigethenmadbdouttasav e t i me
quick as you cariThe editing gets so fast after a while it turns into subliminal

mo v i e ma°Edrthegnore, being his own editor streamlines the whole process:
iBecause | 0m the edit ofirst. %Forhnd suth my movi es i n
previsialization is especially necessary when making the actimmted, highconcept

features he has always made, while also cutting unnecessary costs by shooting excessive
footage.

Some of Rodriguezdos most enlightening con
appendix to hiRebel WithoutaCrew al so t i-Mil et & Thiel Me®chool . &
Writing of his experience of cuttingl Mariachiin the most expedient method, i.e.,-off
line or %" and whout numbers, he promotes the simplicity of not cutting on film:

Some people say that cutting on film itself rather than video or computer gives the

filmmaker a much closer relationship to the film by allowing hand manipulation

of the images, as oppostdpushing electronic buttons to cut your film. If you

like the sound of that, do yourself a favor and take some film home at night and
fondle it all you want. But when it comes time to cut your movie use a video or

2Brian O6Har e, #fMovi ngModeMakertoé2008)55.cRdprirded in Thglep 186 ht , o
30Jami BernardQuentinTarantino: The Man and His Movigblew York: HarperPerennial, 1995), 229.
3Duncan, 19. Emphasis in original. Reprinted in Ingle, 86. Those who have worked with the Coen brothers
(and Hitchcock, for that matter) have made similar comments about their yatlia.
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computer systemé. Whre nown undavei ec,u ttth en gmoywi e
and breathed since forever, the ideas you get on how to put it together come so

fast that cutting on film only slows down that momenduthe waiting and the

time consumed kills you crm@smuchmdrey €. | 6ve
conducive to the way | think, and you can cut a scene almost as fast as you can

see it phy in your head?

Of course digital editing, usually with the Avid software, would become standard for
most Hollywood films within only a few yearRodriguez credits George Lucas for his

trailblazing efforts in electronic editing wiReturn of the Jedil983), but promotes

hi mself as the only one to follow in Lucasos
drastically anotherpdéecadguhater anwkdntd¥os
edit on film,o &ccording to Rodriguez.

Rodriguez also displays pride in his ability to do postproduction at Los Cryptos,
the editing bay connected to his home. When asked about his editing at hamietse
A Oh, |l edit everything at homeé. Tihay room whe
version of the one | had when | was 12. l j u
do the sound mix, music, aniJagMabaieyfirshi ng r i gh
assistant editor on most Rodriguez films si8pg Kids 2D, confirms this statement,
saying that Rodriguez does the offline editing, scoring, visual effects reviews, and sound
mixing at this locatiori® He sometimes has films playing in the bgakund to inspire
him, identifying the oddly disparat¢éeavy Meta(1981) andSlengarry Glen Rosgl992)

as two such films®

32Rodriguez Rebe) 208.
33Phipps. Reprinted in Ingle, 71.
3%Krebs, 130.

3%Volk, 145.

3¢Berg, 243.
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Enthusiastic about his deal with Columbia, Rodriguez boisterously proclaimed in
a 1995 interview, ATheeday It heowdaty édimt j mpgto
mo n €%a statement that has mostly held true, as he has continued to edit all of his
films, save forSpy Kids: All the Time in the Worltf anything, Rodriguez has
maintained his innovative approach to editing that was clearly evid&htMariachi.
Two of his most recent films were particularly inventiéanet Terrorused its splices,
Ami ssing reels, 0 andiqubsrtarpl daycupliedi fign
(this will be discussed in more depth later in this chapter), v@ht@t® s nonl i near st
was highly unusual for childrends film. The
(0-2-1-4-3-5) almost rivaledPulp Fiction andKill Bill Vol. 1 with its narrative
complexity, a choice that divided critics. Although both gave the film slightly favorable
reviews,Austin Chroniclé s Mar j ori e Baumgarten %Beemed it
while Elizabeth Weitzman of thdew Yok Daily Newss a i Tdhe script isn't strong
enough to carry such a confusing structure, and the distraction feels like an attempt to
build up a som&€what slight effort.o
Composer

Commencing wittSpy Kids Rodriguez has scored all of his films since then,
except forMachete Kills which still features holdover Chingon songs from the first film.
(Rodriguez did not take a personal creditNtachete but his band Chingon scored the

film.) Even before Rodrigez decided to compose the music for his own films, he had a

$™Haile, 9. Reprinted ilngle, 18.

38\Vlarjorie Baumgarten, Review &horts Aug 21, 2009,
http://www.austinchronicle.com/calendar/fiim/2608-21/shorts/

®Eli zabeth Weitzman, i NewVYork DailydewsAad 21,i2009, 4IRock Zone, 0
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tendency to playis guitar at times while directing. Rodriguez has been candid in two
interviews specifically devotBéllbard o t he musi c
interview includes Rodriggtlz 6 s confession of how the musica
works for him, while John Allina interviewed Rodriguez Foim Score Monthlyabout
his use of three composers (including himself)Sor City*° In the former interview,
Rodriguez admits to having iormal education in music, but that he did take piano,
guitar, and saxophone lessons in childhood, all instruments with which he maintains
proficiency. He can read music, buttde n 6t know t Whenmguestionedaat wel |
to how he is stillabletoscr e f i | ms wi th such fArudi mentary
control over the creative process by insisting that he knows his characters better than
anyone else and his characters typically have a musical id&rtieyavoids using a
music supervisor becae music coming from the filmmaker hior herself makes it a
more organic progression, not Ahav[ing] to r
f i 1*aRodoiguez further emphasizes the flexibility and control he prefers over the
process: fABry mwsing, mybmwable to write the sc
s ¢ r ¥ Pftcaurde, economic imperatives are often in the mind of Rodriguez when
making decisions, and writing and performing the songs himself (or having his actors
perform hem) cuts licensing feexpenses.

In the interview only two years later f6ilm Score MonthlyRodriguez seemed

less reluctant to have others assist him with his scoreSiRdaCity he collaborated with

Y ohn Al l i na, FinmScdrepMorghlyslarch/April200B, 16b8. Reprinted in Ingle, 119
123.

41Cobo. Reprinted itngle, 1160111.

42 bid.

“bid.
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John Debney (Academy Award nomination Tdre Passion of the Chrj2004)and New
Zealand composer Graeme Revell (perhaps best known for his scheatbCalm
1989). According to Rodriguez, he based his decision to bring in Debney and Revell for
SinCitybecause of the filmdéds narratitore structur
[Frank Miller, Tarantino, and Rodriguez], | have three stories, maybe | should have three
composersé. So | thought thatdédd be really coo
same, based on ti&n Citytheme, each one had their own composertidert y &'s wel | . 0
Despite this claim that the three stories lent themselves to three different comPsers,
City was also a less personal film than the previous 8py Kidgrilogy, Once Upon a
Time in Mexicd he had made. Even though he absolved hinséslbome of the musical
tasks, Rodriguez comes across as more thoughtful about the musical process for his films,
discussing details about instrumentation, meter, and traditional film noir scores. Revell
acknowl edges Rodriguezds musical progression
Robert just sort of developed a really funky kind of approach to music writing.
|l tds very interesting the way he puts el e
theSinCityi deas, heds getting quite comfortabl
do, puttirg acoustic elements into samplers and changing notes around, and using
alltheplugi n el ements. Heds got great®facility
Debney concur s: ARobert really has a gift of
motifs, ard turning them into a score. There are a lot of really talented composers who

can skillfully craft a scor e, but there aren

and RobertBdbeRodhiaguezdés ideas still infornm

4Allina, 16.Rodriguez also composed the introductory frame story.
“Slbid., 17-18.
4¥lbid., 18.
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composers, having already selected for himself the main theme, musical ideas, and

i nstrumentation before shooting began: AMusi

that you dondt want to have to?* ush a compos
Ro dr i g usea cdmposiion in his films has even drawn some scholarly

attentio® Heather J. Raines wrote her thesis on the use of music in the films of

Rodriguez and Tarantirf§.She argues that the auteur theory has not really been applied

to directoons Bwhesmdedonbr mu<igoorimprevioes! | as tF

work on the use of music in HitchcockOos filmn

yet maintained collaborative relationships with those whatidthough she sees both

Rodriguez and Tantino as using music in an intentional, impactful way, Raines

delineates a key difference between the two. She labels Taramiém@angindicating

someone with a passionformugi@ut Rodri guez, on the other h

(although she d&s qualify this at times), someone who composes his own music as an

extension of his auteurist control. Her <chap

examines the ways that his music interrelates with the themes of his characters and

settings, focaing onOnce Upon a Time in Mexic8in City andPlanet Terror°? She

views his ability to score his own films an advantage over other film composers, in that

he can fAadapt tRasmhei éicreahies meends, adal wor
“"bid.
“Heat her J. Raines, #AAuteur Di rimaginingoimthe Chemabfabor at i on

Rodriguez and Tarantinoawa208A t hesi s, University of Ot
“Ibid., 7.
50SeeJack SullivanHi t ¢ h ¢ o ¢ (NéwsHaveny GTi: ale University Press, 2006). This was followed
by David Schroedetli t chcockdés Ear : Mu fLondon:Zantinuumh2912Di r ect or 6 s Ar
5Raines, 7From the Greeknélosf o o nfg® maniafdor fAmadness. 0
52bid., 61-90.
53bid., 18.
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visualw o r P*Radriguez can also play with the various levels of musical narrative in a
film, sometimes employing all levels (diegetic, rdirgetic, metaliegetic> and trans

diegeti®®) within the same scerté Still, Rodriguez prefers nediegetic, traditionty -

scored music in his fil mscompBseenmusioyRames he nAbor
asserts that he stil |-ordhestakng it ad having hisact@s own, b
sing it, or by G88liscokpbotatioasdvhen composidg nahde®ri ¢ . 0
him from his auteurist control, as fAhe maint
visually &hd sonically. o

Rodriguez has also proven himself adept in a variety of musical styles, from the
Latin influences oOnce Upon a Time in Mexi¢o the spy music soundtrack of t§py
Kids trilogy, from the film noir score obin Cityto the grindhouse soundscapePtdnet
Terror. Composing folOnce Upon a Time in Mexi@specially makes sense considering
the musical nature of its hero:

I f 1 tds somet hionlgd vteh abte eyno undovrek iwrgi totnent hi s
first Mariachi(tenyearsy i t 6s so much i n your head, ver
characters. And the music is so important to an internal character like this, that |

wanted the musicral the character to come from the same place. So even though

|l 6m not the best screenwriter | write the

characters, | thought | should be writing the music as well because even though,

54bid., 15.
“Borrowed from metadiegetic narrative theory, Rai nes
narratol ogical real mo (99). ADncebpom XimerpMegico s he prof f e

when Belini (Cheech Marin) describes the Mariachi character to Agent Sands (Johnny Depp) and there is a
flashback of EI Mariachi (Antonio Banderas) playing his guitar. Later in the film, El Mariachi plays his
guitar in front of the cathedl, which triggers a flashback of Carolina (Salma Hayek), another example of
metadiegetic music according to Raines (1085).
S6Raine® s n e ad denpte music that moves from diegetic to-dayetic, or viceversa, within the
same scene (16B06). he common example would be the music in a scene that the viewer assumes is
non-diegetic music until a character turns up the radio in the car. There are several examples of trans
diegetic music iPlanet Terrof s u ¢ hGriadeougeMiaei M T i t | uerg the deditetimaeis atso
revealed athe song gayjo dancer Cherry Darling is dancing to.
Ibid., 118119. She again offers the opening scen®rige Upon a Time in Mexi@s an example.
8 bid., 119-120.
S9bid., 120. See p21-122 for further sectio on collaboration.
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technically, it might not be as advadcas someone who has scored a long time it
will have the right feel with a character and it vieéreally married together. It
will ffeel l' it ke 1tds coming from that same
same placé&’
Even when he does use source mugich a$Once Upona TimeinMexibos t r adi ti onal
Spanish folk music sprinkled in with more recent Spanish music from the previous
decade, Rodri guezods thNossurprigihgly,hédiimalsc es f it hi s
transparent about the scoring process for him, showing how he scores on his keyboard
with Digital Performer and its library of samples, all within the cozy confines of Los
Cryptos.
There are a few other contemporary flmmakeh® compose their own scores,
such as John Carpenter, Sally Potter, and Tom Tykwer. Rodriguez refers to Carpenter as
a formative influence in his work, frequently citiggcape from New Yo(&981) as the
film that inspired him to become a filmmaker. Blaése contemporary directors have
their precursors in film history, as Charles Chaplin, Satyajit Ray, and others also
composed for most of their filn¥8.This indicates aartistmaintaining control over the
production, not only by involving oneself in thhases of prproduction, filming, and
postpr oduction, but by realizing the significa
interpretation of a film.
Yet Rodriguez absolves himself at times of complete auteurist control over the

score. Besides the aforentioned collaboration o8in City Rodriguez shared scoring

%From AExclusive I nterview wi MéxicoRaadoManathis:RosiciFioguez, 0 DV
and Inspired by Robert ,D/BVD (Butbank €4 Miah Redbeds, 20843. hi Tr i | o
8lRaines, 16.
52Indeed, ifBirth of a Nationreally was the firstifm for which an original score was composed to be
played along with filmit is interesting that Griffith is credited along with Joseph Carl Breil.
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duties onShortswith George Oldziey and Carl Thiel. Rodriguez has established his

credibility as a composer to the extent that he was the lead compokér Bolf: Vol. 2

(with some additionavork by The RZA of the Wu Tang Clan). This was done as a favor

to Tarantino, so that Tarantino would in tur
segment irBin City Rodriguez also wrote two songs each for i Fuzz(Edgar

Wright, 2007) andHell Ride (Larry Bishop, 2008).

The |iner notes for the soundtrack rel eas
for the soundscapes of his films. He highlights this centrality particularly witDrnice
UponaTimeinMexice oundt r ack: A Toppontueitiesim momigsivheee | ot o
itds necessary for the music to drive the fi
a guitar player and music infuses his life, | could have long passages where the music
playing in his head is telling the stohylisten to the score now and think that, if anything,
it is definitely part of the strange, unique world that belondd tdariachi. % For Planet
Terror he notes,

Writing music has become a major part of

started writig my script for the double featu@rindhousel had an idea for a

main title them that sounded like something a go go dancer would grind to. |

wrote the AMain Titleo theme, and | iked i

character, Cherry Darling, actuale a Go Go Dancesif] in the film so that she

could dance to the song during the opening credits. | played the song to Quentin,

and he immediately got the vibe of the whole movie experience we were aiming

to create. | wrote the rest of my script to timain title song. Later when it came

time to do the rest of the score, | had t
the synth pad sounds of the early eighties horror movies that inspir¥d me.

83Robert Rodriguez, liner notes f@nce Upon a Time in Mexiariginal motion picture soundtrack, CD,
Burbank, CA: Milan Records, 2003. His comments can also be found on the soundtr&kg Kadsand
Planet Terror among others.

54From liner notes oRlanet Terrorsoundtrack (Studio City, CA: Varése Sarabande Reco@ds))2
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Production Designer

As the chart above indicatd®pdriguez has only been credited as production
designer on three of his films, all of which were released in-2003. His decision to
serve in this capacity may have initially been because of the transition to shooting in
di gital: Al doodaucltotonofdensyi gonwn bput when |
disappointed because it never looks like it did when we were making the movie. HD
turned that around. HD was the first time | saw that what | was getting was what | had
s e e n 0 n%Butht mmayals havadbeen based on his frugality. Speaking about the
unnecessary waste most production designer
production designer and | know I®Henly need
builds as little asetashaem get by with because Ano matt
camera never sees what your eye 9%Aaeso and
example of this occurred while shooti8gy Kids 2in the scene in the underground lair.
The setconsistsoiol y t hree rocks, which he wheel ed
production designer would ever allow the director to show up in the lair and see three
rocks. He§iq woul d have wanted fifty rocks. But
fifty rocksi n t h°Rodrigudz fekls that certain creative positions, such as
production designers, often feel the need to justify their existence, consequently hiking up

unnecessary expenses.

65Brian McKernan and Bob Zahfi,A Di gi t a | TVB Ewopeiug2@0d, 28Reprinted in hgle,
76.
5¢Duncan, 25. Reprinted imgle, 88.
571bid., 32. Reprinted imngle, 96.
58Phipps. Reprinted imgle, 67.
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This even comes to handling smaller roles, such as designing poopsstance,
Rodriguez claims to have designed the gadgets fdBplgeKidsseres, which attempt to
evensurpass he feti sh for gadgets in the James Bol
an army of people to design gadgets for me, and picking thetest| made myself
come up with the gadget s. Because | knew t ha
| have to do more work, bfYetRodriguezhasady wr ot e
inexplicably stepped down from productidasign duties, an8teve dyner has been his
production designer sinddanet Terror
Sound
After being credited for sound effectsBedheadand as the sound editor figr
Mariachi, Rodriguez continued to take a soundeeording mixer credit for most of his
films. He received the same credit fredators(2010) while acting as sound effects
editor in addition to sound #ieecording mixer foiSpy Kids 2ZandOnce Upon a Time in
Mexica His innovative approach to sound factored into some of the manic energy for
which El Mariachiwas acclaimed, with the dog again often cited as an example. Still, his
comments on sound in interviews and in DVD supplemental features do not merit nearly
enough attention as his composifig.
Visual Effects Supervisor
Rodriguez has been ciiggl as visual effects supervisor and/or visual effects
executive producer for all of his films (includigedatorg sinceSpy Kids as well as the

From Dusk Till Dawrtelevision series. This decision was made to streamline the process

59bid. Reprinted ifngle, 73.
OFor commats from his collaborators (including supervising sound editor Tim Rakoczy ardarling
engineer Brad Engleking) on his philosophy of sound, see Volk1484
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between him and thepecial effects vendors, so he could work directly with artists.
Because his interest unsual effects appears to ba extension of his technophilia, | will
discuss this role and his visual effects company, Troublenigital, further in Chapter
5.
Cinematographer

| have selected this role to examine last not because it is the least intp@sant

is certainly one of the most critiéabut it will transition into my next point as | attempt

to place Rodriguez within the tradition of the earlfest | mma k er s . Rodriguezd.
shoot his own films arguably coincides with
serving as cinematographer, that dideally, t

least be able to impose a visual appraaeh h i s ¢ & Rey preffera@rson
Welles and Jeahuc Godard as examples of those directors still able to impose their
vision while still working with a cinematogr
a trueauteu® that is, if he controls evemspect of productian then the cameraman is
obliged to perform an interpretive role. Whenever he does more than that, the director
should humbly part with some of his credit asaateur.
Because Rodriguez and his fiwmtouiaachi 0 styl
c r e whBl Mariachi, he necessarily operated the camera, an Arriflex 16s. After being
frustrated early on while shootifRpadracers h e wr-advice:,Yoursisoeld f

alwaysoper ate your own camera, Rob. dbesneidy vyo

"Aldama,Cinema 144.
"?Satyajit RayOur Films, Their FilmgNew York: Hyperion, 1994), 68.
bid.
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come out t he e wouldthen operate the cantera funcredieschuse
he was breaking union regulatigrierillastyle for many shots in the film. Rodriguez
made the decision to continue to operate the camera on his first bigfsatdie,
Desperadofor which he took lessons on how to use a Steadicam. Explaining why he
would do so when the budget obviously would allowdomeone else, Rodriguez stated

Well, it doesndédt really saveangyouu anyt hi ng
really enjoy operating, especially because | do a lot of hatdland change my

mind very quickly. While the shotds going
somebody el se. Thatodés just too much del eg
the cameraget what you want, and give it a rea
sitting behind the camera and | ooking at
involvedé. |l stild]l have the freedom to cha
is going, when inspirationreallyi t s. |1t és fun, strapping tfF

around. People get out of your way and listen to you really cl@3ely.

Discussing his shooting &l Mariachi, particularly the hantteld sequences, Rodriguez

admits to not bei rhgatf ahigso oids hooptesr aatroer ,ad lhutt It
because theydédre not so | ocked down and smoot
movie/® He also likes operating the camera himself as he thinks he gets a better sense of

how the film looks through the letisan he would on a video monitor. This is similar to

Rayb6s justification for operating his own ca
is happening i n’ BesidesEsManathiaadDéspetadpRodiigueme . 0

was also credited as a camera operatoFfom Dusk Till Dawn, The Faculty, Spy Kids,

"Robert RodriguezZRoadracersThe Making of a Degenerate Hot Rod Fl{tlondon: Faber and Faber,
1999), 54.
“Thompson, 9. Reprinted ingle, 2324.
"lbid., 11.
7Qtd. inBert Cardullo, ed.Satyajit Ray: Interviewglackson: University Press bfississippj 2007, 83.
Ray, who worked often with ngprofessional actors, also thought they preferred not seeing his face while
directing.
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Spy Kids 2, Once Upon a Time in Mexico, Sin City, Planet Tear@Shorts while also
actually being credited as director of photography of most film& S8pyg Kids 2as he
felt that digital made it easier to seras his own cinematograph€@rhis natural drift
toward shooting in HD will be the subject fiorrther discussion in Chapter)5

Of course, there are also several other tasks Rodriguez haisoglgad in, from
his credit as a chef fétlanet Terrorto his uncredited roles with publicity and marketing,
as he claims to figo all the W8&uthetddesmmtugh t o t
handle everything; after his experience of learning twlight, shoot, and do sound on
El Mariachi (which he acknowledges as the best sort of film school possible for him), he
concedes, fil endedang thk&kiageall dhdseét|jbbke
people. | donoét hol dAgainhhés remarks are nernakkablyany mor e . 0
similar to those of Ray. When asked why he handled so many aspects of flmmaking, Ray
replied, Altdéds not a question of necessity b
system from t he begeanythingtg be denewithomtonw | dondt |
k nowl & Adgigonadly, despite his pulchritude often commented upon, Rodriguez
does not act in his own films, unlike some previous directors comparable to him, such as
Chaplin, KeatonWelles, Erich von StroheinRainerWerner Fassbinder, or Shinya
Tsukamot o. Rotdat gedpndbappmohth to fil mmaking

more auteurist control over his productions, but they makaelims fnore personal. As he

stated N one interview, NWhdn sytqu tdhed Otsh e | lwarnyd

“OdHare, 55.InglR&P.r i nted in
lbid., 56.
80Qtd. inCardullo, 85.

