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ABSTRACT

This thesis explores the role of film industry bi@osm in Arizona from 1911 to
2014; it argues that boosters consistently empldymcas a promotional tool toward
building state identity for Arizona. These boosteasnessed a variety of strategies
catered specifically to a combination of personsgriests and historical circumstances.
Consequently, their efforts produced a varietydehitities for Arizona that changed over
time as new generations of boosters addressedafiffeoncerns. These state identities
that boosters wanted to build relied heavily ongheser of perception, often attempting
to overcome or reinforce stereotypical imagery @odography associated with Arizona.
Over time, boosters used the film industry to prbrizona as: a modern and
progressive state that had outgrown its frontiest;p@n ideal setting to make films that
relived the mythical Wild West; a film-friendly pta of business ideally suited for
Hollywood production; and a cultural haven for fitnsophistication. Textual analysis of
primary sources comprises the methodology of tiesis. Primary sources include
historical newspapers, such as #ireona Republicanand archival records of Arizona's
past governors, including Governors Jack R. WilBaand Raul H. Castro. These sources
constitute valuable documentation created by bo®stehe course of their day-to-day
activities promoting Arizona, providing a windowartheir aspirations, worldviews and
strategies. Personal interviews with active andegtmembers of Arizona's film
boosting community are also included as primary@material, intended to capture
firsthand accounts of filmic activity in the statésing these sources as its foundation,
this thesis fills a gap in the historiography bylgming the relationship between the film
industry and Arizona's state identity. While a Hahdf scholarly works have discussed



Arizona's film history to a minor extent, they tetacdtake a pure narrative approach, or
offer a "behind-the-scenes" look that focuses empttoduction aspects of films shot in
Arizona. No other work focuses explicitly on boase or explores the statewide

meaning of Arizona's film history over such a coetmnsive period of time. Thus, this

thesis offers a previously neglected history ohlddin and Arizona.
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CHAPTER 1
INTRODUCTION

“| always felt that we and the film business kirfdycew up together®

Movies are a fascinating phenomenon. As film hiatoRobert Sklar noted in
Movie-Made Americg‘For the first half of the twentieth century ... mes were the
most popular and influential medium of culturetie United States’’Sklar argued that
scientists first recognized the utility of motiorctore technology because it “subjected
time and motion to the human will,” but the Unitgthtes’ urban industrialism from
1890-1910 turned movies into entertainment fomiasses. Costing as little as one
nickel, almost everyone could afford to see a mdBecause of their universal
accessibility and popularity, movies have touchesherung of the socioeconomic
ladder and engrained themselves in American soddstyguch, historians can use them to
explore almost any historical theme, including raxtass, gender, war, labor, politics,
economics, censorship, nationalism, immigration uolic health. Located in Los
Angeles, California, Hollywood has deservedly reedimuch scholarly attention as the
unofficial center of motion picture production imetworld. Hollywood is but one node,
however, in a larger filmic network.

This thesis will argue that Arizona boosters haweticbuted to building state

identity using the medium of film. In the immediai@ntext of this thesis, a booster is

! Robert Shelton, interview by Ryan Ehrfurth, Tucsarizona, April 3, 2014.

2 Robert SklarMovie-Made America: A Cultural History of Americktovies(New York, Vintage Books,
1994), 3.

% Ibid, 3-5.



defined asany individual or organizational body that activglygomoted or encouraged
some aspect of Arizona’s film industry, regardiessiotivation Significantly, these
boosters began this process even before Arizorentea state in 1912. Arizona’s
transition into statehood coincided with the filndustry’s formative years in becoming
the nation’s most popular form of entertainmenaistgiving boosters a powerful new
promotional tool to shape Arizona’s perception atehtity. In many ways, early
boosters felt like Arizona needed to “catch up”hitite rest of the country. Nicknamed
the “baby state” by Arizona state historian Marshalmble, for example, urban
development came much later to cities in Arizoramntplaces like Los Angeles and
Denver? Boosters saw film as an effective way of advargshrizona’s economic
accomplishments, such as the growth of Phoenixf@mdompletion of Roosevelt Dam.
Boosters also believed that a booming film industiyld cause Arizona to progress by
putting it “on the map.” Boosters more interestedhie production process saw film as an
opportunity to generate revenue for Arizona, siilloe production required hundreds of
expenditures, including food, lodging, and rentplipment. In all cases, boosters
consistently conjoined the success of the film stduwith the success and positive
imagery of Arizona as a whole. This thesis willthar explore questions about how
boosters in Arizona understood film as a benefihtostate, and the strategies they used
to achieve such gains.

Exploring this theme reveals how the film indugigs been a vitally connected

part of Arizona’s state identity. Arizona’s portedyn film both challenged and

* Marshall Trimble Arizona: A Cavalcade of Histoi§fucson, Arizona: Rio Nuevo Publishers, 2003),
Arizong 235.



reinforced public perception of what the state kkke, and its policies on supporting
film production created reputations that refleabedhe state as a whole. Boosters knew
well how important it was for Arizona to projecgaod public image for their purposes,
and they understood the consequences of a negapiu&tion. As a visual medium, film
is especially qualified for crafting such percepso

Arizona’s film history is intertwined with Hollywah Boosters in Arizona
explicitly invoked Hollywood on several occasionssuggest what Arizona could
achieve. A flmmaker named Roy Hughes, for exampbated Tempe to become the
“Hollywood of Arizona” in the 1920s following thatg’s film experience withr'he
Yaqui(1916)° Originally built as a filming location foirizona(1940), Old Tucson
Studios has long been referred to as the “Hollywoioithe Desert” and still operates
today as a Western theme p&rkhis association with Hollywood, however, runs piee
than making simple comparisons. Legend contenddHbiywood could have been
established in Arizona if a single event had ocadiwtherwise. The story goes that when
director Cecil B. DeMille arrived in Flagstaff torh Squaw Mar(1914), bad weather
convinced him to press on to California. This malkesan intriguing “what if,” scenario,
but two details poke irreparable holes in the stbigst, motion picture companies had
arrived in Los Angeles by 1907Second, DeMille personally debunked this legeniisn

autobiography, recalling that “whoever made up the story about the rainstorm at

® Mark Jay, “1916 Film Led to Failed Effort to CreaHollywood of Arizona,” Arizona RepublicMarch
7,2014, 6.

® Old Tucson Studios, “Film History,” accessed Afil2014 at http://oldtucson.com/films-producers-
directors/film-history/

” Sklar,Movie-Made America67.



Flagstaff, was particularly unkind to us, | feeleWhould have been a sorry lot if a little
rain discouraged us.” The real reason for movindad to do with DeMille’s
misunderstanding of the Western United Statesrbgeneous landscapgquaw Man
took place in Wyoming, and DeMille recalled thathsa “blithely assumed that the
West, after all, was the West.” Scouting the scgoaty after arriving, he concluded that
“beautiful, healthful, sunny Arizona, was all wrérand he continued to Californfa.
Factual errors did not discourage some Arizonam® fusing this myth as an
inspirational story to encourage the growth of Ana'’s film industry. Robert (Bob)
Shelton, former owner of Old Tucson Studios, b&gethat if DeMille had arrived in
Tucson instead of Flagstaff, he would have fourdsitenery he was looking for and
decided to stayArizona Governor John (Jack) R. Williams echoésd sentiment,
stating, “Had their little company ... taken a ditfat train, the motion picture capital of
the world might have been founded in Arizona rathan California.*® Even a journalist
for theHartford Courantrepeated this story, writing, “Arizona’s role iretfledgling
motion picture industry vanished as quickly asghew that drove DeMille further

il

west.” " Non

8Cecil B. DeMille, The Autobiography of Cecil B. DeMilled. Donald Hayne (Englewood Cliffs, New
Jersey: Prentice- Hall, Inc., 1959), 77- 78.

° Shelton, interview.
19 Governor Jack Williams, “Sunny Arizona-A Favoritecation for Film Producers Since Nickelodeon
Days,” no date, Box 552, Office of the Governor, RGlistory and Archives Division, Arizona State

Library, Archives and Public Records.

" Holly Williams, “Old Tucson: Theme Park, Stage fdoviemakers, Hartford Courant September 27,
1981, E1.



e of these observations account for the fact tludiyttood had already been
founded, in effect, the previous decade. It is atgolausible that DeMille’s production
would have single-handedly turned the tide of msto

However counterfactual, the myth has value becthesalleged loss of
Hollywood set the tone for the rest of Arizonalgfihistory. Film boosters in Arizona
tried to emulate or otherwise incentivize Hollywaatb the state ever since the
industry’s inception. As Shelton described theofatlof DeMille’s departure, “Thus
began a ... struggle to drag the industry back tadkra.™?

This dual strategy of emulation and incentivizatiorms the foundation of two
distinct types of boosterism. The first type is ara boosterism, which accounted for the
emulation approach. Boosters in this category gitechto compete with Hollywood by
invigorating Arizona’s own motion picture industprimarily through establishing and
promoting the work of local companies and studidse second type is outward
boosterism, which followed the incentivization sdégy. As the name suggests, these
boosters looked past Arizona’s borders to work witilywood producers and draw
them into the state, rather than directly competuity them. As another key difference,
outward boosters worked to attract a steady stedaemporary Hollywood productions
with the expectation that they would leave, wheiaasrd boosters wanted to build a
permanent infrastructure of local studios. Of ceutee boundaries of these two
approaches sometimes overlapped, creating a hgbasterism that tried to harmonize

both strategies. In effect, this variety demonssdhat boosterism was neither monolithic

12 Art Ehrenstrom, “Arizona Pushed as Film Locatiofifizona Daily StayJanuary 14, 1971, in Box 600,
Office of the Governor, RG 1, History and Archiv@isision, Arizona State Library, Archives and Publi
Records.



nor universally applied. Rather, boosters custoththeir efforts according to
circumstance, which changed over time. Boostersaliistently enter into symbiotic
partnerships with other individuals and organizatito promote their interests, notably
with newspapers, private businesses, governmedjmsome cases, Hollywood itself.
Scholarly work on the subject of film has explod#aite the 1970s, but very few
works focus specifically on the subject of filmtoig/ in Arizona. This is not to say that
the field is entirely devoid of work. In, “The Firsloving Picture in Arizona: Or Was
It?” amateur historian “Professor” George C. Haditfaces the route of two traveling
exhibitors” who passed through Arizona with motmature shows. Having discovered
the earliest known account of an Arizonan motiatyse tour, occurring in 1897, Hall's
work is a valuable source for establishing proveedahJoe McNeill’'sArizona’s Little
Hollywoodfocused on every major motion picture productimisedona and Northern
Arizona, from 1923 to 1973. McNeill identified hdesire to “set the record straight” on
the facts related to this history. At over six hrgttipages, the book is certainly
exhaustive, but narrowly defined in its regionali€hthis thesis shares McNeill's long-
view approach, but the focus is on how boosteesrgited to build Arizona identity,
rather than challenge some alternative versiohetruth. In, “Cinema Western in
Arizona 1912-1929,” Carlo Gaberscek provided amaes of various motion picture

production activities in Arizona, offering only aight narrative without any particular

13 George C. Hall, “The First Moving Picture in Ariza: Or Was It? The Tragic Tale of C. L. White's
Marvelous Projectoscope Show in Arizona and New ibteXerritories, 1897-1898Film History 3
(1989): 1-9.

14 Joe McNeill Arizona’s Little Hollywood: Sedona and Northern Zzma’s Forgotten Film History 1923-
1973(Sedona, Arizona: Northedge & Sons, 2010).
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argument? For the purposes of this thesis, his work is baied for establishing basic
facts. Bette StantonWhere God Put the Westntered on the boosterism of Monument
Valley as the ideal representation of the Westgnuphasized the production aspects and
almost exclusively discussed the Utah side of thkey®

Retired film and literature professor at Arizonat8tUniversity, Jay Boyer came
closest to a meaningful exploration of Arizona’slieat film days, with his essay, “No
Fit Place for Any Man, Woman or Child: DepictionfsArizona in Our Earliest Films.”
As the title alludes, Boyer argued that some ofeifudiest motion pictures made in
Arizona created an image of contrarianism and laegis toward the way of life in the
Eastern United Staté8This thesis will expand on the theme of percepkign
demonstrating how boosters consistently workedatt a positive image for Arizona
based on its filmic output. The latest related wisricavel writer Lili DeBarbieri’s
Location Filming in Arizona: The Screen Legacyhef Grand Canyon Statélthough
geared as a travelogue written for a general aadighe book is historical and noted the
appeal of Arizona’s climate, landscape and Wedteritage in attracting filmmakers to
the staté® Each of these elements will be explored in gredeail in chapters two and

three of this thesis. This historiography demornegaome scholarly attention to film and

15 Carlo Gaberscek, “Cinema Western in Arizona 191829,” Griffithiana 25 (2003): 18- 57.

16 Bette L. StantorfWhere God Put the West”: Movie Making in the Des@loab, Utah: Four Corners
Publications, 1994).

7 Jay Boyer, “No Fit Place for Any Man, Woman or ldhDepictions of Arizona in Our Earliest Films,”
in Beyond the Star$tudies in American Popular Film Volumgetls. Paul Loukides and Linda K. Fuller
(Bowling Green, Ohio: Bowling Green State Univerdfopular Press, 1993), 22.

18 Lili DeBarbieri, Location Filming in Arizona: The Screen Legacytef Grand Canyon State
(Charleston, South Carolina: The History Press4201
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boosterism in Arizona, but nobody has substant@diybined these two elements
together. As the first scholarly work that explicitonnects boosterism to Arizona’s film
history, this thesis fills two gaps in the histagtaphy. By focusing on film, this thesis
will uncover a largely untapped history of Arizoig, focusing on Arizona, it will reveal
a largely neglected history of film.

This shortage of scholarly attention to Arizonalmfhistory is not for lack of
sources. For this thesis, | searched a varietgmdsitories. Historical newspapers proved
an indispensable resource, particularly for theO%%nd earlier. Archival collections at
the Arizona State Archives house a wealth of infatron on this subject, particularly on
the efforts of Arizona’s past governors to prontbie film industry. | also had the
opportunity to interview some boosters, includingpBShelton and the directors, both
former and present, of various local film promotanganizations. They provided
valuable insight into how Arizona’s film industra$ changed over the years.

Since the majority of sources used are recordsemtdsy or about boosters, the
primary methodology employed for this thesis igwekanalysis. Analyzing the records
left behind provided a window into their mentaktjieheir goals, and their strategies. In
the process, this also revealed how they percelvedna and how they believed others
perceived Arizona. This method produced a numbehafienges. | found David
Wrobel’'sPromised Lands: Promotion, Memory, and the Creatibthe American West

to be of great value in addressing these challelig&ishough Wrobel focused on

19 David Wrobel Promised Lands: Promotion, Memory and the Creatibthe American Weg¢Lawrence,
University of Kansas Press, 2002).



boosters settling the American West, his obseraatare general enough to apply to my
own purposes for this thesis.

One of the challenges was the issue of bias. Siaosters always had a direct
interest in the outcome of whatever they were prtamgptaking their word without
criticism would have been foolhardy. The most intaot caveat | kept in mind when
analyzing these sources is the boosters’ tendetwidsalize the future as a foregone
conclusion. Historian Daniel Boorstin wrote thabbters generally “thought they were
not exaggerating but only anticipating-describinigpgs which had not yet quite gone
through the formal reality of taking plac&Much of the energy boosters expended also
went toward convincing others to join them. Thigraxffort means that boosters’ work
was collaborative in nature, which fortunately asluced a number of skeptical
individuals whose exchanges with the boosters tept zeal in check. In the end, |
heeded Wrobel’'s words, “But it is important to trdeese sources as reflections of the
purpose of their creators rather than as accuesteripptions of past places and evefts.”

Another challenge was the issue of metrics: hodetermine the effectiveness of
these boosters’ campaigns. As Wrobel noted, ‘diffecult to assess the extent to which
organized, institutionalized promotional effortsres¢he determining factor in drawing
settlers in western land$*When applied to Arizona’s film industry, | couldarately
claim that it grew every year since Arizona formaltiopted a statewide motion picture

development program. But how accurate would itdbeldim causation without

20 Quoted in WrobelPromised Landss.
! |bid, 4.

2 bid, 7.



considering other outside factors, such as telewisirising popularity after World War
Il and the emergence of modern, independent cinertiee 1970s? Some evidence did
connect the dots, however, such as correspondemnkich Hollywood producers
explicitly stated that they chose Arizona becaddb® personal attention given to them
by a local booster. These instances will be addceascordingly.

Because of the difficulties in assessing the dimagiact a particular booster might
have had, identifying common themes across mulbptesters over an extended period
of time became increasingly important. | choseawet the entire twentieth century in
order to examine a long history that provided ceinfier why boosters made certain
efforts when they did. This is not to say that eeleapter of this thesis argues causation
for the successive chapter; rather they are dedigneumulatively show change over
time while demonstrating that Arizona’s film indyshas never been without a lodestar.
This thesis will therefore progress both chronataly and thematically, with some
inevitable overlap and backtracking, which | ackiexige now. Beginning in the early
twentieth century, each chapter will move forwardiime to a new subject that
demonstrates another example of boosting Arizoda?stity and image through film.

Chapter 2 sets out to explore the early years oda’s motion picture history,
from 1911 to the 1920s. One of the most importamts to consider is that Arizona’s
motion picture history is almost as old as the stduitself. The first motion pictures
produced in Arizona emerged during a time that fiistorian David Robinson called an

age of “experiment and evolutio>This chapter will focus on two local businesshs, t

% David RobinsonFrom Peep Show to Palace: The Birth of AmericamRNew York, Columbia
University Press, 1996), xiii.
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Arizona Motion Picture Company, which began productn 1911, and Arizona Motion
Pictures Inc., which opened in late 1920 or ea¥®11 To supplement the significance of
these businesses, the chapter will also discussdheof Romaine Fielding, an actor and
producer who shot many motion pictures on-locaiioArizona as an employee of
Philadelphia-based Lubin Studios. Fielding is imi@ot not only because of the many
local motion pictures he shot, but also for theration that he brought to Arizona as a
result. As a nationally known figure, Fielding bgt his reputation and celebrity status
with him to Arizona, where he became noted forusis of local scenery and
technological innovation. Methodologically, thisagiter will be an historical analysis of
the Arizona Republicarlater changed to th&rizona Republien 1930. As one of the
state’s oldest newspapers, fRepublicarspanned years’ worth of motion picture
coverage and proved an indispensable source fooraxgp early motion picture
boosterism in Arizona. Because so much ofRlepublicars effort focused on local
production, inward boosterism is at play in thisjoter.

Chapter 3 will focus on the Western genre of oropictures and how it
manifested in Arizona as an idealization for whatdpicers considered authentic settings.
This chapter will primarily encompass the 1930stigh the 1960s. Of all the sub-topics
explored in this thesis, the Western genre by &rdarnered the most scholarly
attention. Theories abound for the popularity & ¥estern, and many scholars have
deconstructed the genre in an attempt to identfgraon tropes and themes that made

them palatable and predictabfeRather than make a marginal contribution to this

% The scholarly consensus is that much of the Wie'stappeal stems from romanticizing and
mythologizing the frontier, and the genre’s tendetacreinforce social values. See, for example \Hol
George-WarrenCowboy: How Hollywood Invented the W@3teasantville, New York/ Montreal: The

11



crowded space, this chapter will focus on Old TacStudios. Built in 1939 for
Columbia PicturesArizona(1940), Old Tucson still operates as a privately e
Western theme park.

The most notable work available on the par®id Tucson Studiggublished in
2008 by Arcadia Press as part of its Images of Acaereries? Written by Paul J.
Lawton, an employee of Old Tucson, the book is lg@spictorial history of the site,
with the “narrative” largely limited to captionsh& main thrust of the book is to
demonstrate the park’s importance to the legadiymimaking in Tucson that began in
1910. This chapter will place Bob Shelton at theteeof outward boosterism efforts to
promote Old Tucson, as he continuously worked orave his park and transformed it
from a dilapidating movie set into a Hollywood Ispiot for filming Westerns.

This chapter will complementarily feature a filmadysis ofArizong the first

motion picture completed at Old Tucson. Since #@ral plot ofArizonafocuses on the

Reader’s Digest Association, Inc., 2002); Jim Hitie American West from Fiction (1823- 1976) intlornFi
(1909- 1986)Jefferson, North Carolina: McFarland & Company.JiPublishers, 1990); Candace C.
Kant, Zane Grey’s Arizon@Flagstaff, Arizona: Northland Press, 1984); R.iBhioy, Westerns and
American Culture, 1930- 1953efferson, North Carolina: McFarland & Companyc.)iPublishers, 2001);
Michael T. Marsden, “The Rise of the Western MoWeom Sagebrush to Screen,"Western Films: A
Brief History, ed. Richard W. Etulai(Manhattan, Kansas: Sunflower University Press8)9Bavid H.
Murdoch,The American West: The Invention of a M{¥ales, Welsh Academic Press, 2001); Scott
Simmon,The Invention of the Western Film: A Cultural Histof the Genre’s First Half- Century
(Cambridge: Cambridge University Press, 2003); Mé&tash Smithyirgin Land: The American West as
Symbol and MytiCambridge: Harvard University Press, 1978); Naviaehoeff, The West in Early
Cinema: After the Beginning\msterdam: Amsterdam University Press, 2006); MethWelsh, “Origins
of Western Film Companies, 1887-1920,ifestern Films: A Brief Historyed. Richard W. Etulain
(Manhattan, Kansas: Sunflower University Press8)9@/ill Wright, Six Guns and Society: A Structural
Study of the Weste(Berkeley, University of California Press, 1975pJdid Wrobel,Promised Lands:
Promotion, Memory and the Creation of the Ameritéest(Lawrence, University of Kansas Press, 2002).

% |n January, 2014, management at Old Tucson bégaprocess of turning the park into a nonprofit
heritage center. See Becky Pallack, “New Plan flor Tucson Calls for Education Emphasi8fizona
Daily Star, January 18, 2014, accessed May 26, 2014 at/h#tptarnet.com/news/local/new-plan-for-old-
tucson-calls-for-education-emphasis/article_45def2éfe-54ac-9eff-901e6d657561.html

% paul J. LawtonQld Tucson StudiogCharleston, South Carolina: Arcadia Publishir@)®).
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growth of Tucson, analyzing it provided an oppottyito juxtapose the inward
boosterism oArizonds world with the outward boosterism of those whorpoted
Tucson in the “real” world.

Chapter 4 will transition from the declining poprty of the Western to the era in
which Arizona’s film industry received official spprt with the creation of state film
commissions and film offices. This chapter will @940 to the present day. Although
Arizona had a dedicated Motion Picture Developniogram (MPDP) by 1940, the
same yeaArizonapremiered in Tucson, the bulk of the MPDP’s acyigtarted in the
1960s during the Governorship of Jack Williams.sT¢hapter examines how the
MPDP'’s outward boosterism projected to Hollywoodraage of Arizona as film-
friendly and convenient. Whereas an inward bod#terRomaine Fielding only
concerned himself with promoting Arizona’s lush eorment, outward boosters needed
to provide extra motivation to convince Hollywoodhyvt should leave home to film in
Arizona. The creation of commissions was tied diygo increasing the economic health
of the state, but achieving this goal requireddind a reputation for Arizona as a film-
friendly state that welcomed Hollywood and deliveom promises to make production as
convenient and inexpensive as possible.

Wrobel noted that rivalries help explain why boostxaggerated so muthand
nowhere is that observation more clear than in&r&s attempt to attract Hollywood
production. Not only did Arizona have to contendhathe rest of the United States, but
other nations such as Canada increased the coiwpatitkkes when they implemented

incentives programs of their own. Boosters repépatesked the metaphor of “leveling the

27 \Wrobel,Promised Lands4.
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playing field” in describing their efforts to kedpizona competitive. This chapter,
therefore, will also focus on the issue of incessivwhich commonly took the form of
tax breaks for expenses incurred during filmingelmtives were designed to draw in
production crews and get them to spend money itotted economy, but again, a
successful program relied on a good reputatiorzo®@’s most significant tax incentive
debuted in 2005, a five-year program known as MOMGile dozens of Hollywood
producers utilized MOPIC, the legislature thoughtas a waste of money and did not
renew it in 2010. Subsequently, Arizona no longes &ny formal incentives program at
the time of this writing. Fortunately, the ArizoBgate Archives houses plenty of records
related to film activity for the entire period trakapter covers.

Chapter 5 will focus on the emergence of film fes in Arizona, from 1990 to
the present. Starting only in the last two decadekstinctly different kind of film
culture emerged in Arizona. Film festivals allowsabsters to showcase Arizona as a
place of sophistication and class. Beginning inQl@&h the Arizona International Film
Festival, film festivals started sprouting and dipifound success with a growing
audience and unique films to exhibit. The festials important because their appeal
largely rests on perceived notions of higher tasie distinction from Hollywood'’s
alleged formulization and lack of quality. This pler will focus specifically on the
Scottsdale International Film Festival (SIFF), whaebuted in 2001 just seventeen days
after the 9/11 terrorist attacks. This chapter exiplore how Executive Director Amy
Ettinger promoted the SIFF as a cultural eventidégl to create an image of Arizona as

a classy and sophisticated filmic oasis, an elitimch attendees internalized. Since the

14



enthusiasm for the SIFF is attached to Scottstisdé,iand draws much of its support
from the community it serves, Ettinger’s effortsisbtute inward boosterism.

Ettinger graciously granted access to her persmikdction of records, plus the
anonymous survey results and testimonials from giéeshdees. These sources provided a
firsthand look at Ettinger’s efforts to promote BE-F and the responses from those who
experienced it. Newspaper sources also proved Maluand theéArizona Republic
proved its dependability, still reporting on filmtevity in Arizona over one hundred
years after it first mentioned the Arizona MotioietBre Company.

Before beginning the next chapter, the issue ofiteslogy needs attention. Many
terms in this thesis’s subject are used to desthidsame concept. The terms “motion
picture,” “moving picture,” “film,” and “movie” arall used interchangeably in various
contexts. This presented a challenge in how tadhe®a in the thesis’s narrative. | will no
longer use the term “movie” because it implies@dpct that is over an hour in length
and generally follows certain storytelling prin@p| such as a three-act story structure
(i.e. a beginning, middle and end). Many of thdiesir products, however, might have
only lasted a few minutes with no editing or otpest-production work. The term
“movie,” moreover, has long been considered sf&ghe terms “motion picture” and
“moving picture” are much more accurate descriptfinsthey refer to a product that is
literally a sequence of still images projecteduntsa way as to create the illusion of
motion. | will not use “moving picture” becausasgtsuperfluous and only appears rarely
in source material. The term “motion picture,” haxwe does not account for other

formats such as television shows, commercials acdrdentaries, which also caught the

% See DeMilleThe Autobiography of Cecil B. DeMilg3.

15



attention of boosters starting in the 1950s. Witkefocus of the thesis remains on
“motion pictures,” these other formats must be aekedged because they became
inseparable with the rising popularity of televisfd

The term “film,” therefore, encompasses the entideistry, but its use is also
problematic because it conveys multiple meaningsspans two parts of speech. As a
noun, it could refer to either a “motion picturag”tbe physical film stock; as a verb, it
refers to the act of recording events with the aanfiee. filming). Exclusive use of such
a homonymic word could have easily produced awkwardences like, “Filmmakers
brought extra film to film their film in Arizona.To counteract this hazard, | have chosen
to alternate between “motion picture” and “film”mknding on which term provided
more clarity and contextual accuracy.

With terminology established, this thesis will noantinue with the beginning of
the twentieth century, during Hollywood's formatiyears and Arizona’s transition into
statehood. As Bob Shelton stated, “I always fedt the [Arizona] and the film business
kind of grew up togethe. The next chapter takes place against the backafrtijis twin
development, a relationship that started so eardyc@ntinued for the rest of the century

and into the present day.

2 Robert Sklar argued that the popularity of telievisaused a “collapse” in Hollywood’s traditional
system of making motion pictures, forcing it to ptjdor example, by producing television shows and
made-for-TV movies. See “Hollywood’s Collapse,"Sklar,Movie-Made America286-304.

30 |nterview, Robert Shelton.
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CHAPTER 2
"ARE YOU AN ARIZONA BOOSTER?%

“Arizona and motion pictures are attractively comed.”*?

Cinematographers in Europe recognized the impogtahenotion pictures as a
“new source of history” by 1898 While this conclusion should come to no surprise
from pioneering producers, journalists expressedtgr interest in films for their cultural
and social impact. In the United States hundredswfspapers and magazines, such as
Motion Pictures New£1913-1930) anéhotoplay(1911-1980) published thousands of
articles about the film industry, covering a wi@age of topics including the lives of
newly minted celebrities, traveling companies acr@anings at local theaters. Even
general-subject newspapers reported on the moibare industry, and Arizona was no
exception.

This chapter will analyze th&rizona Republicas coverage of the motion
picture industry in Arizona, from 1911 through t@20s. | argue that inward boosters
established local motion picture companies to etattllywood and advertise Arizona
at the same time. In particular, this chapter loik at theRepublicars coverage of the
Arizona Motion Picture Company (AMPC), Arizona Mani Pictures, Inc. (AMPI) and
Romaine Fielding. The AMPC and AMPI were two Arizebased production companies

that primarily filmed local events such as paraaes picnics. Romaine Fielding was an

31 No title, Arizona Republicanjuly 19, 1921, 8.
32«Booklet Tells of Arizona and MoviesArizona Republicanjune 25, 1921, 6.

33 Sam KulaAppraising Moving Images: Assessing the Archival Bfonetary Value of Films and Records
(Lanham, Maryland: The Scarecrow Press, 2003), 9.
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actor, producer and director, who first came taénia in 1912 as an employee of Lubin
Studios, a Philadelphia-based production compaatytitanched out with a southwestern
division in search of new settingsFielding also covered local events in his earlykyo
but he soon expanded into telling complete stonewrrative form. As he spent more
time filming, Fielding grew personally attachedAnzona, establishing his own studio
and buying a house. The AMPC, AMPI and Fieldingradhted their motion pictures to
promote Arizona by emphasizing that they were fdroe-location. As such, their works
represent the earliest efforts to specifically agtrmotion pictures with boosting
Arizona’s image to the rest of the world.

Although records on the early motion picture indygt Arizona can be found in
a number of archives and other repositoriesRepublicans one of the only available
sources that covered the AMPC and AMPI. Althougséhrepositories include relatively
good documentation on Fielding’s work, this distoissests not on those sources but on
theRepublicars coverage of his work, since that paper directlyragsed the theme of
local boosterism, which is the focus of this chaptifortunately, Fielding’s motion
pictures, and those of the AMPC and AMPI, are myé& available. In fact, film
archivist Sam Kula estimated that half of all motmgictures made before 1930 are gone.
In the absence of a systematic preservation siratieg film stock itself has all since
turned to dust. The highly flammable nature ofatédrstock also made the task of storing
the film dangerous, causing most historical insitis to turn them away. Sources like

theRepublicanthereforeare all the more important because they enablerfass to

3 Linda K. Woal, “Romaine Fielding: The West's TawgiAuteur,”Film History 7 (1995): 402.
% Kula, Appraising Moving Imaged.2.

18



piece together information about early motion piesuin the absence of the physical
films themselves.

TheRepublicarbegan as the brainchild of political machinatidnsl889,
President Benjamin Harrison appointed fellow Rejwalol Lewis Wolfley as Governor of
Arizona Territory. Tasked to “bring the Territonyto Republican line,” and wanting a
front to push his own political views without logipopularity with a constituency not
particularly thrilled with his appointment, Wolflepmmissioned two journalists from
California, Charles O. Ziegenfuss and Edwin S.,@&illfound the newspapét.

TheRepublicampublished its first issue on May 19, 1890 in th@#s of this
political climate. An anonymous article titled “TRepublican” explained the genesis of
the paper, its purpose and its ideology. Accordmtiis article, th&Republicarstarted as
“an outgrowth of a visit to the [Arizona] Territoby a newspaper man in search of
health.” In justifying theRepublicats entrance into Arizona’s journalism scene, the
same article elicited a tone of having somethingrtave. The article first explained the
merits of theRepublican namely that a journalist founded the paper wiigerest of the
staff consisted of professionals with sufficienpesence in their field to competently
handle this publication. The article lauded thegrapRepublican political views as
providing a contrast to its Democratic rival, #hezona GazettelThe article defended the
Republicaragainst charges of bias, however, announcing thgbal was not to be “the

mouthpiece of any set clique or faction. It willtrescend to abuse ... other political

% Earl Zarbin All the Time a Newspaper: The First 100 Years efahizona Republi¢Phoenix, Arizona:
Phoenix Newspapers, Inc., 1990), 4-7.

37“The Republican,’Arizona RepublicanMay 19, 1890, 2.
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parties or other individual members thereof.” Thecke also tried to dispel any
misunderstandings about the paper’s purpose, expdpihat it had no intentions of
bankrupting its competition. As a Republican-baseblication that would cover all of
Arizona, theRepublicarclaimed that it would not infringe on anyone elgegrnalistic
space: “We come to build up, not to pull dowH.”

In its infancy, theRepublicarendeavored to “give Arizona the first full news
service she has ever had,” which included covaopgs like mining, agriculture, water
issues, “everything calculated to build up the ifery and enhance the interests of the
people will receive the earnest and undivided sttpgforHE REPUBLICAN" 3 There are
two elements in this statement that bear pointung [Birst, the language of “building up”
Arizona demonstrates that tRepublicarbegan as a tool for inward boosterism. Second,
its model of boosterism included constituent pgéton. It was not enough for the
Republicarto announce its position on a particular topiejrtialuty included inciting the
interest of the people of Arizona. As will be sholater in the discussion of Romaine
Fielding’s work in Phoenix, thRepublicarunabashedly sought to shame and shake the
people out of a perceived apathy, arguing thatrtiade the city look bad.