77



when you feel the soul of an aflHeastimes t hat 6s
compares the medium of film to another mediu
bigger the movies get, the more personal theyv e t o ® Wwhick apameseens

counterintuitive to Holl ywoodds hegemonic me

continually positioned himself as an ahiollywood rebel.

Janet Staiger and the ACameramano Syst

AsaresutoRodr i guezds decision to tackle seve
on the set and in postproductjorthus coiend that hembodies a revival of the
Acamer amano s ysdesrineddy JanetrSaidenToe dlassical
Hollywood CinemasStaigeridentifies six different modes concerning the division of
l abor in early American fil mmakiwhidh: t he fAcan
prevailed froml8961 907 ), t he Adi f1O®Ot99r, 0 t duymsi tii am S(gIsA G7m
(19091 914), t hoed uficceerndt rsai ® Bodrin, ( 1 eiftpd osdyusctea m
(19331 955), and-unhheonpas k agfeThefcaneramah SyStdm o n ) .
usually involved one individual who conceived and executed almost all of the production
tasks. Innovative cameramen sashEdwin S. Porter, WK. L. Dickson, andBilly Bitzer

(preGrifithywer e pr ac-macatt gwsipoaeperforming the ta

81Phipps. Reprinted in Ingle, 74.

2From AExclusive I nterview wi MéxicocRaadoManathis:RosiciFioguez, 0 DV
and Inspired by Robert ,KD/BVD (Butbank €4 Miah Redbeds, 20843. hi Tr i | o
8)anet Staiger, fAThe Holl ywood Mode of Production to
Thompson;The Classical Hollywood Cinema: Film Style & Mode of Production to 1Bigdv York:

Columbia University Press), 93. Not all historians agree withts vi ew of cinemabs evol ut
to the division of labor; Charles Musser argues for a move from the collaborative system to auifiector

system irBefore the Nickelodeon: Edwin S. Porter and Edison Manufacturing ConiBarkeley:

University of California Press, 1991), 449, 546n67.
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directing, writing (selecting the subject matter), production design, cinematography, and
editing. As Staigess t i pul ates, fLi ke the artisan/crafts
wor k process, and conception aldissgstemcuti on o
of the division of labor, or rathdack thereof, could no longer meet audience demand

after the ntkelodeon boom (which started around 1906), necessitating mass production

and a more detailed division of labor. Like almost all decisions in the evolution of

Hol | ywood, this was based on economics, sSinc
than dividig | a®Tbigis not to say that this system ceased to exist in cinema history;
certainly a few artists have followed this n

particularly relevant in the discussion of Rodriguez and how he has chosen & divid

labor in his films.

A Quantitative Study of the Distribution of Credits:
Towards a New Taxonomy of Directors
Methods
In this section | will examine the distribution of film credits among film directors
and attempt to make several groups based onli$tisbution. This sort of new taxonomy

is much more objeive than the onén)famously employety Andrew Sarri$® The

84bid., 116.

8bid., 116117.

%Sarrisés groups, with selective, represented directo
Side of Paradisedo (Capra, Sir k)fFrhf Bwxgper eBsesnievfei tEssoo t(eRroise
Truffaut), fAlLess Than Meets the Eyedo (Lean, Wilder),
Seriousnesso (JewisoBhoKsbhran#d) NewOdohetsés( COnman, Lt
Further Resiemg,c hMa (rBircoevnTourneur ), fiMake Way for the

and AMiscell anyo ( Kr ameThe Améfiaam Cieynk BijectorsiamdDireetions,Sar r i s,
19291968(Chicago: University of Chicago Press, 1968).
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rationale for this is | propose that whether flmmakers solely direct or choose to also
write, produce, star, etc. in their own filmsynmake a difference in how audiences
perceive these films as personal, auteurist worggh& best of my knowledgédre has
been no such previous quantitative study of thaslKi collected a list of over onE100

major filmmakers representirih national cinemasmaking films from 1895 until today
One hundred and twentwo women are representélthreecaveats should be

mentioned, however: first, for a study such as this one, credits (per IMDb) had to be
taken at &ce valuesecondly, flmmaking tandems (e.g., Straub/HuilDxminiqueAbel
andFionaGordon, the Coen brothers) were not included in the data since they are not
individuals; and thirdlymost filmmakers change throughout their careers, adding or
subtracting taskas their careers evolve. | have chosen to pinpoint the roles a filmmaker
would most likely have on a givdaaturef i | m. ( Only HAproducero
executive producer, eproducer, associate producer, line producer, etc.) The individual
groups wih represented dkctors are lisiéin Appendix 2 but here is at table with the

tabulationof the data.

Findings
Roles Abbreviation| Number
Director (only) D 367
Director/Writer DW 379
Director/Producer DP 44
Director/Writer/Producer DWP 80
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Director/Writer/Editor DWE 20
Director/Writer/Actor DWA 27
Director/Writer/Actor/Composer DWAM 1
Director/Producer/Actor DPA 4
Director/Writer/Producer/Cinematographer DWPCin 1
Director/Writer/Producer/Actor DWPA 5
Director/Writer/Producer/Editor/Actor/Composer DWPEAM |1
Director/Writer/Editor/Actor DWEA 3
Director/Producer/Cinematographer/Editor DPCinE 1
Director/Producer/Editor/Actor DPEA 1
Director/Producer/Editor DPE 4
Director/Writer/Producer/Editor DWPE 11
Director/Writer/Producer/Composer DWPM 1
Director/Writer/Cinematographer DWCin 2
Director/Writer/Cinenatographer/Editor DWCInE 3
Director/Writer/Cinematographer/Editor/Actor DWCIinEA |1
Director/Writer/Art Direction DWArtD 1
Director/Writer/CharactelDesign DWChDes |1
Director/Editor DE 3
Director/Cinematographer DCin 6
Director/Actor DA 9
Director/Composer DM 1
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Director/Choreographer DChor 1

Director/Writer/Composer DWM 6

Director/Writer/Cinematographer/Production Design¢ DWCIinPD | 1

Director/Writer/Production Designer DWPD 1

Director/Writer/Producer/Editor/Actor/Composer DWPEAM |1

Director/Writer/Producer/Cinematographer/Editor DWPCInE |3

Director/Writer/Producer/Cinematographer/Editor/Ac DWPCInEA | 1

Only made short films 40
Unidentifiable (bo difficult to determing’ 144
Conclusion
Again, these categories do not negl ect

For instance, while Alexander Korda is marked B%, most readers will be familiar

with Korda as a producer, but again, | am concerned with the types of roles these
individuals tackled on the filmahen they were credited dgector. (As Korda became
one of the major producers in the 1930s, he directsddften, some of his productions
being directed by his brother Zoltan.) | also am not making any sort of value judgment,
that the more roles a director is credited for, the more significant a flmmaker. Besides
creating some fascinating grouping&s6 youimagine Rainer, Kitano, and Kevin Smith

in the same room)?it is still an intrigling taxonomy and may initiate a new sort of

auteurist discours@&hereare few trends worth noticingor one, international

87This designation was served for directors who were too evenly divided into two or more categories.
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filmmakers were more likely to belong to thBW* group than their American

counterparts (especially from the classical studio era) who were ntengjudt credited

as directorSecondly, directors have generally adde@oreserved more roles for
themselves as the decades pass, petieqmise of newer technologi&sirdly,

independent filmmakers generally have more control by performing more functions than
their studio counterparts, again as one might expect.

Thus, if one applies the same criteria to determine what category Rodriguez
would fall under, one comes up with Director/Writer/Producer/Cinematographer/Editor/
Composer/Camera Operator/Visual Effects Supervisor (or Visual Effects Executive
Producer), or DWPCInEMCamOPVE This definitely puts Rodriguez in a category by
himself, xerting an amount of control over his films practically unprecedented in film
history.

Although few filmmakers have been credited for as many roles as Rodriguez, he
does stand in a tradition of other flmmakers who have served as their own
cinematographer® The list narrows down for those who have done so consistently, i.e.,
most of their picturesas Appendix 2 indicates: Robert Flaheiyladyslaw Starewicz,

Jean Rouch, Sven Nykvigkuss MeyerJan TroellD. A. Pennebaker, Fernando Solanas,

Su Friedrid, Jon Jost, Kazuo Hara, Ulrike Ottinger, Jorgen Roos, Thierry Zeno, Ross

88The list of those who have been credited as cinematographer on anleastheir feature films includes

the following: Robert Flaherty, Merian C. Cooper/Ernest Shoedsakk,lJens, Orson Welles, Leni
Riefenstahl, Stanley Kubrick, Bruce Brown, Mario Bava, Samuel Fuller, Herschell Gordon Lewis, D. A.
Pennebaker, George Romero, Paul Morrissey, Russ Meyer, Nicolas Roeg, John Waters, Lasse Hallstrom,
the Maysles Brothers, Chad Burnett, Don Coscarelli, Fernando Solanas, Ken Burns, Gregory Nava, Peter
Hyams, Lloyd Kaufman, Maya Deren, Shinya Tsukamoto, Wim Wenders, Guy Maddin, Su Friedrich,
Steven Soderbergh, Rodriguez, Tony Kraye, Christopher Nolan, Doug Liman, Richarddrinklai

Bilge Ceylan, Abbas Kiarostami, Shane Carruth, Jonas Mekas, Quentin Tarantino, Agnes Varda, Jon Jost,
and Quentin Dupieux, among others.
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McElwee,Steven SoderbergRosta Botes, Makoto Shinkdisukamoto, and Rodriguez.
Of these, only Meyer, Soderberdghpell, Jost,Tsukamoto, and Rodriguémve directed
a substantianumber of fiction features form lessonducive to the cameraman syste
of production, making an already short list that much more selective.
Of course, the credits do not tell the whole story, as some directors perform other
tasks without receivingredit. For instance, Satyajit Ray was usually just credited for
direction, screenplay, and music, even though this polymath often served as casting
director, editor, camera operator, titl@gence designecpostume and set designas
well as handle puigity .8 (In his films, most of these tasks are credited to other
individuals.) Although he never took an onscreen credit as cinematographer (this usually
went to Soumendu Roy, Subatra MitPayr in his later films, Barun Raha), Ray admitted
that after hidirst few films, he was his own cameramaswell®! Likewise, Soderbergh
acts as the DP and (and sole editor) on many of his films, but opts for a pseudonym for
both (fAiPeter Andrewso and °%iBaanowthafstatedBer nar d,
mycasedér Rodri guezdés control on most of his fi

harbors no fears about collaboration.

8%Cardullo,x.

%%Primarily known for his innovation of bounce lighting.

%1Qtd. inCardullo, 15. In a 196Bilm Commeni nt er vi ew wi th James Bl ue he stat
shooting at the same time] easier, because the actor
the I ensé. |l find it easier becausez Raymetesthattherd reer 0 (1
are also fewer unnecessary takes when the director acts as his own cameraman.

92In a similar vein, Joel and Ethan Coen have also edited most of their films under the collective

pseudonym of ARoderick Jaynes. 0
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ADoes This Lo®kiknkatadT&awmup of I ndividu
Rodriguez, Collaborator
In Predators one of the few films tbeginwith adeus ex machinaeveral of the
top mercenary soldiers from around the world come to consciousness as they are
parachuted to another planet. None of them know any of thesptrel they are types of
individuals who generallwork alone. Whemne character notes that they need to work
together to overcome the unknown obstacles on this alien planet, Cuchillo (Danny Trejo)
responds, fdDoes-ofentatesi§ic ogkotlupkef ai hédawmi dual s
Rodriguez has a reputation as a DIY fiaker (more on that below) who performs most
tasks on his productions, but he has also chosen to collaborate on a handful of projects.
Now that we have looked at the various roles Rodriguez takes on during his productions,
a thorough examination of hisl@borations is in order, particularly as they may, on the
surface, appear to undermine some of my ear/|
labor Rodri guez claims he is fAvery coll aborat:i
acquiesces some of his camitcan prove enlightening. He claims to enjoy going back
and forth from his own creationst@riachi trilogy, Spy Kidgrilogy) and those of others
(From Dusk Till DawnThe Faculty Sin City), as he particularly sees the latter as a
challenge to offerhiswn t ake on the material: @Al can ac
can bring this to Ilife in a way th%t | donot
Rodriguez and Tarantino have collaborated a few times: each directed a segment

in the anthology fm Four RoomsTarantino has a small role DesperadpRodriguez

directed Tar d&nmrm Duskolil Bawsmrdaothpceexecutive produced the

9Chiarella, 43.
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sequelsRodriguez scoreHill Bill Vol. 2; Tar anti no served as a NANSpec
for Sin City and they mad&rindhouseogether, with each directing one half of the
double bill, besides working on*RotFemot her 0s
Dusk Till Dawn Rodriguez confides that Tarantino would at times offer him advice on
thesetand t he DVD featurette fAHoll ywood Goes toc
directing the actors to an extent, including George Clo8hEgr Sin City Taranino
directed roughly en mi nutes from AThe Big Fat Kill o s
[Benicio Del Toro] and Dwight [Clive Owen] in the car). Rodriguez commended
Tarantino for putting his Astampo on the fil
day on the set provided an additional exploitable element for the film.
The film Curandero(2005)has drawn little attention from scholars of Rodriguez
or even Mexican horror film scholars, as the film had only shown at one small festival
and never received a theatrical release befoexéatuaDVD release in 2013. Directed
by Eduardo Rodriguez (rmelation), the film star&l Mariachilead Carlos Gallardo, and
was based on an original screenplay by RobedriBoez.
Renowned comic artist/writer/creator Frank Miller was known primarily for his
first run onDaredevil#158191 (19791983) and his grawdbreakingBatman: The Dark
Knight Returng1986), before his film noimfluencedSin Citycomics (19931997) for
Dark Horse shook the comics world. Miller had some experience in Hollywood, writing
the screenplays for bofRobocop 21990) andRobocop 31993), although he had never

directed a film before Rodriguez asked him teda®ctSin Citywith him. For

%Theypr oduced each Grindheusetnith Taantmoredsa dcting idlanet Terror
%0OntheFrom Dusk TilDawnCo | | ect or 6s Series DVD.
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Rodriguez, this was mainly because he wanted

want to make RSinGity|wanRonakdi rgairek 6 &in City ¥In 6 s

some interviews, Rodriguez apparently sugges
t hought, 1 f [Miller] di dnsbetherethedvholeamegi ng ar o
That way, | 6d have t to8nQtyrightthegewoytheebtodds ever b
knew the actors would | ove that, because hebo

characters that &7rvdlerpaints @ somewhat differéntpture, aso k s . 0
he stated that he would not have lst$tories be adapted if he had not been able to
direct, as they were fAtoo preciouso to him.
played out on the set, Rodriguez would usually be behind the camera while Miller sat
behind the monitor, while both workedth the actor$® Perhaps overconfident despite
this lack of experience, Miller decided to direct on his own, helming thbuxget
adaptati on dHe Spiik(2008), vithiclswazimfldgeaced ISinCityo s st yl e,
but not nearly as successful wahdiences or criticiNevertheless, Miller served the
same capacityco-director) forSin City: A Dame to Kill FarForMachete Rodriguez
opted to cedirect again, this time with Ethan Miguis, who had worked his way up
from assistant/ apprenti ce e daditooonPlahebr Rodr i gu
Terror andShorts Rodriguez has said little about why this decision was made, while
Maniquis has not directed another film since.
Fox asked Rodriguez to write an original screenplay feredatorsequel back in

1995, hoping that a strong script would lure Arnold Schwarzenegger into reprising his

*fiHow It Went Down: Convincing FrSmCikBlwRay.l er to Make t
9Chiarella, 43.
% bid.
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role from the 1987 film. The screenplay was largely forgotten for almost fifteen years. By

that time, Rodriguez was busy makikigcheteand preparing for anoth&py Kids

sequel, so the decision was made Bradatorswould be a Troublemaker Studios

production, but Rodriguez woulttbt direct. He chosi#@mmaker Nimrod Antal, as his
critically-aaclaimedHungarian filmKontroll (2003) reminded him of his own lelaudget

sensibility and resourcefulness BhMariachi, while Armored(2009) proved Antal

could work with a large ensemble cast of strong personaitiéisey were additionally

like-minded n the design of the various predators. But Rodriguez was pleased that Antal

did not merely mimic his directing style: dl
completely differently, shooting it completely different from how | would do it, and in a

gr e at1%Byshig owd admission, Rodriguez was barely on the setedators but

the behinethe-scenes features and commentary (in which he dominates the conversation)

reveal that Rodriguez was often there on the set, arguably more involved thgmdhle t
producer in ensuring that his vision was rea
producing was comparedtoeic t i n g, Rodrti@suekze wad [kl.i dd ,difdlnodt
how much easier producing is thamseddi recti ngée
[ Antal] with my crewé. lof-b omhys d x FKé&Hedlsonvaes. th av i
admits to having no interest in interfering
he would be available at all times to offer advice to Antal. Rodriguezlauably saw it

as learning experience, stating that he can always learn from watching another director,

even one with much less experience. Despite these comments on his seemingly positive

9CommentaryPredatorsBlu-Ray.
Erom fEvol ution of the SpePeetdatosBlu-RAay. edators Reborn, o f
lCommentaryPredatorsBlu-Ray.
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experience, there are as yet no films on the horizon for Rodnigulee sole capacity of a
producer, though it seems like a valid option for someone working on several projects at
atime.

Rodriguez expresses his apparent understanding in the differences between film
and television while working ofrom Dusk Till Dawn The Seriessaying that after
scripting the first episode, he theh took it
writers built the story arand brealowns for each of the seasoAgain, this supports
Rodriguezds abil it yoatqgoieseedantpotover apropectwherd i um and
necessary.

Of course, the most substantial collaborator throughout Rodriguez hakibeen
exwife,El i zabeth Avellan, who acted aBl Rodrigue
Mariachi throughSpy Kids: All the Timenithe World save ér Roadracers(She did get
an executive producer f&@in City: A Dame to Kill For Born in Caracas, Venezuela,
Avellan came from a wealthy familiier grandfather, Gonzalo Veloz, was one of the
founders of commeral television in that country§she even executive produced and was
one of the featured intervieweeslin& Out of Focug2002), a documentary about those
in Hollywood trying to balance their careers with motherh@ogtllan producedour
flms afterRodguez 6s romantic dalliance with Rose M
of Planet Terror which led to their amicable separation amdrgual divorce in April
2008. Although her vital significance for building the Troublemaker empire cannot be
overstated, shieasalsoexpanded her wortutside of the Troublemaker domain. She
acted as executive producer fucuestro Expregdonathan Jakubowicz, 2005),

Venezuel agssingifiimghak tsne, and one of the first to secure international
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distribution. Shéhas also mentored young Latin American filmmakers like Nicélas
Lopéz, the Chilean director/writer of films such as the Eli RwtiducedAftershock
(2012).Avellan remains the cowner and VP of Troublemaker Studios.

For evidence of how Rodriguez collabtes with his assistant directors, the grip
department, and t he &ulfiltBoege@dd9T)ment , Sarah Ke
recommended. This featulength, makingof documentary aboutrom Dusk Till Dawn
was successful in its own right, showing at the Venice Film Festival and Toronto
International Film Festival, among others, while also getting a limited theatrical release in
the US. and overseas. But even in this enlightening filmic document of thadtte
scenes action of a Rodriguez set, it remains difficult to ascertain how exactly Rodriguez
works his crew. FurthermorBrom Dusk Till Dawrwas also a less personal film, but
more I mportantly, one of his mogcgtionda#iol | ywood
thus not indicative of the typical Rodriguez film, especially in the-postL,

Troublemaker era.

Rodriguezds (Troubling) Economic P
From Dusk Till Dawn, the IATSESt r i ke, and Rodriguezds Op
When discussing Rodriguez aladbor, one matter that has drawn little attention
has been his attitude toward unions. After being praised for shdaxsygeradavith an

almost entirely Mexican cre€t? (a practice repeated f@nce Upon a Time in Mexio

102 Returning to Acufia for filming, Rodriguez insisted that the crevDfsperadde over eighty percent
Latino/Latin Americanand the department headstalMexican orMexicanAmerican in order to preserve
the authenticity oEl Mariachi. At the time, Columbia said it was the highest percentage of Mexican
technical talent ever assembled for an American filodlL | ano, #AMovi e Maze: How Hi sp:
Make ittot h e Bi g Hispanic duly 1995 26).
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he first drew some ire whikghoding From Dusk Till DawnRodriguez and

writer/executive producer/actor Tarantino went with a-ooion crew. While this is not

uncommon, the fact that it was shot in Los Angeles gave this case a higher profile. As a

result, the International AssociatiohTechnical Stage Employees (IATSE) asked for a

list of employees from Tarantino and executive producer Lawrence Bender so the crew

could vote on whether or not the set should be unionized, but Tarantino and Bender

refused®® IATSE then filed a complaint \th the National Labor Relations Board. They

complained that not only were their members not employed by the production, but that

this also meant | ess payment st®Thigapparentlge uni on
was not a costaving measure, but her an issue of control.

In Full Tilt Boogie Avellan offers her opinion that the IATSE attacked Rodriguez

because hewasaoenmean crew on his films (referring to
Desperadp . Al t hough the documentary has a | engt
Rodriguez gets of f | ipgnmtilyagsign calgabilityi@enderi | mdé s i n

andTarantinofor the protracted labor struggles. Trade articles also seemed ¢onpdeie

of the blame on Tarantino and Bender than Rodriguezairetyp s account of | AT S
compl ai nt , Rodriguez is not mentioned wuntil
sayo that he actually had a Afuldhainci al cor eo

America, not fullfledged membership, allowing him to drop out of the guild temporarily

during the productiof®®

an Cox and Rex Weiner, iiStVarietk neM®5 1986a8vn on O6Dusko6 ¢
Greg Spring, fATar ant LosAngees BusirsedsBrnahJulfF1io,1995,9.ni on, 0
105Cox and Weiner, 8.
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ThiswasnotRdr i guez 6s | as tuniarsptie fAustnrFéderationeoh  wi t h
Musicians balked at his attempt to commission the Austin Symphony for some nonunion
recording sessions ddnce Upon a Time in Mexidalthough the scores for the middle

two installments of th&py Kidsserieswvere under contactf® But later interviewers have

broached Rodriguezdés continued troubling att
unions affect his ability to perform multipl
uni on cards! Productedntideg) geaousdnmmatit ngr a
had | eft the Writerds Guild because fAthey we

c r e d% Despitedhis seeming due diligence in following protocol by joining these

unions, he criticizes theirroleinthesamet er vi ew as Aclubsodo out to
and fAelitist.o In a later interview, he defe
and Directorodods Guild donot | i kkEHehlsfgnhenat es a
this claim by referring tdiis idol, George Lucas, as someone who has thrived without

union membershi®®Rodr i guezdés relationship with the LC
would not be without controversy again, as he resigned from the DGA because they

would not allow him to shre directing crait with Miller for Sin City a direct violation

of the guil dds 0 onMorefraubling,howeveris tdétodriguez or 6 r ul e
displays napparenawareness of the necessity of unionsfaheir historical

significance: NAAsyesuoodoanétyonaeetli hbesea guys,

108aldama,Cinema 49. Rodriguez formed the Texas Philharmonic Orchestra, consisting of musicians from
the DallasFort Worth, AustinSan Antonio, and Houston areas, to record the music for these two films.
MelRodri guez, fARobert Md&ieMaker Sum 2003 46. Reminted T éngle, D03.
Christine Radish, f#Di SgyKidsoAl thTinedenrthe WaithdSmiCiy@ edz Tal ks
Collider. http://collider.com/robestodriguezspy-kids-4-sin-city-2-interview
109vel Rodriguez, 46. Reprinted in Ingle, 103.
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t heHe further solidifies his position by ba
about freedom in art. Those guys want to con
tells you which way torideyourhere , you t hi nk, 61611 just go
guys are riding Y'notthedirstkimeaRodtiguezavauidweshis, 6 0

Texan identity to his sefpfersona as a maverick. It apparently extends to his crew as well,

who are also largelynemni on, a fAdevoted teatof itlHAda.to f ol | o
Whil e Rodriguezos remar-tknenaadthus cert ai nl y b
probl ematic, they c an-ofalltsroa dbees 0a |a pgpnreoda cwhi ttho h

filmmaking. A filmmaker who tackleancillary roles such as production design,

cinematography, and editing may understandably overlook the functions that the Art

Directors Guild, the American Society of Cinematographers (not a union or guild, but a
professional organization nonetheless), tredMotion Picture Editors Guild play in

American filmmaking. Likewise, independent flmmakers around the globe have been

asserting their independence from traditional usbasedilmmaking. In her study of the

New Independent Argentine Cinema, Tamarcba documents how a new generation

of independent filmmakers drew from a proliferation of film school graduates leading to

a Anflexibilization of |l abor. o This phenomeno
industries including film, has subsequently weacdthe role of film union Sinidcato de

la Industria Cinematographica Argentina (SICA).

19bid.

Mbid.

"2Nat han Koob, f@dAFree Association: RoPostBdipBR@GuUT i guez anc
2014), 35.

3Tamara L. FalicovThe Cinematic Tango: Contemporary Argentifien (London: Wallflower, 2007),
128.
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Still, that is not to say that Raduez should be completely absolved of all
wrongdoing in thé&=rom Dusk Till Dawrdebacle, or in his opinions towards unions in
genera Nathan Koob posits,

If Rodriguez suggests that the way he operates should be more widely adopted,
nothing in his arguments cover the fact that not every filmmaker/producer, and

certainly not the industry, <catthebe truste

strength of something like a union looking out for them. In his discourses,
Rodriguez seems to suggest that this{s@stist nediberal practice is the price
of independence and fails to reveal the many whagse practices do not benefit
fi b eithelwi ne wa,ink broaded sense, the general populafibn
Others, such as Christopher Gonzalez, have coReota r i glefease,@rguing that
the decisiontogoneani on was, and often is for him,
case ofFrom Dusk his choices were to compromise his project because of a lack of
funds or to circumvent the budget issue with innovative thinking that happened to go

against the union. His decision angered many folks, but Rodriguez is hardly a stranger to

thatwhenhs craf ti®i s at stake. o

Rodriguez and the DIY Movement

El Mariachican be viewed as Rodriguezds attempt

yoursel fo) movement of +publshed, smakicuatiodi ng and

periodicals usually printed througtphotocopier) production to thmore exclusive
medium of film, which has also had a noticed effect on his views toward labor.

Ostensibly a book about the cultural impacThEé Simpsongop culture journalist Chris

114K o0ob, 36.

f

™ td. in Frederick Luis Aldama, et al., f@AFive Amigos

in Critical Approaches to the Films of Robert Rodrigusdited by Aldama (Austin: University of Texas
Press2015), 207.
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T u r nRandt Simpson: How a Cartoon Btarpiece Defined a Generaticaptures the
zeitgeist of the 1990s, without the advantage of much hindsight. In it he includes a
section on the DIY movement, which originated in the punk scene of the 1980s. The DIY
impetus, in a nutshell, is thegcordingo Turner Al f t he system does no
it has no place for you, then do it yourself. Start your own record label, produce your own
al bum, or gani Z'lthpughuprimadlyassodiated with gbpular music,

the DIY movement affectedlfn culture with the publishing of zines and the rise of
American independent cinema of the 1980&Zines admittedly harken back at least as
early as the science fiction fanzines which began in the 1930s, but the ubiquity of
photocopiers in the 1980s madiemn a popular avenue for zines dedicated to horror
films, as wel | elwersoptashairemadew festivals,aistrjbdtorst h
and technology allowed independent filmmakers to gain more exposure. It is easy to see
Rodr i gue z 6 sothtsonaveneenttandolarger even references Rodriguez along
with fellow indie flmmakers Richard Linklater, Kevin Smith, and Tarantino in his

discussiori!®

11&Chris TurnerpPlanet Simpson: How a Cartoon Masterpiece Defined a Generé@iambridge, MA: Da

Capo, 2004), 144. For more scholarship on the DIY mo\y
Direct Action Col | ect Anepgcan StudlieS22320F3) 23K2; ROoahéllé Smitht, i ves, 0
AAntislick tokRosatngdl iYoki:t hDICY | Boaroaleof Amérieam Cudturd8 No w, 0

(Sep 2010): 202 1 6 . For a treatment on the movement across th
volumeDiY Culture: Party & Protest in Nineties Britaif.ondon: Verso, 1998).
Mnhis di scussion of Bart Simpson as a prototypical pun

the DIY ethos to summearamp rebellions and school pranks, so too did the DIY spirit inspire revivals in
pl aces far removed f r omd whickhadhy theé late 1908Dsisunk into gperiotio | | y wo o
of intense stagnation, rampant greed and creative bankruptcy. The film industry was in the kind of bloated
rut that music had occupied a few years earlier, churning out little besides overpriced, ovedhrbrhia
dead spectacles. And then out of nowhere came the shodsidggted, mytimaking indies, whose tales
of how they got their movies made became al most as we
description seems to de#ie El Mariachi and Clerksas much as any other film.
18Turner, 147.
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This emphasis on DIY can be seen in the numerous references Rodriguez makes
to creativity in his inteviews. For instance, he discusses the necessity of creative people
being able to also understand the technology necessary to get their work out there, as in
his common refrain fAart challenges technol og
creativity stil resumes its place of emphasis:

The technical part of any of these [tasks] is really 10 percent of the process. The

rest i s creative. | f youdbre creative, you
booké. You ask different artists from diff
samethng about the creative process. |l t 6s f
creative impulse, then following it through becomesdtere of filling in the
blanks!*®
Rodriguez arguably connects the freedom offered through digital technologies as

the offsprng of the DIY movemetn In a 2005 interview, he sailmmaking at that time

as a revolution similar to what happened to

realized that they could make a whole album in their house. Now, you can do that with a
featurel t 6 s n ot ISt raslevident fraamltHe prévious section, Rodriguez has
proven himself adept at moving back and fort

It With Otherso) one.

Conclusion
This chapter has addressed sevefr&h® most criticahspects to understanding
Rodr i g u eregérding ik indefatigability and adeptness at various aspects
of filmmaking (directing, writing, producing, composing, editing, photographing, special

effects, and sound mixing) are a marvel hade beemspirational to a younger

11%Cobo.
12K rebs.
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generation of filmmakeraVhile his troubling attitudes toward unions have not gone
unrecognized her&®odriguez has always considered himself both an artist and an
entertainer, but one who prides himself in achieving this while also being more cost

effective. These economic concernd e the subject of the next chapter.
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CHAPTER 4

ECONOMICS

Introduction
How does one define AAmerican independent
histories can detail movements (1980s, 1990s), significant fimadow$1959];
Strangers in Paradisgl984]; Sex, Lies, and VideotapE89]), companies (Miramax,

Focus Features), and filmmakers associated with the term, from John Cassavetes and

John Sayles to Wes Anderson and Paul Thomas
ci nemar,®i rmggctoo John Berra, is fiboth a mode o
relating to the financing, filming, istribu
But Aindependent filmd has become such an ov

scholaly literature that it is largely devoid of any substantive meaning.

Yet another question arises: Does an American independent cinema even exist?
Again, Berra: fANo fil mmaker or producer i s t
separately from thield of economic power, in this case represented by studios,

di stributors, exhi bi?Despiteelimigatingsughratarmgo t i onal me
swathe of those filmmakers and institutions (Sundance, the Independent Spirit Awards,

and IFC), associatedwit t he Ameri can independent fil m mo
totalizing statement may be presumptuous. Surely a few filmnéaklns Jost (whose

films have never exceeded budgets of $40,000) and a few experimental filmmakers like

LJohn BerraDeclarations of Independence: American Cinema and the Partiality of Independent
Production(Bristol, UK: Intellect, 2008), 9.
2lbid., 15.
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Jonas Mekas cometomiicairetu | vy Ai ndepengwilhdeperdoreven i f t he
festivals, museums, arrtademido promote their workRealizing that the whole idea of

Ai ndependent cinemao is problematic, this <ch
discursive analysis of how timeedia positions Rodriguez within the discourse on

American independent film, as well as how Rodriguez continually maintains his own

status as an independent filmmaker. In this chapter, | address many topics related to

economics, from the influence Bf Mariachi on American independent cinema to

Rodriguezds use of paratexts, and from his v
founder and chairman of the EI Rey Networ k.
fil mmaker 6s | budgetfilenpakdr toredra mogule ar foonkl Mariachi

to El Rey.

You Gotta Have a Good Story: The Legend Behiné&l Mariachi

The Film

The | egend of RE&lMariadhithasbdes recountedsntanyftimes m,
and has become the stuff of film loAdl this for a film that Rodriguez himself admitted,
ilf |1 had known people might séRantingtos movi e
film the first of three direeto-video Mexican action films in order to make a demo reel
and get a fAreal o f i |ndfoperdighschool ctassmgtetcdusin Rodr i ¢
Carlos Gallardo filmedEl Mariachiin the border town of Acufia,dahuila, Mexico,

Gall ardodés hometown and already a faequent f

3Robert RodriguezRebel Without a @w: Or How a 23YearOld Filmmaker with $7,000 Became a
Hollywood Player(New York: Dutton, 1995)128.
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short entitledsmail Jones and the Eye of the Dénill 984)* As Frederick LuisAldama
points out, Rodr i gMegimivas natlmeids iommmofat ¢i ks ma@ot i n
economic outsourcing or Anglo fantasywistu | f i | | ment experience, 0 |
desire to see more Latino heroes on scfdéiming was done on a shoestring budget
under$7,000and sound was r ec o afeérshbotiigwHow d 0 i mmedi a't
Rodriguez came up with the budget was simple arithmetic: he had spent $800 on the
eightminuteBedheadso he figured he could make an@ihute film for $8,000. When
asked about his reputation for smgkaiinog cheap
influence! | candét help i tdevlencavhétn dttadrsd shoe
el seds®money. 0

When Rodriguez realized his film was getting some attention, he thought he
would have to remake it for Hollywood. (In fact, one Dispegducer wanted him to
remake it in English and change the Mexican mariachi to an Anglo roch 3tae.film
debuted at the Telluride and Toronto film festivals in September 1992, before garnering
even greater attention when it won the Audience Awardiati&ce in January 1993.
After a screening at the Berlin Film Festival, it finally premiered in domestic theaters on
February 26, 199310ssessing the lowest budget for a movie ever released by a major
studio.Eclipsing $2 million domesticallygl Mariachi would make $5 million
worldwide, with an additional $1.5 million in the VHS marR&wurther accolades

included the Independent Spirit Award for Best First Feature (also nominated for Best

“Frederick Luis AldamaThe Cinema of Robert Rodrigu@astin: University of Texas Press, 2014), 26.
Slbid., 36-37.
Rene Rodr i gAbeund inSfylKids Blispanis Apr 2001, 94
’Aldama,Cinema 37.
8lbid., 28.
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Director), |l anding in the Nalanguage@iihsoBoar d

the year (| os iFargyelltMy CoGduleanglod]nand eeSpesial Award
forAExcepti onal obandaaather@udierse Aware di the Deauville Film
Festival, despé facing stiff competition from\ n g LTaes\Weding Banque(1993),
Bryan Pubiiciheces§ 4 99 3) , and Kaldomia (1998). Senads

El Mariachi has indubitably received some recognition for its place in film

history, even being inducted into the National Film Registry in 2011 féradsu | t ur al ,
hi storical, and aesthetic significance.

the discourse surrounding the film, especially from contemporary critics who emphasized

its price tag over anyesthetic meritsAldama explicates whthis microbudget film still
meiits discussion, even @rtistic terms:
El Mariachiis conceived in terms of a generic appra@actarcotraficanteand
adventure warrior, [Sergio] Leone Western and road movié, bay Rodriguez
complicates this generic appobawith his infusion of the philosophical, the
comical, and the tragic, with the doppelganger and the ebouk sensibility.
This is how hanakes nevand revitalizes our experiences of the conventions of
multiple genres?®
Aside from its memorable pridag, the film still occupies some space within the cultural
imagination, so much so that a Spadmsiguage televnovela based the series
commenced in 2014, airing on MundoFox and Htilu.
But the filmalso signaled a new talent in the industry, onewhatu | d hi r e

Robert Newman as his agent and be courted by the studios, eventually signing with

Columbia Pictures. A film school dropout without any connections to southern

°Robert RodriguezRoadracers:The Making of a Degenerate Hot Rod Fliglondon: Faber and Faber,
1999), 23.
0Aldama,Cinema 41. Emphasis in original.
Developed by Sony, Rodtigz is neither involved with, nor even consented to, the series.
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California, he was, tahsatQufeantt igni rcilyawhad nfit R onboe rptu t
Francis Ford Coppola was talking about [in the documettagyrts of DarknedsThe

basic idea being that sodssy, some fat girl in Ohio is going to make the greatest movie

in the world in her backyard wardlway,hat t he wo
Robert is®that fat girl .o
The Book

Filmmaking diaries/journals were less common before the American independent
cinema boom of the 1980s. According to SatyRgay, writingduring the 1970s,

A film maker rarely writes about films. He is eitlteo busy making one, or too

unhappy not to be able to make one, or too exhausted from the last one he made.
Cocteau could write a film makerdés diary
dabbler who never knew the sustained pressures of professional filmgmnaki

Eisenstein used words as copiously as he used celluloid; but then he was a teacher

and a theoretician as much as a film maker. Others have written about their films

at the end of their careers. But by and large film makers have desisted from

adding foanotes to their own work. This reticence has encouraged the growth of a
mystique which has helped the film maker to sustain his ego while concealing his
vulnerability. His ego is an indispensable part of his equipAient.

Whether their motives are more &el-promotion or to make filmmaking more invisible

and accessible, filmmakers such as Spike Lee began publishing diaries on the making of

their films, from original conception to theatrical release. Lee decided to do this for most

of his earlier films,mcludingShe 6 s Go {18, Spake Leebds Gotta Hav

Inside Guerilla Filmmaking School Daz€1988,Uplift the Race: The Construction of

”David Hochman, @AOnce Up &mmiae Otti2002, 71i. Repritedvniinglepal6.i ng, 0
13Satyajit RayOur Films, Their Filmg New Yor k: Hyperion, 1994), 1. EI sewh
about my own work, | have realised why film makers have written so little about film making. So complex

is the process, so intricate and elusive the triangular relationship between thetineakerchines and the

human material that is deployed, that to describe eve
collaboration and execution would call for abilities beyond most film makers. Even with such gifts, a lot of
whatgoesonih he dar k recesses of the film makerés mind wou
cannot be put into wordso (10).
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School Dazg Do the Right Thing1989), andvialcolm X(1992,By Any Means
Necessary: The Trials and Tribdil@ns of the Making of Malcolm)X
WhileEl Mariachib s r i di cul ously | ow budget cert ai
both Hollywood and the American independent flmmaking community, its low box
office total meant that a small minority actually saw the film in theaters. Yet the legend
behind the film grew thragh media outlets, but also in his published &llaccount of
the entire procesfebel Without a Crew: Or How a 28arOId Filmmaker with $7,000
Became a Hollywood Playgpublished by Duttorin it, Rodriguez describes how he
came to raise half of hisudget through a mordlong stay inareseach hospital i the
chapter entittedi | Was a Human Lab Rat o) where he was
raise half of his budget, and meet Peter Marquadtpnwi®would cast as his main
villain. This unorthodoxapproach to film fundraising also appears in many of the early
interviews* building up the mythic lore surrounding the fiand this rising independent
filmmaker. In contrast to the aforementioned production diaries of Spike Lee, less of
Rebel Without a Creweals with the idea, preproduction, and shootingldariachi
(less than third of the book), as the postproducsbopping his film around (first to
Spaniskhlanguage video companies like Filex, MexAmerican, and Cindlex,
beforeb ei ng courted by al most all of the major

successful aftermath on the festival cir@ri instead emphasizdebr instance,

YAndy Marx, fAHe Hit It Big. HesAhrbeles TimedayFd 1992, Let O6EI N
18; VeronicacChamber s, e iRy b & e n aRariere Jag 199% 310Peter TravefisO the

Move with Ro bRolling StBneMar 18gL098,27. But the first major news story in the trades

was a front page story in the April 23, 1992 issuBaily Variety, over four maths before its first public

screening at Telluride.

103



Rodriguez spares little detail on the tedious four months of postproduction work, as he

made aough cut on his VCR and synched the sound-inch video tapes. He also

describes making the final cut at a CATV facility in Austin. The book includes two
appendicedi niTlee FTém School 0 afegutaiD¥V D woul d cc

feature)and the orighal screenfay (including hisannotations).

El Mariachi and the Microbudget Revolution

El Mariachid s i n dnlindepamdeet filmmaking of the last two decades
should also be adéssed, particularly in how it helped laurichh e fimi cr obudget 0
revolution.Several notable losoudget successes existed beterdariachi. In the era
of New Hollywood,Night of the Living Dea1968, $114,000)The Texas Chain Saw
Massacrg1974, $83,532), andalloween(1978, $320,000), had all pred that low
budget independent films could attract large audiences=BJdariachi was one of the
first in a wave of risible budgets promoted advantageously by the filmmakers,
di stributors, and festivals, whpoeketf i | ms @A mad
change, 0 would be used as a fimarketing hook
warning to audiences to stat® that these fil

Generally, independent film budgets van vary widely, from tetiscafsandof
dollars to tensfomillions. (The $102 milliorCloud Atlag[2012] was technically an
independent film.) | am hear defining Amicro
or fludwrkmudget 0) a singfessthamnst60@®@0n(Ehis s hdmigtedly o s t

an arbitrary figure, but tied to the budget Tare Blair Witch Projegtwhose innovative

15Berra, 26.
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marketing campaign has surely shaped the discourse on the patiectieds of these
types of films!®) The chart below includesome of the major microbudget films along

with their reported budgets, domestic grosses, and foedibst ratios.