Motion pictures as an entertainment industry ditreally exist in 1890, but only
twenty years later thRepublicars promise to cover “everything calculated to build up
Arizona would come to include this industry, aarjued that Arizona was ideal for film

and vice versa. Hollywood had established itsetirpthe opening decade of the

* Ibid.

* bid.
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twentieth century, and in this early stage, bossteArizona saw no reason why local
production companies could not get in the game.

In 1911, three Phoenix photographers founded tireoAa Motion Picture
Company: Robert Turnbull, John H. Coyle and Arnbl&mith. The AMPC owed its
origins to other motion picture companies who pdskeough Arizona and created
travelogues of their experiences. Inspired by ff@ts of such companies as the Los
Angeles-based Co-Operative Film Manufacturing Camypthe three founders created
the AMPC to begin motion picture projects of thaivn. Jay Boyer, former professor of
film and literature at Arizona State University Wy stated that the AMPC’s motion
pictures “don’t seem to have taken the motion pectndustry by storm,” but he credited
the company for finding a distributor in New Yorihich at least earned the company a
penumbral position in the industry’s spotligiitiowever limited its national
significance, the AMPC gained considerably morerdibn at home.

Reporting on the AMPC gave tiRepublicarfertile ground in which to plant its
stories. As th&kepublicamoted, “Few people in Phoenix are aware that tisesach a
concern” as the AMP¢. More connected filmmakers like Edwin S. Porterldaweate
nationally recognized epics likihe Great Train Robber({1903), produced in New York
and distributed by the [Thomas] Edison Manufacgi@ompany. Lacking studio
resources, the AMPC’s motion pictures were notoghisticated, consequently finding a

niche and generating most of their appeal frormtieelty of watching live events

0 Jay Boyer, “No Fit Place for Any Man, Woman or l@hDepictions of Arizona in Our Earliest Films,”
in Beyond the Star$tudies in American Popular Film Volumgetls. Paul Loukides and Linda K. Fuller
(Bowling Green, Ohio: Bowling Green State Univerdfopular Press, 1993), 14.

“1“Movies of the Big Sun Fete: Local Motion Pictu®encern to Make Films Which Will Have Their First
Run at Coliseum in About Ten Day#tizona RepublicanFebruary 14, 1913, 2.
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captured on film. Rather than present a storytaecAMPC’s motion pictures constituted
little more than what thRepublicarcalled “moving pictures of actual happenings,” or
actualities*” In 1913, for example, Turnbull traveled to Prestofilm the National

Guard of Arizona at Fort Whipple, which tRepublicarhailed as a masterpiece and
expected “record- breaking” attendance in locaatéis*® Other motion pictures that the
Republicarcovered included a large outdoor picnic at the ¢tiphic Rocks in Tonto
National Forest, attended by Arizona Governor GedtgHunt* Screened at the
Coliseum theater, the motion picture was praisethbRepublicaras “so realistic that
one can almost hear the Phoenicians shown in a@sothey are speaking. It is one of the
best films shown recently in any house in PhoefiAtditional motion pictures

included a Phoenix motorcycle rathe Florence prison, and mines in the Hayden and

Ray communitie$’

“2“pjctures From Aztec Sun Fete: Films Turn Out Hiece and Will Have First Run at Coliseum Theater
in About a Week or Ten DaysArizona RepublicanFebruary 23, 1913, 9. The Library of Congress
Motion Picture Broadcasting & Recorded Sound Daonsilefines an “actuality” as, “Nonfiction work ...
usually of a very short length, that demonstratescapacity of moving pictures to advance ovelr stil
photography by recording a world in motion.” Thdinigéion also stipulates that actualities preda®4.,

but I disregarded this because the AMPC did nat ptaduction until the following year and its nanti
pictures otherwise matched the description impdgc&ee “The Moving Image Genre-Form Guide,”
Library of Congress, Motion Picture Broadcastingr&corded Sound Division, Motion Picture &
Television Reading Room, accessed May 31, 201&m@t/lwww.loc.gov/rr/mopic/miggen.html

*3“Encampment Is Seen In Movies: Test Run Is MadéefTurnbull Film Taken While National Guard of
Arizona Was in Camp at Whipple Barrackayizona RepublicapAugust 13, 1913, 3.

4 “Weather Signs Are Favorable: Every Prospect obadsAttendance at the Picnic of the lllinois Sogiet
at the Hieroglyphic Rocks Tomorrow&rizona RepublicMarch 7, 1913, 9.

> “|ocal Movies Tonight,”Arizona RepublicanMarch 31, 1913, 6.

6 «“Turnbull Will Take Movies of the Race: Arizona MiezCompany Man Announces He Will Be on
Course With His Speed Box&rizona RepublicanApril 5, 1914, 8.

“7“|ocal Movies Tonight,"Arizona RepublicanMarch 31, 1913, 6.
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TheRepublicarngave the majority of its attention to the AMPC’stioa picture
of the 1913 Aztec Sun Fete parade. Republicamever specified the details of the
parade, but th€handler Arizonamescribed it as a retelling of the historic meeting
between Hernan Cortez and Montezuma Il in 1520.p&lrade constituted one part of a
larger celebration for Arizona’s first anniversarystatehood, held on February 14%%5.
Thus, the parade gave tRepublicarthe opportunity to pull out all the stops in
publicizing the fact that the AMPC planned to fitms event, exclaiming that “no
moving picture house in Phoenix has ever been eddbloffer anything more attractive
than the presenting of these picturésThe Phoenix filmgoing public would have to
wait, however. Since the AMPC did not have its a@ewelopment studio, it had to ship
the negatives to New York for processiig.

But this also gave thRepublicarmore time to build up to the screening and
generate interest. THeepublicarreported the progress of the film’s developmerd as
news story, quoting a telegraph from the New Ydaud® that acknowledged its receipt
of the negative prints, and promising that thestieid film would arrive back in Phoenix
within a week. The article also added, “For locaérest it is doubtful if there have ever
been shown in Phoenix equaling theSeThe film arrived in Phoenix one week later as a

complete motion picture, and screened for four dayke Coliseum and Empress

“8«Arizona Celebrates Statehood Day at Phoenix eBat of SplendorChandler ArizonanFebruary
14, 1913, accessed January 25, 2013 at http://wvandlerpedia.org/Chandler_Arizonan/1913/02-
1913/02-14-1913/02-14-1913 - Page_1

49“Sun Fete Pictures Here&rizona RepublicanMarch 2, 1913, 6.

0 «pjctures From Aztec Sun Fete: Films Turn Out Heeg and Will Have First Run at Coliseum Theater
in About a Week or Ten DaysArizona RepublicanFebruary 23, 1913, 9.

1 bid.

23



theaters, both managed by Al H. ReeveBhe Republicarreported that the motion
picture “immortalized” the parade and “brought Fofavorable comment and no small
amount of wonder>® What this motion picture and others like it lackedtar appeal or
grandeur, they made up for in appealing content.

TheRepublicars coverage of the parade particularly illustrateduniglerstanding
of the impact that a local motion picture could &&or Arizona. One article noted that
the Sun Fete motion picture showed “the moderrcsiras, broad paved streets, the
scurrying automobiles and the hundreds of pedestiiavhich gave Phoenix a
“metropolitan appearancé®Another article expressed hope that the wide viship for
this motion picture would help in “placing Phoemwix the map > With screenings
scheduled in California, New Mexico and Texas,iaion picture gained regional
distribution®® TheRepublicaralso noted that the AMPC had plans to build its own
developing studio, eliminating the need to senchtiegs to New York, as necessary for
the Sun Fete footage, and cutting down the procgsshe from weeks to hourélt is

clear that th&kepublicartried hard to boost such films as tools for pranmthe state.

*24Sun Fete Pictures Here&rizona RepublicanMarch 2, 1913, 6.

>3 “Film Made Here Immortalizes First Sun Fete: WofkArizona Motion Picture Company Reproduces
Important Features of the Midwinter Festival of OQleek Ago: Many Familiar Faces Are Seen: Principal
Streets of Phoenix With the Hurrying Throngs, MadBuildings and Paved Streets Most Inspiring of"All
Arizona RepublicanMarch 3, 1913, 1.

5 bid.

> “Movies of the Big Sun Fete: Local Motion Pictu®encern to Make Films Which Will Have Their First
Run at Coliseum in About Ten Day#tizona RepublicanFebruary 14, 1913, 2.

*0“Sun Fete PicturesArizona RepublicanMarch 6, 1913, 6.

*"“Film Made Here Immortalizes First Sun Fete: WofkArizona Motion Picture Company Reproduces
Important Features of the Midwinter Festival of Qleek Ago; Many Familiar Faces Are Seen; Principal
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TheRepublicars coverage suggests that the AMPC found some sscbet this
was short-lived. The company abruptly fell off twspaper’s radar after 1914. Since
the Republicarfollowed the AMPC so closely until this point, & likely that it stopped
reporting on the company because it went out oinless. The finaRepublicararticle
about the AMPC, published on April 5, 1914, proddketails about a motorcycle race
that Turnbull filmed, but nothing moré TheRepublicareither did not cover the
AMPC'’s final days, or the records are no longerilabée. Small clues do exist. A 1913
article from theBisbee Daily Reviepfor example, noted that Coyle and Smith had
recently left the AMPC? A man named Peter O. Venne replaced them two radatér;
while theRepublicarreported that the AMPC remained strong, it couldehiaeen
ignorant of the business impact of losing two fangdnember§® A House
Congressional Record from 1969 also provides adsro the disappearance of the
AMPC. Upon the death of Representative Barratt @Ha Democrat from lllinois, the
Record included bibliographic profiles of O’Har&'areer, offered by his House
colleagues. A single sentence from a Mr. Ryan maetl that O’'Hara served as the

president of the “Arizona Motion Picture Co.” in1I®before resigning to enlist in World

Streets of Phoenix With the Hurrying Throngs, MadBuildings and Paved Streets Most Inspiring of"All
Arizona RepublicanMarch 3, 1913, 1.

8 «Tyrnbull Will Take Movies of the Race: Arizona Mie Company Man Announces He Will Be on
Course With His Speed Box&rizona RepublicanApril 5, 1914, 8.

9 “Copper Mining on The Movies: Picture Men ComimgHandle Highly Interesting Subject- Will Show
Phases, from Ore to Blister Produdjsbee Daily ReviemMay 30, 1913, no page number, accessed
February 27, 2014 at http://chroniclingamericado®/Iccn/sn84024827/1913-05-30/ed-1/seq-
6/#date1=1836&index=1&rows=20&words=Arizona+MotidPitture&searchType=basic&sequence=0&s
tate=&date2=1922&proxtext=%22arizona+motion+picleB2&y=7&x=19&dateFilterType=yearRange&
page=1

9 Kenneth Meaker, “Will Take Soldier MoviesThe Arizona Republicaduly 23, 1913, 6.
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War 1%* TheRepublicamever mentioned O’Hara in its coverage of the AMB&he
may have served as president of a different compargy successor firm.

Whatever the AMPC's fate, in 1921 tRepublicarbegan covering a company
called Arizona Motion Pictures, Inc. Located on sieeond floor of the Heard building in
downtown Phoenix, named for its financier DwightHRard, the AMPI’'s main office sat
one floor above the headquarters of epublicanpnwhich Heard owned. Theepublican
did not always refer to the AMPI by its official m&, but the paper also made it clear the
AMPI was not the same company as the AMP@e&fpublicararticle published in July
of 1921, for example, stated that the AMPI stattdgbut eight months agd? Since the
Republicarpublished this article ten years after the founaihthe AMPC, it is
reasonable to conclude that the AMPI was a diffecempany. A student essay from the
University of Arizona, moreover, claimed that th®IRC only lasted about two years,
citing an interview that the author conducted wtinold Smith, one of the AMPC'’s
original founder$?

What is important for the purpose of this thesithat theRepublicarcontinued to
boost the state, this time covering the activiiEthe AMPI. As theRepublican
glowingly stated, “There is no doubt that ArizonatMn Pictures, Inc. will bring before

the world the beautiful scenery of Arizona and dlsopossibilities of Arizona and will

. House Congressional Record, September 3, 1968824@cessed February 19, 2014 at
http://www.mocavo.com/Congressional-Record-Volunm&-9/758611/940.

62«Realism in Pictures Often Is Overlooked By Mofligectors,”Arizona Republicanjuly 21, 1921, 5.
83 Kenneth Hufford, “On Location: The Lubin Motiondire Company in Arizona- 1912,” student essay,

Tucson: University of Arizona, 1967, 4. In JohnQarroll Class Papers 1963- 1968, MS 603, Box 1,
Folder 24, Arizona Historical Society, Library aAdchives, Tucson, Arizona.
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boost the state in every extent of the wdttiTheRepublicaralso utilized its print shop
to produce a booklet for the purpose of promothey“plans of the Arizona Motion
Picture company for putting this state on the deitliand into national prominencé”
This article points to a sign that the AMPI intedde build a legacy.

The AMPI's founders and Board of Directors werd@tlal businessmen and
appeared to have prominent standing in the Phammmunity. These men believed
themselves to have upstanding reputations, “whbaeacter and financial responsibility
will be cheerfully attested to by any bank in PHgéf® This kind of notoriety would
have given their filmic endeavors more respect thdrey had been a group of unknown
people. Norman H. Morrison served as Presidenh WB. Bayless as Vice-President and
George H. Hillis as the Secretary and Treasurdrth#¢e served on the Board of
Directors, along with Cal Messner and Elton E. Kalm&n®’ Despite their common
interest in motion pictures, they came from divdyaekgrounds. Morrison earned a
degree in dentistry before moving to Arizona andropg his own private practi€8.
Significantly, he earned an entry\hat Made Arizonaa biographical compilation of

“empire builders.*® Bayless founded a chain of grocery stores in Plp#re first of

%4 “Realism in Pictures Often Is Overlooked By Motl&ectors,”Arizona Republicanjuly 21, 1921, 5.
5 “Booklet Tells of Arizona and MoviesArizona Republicanune 25, 1921, 6.

% No title, Arizona Republicanjuly 21, 1921, 7.

" No title, Arizona Republicanjuly 19, 1921, 8.

% What Made Arizona: MENcomp. George Daws (Phoenix, Arizona: Daws PuisigsCo, 1920(?)), 38.

% bid, foreword.
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which he opened in 1917 Messner and Hillis both worked in automobile safes
Messner also screened motion pictures in his shmwfé Kunselman worked in
professional photography, including motion pictulesfact, theRepublicaremployed
him as its staff photograph&tHis work also contributed to screenings of Patkeé/sl
(1910-1970), a newsreel provider, giving Republicara golden opportunity to plug
Arizona: “Possibly no other medium has been a gresmdvertisement for Phoenix
recently than the Pathe [sic] News motion pictutegicting timely happenings in this
city.” "

Beyond the good publicity itself, the AMPI also falsuccess in its operations.
Like the AMPC before it, the AMPI attracted theeation of a motion picture distributor
from New York, in this case Aubrey M. Kennedy. Aatiag to theRepublican Kennedy
“believes this district offers limitless locatioarfmaking outdoor pictures>The
Republicaralso quoted Kennedy’s representative, Edward Aldggnwvho personally
visited Arizona. Thd&Republicarenthusiastically relayed Alexander’s praise of Ana’s
landscape, noting, “With little encouragement Plweould become an ideal center for

the motion picture industry.” Alexander also repdty extolled Arizona because the

“climatic and atmospheric conditions here are alnpesfect for photographic work” in

0 Jo-An Holstein and Debbie Roth, “A Historical LoakArizona’s Food Industry Arizona Food
Industry Journal2003): 13, accessed May 21, 2014 at http://afnoagilocuments/AFMAHistory.pdf

" “Dealers Leave to Attend Big ShowAtizona RepublicanJanuary 8, 1922, C6.
243 X. Picture is Full of Thrills,"Arizona RepublicanNovember 4, 1919, Al.
3“To Show Movies of Pioneers’ ReuniorAtizona RepublicanMay 6, 1921, 14.

" “Phoenix Well Advertised in Motion National Movidagazine,”Arizona RepublicarMarch 7, 1920,
Al13.

S “party of Picture People in Phoenidtizona RepublicanSeptember 21, 1921, 6.

28



addition to the “unusual scenic wonders of theestatlexander continued, “There is an
ever increasing demand for clean out-door pictureAnd in the Arizona Motion
Pictures, Inc. Phoenix has an organization prepargd/e the public this class of
work.... Arizona has an opportunity to assume a leside from the inception of the
industry here.” By Alexander’s estimates, Phoeniod to gain $1 million in annual
revenue from motion picture production in the ¢ty this time, Hollywood had
already established itself as the unofficial cenfenotion picture production, but
Alexander’s comments suggest that he believed Aazoleadership would come from
the competence of a local company that could tdkarstage of the state’s unparalleled
landscape beauty, something that Hollywood osténeduild not replicate at home.
Within a short time, the AMPI experienced a higlnpdn 1921, the AMPI
opened a complete motion picture laboratory, iteddby Kunselman himself. Whereas
the AMPC’s motion pictures required a long roungd to New York for processing, the
AMPI could complete the entire process in-house Républicarreported that the
studio had the capacity to process up to fiftediréels per day, at 1,000 feet edéHror
context, a full reel of 35mm film, the most likdtind the AMPI1 would have used, could

contain approximately eleven minutes’ worth of fp’® The AMPI also enjoyed

8 “Cinema Authority Forecasts Phoenix as Picturet@ehArizona RepublicanSeptember 22, 1921, 2.

""|_aboratory for Motion Pictures Has Been Installedhis City,” Arizona RepublicanOctober 6, 1921,
14.

8 A. Shapiro, “Trends in 16-Mm. Projection, with $fm Reference to SoundJburnal of the Society of

Motion Picture Engineerg6 (1936): 93, accessed May 21, 2014 at
https://archive.org/details/journalofsociety26simtir
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success in its production, having secured a canfmadifty-two Westerns from the
Canyon Pictures Corporation in New Ydrk.

The AMPI also felt confident enough in its futucestart selling capital stock. In
July, 1921, the AMPI placed an ad in Republicarheaded by the statement, “We Are
Ready” and promised stockholders “an earning péigithat has no equal® The
AMPI designed the ad to sell the company, botnditg in terms of stocks, and
figuratively in terms of convincing people of thencpany’s value. The ad explained that
the AMPI had hired Leon de La Mothe, a man who Ibeeh making Westerns for eleven
years. The ad continued making bold promises, aggpotential investors that the
AMPI’s business efficiency enabled them to selirth@tion pictures to distributors one
year in advance. As such, the stock “does not ptesgamble, but is the most legitimate
and profitable investment opportunity that has baféered the citizens of Arizonans for
many years.” At a rate of one dollar per share ANE| marketed its stock as “your
opportunity to stimulate a State-wide interest angbperation in this Arizona
Undertaking.®' Two days later, the AMPI took out ad space agaiploring readers to
consider investing in the company, asking, “Are wouArizona booster? Because the
AMPI's work focused on showcasing Arizona, the adgested to readers that whoever
invested in the company would contribute to thedpmtion of more motion pictures,

which in turn would give Arizona additional pubtigi

¥ No title, Arizona Republicanjuly 17, 1921, A2.
80 1id.
81 |bid.

82 No title, Arizona Republicanjuly 19, 1921, 8.
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To help create interest in this stock, the AMPbd&inched a tie-in promotional
campaign for women that doubled as a beauty corsiesirheaded by de La Mothe. This
campaign fit well with the national phenomenonlad tmovie-struck girl” occurring
around the same time, a social development in wivamen from all over the United
States flocked to Hollywood because of its numejohpportunities. Some women
even tested their luck to become a famous acirélise AMPI first announced the
contest in the form of an ad that referenced ctastns and inquired, “Is there a Pickford
or a Nazimova in the Salt River Valley? (We witdi out).® Mary Pickford and Alla
Nazimova were both famous Hollywood actresses wéutbesl their careers in the 1910s.
The AMPI's ad, therefore, suggested to contestifnatisstarring as the heroine in their
production could propel them into national stardang everyone would know they
came from Arizona. The ad also included stereogtp¢estern imagery and characters,
depicting two Indians sneaking up behind a cowbdlj @ raised knife, and a Mexican
bandit carrying a young woman away on horsebacktddhe side, a cameraman and a
director are capturing the whole scene on fiifihis imagery suggests that the AMPI
“sold” Arizona as the mythos of the Wild West, aitothat will receive more attention in

the next chapter of this thesis.

8 Robert SklarMovie-Made America: A Cultural History of Americktovies(New York, Vintage Books,
1994), 74-75.

8 No title, Arizona Republicanjuly 12, 1921, 10.
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For the actual contest, women sold AMPI stock fier first part of the
competition®® Those who sold the most stock would advance te¢kend round, a
beauty contest. The women would be “photographesgweral scenes of expression and
these scenes will be thrown on the screens ofywHikeaters.” The final four winners
would be chosen by audience vote and given six-moomtracts for roles in an
upcoming AMPI serial western. Thepublicardid not report the final outcome of this
contest, but only nineteen women enteted.

Despite all of this activity, from the Western fdnsontract to marketing
campaigns, the company seems to have experieneedmhe fate as the AMPC,
suddenly disappearing from tRepublicars articles in 1921. It is not known how much
longer the AMPI remained active, but its activigints to a campaign of inward
boosterism that valiantly attempted to make Arizanmominent motion picture center.

The AMPI and AMPC were not the only studios in Ana, however; a third,
more successful film company arrived in Arizonaj #meRepublicarspent considerable
energy promoting it. Only a month after Arizonarest its statehood in 1912, the Lubin
Company arrived to start making motion picturese Thbin Company began in the
opening decade of the twentieth century, founded Berman immigrant, Siegmund

Lubin. Starting off as an optician based in Philpdi, Lubin expanded into making

% This certainly seems like an odd task given thedlve of the contest. In December, 1920 the Arizo
Corporation Commission granted the AMPI a permget 200,000 shares of company stock at $1.00 per
share. Given such volume, and the fact that théesboccurred just seven months after the issuainites
permit, the first round of the contest is betterrsas the AMPI crowdsourcing this undertaking. See,
Arizona Corporation Commissiohlinth Annual ReportArizona Corporation Commissigi®hoenix:

Board of Directors of the State of Arizona, 192165, accessed May 22, 2014 at
https://play.google.com/books/reader?printsec=mver&output=reader&id=pngXAQAAIAAI&pg=GB
S.PA465

87 “Entries Come in for Movie Contest to Start Monda§rizona Republicanjuly 17, 1921, 2.
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camera lenses, and then motion pictures. In addiidunning a legitimate production
business, Lubin also hedged his bets by running ddyaBoyer described as a “movie
pirating operation in his basemefit.in 1911, Lubin expanded once again, dispatching
some of his directors and actors out to the soutteme United States in order to scout
for locations®® After making its way through El Paso, the Lubiartestopped in

Douglas, Arizona for the summer before moving ntotRrescott, then south to Nogales
for the winter and finally into New MexicH.

One of Lubin’s actors, Romaine Fielding, securedgbsition as the head of the
newly established Lubin Southwestern Motion PicDognpany and almost immediately
landed in theRepublicars headlines. In the publication’s eyes, Fieldiagned a
reputation as a jack-of-all-trades because he neghagote, directed, and acted in
motion pictures. His diversity and skill reportediginslated into a marked prolificacy, as
“he has struck a pace unprecedented in the hisfgufiotoplays.®* TheRepublicaralso
singled him out among his colleagues, noting, “Agtme very successful Lubin pictures
that are being sent over the country nowadaysyéstern Lubins, made right here in
Arizona, are among the most popular. In fact, tbekvof Romaine Fielding ... has been

the subject of universal favorable commetitBy 1915, Fielding established a studio in

8 Boyer, “No Fit Place,” 14-15.

8 Carlo Gaberscek, “Cinema Western in Arizona 191929 ,” Griffithiana 25 (2003): 19.

% Boyer, “No Fit Place,” 14- 15.

91 «“Something About The Man Who's Making Movies HeRemarkable Character Is This Romaine
Fielding, Doctor, Student, Playwright, and Most Blap Moving Picture Man,Arizona Republican
January 20, 1915, 10.

92«Amusements,’Arizona RepublicanAugust 7, 1913, 3.
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Phoenix named Cactus Films, which Bepublicarreported “gives promise of placing
Phoenix and the Salt River valley more firmly trewer on the moving picture map of the
world.”®® TheRepublicaralso praised Fielding for “leaving no stone untatire
preaching the gospel of Phoenix and the Salt Riatey, his home* As a testament to
his activity, film historian Linda K. Woal creditdéielding with over one hundred motion
pictures over the course of his car&er.

TheRepublicanater reported that Fielding’s early work in Tucsoord Prescott
had reached a national audience and “attracted attdation to Arizona® Fielding's
work reached the Phoenix community in local theslike the Empress, the Lion, the
Amuzu and the Lamara, each having secured thesrigltghow his motion pictures.
Fielding also crossed paths with the AMPC at onatpas he and Robert Turnbull
worked together filming a picnic at Echo CanyonizAna®’

Now obscured by time, Fielding exerted a great déaifluence on Arizona’s
motion picture history in its early years. Woal, &xample, argued that Fielding'’s filmic

influence should earn him the status of an autéBrench for “author,” auteur theory

93 “Fielding Has Close Call,Arizona RepublicanNovember 30, 1915, 6.

% “Fielding in Print on Pacific Coast: Phoenix MogiRicture Star Given Publicity By Coast Papers,”
ArizonaRepublican March 20, 1916, 10.

% Linda K. Woal, “Romaine Fielding: The West's TawgiAuteur,”Film History 7 (1995): 402.

% “Moving Picture Troupe May Come to Phoenix: Ronealfielding Heading Party of Lubin Artists,”
Arizona RepublicanDecember 9, 1914, 6.

97 “picnicking Motorists Enjoy Concert in Big Out DsoBand Hall: Between Twenty-five Hundred and
Three Thousand Visit Echo Canyon When Arizona BRadders Sublime Music; Fielding's Movie Folk
Were There; Exciting Auto and Motorcycle Occasiaas\vY esterday's Camelback Run; so Popular it May
be Repeated YearlyArizona RepublicanFebruary 8, 1915, 1.

% Woal, “Romaine Fielding,” 420.
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essentially holds that a director is equivalerthevauthor of a book; despite the
collaboration required in the production procelss,director’s artistic vision comes out
the other end intadf. Unlike with the AMPC or the AMPI, thRepublicars coverage of
Fielding’s work focused on him as an individuathex than the company he worked for,
with a trademark filming style unique to him.

Like the AMPC, Fielding’s early work in Arizonawered actualities. At Echo
Canyon, for example, Fielding filmed a large bandaert that played to a crowd of
approximately 3,000 peopt&’ He also created a documentary of the manufacturing
process at the local Pacific Creamery milk platie Pplant’s owner remarked that “such a
film would mean much to the Salt River Valley, m@tmention the untold value” to the
company itself™* Fielding also captured footage at Roosevelt Darizoha’s first
Bureau of Reclamation project, completed in 191ie @lam created Roosevelt Lake, and
local boosters kept a close eye on it. When wategl$ reached one million acre-f&ét
in the dam’s reservoir, state officials knew thatould not be long before water levels

raised high enough to reach the spillways, enaltheglam to fulfill its purpose by

% For more on auteur theory, see Andrew Saftiie American Cinema: Directors and Directions, 1929
1968(Cambridge, Massachusetts: Da Capo Press, 1996).

190 “pjcnicking Motorists Enjoy Concert in Big Out DaoBand Hall: Between Twenty-five Hundred and
Three Thousand Visit Echo Canyon When Arizona BRadders Sublime Music; Fielding's Movie Folk
Were There; Exciting Auto and Motorcycle Occasiaas\vy esterday's Camelback Run; so Popular it May
be Repeated YearlyArizona RepublicanFebruary 8, 1915, 1.

101 «Fielding Says He Will Film the Lily Plant,Arizona RepublicanApril 3, 1915, 8.

192 By volume, one acre-foot is about 325,000 U.Siogal In terms of water management, one acre-foot i
measured as how much water a family of four withgame in one year.
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providing controlled delivery of water down the Siver. For the resultant “big boost
celebration,*® Fielding attended to capture the event on .

Fielding produced about three reels of film, whickviewed at the Empress. The
Republicarpraised the work for “showing the celebration itsile crowds on the dam,
the speakers-‘close up.” ThHeepublicaralso extolled Fielding for “capturing beautiful
scenic effects ... of sunrise on Lake Roosevelt. .théndim light of early dawn, the
artificial lake resembles one of the beautifuli&tallakes, and the cloud effects are
superb.*® After its local preview, Phoenix Chamber of ComoseBecretary Harry
Welch traveled to an exposition in San Francisbent on impressing the natives and all
the visitors with the importance of the Salt Rivaliey.”°® To do this, Welch planned to
screen the motion picture to a number of audiendesRepublicardid not report on
exactly what kind of exposition Welch had attendad, it did describe Welch as
Arizona’s “advance man for the movies,” indicatthgt the screenings of Fielding’s
work would bring much-desired attention to ArizoflaOther than Arizona’s serene
environment, the motion picture also showed theregging marvel of the dam itself.

Like theRepublicars coverage of the Sun Fete parade that highligAtetbna'’s urban

103«High Water Is Today's Topic: Conference Commitee Special Delegates to Talk Over Celebration
to Be Held at Roosevelt Late Next MontiAtizona RepublicanFebruary 20, 1915, 10.

104«water Nears Spillway and People Prepare for TaiRoosevelt Water Fete: Nine Inches of Dry
Concrete Between Lake Level and Overflow Point; &éay ‘Spill’ Into River Tonight: Preparations Are

Complete Salt River Valley and Gila County Readfmbilize for Motorcade to Dam Tomorrow: Some
Already on the Way,Arizona RepublicanApril 14, 1915, 1.

195 «welch Goes Into Movies: Secretary of Chamber ofrnerce to Take Fielding’s Dam Celebration
Pictures to San Francisco ExpositioAyizona RepublicanSeptember 4, 1915, 12.

1% pid.
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modernity, film of the finished dam would symboli&eézona’s progress in water
management, a desperate need in order for thet déster to grow.

Fielding also garnered attention because of higvation. In 1915, Fielding
unveiled a portable lighting setup that sourcedtalgty from a truck-mounted
generator, allowing him to film at night. As tRepublicarreported, Fielding “is now
equipped to stage scenes in the darkest cornéng @forld ... in order that he may
amuse the movie-mad world with unusual thinf& These unusual things included
Fielding’s summer trip to the Grand Canyon to sHootage of its “dark recesses, caves
and trails” for his upcoming motion pictufBhe Great Divide®®

If Linda Woal is correct in her classification akkling as an auteur, then
Arizona’s climate and landscape constitute two congmts of his “stamp.” Whereas the
Phoenix Chamber of Commerce wanted Fielding’s vworghowcase Arizona’s built
environment, Fielding’s passion lay in highlightitigp state’s natural landscape. As
travel writer Lili DeBarbieri noted, “Arizona hagéen considered an almost ideal place
for filmmaking for its beautiful climate and diversettings of every human and natural
environment imaginable'*

Fielding was one of the first notable local filmneak to take advantage of this
gift. His narrative motion pictures repeatedly peal Arizona’s desert scenery in

particular, and emphasized the landscape to suelxtant that Arizona itself became a

198 «Night- Piercing Movie Stuff: Fielding Tries OubRable Juice Maker Arizona Republicanjuly 13,
1915, 2.

109 «Movie Motors Invade Wilds: Arizona Feature Maniirs Armored Fleet: Great Motion Picture will be
Projected: Squad of Great Stars Lined up for Casts’Angeles Timeéugust 8, 1915, VI6.

10| ili DeBarbieri, Location Filming in Arizona: The Screen Legacytaf Grand Canyon State
(Charleston, South Carolina: The History PressA2012.
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characterFrom Champion to Tram(915), for example, tells the story of a disgraced
athlete who retreats into the mountains of Arizamaere he confronts the man who
framed him. As th&®epublicarreported, Fielding had the best eye for landschptss
and he “used to the utmost advantage the beautifidy and mountain scenery to be
found about Phoenix:*! The following year, th®epublicarcharacterized Desert
Honeymoor(1916) as a “splendid desert classit’’In The Desert Rat1916), the city
look is contrasted with the Arizona desert, wh&Féaere is not the slightest monotony,
every desert and mountain scene is distinctivefemdint.”** The Republicarpraised
Fielding for his artistic caliber, owing to his li#ation of “the great out doors for his
stage, and God’s handiworks for his artiSt: This kind of filming landscape reflected a
personal preference of Fielding, who stated, “iheato Phoenix because, to my mind, it
offers greater advantages than any other sectitimeatountry that | know of ... the
climate and the wonderfully clear atmosphere mafisssection a movie paradisé?®
More than anyone else at his time, Fielding emplofgzona’s scenery as a tool for
generating an identity for the state as a placeatiral wonders.

Fielding also sounded particularly proud of hiscdigeries. He declared himself

the pioneer of Arizona’s motion picture industryddrelieved that his work would create

H1«phoenix Film Is at Empress: Second Local Picireduced by Romaine Fielding to Be Shown
Tonight Many Local People Will Appear in ItArizona Republicanjuly 12, 1915, 3.