Movie Year Budget Domestic Profit/Cost

(Theatrical

Release) Gross Ratio
Slacker 1991 $23,000 $1,228,108 5,240%
The Living End 1992 $22,769 $692,585 2,942%
El Mariachi 1993 $7,000 $2,040,920 29,056%
Clerks 1994 $27,000 $3,151,130 11,571%
The Brothers McMullen | 1995 $23,800’ $10,426,506 | 43,709%
In the Company of Men | 1997 $25,000 $2,804,473 11,118%
The Blair Witch Project | 1999 $60,0008 $140,539,099 | 234,132%
Primer 2004 $7,000 $424,760 5,968%
Tarnation 2004 $218.32 $592,000 271,062%
Paranormal Activity 2009 $15,008° | $107,918,810 | 719,359%

This is also the budget that John Pierson believed was the lowest possitdétedsipwing up the
feature to 35mm, remixing sound, and securing insurance. See John FSpikeMike, Slackers &
Dykes: A Guided Tour Across a Decade of American Independent C{hewaYork: Hyperion, 1997),
235.
YListed erroneously as $238,000 on Box Office Mojo. Other sources: $25,000 or $28,000.
18A less cited figure is $35,000, which will stillake the film second tBaranormal Activityin profit-to-cost
ratio.
19The figure most frequently cited. Also listed as $11,000 in some promotional materials, as in Missy
Schwartz, fAMeet t he StEntrminmeht WéeRl@aet 23n20091ta2. Thidct i vi ty, 60
would make for an astonishing 980,980% return on investment!
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Again, the above chart does not reflect international box office, home video revenue, or
sequels, as in the caseEfMariachi (two), The Blair Witch Projecfone), and
Paranormal Activity(five and counting). Althougkl Mariachi no longer holds the
record for profitto-cost ratio (and one wonders when the rigdatr Witch/Paranormal
Activity sensation will arrive), it still may have the lowest budget of any feature to make
over a million dollarg?®

It must be understood that almaditof the costs above were those before the
films were blown up to 35mm or had their soundtracks remixed. Independent film
distributor/historian John Pierson estimated that a18#@Ds film with these costs, as
well as others such as securing insuradeégrments, music rights, @dother lab
deliverables, would drive budgets up to at least the $10a,80@00 rangé! Marketng

costs can be substantiatiyeater, as they were f&t Mariachid $1 million .22

But are we makimigct obudgetho ofi tmm2 Ri er son

so:iThe distance between a $2.5 million budge"

and $250,000 is vast. However the gap between thatawéd and the ultrdow $25,000

i s de c?B\pveritheless, i tersof marketing, the difference is noticeably greater,
as films such agl Mariachi andClerkscould exploit theunderdog narratives of their
respectivadirectors selling his body to science or maxoug his credit cardsAccording

to Holly Willis in her work on the rise of digital cinema,

The [independent fil m] mov-emaeststérys ¢ hi
about a boy who made a movie for no money and went on to make millions at the

See |ist AMovies With Lowest Budgets to Earn $1

http://thenumbers.com/movie/budgets/

2Pjierson, 235. For more, see (X84288.ter fHAHow Low Can

22Aldama,Cinema 33.
23Pjerson, 234.
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box office. It is the perfect American story, and the narratoteonly fueled the
fantasies of innumerable wouli® filmmakers, but made overt the intersection of
filmmaking and the market, giving the public a very tantalizing embodiment of
one of the most American of mythologies, namely that anyone can become rich
and famoug?
Although Willis makes no mention of any particular flmmakers she has in mind, surely
Rodriguez exemplifies this truth of this statement as much as any other American
filmmaker. These underdog narratives also worked in tandem with thellodi profit

to-cost ratios for these films, as in the advertisement below, depicting the greater return

on investment foClerksversus blockbusteiSorrest GumpandSpeedboth 1994).
w | WHO SMYS THE CLERKS

INDEPENDENT Fim EVER!

NT
«Tye ComeDY EVE
L OF THE YEAR!”

Trovers, ROLLING STONE

ALICE IN cHAINS . BAD RELIGION . SEAWEED . SOUL AsyLup . THE JEsus Lizarp

2Holly Willis, New Digital Cinema: Reinventing the Moving Imggendon: Wallflower, 2005), 15.
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Although SlackerandThe Living EngorecededEl Mariachiin theaters, the
reported budget of $7,000 f&t Mariachi was exploited in its promotion and garnered
significant attention from the press in a way that the other two films did not, as the other
two films were positioned as capturing Generation X angsti@aNew Queer Cinema,
respectively. (Emphasizing the low cost is adar cry from the situation just a few
years previous when Hal Hartley exaggerated the negative cost of hisTtdebut
Unbelievable Truttas $200,000 when it actually cost $75,000féar of distributors

shying away from a film with such a paltry production ¢8pstn fact, one of the earliest

interviews with Rodriguez i n Neww¥orkfMiméesnstr eam

article AA Borrowed Camer aFebrudry2101093., and
Maybe the most exploited, precise budget figure up to that point, it was used constantly
in the promotion of the film, and would be cited frequently by Rodriguez, including the
subtitle for his first book@r How a 23YearOld Filmmakemwith $7,000 Became a
Hollywood Playey.

Returning to the central fneework of this thes the evolution of a filmmaker
vis-a-vis the independent film scemamicrobudgefilms have become a major assertion
of authorship, representing a singular visiah.of the directors of the films in the above
chart have parlayed their success into careers, whether staying fiercely independent
(Gregg Araki, Edward Burns) or eventually crossing over into the mainstream making
films with larger budgets (Neil LaBute,&in Smith). Even if some of the films may not

appear transgressive on the surface, they inherently possess that quality:

25James MottramThe Sundance Kids: How the Mavericks Too Back Hollywidtmiv York: Faber and
Faber, 2006), 1849.
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The value of lowbudget films is: they can be transcendent expressions of a single

personbd6s individual Whesacorporaton decidgsito r Ky or
invest $20 million in a film, a chain of command regulates each step, and no one
person i s al |l owe dbudget]dilms areeedccendicev@n t en [ | ow

extrem@ presentations by individuals freely expressing their imaginsitioho
throughout the filmmaking process improvise creative solutions to problems
posed by either circumstance or budgetostly the latter. Secondly, they often
present unpopuléreven radicd views addressing social, political, racial or
sexual inequalitig, hypocrisy in religion or government; or, in other ways they
assault taboos related to the presentation of sexuality, violence, or othemores.
Furthermore, this microbudget revolution tEhtMariachi certainly influenced still
continues today, padilarly since digital filmmaking can push production costs even
| ower and Aprosumero digital cameras all ow
least in terms of thelbok, compare favorably with films with higher budgétsthe end,
Rodriguez prove that making a movie did not require much in the way of resources
(money, equipment, or cast and crew), but rather industry and a lot of imagination.
Concerning the importance of creativity when making-tmwiget films Rodriguez states,

A L obwudget movieput a wall in front of you and only creativity will allow you to

figure out how t¥ get around that wall .o

Rodriguezds I nfluence on I ndie
Historical accounts have generally not given Rodriguez enough credit for his
impact on contemporary American independent filmmaking. As the subtitle of his tome
The Sundance Kids: How the Mavericks Took Back Hollywagtt suggestJames

Mottram admits I8 bias toward West Coast filmmakers who were more likely to work

26In V. Vale, Andrea Juno, and Jim Morton (edsrjcredibly Strange Film§SanFrancisco: RE/search,
1986), 5.
2’Robert RodriguezRebe) 175.
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within the system (e.g., Stev&oderbergh, Rh Thomas Anderson, Bryan Sinyever
the more radically fAindependento fil mmakers
Solondz, Hal Hartleywith Rodriguez and Linklater awkwardly not belonging to either
camp. (Mottram still manages to devote one of his 24 chapters to the two-Bastic
flmmakers®»Thi s | ack of attention may al so be due
filmmaking from marginalized cultures (while Sofia Coppola and Kimberly Pierce are
included, Rodriguez is the only ndihite filmmaker of the fourteen he discusses in
depth), buttimay also be due to the types of films Rodriguez generally makes:
Aside from the fact that Rodriguez warrants mention in this book because of his
contribution to the development of Tarant
consideration in his own righRodriguez, after all, is not a director who has
impacted upon Hollywood in the way Tarantino did; his admittedly inventive
films are fast, cheap celluloid adrenalin rushes, as unpretentious as they are

throwaway. What t hey danmetnporad eocietysa hol d

up
task Rodriguez gleefully | eltves for othe

r
Kevin Smith has cite@lackeras the film that inspired him to become a
filmmaker, but he has also credited Rodriguez as an early inspiration. He recalls a
HowardSt ern i nterview in which Rodriguez said,
woul d be: Write onl yadwibesSiithgmbracet wholeheastatlly e s s t ©
in his decision to filnClerksin the same convenience store in which he worked.
Ro dr i debel ¥ithsut a Crelwas also had an effect on countless filmmakers
whose stories have not beenThaNexttmbDaBen St ei nb

(2006 ) tells the story of the eponymous filmmaker whodislributesti t h e stréightr s t

28Mottram, 85104.

29bid., 88.

3%/incent RoccaRebel Without a Deal: Odow a 30YearOld Filmmaker with $11,000 Almost Became a
Hollywood Player(Granada Hills, CA: Poverty Works, 2013R4.

110



to-DVD TV sHood Newsin his hometown of Galveston, Texaday became
inspired to become a filmmaker by readRgbel Without a Crewhile in prison. His
DVDs even include a @fA10i Minute School o and
inspiration.The Next Tim Dayclimaxes with Day meeting Rodriguez at a University of
Texas speaking engagement. Al though Tim Day
two filmmakers who have frequently cit®bel Without a Creand have achieved
substantially more attewin are the Canadian twin sister flmmaking tandem, Jen and
Sylvia Soska. Their directorial debDead Hooker in a Trunik009) was made for only
$2,500, but received enough attention that they were able to work with bigger budgets on
further horror effortsAmerican Mary(2012) andSee No Evil 22014).
To further emphasize its popularifgebel Without a Crewven has spawned its
own spoof , VRelmecWithout a Realcor, Blavsa 30earOld Filmmaker

with $11,000 Almost Became a Hollywood Plajeh e b oo k 6 s Relmelver mi mi cs

Without a Crewalmost perfectly:

31Although Day has no credits listed on IMDb outside of his role in the documentary based ois him, h

biography there read@Daywasbon i n 1976 in what he desyardldbes as Gal
single mother. He didn't meet his father until he was@W [sic], the entrepreneur, hustler and rmini

movie star has come a long way from his days as one of Galveston's most waaiee geddlerdHis raw

ambition and insatiable drive to succeed compelled hig§ ifithmaker Robert Rodrigué¥ to interrupt a

speech at the University of Texas in Austin just to

111



Friendly, funny, smart, energelic, and lkable."—{0s Angeles Ti ot Book RESy

30 ' ' : M

Or How a M- Year-0ld Or How a 23-Year-0ld
/1,000 ! '3

Filmmakecr with S76tte Filmmaker with $7,000

Became a Hollywood Player j

Almost
Became a Hollywood Player

Director of
KISSES AND CAROMS

Vincent Rocca describes his experience making and seeking distribution for his

microbudget filmKisses and Caromshot in 2003, released in 2006), a film released

directto-DVD after one festival screening at the obscure Delray Beach Film Festival.
Roccads account is certainly forthright, inc
through maki ng [8nith] sotdhie comiobook colleGtidretoy make

Clerks Rodriguez sold his body to maké&Marachi, and we sold porn to makésses

and Caroms38L i k e P Spke, dMika) Blackers & DykeRocca also intersperses

32Rocca, 26.
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his diary with interviews with Kevin Sitth. Rocca, who has not directed a film since
(although he has produced two kbwdget independent genre films), has capitaltpeal
small extenon his one film. He even responds to posts on IMDb message boards for
those with questions about his filmwho simply want to criticize it. | suggest that the
release oRebel Without a Dealrguably demonstrates the popularityRefbel Without a
Creww that Rocca could stildl build on Rodri gue
publication. It also servess a reminder that for every microbudget succes<€like
Mariachi or Paranormal Activity there are thousands of films made by directors hoping
to mimic this success, but are unable to setheatrical distribution omake a return on
their modesinvestment.

IndeedRodr i guezds influence reverberates ar
Wakaliwood: The Documenta(2012), Nabwana I. G. G. has recently become a
YouTube sensation (over 4 million views of his trailers on his channel) with films like
WhoKilled Captain Alex{ 2010) bill ed as fAUgandads first
had never left the immediate vicinity of his village, was brotg#ustinby Alamo
Drafthouse CEO Tim League discuss his films. When League asked him what inspired
himmto become a f i | Rebal ehoutaGreswor epl i ed A

Another case is Uruguayan filmmaker Fede Alvarez, who had drawn attention
with his short€El cojonudo(2005) andPanic Attack!(2009) before directing his first
feature, the 2013 remake B¥il Dead Alvarez has also creditdRebel Without a Crew
as a formative influence in his filmmaking, and was hired to direct an episéderof
Dusk Till Dawn: The Series But Rodri guezdés influence has [

of the independent scene. In a rédaterview inSmithsonianpopular food writer and
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television personality Anthony Bourdain acknowledged some of the major filmmaking

influences for his shownthony Bourdain: Parts Unknowi€NN, 2013present):

Soderbergh, Terrence Malick, Shinya Tsukam@tong KarWai, Seijun Suzuki,

Michelangelo Antonioni, and, somewhat incongruously, Robert Rodrifiizcussing

the influemMdeudafe tFhd mMi TSecrhool 0 ser iRelel (addr e:
WithoutaCrew Br i an OOHare wasm@&t wexdggemdthiemg wh

|l egi ons of young moviemakers |l ike Rbdriguez

The Follow-up to El Mariachi: Roadracersas Film and Book

Rodriguez followed up his fiercely independent debut with a film more in line
with traditional Hollywood filmmaking, even if on a much smaller budiype1.994,
Showtime asked several directors to helm rdfadeelevision films for their serieRebel
Highway (1994), produced biialloweenwriter-producer Debra Hill, as well as Lou
Arkoff . Al l of the films were Aremakeso ( mos
Il nternati onal Pictures (Al Roadrdcardemedasnf t he | a
theseriesl e but , f ol | o Wenfitssibng of b SororitEGire Y@ n Mi | i us 6 s
Motorcycle Gang J o e RbDrmawaly Pabighters J o hn  Mc @lidsundg’hisbrno n 6 s
Al | an /Ahdke) Raltlé and Rock! Mar y [Deagn®trp Gitl, &vgliam
Fri ed&lbreakess Ral phCoBlakdsheCrédzg and Jonat han Kapl e
Reform School Gir Tar anti no was ori gi mRackAllNigtet to r el

[1957] before backing ouif)

¥Ron, Rosenbaum, @i V@mithsomianulyRueyR014,85t i ons, 0

Brian O6Har e, fiMovi ngModeMakerroé2008)50.cRdprirded in Thglep 1B ht , o

Hi s next statement is debatabl e, however: iHe, after
3*Rodriguez Roadracers89.
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With Desperadadelayed by Columbia Pictures for a year dukast Action
Herod s | a c k-bffices performancenard the Heidi Fleiss scarifiBodriguez took
overRoadracersafter Wes Craven dropped out to dirbiew Nightmarg1994)3’
Rodriguez admitted to beirfgred primarily on his reputation for making such a cheap
debutfilm. It may have been his first experience with a crew and a lot bigger buiglget (
Mariachib s mi ni scul e budget i ncr dotelevdiona hundr edf
production, it waerparisohtd hidlatcawofRrowds h gjuaiz ® si i s d e
for what he perceived as the prototypical wastefulness of Hollywood, as well as that for a
crew that he was not able to choose himself but was assigned to him (the crew were
contracted for the entirety of the series) stamashroughout the publishé®badracers
production journalHe and friend Tommy Nix had only ten ddgswrite the script, with
a merethirteen days to shoot the film and fifteen days to edit. AlthdRiggdraceravas
given the tightest budget with which to wotke film was selecteilom the tenn the
seriesto be the debut episode and was the only video included in the electronic press kit
sent to journalist8® Despite severadtherhigh-profile directors attached to the series, it
remains the highesated episode on IMDDb.
Neverte | ess, Rodriguez notes the filmbds sigr
|l essons | earned. Frank in his journal, his d
frustrating when you put so much care into making something and everyone else around

hereisjus col | ect i ¥Iigelomgs fowaysmailer arew . thooughout the

38bid., viii-ix.
3lbid., 4-5.
8bid., 98-99.
*bid., 97.
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production and pogtroduction of the film and usually concludes that the best (and
cheapest) way to gettigs doneistodoityoursefi: The budget meeti ng was
t oday é.ndeNmoviegare so expensive here. | wish they would just give me the
budget and | et me take it down to Texas and
rather have |l ess crew. They |l aughed®because
These would be recurring themes in interviews conducted throughout his career.
He is especially disdainful of waste in the typical Hollywood production:
The sound guy come up-aanmodinday,r dlhtiss 6g o
know any better,so¢hy j ust believe it and they pay
spending five hundred dollars for a hammer. | try to use common sense and not
throw money away. Usually what happens is, somebody will make a movie, and
when they go on to the next movie they téker old budget from the last movie
and just modify that one. So they keep doing everything the same way, being
afraid of taking chances. There are such new technologies and new ways of doing
things, you do nsthool wastef@d anynworébe t hat ol d
This parsimonious approach to filmmaking also has its benefits. Rodriguez emphasizes
that | ower budgets force him to tackle his p
easy to have a money hose there; as soon as another challenge or problenpcgmes
just aim it and wash it away. Thatdés a job,
because thatés going to make the movie bette
While Rebel Without a CreWas continuously remained in print since itstfirs

publication in 1995Ro0adracers: The Making of a Degenerate Hot Rod Rliak

published by Faber and Faber in 1998, and soon went out of print. (Whether or not this

49bid., 30.

“‘Rustin Thompson, #fAThe Ref or MavieMakenSepdct 1895R@b el Wit hout
Reprinted in Ingle, 27.

“2Keith Phipps, fRANeOubhttpRiavdmavchucera/artizle/roberbdriguez13753.

Reprinted in Ingle, 6%6.
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was due to Rodriguezds harsh commemts about
manywaysa sequel tirebel WithoutaCrew t r et ai ns much of that e
format, with its production diary (including stille@ storyboards) and screenplayt no

ATewi nut e Fi Thafilditséfovaslfinally released on DVD and Biay in

2012, the first home release for the film since its original release on video. But for

Rodriguez scholars, the book may be more interesting than the film itself. While the

filmés budget of $1 mill i off)wasFatheréneMmod 0 accor d
compared to Hollywood budgets during its time, Rodriguez bristled throughout the

production with having to work with a full crew.

A Closer Examination of Rodriguezéd
After the $7,000 budget &l Marachiand an increase of kast a hundredfold
for Roadracersthe budget fobDesperadavould see an additional tenfold increase
(although $7 million was still a very low sumforaprliid® 90s acti on f il m). R
budgets would continue to rise, before tapering off. Belowable tof production costs
and domestic grosses for RodThesgpoeiztdhew f eat ur e
drastically Rodriguez has changed, perhaps questioning whether or not he can still hold

claim to being a maverick, lolwudget filmmaker.

“For example, the-Miwmddet FGquot &a¢& hiom|IdTdme Making of a
onRoadracerDVD/Blu-Ray. Rodriguez also mentions in the book thafilmscost much cheaper than the
others in the series had been budgeted at, $1 million, and that part of the reason he was brought on board was
that the four entries previously shot had gone over schedule and over budget, and that he was to help the
produces recover some of these overages.
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Movie Budget Gross
El Mariachi $7,000 $2,049,920
Desperado $7,000,000 $25,405,445
From Dusk Till Dawn $19,000,000 $25,836,616
The Faculty $15,000,000 $40,283,321
Spy Kids $35,000,000 $112,719,001
Spy Kids 2 $38,000,000 $85,846,429
Spy Kids 3 $38,000,000 $111,761,982
Once Upon a Time in Mexict $29,000,000 $56,359,780
Sin City $40,000,000 $74,103,820
Sharkboy andLavagirl 50,000,000 $39,177,684
Shorts 20,000,000 $20,919,166
Machete $10,500,000 $26,593,646
Spy Kids 4 $27,000,000 $38,538,188
Machete Kills 12,000,000 8,008,161
Sin City 2 65,000,000 13,757804
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This table does not include tl&indhousedouble bill, which according to Box

Office Mojo cost $67 million (although Aldama offers the more conservative figure of

$53 millior?4). According to most accountBlanet Terrorwas by far the less expensive

of the two. His productioof Predatorshad a similar budget to his other productions, $40

million, and made $52 million domestic and $127 worldwiRleadracersandCurandero

are also not listed, as the former was a TV movie and the second was never released in

theaters. Worldwide gress are notoriously less precise and inflaidjusted figures

can be poblematic (how best to accouor re-releases?), but those interested can consult

Rodriguezds page on Box Office Mojo for thos
The first observationisthat Rodrige 6 s budgets have | evel ed

journalists such as Michael Haile who, after the cost doublediresperaddo From

Dusk Till Dawn predicted that he would sobe directing $100 million film&> which is

not the case even twenty years la&till, to say that his budgets are far removed from

the $7,00E| Mariachiwould be an understatement, as none of his other feature films

have had budgets less than $1 million. When Charles Ramirez Berg queried his ability to

still adhere to a guerilla aesthetwhen making a film likeSpy KidsRodriguez replied,

ANoOw, | 6 4profige filmmaden, and | have to hire union employees, and you want

to hire better actors, and every piece of equipment is expensive, and the cost goes up. But

| still findithardtos pend money, even now when I*m spenoc

From his humble beginnings, Rodriguyaad 6s budg

44Aldama,Cinema,114.