H2«vinnie Burns at Amuzu,’Arizona RepublicanFebruary 2, 1916, 10.

13 «pesert Rat’ Cactus Film: Midnight Run of RomaiRelding's New Picture Receives Approval of the
Favored Audience on Saturday Nighhfizona RepublicanFebruary 28, 1916, 10.

14 «Romaine Fielding Utilizes Natural Beauties in Bucing Arizona Moving PicturesArizona
RepublicanMay 23, 1915, D8.

115 Maitland Davies, “News of the Theaters, Music, iDea and the Picture Playstizona Republican
January 10, 1915, B4.
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a whirlwind of attention, inevitably increasing &dna’s popularity*® Once the rest of
the nation saw the beauty of Arizona, he predidteely would all “stampede” to drink of
its health and prosperity. When they arrived i tiiutopia,” Fielding proclaimed that
Arizona would create “ardent, dyed-in-the-wool bteos on the spot:*’ He had been
“imbued with the spirit of Phoenix and the Salt &ivalley.™®

Soon after Fielding started turning out his mofaictures, he began to attract a
local following and made a name for himself. Theweloped on two fronts: theater
managers filled their seats on the quality of Rredts work, and thé&kepublicanattached
a celebrity status to him. The Empress, for exangedicated Monday and Tuesday
evenings as “Fielding Nights,” leading tRepublicarto report that “more interest is
constantly being taken in his picturés?which reinforced Woal’s claim of Fielding as
an auteur filmmaker. The Empress repeatedly scieEmdding’sA Species of Mexican
Man (1915)to a full house, which thRepublicanargely attributed to Fielding’'s strong
presence in the community. “No wonder that it dréwescrowds,” th&kepublican
mused:?° According to another article in thepublicanwhen word reached the Phoenix

community that Fielding would be filming in the arehey wanted to know where they

could see the final product. Soon after, they ledrat the Lion Theater had secured the

16«phoenix Always My Home Says Romaine Fielding Aria’s Movie Pioneer,Arizona Republican
September 28, 1915, 7.

117«“Romaine Fielding Utilizes Natural Beauties in Buging Arizona Moving PicturesArizona
RepublicanMay 23, 1915, D8.

18« ybin Recalls Local Company: Centralization ofré@s Will Take Phoenix Picture Company to
Philadelphia and Temporarily, at Least, Fieldidyiizona RepublicanAugust 23, 1915, 3.

19 “Romaine Fielding at Empressitizona RepublicanMay 4, 1915, 5.

120«Amusements: High Class Amusement at the Amusughiyi Arizona RepublicanOctober 2, 1915, 3.
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rights to screen Fielding’s motion pictures, whiahe bound to prove a tremendous
drawing card. Every picture that Fielding appears ipopular and those which will carry
the brand of the Salt River valley will be doubb:"$?* Thus, the theaters played an
important role in forging state identity, becausis ts where patrons visually
encountered Fielding’s work.

However important Fielding considered his own waokal officials also
recognized its value for boosting the state. Fngli announcement that he would be
coming to Phoenix in January, 1915 for about sixithe of flming created a stir in the
Republican On the day of his arrival, it reported, “If Phoenversleeps this morning, it
will wake to find itself on the motion picture mapf? To prepare for Fielding’s visit, the
Phoenix Board of Trade organized a welcoming comemito meet him that included a
band and an escort designated to showcase thandtgonvince Fielding that Phoenix
offered everything he needed to make quality magpictures. Mayor George Young also
greeted Fielding, informing him that “your presemgoing to call a great deal of
valuable attention to Phoenix.” Fielding is repdrte have responded that “if we can
increase its fame, we shall certainly do 53.”

Such attention gave Fielding a platform to boostdwn boosterism. At a meeting

of the Phoenix Adclub, a group of businessmen wiompted the city through

12« eecraft's Lino Loudly Roars: Popular Manager Aonces Radical Change of Program. The Lion
Will be Home of all Romaine Fielding's Picturedyizona RepublicanFebruary 12, 1915, 8.

122«Fielding's Artists Arrive This Morning: Committddakes Preparations to Welcome Motion Picture
Troupe--Breakfast at the Arizona Club at Nin&rfzona RepublicanJanuary 8, 1915, 1.

123 «pjcture-Folk Here for Six Months' Work: Romainilging's Lubin Troupe Arrives on Schedule, and
is Duly Welcomed as Part of Phoenix--Adopt Climiatstantly: Score Of Well Known Artists: Pretentious
Studio to Be Built at Fair Grounds-Plans Not Yen@xdete, But Will Probably Keep Company Till
Summer,”Arizona RepublicanJanuary 9, 1915, 1.
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advertising, Fielding gave a talk entitled, “Thev&dising Phoenix Will Receive by the
Lubin Co.- How and Why*** Although theRepublicardid not cover the contents of this
speech, follow-up meetings reveal how Fielding apphed the task of boosting the city.
The use of subtitles in his motion pictures, foamyple, informed the audience whenever
a particular scene had been filmed in Phoéfiikielding also approached the Phoenix
Chamber of Commerce to help finance an “All-Arizbneotion picture designed to
include scenes from all over the state, “truthfldilgeled” to inform the audience of
where Fielding’s crew had filmed. The manageriefding’s Cactus Films also
discussed plans to open a vocational school sgthdtuates could work on projects
coming out of the studio, including the “All- Arina” motion picturé?® This desire to
build a local infrastructure underscores the inwawdsterism so prevalent in Fielding’s
approach to advertising Arizona.

By utilizing subtitles, Fielding found a way to ghgally stamp his motion
pictures in addition to the auteuristic stamp ttiaracterized the way they looked.
Fielding later boasted to the Adclub of his suceegzutting Arizona on the map. Three
weeks after his first meeting with them, Fieldidiggedly presented a pile of
correspondence that he received from places like Xark and New Zealand, all related

to the publicity that Phoenix received in thosecpi?’ Such outside attention is

124«Guaranty Goes with the Ad Club Dinner: Both the@tam and the Menu Have the Good Faith of the
Club Behind Them,Arizona RepublicanJanuary 14, 1915, 7.

15 «pdmen to Hear About Autos and Movies at Lunch @pd Arizona RepublicanFebruary 8, 1915, 4.
126 «Movie School for Phoenix Is Fielding Plartizona RepublicanMarch 8, 1916, 7.

127«pnd Club Hears Results of Phoenix Publicity: Mytaind Effectively Romaine Fielding Displays
Columns and Columns of Space-McArthur Tells of Ajté\rizona RepublicanFebruary 9, 1915, 4.
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important because it legitimated Fielding’s effatsa producer and Arizona’s
recognition as a player in the film industry. Whba Amuzu Theater releasBeputy
Daring (1916), theRepublicarlauded its quality, stating, “No longer will Phorrave
to look to California or the east for art, forstright here.*?® The subtext in this article
reveals thérepublicars desire to see Arizona emulate Hollywood’s susces

At the end of this filming run in September, 19E&lding decided to stay in
Phoenix permanently. Excited by this developmdm@Republicarexpressed elation
that, “More firmly than ever before is Phoenix, Balt River valley and the state of
Arizona to be placed upon the map of the film mgkaorld.” As Fielding himself put it,
“come what may | am a Phoenician from now otf>The important change to note here
is Fielding’s conversion to an inward booster. diie) had come to Arizona because his
employer decided to branch out in search of newaalvénturous locales. When Fielding
first arrived, theRepublicamoted that he might stay in town for several montiméy as
long as necessary to complete his filming schetfllidow Fielding had decided to stay
and his work become associated with Arizona asbeofiproduction. Th&epublican

certainly welcomed him. Acknowledging the positirgact he had on the community,

128«Made-At Home Cactus Film Pleases on Initial Shayyi Arizona RepublicanFebruary 7, 1916, 8.

129«phoenix Always My Home Says Romaine Fielding Aria’s Movie Pioneer,Arizona Republican
September 28, 1915, 7.

130 5ee, for example, “Picture-Folk Here for Six MasitWork: Romaine Fielding's Lubin Troupe Arrives
on Schedule, and is Duly Welcomed as Part of Piedwopt Climate Instantly; Score of Well Known
Artists; Pretentious Studio to Be Built at Fair @nds-Plans Not Yet Complete, But Will Probably Keep
Company Till Summer,Arizona RepublicanJanuary 9, 1915, 1.
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the newspaper declared, “What Phoenix especiaigsies more Romaine Fieldings,” for
his success would mean “profit and prosperity"@bof Arizona**

TheRepublicaralso measured this success in economic terms. émtigle from
April, 1915, it reported that Fielding pumped $X8)0nto the local economy for every
month he filmed. It also noted that the state d@ssgnreceived free advertising from
Fielding’s work. Fielding titled his first local nion pictureMr. Carlson of Arizona
(1915), which thdRepublicarpointed out had “Arizona” right in the title, an
advertisement “that could not be purchased at aieg.p) With a prospective audience of
millions who would all see “Arizona” on their theatscreens, so went tiRepublicars
logic, the motion picture industry offered an effee marketing strateg{’” Maitland
Davies of theRepublicamoted, “It would mean a great deal to Phoeninif eompany
of note were to locate here, but the advent of sugplendid organization as the Lubin
Co. under the direction of a man like Fieldingmsasset that will keep on paying
dividends long after they have left U$>Fielding himself regarded his motion pictures
as, “Advertising that will turn the hearts of [§hisands of people, all over the world to
this great southland that is the vendor of the enrs® and of which comparatively nothing
is known to the American people at larg€*Fielding wanted to make sure that by the

time he finished his career, plenty would be kn@bout the state.

13L«world Stars for Phoenix Lubin Films: ArrangemeBising Made to Bring Pre-eminent Dramatic Stars
to Interpret Leading Characters in Notable Filmmas,” Arizona Republicanjuly 16, 1915, 1.

132«Romaine Fielding’s Pay Roll $15,000 A Month todehix,” Arizona RepublicanApril 6, 1915, 1.

133 Maitland Davies, “News of the Theaters, Music, iDea and the Picture Playstizona Republican
January 10, 1915, B4.
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Despite the frequent praise he received, Fieldirgaionship with Arizona was
not always positive. In 1916, Fielding accused Rhoef withdrawing its support after it
became clear that Fielding had chosen to stay pesntly. According to Fielding, “First
you are treated with every courtesy. Then you boperty. What further use have they
for you? You are cinched in other words, and tle¢ybu go.” Fielding also reported that
some people in Phoenix spread lies and rumorsniigithat he banned his employees
from shopping at any business “whose owner didspetk favorably of the ‘Fielding’
pictures.” Fielding further accused them of “thragiout suggestions of failure,” and
publicly announcing, “He’ll not last long.** TheRepublicardid not explain why
anyone would circulate these ideas. Perhaps th@g@pebPhoenix did not enjoy
Fielding’s work as much thRepublicarreported they did; or maybe they felt that
Fielding was failing to deliver on his promise tat ?hoenix “on the map.” Nevertheless,
theRepublicarjumped to Fielding’s defense, asking, “Has the pudgbpreciated to the
fullest extent the motion picture industry as ameatising medium to this state?” The
Republicarconsidered the city’s crime even worse becauseliRiglcontributed to the
community both as a taxpayer and as a producempwh@rizona in the spotlight through
his work:*°

The most revealing aspect of this account is tleegehthat Arizona somehow
stood behind California in motion picture prestaydy because of the negativity from the

people, which in turn, created bad publicity. Fie¢dnoted, “Phoenix has many

1354Co-Operation Is Lacking In Local Film Making: Raine Fielding, Producer, Regretting Indifference
of Phoenix. Intends to Keep on Trying to Make TéiSmall Universal City,Arizona Republican
February 4, 1916, 4.
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advantages over Los Angeles. The air here is alganmer, better. You can get twice the
results that you can on the coast in the way ofgdraphy ... Oh it's a glorious country-
but the people®’ According to theRepublican“This is the reason why Los Angeles has
a pay roll for motion picture stars of $18,000,@0¢ear while Phoenix has but the
Fielding forces.” From th&epublicars perspective, Phoenix needed an attitude
adjustment, for Fielding held the key to unlockfgzona’s true potential as a motion
picture icon: “he will make Cactus City mean tosthity what Universal City means to
southern California*®® With the cooperation of the city, so tRepublicarargued,
Fielding could turn Phoenix into a second Hollywood

In further response to this perceived apathy ofdRimans, thé&kepublican
published an article designed to stress the pesgoonomic impact that Fielding’s
motion pictures had on local business. In an artigdadlined, BUSINESSMEN APPRECIATE
CACTUS CITY,” local business owners described their high amisiof Fielding. W.L.
Pinney, president of the Merchants and Manufactukssociation, understood Fielding’s
presence as “capital and advertising,” both posiékements in the local economy.
Charles Korrick, the general manager of Korriclaslepartment store, complained that
“too little boosting has been the trouble.” Thaetshould do everything it can, he
argued, to keep Fielding in the state becauseanieautside capital and publicity that
could not be quantified in terms of money. As Republicarfurther noted, “Fielding has
a great booster in Fred Barrows,” the owner ofcalléurniture business who enjoyed the

“splendid results for this state” that Fielding’®tnon pictures provided. The president of

¥ bid.
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the Phoenix Chamber of Commerce also chimed inmesspg support and cooperation
from the city. Finally, in the words of Sam Wilsamho managed another department
store named Goldwater’s, the people of Arizona eded “boost the game3 What
these testimonies reveal is an understanding oivehyethat Fielding’s motion pictures
had the power to strengthen the local economygeagth which boded well for
Arizona’s overall image.

TheRepublicarseemed happy to keep Fielding in Arizona so he evoahtinue
his work, but external forces also influenced hesigion to stay in Phoenix. In the end, it
would be his downfall. In 1915, a federal coureruto dismantle the Motion Pictures
Patent Company (MPPC), a monopolistic, verticallggrated trust founded in 1908 that
controlled most production in the United Statese Thbin Company represented one of
nine studios that made up the trust, so when thet codered the MPPC to break apart,
Lubin took a financial blow. In response, the studicalled all of its regional branches in
order to centralize all of its operations in Phéfuhia*°

Rather than return to Philadelphia, Fielding stayehoenix. Fielding’'s
credentials allowed him to become an independéntrfaker and to continue developing
Cactus City, a manifestation of the inward boostarthat Fielding had come to
represent. Th&epublicarreported that once the people of Phoenix snappedfabeir

apathy, outside capital suddenly started flowinthmstate to finance the development of

139 «“Businessmen Appreciate Cactus City: Merchants@mahmercial Organizations Recognize the Value
to Phoenix of the Work of Romaine Fielding\fizona RepublicanFebruary 5, 1916, 7.
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Fielding’s studic:** TheRepublicars final mention of Cactus City, however, took a
sharp turn. Published on December 29, 1917, thdeareported that Fielding’s studio
had changed hands to the owner of a bank, indig#srfailure**? The Republicarcould
have been exaggerating about the promise of outsigi¢al, or Fielding could not make
it on his own, detached from his former employes.l4nda Woal noted, when Fielding
ended his relationship with Lubin, he also effegiyvended his career. He could only
subsequently find work as a “hack director” andciad around the country doing an
assortment of odd jobs” before he died in 137.

In spite of repeated short-lived success, the eadtfon picture industry in
Arizona demonstrates the multi-faceted nature whnd boosterism. Companies like the
AMPC and AMPI spearheaded some of the first efftartsreate motion pictures in
Arizona. Where these companies lacked prominengmdihe Fielding brought his fame
and reputation to the state, giving it a jolt deation that entities like the Phoenix
Chamber of Commerce tried to capitalize on by usivege films to showcase Arizona’s
modernization. These early works may have beetivelg crude, but they were
nonetheless important to get Arizona’s feet wébyvahg new generations of boosters to
promote developments in the industry. To that &melding’s death by no means meant
the death of Arizona’s motion picture industry. Quagticular genre within Fielding’s
work would continue to grow in popularity untilbecame a staple of Arizonan motion

pictures and a defining characteristic of the séate whole. This is the Western.

141«Cactus City's Solidly Built: Abundant Outside Ctgito Be Invested in the Complete Development of
Mr. Fielding's Moving Picture Enterpriseitizona RepublicanFebruary 13, 1916, 5.

142«Real Film Plot Finds Its Hero in Henry Starldtizona RepublicanDecember 29, 1917, 5.
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CHAPTER 3
"HOLLYWOOD IN THE DESERT**
“And out in the desert will stand for a long tinredome, a complete town, open for all to
see.
As travel writer LiliDeBarbieriobserved, “Without a doubt, the most significant
film genre to Arizona’s statewide culture and idsnis the western**® This chapter will
demonstrate how outward boosters capitalized ontéklegnagery to develop Arizona’s
identity by emphasizing stereotypical landscapelaithvioral imagery in film.
“Authenticity” best encapsulates why so many Westaotion picture
productions came to Arizona in the first place.fEimmakers working in the Eastern
United States often tried in earnest to pass eitqs like New Jersey as the Southwest.
The audience could usually tell the difference, &wev, so production moved west to
film on-location in the desetf’ As a result, Arizona became a hotspot for producti
Ever the booster for local motion picture productioneArizona Republicaarticle
noted, “The demand for western pictures is alwayy active in the east*® Another
Republicararticle reported that even though a “stern insistaupon realism” governed

most production, some directors still used fakexpprand scenery to build an artificial

144 “Hollywood in the Desert,0ld Tucson Citizemo date. Although no date is given, this particigsue
celebrates Old Tucson Studio’s fiftieth anniversavigich provides a publication year circa1990.

145 ouise Price Bell, “Hollywood Moves to Arizona Des” The Washington Paslune 23, 1940, Al.
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desert without actually going to one. “It is forgheason,” thé&kepublicarannounced,
“that the bigger stars of the movie industry, whsist upon absolute realism of Western
pictures, come to Arizond®

Studios also came to Arizona because of the riahceamaterial. Since the
Western, the “most original of all American gent&8 had already been established in
literature by the time motion pictures gained ti@ctadapting existing Western stories
was simply a matter of picking low-hanging friit.Prolific American novelist Zane
Grey, for example, provided filmmakers with a caropia of stories. As historian
Candace C. Kant noted, “Over two-thirds of his wasromances [out of fifty-six]
contain plots based on events in Arizona’s pastpaopled by characters modeled after
Arizonans, or actually take place in Arizona.” Sagdhave adapted Grey’s books into
one hundred and thirty motion pictures, sixty-eighivhich came from an Arizona story.
Grey’s work is notable because he personally tes/& Arizona for inspiration when
writing his novels, and he joined motion pictureguction crews as a creative consultant
to make sure they got the details rigtt.

This focus on accuracy produced unintended conseggeAs Jay Boyer pointed
out, “Much of America’s first exposure to a newbyrned state such as Arizona came
through the motion pictures being made there oation.” Since relatively few people

had visited Arizona, the volume of fairly homogeaM/esterns gave the outlying

149«Realism in Pictures Often Is Overlooked By Mofli#gectors,” Arizona Republicanjuly 21, 1921, 5.

150 3im Hitt, The American West from Fiction (1823- 1976) inttrFj1909- 1986)Jefferson, North
Carolina: McFarland & Company, Inc., Publishers9@g 5.
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population the wrong impression of what Arizonauadly looked like*>® The irony here
is that in the search for “authentic” settinganfihakers created a mythological Arizona
by trapping it in time. ARepublicararticle from 1913, for example, cited a Los Angeles
court case in which an actor stood trial for ags@&uloting from the Los Angeles
newspaper that originally published the story,Republicarreported that eyewitnesses
had seen so much violence in Westerns that theyressthe assault was part of filming
a new motion picture. As tHeepublicanwarned, this “incident shows how easily
strangers can be persuaded that Arizona is stillahd of lawlessnes$™

Some Arizona businessmen wanted to shy away fragmeputation because they
premised the growth of the state on receiving detsapital. This meant convincing
Eastern investors that Arizona had been “settlEdr’instance, Thomas N. McCauley,
the president of Central Copper Company near Wjléoizona, oversaw the production
of a 1921 motion picture designed explicitly to adise Arizona. By showcasing the
state’s diverse, industrial landscape McCauley bdpédispel the idea prevalent among
the people of the eastern states that Arizonallishet wild and wooly west of 50 years
ago.”** Indeed, in 1921 thRepublicarrelished the idea that a nationwide audience

would see Pathé News’s more accurate depictiomoéRix; instead of “cowboys,

133 jJay Boyer, “No Fit Place for Any Man, Woman or ldhDepictions of Arizona in Our Earliest Films,”
in Beyond the Star$tudies in American Popular Film Volumgetls. Paul Loukides and Linda K. Fuller
(Bowling Green, Ohio: Bowling Green State Univerdfopular Press, 1993), 13.
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dashing about on horseback and shooting up the toviney saw a real city with real
people, modern and even more progressive tharvérage eastern city of a like sizZe®

TheRepublicarhad once extolled Fielding’s “desert classics,” oy that this
imagery appeared to have negative consequencgsbhieation changed its tune.
People like McCauley also expressed frustratioih Wiese misconceptions because the
inward boosterism they espoused depended on ofhenseption of Arizona as a long-
term investment. Someone who advocated outwarddas®, however, could mold
Arizona into any shape necessary to attract mqtictures. Arizona never did shake its
Western iconography, and some outward boostersnpeef it this way.

For the purposes of this chapter, a Western ismdéfas a, “Fictional work set in
the period of American westward expansion. In thea of civilization, the wilderness is
conguered and nature subordinated. Key thematiosifppns are between civilization
and nature, law and anarchy, settler and nomadtheendew arrivals and the Native
American”**" The first section of this chapter will be an as@yofArizona(1940), a
Columbia Pictures production adapted from the epmus novel by Clarence Budington
Kelland. Set in the 18604yizonds primary theme focuses on inward boosterism by
emphasizing the growth of Tucson and how this #&fdwe people who live there. For the
characters of the film, this growth essentially mehringing order to Tucson and
attracting more people, which entails transforntimgimmediate desert surroundings

into a modern metropolis. The hero and the viltsithe story do their best to boost the

1% «phoenix Well Advertised in Motion National MoviMagazine,"Arizona RepublicanMarch 7, 1920,
Al13.
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town because their personal success is intertwindgdTucson’s, and the main conflict

of the story is driven by their interactions. Medtadies professor Michael T. Marsden
noted that Westerns offer the audience a pedadagiparience in which they “do not
escapdrom reality but rather escape into another form ofitgat® For Arizona this
reality exists as a trope that uses Wild West imagad thematic elements to
characterize the state of Arizona. To create tluddy Columbia built a new set about ten
miles west of Tucson, named Old Tucson Studios.

Thus, the second section of this chapter will foea€8ob Shelton, the man to
whom Old Tucson largely owes its success after @bla abandoned the site after
filming. Western historian David Wrobel contendbdttthe boosters whose ephemera he
examined “literally tried to imagine western plac&® existence through embellished
and effusive descriptions>® Shelton did not just talk about an imaginary wesfgace,
he made one tangible. From 1959 to 1985, his sisedéforts turned Old Tucson from a
dilapidated set into an icon. “Without Sheltondtsd author Paul J. Lawton, “Old
Tucson Studios would have never become the horhertdreds of films and television
shows.**® The foundation for this legacy rests Arizona

In 1939, Columbia Pictures acquired the filminghtggfrom Clarence Budington
Kelland, the author of the original novel. DirecWiesley Ruggles “vowed he’d make the

most authentic Western ever to hit the screenfillnyng in Tucson, Arizona, the same
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location in the novel® Leasing the land from Pima County, Columbia fireththe
building of a set that would recreate Tucson é&soiked in the 1860s. As a period piece,
Arizonds production crew met the challengereproducing the feel of a specific time
and place. At a cost of $150,000 Columbia compl#tedset in forty day¥?

A contemporaryWashington Podrticle describedrizonaas “a rip- roarin’ saga
of the birth of the Southwest-a yarn of the eranvimen shot on sight, lived riotously and
took no back talk**® This kind of stereotypical Western theming owadeitistence to
the steady accumulation of similar imagery establisby predecessors such as Edwin S.
Porter’s genre-defininghe Great Train Robber{1903), Romaine FieldingBagle’'s
Nest(1915), which “takes us back to the days of thgetcoach, and prairie schooner
before the master mind of the civil engineer hadhetted the east and west with shining
bands of steel*®* a reference to the railroad, and FieldinD&sert Ra(1916), “a
western picture where the *action’ is not confinedghooting up a bar room, nor holding
up a train nor the other generally accepted idéasdesert drama-*° Arizonafeatures
many of these same elements, reinforcing the digres in the genre and contributing to
Arizona’s reputation as a product of the Wild West.

To set the stage for the in-film worldrizonafeatures three intertitles where on-

screen text describes Tucson’s condition. Intesgzkethroughout the film, these

181 ouise Price Bell, “Hollywood Moves to Arizona Des” The Washington Paslune 23, 1940, Al.
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intertitles update the audience on how major ptabts affect Tucson. The first intertitle
is the opening shot of the film: “Men of vision-fiisg west to a new land. Indian
attacks, mountains and desert, hunger and thitsingcould stop them. These were the
people who would shape the destiny of a great eewdry-ARIZONA!” The territory of
Arizona is thus framed as an unstable and treaokgglace that only men of steel could
tame. Arizona is growing, but still has a long wayo before its population can feel at
ease. The second intertitle occurs after the @#al breaks out in the course of the
narrative, informing the audience that Confedetiateps stationed in Tucson had left to
fight the war in the east. With no troops, “Lawlesss ruled in Arizona, and the people
who had built this great territory were threatemgith destruction.” But Tucson also
received a glimmer of hope, for Union soldiers\aed shortly thereafter. The declaration
of martial law led to the final intertitle: “Undenilitary protection, as the months passed,
Tucson grew rapidly and trade flourishe@®

Beyond expositional functions, these three tex¢ests also helped set the tone of
Arizong characterizing Tucson as the “wild and wooly”qadhat thdRepublican
identified decades earlier. Only the toughest nteadsa chance of living there, and even
they required military protection for support.

The visuals oArizonafurther convey the Wild West landscape. Immedyatel
after the first intertitle, the opening scene shavggoup of travelers from Missouri
arriving in Tucson. The audience is introduced étePMuncie, a member of the group
and the deuteragonist of the story. When he lgh@atsTucson is in sight, he inquires of

the group leader, “Where?” The camera cuts to elpdiscernible outpost in the middle

186 Arizona directed by Wesley Ruggles (1940; Culver City,: Gany Pictures, 2005), DVD.
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of the desert, surrounded by cacti and sagebrusihpnwountains far in the background.
“It ain’t exactly pretty, is it?” Muncie quips. Whehey enter Tucson, Muncie notices
people bathing in street water, digging latrinesl asing fertilizer to mold bricks. When
he asks some locals where he can find a good hiési Jaugh and explain that there are
no hotels in Tucson. This exchange informs theenah that Tucson lacks the basic
amenities of modern civilization that Easterngte Muncie have taken for granted. Two
characters in the film, however, Phoebe Titus aftkdson Carteret, want to transform
Tucson into a bustling city that will “bring in m®people than you can shake a stick
at.”*®” Every time they are on screen, their words anid@spoint to some element of
turning Tucson from a chaotic Podunk to a respéetaby. Since Titus and Carteret are
Tucson’s greatest boosters, analyzing their resfgecharacters will demonstrate how
their actions drive the story while reinforcing theagery and behavior of the
stereotypical Wild West as something that needsjeering and controlling.

Phoebe Titus is the film’s protagonist and “theyosimerican woman in Tucson.”
Since the expository text explicitly states thanitag Tucson is a man’s job, Titus’s role
as one of the town’s boosters is significant; she fore to prove than the rest of
Tucson'’s residents and the boosting itself is cgnfiiam an unexpected source. She
operates a small pie shop in town, but she hasrdred® owning the largest cattle ranch
in Arizona. She is slowly making her way, one gi@a éime. The absence of law and
order stand in her way, but she has no compunctigasst taking the law into her own
hands. In her first scene, for example, she stantosa nearby saloon with a shotgun in

hand, where she finds two men and accuses thetealing $1,100 from her home. As a

187 |bid.
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crowd gathers, Titus also confronts a man namedrus2ANard, who operates Tucson’s
only freighting company and charges double whaitsT@gonsiders an honest rate. “Before
| came to Tucson,” Titus snaps, “I never dreamepthee could stomach such off-
scourings and scum as you and your crowd.” Tituthéu explains that as long as there is
no law in Arizona, she would have to settle dispiter own way®®

Titus is also aware that such personal scuffle®alesymptoms of Tucson’s true
problems, which run deep to the core of the Westay of life. While Titus and Muncie
are conversing at her pie shop, for instance,dbal judge gestures to a nearby man and
holds a trial right there in the street. The juégplains that he is accused of blowing a
man’s head off and asks how he pleads. The marssed that he did indeed kill
someone, cites “just drinking” as the reason, tigge finds him guilty of “disturbing the
peace,” and sentences him to a $5 fine. Titus veattis conversation unfold from her
window and in a fit of frustration warns, “Someddydge Bogardus, the law will come
to Arizona and half of you will be hung ... The timédl come and when it does, this will
be a territory to be proud of.” Once again, Titusmons the law as a necessary
stabilizing agent, simultaneously reinforcing Amzoas a troubled place that ignores the
standard rules of civilized society. Since Muncignessed this exchange as well, Titus
uses this as an opportunity to convince him to f@n In the process, she reveals
optimism in spite of Tucson’s conspicuous problefiikis Arizona Territory is worth

looking into for a man with ideag®
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Titus’s frustration comes to a head when she stet®wn freighting company to
compete with Ward. Titus sees Ward’s monopoly amdageous pricing as but another
example of Tucson’s corruption that need correcthkgyshe figures, Tucson has plenty
of room for an “honest outfit.” This is the momevtiere Titus formally challenges the
status quo for the first time. Solomon Warner,dtamer of the general store that sells
freighted goods, becomes Titus’s partner beca¥§e,Joth got confidence this
country’s going to grow.” For Titus, who ultimatedges her new business as a faster
means of obtaining her cattle ranch, freightintpibetter way of getting it than selling
pies.” Titus also tries to hire Muncie, but he ep$ that he wants to see California,
promising to return when he satisfies his wandérlaslignant, Titus responds, “What
can you do in California that you can’'t do here®isTsupports Titus’s belief that Tucson,
given the law and enough time, is the ideal placesémeone to settle down, take root
and grow. Muncie still declines, but Titus findseess with her new companhy.

When the news of the Civil War reaches Tucson, ewelitus must convince
the townspeople that Tucson is worthy of their logya'he United States Army’s
departure to fight the war in the east left Tucsosceptible to Indian attacks. Feeling
betrayed and abandoned, the townspeople argugandéleaving town while they still
have the chance. As Judge Bogardus reasons, “Betesave what we built here than get
our bones picked clean by buzzards.” This commudetision provokes Titus into
calling the townspeople quitters, willing to abandwerything they have built. With a
freighting business to lose, Titus’s boosting resaated from boasting about Tucson to

fighting for it. When it looks like Titus has fadeo convince the townspeople to stay, a
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mysterious man named Jefferson Carteret enterscthres. He initially supports Titus,
calling the townspeople a bunch of mice and chgllemthem to grow a spine.
Reinvigorated, and no longer alone, Titus persuagesyone to stay/*

Despite Carteret’s support, Titus has just beenittingly pitted against another
inward booster who will become her biggest rival gneatest threat. Carteret is therefore
the film’s villain, and although he also wants Toare$o grow, this is his way of making
himself rich and he has no community interest detsif that pursuit. Carteret’'s next
action, therefore, is secretly partnering with Wirdlestroy Titus’s freighting business.
Carteret explains that he comes from “poor, butdstiparents and later admits that he
arrived in Tucson “penniless.” As Carteret point$ @ Ward, “This territory is too
important to be abandoned for long. It’'s the linkhwthe Far West. Whoever controls it
will have a big job on his hands. And a big rewdrd At this point, the audience might
wonder why Carteret is working against Titus, rathen with her. After all, how much
more could two boosters accomplish by working tbge? From Carteret’s perspective,
however, partnering with Titus will not get him wttree really wants. Since Titus’s
business philosophy revolves around honesty andefss, Carteret knows he stands to
make more money by working with the unscrupulousdV@arteret also knows that he
can manipulate Ward, whereas Titus is hardheadedtaibborn.

Since Carteret operates in the shadows, he id@lelééectively counteract any
benefit that Titus acquires. Thus, a significant p&his characterization is retroactive.

Shortly after the town meeting where everyone deid stay, Carteret quickly comes up

" bid.
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with a plan to destroy Titus’s freighting busineRather than fighting the Indians,
Carteret suggests making a deal with them: Warldswpply them with guns and
ammunition he acquired from freighting, and in ratthe Indians will agree not to attack
his wagon trains. In the cover of night, Ward arat€et meet with the Indian chief
Mano, who accepts their deal. The next morning whaus tries to leave Tucson on a
freighting trip, Mano attacks, setting fire to legigons and forcing her back into town.
Beaten, but not defeated, Titus presses on andesealnited States government
freighting contract. Now Titus can enjoy an Armyg@s for her goods. In response,
Carteret orders Ward to forge a business recetptdam Titus and the Confederacy,
causing the Army to cancel her contract. When Tgeets her contract back by forcing
Ward to sign a confession at gunpoint, Carteretshiiexican bandits to steal her latest
business deposit of $15,000 from her home safasTitill does not know that Carteret is
working against her. He allays any suspicions sighimave with flattery and smooth-
talk, telling her, “When a lady has that much fartherself and in the future of this
territory, I'd say she was a better investment thaopper mine.” Muncie eventually
figures out Carteret’s schemes and kills him irual @t the climax of the filh”

Thus, the inward boosterism throughduizonds narrative manifests primarily
in the actions of Titus and Carteret. Meanwhilejitiactions are determined by the rough
landscape and unpredictable behavior of the WilgtWercing them to adapt their
tactics to elements outside of their control. There community stands to benefit from a
civilizing process, but Tucson needs a champiama&e sure this happens. The rivalry

between Titus and Carteret demonstrates theirrdiffecharacterizations and creates
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sharp borders around their respective ways of thgnknaking them excellent foils for
one another. Their attempts to out-boost one anstiwv the contrasting aspects of
boosterism that each employs as the best modatfoeving their respective goals.

First, Titus gets her way through candor and dicectfrontation, while Carteret
achieves his goals through secrets and manipuldioth personalities reinforce the need
for the other: Titus must remain confrontationask@ake the truth out of people like
Carteret, while Carteret must remain secretivestepkpeople like Titus from confronting
him. Second, Titus’s goals are much more transpandnle Carteret’s are opaque.
Everyone in town knew that Titus wanted to ownltrgest cattle ranch in Arizona, and
Warner partnered with her in the freighting bustlesowing this was partially a means
to her end. Carteret, on the other hand, forceavhisinto a partnership with Ward and
warned him not tell anyone about it. Third, Titeglf attached to Tucson itself, while
Carteret chose Tucson out of happenstance. Titidatkto stay in Arizona when her
father died on the way to California, instilling amotional link to a specific place.
Carteret’s interest lies in Tucson insofar as gigens to be growing at a time when he is
in poverty. If Tucson showed no signs of growthif @nother town showed greater
signs, he would have chosen elsewhere. Their dasitersect only in a general ambition
for Tucson to grow and in their dedication to aufrig their respective goafé?

With Carteret’s death, the film makes a definitogclusion that Titus’s method
of boosterism produced the greatest good for TucBidus and Muncie marry, and Judge
Bogardus serves as the officiant at the ceremdaating that the wedding signaled “the

most important event in the history of the Arizdaaitory ... marking as it does the
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westward strides of civilization, practically moves up into the class of metropolis.”
Warner witnesses them ride off together to theldhat Titus always wanted and muses,
“Well, I'd say this territory’s got quite a futur¥.es, sir, quite a future:®™

Arizonareceived plenty of attention in the months leadipgo its premiere,
aided by the support of Governor Robert T. Jon88941941). In March, 1940 Governor
Jones informed Samuel Goldwyn of MGM Studios ofdesire to host the world
premiere ofArizonain Tucson. Beyond the concomitance of hosting tieengere in the
same city as the motion picture’s setting, Govetwres wrote that Tucson would
provide sufficient publicity opportuniti€s® Governor Jones also petitioned the
Postmaster General to establish a post office esite of Old Tucson, complete with a
designated cancellation stamp, a marking usedetatifiy the specific post office from
which an outgoing item originated. In this case, ¢ancellation stamp would pinpoint
Old Tucson, rendering it a marketing technig(fe.

The Tucson Chamber of Commerce naturally wantegtémiere as well. The
Chamber financed the production of 150,000 cusdeizonapostage stamps, requesting
that every recipient use them for outgoing mait teé the state. The Chamber also
requested a days’ worth of mail from the Govern@fce so that they could apply the

“Old Tucson, 1859” cancellation stamp. That way, técipients of these letters might
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notice the stamp and interpret it as an official@sement from the state of Arizoh4.
Governor Jones received 10,000 stamps and astiewé&thamber, “You may count upon
my cooperation in the matter of holding the wortdmiere of ‘Arizona’ in Tucson™"®
After successfully securing the premiere for Novemi 940, Governor Jones
collaborated with the Pioneer Hotel in Tucson tettseveral Southwestern governors in
attending the three-day premiere celebration.l&ttar to the Governor of New Mexico,
Governor Jones informed him that Columbia would fomythe entire trip and offered an
experience where “the city of Tucson will once agake on the appearance of ‘Old
Tucson,’ the Tucson of the swashbuckling, hellirmd860’s.”®° TheHartford Times
reported that Arizona sent out hundreds of inwotadito Hollywood figures, “printed on
genuine Arizona copper® These efforts paid off, as the world premiere epleas
scheduled, attracting 10,000 people and substanédia coverag€? Governor Jones
poured so much into these publicity efforts becdwessawArizonaas a microcosm of
what motion pictures could do for the state. As Wéeaver of the Flagstaff Chamber of
Commerce noted, “I have your letter regarding tlaimg of motion pictures in Arizona

and quite agree with you that it is a very lucratbusiness for our Stat&®®
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The following year, the Governor’s torch passe&itiney P. Osborn (1941-
1948), who spent considerable energy promofingonaatfter its theater release. In the
summer of 1941, Osborn’s office sent out form lstte dozens of theater owners slated
to screerArizong expressing “a good deal of pleasure in extenttingou and to the
people of your City the cordial greetings of that8tof Arizona.” The letters wished the
theater owners and their patrons an evening ot gragartainment and further
emphasized that “this very splendid portrayal ef ¢larly days of my native State ... was
written and filmed in the State of Arizon&* These letters reached at least twenty-five
states, plus Puerto Rico, China and Hong Kong. @aredsborn’s personal letters also
came closest to a review that might indicate how@rans felt about their state’s
depiction in the film. Ironically, whilérizonathematized inward boosterism, Arizona
promoted outward boosterism. In other words, tregatters irArizonaunderstand
themselves in the confines of their own world; frtrair perspective, nobody is watching
them in a theater. What they know is that they ri&g80s Tucson to grow in order for
them to survive. Everyone who lived in the “realdnd, however, saw it as a Hollywood
film project that graced Arizona. Boosters like Osbknew that this particular
production provided good publicity for 1940s Arizon

Despite the lavish opening night premiere and adeypof the Governor’s Office,
Arizonds success did not make Old Tucson an overnigrgagam. In fact, except for a
handful of productions, Old Tucson largely sat va@nd ignored. In 1946, the Tucson
Junior Chamber of Commerce took over the lease fColambia Pictures. The Jaycees,

as the members called themselves, did their bdsgep the set in decent condition,
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relying on volunteers, donations and fundraisingngs. Although the Jaycees kept the
site an active rental facility, not until 1959 d¢idmeone come along and breathe new life
into the park and transform it into one of Tucsamisst popular attractior!§?

Christened, “The Man Who Brought Hollywood to thesert,**° Bob Shelton
expended an incalculable amount of energy promdiagTucson and building
relationships with members of the motion picturencaunity. Born in Columbus, Ohio
Shelton moved with his parents to Kansas City, blisswhen he was one year old.
Spending the next thirty-eight years of his liféadansas City, Shelton established a
career operating a business called Country Cluls@tants. Dubbed “golf-less” country
clubs by Shelton, his company focused primarilffamily activities. As Shelton
explained, soldiers returning from World War 1l ded a place for social interaction with
their families, which Shelton believed he couldvpde with his different take on country
clubs. These clubs also came at a much smalletadasmilies, sometimes ten times
cheaper than other country clubs in the area.ddsté¢ spending thousands of dollars in
membership fees, a family could join for about $26@ pay only $10 a month in dues.
All told, Shelton built about eight of these clubsm the ground up. One of these clubs,
the Golden Spur, featured a western théfhe.

Always a fan of Westerns, Shelton’s experiencé wiese clubs gave him the
idea of building a Western-themed town at both edfdbe Santa Fe Trail, an historic

overland cargo route that extends from MissouNéw Mexico. Shelton already owned
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some land in Kansas City that could have servethtesests there, so he turned his
attention westward. Veering southwest of the oabtrail, Shelton began to consider
Tucson when his friend Jack Goodman, who livedehamanged a lunch meeting with
Arthur Pack, an official of Pima County. Pack esedrShelton out to Old Tucson and
suggested building the western town on this sibeltSn had heard of Old Tucson and
had even been there during the filming of a mopimture, but seeing it years later in this
context it “looked like bombed out Berlin.” Aftelne filming of Arizonaand a handful of
other motion pictures, the production crews esabéyteft the site to ruins. The adobe
bricks used in the original construction, for imgte, had deteriorated because of
prolonged neglect and exposure to the harsh deseronment®®

Shelton admitted that this “wasn’t what | realgdhin mind,” but he thought
about how he could make it work. His experiencédmig country clubs in Kansas City
taught him market analysis, figuring out whetheyare would show up if he built a club
in the community. After spending some time scoufingson to test the viability of a
Western-town attraction, Shelton discovered thataifea received about one million
visitors per year. Sufficient for his purposes, I8rebegan discussions with Pima
County in 1958 and signed the lease in July of 18f9spent the next six months and
$500,000 rehabilitating the site, bringing in ti#$ like water and electricity to
accommodate the tourist crowds he geared Old Tucsward. Shelton recalled that the
site may not have been quite what he was lookingvfeen he came to Tucson, but it

turned out to be “the best thing that ever happgh€dn January 29, 1960 Shelton held
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an opening ceremony for Old Tucson, drawing a croivih,000 people and featuring an
address by Arthur Pack®

From the beginning, Shelton designed Old Tucsaotdorm to Western imagery
long associated with Arizona. When the park fiyg¢med, for example, it offered twenty-
one various attractions, including staged gunfigstisgecoach rides, and train rides.
Old Tucson also featured a Mexican cantina, a gioggt enclave, a miniature recreation
of the Lost Dutchman Gold Mine, and an Apache Indidlage. Despite these
renovations, Old Tucson did keep Ward’s SaloonEnading Post fronf\rizona®?

Shelton also took advantage of Old Tucson’s prevmnnections with the
motion picture business. Shelton posted imageambiis actors around the site, for
instance, informing visitors that John Wayne haskpd through these doors when
filming Rio Bravo(1959). About one month after the opening of Olitgon, a motion
picture producer named Charles Fitzsimons contagbedton. The brother of actress
Maureen O’Hara, Fitzsimons wanted to rent Old Tadsofilm a motion picture he had
in mind. Shelton agreed to rent Old Tucson at $25day, which resulted iDeadly
Companiong1961). O’Hara happened to have John Wayne asrdfrivho later
approached Shelton to use OIld Tucson for filmClintock(1963). Having a personal

connection to such a huge name in the industry @dgdelucson “a boost in both our

190) awton,Old Tucson StudigL6.
191«Boh Shelton” tribute video; Lawtor®ld Tucson StudioL6.
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confidence and our encouragement.” At this poihgl®n started actively courting
Hollywood, for, “If you want bears, you go whereae live.

Thus began a vigorous and prolonged outward bosstenarketing campaign to
attract flmmakers to Old Tucson. Shelton estimé#tas he spent about one week per
month in Hollywood, “knocking on doors” and gettitgknow people in the industry. He
also stayed abreast of motion picture activity égding issues of thdollywood
Reporter(1930- ), a trade publication that included anrmamments for upcoming
projects. If Shelton thought his facilities migla & good fit for a particular production,
he would call the right people and ask them to et@mOIld Tucson, selling them on
Arizona’s sunshine and diverse, natural settingeltSn also advertised in tiReporter
andVariety (1905- ) to convince production crews to film incBon, and when they
arrived, he took out ad space in the local newsgapegenerate community interest.

This local approach met with success, as Tucsomatnsnly visited to see production
crews at work, but also began recommending Old dués out-of-state tourists. To stay
competitive, Shelton kept his prices a little belin going rental rate for a comparable
facility elsewhere. Whenever location scouts camn@rtzona, Shelton would act as their
host, showing them around the area and helping thatoh the settings in their
respective scripts to real life settings. If th@eded something, Shelton offered to help in
whatever way he coufd?

Shelton’s approach differed from previous boosteffgrts, not only because they

used inward boosterism, but also because he hamaote his park discriminately.
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Whereas earlier boosters like thezona Republicamand Romaine Fielding were happy
to promote any local film activity at all, Sheltoeeded to highlight how his park could
accommodate the needs of production companiesdfaired specific Western
elements. Since the elements of the Western gexatéohg before developed a
recognizable pattern, Shelton could pitch his panroducers as the ideal location,
based on a common understanding of what a Wedteuidlook like. This shared view
of Western imagery reinforces its entrenchmentuiblip memory.

Shelton’s marketing philosophy also revolved aropraliding good customer
service that would build a reputation. By maintaghan active presence in California,
Shelton managed to create relationships with paoglee industry strong enough that he
could eventually arrange most of his deals “witteadshake and a telephone c&if.By
immersing himself so deeply in the motion pictuoeneunity, and as a Western actor
himself since 1944 Shelton understood what made them tick and adedaa their
behalf to ensure that filming in Old Tucson wouklthe best possible experience.

This also meant handling problems. Whenever wotagbthat a motion picture
crew was coming to town, for example, surroundingitbesses commonly raised prices
knowing that the crews had little choice but to iy them. As Shelton put it, motion
picture producers want to “get the most they caritfe least they have to pay for it,” and
they recognized when they were getting gouged.t&n&hew how much they resented
this practice and personally reprimanded localress owners for their shortsightedness;

they may make more money now, but those motioupatrews would never come back
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out of spite. They were also likely to brand Tucsasra film-unfriendly place and warn
their colleagues to look elsewhere. Shelton didwentt Tucson to give itself a black eye
and dismantle the reputation he had worked so togbdild >’

Shelton continually made improvements to Old Tudsokeep it looking like the
Wild West. According to Shelton, he tried to be Sagentific as we could” when it came
to creating the look and feel of Old Tucson. Upateang the park, he wanted visitors to
feel like they had stepped back in time one hunglezdls. He acquired a special kind of
soil that minimized dust, ran water trucks up aondi the streets, and sprayed for insects
and other pestS® The production oRio Bravoadded some new buildings, and Shelton
added a new sound stage in 1967, which allowedugtaxh crews to complete interior
scenes and film entirely on-site. Around the same,ta new section of Old Tucson
called Kansas Street came to fif8The great irony here is the level of modern
technology required to simulate the natural rawmésse Wild West.

In this sense, Shelton’s efforts reversed the gufalsizonds boosters. Whereas
Titus and Carteret wanted to produce Arizona’s modeicson, Shelton wanted to
reproduceéArizonds Wild West Tucson. The implication here is tHa¢ Wild West's
value to a modern booster largely came from nastatgulgences and an ability to
manage the environment. Tourists come to a pl&eedid Tucson to experience the
Wild West, but only to a point. They would probaphefer to skip the experience of

warding off giant bugs and using latrines. No oae blame them, of course, but the

197 Shelton, interview.
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matter of comfort is a necessary consideration waneating an entertainment space that
people will want to visit.

At the same time, Shelton had to make sure thaidris would remain an
“authentic” setting for filmmakers to use, mean®@lgl Tucson still had to look like the
stereotypical Wild West town that filmmakers want8telton told a story that perfectly
illustrates the challenge of balancing these ndedbe early 1960s, Shelton decided to
pave over the streets with asphalt because fanusieg) strollers and wheelchairs found
it difficult to maneuver the uneven ground. Asraghing touch, he put down some sand
in an effort to keep the same look. When John Wayneed to flmMcClintockand
noticed the anachronistic landscaping, howeverlt@hguoted him as saying, “Get that
shit outta’ here!” so Shelton tore it all up to ke#&/ayne happ$®°

Shelton also embarked on some more ambitiousqisoje enhance Old Tucson’s
look. In 1964, he bought the small town of Speeahtas and shipped items such as old
furniture to Old Tucson, where he repurposed theffiim props and accoutrements. In
1966, Shelton also arranged to have the props TieenAlamdq1960), a Western starring
John Wayne, sent to Old Tucs@ln 1970, he purchased 19,000 pieces of Western
wardrobe from Paramount Pictures in California. Vakie of a full wardrobe is hard to
overestimate. For a production crew, renting wabrdron-location is much easier and
cheaper than buying or making costumes and trayelith them. On the same trip,
Shelton attended an auction held by MGM Studiogrelne expressed interest in a train

engine, named the Reno, which sold for $150,000y Gvar his budget, Shelton learned
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shortly after that the deal fell through- he hethiat the highest bidder made the deal
while drunk and recanted after sobering up- antdhbaould buy it for $50,000. After
convincing his accountant, who was used to Shdttsdckamamie” ideas, Shelton
bought the Reno. He had already acquired twentg+ilicars from Paramount for about
$10,000 as he recalled, and sold all but six aithdow Shelton owned an appropriately
sized, fully functioning train that he could reatgroduction crews. Shelton also had
plans to run railroad tracks from Old Tucson to Alizona-Sonora Desert Museum, a
distance of approximately three miles. This newne to fruition because the Desert
Museum Board thought that the commotion of a tramild disturb the animals, but
Shelton did manage to lay about a quarter mileawktaround Old Tucson, complete
with a depot®® All of these purchases demonstrate Shelton’s tetifdbolster the Western
look and experience for every visitor to the park.

All of this effort also points to the level of workquired to make Old Tucson
successful. Shelton figures he spent about sixtears a day working at, operating or
otherwise promoting Old Tucséf With 500,000 annual visitors by 1995, Old Tucson
became the most popular tourist attraction in Tncaad the second most popular in
Arizona, only behind the Grand Canyon. Old Tucsad &lso hosted almost two hundred
motion pictures and television shoféFor Shelton, his twenty-five years at Old Tucson
was a euphoric experience and a “labor of loves &ld office used to sit in a building

that overlooked the streets of Old Tucson, ancohdlf reminisced the days of looking
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out his window and seeing famous actors workinguaother project. Shelton’s efforts
made a demonstrable impact on the local communiydad not go unnoticed. One year
for the Fourth of July, for instance, Shelton ageoh a fireworks show and he estimated
that 7,500 people showed up. So many people twutethat Shelton got a call from an
employee of Pima County asking him to keep peaple fparking in undesignated areas,
which damaged the desert landscape. In the lat@s] 8i6e city of Tucson orchestrated a
“Bob Shelton Day” to publicly acknowledge his cabtitions in bringing motion pictures
to the area. The city arranged a big luncheonsthiee awarded him with plagues, and
John Wayne even flew out for the occasith.

But as the saying goes, all good things must cianaa end. In 1985, Shelton sold
Old Tucson to a wealthy businessman who wantedviolgs daughter experience
running a corporation. According to Shelton, Old3en has since changed and gone
downhill. From his perspective, the new owners mrashagement do not have the skills
required to keep motion picture crews coming backi would rather focus on tourists
than bother with accommodating production n€884. devastating fire in 1995 also
destroyed about forty percent of Old Tucson, intigdhe sound stage, Kansas Street
and the entire wardrobe. Although OIld Tucson reedan 1997, it has never quite been
the samé?’ Other factors have also contributed to Old Tucsahanges. Shelton
identified the decline of the Western startinghia 1970s and 1980s, when action movies

like theRambaoseries rose to prominence, but he also believeéshbaVestern genre will
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never go awa$>® Western historian R. Philip Loy shared Sheltorssessment. In the
epilogue ofWesterns in a Changing Amerjdaoy noted, “There is a strong temptation to
declare the Western dead. But that happened sdiraed in the twentieth century, and
the genre always demonstrated its resilience by&iag back into public affectiorf®
The declension of Old Tucson is also indicativéhef diminished impact that can

occur when boosting goes away. The next chaptéexplore the film boosterism of
Arizona’s political system, which followed a similajectory. Starting in the 1940s,
Arizona politicians exhibited a strong interespnomoting the state to Hollywood, a
drive that lasted for the rest of the century. \vittne last few years, however, Arizona
has lost momentum on this front, leaving boosterambling to regain the support that

the state once pushed so hard to effect.

208 ghelton, interview.
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CHAPTER 4
"ARIZONA'S RAINMAKERS"**°
“All of Arizona can benefit from a boost in thelume of film work done here, so all of
Arizona’s resources will be on display in this exged activity.”**

If someone like Bob Shelton could generate so nmigtion picture activity and
goodwill for Arizona, then logically the combinecight of several boosters like him
would multiply this effect severalfold. To expldteat dynamic, this chapter will focus on
political efforts to boost motion picture productim Arizona, from the 1940s to the
present. Unlike inward boosters in the 1910s ar&D49who tried competing with
Hollywood, politically affiliated boosters from theid-twentieth century onward
embraced Hollywood by enticing them to film in Asiza. Thus, these boosters shared
Bob Shelton’s outward boosterism. Like previousandvboosters, however, political
boosters also did not confine their efforts toaating a single film genre.

Beginning in the 1940s, their efforts took two farntegislation designed to
incentivize Hollywood production in Arizona, andvgonor-authorized commissions and
advisory boards charged with shaping public patinyArizona’s film industry. These
latter entities operated interdependently undestate’s umbrella Motion Picture
Development Program (MPDP). Private individuals baodiness owners, like Shelton,
had advocated for increased motion picture actiatynany years because it served their

personal interests. This chapter will demonstrate public interest in economic

219 30hn Stearns, “Napolitano Hoping to Revive Filmn@uission,”Arizona RepublicDecember 16, 2004,
D.2
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Picture Activity,” July 2, 1971, Box 600, Office ttie Governor, RG 1, History and Archives Division,
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development and private enterprise formed an adidhat molded an image of Arizona
as a film-friendly environment. Although the MPDRimately understood their work as
a way to increase revenue, achieving this goaliredwerafting an image of Arizona as a
film-friendly place so that Hollywood producers wiweome. Having an official, service-
oriented body of local industry experts would hieljiild that reputation.

Thus, the conceptual framework for the MPDP folldwiee same blueprint
Shelton used: outstanding customer service thaerfadlywood producers’ lives as
easy as possible for as long as they patronizest#te. Handling bureaucracy, for
example, spared producers the trouble of dealitig an unfamiliar set of laws and
policies. The MPDP’s 1973 activity report explairtbdt its members had “been very
active in providing information, obtaining permisgouting locations and generally
cutting ‘red tape’ for production agenciés*Governor Williams also understood the
importance of providing a convenient single poihtantact, emphasizing that “an
essential goal is the coordination of all efforysame objective entity which will generate
maximum results for those who are directly intezdsh the vigorous growth of
Arizona’s film industry.?*® Customer service also meant putting out the oonasfire
when producers encountered problems or dissatisfad/hile filmingLost Horizon
(1973)in Tucson, for example, producer Ross Hunter cometh “Everybody doubles

their prices,” the same kind of gouging that Shefmund so shortsighted? In other

%12 Report, “Governor’s Arizona Motion Picture Comniiss” June 5, 1973, Box 698, Office of the
Governor, RG 1, History and Archives Division, At State Library, Archives and Public Records.

23 Report, “Governor’s Arizona Motion Picture Comniiss” November 27, 1972, Box 698, Office of the
Governor, RG 1, History and Archives Division, At State Library, Archives and Public Records.

24 «Eilm Maker's Statement About City Called Untruétizona Daily StarJuly 13, 1972, page number
unknown.
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cases, the MPDP informed producers of beneficwas ldnat singled out the motion
picture industry for special consideration. ARSizAna Revised Statutes) § 23-909, for
example, exempted motion picture companies fronmréfairement of securing workers’
compensation through the state of Arizona, givimgn the flexibility of choosing their
own insurancé™ This effort was part of an attempt to persuadelpeers that Arizona
featured a “business climate’ that complementsriii@ral climate *1°

Governor support was also pivotal to success. Asami (Bill) MacCallum, head
of the MPDP from 1976-1994, stated, “If the govaris not supportive of film
production, there is no one to grease the wheedsgdhat assistance is granted’”
Governor support also rippled out to all levelggofernment, creating a statewide
impression of goodwill. Phoenix Mayor Margaret Tartide once wrote to Governor
Castro remarking, “The producers we’ve heard frdragree that they have never
experienced the kind of ‘red carpet’ service thegeive at our City and State levét®

Considering all the effort required by the MPDRésp producers happy, what
did the state get in return? What were the stdkatguistified this kind of program and
merited devoting such energy to rolling out the catpet? The answer was economics:

how much revenue did Arizona stand to gain? Whproduction company came to the

%5 The Industrial Commission of Arizona, “WelcomeAdzona!” no date, Box 526, Office of the
Governor, RG 1, History and Archives Division, Avir State Library, Archives and Public Records.
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state, it could spend millions of dollars in thedbeconomy and pay even more in taxes.
Beyond industry-specific expenditures such as casand microphones, motion picture
production also increased economic activity in thezef supporting industries, making
“the cash registers ring from lumber shops to psinaps to dry cleaners to green grocers
to hotels, motels, bars, restaurants, it goes drari®*® The economic impact of this
additional spending is known as the multiplier effsupporting jobs in the process. One
recent industry analysis report estimated that éfeegry 100 Film Industry jobs in
Arizona, another 182 jobs exist to service and stippe Film Industry.??°

For the first time, outward boosters also emphaisize unique advantage of
motion pictures as a “clean” industry. In essetiuis, meant that unlike other industries
such as mining or factory production, flmmaking diot harm the environment or
require expensive infrastructure and upfront costisereas inward boosters like
Romaine Fielding used “clean” in the context ofzdma’s natural environment,
cleanliness now referred to the film industry its@k the secretary for the Verde Valley
Chamber of Commerce noted, “The Moving Picture &ty is not one that takes our
raw materials out of the state. They leave theineydor photographs of it, and it is a

great means of getting substantial citizens instage.*** Governor Castro also described

motion pictures as a “clean, non-polluting, higherue producing industry in

219 Chris Garifo, “Movie-making business fuels econghdewish News of Greater Phoeniuly 30, 1999,
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Arizona.”™®?? Even theArizona Daily Stareported, “Motion picturemaking leaves a
fortune and takes nothing awa3/> Of course, motion picture boosters outside of
Arizona noticed these benefits as well, ensurirag #rizona always encountered
competition. Every state in the country has hadnatpoint or another, a motion picture
development program established for the same rea3bms, the flip side of the coin was
how much did Arizona stand to lose by falling behather states?

In fact, foreign competition outside the Unitedt8sgumpstarted this domestic
competition. In his insightful essay, communicasigmnofessor Gary Edgerton explored a
“civic boosterism” phenomenon he described as féped appearance of film bureaus
across the United State¥* In the mid-twentieth century, the United Statesezienced
its first major encounter with “runaway productiban effect in which motion pictures
intended for the American market were actually picedi outside the country. High
production costs in California prompted many stadmfind cheaper places to film, and
various European governments during the 1950setffsubsidies to production crews. In
the following decade, many Hollywood studios altbaed a domestic version of
runaway production, looking for less expensive lmees within the United States.

According to Edgerton, once Hollywood left its coocand discovered the advantages of

222 Governor Castro to “All Agency Heads and Direcfor® date, Box 161, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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History and Archives Division, Arizona State LibyaArchives and Public Records.
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filming elsewhere, the states and cities theyetsdetected a lucrative partnership if they
could convince the studios to retdfm.

Arizona certainly recognized the ramifications lokttrend. In 1961, for example,
Governor Paul J. Fannin inquired of Hollywood proeluJoseph di Reda about setting up
a studio in Arizona that would offer visiting pragkrs a base of operations while filming,
rather than hauling their own equipment severablnech miles through the desert. Di
Reda responded that he considered such a studimoft importance to Arizona
because it would counteract “the great exodus fortign lands” caused by the “well-
known fact that since the entire film industry li@seloped and expanded so rapidly it
has practically outgrown both the west and easstcodrom di Reda’s perspective,
establishing a strong motion picture presence woatcnly result in increased motion
picture activity, but also the “expansion and miigma of other industries, into the state of
Arizona.” His urgency came partly from the factttbtates like Louisiana, Texas and
New York had already started addressing this is&tizona needed to keep up or get left
behind??® As former director of the Arizona Film Commissibinda Peterson Warren
remarked, “It's a fast industry and if you canéliver, then someone else caff’”

Runaway production thus created a nationwide ptafigid, and boosters wanted
their respective states to get in the game. THusedid had to figure out a way to craft

their laws and policies in such a way that gavenitla@ advantage over competitors.
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Runaway production also marked a shift in the wayiom picture producers arranged
their priorities. In the first half of the centugyroducers made decisions on where to film
based primarily on the geographical virtues ofltdmation itself, followed by cost
considerations. Runaway production demonstrateidptioglucers altered these priorities,
rendering cost an increasingly important faét8iThe “authenticity” that producers like
Romaine Fielding and Robert Shelton valued so kigblv played a diminished role. Of
course, this does not mean that cost represergaohtly factor. Personal relationships on
more than one occasion secured a motion pictujegirimr Arizona and promotional
efforts never eschewed the physical remarkablevietse state as a selling point.

Given the emphasis on attracting Hollywood produgtoutward boosterism
constituted the MPDP’s overall mindset. These lmssipent relatively little energy
trying to keep producers in-state permanently;aiathey seemed much more interested
in establishing a steady flow of visiting producti€ertainly Arizona has had its share of
local production studios. Some of the earliestudelthose discussed in chapter two, the
Arizona Motion Picture Company, Arizona Motion Riats, Inc. and Cactus Films.
Many more formed over the course of the twentietftary, including Old Tucson
Studios, Apacheland, Cudia City, Southwestern Retidlos, and Hollywood in the
Valley. The MPDP did not necessarily need to adseitb local studios, however,
because these were already in-state. Still, the MBIO not downplay the value of local
infrastructure and consequently took a utilitagaproach, imploring everyone to chip
in. Even before the MPDP increased its activitytstg in the 1960s, some Arizona

legislators tried to do their part.
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One of Arizona’s most significant attempts to plagsslation specifically
designed for motion picture promotion, House Bill(@941), occurred under Governor
Osborn. Introduced as, “An act, relating to mofaictures, and providing for the
encouragement and regulation theredf,the bill’s sponsor, Representative Roy A.
Williams, noted that few in the legislature undecst the motion picture industry; so he
prepared an outline to guide them through thefjaation for, and major provisions of,
the bill. Williams first explained that forty-onedal businessmen spent over two years of
preparatory research surveying the “motion picpossibilities in Arizona.” After this
process that included interviewing producers, ttoeig concluded, “Arizona was
neglecting one of its most effective sources ofamatl advertising-the motion picture.”
Williams also noted that other states like OhioM\¥ork and Florida had already signed
similar legislative efforts into law, and pointedtahat H.B. 90 gathered the most
effective provisions from these laws to createltbst of all worlds. Williams predicted
that H.B. 90 would annually generate an additié%amillion in the local econom3?°

Williams’s stated impetus for H.B. 90 came from thalization, “During the past
few years motion picture production has increaseflrizona.” For a variety of reasons,
ranging from the state’s low production costs $adiverse scenery, Williams believed
that, “Arizona is a motion picture producers [pakradise.” Immediately after this setup

the pampbhlet identified the bill’s ultimate purpose

22 journal of the House of Representatives: Fifte¢miislature of the State of Arizo(fhoenix: Sims
Printing, Co., 1941), 115.
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BUT WE HAVE NEVER MADE A CONCERTED STATE-WIDE EFFORT TO WELCOME AND

ENCOURAGE MOTION PICTURE PRODUCERS TO COME TO ARIR@ OR TO HAVE ANY

PART OF THE INDUSTRY PERMANENTLY LOCATED HERE-"

This acknowledgement for the need of state suppadine fulcrum for all future motion
picture boosting in Arizona’s political structuMhereas many previous boosters
enjoyed success in a variety of endeavors, theynbadr enjoyed the kind of statewide
support alluded to in H.B. 90. Enough film activityw caught the state’s attention, and
those in the legislature moved to literally maketioropictures Arizona’s business.

In order to increase the number of motion pictun@sle in Arizona, H.B. 90
proposed a fairly simple organizational structlitee bill authorized one salaried
position, the Director of the Division of Motiond®ures. Appointed by the governor and
serving under the defunct State Resources Boad)ittector’'s primary responsibilities
included location scouting, securing permits, sey\as the “face” of Arizona as a single
contact point, and distributing information on tvantages of filming in Arizona. As
Williams explained, “The motion picture companiedi mot come here and make our
advertising material for us, but they will usefitve supply it to them as other states
do.”*?While H.B. 90 implied that it might establish soineal permanency to
Hollywood’s operations, the Director’s responsii® primarily involved facilitating the
needs of visiting productions. Speaker of the Hpdames R. Heron, assigned H.B. 90 to

the Committees on Education, Ways and Means, &ugjand Efficient Government,

before it, “Died on the House calendat*Nevertheless, its proposal to designate
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boosters who shared a relationship with state gwwent indicated a model that Arizona
would employ for the rest of its history.

The most significant advances in this model occuweder the Governorships of
Jack Williams (1967-1975) and Raul Castro (19757)9The runaway production that
created fierce competition within the Unites Stggesmpted boosters in Arizona to
reimagine its motion picture development programmugti-year effort that built a new
foundation. The records are incomplete, but pietoggther accessible information
yields a fairly clear view of the MPDP’s evolutiofhe exact date of its inception is
unknown, but two pieces of evidence narrow it doWwme first is a 1940 letter to a
Hollywood producer who chose Flagstaff as the locafor his next production.
Governor Robert Jones informed him that Leo Weagered on the Arizona Motion
Picture Advisory Board and “will provide anythingly can reasonably ask for.”
Governor Jones also wished the producer a “pleasahprofitable” experience, and
offered help if he needed to “iron out any diffites which may arise®®*

The second piece of evidence is a 1971 reportteghe Speaker of the Arizona
House of Representatives, Timothy A. Barrow. Thekigeound section of this report
stated that “the Governor’s Motion Picture Comnassi.. has been the liaison between
the motion picture industry and the state for ntben three decades.” The report further
solicited Barrow for his support with the developrhef a “New Cooperation Between

the Film Industry and State Governmefit”

234 Governor Robert Jones to Cliff Broughton, Octo®@r 1940, Box 13A, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

235 Timothy D. Hayes to Timothy A. Barrow, March 18711, Box 600, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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This new cooperation showed signs of blooming dy ea 1967. Arizona state
Representative Richard Bailey and Arizona stateaterKenneth Cardella delivered a
memo to Governor Williams urging him to consides,tfCreation of a body specifically
orientated to [the] development of the Movie Indy&h our State.” To get the discussion
going, they offered some suggestions for whathibdy might look like, which ought to
function as an “entity unto itself,” not a subconttee, with “immediate access to the
Governor.?*® By 1968, Governor Williams had appointed four menstto what he
called the Arizona Motion Picture Commission, withm Chauncey of KOOL AM-FM
TV serving as Chairman. Governor Williams concetihed the exact function of the
Commission at the time remained unclear, and acladged the fallout that might ensue
if he replaced too many existing Commission membm@rs/ant of “new blood.” For
these reasons, Governor Williams opted for a slesvsieady approach in choosing new
appointees and designating specific woYkTwo specific events catalyzed change.