“Mi chael Hail e, T Boxaffice ARE1§9S, 9tReprifRed m ngles 190
46Charles Ramirez Bergiatino Images in Film: Stereotypes, Subversion, and ResistAnstn:
University of Texas Press, 2002), 258.
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upward)range, although the table above depicts how his largest budgets have been at this
range sinc&inCity, they have, for the most part leveled off, even though the average

cost of justmarketinga Hollywood film had risen to over $40 million Bp14%" His

desire to save money on his films connects todgguacheadentity, as previously

discussed ilChapter 2.

From 2002 to 2005, Rodriguez was an annual fixturBremier®d s A Power 50
List, o but his lackluster box office in the
uncertain future for his filmmaking. No film sin&n Cityhas even crosselle $50
million mark domestically. Despite rising ticket prices aAd Bremium surcharges, Box
Office Mojo reports the average domestic box office for his sixteen features as
$44,149,3668 which barely eclipses his budget ceiling. Although each of thetfiree
Spy Kiddilms achieved blockbuster status, Rodriguez sequels since have been less of a
sure thig. An examination of thbox office tallies for the recent sequels reveal
diminishing returns when he chooses to go back to the well too 8jpgrkds: All the
Time in the Worlda 62% decline from an average of the three previous fitashete
Kills, a 70% decline; and the most precipitous ofSilh, City: ADametoKilFad s 8 1 %
decline. Therefore, it may be a paucity in original ideas, ratla@rc¢bmmercial
incentive, which serves as the driving factor in the decision to prolongtitrexte

franchises.

“Pamel a McClintock, fANew Movi e MatHblywosiReporidr $200 Mi | | i
Aug 8, 2014, 42.
“®http://www.boxofficemojo.com/people/chart/?view=Director&id=robertrodriguez.htm
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FourRoomsand t he AClIlass of 06920

As Linkl ater notes, AThereds al ways a cl a
every year é. @eocyhe ancdRolber and Allisan snders were Sundance
092. They fancied themselves as the?®Class of
Indeed, the label stuck, and Rodriguez, Tarantino, Allison Anders, and Alexandre
Rockwell became known as Sundahhe A Cl ass of 06 9l@dthedSolpyhi | e Rocl
(1992) won the Grand JuGQGay Fded, lLodgegl2P)aundance,
T a r a n ResanvoirdDog$1992) were received favorably enough to carry them to
awards at other festivals in additiontott er nat i onal attention. But
seemed to have little in common. They hailed from Boston (Rockwell), Kentucky
(Anders), Tennessee/Los Angeles (Tarantino), and Texas (Rodriguez). The more subdued
In the SoumndGas, Food, Lodgingiffered dastically fromthe ultraviolent, genre
oriented fare of Rodriguez and Tarantino. The filmmakers varied in their experience up to
that point; while Tarantino and Rodriguez were screening their feature debuts, Anders
was one of the directors on the 1987 deaBorder Radio while In the Soupvas
Rockwell 6s third feature. The fil mmakers al s
Rodriguez (b. 1968). Furthermore, Rodriguez was more of an honorary member anyway,
since he ané&l Mariachiwere not even at Sundance in 1992; as mentioned earlier, it was
t he subsequent B Baiachi won theAudiance Awardwstille r e
Rodriguez did note some commonality in the backgrounds:

People were saying weobre someohecdc gteo | be ht

was kind of strange in that in the seventies, you had filmmakers who were coming

from film school . And | |l ook at Al ex and
ther e, we coul dnot afford fil mAndwehool . V

4Mottram, 29.
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can offer stuff that you dondét wuswually se
didndét | earn how to do it by Ilistening to
and coming up with our own plans and ide@as.

Rockwel | stated adl itrhgatt Hatmet, h éirle hvaads ta en & ve

always liked the French New Wave and German cinema at its emergence, or when the

Italian cinema had its neorealist movement. And | thought maybe we would be a new

wave of flmmakers and collaborate the wagth Fr enc h al | got together
kind of cool if welAdiidesdmomhiRng ktiwed ¢ tOlse i né >
di sassociation of his and his comradesd filn

movement of Jarmusch, Soderbergh, Spike Led,,at does touch on the rationale for
the four coming together to makeur Rooms

Anders (AThe Missing Ingrediento), Rockwe
(AThe Mi sbehaverso), and Tarantino (AThe Man
t he f o u rorshortirotmeomnibusfinbi nkl at er (Sundance Cl as:
originally to direct to a Aroomo as well , bu
unwieldy>? Tarantino and Rockwell also wrote and directed the varapnd portions
that (locsely) tiesthe narrative together. According to film critic Jami Bernard, Rodriguez
had a draft for his segment that would be appropriated inste&béairacersThe idea
finally came to him to make a-whknngéhet comedy a
Bedheac® In an interview aboutour Roomsn Total Film, Rodriguez revealed fil t was

a disaster movie! Thewholead hol ogy i de a .hidowdsutcesswithitheé s cl os e d

50Jami BernardQuentin Taantino: The Man and His Movigdlew York: HarperPerennial, 1995), 231.
Sbid., 213214.
52bid., 222.
53bid.
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format: Al think | got away with exdctybecause

what to do: Set wup the story, Yo to the payo
As Rodriguez notedcFour Roomsvas a <critical fAdisaster mo

only his segment recemg positive reviewsFairly representative of the critical

consensus was Roger Ebertodos review: AThi s an

fading hotel and one character in common is a mixed bag, with one hilarious segment,

onepassabland two that don't woeandehalfstarsad | . 0 Par ce

Rodriguez, two stars to Tarantino, and one each to Rockwell and Anders, Ebert writes

that i f Athis film made by four friendséare

a |l ot of t ¥ladeed, while Ratmngdeg énd Paradtino would mtain their

friendship and working relationship (as discussed below), they would never work again

with Rockwell or Anders. For Anders, blame was due to both a rushed script, as well as

Tarantino (who she had recently dated for a short periodhiarutivieged status at

Mi ramax: fAOnce it went to Miramax, it became

Tarantino became &°ShetamdiReckwell récéll@aramtmd ast hi ng. 0

getting preferential treatment from Harvey and Bob Weinstein, not having to

subsantially cut his segment as they had to when the original cut came in at two hours,

forty minutes2’ (The eventual running time wa8 minutes.)

S4Total Film, May 1999.
Roger Eber 8 3Vatancled Rayd Werth Seeing And | t 0 €hicBGgoSunRTimep
December 25, 1995, 35.
S¢peter Biskind,Down and Dirty Pictures: Miramax, Sundance, and the Rise of Independen{Nrém
York: Simon & Schuster, 2004), 218.
' bid., 219. Biskind offers further reasons for the f
was the coscience of the group, the adult, the superego, if you will. Rodriguez, who had a great eye, was,
as his future films would confirm, in all other respects a delayed adolescent. He was the child, id, and
Tarantino, who displayed elements of both, was incétfee object of a cultural and aesthetic tug of war
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Following Four RoomsAnders and Rockwell never achieved the success of their
ACI ass of 6920 rectedrafew moresfilms, AitBcaeerofsMy Heart
(1996) getting almost as much attentiorGas Food LodgingShe has since worked
primarily in television, although a later featufdings Behind the SY8001), received
three Independent Spirit Award norations. Rockwell has struggled even more so,
directly only a handful of films since 1995, none of which received nearly the attention of
IntheSoup As Mottram posits, AW thout a perpetu
like Anders and Rockwell, who hdichited commercial appeal, were quickly swept to
the margins of®Stthd Ifiltrhei MdUsatsrsy.of 6920 moni
scholarly® and populd discourse over a decade later.
Tarantino and Rodriguez
Besides the facheyhave often been linked together in popular and scholarly
di scour s e, Rodri guezds numeenbooes inClmptdnd bor at i o
lead to a fuller examination of their relationship. While they have frequently joined forces
and consider eacliteer best friends, aesthetically their films share little in common,
clearly evident when their works are juxtaposed together, BsunRoomsand
Grindhouse Rodriguez himself notes on their work togethefaur Rooms
But i tds | ust gnmeasbhck t® baekilike ghattbécauseehe stdes
are so completely differenté. I | ove being
way, since | edit my own films, and the timing and stuff comes off through a lot

of cuts. | can make a really good soup oyust cutting it all together. Whereas
Quentin will do a whole fiveninute sequence in one take and use only that one

between thent-our Roomswith an assist from Miramax, marginalized Anders and Rockwell, an ominous
sign of things to comeodo (222).
58Mottram, 36.
5%See chapter 3 in Mottram.
There is a fcllfeatars onleReserndiPDogs Speeial EditidVD released in 2003 to
comme mor at ¢enth amréversaiyl mo s
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take, which means some lines were better in other takes. He says he goes for the

overall performance in a take. He is more dependent aactbes creating their

own timing and pace and rhythm, where | manipulate that quité’a bit.
Still, they share traits such as a love for genre films and exploitation, and sometimes even
common characters. Fans have commented on this Tariuitdguez bared
mul tiverse; a ATarantino/ Rodriguez Universeo
the characters that reappear in their films, such as Earl McGraw, who has appeared in
From Dusk Till Dawr(film and series)Kill Bill , Planet Terror andDeathProof.5?

Peter Hanson also included both in his study of Generation X filmmakers (defined
by him as those born between 1961 and 1971) as sharing common propensities toward
violence, irony, and multiple storylin€$Concerning the relationship between Tirzm
and Rodriguez, he adds, ABecause Rodriguez f
seems pornographic, it was a natural* progres
In both journalistic and scholarly discourse, Tarantino, Kevin Smith, adddriez were
al so connected t o t he %whilesleff Daisontidentfiedittemmme r c i a
as embodying the ffalissmPemeadelneatestbeaylalitiesahatt e u r .
mar ked these Acinema of c¢cooloan itrhdeda pre mMmdce mte ndai
gualityo 1980s predecessor s. Many of the dci

underrepresented minority groups, especially women, African Americans, and gays and

51Bernard, 22829.
62Accessed atttp://en.wikipedia.org/wiki/Taantino/Rodriguez_Univers&exas RangeEarl McGraw was
played by Michael Parks in the films before being replaced by Don Johnson for the series.
83peter HansoriThe Cinema of Generation X: A Critical Studgfferson, NC: McFarland, 2002).85
64bid., 127-128.
85Alisa Perren|ndie, Inc.: Miramax and the Transformation of Hollywood in the 192@stin: University
of Texas Press, 20188.
56Jeff DawsonQuentin Tarantino: The Cinenmaf Cool(New York: Applause, 1995).
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lesbians, while the apparent majority of the foremost 1990s indepdiidenakers

(Tarantino, Smith, David O. Russdllavid Finchergtc.) were white heterosexual males.

This is not to say that there were not stil]l
or that independent cinema in the 1980s had no blockbustacsianoriented films

made for broad appeal; still, if the 1980s were marked by figures like Jarmusch and Spike

Lee, then Tarantino, Rodriguez, and Smith ma

cocdl . o

Rodriguez, Miramax, and Dimension Films
Released from his twgear contact with Columbia Pictures, Rodriguez signed
with the biggest label associated with independent entertainment, Miramax (who had
presented and distribut&ésur Room}§ where he was assured he wolndbe total artistic
control, plusthe chance to work at home in Austi(This fulfilled a desire first

expressed while shoppirig) Mariachiar ound i n early 1992: #dAl t hi

57Perren, 94101. For more scholarship on the relationship between Tarantino and Rodrigud¢endede
Maria Aschenbrennefi Two o fd RaberKRodrdd ue z6s and Qeltardly n Taranti nods
Intertextual Comment on Film History: Ti&indhouseP r o j Rost @rjpd33 (Sum 2014): 438;
Caetlin BensofAllott, Killer Tapes and Shattered Screens: Video Spectatorship from VHS to Film Sharing
(Berkeley: Univesity of California Press, 2013), ch. 4; WilliabeGenarofi P eNo4gtalgia in the Films of
QuentinTarantino and Robert Rodriguédournal of American Studies of Turk@yFall 1997): 5763;
KevinEschfi6 The Lesser dfindliohsea nAlt tTrheeatt ir d heafl Cubddfalt al gi a, 0
2012), onlineMarkIrwin,i Pul p & t he P uQuentinTarantifohard RBhiert Rodrigua,
Literature & Theologyl2 (Mar 1998): 781; David Lernerfi Ci n e ma o f GrRéhgusendthd o n :
Limits of the Spectatoridl ma g i n &ingma lafermonCelluloid Explosions from the Cultural Margins
edited byRobert G. Weiner and John Cline (llzam, MD Scarecrow, 2010): 35879; Jay McRoyii 6 T h e
Kids of Today Shoul d Def end T hAarassaedl Markesing Naggtalgianrst t he 067
Robert Rodri guez aGrindho@se & Mtencan Horear Eilm:tTherGendesat the Turn
of the Millennium edited by Steffen Hantkddckson: University of Mississippi Press, 2)B21-233;
Heather J. Raine§, Aut eur Directi on, Col-imagmiagsimthé&€Ciopemaa@nd Fi |l m Mus
Rodrigueza n d T a r MArtheds,lUJaivesity of Ottawa, 2009; and Stavans, I&nTrantino &
Rodriguez: A Paradigmjn Critical Approaches to the Films &obert Rodriguezedited byFrederick
Luis Aldama (Austin: University of Texas Pres2015),193195.
58Aldama,Cinema 46.
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agents that 10611 make a dTexad. Thatwil bethameywbody t h
requirement. Not the money, not the most lucrative deal, but who will work with me and
|l et me reside in Texas. What good is money a
Ho |l | y W% Mirdr?ag may have scored its biggesteass yet wittPulp Fiction but
Rodriguezds i mpact on the company should not
AMi ramax may be the house that Quentin buildt
pai d f or "tThisesectior gxaninessindié tlibution and production company
Miramax and its Dimension Films, as they have firmly supported Rodriguez for twenty
years.

The year 198%the year ofSex, Lies, and Videotap@adMy Left Foot1989]) was
a good ondor Miramax, but after the company struggled the next two years, Bob and
Harvey Weinstein resolved to start up an exploitatiomgemre, division under Miramax.
Theyhoped o replicate the success of New Line Ci
Nightmare orElm Streeseries, which was able to generate income to support New
Linebs more artistic fare. Peter Biskind inc
greeting the Weinsteins at a party held in his own honor in March 1991 to announce that
he wouldhelMNew Li ne Cinemads new specialty house,
mi nce words, Bob procl ai med that he would dab
gonna kill you, but wedre going to go into N
businessnawWddor dogowomr moviBebodoangrbpthemgvives! ¢

eventually be fulfilled, as within ten years Dimension Films was known notfanly

5%Rodriguez Rebe] 110.
"OMottram, 87.
"Biskind, 111.
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producing genre entertainment (especially horror films) liké~tioen Dusk Till Dawn
andScreantrilogies, but waild also distribute family fare such as thie Bud sequels

before Rodriguezos family films became a pro
so much so that the division ended up Apropp
d e ¢ a d e"dviramaxnhddearlier been acquired by Disney in 1993 and found itself (as

well as its new parent company) embroiled in controversy over film®lilest(1994)

andKids (1995)*°Di sneyds acquisition of Miramax was
infamous Southern Bapt Convention boycott of all Disney products and theme parks

1997741 maintain that Dimension was not a household brand like Miramax, thus

allowing Dimension to release more edgy fare without backlash from conservative

groups. Bradley Schauer convincinglgnnects Dimension to an exploitation flmmaking

model that dates to the 1950s, specifically the work of James H. Nicholson and Samuel Z.
Arkoff at AI P, a model Adefined by its empha
talent, and its appeal to nichea r k € With evéery critical or commercial hiTpe

Crow [1994], $50 million;Scream $103 million;Scary Movig2000], $157 million),

there were numerous schlocky dire@ivideo sequels (fofhe Children of the CormThe

Prophecy and RodrigueZ/ a r a n FrormDusk Sill Dawrseries), even though Bob

"bid., 405.
“Justin Wyatt, fThe Formation of the &éMajor Independe
in Contemporary Hollywood Cinemadited by Steve Neale and Murray Snfltbndon: Routledge, 1998),
84-85.
"“While this boycott on June 18, 1997 received media attention as the group is the largest religious group
(15 million) in the nation besides Roman Catholics, a much smaller Baptist denomination, the Baptist
Missionary Assoiation of America (less than 250,000 members), had already boycotted Disney at their
annual meeting held earlier that year, where | was a messenger (delegate).
“Bradley Schauer, fADimension Films and the Exploitati
Quarterly Review of Film and Televisi@6:5 (2009), 397.
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Weinstein claimed Dimension placed the fAcrea
commercffal i sm. 0
I f 1989 waasnudmirabdignakx®86 was Di mensionds co
the year was bookendexth the release dfrom Dusk Till Dawrin January and its
biggest hit yetScreamin December. If one were to single out a nadir in the corpus of
Rodriguez(at least for those invested in filmmaking as a personal enterptiageuld
probably berhe Faulty, indicative of the type of films Dimension succeeded with in the
late 1990sVirtually another remake dhvasion of the Body Snatch€f956, itself
remade in 1978 and 1993he Facultyf eel s | i ke Rodriguezds | east
(Althoughin hindsght Roadracersvas a sort of forerunner, containingmerous
allusions tdnvasion of the Body Snatchenscluding scenes from the film and a cameo
from its star Kevin McCarthy.) Released during the demand for moreotesied
horror fare that followed in the wake $treany” the screenplay was even credited to
Kevin Williamsorf® who had tapped into theete zeitgeist wittScream| Know What
You Did Last Summé€L997), andhetelevision serie a ws o n 6 QVB,A998 e k
2003). OverallThe Facultthas a | ot more i n common with Wi

t han Rodriguezds, al t h athgnmjoritytokesciithorrorect i on 1 s

films and a few nice touches remain in an otherwise lackluster endeavor.

"6Schauer, 396.
""Perren positionScreamas a game changer, foreshadowing the return of pop (Britney Spears, Backstreet
Boys) and the popularity of WB/SdrPaNpropided gtengplatesnof or t he t

only for the film industry but also for the media inc
8Some have alleged that Miramax paid off the original writers David Wechter and Bruce Kimmel to take a
istory byo credit i n datodhe projectas shreemveiter(Herreh,i261mi69%. n at t ac he
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Even thougtSpy Kidsvas not the first childrends fil
(that distinction may go tair Bud: Golden Receivg998]), it isafar remove from
films like ScreamandThe Faculty poi nting to the Weinsteinso
Following the success of the firSpy Kids Harvey reportedly offered Rodriguez a bigger
budget ($60 million) foSpy Kids 2which he promptly turned dow® Dimension
eventually distributed (and sometimes produd¢edyn Dusk Till DawnThe Faculty all
four Spy Kiddilms, Sin City Grindhouse andSin City: A Dame to Kill Farwhile also
handling theatrical distribution f@esperadan foreign marketsln 2005, the Weinsteins
broke away from Disney, fonnmg The Weinstein Company (TWC). They also retained
Dimension Films, although Disney would be allowed to partner with them on sequels
from preexisting franchisé$.Grindhousewas one of their first majoeleases.

Perren also explains how Rodriguez and th
able to benefit from Miramaxos support, whil
Bertolucci, Ni cole Hol ofcener) received | itt
effect of further structuring the indie world along certain lhdimes that, as the 1990s
wore on, increasingly favored the ®ighly mas
Indeed, it would havbeennigh impossible for someone like Rodriguez to grownfias
mariachi style of filmmaking to a network mogul in only twenty years if he had not made

the type of generic filmghat Miramax and Dimension weeathusiasti¢o support.

“Aldama,Cinema 75-76.
80Schauer, 393.
81perren, 102L03.
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Rodriguez, Commercially Speaking:The Black Mambaand BlackBerry, or
Is Rodriguez a Sell Out?

This section examines two recent projects by Rodriguez, both for small screens:
The Black Mamb#2011), a sixminute Nike commercial starring Kobe Bryant; anslo
Scoopqg2013) an @ e x g dnspred{premotiooal ghartéodBlackberry in which
users submitted design ideas for weapons and creaBartispoint to the transformation
of Rodriguez from an acclaimed filmmaker of microbudget entertainment at Sundance
i ntoma, dngaomeone taking on commerci al produc
Troublemaker empire aflodRodriguez is no stranger to television, as his second feature,
Roadracersvas made for Showtime, but he has recently shown himself more ready to
engage an evolvingiediascapemost prominently in his eventual immersiomo the
medium with the El Rey 8twork The obvious commercial nature™ie Black Mamba
andTwo Scoopar e al so worth discussing in light of
Arebel 06 arkd d0a i finma wnkoliyiwadTwbd Scoopfarthdr carries on
Rodriguezds project of democratizing film as
engaged, even with little or no money.
The Black Mamba

Rodriguez was an intriguindhoice to make a film for e. Unlike Spike Lee,

who made sever al commercials for Nike in the
campaign featuring Michael Jordan) and mid 1
iPennyo Hardaway), Rodriguez hntesievsygrr essed n

has he even been photographed wearing any attire with sports logos. While in high school

he briefly had a job filming the football gam@sr the edification of coaches and
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players) but was fired when his camera strayed from the gamddiimat by including
shots of the marching band or of fan reacti&istill, the evidence suggests that Nike
seeks name directors to helm their commercial$eay Gilliam, David Fincher,
Michael Mann, Guy Ritchie, and John Woo have all been recruiteidetct highprofile
commercials for the company, whi cAfeper haps p
of these commercials have been one to three minutes in lengtheluration off he
Black Mambg(six minutes)vas unprecedented@he Black Mambéurther stands out
within the Rodriguez corpus in that tgector stars in itplaying himself in its frame
story, as he pitches his exploitatistyle film of the same title to Los Angeles Lakers
superstar Bryant. The Bl arac&Wiksaambirmaonod a k es o n
tovideogames,af i nabobpl ayed by Kanye West.
Two Scoops
The popularity of crowdfunding through projects like Kickstarter has allowed
many independentiffunded films to be mad&wo Scoopshowever, uses a different
type ofcrowdsourcing, in that it does not rely on funding from fans, but exploits the

chance for their ideas to be incorporated into the fiifhat initially looks like an

ARexquorspdsdeo ct ype of project is not as simple
tobecastinawalbkn r ol e, along with tweeted verbal d
i1 didnoét understand how sports workedé.| was just g

the ball, and the camera would be tracking the ball in the air dramatically, and then the guy would catch it,
and 16d edit it akvedtotmusbiut. t ikecphaphessshaid, 6No, 1
so we can see the plays! 60 Teka€ BanthlyAprii 20Molg6dno, AKing of
(Remember that Rodriguez went to high school in Texas, where even the mundane taskgpfddtbai|
games can be considered a serious endeavor.) Despite his disinterest in sports, a few sports scenes do occur
in his work, from the football game iFhe Facultyto his socceplaying protagonist idMatador.
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Weapon, 0 as well as dr a®Wihewelssitefeweninciided eat i ng a

five makingof featurettes for the film; an early one urgesviewers AJoi n Robert i

Fini shing His Film.o0o In another, Rodriguez re
manipulation of imagestotellastdry hat 6 s movi emaki ng, whether
or film or you use crowdsour ciTwodgcooptnHe decl ar

the future when crowdsourcing becomes more prominent in filmmakiregposter, even
with a AGX0 rating for 0 @GdhouseaasthetieERodriggez ment , O

has recently favorectven if this sciencéction short is appropriatior all ages.