First, Arizona’s motion picture producers revedieat they perceived the existing
Commission as inconvenient and ineffective. In 194thothy D. Hayes of the Arizona
Department of Economic Planning and DevelopmentiDEsent a letter to Governor
Williams reporting on a meeting “which had an dicandidness which was close to
brutal.” Local producers, for example, felt thataDhcey underperformed in his services
and that they had received such complaints fronn Hhalywood colleagues. As a result,

few of them wanted to deal with the CommissionllafTae local producers also wanted

2% Richard Bailey and Kenneth Cardella to GoverneckJ&illiams, October 12, 1967, Box 490, Office of
the Governor, RG 1, History and Archives Divisidmizona State Library, Archives and Public Records.

%7 Governor Jack Williams to B.V. Sturdivant, July, 1868, Box 490, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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new Commission members and a designated liaisomeaee who would stay in contact
with the Hollywood crowd and direct projects to Zona. They also expressed an interest
in collaborating with the state government, buttel not “feel that the Commission
alone is the vehicle for doing s&*®

Second, the matter of interstate competition didescape the attention of
outward boosters. In 1971, Chauncey received er liekentifying the “battle’ for
production” Arizona had on its hands, attached boiradle ofVarietyarticles that
spotlighted the efforts of states like New Mexicw &lorida in “wooing” Hollywood®
Bob Shelton also sent similar news stories to GaweWilliams, hoping that these would
get his attention and start to “build a fire under own commission.” Shelton did not
want Arizona to stand by while other states tapgped‘Golden Goose*° Neither did
Governor Williams, who had previously assured aceomed associate of the Arizona
Screen Actors’ Guild, “Arizona does not intendébthe film industry be captured away
from us and my office stands ready to help in aay that it can.***

Other boosters also emphasized the need for Ariolevel the playing field.
The President of Southwest Productions in Careffisged suggestions for the makeup

of the new Commission, emphasizing that Arizon&i®é is now and each day that we

238 Timothy Hayes to Governor Jack Williams, Octob@y 2970, Box 600, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

#39B.V. Sturdivant to Tom Chauncey, September 251180x 600, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

240 Art Ehrenstrom, “Arizona Pushed as Film Locatioftizona Daily StarJanuary 14, 1971, in Box 600,
Office of the Governor, RG 1, History and Archiv@isision, Arizona State Library, Archives and Publi
Records.

41 Governor Williams to Joanne Smith, December 10019Box 526, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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waste in not preparing a campaign for the state facsales standpoint, we lose
ground.?** A member of the Arizona Screen Actors’ Guild semiemo to Arizona
Senator Douglas S. Holsclaw, providing a sevengeent list of specific services New
Mexico offered to Hollywood producers. The memoeshdith the charge, “Is Arizona
going to sit by for the want of a little money, amgzation and action and permit this
lucrative economy to go elsewhere, Arizona has ashnif not more to offer® It

would be a shame, from this perspective, if Ariztos production only for lack of effort
to secure it. A positive reputation based on agivesnarketing could go a long way in
convincing Hollywood to choose Arizona over its qmetitors.

Efforts to revamp the Commission not only reachedli¢gislature, they also
received legislative support. A 1971 press relegtailed a proposal in which
Representative Sam A. McConnell stressed, “The ¢@mpetitive business, and we
have got to compete with other states.” In the sefease, Representative Barrow also
supported this proposal and urged that “we needki® some constructive steps to gain
an even greater share of this clean and creatmeoacic development for Arizona. We
think the answer to realizing this potential resta partnership, of dollar and action,

between state government and the film and hogyiialiustries in the state.” This came

with a recommendation to create the position ofidtoPicture Development

2 Thomas H. Brodek to B.V. Sturdivant, January 272, Box 652, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

#3Frank L. Kennedy to Senator Douglas S. Holsclawdate, Box 600, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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Coordinator within the DEPD. Fred Graham, who hexently stepped down as manager
of his own Arizona-based Graham Studios, acceptisdbsition?**

These gears that had been set in motion yearsebefitminated in a “'state-wide
machinery for extending full cooperation to thodsowvish to take advantage of our
attractions and facilities**> On June 19, 1972, Governor Williams signed Exeeuti
Order 72-2, which provided for the creation of A&r&zona Governor’s Motion Picture
Commissiorf*® The following year, Executive Order 73-6 overrake previous version
and changed the name to the Governor’s Arizona Edmmmission to reflect the
importance of television and other smaller projéttghe Order’s official rationale and
provisions provide concrete information regarding Governor’s understanding of the
best way to attract motion pictures within the podil structure of the state. E.O. 73-6
outlined three reasons for its necessity:

WHEREAS it is believed that through the cooperative, corad and unselfish

efforts of both public and private interests inZama, the motion picture industry
could be developed as a major sector of Arizonecmemy; and

244 35am A. McConnell and Timothy A. Barrow, quoted$tate Government, Private Film Industry to Join
in Substantial Effort to Attract Motion Picture Agty,” July 2, 1971, Box 600, Office of the Govenn
RG 1, History and Archives Division, Arizona Stafibrary, Archives and Public Records.

245 «Fact Sheet Press Conference Announcing Goverdgiz®na Motion Picture Commission,” Statement
by B.V. Sturdivant, September 12, 1972, Box 652id®fof the Governor, RG 1, History and Archives
Division, Arizona State Library, Archives and PubRecords.

246 Executive Order 72-2, “Creating the Arizona Gowets Motion Picture Commission,” issued June 19,
1972, accessed June 20, 2014 at
http://azmemory.azlibrary.gov/cdm/singleitem/collen/execorders/id/563/rec/9

247 The advent and popularity of home television vieyafter World War Il meant that motion picture
development shared its focus with this growing farnin Arizona’s case, the MPDP recognized the

importance of these other productions as early9@8.1See “A Commentary to the Governor’'s Motion
Picture Commission from the Motion Picture Advis&gard,” August 9, 1973, Box 698, Office of the
Governor, RG 1, History and Archives Division, Avir State Library, Archives and Public Records.
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WHEREAS the need for a team effort is recognized andttieefforts of all
interests be channeled in a productive and antefeemanner essential to
success; and

WHEREAS it is desirable to establish an official, fornmadtitution and procedure
within the state government to accomplish thesecamts**®

Capped at ten Governor-appointed members, the Cssioniwould make policy
recommendations, develop strategic plans, eduegigldtors on the advantages of
motion picture activity, and review budgéts The budget for the MPDP remained
relatively small, but it did increase in the yekading up to E.O. 72-2 and beyond. In
1969, the Commission had no budget whatso&Jén. 1971, however, the Arizona
legislature approved an appropriation of $50,00ti¢&oDEPD “specifically earmarked
for attracting and serving motion picture produgaesining location work,” and an
additional $25,000 of general supp®ttFor fiscal year 1973-1974, the MPDP had a
budget of $78,100, decreased from $100,800 byethislature to prevent the
Commission from spending taxpayer money on adwegti$ut the MPDP sought to
recover the discrepancy from elsewhere in the DEPD.

Because of its high responsibilities, Governor \Afilis took the task of

appointing members to the Commission and Advisagr8 mindfully. Members would

248 Executive Order 73-6, “Creating the Arizona Gowets Film Commission,” issued November 30,
1973, accessed May 11, 2014 at http://azmemorgraryi.gov/icdm/ref/collection/execorders/id/570

29 bid.

20 v, Sturdivant to Roger M. Hoskins, June 5, 1988x 490, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

1 press Release, “State Government, Private Filmsiing to Join in Substantial Effort to Attract Manti
Picture Activity,” July 2, 1971, Box 600, Office ttie Governor, RG 1, History and Archives Division,
Arizona State Library, Archives and Public Records.

%2 Frank Sackton to Governor Williams, August 28, 398ox 698, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.
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need the talent to fulfill their duties, includitige ability to give a positive impression on
behalf of the state of Arizona. As appointees, meee, they directly reflected on the
Governor himself, “with his ‘image’ the focal poiat all campaigns implemented to
attract additional production to Arizon&® Sturdivant stressed this point in a letter to
Governor Williams, explaining, “The dignity of Jakilliams and your office is the
most powerful thrust that we have in attainting objective and at no time can it be
treated in a cavalier fashiof®* Governor Williams shared this recruitment phildspp
and told the inquiring President of the Arizona &enWilliam C. Jacquin, that “we need
names that can impress the biggest names in tleesgs’ Actor Dick Van Dyke
received an invitation to serve on the Commissioninstance, but turned it down.
Media mogul Hugh Downs, however, accepted.

As he campaigned to establish a full CommissionjeBmor Williams described it
as “a top level policy clearing house for coordingtfilm production activities
throughout the staté® One week earlier at a press conference, a Cononissémber
stated that the group, “from a membership pointiefv, is by far, the strongest in the

nation. Those serving are not only leaders in trempective fields, but also are dedicated

253 Report, “Governor's Arizona Motion Picture Comniiss” November 27, 1972, Box 698, Office of the
Governor, RG 1, History and Archives Division, Avim State Library, Archives and Public Records.

#4B.V. Sturdivant to Governor Jack Williams, DecemBg1972, Box 652, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

2% Governor Jack Williams to William C. Jacquin, Sepber 15, 1972, Box 652, Office of the Governor,
RG 1, History and Archives Division, Arizona Staferary, Archives and Public Records. Williams did

not reach out specifically to Van Dyke and Downtheut reason; both had strong connections and homes
in Arizona. In fact, Van Dyke filmed@he New Dick Van Dyke Sh@®971-1974) in Carefree, Arizona.

2% Governor Jack Williams to William A. Small, Jre@ember 19, 1972, Box 652, Office of the
Governor, RG 1, History and Archives Division, Avir State Library, Archives and Public Records.
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to the proper development of Arizon&>* Governor Williams later prepared a
complementary report which went into greater detbdut the program as a whole, the
culmination of years of development and discussagarding the best approach to
securing more motion picture activity in Arizonan€elreport identified all ten members,
now chaired by B.V. Sturdivant, who actively serwedhe Arizona chapter of the
National Association of Theater Owners (NATOJThe report also identified the

MPDP’s organizational structure, recreated verbatithe following chart:

Governor’s Arizona
Motion Picture
Commission

(members directly
responsible to the
Governor)

Arizona Department of

Motion Picture Advisory Economic Planning &
Board Development
(Input from representatives (Output- Execution of policy
of industry in Arizona) and programs-clerical-

research files)

Executive Director

(Arizona implementation of
production development
program)

Out-of-State Liaison

(Public relations-production
liaison)

7uFact Sheet Press Conference Announcing Goverdgizona Motion Picture Commission,” Statement
by B.V. Sturdivant, September 12, 1972, Box 65Zic®fof the Governor, RG 1, History and Archives
Division, Arizona State Library, Archives and PubRecords.

8 4profile of a NATO Leader,” October 1967, Box 5%9ffice of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.
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Bob Shelton had served on the old Commission, bdtdnsitioned to President of the
Advisory Board; in order to avoid conflicts of inést, a new provision in E.O. 73-6
barred anyone who could personally profit from motpicture activity from serving on
the Commission. As the report noted, Robert G. Wioitdandled the duties of the
Planning & Development Department’s Executive Dive€>® The suggestion for a
liaison made years earlier by local producers sevithe drawing board, but the position
remained empty for years on advice to first idgrthie mission, budget and benefits of
the liaison position before pushing to filFf Tellingly, E.O. 73-6 retained the core
structure of the Commission and Advisory Board tharated since 1940.

Under its new directives, the Commission went tokaan various projects. One
strategy involved creating mailing lists fArizona Highway41921-1922, 1925- ), a
magazine that advertises the picturesque outdd@sazmna. Commission members
reasoned that gifting annual subscriptions to Hatlgd producers and executives would
bring to their attention the advantages of filmingArizona. This strategy dated back to
1969, when Sturdivant sought assistance from thDEtating, “It was our unanimous
belief that this highly attractive publication, deated to the dissemination of information
relating to the beauties of our state, would habergeficial impact in obtaining more
production units for Arizona.” Because “severatompetitive states are implementing

vigorous campaigns to attract motion picture proidadn their areas,” Sturdivant felt

29 Report, “Governor’s Arizona Motion Picture Comniiss” November 27, 1972, Box 698, Office of the
Governor, RG 1, History and Archives Division, Aim State Library, Archives and Public Records.

20 Frank Sackton to B.V. Sturdivant, April 19, 19Bx 698, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.
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that this mailing list would keep Arizona competit?®* By November, 1969 the
Commission had completed a list of over four huddrames that they hoped to reach in
time for the Christmas issue of the magaZfién 1972, the Commission continued this
practice and Governor Williams sent out a welcoettet to recipients, reminding them
that “this office, at all times, is eager to extehd full cooperation to you, when feasible
and appropriate, in providing whatever film requients you might have in our Stat&®
The DEPD also approved a series of advertisemesdted by Jennings &
Thompson Advertising. For the 1972-1973 fiscal y#ae campaign called for ad
placement in trade publications suchvasietyand theHollywood ReporterThe first
series of ads banked on the name of Fred Grahawdtion Picture Development
Coordinator in the DEPD. One ad declared, “Fredh@nalikes to work with cinema
people” and guaranteed “understanding, speedyppairservice” for whatever a visiting
producer needed. Another ad promised, “Freddietswm. Ask him anything about
Arizona-as long as it's about the movies!” A thad headlined, “Fred Graham asks when
you want the sun to come o’f* At heart, these advertisements offered upstanding
customer service to producers and a promise tegtwiould be met by somebody

knowledgeable about their own trade. Jennings &penn continued their services and

%1 V. Sturdivant to Roger M. Hoskins, June 5, 1988x 490, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

%2V, Sturdivant to Tom Chauncey, November 21, 1% 490, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.

283 Governor Jack Williams to Phil Karlson, DecemHled72, Box 652, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

%4 Jennings & Thompson advertisement copies, Box @8fice of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.
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submitted a new advertising campaign for the 199841fiscal year. Three ads in
particular challenged Arizona stereotypes that smdg must have believed Hollywood
producers held. All three ads began with “Arizasdt just ...” followed by “cowboys
and Indians,” “desert,” and “sunshine,” respecivélithough the Commission requested
revisions that leveraged the weight of the Goveasotheir primary focus, these ads do
demonstrate a good faith effort to capitalize oizdma’s asset&

These ads also rekindled the tension that pre\noosters experienced during
Arizona’s early statehood. The Phoenix Chamberarh@erce, for example, used
locally produced motion pictures to demonstratedma’s urbanization and
technologization, hoping this would convince Easiarestors to bet on the state.
Arizona Motion Pictures, Inc., however, contractegroduce films that emphasized the
stereotypical Wild Western imagery and themes tbetan chapter two. Romaine
Fielding played both sides, filming significanttstavents for the Chamber while
producing films of his own that employed Arizonaatural landscape as a trademark of
his products. Like Fielding’s strategy, the Jensi8gThompson ads attempted to have it
both ways, since the purpose of the ads was tacatis many Hollywood productions as
possible. Thus, by using the word “just,” the aldgneced that Arizona had modernized
beyond its stereotypical iconography without abanialp it. That way, whether
Hollywood wanted a modern or Wild Western lands¢c#sezona could provide both.

The effectiveness of these ads is difficult to diignbut activity reports shed

some light on their impact. The 1973 activity rdptor example, noted that the MPDP

25 Copies attached to: B.V. Sturdivant to GovernakJ&illiams, August 29, 1973, Box 698, Office oéth
Governor, RG 1, History and Archives Division, Avim State Library, Archives and Public Records.
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had received many requests for new projects ariddparoximately 100% of these
inquiries has been prompted by advertising sed¢ndrvarious trade papers” that ran the
Jennings & Thompson ads. Encouraged, the MPDP eté¢idcontinue advertisirf§®

In addition to trade advertising, the MPDP madespthublicity efforts. Governor
Williams, for example, declared the first week girA\ 1972 as, “Arizona Motion
Picture Week.” To celebrate, Governor Williams agad a luncheon on “Arizona
Motion Picture Day,” an evening of screening fambinss designed to “serve as an
informational and entertaining day for key offigahroughout the state.” Although the
memo listed no specific names, it did state thdtyood figures who contributed to the
motion picture clout of Arizona would atteAd.This luncheon underscored the
Governor’s support and his understanding that tiéigal powers of the state needed to
know about the contributions that film made to Ana; it also served as a public
relations event by providing state officials thgoogunity to extend their goodwill to
some of Hollywood’s upstanding members and learrerabout their trade.

Of course, not all of the MPDP’s activity ran sntdgt As expected from any
diverse group of individuals tasked with workingéther as interdependent entities,
several members did not get along and stirred fsignit controversy. In 1972, for
instance, the Advisory Board submitted a repothtoCommission, “highly critical of its
present modus operandi.” The heart of the compéppeared to be based on the

contention that it had done a poor job of advergsiThe DEPD allegedly did not bother

%% Report, “Governor’s Arizona Motion Picture Comniiss” June 5, 1973, Box 698, Office of the
Governor, RG 1, History and Archives Division, Aim State Library, Archives and Public Records.

%7 Draft memo, Governor Jack Williams, William Jaagaind Timothy A. Barrow, no date, Box 764,

Office of the Governor, RG 1, History and Archiv@isision, Arizona State Library, Archives and Publi
Records.
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seeking counsel from the Advisory Board despité tthecades of combined experience
and expansive networks, and motion picture projeassed through the state without any
mention in local media. The report reminded the @ussion that the motion picture
industry “has provided an invaluable advertisingplity and public relations impact.
The image and grandeur of our magnificent statedbbas repeatedly projected
throughout the world.” The report concluded, “Therests a philosophical difference
between the Governor’'s Motion Picture Commissiod @@ Advisory Board concerning
the state motion picture organization” and suggesterging the two together, ostensibly
to make the MPDP more effective but probably alksa avay for the Advisory Board to
get its hands closer to the steering wi&%l.

The report hinted that the philosophical differestmmed from a gap between
the private market and government. The report sstggehat the members of the
Advisory Board conceived of their roles akin tomurg a business, which meant
aggressive marketing and publicity, annually spegdihousands of dollars to attract the
film business as a matter of private enterprisg.’tlids “trial and error” method at
personal expense, the Board members argued thyah#deearned the most effective
means of promoting the state to the film induséyzona’s filmic presence could be
much greater if only the Board were more invol¢&drhe implication here is the

ignorance of the government side of the MPDP.

28«p Commentary to the Governor’s Motion Picture Quission from the Motion Picture Advisory
Board,” August 9, 1973, Box 698, Office of the Gmar, RG 1, History and Archives Division, Arizona
State Library, Archives and Public Records.

289 |bid.
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Reacting in frustration to the report, Governor l\&fhs told his special assistant
Frank Sackton, “This boil continues to grow,” arstked him to review the report and
make suggestions on what to do about it. Sacktbeesjuently advised Governor
Williams that he found the report “not of much valu‘internally inconsistent and
written with disregard to fact.” According to Sacit the report grossly overstated the
value of the motion picture industry to Arizondyneg on “‘words of art’ rather than
hard statistics.” For Sackton, $10 million in reuergenerated annually by motion
picture activity constituted “such small return’t the claims the Advisory Board made
about Arizona’s potenti&l’® Whether $10 million counted as a “small returninsome
sense a matter of perspective, but Sackton didraisty point out that the onus should
have fallen to the Advisory Board on proving theritseof their recommendations. The
Board clearly wanted more action, but Sackton bellethat the Commission needed to
appropriately scale its efforts, a small investnterthatch the small return. Although it
did not do so, the Board could have easily coudtérat Arizona’s film industry was
small precisely because the Commission put int8e &ffort, thus creating an accusatory
vicious circle. Like the tension between overcomangl preserving Arizona’s
stereotypical imagery, this exchange demonstratgsibosterism took many different
forms. Even within the same state program, its nemtisagreed about the best way to
attract the film business to Arizona.

Despite such troubles, the MPDP produced manyipes#sults and became a

personal highlight for Governor Williams. In higdél year in office, he reflected, “One of

270 Frank Sackton to Governor Williams, August 28, 398ox 698, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.
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the most rewarding aspects of my eight-year teagr@overnor has been the
development of a better rapport between the SfaAeirona and the Film Industry*™
When Governor Castro took office in 1975, he taukatives to continue the
MPDP. In a letter to Bob Shelton, Governor Casétayed that he had visited
Hollywood, where a manager at Universal Studiossativhim that “if Arizona wants to
be in the ‘movie industry ball game’, it would b&sential that strenuous efforts be made
to establish communication with top managemenhefrhovie industry in the Hollywood
area.” Governor Castro wanted to “revamp the caifien industry commission,” which
would require the assistance of private industigabse the state would provide no
funding for marketing/? To Shelton, Governor Castro’s personal visit spalemes for
how Hollywood producers perceived the value that@ma placed on their industry. “As
sophisticated as Hollywood people appear to beyidied, “they are nonetheless
impressed with the fact that the Chief Executiv@def of a state the size of Arizona

pays a visit.2"®

If Arizona kept courting Hollywood, they would aomue to respond.
On December 14, 1976 Governor Castro issued ExecOtider 76-11, which

created the Arizona Governor’s Motion Picture artvigory Board’’* E.O. 76-11

21 Governor Jack Williams to John Doe, no date, B&4, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

272 Governor Raul Castro to Bob Shelton, May 13, 188 32, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.

23 Bob Shelton to Governor Raul Castro, May 2, 18 32, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

274 Executive Order 76-11, “Creating the Arizona Gawets Motion Picture and Advisory Board,” issued
December 14, 1976, accessed May 19, 2014 at
http://azmemory.azlibrary.gov/cdm/ref/collectiorgerrders/id/609. The following year, Executive Qrde
77-11 made minimal amendments to E.O. 76- 11, péitinig the specified number of board members and
the minimum requirements for establishing a quoatitheir meetings. See Executive Order 77-11,
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superseded the version that Governor Williams aitéd and Governor Castro
personally accredited this decision to his behat t'‘the motion picture and television
industry is a major contributor to the economyta state of Arizona®*” In effect, E.O.
76-11 retained the spirit of its predecessorsjtlalso made revisions. The new Advisory
Board essentially absorbed the duties of the olehi@ission, which is not mentioned in
the Order. The Hollywood liaison position also giseared. The Advisory Board’s
relationship to the Office of Economic Planning @&elzelopment (OEPB}® remained

the same. Under E.O. 76-11, the modified orgaroratistructure looked like this:

Governor’s Office

Arizona Governor's Office of Economic
Motion Picture Planning &
Advisory Board Development

Executive Director

“Creating the Arizona Governor's Motion Picture ahdvisory Board,” issued January'1,71977,
accessed May 20, 2014 at http://azmemory.azlitgawycdm/ref/collection/execorders/id/512

27> Governor Raul Castro to Arthur Loew, Jr., Januey1977, Box 161, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

278 At some point during Governor Williams's tenuristentity received a name change from
“Department” to “Office.” The remaining narrativellxconform to this change.
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One the same day he issued E.O. 76-11, GoverndroCasdd the “first statewide
conference on Economic Development and the Motiotufe Industry.” Here Governor
Castro formally announced his intentions to corgithe MPDP as a significant
contributor to the economy, and outlined his vidi@nnew innovations. He encouraged a
“sharing of ideas” that would “set the stage farser and more effective communication
and cooperation” between all parties involved iaremnic developmerft.” To that end,
only eleven people sat on his Advisory Board, gdsinom the thirty-three who served
on its counterpart under Governor Williams. Onlsethpeople, including Shelton,
retained their positior€2 This concern for efficient downsizing places thimmation of
two bodies by E.O. 76-11 in better perspective.

Governor Castro also considered Arizona particylarépared for a surge in
economic growth. At the time the state enjoyed lmemployment, a high growth rate
and no debt. He estimated that Hollywood producsipent $25 million in the last decade
and he wanted even bigger numbers. Still, witlolhese advantages and optimism,
Governor Castro also knew that Arizona had to ramagilant in order to maintain
positive relationships and forge new ones. He oaetl his audience that “being leaders
doesn’t make our jobs any easier. It's a toughlehgk to maintain our leadership,

especially since we have 49 other states tryirgy@wtake our leadership role.” To instill

2'" Governor Raul Castro, “Welcome to Economic Develept and Motion Picture Conference,”
December 14, 1976, Box 84, Office of the GoveriR, 1, History and Archives Division, Arizona State
Library, Archives and Public Records.

278 Derived from a comparison of two rosters. See “Rhigona Governor's Motion Picture and Advisory
Board Members Mailing List, January 3, 1977, Bot 16ffice of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records, and “Arizona Motion Picture
Advisory Board,” no date, Box 764, Office of the&onor, RG 1, History and Archives Division, Arizon
State Library, Archives and Public Records.
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confidence, Governor Castro wanted everyone “adsafreny continuing deep interest in
motion picture development, and in economic devaleqt, and in all programs which
further these two goals. Your efforts have my sulpport and backing”

Because Governor Castro understood how much cotmopetirizona still faced
in this endeavor, he further solicited help frorheststate institutions and asked if he
could count on them to serve as goodwill ambassadowisiting producers. In a memo
addressed to the directors of various state agerfoeexample, Governor Castro pointed
out that motion pictures brought in millions of Bo$ into the economy every year and
that his personal visits with Hollywood producens@uraged him that they all viewed
Arizona fondly. Using this as a foundation, Gover@astro asked his agency directors
to assist in making the industry gré#.In an address to the newly appointed members of
the Advisory Board, Castro reminded them that hetedArizona to remain a contender
in attracting Hollywood productions, but that otlséates “are also courting this industry
for the same reasons. As the competition for theiendollar grows, so must our efforts
if we are to remain competitive.” To Governor Casthis required collaboration
between government and private enterprise. “Workoggther,” he reasoned,” | know
we can and will develop the motion picture ... indysts a major contributor to the

economy of Arizona®!

219 Governor Raul Castro, “Welcome to Economic Develept and Motion Picture Conference,”
December 14, 1976, Box 84, Office of the GoveriR, 1, History and Archives Division, Arizona State
Library, Archives and Public Records.

280 Governor Castro to “All Agency Heads and Direcfor® date, Box 161, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

21 Address by Governor Raul Castro to Arizona Govesnidotion Picture and Advisory Board, January
31, 1977, Box 161, Office of the Governor, RG 1stHiy and Archives Division, Arizona State Library,
Archives and Public Records.
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Even before Governor Castro issued E.O. 76-11cteslaon ways to attract more
production to the state. He continued the praaifamailing out free subscriptions of
Arizona Highwaysfor example, to those considered viable contactiiture
production. By this time, the MPDP had sent outssuptions for five years and
observed that “we receive many favorable remarksittthe magazine when producers
come here to film.” Even though the missiondizona Highwaysvas never explicitly
to promote Arizona as a filming location, the MPER#ew that it could easily lend itself
to this auxiliary purpose. This technique did gatlygh some changes as well. In 1975,
the MPDP cut the mailing list by about one hundrathes after an evaluation revealed
“that there were many people on the old list theteanot good prospects for Arizorf4>
A shorter list, therefore, would allow the MPDPféaus better attention on more
promising projects and develop those relationseyss deeper.

Governor Castro also endorsed a successful MPDesefpr grant money from
the Four Corners Regional Commission to print 6,€8@ies of a brochure titled, “Film
in Arizona.” Because, “The motion picture promotimusiness is highly competitive and
highly lucrative and requires promotion of the feghcaliber,” the MPDP felt that such a
brochure would allow Arizona to “up-grade its sat@siship efforts by developing more
effective sales tools,” and educate Hollywood piasts on the state’s entire scenic

landscapé®

282 Bj|l Kane to Brent Brown, December 18, 1975, B& Bffice of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

283 Keith M. Dotson, “Evaluation of Incoming Propodachnical Assistance and Demonstration Projects,”

November 15, 1976, Box 84, Office of the Goverig 1, History and Archives Division, Arizona State
Library, Archives and Public Records.
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Correspondence to the Governor’'s Office demonsirdite positive response
toward the MPDP’s personable customer service Whllis, for example, traveled to
Arizona to scout locations for an upcoming Univé&adios production starring John
Wayne. He wrote to Governor Castro to thank hintlierhelp he received from Fred
Graham and Bill MacCallum, noting, “I felt | shouldite to tell you what a pleasurable
experience it was and how efficiently and profesally these two gentlemen conducted
themselves®* Sheldon Schrager, an associate producer from QGuduRictures also
showered Arizona with praise. He had previouslyt $tar motion pictures in Arizona to
great satisfaction and, “This one was even beti@.Graham and MacCallum’s credit,
Schrager testified to the “overwhelming amount@dmeration we have received in your
State ... all that was necessary was one telephdin® e@ahieve any necessary help.”
Schrager concluded his letter by stating, “You barsure that | will endeavor to bring
another picture to your great State as soon ashi@48* Another producer, Ranveer
Singh, also singled out Graham and MacCallum asumgental to a successful
production. Singh reflected, “Their hospitality aguidance is heartening and we feel
encouraged to come out to Arizona to make our mthfe

On some level, the MPDP extended basic courtdsigthese gestures developed
a reputation that hit a chord with Hollywood prodtgwho, like anyone else, just wanted

to do their jobs with the fewest possible complmas. One letter from a First Artists

284 Hal Wallis to Governor Raul Castro, June 30, 1% 32, Office of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.

2> Sheldon Schrager to Governor Raul Castro, AprlldlZ5, Box 32, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

8¢ Ranveer Singh to Governor Raul Castro, March 9451Box 32, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.
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Production producer, Howard B. Pine, demonstrdtedriportance of a personal
connection. Addressing his letter to the Arizong&ement of Revenue, Pine felt
cheated by the state for having to pay sales taawvent tickets handled by Arizona State
University. Whether or not his penny-pinching omatter not directly related to the film
industry was justified, Pine mentioned his stud@ans to film another motion picture in
Arizona, but “the only reason we are there is beeaf the personal efforts of Mr.
William McCallum [sic] of your Film Commission. If were not for Mr. McCallum’s
personal relationship with me, the current pictuoeild be in another staté®

Governor Castro himself made efforts to establisthsonnections. In 1977, the
state of Arizona organized a reception at Chadea&®aurant in Los Angeles, California.
Personally attended by Governor Castro, the remeidsted a number of Hollywood
stars, producers and executives. Governor Castieespith actors Clint Eastwood and
Paul Newman, later thanking them for attendingNBevman, he “welcomed the
opportunity to meet and come to know the people ndnge made their careers in this
industry.”?®® Flattering Eastwood, Governor Castro wrote thaafyereciated the wisdom
from such a “major influence” who took the timediscuss the industry with hiff?
Later that year, Eastwood personally wrote to GoeeCastro and thanked him for the
MPDP’s help while filmingGauntlet(1977) in Phoenix. Governor Castro’s schedule

precluded a visit during filming, but his wife Ratde it out to the set, a gesture that

%7 Howard B. Pine to Robert Valenzuela, May 12, 18a% 161, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.

288 Governor Raul Castro to Paul Newman, April 1, 19ax 161, Office of the Governor, RG 1, History
and Archives Division, Arizona State Library, Arebs and Public Records.

289 Governor Raul Castro to Clint Eastwood, draftdate, Box 161, Office of the Governor, RG 1, Higtor
and Archives Division, Arizona State Library, Arebs and Public Records.
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Eastwood took to heart. His letter concluded, “&el that we made a wise choice in
selecting Arizona ... Many thanks to you and allle# people who made our stay a very
pleasant experienéé®

An open letter from Governor Castro addressededarthtion picture industry
best encapsulates the MPDP under his administrdtfamu are always welcome in
Arizona! ... | can assure you of the full cooperatarmy office and all state
agencies*! Just a few months before Governor Castro lefteffMacCallum gave him
special attention, stating, “It's a million dollatus to be able to count on this type of
support. In itself, the Governor’s personal invohent and leadership has done a great
deal to resolve any doubts or hesitancies the asudight have had in the past
concerning Arizona’s interest in filmmaking acties.*%

Records for subsequent governors are sparse, ailslale sources do provide
information on motion picture activity in the folang decades. After Governor Castro
left office, new executive orders kept the MPDPwacin some form or another. In 1985,
Governor Bruce Babbitt officially changed the naiméhe Arizona Governor’'s Motion

Picture and Television Advisory Board, and desigddhe Department of Commerce as

the Board’s partner’> Governor Fife Symington issued two executive csderl991 and

29 Clint Eastwood to Governor Raul Castro, June 9771 Box 161, Office of the Governor, RG 1,
History and Archives Division, Arizona State LibyaArchives and Public Records.

21 Governor Raul Castro to “The Motion Picture andeVision Industry,” no date, Box 161, Office of the
Governor, RG 1, History and Archives Division, Atm State Library, Archives and Public Records.

2924past Year Was Good, Next Year Looks Bett€dll Sheet The Arizona Motion Picture Development
Program, Office of Economic Planning and Developimé@ffice of the Governor, July 1977, 1.

293 Executive Order 85-10, issued May 30, 1985, aeceMay 19, 2014 at
http://azmemory.azlibrary.gov/cdm/ref/collectiorderrders/id/293
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1992, respectively, that endowed the Governor thighauthority to name up to twenty-
five people to serve on the Motion Picture and Viglen Advisory Committee,
conceptually a clone of the Advisory Board underv&aor Williams?**

The MPDP also published a monthly newsletter ti@adl Sheethat highlighted
local motion picture activity. These publicatiospanning from 1977-1992, revealed that
Arizona experienced many great years of produd@imhcontinued in its promotional
efforts. The MPDP published the first issue in &agul977, primarily “intended to be a
review of film activities in our state€™® Subsequent issues reveal that Arizona’s
governors continued to support film production. &mor Wesley Bolin, for example,
offered a “hearty welcome” to Columbia Picturesiteron-location filming ofA Fire in
the Sky(1978), a disaster film in which a comet destrolyedhix??® The same year,
Governor Babbitt visited Old Tucson to welcome arliéa Brothers crew filminghe
New Mavericl(1978), mentioning the “millions of dollars in neevenue” brought by
filmmaking2°’

The hard numbers provided by the United Statesduoé Economic Analysis

and issues dfall Sheeshow an upward economic trajectory. In calculathmeygross

294 Executive Order 91-19, “Creating the Arizona Gonets Motion Picture and Television Board,” issued
October 28, 1991, accessed May 19, 2014 at
http://azmemory.azlibrary.gov/cdm/ref/collectionderrders/id/102; Executive Order 92-9, “Creating th
Arizona Governor’s Motion Picture and TelevisionaBo,” issued March 23, 1992, accessed May 19, 2014
at http://azmemory.azlibrary.gov/cdm/ref/collectiexecorders/id/118

2% «Call Sheet,"Call SheetThe Arizona Motion Picture Development Prograrffid® of Economic
Planning and Development, Office of the Governanuary- February, 1977, 1.

298N title, Call SheetThe Arizona Motion Picture Development Prograrffid® of Economic Planning
and Development, Office of the Governor, Februagys, 1.

297 No title, Call SheetThe Arizona Motion Picture Development Prograrffid® of Economic Planning
and Development, Office of the Governor, April-Ma@78, 1.
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domestic product (GDP) of Arizona’s motion pictundustry, the Bureau’s numbers
indicate that the oft-referenced millions of datl@aptured by Arizona’s motion picture
industry remained in the single digits until 19%# same year Governor Williams issued
E.O. 72-2°°® Call Sheebegan tracking estimated revenue in 1976 and nawst hised
different metrics, for these numbers were consitéower than what the Bureau
provided. Two specific details can account for matthe discrepancy. FirsGall
Sheet estimates did not include the multiplier effeghich would have included all the
complementary services provided to visiting produrctrews by other industries.
SecondCall Sheedid not count local industry expenditures, only-ofistate
production. So while the Bureau estimated Arizoma¢gion picture contribution to the
GDP in 1976 and 1977 as $16 million and $17 milli@spectively® Call Sheebnly
reported $4.25 million and $5 milliof{®

Since the governor’s records indicate that the MRiBsed much of its attention
in attracting Hollywood studio£all Shees numbers will be used as a more accurate
idea of its effectiveness. The MPDP’s reported naslzontinued to increase, to $8.6
million in 1979 and $13.8 million for 19889 Call Sheeteported an “industry-wide

slump” that caused a drop in revenue to $7 millilo®981, but it bounced back to over

2% «Regional Data, Gross Domestic Product by Statetid Pictures,” United States Department of
Commerce, Bureau of Economic Analysis, accessee 18n2014 at
http://www.bea.gov/iTable/iTable.cfm?reqid=70&stdgisuri=1&acrdn=1#reqid=70&step=10&isuri=1&
7003=200&7035=-1&7004=sic&7005=63&7006=04000&7036=-
1&7001=1200&7002=1&7090=70&7007=-1&7093=levels

29 bid.

3004past Year Was Good, Next Year Looks Bett€dll Sheet The Arizona Motion Picture Development
Program, Office of Economic Planning and Developimé@iffice of the Governor, July, 1977, 1-2.

301480’ Production Income Up in ArizonaCall SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developm®xffice of the Governor, February, 1981, 1.
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$13 million in 19822°2$16 million in 1983°% $27 million in 1984°* and over $30
million in 1985.Call Sheetttributed 1985’s success to producers discovegniagiously
underutilized areas of the staf8 A 1988 issue reported $27 million in revenue 881
and noted that this represented an 8.5% incredsehyuts the 1986 figure at close to
$25 million3°® Reported revenue jumped again to $31 million #8&°” and nearly $35
million in 19893°® A slight dip in 1990 sent revenue down to $32 iomilf**° but it

skyrocketed in 1991 to $50 millioh° For context, the Bureau estimated the total GDP

392«production $$ Up in Arizona,Call SheetThe Arizona Motion Picture Development Prograrffic®
of Economic Planning and Development, Office of @mvernor, January, 1983, 1.

303«Arizona’s Film Fortunes Leap During 1983all SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developimé@ffice of the Governor, November- December,
1983, 1.

304«production Rings Arizona’s Cash Registers-ToThee of $27 Million,”Call SheetThe Arizona
Motion Picture Development Program, Office of Ecomo Planning and Development, Office of the
Governor, July- August, 1984, 1.

30541985 Record Year in ArizonaCall SheetThe Arizona Motion Picture Development Prograrffid®
of Economic Planning and Development, Office of @@vernor, November- December, 1985, 1.

3% “production $$$, Projects on Upswing for 198Z4ll SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developimé@ffice of the Governor, January- February,
1988, 1.

307 «“Motion Picture Office Releases Fiscal Year Regomtduction Up,'Call SheetThe Arizona Motion
Picture Development Program, Office of EconomimRilag and Development, Office of the Governor,
Summer, 1988, 1.

38 «Eortunes Soar in ArizonaCall SheetThe Arizona Motion Picture Development Prograrffio® of
Economic Planning and Development, Office of thev&nor, Winter, 1990, 1.

39 “Eilm/TV Production $32 Million Industry During ®, Brings $15 Million  Quarter Of '91,"Call
SheetThe Arizona Motion Picture Development Prograrffig® of Economic Planning and Development,
Office of the Governor, Spring, 1991, 1.

319«young Riders, Vagrant, Iron Eagle, Arrowtooth, iiersal Soldier Help Push Film Revenues Towards

$50 Million,” Call SheetThe Arizona Motion Picture Development Prograrffig® of Economic
Planning and Development, Office of the Governai|,A991, 1.
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for all of Arizona in 1991 at $73 billiof! Even with the Bureau’s more generous figure
of $75 million for motion picture production, theerall impact is admittedly miniscule.
This raises the question of why the boosters oMR®P spent so much energy
for such “small return,” as Sackton had objectedthil@\it is not possible to entirely
understand their thought process, boosters cléattyspecial interests in motion
pictures, particularly the members of the AdvisBoard, who worked directly in the
industry. These boosters also seemed to quarahtmaotion picture industry. As Bob
Shelton once told Tom Chauncey, “| am not interk#temining, lumber companies or
grape growers. As far as | am concerned they daimgpto nationally or internationally
promote our State, nor do they by the nature af thesiness attract tourist dollars to
Arizona.”*? By this logic, motion pictures provided the staiéh the intangible benefit
of advertising for Arizona, in addition to whateverenue they generated. By
disregarding other industries, boosters could reasgly point out that motion picture
revenues grew every year, thus validating theoredf The total economic contribution
of motion pictures may have been relatively snialt, it was large by its own standards.
Most importantly, however, was the image boosteasted to create. Their end
goal may have been money, but they could not ln@patation for Arizona. That had to
be earned through a careful understanding of tthesiny’s needs and a well-organized

system to deliver on the services they offered ¢etnthese needs. The image had to

311 Regional Data, Gross Domestic Product by Stateindlstry total,” United States Department of
Commerce, Bureau of Economic Analysis, accessee 16n2014 at
http://www.bea.gov/iTable/iTable.cfm?reqid=70&stdgasuri=1&acrdn=1#reqid=70&step=10&isuri=1&
7003=200&7035=-1&7004=sic&7005=1&7006=04000&7036=-
1&7001=1200&7002=1&7090=70&7007=-1&7093=levels

312 Bob Shelton to Tom Chauncey, March 29, 1971, Ba, ®ffice of the Governor, RG 1, History and
Archives Division, Arizona State Library, Archivasd Public Records.
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come before the revenue, and the fragility of rapoah required them to constantly
maintain it. One slip in the wrong direction coulddo years of work.

So the boosting continued. By the end of 1983, GuweBabbitt's Advisory
Board felt, “Arizona’s fortunes have improved drdicaly” in securing more
production. The Board’s chairman, Arthur Loew, vadesved since Governor Castro,
subsequently launched plans to organize the AriEdina Cineposium, a “forum for an
exchange of ideas and information between Arizammarunity, government and
business leaders and the film and television imglList’ The Board set a January date
for the debut Cineposium and chose Tucson as thtecity. Loew originally conceived
of the Cineposium as a singular event, but popdganand prompted him to organize a
second event for 1986 in Flagsta.

In 1992 ,Call Sheeteported a breakthrough. Governor Symington signbill
that gave production companies a fifty percenediat rebate on qualified expenditures.
MacCallum noted the law as the “first Arizona légi®n passed in over 20 years
benefiting film production,” and stated that the DFPhad many more plannét.As
with the first revamping of the MPDP under Goveridgtliams, this new effort to attract

production came from the worry of runaway productithis time to Canada. The

33«pdvisory Board to Sponsor Statewide ‘CineposiunGall SheetThe Arizona Motion Picture
Development Program, Office of Economic Planning Brevelopment, Office of the Governor,
September- October, 1983, 1.

314«Governor's Advisory Board to Preserf 2Cineposium,” Call SheetThe Arizona Motion Picture
Development Program, Office of Economic Planning Bxevelopment, Office of the Governor, March-
April, 1986, 1.

315 «gtate Offers Tax Relief to Lure Film ProductioiGall Sheet The Arizona Motion Picture

Development Program, Office of Economic Planning Bevelopment, Office of the Governor, Fall, 1992,
1.
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Canadian pull gained traction starting around 189 continued for the rest of the
decade. In 1998, Canada’s incentives, combinedavittvorable exchange rate and
lower overall production costs, could have cut tsiccosts by forty percerit® Not
much information is available on the impact of thpecific piece of Arizona legislation,
but it did conceptually pave the way for a new mtoee in 2005, Arizona’s latest and
final successful legislative attempt to entice Maibod production.

To help explain the desire for a new incentive gge\budget cuts beginning in the
early 2000s threatened to cripple the MPDP. In 2@td Arizona Film Commission had
a budget appropriation of $640,000 but the ArizBeaate moved to reduce it by
$50,000. Senator Toni Hellon objected to the prap@sguing that Arizona needed a
strong central film office in order to keep progcbming inc*’ The budget did remain
intact that year, but in 2002 the legislature ttn i$306,400 and reduced the staff from
six to three’'® The year also marked the departure of Linda Retergarren, who served
as Director of the Commission since 1994 after Mdle@’s retirement. Creating further
problems, Warren’s position remained empty and@8Zerformance Audit submitted
by the Auditor General recommended eliminating@loenmission entirely, reasoning
that its services were superfluci$The legislature did not act on this recommendation

and Robert Detweiler, a long-time employee of thizdna Department of Commerce,

318 Angela Mull, “State Losing Film ProjectsBusiness JournaAugust 14, 1998, 1.
317 Anne Robertson, “Lights, Camera, CutbaclBisiness JournaDecember 14, 2001, 3.

318 Anne Robertson, “State Film Commissioner Steps D@ifter 8 Years, Business JournaNovember
22,2002, 4.

319 Debra K. Davenport, “Performance Audit: Arizonagagment of Commerce,” September, 2003, 21,

accessed June 15, 2014 at
http://azmemory.azlibrary.gov/cdm/compoundobjedtiémion/statepubs/id/19284/rec/1
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took over in February, 2004. He left for anothdy jo New Mexico, however, three
months later. In that year, the Commission’s budiget declined to $291,05¢° Barry
Kluger, who had a background in public relatioesktover in 2005

Compounding this diminishing of resources, runamaduction continued to
force boosters to rethink Arizona’s position on ¢lhebal market for production. An
independent report released in 2004 by the ESI&atjon, an Arizona-based real estate
and economic development consultation firm, shotkatilocal employment in motion
pictures fell by over a quarter since 2000, indigathat far fewer productions came to
the Arizona during this time. The report also pethto Mexico, Canada and New
Zealand as cheaper places to film, which, simdahe 1950s and 1990s, created rivalries
between the states to bring these projects Ffadoosters recognized that they could not
rely on Arizona’s natural assets alone to bringroduction. The deputy director of
Arizona’s Commerce Department acknowledged, “|meafect world, it would be great
if folks made a decision to film in Arizona basatsheer beauty and reputation for fine
weather, but unfortunately that's not enough angnidf® Warren put it more succinctly:

“Money talks.”*?* As the ESI report noted, “The Arizona Film and &tdndustry is at

320 Mike Sunnucks and Ruben Hernandez, “State Filnc®irector Quits to Take Post in New Mexico,”
Business JournalApril 30, 2004, 3.

$2L«Abhout Kluger Media Group/ KMG Impact,” Kluger M@lGroup, accessed May 20, 2014 at
http://www.barrykluger.com/BarryKluger/Barry Klugatml

322«pnalysis of the Film and Video Industry in ArizanESI Corporation, December, 2004, 3, accessed
May 18, 2014 at http://azmemory.azlibrary.gov/cdngkeitem/collection/statepubs/id/811/rec/1

3234 ights! Camera!: Our Stand: But No Action, andiZzma Should Offer Incentives to Lure Hollywood
Filmmakers,"Arizona RepublicDecember 24, 2004, B.8.

324 Riccardo A. Davis, “State Reels In $99 Million fincFilms, Ads, TV Movies,Arizona Republic
September 30, 1999, D.1.
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a crossroads,” as it faced three challenges #troduction away: “lack of resources
to thoroughly support and promote the state, lddkaentives, and lack of facilities and
professional techniciang?®

Two major solutions to these problems took forr2@95. First, Governor Janet
Napolitano created by executive order the Arizowmadédnor’s Film and Television
Commissiort?® The Commission fulfilled the essential dutiestsfiiredecessors, and
began to address the problem of underdevelopeégsiohalism by “working with
Arizona’s community colleges, apprenticeship praggauniversities and private
institutions.”?” Hiring local labor is sometimes cheaper for Holbpd productions (e.g.
lower wages, local workers do not require hotebaamodations), so bolstering film
programs would increase the chances that Hollywowed's could hire enough Arizonans
with the necessary skills. Without this elemernr@duction crew might look elsewhere.

Second, a tax incentive law, A.R.S. § 41-1517, wuetot effect January 1, 2006.
Lasting through 2010, this incentive (known as MOPdssentially gave motion picture
companies a tax credit on qualified production exieires, provided they also met
certain additional conditions. Applicants, for exae) needed to prove that motion
picture making constituted their primary businasgsction and spend a minimum of

$250,000 in-state during a single twelve-month eyMOPIC also mandated local hiring

325 «Analysis of the Film and Video Industry in ArizanESI Corporation, December, 2004, 4, accessed
May 18, 2014 at http://azmemory.azlibrary.gov/cdngkeitem/collection/statepubs/id/811/rec/1

326 Executive Order 2005-003, “Creating the Arizonas&wor’s Film and Television Commission,” issued
February 2, 2005, accessed May 19, 2014 at
http://azmemory.azlibrary.gov/cdm/ref/collectioréerrders/id/466

327 Annual Report, Arizona Department of Commercec#liy ear 2006, 20, accessed May 17, 2014 at
http://azmemory.azlibrary.gov/cdm/compoundobjediéation/statepubs/id/2193/rec/7
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quotas. For 2006, Arizona residents must have ttotest a quarter of a production
crew’s full-time employees. This quota increasetats for 2008. MOPIC also capped
total credits at $30 million in 2006, which incredgo $70 million for 2010. MOPIC set
no limits on the number of productions an individc@mpany could apply for, but no
single production could receive more than $5 millio credits. The designated State
Film Office of the Arizona Department of Commef€dADOC) reserved the authority
to approve or reject applications pursuant to dtatieria®?° A 2007 revision to MOPIC
provided “an income tax credit for motion pictunérastructure.®*°

Senator Toni Hellon had sponsored the bill, exphginhat it was meant to bring
back Hollywood production, delivering in the progs@squintessential example of
outward boosterism mentality: “They just leave timeoney here and they go hon&’
Yet, the hiring mandates and the additional ineentor infrastructure also emphasized
inward boosterism in the sense that Hollywood sisieated jobs. Enough incoming
projects would provide local workers with a steathgam of employment and prevent
“brain drain.” As professor Gary Edgerton notedh&lboosterism of the most successful

film bureaus also extends to taking an active ke development of a skilled

328 |n 2010, by executive order, Governor Janice kevigar semi-privatized the organization and changed i
to the Arizona Commerce Authority (ACA) The 2010tioa picture incentives application forms instructs
applicants to submit their paperwork to the ACA.

32942005 Arizona Revised Statutes - Revised Stat8#ds1517 Motion Picture Production Tax Incentives;
Duties; Definitions,” Justia, accessed May 16, 28t4
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infrastructure for production purposes in their iethiate environs®*? Thus, MOPIC
created a hybrid boosterism that attempted tocatktallywood using local industry
resources.

Beginning in 2006, ADOC'’s annual reports includeshaall section on MOPIC,
which provided a sense of the program’s performahbe 2006 annual report stated that
ADOC preapproved twenty-nine productions in six therand estimated that this would
generate $205 million in spending. The report atsmle much of the fact that Universal
Studios shotThe Kingdon{2007) primarily in Arizona. With in-state expend#s
totaling $30 million, it represented the biggesidarction Arizona had seen in the last
decade€®® TheArizona Capitol Timesook notice as well, quoting the production’s
executive producer as choosing Arizona specifidalliake advantage of the new
incentive®** In 2007 ADOC received forty-eight applicationsdareapproved twenty-
eight for an estimated $237 in spendfiyFor 2008, the applications rose to sixty-nine,
and preapprovals set at twenty-thfé&rinally, in 2009 ADOC received fifty-three

applications, twenty-three of which it preapprov@dOPIC, of course, represented just
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one part of Arizona’s total motion picture activityut these numbers illustrate that the
program increased in popularity and attracted peeud hundred projects.

Despite MOPIC's apparent success, the sun seléopriogram in 2010. In a time
of economic recession, the legislature decide@ta MOPIC to its grave using two
giant nails for the coffin: metrics and money. AdgErton noted, “Since all of these
[film] offices are funded by government monies, goiting data are generally required
as a means for either establishing a brand newahuoe justifying substantive budgetary
increases after several years of operation. Asutreself-study or outside documentation
are the ways by which a commission can establistedsons to be* This always poses
a risk for programs with built-in sunset audits. 8garietyarticle accurately pointed out,
“Incentives can change on a dime, often subjetiiéonvhims of a state’s political party
when power changes handé*Likewise, the Screen Actors’ Guild warned, “It is
important to remember that due to legislature selesg funding allotments and changes
in state revenues, state incentive informationusiect to change rapidly* When
Arizona experienced statewide economic change anavagovernor assumed office,
MOPIC did not survive the resulting scrutiny.

Based partly on annual reports submitted by AD®E state ultimately
concluded that MOPIC failed to generate enoughmegeo justify the costs of operating

it. To challenge this conclusion, the Arizona Pretthn Association, a nonprofit

338 Edgerton, “The Film Bureau Phenomenon,” 43.

339 peter Caranicas and Rachel Abrams, “Runaway Ptiotdud@ he United States of Tax Incentives,”
Variety, August 26, 2013, accessed May 2, 2014 at htgyiéty.com/2013/biz/news/runaway-production-
the-united-states-of-tax-incentives-1200589317/

340«gtate Film Incentives,” Screen Actors Guild-Antam Federation of Television and Radio Artists,
accessed May 10, 2014 at http://www.sagaftra.atg'dilm-incentives
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organization promoting local media activity, comsnised ESI to evaluate ADOC'’s
2008 Annual Report, which included an analysis @mRAC. The ESI concluded that the
ADOC report ‘linfairly mischaracterizes the contributions and mitagle of film production in
the State of Arizona” bisolating MOPIC rather than investigating its cotlee impact on
the industry as a whof&' Among other findings, ESI specifically reprimandbe
“omission of nonqualified Arizona expenditures froine economic impact analysi'?
Phillip Bradstock, Director of the Phoenix Film @#, also noted the difficulty in
accounting for invisible expenditures. Crew membecgive per diems, for example, and
often bring their families to visit during produmti. Since tracking this information is
impossible to capture, it does not exist on papdrthus does not enter the equafith.
The ESI report also criticized ADOC for using megrthat did not account for the
program’s purpose: “The ADOC uses the net fiscgldot on the State’s general fund as
the primary metric when evaluating the value ofM@PIC program.... Importantly, the
MOPIC program wasot designed with the intention of providing a dollar tlollar
return to the general fund™ In a complementary “highlights” sheet, ESI argteéeep
MOPIC because, “The discontinuance of Arizona’s NTOBrogram would not only

induce immediate and significant negative impaatshe local film industry, but would

341« mpact of the MOPIC Program and Film and Multi-tda Production in Arizona-2009,” ESI
Corporation, July, 2009, 6, accessed June 15, 2014
http://www.azproduction.com/files/2813/8377/745NRAL_MOPIC_Report_7_24 091.pdf

%2 pid, 1.

343 Phillip Bradstock, interview by Ryan Ehrfurth, Rimix, Arizona, February 19, 2014.

344 “mpact of the MOPIC Program and Film and Multi-tha Production in Arizona-2009, ESI

Corporation, July, 2009, 1-2, accessed June 15} 201
http://www.azproduction.com/files/2813/8377/745NRAL_MOPIC_Report_7_24 091.pdf
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effectively render Arizona uncompetitive in thigarof business attractiofi:> All of
which would give Arizona a poor image in Hollywoedyes.

Other than cost considerations, MOPIC also hashigse of flaws and
accountability issues. Former Director of the Anad-ilm Office, Harry Tate, once
quipped there is no “one and done” when it comgsoticy. MOPIC did not charge an
application fee, for example, creating a low barfoe entry. Tate always believed that
MOPIC should have cost something to the applicawotrder to ensure that only serious
projects made it to ADOC'’s desk. MOPIC also insétla policy of first-come, first-
served, rather than enrollment periods after WABIOC could rank projects by their
expected benefit to the state. Consequently, mumrative projects passed over Arizona
because ADOC had already pre-approved the maxinmouat of credit funding before
even reaching these applicatidi&Mike McGinn, former president of the Arizona Film
& Media Coalition (AFMC), also noted that “the dpation process ... encouraged tax
incentive hoarding ... where production companiesldiopt out of filming but they still
retained the money3*’

This required revisions in 2007 to close the lodpsoWith the incentive already
under scrutiny, its detractors took this opportyiat skewer it on ideological grounds.
Senator Ron Gould, for instance, disliked the fhaat it privileged one industry over

others, believing, “It is not the government's pose to pick winners and losers in

34542008 MOPIC Economic Impacts Study Highlights,”IESrporation, July 24, 2009, 1, accessed May
16, 2014 at https://www.azproduction.com/files/28BF7/7453/MOPIC_Report_Highlights.pdf

346 Tate, interview.

347 Anjanette Riley, “Filmmakers Draw on Arizona Taxcentives, But Not All Qualify,’Arizona Capitol
Times “February 29, 2008, 1.
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industry.” Gould also saw no logic in offering taredits when Arizona’s own economy
was in trouble*® For these reasons, Arizona no longer has an in@ngirogram, State
Film Office or State Film Commission, all casuat® hard economic times and a
difficult standard for justification. Remainingril offices are situated at the city level,
most notably in Phoenix and Tucson.

Today, local groups are fighting to regain thessés and propel Arizona back to
previous levels of filmic activity. The Arizona Riaction Association handles the
industry side of support, publishing an annual Ania Production Guide which provides
information about local filming such as businesstaots and permitting for out-of-state
companies. The 2014 Guide lists over one hundrpdating services that producers can
employ, from helicopter rentals to animal handféts’he Arizona Film & Media
Coalition, meanwhile, lobbies in the legislativelgrublic education sense, and provides
the latest updates on its website. At the timdsf writing, the two most significant bills
under consideration are HB 2660, a “Multimedia Rictbn Incentive” that mirrors
many of the provisions of MOPIC, and SB 1098, whiagluld create a Governor’s Office
of Film and Media. Importantly, HB 2660 proposestipg the new incentive program
under the Governor’s OfficE’ With these new measures, politically-based bogstin
comes full circle, for the motion picture indushgs been an integral part of the

Governor’s Office since the 1940s.

%8 |bid.

349 Arizona Production Guide, Arizona Production Asation, 2014, accessed May 17,
http://www.azproduction.com/index.php/productionidgu

#0“Home,” Arizona Film & Media Coalition, accesseday17, 2014 at http://azfilmandmedia.org/afmc/
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But this does not constitute all motion pictactivity in the state. While
attracting Hollywood production no longer benefitam the political support that had
lasted for seventy years, the 1990s gave risectd fom festivals, an area in which

boosters with a different frame of mind found a neay to promote film in Arizona.
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CHAPTER 5
"SOMETHING THAT YOU HAVEN'T SEEN BEFORE®"
“The festival is one of the most anticipated eveamishe Scottsdale arts calendar, and is
a wonderful resource for film lovers all across Znna.”**2
Despite the difficulty in bringing production crewso Arizona, other boosters
found a way to procure finished products for a aiamarket in the form of international
film festivals. As with the emphasis on Hollywoaoslithe center of film production, most
scholarly works on film festivals tend to focustbe most popularized festivals like
Cannes and Sundance; nothing at all has beennvatidilm festivals in Arizona. To
start filling this gap, this chapter will focus gjfecally on the Scottsdale International
Film Festival (SIFF), founded in 2001 by Amy Ettarga Scottsdale resident with a long
career in film festival organization and marketim@is chapter argues that Ettinger’'s
management of the SIFF employed a unique inwardteaem that built an image by
attracting a niche market of filmic elitism thatgagndized independent film and proudly
distanced itself from Hollywood. While anyone matend the SIFF, in practice a
specific demographic of the wealthy and educatedbdoation has consistently shown
up in the greatest numbers. As a result, the SiERa only example of inward

boosterism where the identity-building also occdroe an individual level, wherein

%1 Jennifer Goldberg, “Film Festival Promises the kpreted,”Jewish News of Greater Phoendctober
2, 2009, 6.

#24Mike81,” SIFF attendee testimoniagreat Nonprofits August 27, 2013, accessed April 28, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page: 1/#r_id-166214--usil-
220798. Here, “Mike81" refers to the screen nanaseh by the reviewer instead of his or her actaaian
All such quoted names in subsequent footnotes Boeat Nonprofits will identify the reviewers thisay
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attendees elevated themselves above the “regulandcof filmgoers. As the SIFF’s
founder, Ettinger stood at the center of this irdMaoosterism.

While the advent of film festivals in Arizona idagvely recent, their popularity
is remarkable. Today, Arizona is home to no leas thne dozen annual film festivals,
located across the state in Phoenix, Tucson, EHgstd Tucson. These festivals share a
cultural milieu that values independent film. THdest running in-state film festival is
the Arizona International Film Festival (AIFF), whibegan in 1990 with a stated
“mission of showcasing independent filift* The Phoenix Film Festival (PFF) also
emphasized independent filmmaking by only accepingmissions of films made for
under $1 million. When Chris LaMont founded the RiFr2001, he “really thought it
was an opportunity to show everyone here that wecomate a big, dynamic cultural
event that the whole city could support:®In the PFF’s 2014 program guide, LaMont
stated, “You don’t need millions of dollars to makgood movie. All you need is story,
characters that you embrace, and the willingnessiorace the independerit>The
Flagstaff Mountain Film Festival started in 200 ‘tlwo friends who shared a passion

for cultural and outdoor-adventure documentarysilfi® Their mission remains to

%3 Homepage, Arizona International Film Festival,essed May 22, 2014 at
http://www.filmfestivalarizona.com/index.php

%4 Bill Muller, “Phoenix to Host Independent Film Fiesl,” Arizona RepublicFebruary 2, 2001, P.1.
3% Chris LaMont, “Welcome to the Revolution,” PhoeRikm Festival Program, April 3-10, 2014, 4,
accessed May 22, 2014 at http://issuu.com/medighdrsgroup/docs/2014-
phoenixfilmfestival?e=1180713/7232482

0 ukestival History,” Flagstaff Mountain Film Festily accessed May 22, 2014 at
http://www.flagstaffmountainfilms.org/about-fmff&val-history/
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“provide a cultural alternative to the mainstreasmenercial film experience®’ The
Tucson Film & Music Festival started in 2005, whfcklebrates the great independent
film and music in the Southwest™® Ettinger started the SIFF because she wanted to
bring the people of Scottsdale an event where ¢beld enjoy films that most local
theaters would never screen.

These various festivals differ in scale, and tHeFSdccupies a position
somewhere in the middle. At its peak in 2013, tHe-Screened fifty-five films over five
days and attracted about 9,000 attend&dsis smaller, therefore, than the Phoenix Film
Festival, which screens 150 films every year owgintedays with an average attendance
of about 25,006%° The SIFF is also smaller overall than the AlFFjolithas screened
more than 2,200 films and attracted over 138,0t#heees since its debut in 1986But
the SIFF is also larger than the Flagstaff Festiwhich attracted 2,000 attendees in

2013, on its tenth anniversafyf.

%7«Mission/Overview,” Flagstaff Mountain Film Festl; accessed June 14, 2014 at
http://www.flagstaffmountainfilms.org/about-fmff/ssion-overview/

#8«About TEMF,” Tucson Film & Music Festival, accessMay 23, 2014 at
http://tucsonfilmandmusicfestival.com/sample-page/

39«past Events: 13Annual Scottsdale International Film Festival veayith Record-breaking Results!”
Scottsdale International Film Festival, accessed| 23, 2014 at
http://www.scottsdalefilmfestival.com/pasteventsiht

%0 «0verview,” Phoenix Film Festival, accessed May2814
athttp://www.phoenixfilmfestival.com/overview/

%1 Homepage, Arizona International Film Festival,essed May 22, 2014 at
http://www.filmfestivalarizona.com/index.php

32 «Festival History,” Flagstaff Mountain Film Festily accessed May 22, 2014 at
http://www.flagstaffmountainfilms.org/about-fmff&val-history/
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The success of these Arizona festivals did not cetteout global precedent.
Scholars generally accept, “Europe is the cradkaefilm festival phenomenori® The
first film festival in Europe opened in Venice iB32 at the behest of Benito Mussolini,
who wanted to make the city a state cultural cefiferiewed this way, Mussolini could
be seen as the film festival's first booster. Mf@stivals soon spread throughout the rest
of Europe: the Moscow International Film FestivE®35), the Cannes Film Festival
(1939), the Edinburgh International Film Festive®47), and the Berlin International
Film Festival (1951). Then film festivals startegirgng traction across the world: the
San Francisco International Film Festival (195[7¢ New York Film Festival (1969), the
Toronto International Film Festival (1976), and thiah/U.S Film Festival (1978), later
changed to the more recognized Sundance Film Bé#til985°%°

These festivals came into existence for a variétgasons. Mussolini, for
example, weaponized film to spread Fascist ideglagyg Cannes formed as an
alternative to those who rightfully saw the Veniestival as nothing more than Fascist
propaganda. The Toronto festival, on the other hstadted out as a celebratory

collection of independent films that had won awatlsther festivals, and Sundance

353 Marijke de Valck/Film Festivals: From European Geopolitics to Glolzihephilia(Amsterdam:
Amsterdam University Press, 2007), 14.

34 Cindy Hing-Yuk WongFilm Festivals: Culture, People, and Power on thelfal Screer(New
Brunswick, New Jersey: Rutgers University Pres§12010.

3> Rona Edwards and Monika Skerbelisie Complete Filmmaker's Guide to Film FestivalsuivAll

Access Pass to Launching Your Film on the Fes@ualuit (Studio City, California: Michael Wiese
Productions, 2012), 2-8.
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always favored “anti-Hollywood” films made in thenlted States. This is but a handful
of festivals, and more exist today than days orctiiendar’®®

While films are subjected to voluminous scrutirsiatively few scholars focus
specifically on film festivals. As media studie®fassor Marijke de Valck has noted,
“The small number of works that have been publidoeadilm festivals] date without
exception from the 1990s and afté?”"Scholarship on this subject is important, because
film festivals are a rather different experiencartleveryday moviegoing. They come
around only once a year and usually last less dhagek. As such, film festivals are also
billed as events. With no shortage of Hollywood mewoming down the pipeline,
filmgoers can always feel confident that they Wirld a variety of choices and showtimes
at a local theater. Film festivals, in contrase something to “put on your calendar.”