Rodriguez wants to share authorship with his

A FILM BY ROBERT RODRIGUEZ AND YOU!

-

audience as well, with his credit reading,
ADi rected by Robert Rodri gue

Although he initially stated that the film would

run twenty minutes, it actually runs to eleven
minutes, seventeeseconds (about ten minutes

sans credits). Again, as a promotion for

Blackberry, a Blackberry product is prominently
featured a few times ifiwo Scoopsbut the
e ; unaware viewer may regard it as mere product
placement, rather than any sort of commerciaBlackberry.
So do these projects for Nike and Bl ackbe

Hol |l ywoodo persona to that of a corporate se

8http://keepmoving.blackberry.com/desgten/us/ambassador/robentriguez.htmlThis website has
apparently been removed and is no longer accessible.
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I n his discussi on ebbdged(byeExrapeanh standaRlg) lstate ov 0 s bi g
financed, Putirsupported~aust(2011), Jeremi Szaniawski argues that even some of
wor | d cmosteva@dasimmakersconsidered less commercae not immune
t oelAlsing outo: Alt is not at all uncommon f o
opted by the systems that formerly provided the adversity of which they were able to
over come an d3Iafsdbeagdrentermbering teat seéveral other lauded
filmmakers have helmed higprofile commercials, perhaps most memorably Michael
Ma n rLdcky Staf 2002 ), Ba No.hdhekima2zh®4) , and David L
Lady Blue Shanghgk010) and Mar tTheaAudtong2018)e s e 0 s
The Mercedes aducky Stamay have been the first of these ubgpensive ads
attached to a major director, costing five million pounds ($8 million), more than the
entire budget oDesperado Lur hmannds advertisement for Ch
expensive commercial ever made 42 $nillion while running only three minutes (and
closer to twowithoutthe credits), with a significant portion of its budget allocated for
Ni col e Ki dnNa b ohe Filsveas even exhibited in theateBcorsese
sixteenminute ad for a Macau casiyiThe Auditionreportedly cost $70 million, most of
its budget going to the salaries of Leonardo DiCaprio, Brad Pitt, and Robert DON&O.
of four premiere ads starring Marion Caotillard in a different featuredIcitgy Blue
Shanghaiwhich has its wn IMDDb entry likeThe Black MambandThe Auditionruns
seventeen minutes and ostensibly was a commercial for Christian Dior, yet stands on its

own (especially for those with little famil:@

84)eremi Szaniawski'he Cinema of Alexander Sokurov: Figures of ParadoxDi r ect or s Cuts (Lor
Wallflower, 2014), 265266.
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Todd pointsoutthatte f i | més | ength and the fact that

its legitimacy as a film, butthatifLynchi s t o be c o-dsauttestadud, f or bo

then the auteurist will need to consider carefully its modes of exhibition, given that in

oder to watch the film, the viewé&r is first

Another significant precedent worth recallingrise Hire(2001:2002), a series of eight
films of roughly ten minutes in length for BMW. The films were under the direction
Tony Scott, John Frankenheimer, Ang Lee, Alejandro Gonzalez Ifiérritu, Joe Carnahan
(Narc, S mo k i n),dohAWa» sGuy Ritchie, and Wong Kar Wai, featuring the
recurring character of the Driver, played by Clive Ow&lhthis to say that even before
TheBlack MambaandTwo Scoopsa precedent had already been in place for-high
profile directors helming longer commercials, with their reputation as artists receiving
minimal damage.

What setsThe Black Mambapart from these higprofile advertisements,
however, was the déclassé nature of the product. It was not a luxury product like an
expensive perfume, high fashiag¢asinopr a luxury automobile, but the ubiquitous
Nike. The Blackberry project seems even less problematic. Again, it remains difficult to
know what Rodriguezb6s compensation was for
featurette on the website, he hints that crowdsourcing may play a large part in future
filmmaking, as he expresses his desire that future crowdsourced films would Dok to

Scoopsas their inspiration. It seems more an exiamsif his desire tbe that trailblazer

85Antony Todd,Authorship and the Films of David Lynch: Aesthetic Receptions in Contemporary
Hollywood(New York: I. B. Tauris, 2012), 121.
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or maverick that heontinuallyfashions himself. As withady Blue Shanghar The

Hire series, neithefhe Black Mambaor Two Scoopseally feel likecommercials, but

are more akin to what is known in advertisingias r and e d c @dvertsingt , 6 when
and entertainmerare blurred This may be especially true for viewers unable to

distinguish luxury cars, perfume, or types of mobile devices.

Intheit r oduction, | discussed Timothy Corri
Acommerci al aut eur 0 a RithoughhCerrigareiobtieuslr of ¢ o mme
using Acommercial auteuro in a vastly differ

auteurs helming ecomercials, | still think his distinction one worth considering, even if |
posit that Rodriguez doesnéowederiwemaytalmef or t abl vy
Rodriguez as an auteur, this does lead us to a formidable question: Why would Rodriguez
tacklethese projects? He has rarely discussed them in interviews, so only conjecture can
be offered at thisqint. Although such figures are difficult to track down, there is

certainly the financial incentive, which allows Rodriguez to continue to make hsaype
films. As the charts listing berffice grosses above indicatehas been a decade since
Rodri guez6s I-dfisethit, BiroQityaMost of difilms since then have still

been profitable (even when ignoring international markets and ancillary merchandising),
but Troublemaker is far removed from the successes it had froraZB0%L The decision

to preside over El Rey (as well as fanmgn Quick Draw Productions) suggests a

filmmaker, twenty years after becoming an overnight sensatiorBlvitkariachi, ready

to move into other creative ventures.
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ARi de with Uso: The EI Rey Net wo
Despite releasing two highly anticipated segdidiéacheteKills andSin City: A
Dame to Kill Fo® much of the discourse over Rodriguez in 2@0D34 was around his
newest ventu@ head of a new cable network, EIReyi s gr owi ng fisel |l ebr it
status was confirmed in February 2012 when his proposed El Repiketas selected
as one of Comcaswdedneweésbrkisnomal ong with Ee
Johnsonds Aspire and Sean Combsds Revolt. Co
minorities, selecting these three from over a hundred propsisiriguezobbied hard
for the network, even speaking to the Congressional Hispanic Caucus Institute in
Washington and being invited to a presidential roundtable discussion about the
diversification of network$’ In the press materials immediately following the diegi,
El Rey positioned itself as the first major network for Engpkeaking Latinos, which
was only partiallytrueT el emundo6s Mun2 has al so catered
audience, but with programming in both Spanish and English. Fusion, a joint wanture
Disney and Univision, is another new network, launched just before El Rey in October
2013. Catering to Latino millennials, Fusion differs from the El Rey in that it is primarily
a news and lifestyle network. For this ventiRedriguez partnered witloin Fogelman
and Cristina Patwa, CEOs for FactoryMade Ventures, an incubator for original &ntent.
(Neither is Latino/a; Patwa grew up in the Philippines.) Rodriguez intetalse

something quite different from programming currently offered on Englisti Spanish

)il l Goldsmith, fANew Cabl e St-@Qlbd ren e ICoMaitydvmittg Mak es Go o
Feb 22, 2012: 1.

8’Chocano, 182.

%Daniel Miller, #AEIl ReYypHadwykade Aaps HolyywoodBVeteranseand : St ar t
HopesltsEnglistt anguage Attract s L&d&ngeles dimdSaptld, A043:Bli c he, 0
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| anguage programming: Al think i f we just | o

just adapt that to Engl CSsahn'dd swaei 6dd, fédaLielt,b sj udsot

HispanicCSlL, 6 wedd fail. So it assofeelmainsteeant o mpl et el

and original, and /ot feel like itds transl a
Rodriguez explains his motivation for the

|l evel é. Having five kids of my own who are bi

thatrepresens hei r experienceeée. |l feel like |I'"m at &

bring in all the talent I've met over the years to create content that is really fun that will

have massnarket appeal. The fact that there's such a hunger for this is very eeiting.

In other words, Rodriguez wanted a network to depict a sizable portion that is so often

invisible in the American televisual landscape, kgfeneration LatinosAnother reason

Rodriguez wanted to | aunch a new network was

mainstrearridentified, Hispanic screewr i t er s and thatreecttheir so t o cr

identity without having to justify casting decisiotidde sees the network as beneficial to

society, as it more accurately reflects a continualbyvgng U.S. Latino populationii I t 6 s

bigger than anetwork. t 6 s t hi s myt hical other place wher

andsayp That 6 s me, 6 0Wihtahdds odme hparviedea. pl ¥ce i n th

®Mel ani e MddDé&nwadatlERReydA Chdt With Robert Rodrigei z IMDbTV Blog Marll, 2014.
http://www.imdb.com/tv/blog?ref_=hm_ad_t4#ELREM.

“Cynthia Littleton, AElI Rey Paild\setyGeb@ay2002gl. De mo wi t h L
%1Chocano, 178.

9bid., 105.Rodriguez has seemingly become more passionate about this subject now that he has reached

mi ddl e age: AWhen someone says, O00Oh, they just consur
itds |i ke to feel as i f efeelingafmtknowing wheyaucate,thatghity our pot e
just rolls downhill to your kddesdreThee eibs @i whoow, cu
goingtobeoneinthréeand t hey dondét know who they ar éo ltds te
can never achieve their full potential because of the negative view they have of themselves. Because they

dondt see themselves reflected i nl8®B media that they ¢
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One of the more played promos on the network, abouhatenlong, captures the
net workos goals. With cMachetgeDolemitg Desperadpi ety of
Zoot Suif Westworld Duel), figures such as John Carpenter, Guillermo del Toro, Jessica
Alba, critic Harry Knowles, rapper/flmmakerthe RZAaad , of course, Tar ant
Rey, mother[expletive bleepéd, El Rey! 0) endorse the networl
tripartite emphasi s X-bBilas Mia@iVitgga matfii comekceWMbsi es
(Reservoir DogsShaft Conan the BarbarianEscapgrom New YorkaGodzillafilm),
and AOr i gi na lFroR DuskgTill BawmMatadpLudha Undergrouny

Of course, noipremium cable channels like El Rey rely on advertising dollars,
and an announcement was madefaatjort he ti me of
partnership between El Rey and General Motorss friay provide even more fodder
those critical of Rodriguez figoing commer ci a

spokesperson for the deal. He reveals his interest in this synergistic réligtions press

statement: fAWe | ook forward to creating brea
strengthens GMés brand awareness, | everages
audience to help GM realize t hdonandegntcal sé. Thi

consumers to learn more about their extraordinary products through a highly visual,
cinematic ®Fhperficeeraei pon of] breakthrough coc
Rodriguezds piltannetysce coorneda tve gtnheitrtteéye awmiot b hhait s

promote GM as well as fAthemes f Pnits the net wo

%Brian Steinbergi Robert Rodri gubure® Gén®Reyl NWo Warietg posted Ad Pact ,
Deemberl?, 2013 (online).
bid.
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earliest stages, the El Rey website héidBir and | nt egrati onso featur e

accessible.

Rodriguezds Companies
Los Hooligans Productions
Borrowed from the name of his comic strip he wrote and drew for the University
of TexasDaily Texan Los Hooligans Productions became the company that Rodriguez
and Elizabeth Avellan established with the makingldflariachi. Outside of
RoadracersLos Hmligans Productions was the production company for all of

Rodriguezds r el eas e sFrombusk Thil®awisBgadlss, i ncl udi ng

Troublemaker Studios

Rodriguez renamed his company Troublemaker Studios at a critical juncture in
his career. There was a thhgear directing hiatus betwedime FacultyandSpy Kids the
making ofSpy Kidswvas not only a return to his jaci-all-trades stle of filmmaking
discussed in Bapter 2, but also a revival to a more personal film ram Dusk Till
DawnandThe Faculty bot h directed from othersd script

commitment to staying in Texas for the production of his films and establishstghAas
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his home base. Rodriguez has stated that the
the type of cowboy hat he would wear as a symbol of his Texas identity while travelling

to Europe?® but it certainly also fits his propensity for constantly paatuhimself as a

maverick or rebel : il d&dm a troubl emaker i n th
al% . o
Troubl emaker, along with Richard Linkl ate

become the envy of many filmmakers, studios with the accoutrenfadtdlpwood, but

a thousand miles away. There are accounts of Francis Ford Coppola visiting

Troublemaker and declaring it what he had hoped to achieve with his failed American

Zoetrope’’ Perhaps not surprisingly, Rodriguez often boasts of his facilite:sr@mw in
interviews: ATheyodore probably one of the mos
stuff that@sigreallltyscuttalhy quite the place.
and they canodop Wwebvevgothewi skdt hehsokntdksé¢nrage
another filmmaker who has got dedicated stagesinthesStat 6 s r eal 1% a r ar e
(Of course, Rodriguez seems to be forgetting about Tyler Perry, among others, in his

claim as the only fil mmakeegcamemarédcosi dedi cat ed
effective to have his own ihouse effects company, Troublemaker Digital Studios

emerged from the making 8py Kids 2which Rodriguez usually overseas the visual

effects supervisor. At that time, Troublemaker Digital was only Rodrigndzhree

®Ni ck De Semlyen, @2 Day s EmpirgApri2el0, M25Repriuntédsinnglep ol est St ud
147.

%Mottram, 89.

9lbid., 97-98.

%Silas Lesnick, 0 Exc |SpsKids: Althe RimeirethetWorR@othingsapmunetz o n

Nov 22, 2011Accessed at http://www.comingsoon.net/news/movienews.php?id=8RBgénted in

Ingle, 142.
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digital artists: Alex Toader, Chris Olivia, and Rodney Brifi#thile all three worked
with Troublemaker at least through the productioMathete(and Toader continues to
do so), the company has added many more visual aMats)etealonecredited 21
Troublemaker Digital personnel, including Rodriguez. (Troublemaker Digital @ill b
discussed further in the next chapter

Quick Draw Productions

»

N

nmiIry g‘; NRIW

-
K/

Rodriguez announced the formation of Quick Draw Productions at the 2011 San
Diego ComieCon, with Quick Draw Animation forming the following year. Although
this animation studio has yet to release anything, early internet rumors point to their work
on Rodr i gu eizetasd Icgfiimo mi s e d
Rodriguez International Pictures

The subsidiary Rodguez

International Pictures (an intentional allusig
to American International Pictures) was
formed in 2006 to d
horror films Curanderg Grindhouség. After

RODRIGUEZ INTERNATIONAL PICTURES

debuting during the preredits sequences of

®Jody Duncan, @Wor ki n gCinefex92t(Jare20038)p IReptintenl fn Indld) 86u g ht , 0
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the international release Bfanet Terror its macabre logo would not be seen again until
From Dusk Till Dawn: The Serigwhere it appears after thiaal credits of every
episode.
Tres Pistoleros Studios
Rodriguez and FactoryMade Ventures formed Tres Pistoleros Studios in 2012,
pi marily to create content for EIFroRey. None
Dusk Till Dawn Matador, The Directors Chairor Lucha Undergroungdmention Tres
Pistoleros, so it remains unforeseen what the status and future of Tres Pistoleros is at this
time 100
Mercado Fantastico
Not one of his companies, but another recent venture by Rodriguez was his
founding of the Mercado Fantastico (Fantastic Market) with Alamo Drafthouse CEO Tim
League and Fantastic Fest. According to ibsite, the Mercado Fantastico
is an international cproduction market for genre films. Fantastic Market
highlights new genre narrative projects from across the world with a particular
emphasis on filmmakers from Latin America, Spain, Portugal and Latino
filmmakers in the United States. The goal of the market is to connect international
film projects with potential production partnessles agents, and distributd?s.

The Mercado Fantastico suggests a greater |

the broader Spanistpeaking and Lusophone world.

109 jttleton, 1, 13.
0lhttp://fantasticfest.com/market
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Conclusion: Or, Is Rodriguez Still an Independent Filmmaker?
Returning to the question posed in the introduction: What is independent cinema,
and does Rodriguez conform to such as a label? Kamwith,says his definition of
i ndependent cinema is that it fAhas al ways be
that6s not instantly mar ket abB%Hecomaedes ecogni ze
that by this definitionClerkshas been his only independeminfj even if others label
Chasing Amy1997) as independett3 which was financed entirely by Miramax.
Likewise, by this stricter definition onligl Mariachi possibly fits, as every Rodriguez
rel ease since could be recosgmeiedemtd as ficommer
In only twenty years, Rodriguez transitioned from the flmmaker known for
checking himself into a research hospital in order to raise the meager sum neoessary
make his first feature to a moguho now owns the means of production, estabigthe
fully-functioning Troublemaker Studios. His step to network head was perhaps a logical
one, as he is arguably the most eminent Latino media mogul. Stephen Colbert may not
have been too far off when he asked hinTbe Colbert ReporfApril 29, 2014, i Ar e
you trying to be the Hi sdiepmjeat whErptheesEhReYp Not vy e
Network will take him.This chapter charts his trajectory from a microbudget filmmaker
to a director of Nike and Blackberry commercials, culminating in hgétia El Rey

Network.

1020td. in Roccal65.El sewhere in the same source Smith states, f
itdéds a series of @empdae igto,i nlg,c add fdd hiatté6d d(i d25) .

103Chasing Amywhich cost only $250,000, won Best Screenplay at the Independent Spirit Awards, while

Dogma(1999) was nominated for the same award.
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As Rodriguez states in an interview with
family-run restaurant in that we all contribute and work together to make innovative,
inspiring movies that aulStdl aiteeasbrietstimfort get at
Columbia Pictures, it is hard to imagine where Rodriguez and his Troublemaker Studios
would be today were they not the indirbeneficiarie®f the Walt Disney Company.

Koob, for onedisputes the ideaofd®Rdr i guez as a fAtrue outsidero
He obviously still has an established relationship to the Hollywood industry for

both financing and distribution. Nothing about Rodriguez or his discourses tends

to suggest that he has any desire to escape the Hollywoadrindystem

altogether eithér he makes his living this way. His notable freedoms come about

at the level of production where technological and pleased resources function

together to allow a convincing veneer of complete independénce

No matter how much Rodriguez postures himself asHwitywood and a maverick, is

worth remembering that eventime subtile of his most famous bodie boast himself a

AHol | ywood pl ayer. o
104pldama,Cinema 147.
10 oob, 32.
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CHAPTER 6

TECHNOLOGIES

Introduction

Timothy Corriganpua new spin on Al ex amamnerastyldstr ucos
noting that as aut eur-starcpapoterdgialy carty and redeemaany s, it
sort of textual material, often to the extent of making us forget that material through thé marve
of its agency. In this sense, promotional technology and production feats become the new
6c ansetryal BAosé .tohe previ ous chapters have illustr
more to them than Apromotionabutescshmnodl ogRio@s ]
technophilia has inspired him to employ certain strategies that have been innawmdtive
trendsetting at besgimmicky and cutrateat worst. In this chapter, | will first examine
Rodri guezds t ec hnstgements bnethe nguessity for lmnhakers koye h i s
technologically savvy. | will then scrutinize his place in several of the following related currents
intwentyfirstc ent ury cinema: digital fil mmakibDwg, st e
technol@ies, while also addressing his work in visual effddts.pervasive desire for
technological innovation corresponds to his @&sing ambitions as a filmmaker, and further

parallel his movement from microbudget filmmaker to media mogul.