Beyond these differences which center on formgeassn more important
differences of substance: film festivals overwhelghy screen independent, often
foreign, films that may have no other outlet fohisition. According to film critic
Kenneth Turan, there will always be a demand far festivals because of a symbiotic
relationship between foreign filmmakers and nichdi@nces that want something
different than what Hollywood has to off&. The late film critic Roger Ebert defined an

independent film as “made outside the traditionallydvood studio system, often with

3% This explanation of film festivals’ origins onlgmtches the surface of a complex set of motivatimd
contexts, including commerce and wartime recovEoy.a more thorough explanation, on which this
condensed explanation is based, see Cindy HingWakg, “History, Structure, and Practice in the
Festival World,” inFilm Festivals: Culture, People, and Power on thelal Screer{New Brunswick,
New Jersey: Rutgers University Press, 2011), 29-64.

387 De Valck,Film Festivals 20.

38 Kenneth TuranSundance to Sarajevo: Film Festivals and the WeHdy MadgBerkeley: University
of California Press, 2002), 7-8.
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unconventional financing, and it's made becaus&presses the director’s personal
vision rather than someone’s notion of box-officecess.?**° Knowing this distinction is
important because it explains the romantic attoacto film festivals as a Hollywood
alternative, and the resulting marketing strategse by festival organizers.
Appropriately enough, the spark for the SIFF carhderEttinger sat in a theater.

While enjoyingThe Wisdom of Crocodil¢$998) in Paris, Ettinger lamented the
low probability that anybody in her hometown of fisdale would ever see this kind of
film. Then she had an idea: why not organize a festival so people could see such
films? As Ettinger explained the origins of the BIFI was in Europe seeing movies
that didn't make it to this market and in some saBdn't make it to this country. ... |
couldn't bear the notion that this town [Scottspdidn't have an international film
festival, so | had to do it myself** When Ettinger returned home, she discussed this
idea with people in her social circle and foundans support. “To the person ...
everyone in the Valley | mentioned this to freaked. They absolutely went over the
moon ... They were like parrots of one another sgyifgs is so neat; why haven't we

had this?®"*

39 Quoted in Emanuel Levginema of Outsiders: The Rise of American Indepeniiém (New York:
New York University Press, 1999), 3. Film scholadsnit that a definition for “independent” is diffilt to
nail down. Inindiewood for example, Geoff King points out that there plenty of hybrid films that are
deliberately made for the niche appeal of an inddpat film, but also enjoy Hollywood studio finangi
See Geoff King|ndiewood, USA: Where Hollywood Meets Independémi@a(New York: I.B. Tauris &
Co. Ltd., 2009).

37% Dolores Tropiano, “Foreign Film Festival Shoulé#&e Buffs,’Arizona RepublicOctober 24, 2002, 5.

371 Dolores Tropiano, “Film Fest'of Type Held In ScottsdaleArizona RepublicSeptember 26, 2001,
10.
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Ettinger knew she could deliver because she alrpadgessed the skill set
necessary to organize a film festival. Ettingertéoduher “noteworthy skills in every
aspect of film festivals-production, managemergsanarketing, promotion and
booking. The extensive negotiations that festivatkarequires have brought me into
contact with all the major studios and distributdisave extensive experience in
marketing for radio and print media, includingThe Arizona Republit®’? Ettinger had
also previously organized the defunct Phoenix QuitEasbian and Gay Film Festival,
which debuted in 1997. Ettinger started organizivegSIFF because, “I finally decided to
focus on foreign film, which is my passion. No am&s doing a festival with the sort of
films | wanted to see in this market, so | decitiethke the bull by the horns and create
the festival | wanted for myself. Fortunately, thare thousands of people who want the
same thing from their filmgoing experiencg€®

A national crisis, however, threatened to crushShe- from the start. The SIFF
premiered on September 28, 2001, just seventeenaltey the 9/11 terrorist attacks.
Once Ettinger recovered from the shock, her thaigirhed to the SIFF: “We thought
we were out of business before we even got startéle really didn't think anybody
would want to show up for a film festivai” One SIFF attendee and resident of

Scottsdale recalled that “right after 9/11, we tjloithere wouldn’t be a festival because

372«Business Profile: Amy Ettinger Jewish News of Greater PhoenSeptember 13, 2013, 5.
373 bid.

374 Jennifer Goldberg, “Film Festival Promises the kpreted,”Jewish News of Greater Phoendctober
2, 2009, 6.
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the whole country was in mourning’® In Memory’s Orbit cultural studies professor
Joseph Natoli wrote that the attacks eliminated Acaes’ peace of mind, that now “we
must learn to live in a world where threateningkdeivadows always follow our steps.” In
this climate of fear and the unknown, Americansensst sure when it would be okay to
travel again, whether it was even safe to leavéthese®’®

Much to Ettinger’s surprise, more than 2,500 pegplewved up and sold out the
festival®”’ Films came from all over the world, including FcanGermany, ltaly, the
United Kingdom, Iran, Norway, the Philippines, Haitustralia, Japan, Taiwan, Cuba
and New Zealand’® Ettinger explained that the city of Scottsdale &agobal
recognition amongst independent filmmakers, “aaertache” that they identify as a
viable outlet for their worR’® The purpose of the SIFF was partly to screen tfilese
so that the local community would understand teeognition as well. The SIFF opened
with Bread and Tulip$2000), an Italian film that focused on a “hous@mifho
accidentally finds herself creating a new life wathh accordion and a waiter in Venice,
away from her boring husband and troubled childréhe Cuban-producetife is to
Whistle(1998) analyzed “the tough choices people haveake in order to keep their

self-respect in Havana&bderdeer{2000), a Norwegian filntpld the story of “a

375 “netset,” Great Nonprofits, SIFF attendee testibn May 18, 2012, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:3/

378 Joseph NatoliMemory’s Orbit: Film and Culture 1999- 20@8lbany: State University of New York
Press, 2003), 1.

377 Elan Head, “Reel Progress: In Two Years, The 2mScottsdale International Film Festival Has Made
Quite a Name for Itself,Sunday ArtsOctober 20, 2002, 14.

378 Scottsdale International Film Festival advertisetiéhoenix New TimeSeptember 13-19, 2001, 66.

37 Craig Outhier, “Scottsdale Festival Shows 11 imi¢ional Films: Gear Up for Event with Pre-Show
Party at Phoenix Wine BarGet Out September 20, 2001, 14.

127



daughter who travels from England to Norway to fivedt drunken father and bring him
back home.” Iranian-producdthe Circle(2000) explored the “life for women in the
Islamic republic.®®° Some of these plots might form the basis of ayadbod film, but
the international representation is unparalleledgared to an American chain theater’'s
regular selection, which are primarily Hollywoodgucts.

The SIFF’s attendees found a level of comfort gsthinternational films. One
attendee saw the SIFF as “a way to begin the lephocess ... | don’t want to be afraid
of other cultures because of what happened to asiasion. | want to expose myself to
other people and cultures and not fear our diffegenAnd, | want to be around other
people right now to share a good conversation #feefilms.”®* Ettinger herself noted,

“l admired the pluck and determination of the 2,53@@ndees to reunite our community
with the world in such a humanistic gesture of geitld **? The SIFF, therefore, has
always meant more than just entertainment, it madoanding experience for people in a

dark hour; not an “escagiem reality but rather escape into another form ofirgaf®®

380 Richard Nilsen, “Out-Of-The-International-Can Fiffest: Scottsdale Movie Bill Boasts 10 Rare
Gems,"Arizona RepublicSeptember 27, 2001, 8-9. This article includempges of all eleven films at the
festival.

%1 Anonymous SIFF attendee testimonial, program gu#6é0, p. 8, Scottsdale International Film
Festival, Papers, private collection, courtesy ofyAEttinger.

382 Amy Ettinger, program guide, 2010, p. 8, Scottsdaternational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.

33 Michael T. Marsden, “The Rise of the Western Mo%iem Sagebrush to Screen,"Western Films: A
Brief History, ed. Richard W. EtulaiManhattan, Kansas: Sunflower University Press8)988.
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The SIFF grew every year, adding more films ancetihg larger crowds. In its
first year, the SIFF drew a crowd of 2,500 attesda®d screened eleven fili¥é The
next year, attendance doubled to 5,000 and the Siffened twenty-one filni&> By the
SIFF’s fourth year, the SIFF had grown to an estetd®,000 people and about three
dozen films. Ettinger stated that she had to tewope away because of this “‘colossal
leap in programming.®®® When attendance peaked at 9,000 for 2013, the euaib
films reached fifty-five®®” As of 2013, the SIFF has served approximately(.,5
attendees and screened over 350 films from ovéy-fise countries’®®

Encouraging this growth were the ticket prices. Pamable to a regular theater
screening, a single full-price ticket cost $9 im fhist three years and only rose to $10
starting in 2004, where it remaifts.Full passes allowed holders to see every filnhén t
festival and offered a bulk discount. The costhefse passes naturally rose in proportion

to the number of films offered in a particular ydar2001, a passholder could see all

34«past Events: 183Annual Scottsdale International Film Festival Waayith Record-breaking Results!”
Scottsdale International Film Festival, accessed| 23, 2014 at
http://www.scottsdalefilmfestival.com/pasteventsiht

32 Dolores Tropiano, “Foreign Film Festival Shoulé#&e Buffs,’Arizona RepublicOctober 24, 2002, 5.

3% Dolores Tropiano, “Film Festival Returns to Haski@amelview,”Arizona RepublicOctober 28, 2004,
BA4.

%7 «past Events: 13Annual Scottsdale International Film Festival Waayith Record-breaking Results!”
Scottsdale International Film Festival, accessed| 23, 2014 at
http://www.scottsdalefilmfestival.com/pasteventsiht

38 Scottsdale International Film Festival, “Commurigrtnership Opportunities and Benefits,” 2013,
Scottsdale International Film Festival, Papers;gie collection, courtesy of Amy Ettinger.

39 5ean L. McCarthy, “Fest’s Top Film to Aif* ©n Opening Night,'Scottsdale Republi©ctober 30,

2003, 3; Dolores Tropiano, “3 Reasons to See Stalddnternational Film Festival 20044tizona
Republi¢ October 24, 2004, E.5.
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eleven films for $85° By 2003, the price rose to $170 for twenty-onem$if®* In 2013 a
full pass cost $250 for all fifty-five film&’? While these passes certainly cost more in
raw dollars, they sold out on multiple occasiéti<On average, the SIFF has attracted
6,000 attendees over thirteen years of operafibfhis kind of enthusiasm would not
have occurred unless Ettinger had created an apgeadperience.

According to Ettinger, the “SIFF distinguishesltghrough the undisputed
quality of programming3° In a 2013 interview, Ettinger provided the fundauaé
purpose of the SIFF:

Mission Statement: The Scottsdale InternationahFikstival is a destination

event and a catalyst for connecting diverse filmenakrom around the world

with film lovers in a fresh, thought-provoking, aadduring community of

support.

Vision Statement: The Festival unites Arizona wita world through the
expression of filn?>°

To deliver on these statements, Ettinger notechimeerview that she tried her best to
program the SIFF so that there would be somettungveryone: “I do my darnedest

every year to heed that challenging clarion catlydne who knows me understands that

390 Richard Nilsen, “A Weekend Sampler of Foreign FijtrArizona RepublicSeptember 28, 2001, P.2.

391 Anne Robertson, “Scottsdale Film Festival Could®Record Crowd,Business Journaluly 4, 2003,
5.

392 Bjll Goodykoontz, “Scottsdale Film Fest ThinkindoBally,” Arizona RepublicOctober 4, 2013, P.1.

393 gee, for example, Kathy Cano- Murillo, “Film Fesili Full of Options for Indie FansArizona
Republi¢ October 24, 2002, 6.

%94 Amy Ettinger, email correspondence to author, ay2014.

39 Amy Ettinger, “SIFF Background and History,” Sauthle International Film Festival, Papers, private
collection, courtesy of Amy Ettinger.

39 Jacob Green, “Q & A with Scottsdale Internatiofigdn Festival Creator Amy Ettinger,” AZ Big Media,
June 7, 2013, accessed April 25, 2014 at httpiaabdia.com/events/qa-scottsdale-film-festival-tvea
amy-ettinger
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| frequently find a way to pull off something thHatsupposedly impossible®*®” Although
Ettinger marketed the SIFF to the local commurshe challenged that community to
think big in a way that supported the SIFF’s visigttinger set her sights high when she
stated that “we can leave the theater feeling bad@and inspired to become agents of
change. Many of the films in this Festival tell #teries of people who stand their
ground to make a difference and who seek to chtorgle better.” Thus, the SIFF
provided attendees “a haven from the constant gamégrim realities and inescapable
truths. There are also positive realities that e experience and sharg®

Because the SIFF is part of a high culture agsacit tended to attract a
particular demographic, which in turn informed hB®inger advertised to them. Here it
is useful to compare two observations about filstifals, one in general, the other
specific to the SIFF. First, media professor Midhdé@wman noted that “the audience for
specialty films ... is generally urban, affluent, iseflucated and fairly narrow by
comparison with the audience for studio pictur83econd, in an endorsement for the
SIFF’s 2003 program, Virginia L. Korte of the Sculale Area Chamber of Commerce
wrote that “festival attendees are largely afflyevell-educated and have the disposable
income that fuels strong economic opportunitiegéailers, hospitality, luxury, service,

and more A%

397 |bid.

398 Amy Ettinger, SIFF program guide, 2007, p. 8, Silitle International Film Festival, Papers, private
collection, courtesy of Amy Ettinger.

399 Michael Z. Newmanindie: An American Film CulturéNew York: Columbia University Press, 2011),
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40 scottsdale International Film Festival Programd@ui2003, p. 7, Scottsdale International Film Fedti
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True to both statements, the most consistent deapbgs for the SIFF are
education, income, gender and age. Thus, the av &t attendee is an educated,
wealthy woman over the age of forty-five. Accordieghe SIFF’'s 2001 survey, over
half of attendees were forty-five or older, sixty percent were women, over a third
earned more than $80,000 per year, and ninetypiveent had earned at least a
bachelor's degre®* Later surveys revealed that this majority grewcéxding to the
2005 survey, ninety-five percent of respondentsdeded at least a bachelor’s degree;
in the 2011 survey, sixty-seven percent of respotsdearned over $80,000 per y&Xr,
while in the 2012 survey, eighty-three percent werty-five or over, and seventy-seven
percent were womef?® With the SIFF’s reputation among its attendees @staral
event of high art, therefore, came an audiencebhargpmprised of those who occupied
the top of the social hierarchy.

Many attendees, moreover, self-identified as higimel consumers. One attendee
presented the SIFF community as “film lovers whaversomething more from cinema
than just mindless entertainment. We come to feell@arn something new® Another

attendee perceived Scottsdale as a “large, artisttamunity. The Scottsdale crowd are

“OL SIFF Survey, 2001, Scottsdale International Fikstival, Papers, private collection, courtesy ofyAm
Ettinger.

“92 SIFF Survey, 2011, Scottsdale International Fikstival, Papers, private collection, courtesy ofyAm
Ettinger.

‘3 SIFF Survey, 2012, Scottsdale International Filstival, Papers, private collection, courtesy ofyAm
Ettinger.

404 Anonymous, SIFF attendee testimonial, 2013, Sdalgsinternational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.
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[sic] movie savvy.*®® Five attendees collectively identified themselass “select
group” and “part of the same club” that comprisédraall niche of the community that
loves movies like this,” which allowed them to exkpace a “connection with kindred
spirits” while “moving to a higher notcH® Ettinger herself reinforced these notions
when she opened the 2005 program guide with thtersient: “Are you aware that as an
attendee you are part of a worldwide communityilof £onnoisseurs?®’ In this sense,
Ettinger made certain appeals based on elitism.

Elitist advertising also appeared in the SIFF@gpam guides. Talk Cinema, for
example, advertised in the SIFF 2008 program gindeit offered independent, foreign,
“smart films for smart folks**® Deliberate or not, the implication was the offéan
alternative to “stupid movies for stupid folks,"tessibly provided by Hollywood. In the
same program guide, a company called B- Side, wdigt designed the SIFF website,
marketed itself with the following statements: “&pthis festival will end... and you'll
be on your own to search for unique, high qualltyg in this year’s sea of big budget,
low concept multiplex movies ... Never go without ganovies again®® These
statements highlight a distinction between Hollyad@md independent film, further

implying that good movies are unavailable whenives like the SIFF are not around.

“%5 Anonymous, SIFF attendee testimonial, 2013, Sdalésinternational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.
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%8 SIFF program guide, 2008, p. 25, Scottsdale latéwnal Film Festival, Papers, private collection,
courtesy of Amy Ettinger.
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Although the Hollywood-independent binary is a peobatic dichotomy, the
valid distinctions between them are largely engrdiim academia and public opinion. As
media professor Michael Newman noted, “It is onjydisstinguishing some kinds of
films from others that the cultural logic of theésainstitution can be made to apply to
cinema. And it is primarily through the institutiohthe film festival that this cultural
logic is applied.**° To a large degree, this cultural logic manifeste@xclusivity, the
fact that filmgoers could only find certain filmsthe SIFF. Combining dismissiveness
toward Hollywood and this kind of exclusivity, oatendee stated that the SIFF
“provides an escape from the same movies playiegyehere else** Media studies
professor Jeffrey Sconce more directly statedititpendent film is often “marketed in
explicit counterdistinction to mainstream Hollywofaale as ‘smarter’, ‘artier’, and more
‘independent.”** Film critic Bill Nichols further emphasized thairf encounter with the
unfamiliar, the experience of something strange discovery of new voices and visions
serve as a major inticement [sic] for the festioaig™*® Thus, Ettinger’s claim of the
SIFF’s superior programming tapped into the digpmss of its target audience.

This philosophy also received support from otherses. AnArizona Republic
article, for instance, suggested, “If formulaic @mic comedies and action flicks do
nothing for your spirit, perhaps a weekend at tbetiSdale International Film Festival

will brighten the mood. Although Hollywood studiage preparing to release their usual

410 Newman ndie, 57.

“11 Anonymous, SIFF attendee testimonial, 2013, Sdalgsinternational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.
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slew of big-budget pictures to the masses, organizkthis indie fest are offering seven
days of screenings that include more than 21 tites around the world** Several

SIFF attendees agreed, one of whom noted, “I loaethere are so many film buffs
locally who enjoy attending movies other than tigeHbollywood blockbusters. It's a
breath of fresh air® Another attendee boldly stated, “Hollywood cancminpete with
ANY movie showcased at the [Scottsdale] Festi¥’&This person compared Hollywood
and independent films on the same plane withoutatihg that they operate on different
value systems, but even Dan Harkins commendedtiependent crowd, stating, “The
art-film lovers should pat themselves on the backoking great moviegoers ... because
they work harder to seek out the better films, wherthe average moviegoer goes to
whatever is the blockbuster title of the weel”Ettinger understood these nuances,
which informed her process for organizing the S&&Eh year.

Ettinger’s efforts to organize the SIFF also prevallook into how it developed
over the years. Ettinger is no stranger to thetfaat the logistics of organizing a film
festival are difficult and expensive. Once she dediwhich films to accept, having
personally watched each submission, getting the8ctitsdale became the next stap.

2010, Ettinger reflected, “For every few films thham able to land there is the one that

gets away.” In one case, she fervently tried tasean Albanian film, repeatedly

14 Kathy Cano- Murillo, “Film Festival Full of Optianfor Indie Fans,Arizona RepublicOctober 24,
2002, 6.

1> Anonymous, SIFF attendee testimonial, 2013, Sdalgsinternational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.
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emailing the director. He never responded and isiad\yf managed to contact him
through a fan who “liked” the film on Facebook.ikger did manage to book the film
that year, but recalled several missed opportundiee to “many variables including
technology, governmental regimes, language barmersad timing.*'?

Finances presented even more challenges. Ettistjeraged that the cost to put
the SIFF together each year now hovers around 8Q@B5As of 2013, Ettinger was the
only salaried employee, but she also employed thagetime employees and recruited
one hundred volunteefs’ Today, the SIFF is also comprised of six board eEmand a
thirteen member advisory committee, all voluntessifions??° Since most of the SIFF’s
workers volunteer, this allows funding to flow tther places such as film rental, facility
rental, shipping costs, office supplies, printipgblicity, lodging, and transportation for
festival guests (i.e. filmmakers and speaké&sfror context, the operating expenses for
the SIFF in 2007, the earliest year public recanmgsavailable, came to $115,000 against

total revenues of $130,00¢ By 2013, the expenses reached almost $138,000s4gali

“18 Mark, “10 Questions with Amy Ettinger, Director tfe Scottsdale International Film Festival
Arizona!” Movieclub, September 17, 2010, accesspdI&6, 2014 at
http://www.txtmovieclub.com/profiles/blogs/10-quiests-with-amy-ettinger.

*19 Hayley Ringle, “Profiles in Leadership: GettingtBest Seat in the Houséhoenix Business Journal
October 4, 2003, accessed April 26, 2014 at hitp.bizjournals.com/phoenix/print-
edition/2013/10/04/profiles-in-leadership-gettingethtml?page=all.

20 gcottsdale International Film Festival, “About Usgcessed April 27, 2014 at
http://www.scottsdalefilmfestival.com/aboutus.html

421 See “Scottsdale International Film Festival InR&zoo, accessed April 28, 2014 at
http://www.razoo.com/story/Scottsdale-InternatieRéin-Festival

422 5cottsdale International Film Festival, IRS Fora@%Z, 2008, accessed May 23, 2014 at
https://bulk.resource.org/irs.gov/eo/2009_04_EQI864044_990EZ_200812.pdf
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revenues of $168,006° Fortunately for the SIFF, revenues exceeded exsensery
year except 200% A significant portion of the funding for these exges came from
individual donations. Before the SIFF achieved mofipstatus in 2007, Ettinger
observed, “We've found that grant and foundatiamsey has been drying up and we
didn't want to be at the whim of thd£® The SIFF did struggle in its for-profit years,
however. Ettinger noted the irony that the SIFFmhdi start turning a profit until it
became a nonprofit organizatiofs.

Although Ettinger knew grants were never guarantsied did manage to secure
some funding over the years. In 2004, the Scots@altural Council administered
$50,000 in grant money, of which the SIFF receilesd than $5,000. To put this in
perspective, the Council received grant applicatioom twenty-five nonprofits
cumulatively requesting $158,50%.For the SIFF, $5,000 still helped and perhaps
Ettinger felt lucky to receive anything, but thesenbers demonstrate how much
competition existed whenever funding became aviaildtttinger also caught other lucky

breaks. One year she received funding from the@grtrts Foundation, which “took

*Bugeottsdale International Film Festival, Inc.,” i@estar, accessed May 23, 2014 at
https://www.guidestar.org/organizations/26-18048dditsdale-international-film-festival.aspx

24 See “Scottsdale International Film Festival InrbPublica, accessed May 23, 2014 at
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2> Anne Robertson, “Scottsdale Film Festival Could®iRecord Crowd,Business Journaluly 4, 2003,
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this Festival to the next level and positionedarsgieater things in the futuré®®
Ettinger also enjoyed financial support of $10,68@@n the City of Scottsdal&?®

Ettinger never did like the fickle nature of grargs she also tried unconventional
methods of securing funding. In 2012, for examile, SIFF’s founding sponsor ended
its support. In response, Ettinger set up an ordingion in which local businesses could
donate products rather than money. The SIFF walldrese products and keep the
revenue. According to Ettinger, “we knew that waild get community businesses to
donate product far more easily than asking for ckstations ... Companies are
financially strapped, and most non-profits aretbete trying to squeeze the same
corporations and companies for their very last @lic/e wanted to distance ourselves
from the fray and frenzy**°

Nevertheless, Ettinger did use conventional metld@dsking local businesses to
sponsor the SIFF, which required a considerableuatnaf persuasion on her part. Every
year, Ettinger distributed sponsorship informatpackages that explained the various
methods and costs of supporting the SIFF. Shecaidmed what a sponsor would
receive in exchange. In the 2004 edition, Ettingsed that the SIFF’s “audience as a
consumer group is extremely desirable, succesaflitrand conscious.” Ettinger added

that “sponsorship offers numerous branding oppdarasito elevate name recognition

%28 Jacob Green, “Q & A with Scottsdale Internatiofisin Festival Creator Amy Ettinger,” AZ Big Media,
June 7, 2013, accessed April 25, 2014 at httpiaabdia.com/events/qa-scottsdale-film-festival-tvea
amy-ettinger

429 «geottsdale International Film Festival, Inc.,” iBestar, accessed May 23, 2014 at
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and target the festival’s affluent, well-educatediance,**! suggesting here what she
explicitly stated one year earlier in the 2003 pang guide: “Festival attendees ... have
the disposable income that fuels strong econompoxipnities for retailers, hospitality,

luxury, service, and moré?

2 The 2013 sponsor information package offered fiigien
sponsors a chance to be a part of a “communityeeship” complete with
“opportunities and benefits.” After providing backgnd information about the SIFF, the
package outlined “Why SIFF is Important to You."elimany items on this list included
the SIFF’s growth, its support from local businesaed the community, previous
sponsors and a program guide distribution of 62t00flaces like Harkins and A.J.’s
Fine Foods. By taking out advertising space inptegiram guides, a business or
organization stood to reach many potential custsfiiér

By 2002, the SIFF received official endorsemerasfivarious humanities
organizations and government offices, which Ettmgged in future marketing. In a 2008
brochure, for example, Ettinger included the teshrals of three organization heads,
who have all since left their positions. Kathy Huter, Director of the Scottsdale Center
for the Arts stated, “We are proud to support sadime film Festival in Scottsdale ... the
SIFF brings to the Valley programs you can't seavhiere else.” Scottsdale Mayor Mary

Manross contributed her endorsement that the Sipfesented “a wonderful opportunity

for participants ... to enjoy world-class film in sycwhere all art forms are encouraged

31 Scottsdale International Film Festival, “Commurigrtnership Opportunities and Benefits,” 2013,
Scottsdale International Film Festival, Papers;gie collection, courtesy of Amy Ettinger.

432 Amy Ettinger, 2003 SIFF program guide, p. 7, Smizte International Film Festival, Papers, private
collection, courtesy of Amy Ettinger.

433 Scottsdale International Film Festival, “Commurigrtnership Opportunities and Benefits,” 2013,
Scottsdale International Film Festival, Papersigie collection, courtesy of Amy Ettinger.
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and appreciated.” Finally, Governor Janet Napatitatated, “The Scottsdale
International Film Festival is a welcome additiorthe arts and the cultural events
presented in Arizon&®* These endorsements served to support the cresftipositive
and entertaining experience that encouraged p¢opittend.

Getting people to come to the SIFF entailed an mrageffort for Ettinger. The
staples of the SIFF, of course, are the films attihder made no apologies for talking up
the quality of the SIFF’s programming. Ettingeraguized that foreign films did not suit
everyone’s tastes, but coaxed people by pointinnd‘the risk/reward ratio for this film
festival is very low, and the benefits are muchbkig You get two hours of entertainment
for $10™ and could “discover something mind-blavg.”**> Even after ten years of
growth, Ettinger did not let her guard down wheacaine to attracting new faces. In a
2011 interview Ettinger observed, “There’s stilhege number of people out there who
don’t know that this festival exists. So we're winigk on it.” Ettinger also noted the
recurring difficulty in convincing people to comeduring hard times. As Ettinger noted,
the first SIFF opened shortly after 9/11, whichs's&t the tone for every single festival
since. Right now, what happens when you turn emgws? You're hearing an instant

replay of last year when you turned on the newsverftime we get ready to stage our

434 Scottsdale International Film Festival, 2008 broeh Scottsdale International Film Festival, Papers
private collection, courtesy of Amy Ettinger.
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festival, October seems to be a magnet for this@oic doom and gloom.” With a dose
of reality she added, “you’ve gotta roll with thenzhes.**®

As much as the SIFF sold itself on the superiotityuigs independent films,
Ettinger eventually conceded the value of “mairestrefilms in attracting more people.
In 2008, she reflected, “If you were to chart basiler the years and look at the
progression and arc of the festival. ... There celyaveren't any studio films, any
Hollywood films. | really tried to stay away frorhdt for a long time, because that's
coming out of the woodwork. That's easy.” A mestop from organizers at the Toronto
International Film Festival, however, convincediigjer, “The best way to get people
into the door is to offer something mainstream. ©they're there, they're hooked.” This
position reflected a new strategy on Ettinger'd,daassed on the realization of the
drawing power that mainstream films possess: “\@heat it takes to lure somebody in
the door.™*’

This strategy also served to ameliorate the effefctise SIFF’s highfalutin
perception that might have driven away more castalds that Ettinger wanted to
reach. Therein lies the tension. Ettinger nevelieifly set out to attract an elite
audience, but she did cater to this crowd wheed¢time clear that they constituted the
majority of attendees. Shifting to a more mainstremarketing approach gave Ettinger

the opportunity to broaden the SIFF’s appeal artdmi@lly attract newcomers who may

43¢ Brent Hankins, “[Interview] Amy Ettinger, Directaf the Scottsdale International Film Festival,”
Nerdrep.com, September 30, 2011, accessed Aprd®@4 at http://nerdrepository.com/interview-amy-
ettinger-director-of-the-scottsdale-internatioriahffestival/
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have felt culturally excluded. Yet, she could nioag too far into securing mainstream
films without compromising the SIFF’s mission angmose.

Thus, Ettinger continued to institute other feasumad amenities that were geared
more toward filmic elitism. She also knew that #hesethods worked. Each year the
SIFF kicked off with an opening night gala thatetehted the accomplishment of
bringing together unique films from all over thenbo In the SIFF’s first year, the
Kazimierz World Wine Bar hosted an opening nighHadgefore the first film screening
later that eveningBread and Tulip§2000)*3® Some screenings also featured formal
post-film discussions, moderated by local professi® and paneled by directors, actors
and other members of the independent film commuAgyoneScottsdale Republic
article noted, Fred Linch served as a moderatanohiple occasions, “who believes that
the best part of a movie is ‘the cup of coffeerafted.” Fellow moderator Francie
Noyes noted the importance of the SIFF’s programyrifias these are films that people
in the Valley would not get a chance to see iffoothe film festival.”**°

To help give these otherwise obscure films soméiaddl recognition, Ettinger
collaborated with the Phoenix Film Critics Socigty2003, an organization comprised of
local media figures who administer annual awardgHat year’s films. Ettinger wanted
the Society to create a jury that gave out award&EF films in categories like Best
Actor, Best Screenplay and Best Film. Ettinger axy@d, “The festival wants the

potential audience to know the results in advawcassto make informed viewing

38 Dolores Tropiano, “Film Fest'of Type Held In ScottsdaleArizona RepublicSeptember 26, 2001,
10.
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decisions about what is considered to be the b&8tSince attendees had twenty-one
films to choose from that year, each with a segaadmission purchase, this service may
have provided a sense of security to people stingolver which films to see. As

Ettinger later stated on this general subjectkifid of took the guesswork out of it for

the novice, or for the nervous viewef**

Ettinger also tried to remove the guesswork of Wweeto attend by implementing
children’s programming for the 2006 SIFF. Few filatseened at a festival like the SIFF
are going to appeal to kids, and if no babysitangngements can be made, the parents
will stay home. Ettinger conceived of the childeprogramming as a chance for them to
discover kinds of cartoons unavailable from thegular media outlets, such as
television. Rather than expect kids to sit throadhll-length, live action film, an
animated short would generally have much greatereinment valué?? Ettinger
explained, “Selfishly, | feel that catching thenrlgan the formative years might bring
them back to this Festival when they are older. IMaye will also snag their parents in
the process ... We believe that the kids will be eateed, exposed to different cultures,

and educated*®
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Of course, Ettinger also intended for adults taslasuch educational
experiences, and sometimes attached a specifiecthethe SIFF’'s programming to
support that vision. As she noted in an intervighast year [2008] it was staycation.
The year before it was hope ... This year it's exgilon.”*** In organizing these themes,
Ettinger wanted to tap into the national mood asg to reach people and let them
respond. For the 2007 SIFF program, Ettinger “dettich feature films that give you a
sense of hope. ... People are tired of the war. Tédiyed of the housing market, gas
prices, Congress. They're tired, tired, tired.”HRatthan allow people to fester in their
cynicism, Ettinger wanted to activate a sense tiEbment in the attendees. As she
elucidated, “Each film will give people plenty talk about ... and a feeling that ‘I can
be an agent of change.’ ... I'm tired of peopldirfigenelpless and sitting back and waiting
for someone else to do something™'Since Ettinger’'s worldview of the power of film
hinged on a sense of group effort and communiig, o wonder that she also recruited
local organizations who shared her vision.