Timothy CorriganA Cinema without Walls: bvies and Culture after VietnafNew Brunswick, NJ: Rutgers
University Press, 1991), 108)6.
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AMovi hpeatSpeed of Thoughto: Rodriguezds

Whil e some of cinemab6s earliest commentato
art borne out of the industrial revolution, reliant on technology in a way that previous arts (e.qg.,
poetry, theatres cul pture, etc.) were not. I n his discu
examines photography (including filmmaking) as both a science and%fhastis evident to
anyone who has set foot in a library and noticed photography books classified uhderibdt o
(art) and ATOoO (technology), according to the
classified under a similar vein, where most b
literature), but books specifically about cinematographyisual éfectsare categorized within
AT. o0 Art and science continue to merge in the
currently cross over into art (e.g., drug design), still photography and cinematography have
always crossed over into technology. (Renber that it is called the Academy of Motion Picture
ArtsandSciences

Merging theconnectios between art and science, creativity and technology, is a theme in
Rodriguezds work. He often cites the necessit
technol ogy: fAThatdés why my bed is stacked hig
reading them, but you have to trudge through them. You have to learn new things, and you have
to start all over, but art chal I*Hisdpsrstolbee c hn ol
an innovator leads to his view of himself @®@erunneiin the industry:

By figuring out how to do something innovative, you push the technology. In a way,

youor e t festingahe stufff thee they would ask what you want on the next
cameras and we would tell them what to modify. By being an early adgpteyy 6 r e v er y

2Art Berman,Preface to ModernisiChampaign, IL: University of lllinois Press, 1994)-53.
’Keith Phipps, TflRAleQub httR/vdw.dvaub.eom/ariicle/roberbdriguez13753
Reprinted in Ingle, 71.
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much on the cutting edge of technology, an
out in the field using it, and you can really help them make their product better.
Rodriguezds fetish for technodsegegfori s on am
ki ds SpyKitlstaga. As mentioned inf@pter 3 Rodriguez himself designed the gadgets for
theserieSFr ederick Luis Al dama of-beakpséensisbibi Rpo
gadgets further entrench this notion in 8y Kidsseries® Anotherfrequent refrain in
Rodriguezds comnestgrhtas ant thead HmoMsogyou t o move a
a filmmaker so prolific and involved in several different aspects of the filmmaking process,
speed is essential, evidenthow often Rodrigueboasts othe number of camera seps he is
able to achieve in a day compared to the Holl
own cinematographer, and later as visual effects supervisor, two of the most technicalsposition
on the set, testifies to his technophilia. Th
into his decisions to handle more of the technical aspects of production and postproduction, in

addition to his desire to be a flmmaker known for tecbgiglal innovation.

The Digital Revolution
The 2012 documenta§ide by Sidédirected by Christopher Kenneally) recounts the
changes that digital flmmaking savrought, including interviews withdvocates on botiides
of the photochemical filnsli gi t al debate. As the documentary
exclusivity, it includes requisite iconic images frdine Great Train Robber§1903),Gone with

the Wind(1939),Citizen Kang1941),Rear Window(1954), andBenHur (1959). When digital

“4Frederick Luis AldamaThe Cinema of Robert Rodrigu@astin: University of Texas Pres2014), 146.
5Phipps Reprinted in Ingle73.
6Aldama,Cinema,73.
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is introduced, a clip fronstar Wars: Episode @l Attack of the Clone®002) is juxtaposed with
one fromSin City In a documentary saturated with over seventy interviewees, including notable
filmmakers, cinematographers, editors (e.g., Walter Miyetctos (John Malkovich, Greta
Gerwig), producers, visual effects artists, color timers/digital colorists, and various technological
innovators, several voices arguably stand out: Christopher Nolan and his cinematographer Wally
Pfister as the most outspoken pwopnts of shooting on film, with Rodriguez, George Lucas,
and James Cameron as the key digital activists. The documentary noticeably emphasizes
Rodriguezds credentials by calling him ADirec
cinematographywh i | e al so | alkeeltiomd Ellii thoa ® digithleditingh e di s
(Only Steven Soderbergh is similarly doubidled.) Rodriguez occupies a prominent place in
Side by Siderestating many of his commergjiven in previous interviews as tioe benefits of
digital filmmaking: that he could shoot as much as he wanted without worrying about-the ten
minute limit of the film magazinghat shooting with i | mkeipanting Wwith the lights off;
that digital i s | u sttformais theenanipuolaiion @fgnpving imalgest j huastt fi t
as it always wasand perhaps his favorite maximt ec hnol ogy pushes the ar
technol ogy. 0 No ntradichhe kaglisr somménts frotieo years peeviauhat
digital already lo&ed better than film, admitting to Keanu Reevéglé by Sides nar r at or ,
interviewer, and producer) that the digital image was ngbad as film at that early stage

The documentary attests to the controversies over digital filmmalohg. Beltonpne of
the preeminent historians of motion picture technologetered the foray rather early (2002)

with his article ADiIigital Cinema: A Fal se Rev

‘For more Murchos early thoughts on digital NMewNWMmkma, see
Times May 2, 19992A1.
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cinema as finot [ as] r e\othdr tachnologrca reyolutions [sduhde way
color, widescreen] wereo and that it Adoes no
picture experience. Audiences viewing digital projection will not experience the cinema
differently as those who heasdund, saw color, or experienced widescreen and stereo sound for
the fir<fNevemehdids®, Beltonds @mdectiomegenst at e me
digitalbés strongest proponents might concur t
equal with the diffusion of sound, color, and widescreen, but what about digital filmmaking
technologies (visual effects, sound, editing, cinematography, projeeiidon}® Besides
broaching subjects that persisthe film versus digital debate (e.gitacy, digital preservation
methods), Belton concludes his argument thusly:

One obvious problem with digital cinema is that it has no novelty value, at least not for

film audiences. This being the case, what will drive its future development? Meanwhile,

predictions by Lucas, Murch, and others of ardaital cinema tend to ignore the often

conflicting material forces of the marketplace that regularly reshape and even reject new

technology. Nor do they take into account the inevitable development of wtiméim

technologies that might impact upon the evolution of film, altering its ultimate form.

Their predictions are idealist, not materiafist.
Specious recourse to fAnovelty valueod asi de, B
potential has goe unfulfilled. Photochemical film is certainly not dead, but because of digital
cinemabés diffusion it has become more of a no

on film (e.g.,The Amazing Spidévian 2[2014], Star Wars: The Force Awake[Z)15])

emphasize this as a major point in the publicity materials.

8 ohn Belton, ADi gital OGoberEMN(&pr200R),164al se Revol ution, o
%lbid., 114.
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But not all theorists are as pessimistic a
of digital as moving filmmaking into aubcategory of painting fdt is no longeiindexical® He
further compares the transition from digital to film to the shift from tempura anafresxl
painting in the early Bhaissance:
A painter making a fresco has limited time before the paint dries, and once it has dried,
no further changes to the image possible. Similarly, a traditional flmmaker has
|l i mited means of modifying i mages once the
generally liberated painters by allowing them to quickly create much larger
compositionseéas we lolgasnecessasy. Tiis chanfieyin paittigm a s
technology led the Renaissance painters to create new kinds of compositions, new
pictorial space, and new narratives. Similarly, by allowing a flmmaker to treat a film
image as an oil painting, digital technojogedefines what can be done with cinetha.
Besides the increased speed, it i s otthisis abil.i
flexibility  that particularly attracteRodriguezo digital filmmaking
Lucas became the biggest influencein Rpdrie z 6 s deci si on t o conve.l
cinematography, after being shown early footage f&an Wars: Episode & Attack of the
Clones Rodriguez also ran his own tests putting footage shot on film sigielédyvith footage
shot with ahigh-definition (HD)c amer a fAso [ he] could see where
needed to be fixed, where it was like video. Instead, [he] was shocked to see how bad the film
w a $2He showed this same sithg-side comparison at festivals, convinced that anyone who
sawitwoul d come to the same conviction® AFilm is

Rodriguez championed the benefits that shooti

between cutting on film and cutting on Avid; it was that big a change irtee@t i ve pr oces.

10_ev Manovich,The Language of New Medi@ambridge, MA: MIT Press, 2002), 2888.

Hbid., 305.

2Phipps.Reprinted in Ingle, 71.

Bbid.

YBrian McKernan and Bob 7TvBIturgpeAugl?00R,i2g. iReparited IDgles7B.e r ado, 0
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Rodriguez became a zealous convert and an dgspadvocate for the benefitssifooting in
digital, both financially and aesthetically. Transitioning to complete immersion in digital
technologies also allowed Rodriguez even more cbwinde making his films, both while
shooting and in postproduction.
Although it was released in September 2003, after 8pthKids ZAugust 2002) and
Spy Kids JJuly 2® 3 ) , Rodr i g u shodtisg difjitally scturrdthdviaya2901,iwhen
he sho Once Upon a Time in Mexic¢é Once Upon a Time in Mexi@ndSpy Kids 2vere both
shot with the Sony HDWF900, the first HD camera developed by the technology giant, with
Fujinon and Angenieux lensés( He woul d switch t ogeberabn Sony Ci n
camera, the HDE&950, forSpy Kids 3D.) Rodriguez had been using digital editing (networked
Avid Media Composer and Unity systems) since ediRogdracers’ and with his new task of
composing, scored his films digitally as well, with a music keyboarthected to a computer so
he could isolate the various layers of sound during postproduction, giving him even more control
of the soundscapes of his wdfkRodriguez definitely considered digital flmmaking as essential
forhisfirst3D production (discussed further bel ow):
from the Dark AgesH D, by comparison, is so creative. Th

one youdve used an Avid, youdd neve® think of

The reasons for this delay of over two years hawvemeeen revealed to the public, although the demar8fpr
Kidssequel s most | ikely instigated the filmés brief shel
8aldama,Cinema 48.
Robert RodriguezRoadracersThe Making of Degenerate Hot Rod Flidkondon: Faber and Faber, 1999); 82
8 3. From his production diary: Al still have a | ot to
be the best way to learn itm sutrpgéesedwmere ypyewpwant nt
taking advantage of83t his new technologyo (82
Aldama,Cinema 48-49.
®Joe Fordham, Gi@=n0ct?003,83. Ya!,6 o
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Of course Spy Kids 2andOnce Upon a Time in Mexiaere by no means the first films
shot digitally. Despite the stipulations in its manifesto that films be in 35mm, thad®98§
films were shot digitally. Holly Willis offers a list of notable digital films by American
filmmakers, includingConceiving AdgdLynn HershmasLeeson, 1997)The Book of Lif¢Hal
Hartley, 1998)The CruisgBennett Miller, 1998)The Last BroadcagStefan Avalos and Lance
Weiler, 1998) Better Living Through CircuitrgJon Reiss, 1999 he Blair Witch Project
(Daniel Myrick and Eduardo Sanchez, 199Rjljen DonkeyBoy(Harmony Korine, 1999),
BamboozledSpike Lee, 2000)Chuck & BuckMiguel Arteta, 2000) Everything Put Together
(Marc Forster, 2000)The Anniversary PartgAlan Cumming and Jennifer Jason Leigh, 2001),
The Center of the Worl@Vayne Wang, 2001%eries 7: The Contendef®aniel Minahan,

2001), andrhings Behind the SyAllisonAnder s, 2001), as well as
films from 2001, TapeandWaking Life?° (Also, some of these films, suchBamboozledwere
not entirely digital, with scattered sequences still shot on film.) SpW, Kids 2vas released less
than three months aft&tar Wars: Episode & Attack of the Cloneghe first major feature shot

in HD, as the laundry list of films above were all kmvdget/independent productions.

Whereas Spike Lee may have made the first digigaufe film in Hollywood with
BamboozledRodriguez and Lucas had vastly different reasons than Lee for transitioning to
digital. Lee shoBamboozledvith consumeigradecameras, giving the film a significantly-fo
aesthetic, as digital cameras were séither primitive when the film was shot in 1999. Lucas and

Rodriguez shot on digital primarily because for them it would actually betterthan film.

2%Holly Willis, New Digital CinemaReinventing the Moving Imadeondon: Wallflower, 2005), 10a112.
Although Willis inexplicably deemphasizes the significance of the now forgGibeigeiving Addy incorrectly
listing its release date as 2000 even though it screened at the Toronto International Film Festival in 1997.
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Once Upon a Time in Mexi@andSpy Kids Zhus occupy a privileged status in the history of
Americanfilm as two of the first films shot in higlefinition digital.

Still, as his first foray into shooting in digit&dnce Upon a Time in Mexiabd not
receive as favorable a response as the first two films in the Mexico trilogy. Aldama notes the
learning curve for Rodriguez shooting this way (and in HD) as early as 2001, when digital
cameras were still in their infancy:

With his subsequent film#ie has a better command of HD, the technology becomes

more and more a servant to his creativity and he can be more effective and more

conscious of aesthetic goals and means as aesthetics, and not just as technology. This

might be a case where Rodrigueakas a film to master a new technology (HD) but

where the new technology has yet to become handmaiden to the shaping of the story.
While I concur with Al dama that the filmds wr
in the series, | contend that it does achieve many of its aesthetic goals, particularly since it is
awash ingorgeous cinematographly is worth rememberindhatOnce Upon a Time in Mexico
was Rodr i fiilmeshd entirdlyiom digttal; concerns that he placed this new technology
over crafting a fitting conclusion to hislogy are certainly reasonable. Stilistinnovations in
digital filmmaking wouldbe better received with later effor&py Kids 2Sin City andPlanet
TerrorRodri guezds pioneering efforts in digital
discourse surrounding his films, as in this statement from David Hochniaenmere  fkifiga
to Rodriguez about his singular approach is a little like talking to the AV guy from the Flat Earth

Society. His thinkingissoothegr i d t hat you dondét know whet hel

for hol?% water .o

21Aldama,Cinema 52.
?David Hochman, fOnce Up @emiae Otti2008, 70. Reprittedvniinglepdls.i ng, o
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Thus,Rodr i guez 6 s astmade him somdwhal af adigital zeatdthough
Lucas and Rodriguez are known for their friendshiih, and admiration forSteven Spielberg,
Rodriguez admits to his inability to convert him to the benefits of digital flmmaking, at least in
200 3: ASpielberg is |Iike Tarantino: a vinyl r
because i tds i mp eatdigta projectibrtisthe avay toayat bui for himslf, t
he would always |Ii ke to shoot on film. For th
big disservice by w#Urike $dietbeyg, Tarantihohaad NDlan; Kk Age s .
Rodriguezhs traditionally displayed no nostalggia
as well, and an ol d one at that. Still, he gr
qualities in a much more recenterview when asked about filfi: We, it dtill has a great feel to
it. Even when | make digital stuff  ltstllhasdd gr a
to improve a lotlt looks very electronicT h ey 6 r e  nAldt of peoplei ae hdepting it,
but t hat doose sghobodds. mg an i &ougan try tdneatch tieerdigital tstuffitd
film, but ittdédeepndt *alpipaderReddguez seemmore t . 0
guardedhan he was circa 202003 when he prosel ytisaperidr unwave
l ook over film. Yet he foll ows +{mids fwemuy est dtk
today are going to think the opposiich ey 6r e gonna see film and go,
connection to that because | play video games every dag@indmes looks like my video

gameé® 060

ZFordham, 39.

“Christina Radi sh, MaRdobHisrBeliefhd@assidn Brojects, Ldoking KoswandSeason 2,
andMore 0 Collider, Sep2, 2014. http://collider.com/roberbdriguezmatadorinterview/. Retrieved Feb 9, 2015.
bid.
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Troublemaker Digital and Visual Effects
As mentiond in Chapter 3Rodriguez has been credited as visual effects supervisor
and/or visual effects executive producer for all of his films (incluéirepatorg sinceSpy Kids
an historical anomaly among directors. Aldambg in addition to his work in Latino popular
culture isalso a cognitive theorist, considers this work essential to a proderstanding of
Rodriguezds oeuvre
[Rodriguez] has a very astute andhrgense of how audiences fill in the gagge knows
how our visual and auditory perceptual systems will be triggered and in which
directodt her ef ore using CGI and ani mation spec
camera and green screen technology, to greatleffect....Knowing what to actually
build and what to fill in with CGI also proves significant; Rodriguez knows well that the
perceptual system needs a reality anchor in order for the mind/brain to make the rest (the
CGlI) feel as if reaf®
Whethermak ng f il ms for children or ol der audience
special effects, whether created mechanically (in camera) or though GGloiNent with
adding musical compositicend production design duties in his tafithe-century creative
flourish, he added visual effects supervisor to his resume. Since then, Rodriguez has been
credited in various fashions for his special effects work: visual effects supervisor, digita effect
executive producer, visual effects executive producer, executive producer of Troublemaker
Digital, and design and previsualization executive producer. It remains difficult to ascertain
which of these positions are interchangeable and which, if any,aeehanorific, but
Rodriguez at leagiromoteshimself in the DVD supplemental materials as intensely involved in

the CGI work of Troublemaker Digital, and his knowledge about the whole process is clearly

evident in statements made in the leading speffiatts trade journalCinefex?’ Christopher

26Aldama,Cinema 76.
2lSee Fordham; Jody Duncan, iCiefexldan 2093, H1 (reprimted iMSnmle,83 of Tho
101).
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Crambés article remai ns otmeeoleoffthe viduad efifecsw schol ar
supervisoy since the collective knowledge about these types of roles has more often relied on
trade journals and DVD feates. As Vice President of Visual Effects for Universal Pictures,
Cram explains that a visual effects supervisor acts as the creative and technical lead, able to work
along with a director to design a fitlemdés | ook
finished shot€8Ot her tasks may include Atechnical advi
and budget ar y?Sucha belsatilm descotion suits. thie portrait of Rodriguez
described by himself, as well as his cast and crew.
Consideing that Rodriguez almost always serves as cinematographer and occasionally as
production designer, special effects supervising seems appropriate, considering that special
effects work in the Hollywood of the 1920s and partially intortbet two decadesvas handled
by the art direction and cinematography departm®@msg a i n , Rodriguezds deci
visual effects supervisor starting wiipy Kidsarose organically:
On my earlier movies, there were soavasy t i me
going about a shot and 16d think, ATher eds
t h & bubit would involve changing my shot, which a visual effects supervisor would

never ask me to do. But | could ask thatyfselfto make an effect worldt just seemed
more organic a process. The more | as the director/editor/cameraman knew about effects,

the more it would become part of the whol e
visual effects supervisor, Il wahisdn®t ngéemBel
knew what the shot was going to be, and I

made the whole thing go very fast. | knew exactly what the intent of every effects shot
was and how it fit into the story: so there was nodatl | saved a lot of time and
money?3!

2%Christopher Cram, #ADigital Ci ne maFimHidoey24Ruhe012):f t he Vi s
169.

Abid., 172.

St a i Bhe Divisiorfiand Order of Production: The Subdivision of the Work from the First Years through the

1 9 2 0 ClassicalHpllywood Cinemal48149.

31Duncan,27. Reprinted in Ingle, 89.
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Rodriguez also explas how he was able take on an additional chore in his filmmaking

The technical part of any of these is really 10 percent of the process. The rest is creative.

| f youdre <cr eaotuitv eh,ow otuo cpaani nfti,g uhroew t o wr i t

all these jobs. You ask different artists from different media and they all tell you the same

thing about the creative process. l'tdés fin
then followirg it through becomes the chore of filling in the blafks.

Troublemaker Digital handles more of the previsualization work (i.e., from early pencil
sketches of designs to animatics), while the final compositing has been handled by special effects
houses sth as Hybride, the Canadiased firm that has handled almost every Rodriguez film
sinceThe FacultyMore specific segments are farmed out to various visual effects houses. For
example, below is the breakdown fepy Kids3D6 s ef f ect s, berofeffeaasdi ng t he
shots from each house:

Troublemaker Digital: animatics/virtual sets/character design
Hybride Technologies: 409 shots

ComputerCafe: 87 shots

The Orphanage: 84 shots

CIS Hollywood: 71 shots

Janimation: 52 shot$

It remains difficult to determine how involved Rodriguez is in the visual effects process,
and it may vary film to film. According to Troublemaker visual effects artist Alex Toader,

ATroubl emaker Digital i's Rober upwsth concepta and v e r i

do a lot of research and development based on the ideas and comments and he relies on our

Leila Cobo, @6l 6m Abl e to Wr i BitboardhArg 2520087k Repsnted i m Shoot
Ingle, 110.
33See the chart in Fordham, 31.
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expertise and t al en #ideedphistenm aof atista reveal a wbrkiags t o |

relationship with the director that differstle from that on other films, speaking of being given

fa | ot of freedomo and fAgo[ing] off the scrip
comes from the scripto and that their fob is
Whileths may seem contradictory, perhaps we may

team at Troublemaker Digital is allowed some freedom, but Rodriguez steadfastly maintains

control on his projects.

The 3-D Revolution

Any extended discussion of the last ten years of film history would be incomplete without
menti on of tChwWhilé3¥De thiarsn aonoorfe d3 f urt her away fr om
toward Anorm, 0 its detractors hareentkpighin it fr
scholarship on-®, most historians have completely omitted the significan&pgfKids 3D:
Game Overthe first major theatricallyeleased 3 film in almost twenty years, as a noteworthy
turning point in the history of stereoscopioema. In this section, | address the stateDf 3
beforeSpy Kids 3D, look at how Rodriguez used3for his flmsSpy Kids 3D andThe
Adventures of Sharkboy and Lavagirl a s we IDI0 & ple$py KidgAlltthe Time in
the World

The first3-D boom occurred in the early 1950s, as studios looked for new attractions to
counter the popularity of the television. SpectaclesBwana Devil(1952) andThis is

Cinerama(1952) were both positioned to draw audiences back, ushering in the steieascop

34Qtd. inGrindhouse: ThéleazeFilled Saga of an Exploitation Double Featyes. Kurt Volk (New York:
Weinstein Books, 2007), 82.
Ibid., 86:89
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widescreen eras, respectively, but only the latter became a mainstay in cinemas worldwide. Most
ofthe3D fil ms released during this era were deri
were fairly innovative, such &8ss Me Katg1953),0ne ofthe rare prestige pictures irC8
William Paul situates the film within the larger modernist theatre movement, breaking the
prosceniunt®

Ofcourse,®6s hi story before the 1950s wave is
history, perhaps bestdetd e d i n SRemepscapio Qirerdasand the Origins @) Film,
18381952 which examines the popularity of pretmematic stereoscopic devices througb 3
experiments leading up to the first wave. Film histories often forget that the Lumiéres, for
instance, were projectingd f i | ms as early as 1902. Some of
Sergei Eisenstein and Rudolf Arnheim, devoted attention to the subje@.d&i8enstein was
favorable toward the possibilities ofC3 but Arnheim, also a fanalist, was less optimistic, as
he was concerning most technological advances in cinema. Despite writing soon after the advent
of sound and concurrently with the rise of thstap Technicolor, he discusses stereoscopy in
1933 as though itwere justase vi t abl e a technol ogy and detrin
though his comments on stereoscopy and widescreen were based primarily on novelty
experiments (the various[3 shorts made since the turn of the century) and anomahesRig
Trail [1930,s hot i n Fox Gt armhdire theorized o all &f Ghesé technologies
(sound, color, widescreen, and stereoscopy) together, causing an enigma for contemporary

readers: if Arnheim considered all of these technologies as inevitable yet injorcosma,

Wi I i am Paul, #fiBreaking the FoudDKiksMxdtd d 6 Bel ascoi smo,
Film History 16:3 (2004): 22942,
37See Rudlf Arnheim, Film as Art(Berkeley: University of California Press, 1957);14, 5865.
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why has stereoscopy not been accepted by audiences and studios like the other three
technologies?

Zone, perhaps the foremosBhistorian, followed his aforementioned volume with one
covering 1953009, entitled-D Revolution: The History dflodern Stereoscopic Cinema
Suffice it to say that one should consult the works of Zone (and others) for a more detailed
hi story than space here will allow. Still, to
stereoscopic revolution, a (very) &irhistory of 3D in the 2025 years befor8py Kids 3D is in
order. After the shotlived early 1950s boom (which only lasted from November 1952 to spring
1954) marked by a duabmera system-B revived again briefly with a singleamera system
in theearly 1980s, perhaps most memorably with films sudfridsy the 1% Part 11l (1982),
Jaws 3D (1983), andAmityville 3D (1983), all (conveniently in terms of promotion)
At hreequel s, 0 which Rodriguez menthirdSpyKidas par
film in 3-D.38 This second wave of-B films fizzled out in 1983, leaving stereoscopy almost
entirely absent in mainstream theatres until the release twenty years Bpgrkids 23D. Each
of these three waves in[3 productiod the 1950s, 180s, and the twentfjrst century) was
primarily as a countermeasure to a new technological challenge to Hollywood and its desire to
lure patrons back into theaters: television, home video, and digital technologies/piracy,
respectivelyBut before addressySpy Kids 3D and its impact in reviving stereoscopic film, it
may be necessary to r e mb-satratedimedaehvivoansentofn t oday
where 3D was just over a decade ago.

During this moribund periadl at least in regards to theatrically releasdd fimsd there

were several notable advances 4B 8echnology, even if it was reserved for theme park rides

38Fordham 28.
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and largeformat (e.g., IMAX) screen®.C a me r T2 B3:D Battle Across Tiie(1996) was an
exampleofD6s popularity with theme park attractio
-$60 million for the completed ride, with about half of the total for a film with a running time of
only twelve minutes. Indeed, IMAX argualgyr i med audi ences for stereo
multiplex. In 2003, the year 8py Kids36s r el ease, el even of the 4:
were in 3D.%°C a me r Ghasts sf the Aby$8003) was one such film that year, which utilized
the Reality Camer System developed by him and his director of photography, Vincent Pace.
The success dfitanic (1997) would allow Cameron to experiment more wib,3and he would
not direct another feature film unfivatar(2009), helming another IMAX documentary i¥D3
in the interim Aliens of the Deef005). The Reality Camera System is equipped with an
Afactive convergence, 0 the process whb.&d@r all ow
Rodriguez, this development was a key turning point in improvingaeopic films, which
would have only been possible with the turn to digital filmmaking that he championed.

Exact figures of D releases are difficult to determine, especially since some films are
released in-D internationally but not in the U.S. (e.floah[2014]), but by 2011, over fifty
American films were being released theatrically4D.3The vast majority of features are not in
3D, but we are closer to what Belton"HEmenscri be:
if this is only a cyclgwhich | will question later) akin to previous3fads, it has certainly
lasted much longer. Furthermore, what has set this revivabDiaart from previous eras may

be its acceptance and use as a tool by internationally renowned auteurs such asi¥veoger

3%See Ray Zone§-D Revolution: The History of Modern Stereoscopic Cinénexington: University Press of
Kentucky, 2012), 14233.

40Zone,3-D Revolution 180.

4John BeltonWidescreen Cinem@ambridge, MA: Harvard University Press, 1992),534
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(Cave of Forgotten Dream2010), Martin Scorsesel(ga 2011), Wim Wenderd(na, 2011),
Ang Lee (ife of Pi 2012), Alfonso Cuaror@ravity, 2013), and Jeabuc Godard Goodbye to
Language 2014) . But $py Kids @sthatRiesdrres nguaheotztite €redit for
bringing stereoscopic films back into mainstream theaters.

Historians (most notably Zone) have documented the histornbofti@it those who have
written on its recent resurgeninttecarent® gener al
revival. Zoneds exhaust i-dmensionalltinema lostory gince a | acec
1952,3-D Revolution: The History of Modern Stereoscopic Cinesthéeast covers Rodriguez
and his first two D films, yet he anachronisticalgxamines botlspy Kids 3D andThe
Adventures of Sharkboy and Lavagirl WD3after his chapter ohe Polar Expresg2004), thus
denigrating the role ddpy Kids 2D, released the year prior Tihe Polar ExpresfRecently,
leading film scholars, such ahomas Elsaess®rand Barbara Klingé?, have tackled the
subjectofa3D6s significance today, ®dgsipnteverhleodlkitr
ORet ur o060 ol sBaesser neglects to meérnhemedn Rodr i g
double issa of Film Criticism (Spring/Fall 2013)s guilty of the same. Thus, this article intends
to rectify this imbalance by examining where Rodriguez stands in this histgmgesearch
guestion is: haSpy Kids 3D: Game Ovebeen neglected in histories of gescopy? Should it
be considered a milestone along witmePolar Expresa n d D i GhiokenyLifitls(2005)as a
film that brought 3D back? With his four-® efforts to date$py Kids 3D: Game OverThe

Adventures of Sharkboy and Lavag8py Kids: Althe Time in the WorldandSin City: A Dame

4Thomas Elsaesséi, T h e 6 R e-D: ©n Sote o the LBgics and Genealogies of the Invatee Twenty
First Centuryg Critical Inquiry 39 (Win 2013): 217246.
“Barbara KlDhgensi dfiat e € ne m&anvefdnee: TReelnternitiomalmauinal of
Research into New Media Technolodl€s4 (2013: 423431.

163



to Kill For), | contend that only James Cameron (the IMAX films discussed below\attdr)

and Robert Zemeckigfie Polar ExpresBeowulf{2007], andA Christmas Carof2009]) can

claim to t-beuteatasawfmid8h as Rodriguez, yet |
|l would now | i ke to address Rodriguezbs th

children, addressing his motivations for making them-i», 3he technological innovations iR 3

D tha he was able to implement for each film, and finally, the reflexive markers in each film.

Spy Kids 3D: Game Ovemwas originally conceived not as an entry in 8py Kidsseries, but as

a sctfi film for children simply calledGame Overwhich would alsde set in a video game

universe, like the eventual film. The decision to makeSpg Kidgfilm was basically due to

characterization, since Rodriguez thought that using characters already developed in the two

previous films would solve the problem okating entirely new characters. In her discussion of

3-D in horror franchise sequeisiday the 18' Part Ill, The Final Destinatiorf2009), and=inal

Destination 52011), Caetlin BenseAllott positions such films as metacinematic. She

privileges theFriday the 137/t hr eequel 0 over tholawsand rom t he a-

Amityville Horrorfranchisesibecause it encourages its spect at

enduring subj ect o-feflekive set diecea and dieresseapie svi 1t the $i6 et H

ifengage the spectatofYas Rofiragubzés deansi en

within its video game world arguably feels like such a departure for its viewers that such

pleasures that Bensdkllott appeals to are noticeably sdmnt.

4“CaetlinBensorAl | ot t, A0l d Tropes in New Di mensdipfims: Stereosc
Criticism 37/38 (Spr/Fall 2013), 13.

164



Spy Kids 3D: Game Over

ThatSpy Kids 3D was shot in digital is certainly emphasized even in the opening credits,
with the unorthodox opening cS3pgKids8 washotRe® ber t
first film he had considered shooting3-D; he envisioned shooting the second (vampire) half of
From Dusk Till Dawrin 3-D, but the thedimited technology with its larger cameras and lower
optical quality meant that he had to forego it until the technology caught up to his trademark fast
paced shooting styl&

When asked why he wanted to bring badR @ith this particular film, Rodriguez
replied, @l ¢imovie tpihkids addosettimgit irea viseo game would be a great
way to [bring stereo-® ef fect ba¥Hhe tovawhietataes sgn dadventur
coul d r*Bthmifgipooestoiytellingford6s demi se i n edoused er epo
of Wax(1953) as the bestD film ever made, even stating that he knew that he and his team
could surpass thatfiman become the new iibe £Digitalteehmoogy movi e
and Rodriguezds early adoption of digital fil
of the HD monitors and dual HD project on the set, allowing them to seeDhedf8cts while
shooting®and avoi di n@] fAtslhiomw d®Raddgoef hiutates. his DVD
commentary with @ terminology and concepts, revealing that Rodriguez did his stereoscopic

homework (or learned on the job) while helming hiS 8ebut.

4SFordham, 28.
“Phil LoPiccol o, CanpubevGraplcs Wor|dAStse2068,066 0
“Tbid.
“3bid.
“bid.
5%Fordham, 28.
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Spy Kids 3D macke use of the polychromatic anaglyphic process and its accompanying
red/cyan cardboard glasses that had been used since the ad8Wifigtail(1969), but not yet
for a chiPiThreerndd mf iblemi ns with AGLASSES ONO in
the 3D opening credits and a prologue in which Fegan Floop (Alan Cumming) informs viewers
to put on glasses when fia main character puts
AGLASSES ONO and AGLASSES OFFO oéemifute appear o
sequence early in the film and a thraeute sequence when Juni exits the video game world,
the rest of the film is intended as a stereoscopic experience, including the final credits. The film
climaxes as spy siblingkini (Daryl Sabara), Carmé&vortez (Alexa Vega), and their larger
Afamilyo put their glasses back on as they f a
on Austinds Congress Street.

Rodriguez also used the Reality Camera System, bringing in-itventor Pace to assis
with the demands of shootingC3; Pace was subsequentDy credite
photography, o even though he Rasewpuldelsoent f or
develop a system for reime viewing for the cast and crew so they could gauge the
effectiveness of the stereoscopic footage. As production designer (a role he had only recently
added to his long list of tasks), Rodriguez selectivelyeced his color palette to those colors
which worked well in anaglyph, favoring purple, yellow, and light orange over bright red, blue,
and green. To fully take advantage ed® s pot enti al, the film const

parallax, where elements se¢o appear beyond the screen, generating the emergence effect for

5Zone,3-D Revolution249.Zone notes, @AOne coul dezeresguingtheef ul t o Robe
polychromatic anaglyph motion picture fromltshodd shadowy
be remembered that films released during the 198D$8om used polarizing glasses rather than anaglyph.
S2Fordham, 30.
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which 3D is primarily known. Even though this is precisely why some have denigrdded 3

Paul argues for an fiaesthetics of emergence, 0

D, the process that most closely approximated the reality of our binocular vision, made us think

about how t hat P Madrécenyly, Klirger pstifrestheiuge oftnegativeod

parallax, in addition to its converse, positive parallax (whemehs recede to the back of the

screen), as a fAconstituent part of stY¥rytellid

Zone complements the action$py Kids 3D for being set constantly in the stereo window,

avoiding the conmnman fpriobglienngs aonfd AgRvINSis final g0 i n

assessment, Zone calls it a fddefiWate step fo

backhanded complement all the more surprising consideringtutguez admits in the DVD

commentary to priatizing certain visuals for the theatrical release, in case they were unable to

meet the deadline set by the release date. As

corrections to the Addaptittotanyffuture fotrmh@®D. home r el eas
Yet the commentary stild/l reDosl 4 i Rodraitg wes

time. He also expresses dissatisfaction with the popularsdftware Maya, foreseeing a switch

to Softimage XSI for it better models, rendering, and supparthermore, he does not neglect

to mention that a polarized version of the film exists, conceding to the critics who advocated for

a polarized version over the anaglyph, but that he was hindered in that there were n@theaters

outside of largdormai® who could release a polarized version. In this era before&8land

HD DVDs, limitations in the home video also persisted. He further reminds commentary

SwWil l'iam Paul, #AThe Hlendistbrest(Sep 993 3333E.mer gence, 0
SKlinger, 426.
55Zone,3-D Revolution 249.
58bid., 248.
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listeners that NTSC and MPEZcompression curtail DVDs from offering the hidafinition
experience ithe home, stating that viewingitin RGB highe f i ni t i on al |l ows mor
experience. 0
Despite (or because of?) the addition of the third dimension, the critical recept®pyfor
Kids 3D was not as favorable as the first tipy Kidsilms. Thecritical aggregator website

Metacritic (vww.metacritic.com scored the film at a 57 (admittedly only three points below the

Apositiveo benchmar k and s uDepperadsandirgnh Quskhi gher
Till Dawn received), but disappointing when compare®&py Kidg71) andSpy Kids 466).

One of the most vocal critics of the film was Roger Ebert, who had given positive reviews to the
Aspl eSpydKidsadn d Al es s er b uSpy Keds dHE begaaimd emr ¢ \aii emw ,n gfdA s
way of lookingatamovie-® sucks, al ways has, maybeDal ways
are: (1) It is pointless except when sticking things in the audience's eyes; (2) It is distracting

when not pointless; and (3) It dimsthe colordanma k es t he P’Haagdedthandi st i n
the brightness of the introductory, nstereoscopic segment degenerated once the film exploited

its3D el ement, | ooking darker and having a #fAdir
enjoyed certain IMAX3-D films, he apparently saw little use foiDB8for wide-release, feature

length, theatrical films, an opinion he steadfastly maintained until the reledpesof years

later.Spy Kids 3D was arguably more successful with audiences than chigcemirg the

highestgrossing 3D film in history with $111 domestic tally. This topped the previous entry

($85 million), but just failing to match the $112 million total of the first ffhstill, while

Hollywood sequels generally increase their budgets in dodexceed whatever elements made

Roger Ebert, fdANewes-D &8 pghickge §usToneslJalys2b, 2003135t he 3
58All box office figures taken from Box Office Mojo (www.boxofficemojo.com).
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the first installment a success, the first thepg Kidgilms stayed within the $338 million
budget range, proving that alBfilm could be made with little to no additional expense.

Yet Rodr i guez 0listhdréSpy Kedgilom m 3-D comgldmentstits
narrative in a way that it would not have for the otBpy Kiddilms, as much of the film is set
within the di GgmeOveco vd rd eanl tgearmreatie real ity that
ofvisionorbas Zone c¢cl aims, Rodriguez RAuses the ster
t h e n a>Moeobveryckildrén could wear their glasses home after watching the film,

roleplaying within theSpy Kidsuniverse. This was a marked change from the wByhad been

handl ed before by studios, as an fdnafterthough
It was almost as if a studio had said: fOh
you do it in 3D while youbre at 1it?2nKids I

the 3D, because it was never part of the story. Most people wrote off 3D in movies seeing
a failure on all levels; but | thought | could make it work by doing something different,
by pulling an audience into the movie with the charaéfers.
Rodriguezalso comments onB 6 s -reflexivity in the film, most memorably in the
aforementioned final scene, which features all of the characters wearing-hgia8ses. A jab
at 3D should also not be missed; when Juni leaves the alternate reality ofébegaitie world,
0SS (Organi zation of Super Spies) Head Donnag
video games are killers on the eyes, huh ki d?

Montalban) take off their-B glasses and rub their eyestarencing those detractors eDb3who

complain of discomfort with the technology.

59Zone,3-D Revolution 250.
50Fordham, 28.
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The Adventures of Sharkboy and Lavagirl
It was Bob Weinstein, head of the Dimension Films (which has released most of
Rodriguezds fil ms), SgwWKds3Dhg ogunede Ro,dragluierzg oM i
another3D chi |l dr ends °fRioldmiignetzhd hwaor choose to make
stories and d+yearlthson Racer Max.iAsiving &most two whole years after
Spy Kids 2D, Sharkboy and Leagirl wasreleased on June 10, 2005, still before the present
A b o o m films FoBthis film, Rodriguez opted for a slightly different anaglyphic process,
using a truecolor anaglyptt?
AGLASSES ONO instructions are included aga
enter the shark rocketship to Planet Drool, occurring at the tvmaimiyte mark. In his DVD
commentary, Rodriguez again expresses his disappointment that theaterstwetequipped
with digital projection, meaning that theCBwill almost always look darker than it should when
projected on film. He also reprimands exhibitors and projectionists who, as they had before with
Spy Kids 2D, ignored his special letter ofgtructions for projection bulbs to be used at their
intended brightness, not the lower level exhibitors typically use as-saasgy measure.
Rodriguez reminds viewers and listeners that although they were subjected to using anaglyph
glasses while watchg the film, that was not how the film was intended to be seen, promising
the full potential of shooting with the Reality Camera System when viewing the polarized
version.
Advances in digital filmmaking and the proliferation of visual effects housesedsnla

simpler, more streamlined experience for Rodriguez and his crew shootki® iIRd3 instance,

Judy Sl oane, i FimKRevikveJulyH2005)26.wo od, 0
52Zone,3-D Revolution 254-255.
170



colors were less of a concern during production, as color correction was done on the efiginal 2

version of the film toarae,00 daacdircodilmng tcortrlee tf

producer, Keefe Boerner. This was essential when colors like cyan and red were already thematic

colors for fwhifel Rodrhgueesfelt that ®he no |

Rodriguez claim$o have also used the first SRRED Video Processor available in the U.S.

from Sony, allowing them to freeze frames while viewing while watchibgm@ayback, a tool

unavailable to them two years previdagrmed with the new Sony HDG50 camera, he ctill

also place performers in more extreme space, exploitD@3s potenti af’ t o great
Despite these advanc ebefforts, & wauld be Rresdmpiugus e z 6 S

to insist that Rodriguez singlehandedly brought ba€k 8s both films were generally criticized

as clumsy experiments aimed primarily for children. If anything, more successful filnThkke

Polar ExpressandChicken Littlearguably brought-® to a greater public awareness. Yet these

films were not as intentional in theiesire to see a revival ir[3. The Polar Expressotably

played as a dfl at o f0ihamysewenty8MAXOheatel wkilathee r s and

decision to mak€&hicken Littleinto a 3D film was made late in production, only fourteen

weeks before its release date of November 4 (almost five mafténSharkboy and Lavagidl s

releasd.®1't i s not wunreasonabl e to aBfitms(especiallyat t he

whencompared to their relatively small budgets), along Wiile Polar Expressnay have

inspired Disney to jump on the newDBbandwagonBut this is not to belittl€hicken Littl® s

Mi chael Goldman, #fARodriguez and 3D PMilimeter3Bdumnet er Anagl y
2005), 34.

54bid., 29.

%5lbid., 30.

581bid., 29-30.

67Zone,3-D Revolution 262.

581bid., 266.
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significance as the film that brought digitaD3as a more permanent steseopic filmmaking
mode Disney heavily promotetthe film andit eclipsedSpy Kids36s box of fi ce r ec:¢
signally a clarion call to the industry thatBcould be a viable and lucrative addition to certain
films.

This period also saw the rise of RealD, with its polarized;cavdboard, yet still
disposable glasses, as another significant breakthrougiddJay 8 r esur gence, event
becoming the most populasl3technology. But the format was initially relegatedahimation
(e.g.,Monster Hous¢2006], Meet the Robinsorj2007]), whichdominated the -B resurgence
in the wake ofSpy Kids 3D andSharkboy and Lavagitb such an extent thdburney to the
CenteroftheEarth 2008) bi | | ed iatlise@adtidn 3@ smd vhiee difdespgi tde
five years late to the parfj.Theaters still hesitant to install enougib3creens to meet
audience demand (and this would continue until the blue monster thatvaias) insured that
Journey to the Center of tligarth was still released primarily in its2 version.

During this time, Rodriguez became a spokespersonipnéhile also serving as a
whipping boy for everything negative with howCBwas then being used. Both he and Cameron
heralded the coming ofDB digital cinema at the 2005 ShoWest convention (the largest trade
convention for theatre owners, now CinemaCon), but Cameron would later disparage his chief 3
D rival and his anaglyphic films for Ahorrend

6ghetztadi ©&n® of 3

%9bid., 3-D Revolution 299.

Obid., 3-D Revolution258. Camen has often been c-Dimedalbmpd debpapenth

of this statement on recerBhorror films such aPiranha 3D( 2 0 1 Qend almidst never to throw other films

under the bus, but that is exactly an example of what we shotlik doing in @. Because it just cheapens the

medium and reminds you of the ba®orror films from the 70s and 80s, likgiday the 13 3D. When movies

go to the bottom of the barrel of their creativity and at the last gasp of their financial lifespan, theyllicees®n

to get the last few drops of -Adllwad ,out2)af tChaenetrwrnmisp a ul

towad theFriday the 13f r anchi se asi de ( har dl fridaythe 18WPartdlswouldgoa s po of t
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