Such partnerships played a critical role in enggaeople to attend the SIFF.
Securing Harkins Theatres as a host particulane glae SIFF great advantages. Harkins
is a staple in the Phoenix metropolitan area abdiit a strong reputation in the
community over the last eighty years. The Harkiadéy Art is also Arizona’s oldest
film theater, completed in 1940. Part of this reypioin comes from owner Dan Harkins’s

efforts to screen more foreign and independentsfilmhis theaters. The Valley Art

44 Sonja Haller, “Foreign Flavor at Film Festivahtizona RepublicSeptember 30, 2009, 20.
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Theater, for example, screens many low-key filna thay never screen anywhere else.
Even though the Valley Art Theater operates ata ly screening these less popular
films, Harkins keeps the doors open to give thethance to be seéf Dan Harkins has
also kept an eye on new independent films, belgethiat they “were not getting their
rightful screen time, and | felt it was a causesbet to bring these films to Phoenix
because it's culturally enriching ... For me, itsuperior sense of achievemerit:*The
most important theater for bringing this idea fe ivas the Camelview 5, which screened
at least five times as many independent films as/fhley Art. Harkins did charge fees
for renting out his theaters, but he and Ettindggared an understanding of independent
film’s value, which made them a philosophical match

In 2011, Ettinger decided to change venues fronHa&ins Camelview 5 to the
Harkins Shea 14 six miles north. When asked whynsaée the switch, Ettinger cited a
number of reasons. She needed to stay in Scottddakxample, because the name is in
the title of the festival. Harkins had also justished renovating the auditoriums at Shea
14, including comfier seats than the aging Camel\@&ounterparts. As Ettinger
explained, “Those old grey broken down seats wesego uncomfortable that nobody
wanted to sit in them. If you come to my festivggnerally speaking, you spend hours
there. They're not faint of heart, my festival ggeand they really commit a lot of time,
so they needed to be comfortable, and we wantedi¢ inviting.” Bad experiences with

weather also prompted the theater change. TheyweXperienced a wicked hailstorm in

“4® Dan Harkins, “From the Eye of an Entrepreneur:l#side Look at Film Exhibition” (lecture, Barrett
Honors Lecture Series from Arizona State Univerditglley Art Theatre, Tempe, Arizona March 6, 2013)
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2010 and the Camelview 5 did not have any spacadimor lines. Ettinger called the
storm an “event killer**® Even without hailstorms, temperatures in earlyoBet can

still reach the low nineties and even exceed omeliad degrees Fahrenheit. All of these
factors point to the kinds of considerations thiinger took to heart when organizing the
SIFF and countering any elements that negativédcted it.

Ettinger also made a pivotal decision in 2002 astiering with the organizers of
the Toronto International Film Festival (TIFF). @t the TIFF wanted to expand
outside the Canadian film circuit so they agreeBttimger’s request for mentorship,
offering programming advice and some Canadianssfilon the SIFF. Ettinger recalled
with gratitude that “we had a handshake agreeméhtthe largest and most influential
film festival in North America. ... Without their timand attention I'm not sure how
things would have transpired®® The SIFF also stood to benefit just by its asgimia
with the TIFF. As Ettinger put it, “We really waed to hitch our wagon to the festival, at
least in North America, that had the most impadhfilm community.™*°
Even with strategic partnerships, all of this wodh be exhausting, and Ettinger

has implemented crowdsourcing into her promoti@asvities as a way to relieve herself

from some of the pressure and boost the SIFF aaime time. One can detect her
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weariness in a 2010 interview where she explaired tnuch work she does. She did
acknowledge the work of volunteers, interns andr@oaembers, but in the end:

| am the one contacting 400 potential filmmakerd distributors from festivals

world wide; negotiating every contract; finding aretting every vendor;

watching every film that makes it to the final raputting together the schedule;
finding all our funding; developing the budget;ihg contractors to perform PR
and advertising services; coordinating 90 volurgeand so on... and on. | get
tired thinking about what | do and dream of hirwfga business development
manager and an office assistatit.
Ettinger started recruiting attendees early inSH&='s life. In the opening message of
the 2002 program guide, for example, Ettinger reggka theme of “asked and
answered.” Attendees asked for a longer festivah more films, from more countries,
with question and answer sessions. The 2002 SIBWexed every request. As Ettinger
asked rhetorically, “How often do you have an opyaity to make this much of an
impact and shape the outcome of everit§?”

By giving attendees a voice in the process, Ettisgreictured the SIFF to
encourage them to become boosters and take sonersiwm Attendees formed a
relatively close-knit community with a common irgst, who were invited to attend an
annual event in which they were actively encourageapenly discuss their shared

passion. As Ettinger noted, “the true achievemétheFestival is its audiencé> The

programming and selection choices of the SIFF, mag were significantly influenced
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collection, courtesy of Amy Ettinger.

453 Amy Ettinger, 2003 program guide, p. 8, Scottsdaiernational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.
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by a mindfulness of the audience, a process theigeét described as a “sacred bond
between the curator and the audierité Attendance is an expression of support, a
community affirmation that the festival is importaand should continue. One attendee
expressed great personal satisfaction in seeingubleition of Scottsdale from a “sleepy
little town” to a “cultural oasis in the desert.”@hicago native, this attendee “missed the
cultural options we had taken for granted in thgedaiy ... Then, along came the
Scottsdale International Film Festival, which hagsriched the lives of thousands of
Arizonans” and allowed them to make “life-long fris.”>® Other attendees saw the
SIFF as building an “audience of intelligent, sgpicated cinephiles whose post-film
discussions are almost as enjoyable as the filmsk#es.**° Such praise is the reason
so many SIFF attendees kept going back each year.

Repeat attendance demonstrated the reputatiothth& FF had built in the
community’s mind. Ettinger recalled one attende® ¢did her, “I bought tickets for one
film and went to six. And I'm coming back next y&&t Survey results also prove this
point. According to the SIFF’'s 2012 survey, abothied of respondents had attended at
least five times befor&® One attendee reflected on the experience as, “@tuitl|

really enjoyed patrticipating in the event and havery intention of making it a yearly

54 Amy Ettinger, 2007 program guide, p. 8, Scottsdialernational Film Festival, Papers, private
collection, courtesy of Amy Ettinger.

55 “netset,” SIFF attendee testimonial, Great NorigspMay 18, 2012, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:3/

**®«honniecw,” SIFF attendee testimonial, Great Nafips, May 23, 2012, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page:2/

457 Bill Goodykoontz, “Scottsdale Festival Widens$tsope,”Arizona RepublicOctober 3, 2008, 1.

45842012 Scottsdale Film Festival-Online Survey TAl§cottsdale International Film Festival, Papers,
private collection, courtesy of Amy Ettinger.
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tradition.”° Another attendee stated, “I have attended evenytSiale International

Film Festival as a pass holdéf®while another commented, “| have been a passholder
for this Festival since Day One ... | am a film baffd never disappointed® The
statement about not being disappointed is impotianause it implies that as a film buff,
the standards for making an impression is highen for the “average” moviegoer.
Another “avid film festival goer” has “been a fdithattendee of this festival since its
inception.”®®? These reflections reveal a sense of loyalty thesé attendees held for the
SIFF, an indication of the positive impact that 816F had on their lives.

Other attendee boosters shared their experienteshe larger community by
posting online reviews. Twenty-seven people reviéthe SIFF, and only one person
gave it less than a perfect five star rating. Wasgked whether they would recommend
the SIFF to a friend or tell others about the eyeimeteen responded “definitel§f?
Reviewers also wrote freehand responses and tloeyesbd praise upon the SIFF. One
volunteer, for example, considered the SIFF a “gem,” and ended the review with a

plug for the SIFF: “l wouldn’t miss it!!! And if yo're anywhere near Scottsdale in early

59 Anonymous, SIFF attendee testimonial, 2013,

460 «glizabethj,” SIFF attendee testimonial, Great Niafits, August 27, 2013, accessed April 27, 2G4
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:1/

“61“Rocky810,” SIFF attendee testimonial, Great Narips, April 26, 2013, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page:2/

452uejnussy,” SIFF attendee testimonial, Great NofifgoJune 15, 2012, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page:2/

%3 See Great Nonprofits, “Scottsdale Internationhfiestival Inc. Reviews,” accessed April 28, 2@t4
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc
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October, you shouldn't eithe®™ Another attendee stated that because the SIRF is s
well organized, it “should be on any film ‘junkidigt. It's the best!*®®> Another attendee
stated that the SIFF is “A must-attend for movieels!™°® A SIFF board member also
offered her endorsement for the SIFF, and wouldhly recommend this as an autumn
do- not- miss!*®’ Festival Manager Ted Kirby wrote: “The Scottsdalernational Film
Festival is a top-quality festival experience! Thysfar, is definitely a highly
recommended event each October in Scottsdale, wal?l5® Lastly, one enthusiastic
long- time attendee noted, “I will continue to sapghe wonderful world that Amy
Ettinger has brought to this corner of the gloff8.”

When asked what she considered her greatest adsbmpht, Ettinger replied,
“Starting two film festivals from scratch and keeg the Scottsdale International Film
Festival a going proposition for 13 years to dafé®This reflection underscores the
inward boosterism that Ettinger desired. Her effanter the last thirteen years have been

geared toward growing the SIFF and trying to tucot&dale into an internationally

#644sheo,” SIFF attendee testimoni@reat NonprofitsMay 10, 2013, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:1/

% Craig Prater, SIFF attendee testimor@teat Nonprofits April 26, 2013, accessed April 28, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page: 1/

%0 «Nick24,” SIFF attendee testimonidbreat NonprofitsOctober 22, 2012, accessed April 28, 2014 at
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:2/

*7“Melissab1,” SIFF attendee testimoni@lreat NonprofitsJune 17, 2012, accessed April 28, 2014 at
http://greatnonprofits.org/reviews/scottsdale-inggional-film-festival-inc/page:2/

%8 Ted Kirby, SIFF attendee testimoni@lreat NonprofitsMay 18, 2012, accessed April 28, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page: 3/#r_id-112377--usil-
152935

49 «sandwest,” SIFF attendee testimonf@teat Nonprofits August 29, 2013, accessed April 27, 2014 at
http://greatnonprofits.org/reviews/scottsdale-intgional-film-festival-inc/page: 1/

470“Bysiness Profile: Amy Ettinger Jewish News of Greater PhoenSeptember 13, 2013, 5.
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recognized city of arts. The exponential growtlihef SIFF has given Ettinger a good
kind of problem. In a 2013 interview witPhoenix Business Journdtttinger stated,
“The fest is getting too big without more helpdalhwant to take the fest to the next
level ... | have no problem getting films from arouheé world. The hard part is getting
the community to step up. They need to realize tieaxe a true miracle in their own
backyard.”" This miracle, properly fostered, could ensure #vi#ona always enjoys a

reputation for its encouragement of film.

“"I Hayley Ringle, “Profiles in leadership: Gettingthest seat in the hous®hoenix Business Journal
October 4, 2003, accessed April 26, 2014 at higp.bizjournals.com/phoenix/print-
edition/2013/10/04/profiles-in-leadership-gettingethtml?page=all.
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CHAPTER 6
CONCLUSION

As this thesis demonstrated, Arizona’s motion petaoosters consistently
worked toward building state identity through thedium of film. These boosters did not
all follow the same paths, or want to arrive atshene destinations, but they were united
in their goals to use film as a state-building tool

In the opening decades of the twentieth centuwyard boosters in Arizona tried
to capitalize on the development of Hollywood’s egefice as an entertainment entity.
The Arizona Motion Picture Company and Arizona MatPictures, Inc. both entered the
business by producing local actualities and shionsf These two companies met with
short-lived success, but their efforts are nonegimportant as examples of the earliest
motion picture work completed in Arizona. Romainel@fing met with better success, as
he arrived in Arizona with a pre-earned reputat©@nginally filming for several months
at a time as a visiting producer, Fielding everyuabened his own local studio, Cactus
Films. Fielding also produced actualities, whichlies like the Phoenix Chamber of
Commerce understood as a valuable marketing todhéstate’s modernization.
Fielding’s work also emphasized the natural lanpgea# Arizona, “stamping” the state
with his signature techniques. TAgzona Republicacovered much of this activity.

One of the consequences of the focus on Arizoretisral landscape was the
transference of Arizona’s stereotypical Wild Westgery onto film. In the process of
exploring the theme of inward boosterisfwmizonareinforced many Western stereotypes
that had been established early in the twentietfuce. Some outward boosters knew
that marketing Arizona’s Western perception wasiakiable strategy for securing
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additional Hollywood productions. Bob Shelton’s Qldcson Studios represented a
quintessential example of this kind of approachg@ally built for the filmArizonain
1940, Old Tucson became an icon for Western filodpction in Arizona, and Shelton
spared no resource in making sure that Hollywodidifelcome there.

Beginning in the 1940s, Arizona’s political bodle=gan taking a serious look at
the potential that a vibrant motion picture indystould have on the state’s economy.
Governors Robert T. Jones and Sidney P. Osbotthesetheels in motion by personally
promotingArizonato a global audience. From there, the evolutiothefMotion Picture
Development Program (MPDP) proved how favorablycsasive governors viewed the
motion picture industry. Like Shelton, those invedwvith the MPDP were outward
boosters, but they emphasized more than just AaisoWWestern look; they marketed
Arizona wholly on everything it had to offer, attptimg to craft an image of Arizona as a
film-friendly state. The entire motion picture irglry’s expansion created stiff
competition, providing additional motivation foretlMPDP to accelerate its efforts in
producing this image. This is a concern inward bergsnever had to deal with, but their
tradeoff lied with competing with Hollywood itself.

The film festival model used by Amy Ettinger largelschewed both of these
problems. Ettinger’s inward boosterism conceivethefScottsdale International Film
Festival (SIFF) as championing Hollywood alternasivto satisfy a more selective
filmgoing crowd that enjoyed what they perceivedrgsmore artistic vision of
independent and foreign films. Ettinger’s efforesbreflect an inward boosterism that
tried to build a reputation for the SIFF itselfaasevent that consistently delivered a
world-class filmic experience. Ettinger did everiyiaoncede to booking Hollywood
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films, but only as a means to increase the chamicesomoting films that formed the
heart of the SIFF.

Although this thesis has addressed various topidscavered the twentieth
century up until the present, there are topicsquestions regarding Arizona and film
that are yet to be considered. Future scholaxshufd expand on the topics raised in this
thesis. For example, other newspapers besidesribena Republicamand other sources
must include information, particularly on the easli years of Arizona’s motion picture
history*”2 Old Tucson Studios has hosted hundreds of filndyetions, offering the
possibility of doing a comprehensive history of gak. Public promotion of the motion
picture industry by state and local governments addls for additional attention. Finally,
a comparative analysis of the various film fessual Arizona could yield very useful
information. Future scholars could also focus oec#fir themes besides boosterism, such
as labor or the economy. These approaches allpateatial to expand the still small

historiography on the subject of motion pictureustly in Arizona.

472 Retired film professor Jay Boyer relayed how therses he used for his research on early film in
Arizona were “pitched into a dumpster” when heregtifrom Arizona State University. Due to budgeiscu
the university’s library had to cut back and thexxe simply no resources to care for the recordsalde
accumulated. This is an example of the challengésding sources and an explanation for why theree
gaps. Jay Boyer, email correspondence to authbrugey 10, 2014.

154



BIBLIOGRAPHY
Archival Records

Castro, Raul, Papers. Office of the Governor, R&idtory and Archives Division,
Arizona State Library, Archives and Public Records.

Executive Order 2005-003. “Creating the Arizona &ower’s Film and Television
Commission.” Issued February 2, 2005. Accessed May014.
http://azmemory.azlibrary.gov/cdm/ref/collectionderrders/id/466

Executive Order 72-2. “Creating the Arizona Goveisi®otion Picture Commission.”
Issued June 19, 1972. Accessed June 20, 2014.
http://azmemory.azlibrary.gov/cdm/singleitem/cadlien/execorders/id/563/rec/9

Executive Order 73-6. “Creating the Arizona Goveisni&ilm Commission.” Issued
November 30, 1973. Accessed May 11, 2014.
http://azmemory.azlibrary.gov/cdm/ref/collectionderrders/id/570

Executive Order 76-11, “Creating the Arizona GoweisiMotion Picture and Advisory
Board.” Issued December 14, 1976. Accessed Maga®™4.
http://azmemory.azlibrary.gov/cdm/ref/collectionéderrders/id/609.

Executive Order 77-11. “Creating the Arizona GoweisiMotion Picture and Advisory
Board.” Issued January 171977. Accessed May 20, 2014.
http://azmemory.azlibrary.gov/cdm/ref/collectionderrders/id/512

Executive Order 85-10. Issued May 30, 1985. Acakdsay 19, 2014.
http://azmemory.azlibrary.gov/cdm/ref/collectiorderrders/id/293

Executive Order 91-19. “Creating the Arizona GoweisiMotion Picture and Television
Board.” Issued October 28, 1991. Accessed May 0942
http://azmemory.azlibrary.gov/cdm/ref/collectiorderrders/id/102

Executive Order 92-9. “Creating the Arizona Goveimi®otion Picture and Television
Board.” Issued March 23, 1992. Accessed May 194201
http://azmemory.azlibrary.gov/cdm/ref/collectiorderrders/id/118

House Congressional Record. September 3, 196982#4@8essed February 19, 2014.
http://www.mocavo.com/Congressional-Record-Volumé&-9/758611/940

Jones, Governor Robert T., Papers. Office of thee@Bwr, RG 1, History and Archives
Division, Arizona State Library, Archives and PabRecords.

155



Journal of the House of Representatives: Fifte&eislature of the State of Arizana
Phoenix: Sims Printing, Co., 1941.

Osborn, Governor Sidney P., Papers, Office of theeBor, RG 1, History and Archives
Division, Arizona State Library, Archives and PabiRecords.

Williams, Governor John (Jack), Papers. Officehaf Governor. RG 1. History and
Archives Division, Arizona State Library, Archivasd Public Records.

Books

Boyer, Jay. “No Fit Place for Any Man, Woman or [dhDepictions of Arizona in Our
Earliest Films.” InBeyond the Star$Studies in American Popular Film Volumge 4
edited by Paul Loukides and Linda K. Fuller, 11-Bdwling Green, Ohio:
Bowling Green State University Popular Press, 1993.

Daws, George, compVhat Made Arizona: MENPhoenix, Arizona: Daws Publishing
Co., 1920(?).

DeBarbieri, Lili. Location Filming in Arizona: The Screen Legacyhs Grand Canyon
State Charleston, South Carolina: The History Pres&420

DeMille, Cecil B.The Autobiography of Cecil B. DeMillEdited by Donald Hayne.
Englewood Cliffs, New Jersey: Prentice- Hall, Ir©959.

De Valck, Marijke.Film Festivals: From European Geopolitics to Glolizhephilia
Amsterdam: Amsterdam University Press, 2007.

Edwards, Rona and Monika Skerbelifie Complete Filmmaker’s Guide to Film
Festivals: Your All Access Pass to Launching YalmBn the Festival Circuit
Studio City, California: Michael Wiese Productio@612.

George-Warren, HollyCowboy: How Hollywood Invented the Wd3asantville, New
York/ Montreal: The Reader’s Digest Associatiorg.Jr2002.

Hitt, Jim. The American West from Fiction (1823- 1976) intlH{1909- 1986)
Jefferson, North Carolina: McFarland & Company,. iublishers, 1990.

Kant, Candace CZane Grey’s ArizonaFlagstaff, Arizona: Northland Press, 1984.

King, Geoff.Indiewood, USA: Where Hollywood Meets IndependamtrGa New York:
I.B. Tauris & Co. Ltd., 20009.

Kula, SamAppraising Moving Images: Assessing the Archival Blonetary Value of
Films and Recordd.anham, Maryland: The Scarecrow Press, 2003.

156



Lawton, Paul JOId Tucson StudioLharleston, South Carolina: Arcadia Publishing,
2008.

Levy, EmanuelCinema of Outsiders: The Rise of American Indepanieiém. New
York: New York University Press, 1999.

Loy, R. Philip.Westerns and American Culture, 1930- 19K8ferson, North Carolina:
McFarland & Company, Inc., Publishers, 2001.

——— Westerns in a Changing America, 1955- 2QD¢fferson, North Carolina:
McFarland & Company, Inc., Publishers, 2004.

Marsden, Michael T. “The Rise of the Western MoWem Sagebrush to Screen.” In
Western Films: A Brief Historyedited by Richard W. Etulain, 17-28anhattan,
Kansas: Sunflower University Press, 1988.

McNeill, Joe.Arizona’s Little Hollywood: Sedona and NorthernZoma’s Forgotten
Film History 1923- 1973Sedona, Arizona: Northedge & Sons, 2010.

Murdoch, David HThe American West: The Invention of a MyAfales, Welsh
Academic Press, 2001.

Natoli, JosephMemory’s Orbit: Film and Culture 1999- 2008Ibany: State University
of New York Press, 2003.

Newman, Michael Zlndie: An American Film CultureNew York: Columbia University
Press, 2011.

Robinson, DavidFrom Peep Show to Palace: The Birth of AmericamANew York,
Columbia University Press, 1996.

Sarris, AndrewThe American Cinema: Directors and Directions, 192968
Cambridge, Massachusetts: Da Capo Press, 1996.

Simmon, ScottThe Invention of the Western Film: A Cultural Histof the Genre’s
First Half- Century Cambridge: Cambridge University Press, 2003.

Sklar RobertMovie-Made America: A Cultural History of Americklovies New York,
Vintage Books, 1994.

Smith, Henry NashVirgin Land: The American West as Symbol and M@dmbridge:
Harvard University Press, 1978.

Stanton, Bette L'Where God Put the West”: Movie Making in the Desé&foab, Utah:
Four Corners Publications, 1994.

157



Trimble, Marshall Arizona: A Cavalcade of Historyfucson, Arizona: Rio Nuevo
Publishers, 2003.

Turan, KennethSundance to Sarajevo: Film Festivals and the WoHdy Made
Berkeley: University of California Press, 2002.

Verhoeff, NannaThe West in Early Cinema: After the BeginniAghsterdam:
Amsterdam University Press, 2006.

Welsh, Michael. “Origins of Western Film Compani#&887-1920.” InWestern Films: A
Brief History, edited by Richard W. Etulain, 5-16. Manhattann&as: Sunflower
University Press, 1988.

Wong, Cindy Hing-Yuk.Film Festivals: Culture, People, and Power on tHelsal
ScreenNew Brunswick, New Jersey: Rutgers UniversitysBr&011.

Wright, Will. Six Guns and Society: A Structural Study of thetdeBerkeley,
University of California Press, 1975.

Wrobel, David Promised Lands: Promotion, Memory and the Creatibthe American
West Lawrence, University of Kansas Press, 2002.

Zarbin, Earl All the Time a Newspaper: The First 100 Years efAhzona Republic
Phoenix, Arizona: Phoenix Newspapers, Inc., 1990.

Corporate Reports

Arizona Corporation Commissiohlinth Annual ReportArizona Corporation
CommissionPhoenix: Board of Directors of the State of Anap1921. Accessed
May 22, 2014 .
https://play.google.com/books/reader?printsec=tmwver&output=reader&id=pn
gXAQAAIAAJ&pg=GBS.PA465

ESI Corporation. “2008 MOPIC Economic Impacts Stitighlights.” July 24, 2009.
Accessed May 16, 2014.
https://www.azproduction.com/files/2313/8377/7458/MC_Report_Highlights.
pdf

ESI Corporation. “Analysis of the Film and Videdlirstry in Arizona.” December, 2004.
Accessed May 18, 2014.
http://azmemory.azlibrary.gov/cdm/singleitem/cdlien/statepubs/id/811/rec/1

ESI Corporation. “Impact of the MOPIC Program amdrand Multi-Media Production
in Arizona-2009.” July, 2009. Accessed June 154201

158



http://www.azproduction.com/files/2813/8377/745NRAL_MOPIC_Report_7_2
4 091.pdf

Government Sour ces

Arizona Department of Commerce. Annual Report, &i¥ear 2006. Accessed May 17,
2014.
http://azmemory.azlibrary.gov/cdm/compoundobjediéabion/statepubs/id/2193/
rec/7

Arizona Department of Commerce. Annual Report, &i¥@ar 2007. Accessed June 15,
2014.
http://azmemory.azlibrary.gov/cdm/compoundobjediéobion/statepubs/id/2193/
rec/7

Arizona Department of Commerce. Annual Report, &i¥@ar 2008. Accessed June 15,
2014.
http://azmemory.azlibrary.gov/cdm/compoundobjediéabion/statepubs/id/2193/
rec/7

Arizona Department of Commerce. Annual Report, &i¥@ar 2009. Accessed June 15,
2014.
http://azmemory.azlibrary.gov/cdm/compoundobjediéabion/statepubs/id/2193/
rec/7

Davenport, Debra K. “Performance Audit: Arizona Rgment of Commerce.”
September, 2003. Accessed June 15, 2014.
http://azmemory.azlibrary.gov/cdm/compoundobjediéabion/statepubs/id/1928
4/rec/1

United States Department of Commerce, Bureau oh&oic Analysis. “Regional Data,
Gross Domestic Product by State: Motion Picturés¢essed June 15, 2014.
http://www.bea.gov/iTable/iTable.cfm?reqid=70&st&gasuri=1&acrdn=1#reqi
d=70&step=10&isuri=1&7003=200&7035=-
1&7004=sic&7005=63&7006=04000&7036=-
1&7001=1200&7002=1&7090=70&7007=-1&7093=levels

United States Department of Commerce, Bureau oh&tic Analysis. Regional Data,
Gross Domestic Product by State: All industry TétAtcessed June 15, 2014.
http://www.bea.gov/iTable/iTable.cfm?reqid=70&st&gasuri=1&acrdn=1#reqi
d=70&step=10&isuri=1&7003=200&7035=-
1&7004=sic&7005=1&7006=04000&7036=-
1&7001=1200&7002=1&7090=70&7007=-1&7093=levels

159



I nterviews

Bradstock, Phillip. Interview by Ryan Ehrfurth. Rimix, Arizona, February 19, 2014.
Lawton, Paul J. Interview by Ryan Ehrfurth. TucsAnzona, March 24, 2014.
Shelton, Bob. Interview by Ryan Ehrfurth. TucsomizAna, April 3, 2014.

Tate, Harry. Interview by Ryan Ehrfurth. Phoenixjzdna, May 9, 2014.

Journal Articles

Edgerton, Gary. “The Film Bureau Phenomenon in Acaeand its Relationship to
Independent FilmmakingJournal of Film and Vide@8 (1986): 40-48.

Gaberscek, Carlo. “Cinema Western in Arizona 199291” Griffithiana 25 (2003): 18-
57.

Hall, George C. “The First Moving Picture in ArizmnOr Was It? The Tragic Tale of C.
L. White's Marvelous Projectoscope Show in Arizand New Mexico
Territories, 1897-1898.Film History 3 (1989): 1-9.

Holstein, Jo-An and Debbie Roth. “A Historical LoakArizona’s Food Industry.”
Arizona Food Industry Journd003): 12-37. Accessed May 21, 2014.
http://afmaaz.org/documents/AFMAHistory.pdf

Nichols, Bill. “Discovering Form, Inferring MeanirgFilm Quarterly47 (1994): 16-30.

Sconce, Jeffrey. “Irony, Nihilism and the New Anoam ‘Smart’ Film.”Screerd3
(2002): 349-369.

Shapiro, A. “Trends in 16-Mm. Projection, with SgdReference to SoundJburnal of
the Society of Motion Picture Engine@6 (1936): 89-94. Accessed May 21,
2014. https://archive.org/details/journalofsocids@cirich

Woal, Linda K. “Romaine Fielding: The West’s TowgiAuteur.” Film History 7 (1995):
401-425.

Live Presentations
Harkins, Dan. “From the Eye of an Entrepreneur:ldgide Look at Film Exhibition.”

Lecture, Barrett Honors Lecture Series from Ariz&tate University, Valley Art
Theatre, Tempe, Arizona March 6, 2013.

160



Newdetters

No title. Call SheetThe Arizona Motion Picture Development Prograrffjd® of
Economic Planning and Development, Office of the&nor, February, 1978.

No title. Call SheetThe Arizona Motion Picture Development Prograrffid® of
Economic Planning and Development, Office of thev&nor, April- May, 1978.

“80’ Production Income Up in ArizonaCall SheetThe Arizona Motion Picture
Development Program, Office of Economic Plannind Brevelopment, Office of
the Governor, February, 1981.

“1985 Record Year in ArizonaCall SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developm@ifice of the Governor,
November- December, 1985, 1.

“Advisory Board to Sponsor Statewide ‘CineposiunCall SheetThe Arizona Motion
Picture Development Program, Office of EconomiaRlag and Development,
Office of the Governor, September- October, 1983.

“Arizona’s Film Fortunes Leap During 1983all SheetThe Arizona Motion Picture
Development Program, Office of Economic Plannind Brevelopment, Office of
the Governor, November- December, 1983.

“Call Sheet.”Call SheetThe Arizona Motion Picture Development Prograrffic® of
Economic Planning and Development, Office of they&nor, January- February,
1977.

“Film/TV Production $32 Million Industry During '90Brings $15 Million ' Quarter Of
'91.” Call SheetThe Arizona Motion Picture Development Prograrffic® of
Economic Planning and Development, Office of thev&nor, Spring, 1991.

“Fortunes Soar in ArizonaCall SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developm@ifice of the Governor,
Winter, 1990.

“Governor’s Advisory Board to Preserff’2Cineposium.” Call SheetThe Arizona
Motion Picture Development Program, Office of Ecaomo Planning and
Development, Office of the Governor, March- Apti986.

“Motion Picture Office Releases Fiscal Year Regenmbduction Up.'Call SheetThe

Arizona Motion Picture Development Program, OffafeEconomic Planning and
Development, Office of the Governor, Summer, 1988.

161



“Past Year Was Good, Next Year Looks Bett€&dll SheetThe Arizona Motion Picture
Development Program, Office of Economic Plannind Brevelopment, Office of
the Governor, July 1977.

“Production $$ Up in Arizona.Call SheetThe Arizona Motion Picture Development
Program, Office of Economic Planning and Developm@ifice of the Governor,
January, 1983.

“Production Rings Arizona’s Cash Registers-To Thed Of $27 Million.”Call Sheet
The Arizona Motion Picture Development Program,i€afiof Economic Planning
and Development, Office of the Governor, July- Asigd984.

“State Offers Tax Relief to Lure Film Productioi€all SheetThe Arizona Motion
Picture Development Program, Office of EconomiaRlag and Development,
Office of the Governor, Fall, 1992.

“Young Riders, Vagrant, Iron Eagle, Arrowtooth, Maisal Soldier Help Push Film
Revenues Towards $50 MillionCall SheetThe Arizona Motion Picture
Development Program, Office of Economic Plannind Brevelopment, Office of
the Governor, Fall, 1991.

Caranicas, Peter and Rachel Abrams. “Runaway Ptiodud he United States of Tax
Incentives.”Variety, August 26, 2013. Accessed May 2, 2014.

http://variety.com/2013/biz/news/runaway-producttbe-united-states-of-tax-
incentives-1200589317/

Newspaper Articles

No title. Arizona RepublicanJuly 12, 1921, 10.

No title. Arizona RepublicanJuly 17, 1921.

No title. Arizona RepublicanJuly 19, 1921.

No title. Arizona RepublicanJuly 21, 1921.

“Ad Club Hears Results of Phoenix Publicity: Mutelyd Effectively Romaine Fielding
Displays Columns and Columns of Space-McArthursleflAutos.”Arizona

Republican February 9, 1915.

“Admen to Hear about Autos and Movies at Lunch yotarizona Republican
February 8, 1915.

“Amusements.’Arizona RepublicanpAugust 7, 1913.

162



“Amusements: Eagles Nest Great Picture at Empréggdna RepublicanApril 10,
1915.

“Amusements: High Class Amusement at the AmusudhdriiArizona Republican
October 2, 1915.

“Arizona Celebrates Statehood Day at Phoenix ireBagof Splendor.Chandler
Arizonan February 14, 1913. Accessed January 25, 2013.
http://www.chandlerpedia.org/Chandler_Arizonan/1/8231913/02-14-1913/02-
14-1913 - Page_ 1

“Booklet Tells of Arizona and MoviesArizona RepublicanJune 25, 1921.
“Business Profile: Amy EttingerJewish News of Greater Phoen8eptember 13, 2013.

“Businessmen Appreciate Cactus City: Merchants@owohmercial Organizations
Recognize the Value to Phoenix of the Work of Raoradtielding.”Arizona
Republican February 5, 1916.

“Cactus City's Solidly Built: Abundant Outside Cegbito Be Invested in the Complete
Development of Mr. Fielding's Moving Picture Entesp.” Arizona Republican
February 13, 1916.

“Cinema Authority Forecasts Phoenix as Picture @gh@rizona Republican
September 22, 1921.

“Co-Operation Is Lacking In Local Film Making: Roma Fielding, Producer,
Regretting Indifference of Phoenix: Intends to Keeplrying to Make This a
Small Universal City.’Arizona RepublicanFebruary 4, 1916, 4.

“Copper Invite Summons Stars to ‘Arizonatfartford Times November 6, 1940.

“Copper Mining on the Movies: Picture Men Coming-andle Highly Interesting
Subject- Will Show Phases, from Ore to Blister Ricid Bisbee Daily Review
May 30, 1913. Accessed February 27, 2014.
http://chroniclingamerica.loc.gov/lccn/sn840248310/3-05-30/ed-1/seq-
6/#date1=1836&index=1&rows=20&words=Arizona+MotidPi¢ture&searchTy
pe=basic&sequence=0&state=&date2=1922&proxtext=%28aa+motion+pict
ure%22&y=7&x=19&dateFilterType=yearRange&page=1

“Dealers Leave to Attend Big ShowAtizona RepublicanJanuary 8, 1922.

“Desert Rat’ Cactus Film: Midnight Run of RomaiRelding’'s New Picture Receives
Approval Of The Favored Audience on Saturday NigAtizona Republican
February 28, 1916.

163



“Encampment Is Seen In Movies: Test Run Is MadiefTurnbull Film Taken While
National Guard of Arizona Was in Camp at WhipplerBeks.”Arizona
Republican August 13, 1913.

“Entries Come in for Movie Contest to Start Monda&rizona RepublicanJuly 17,
1921.

“Fielding Has Close Call.Arizona RepublicanNovember 30, 1915.

“Fielding in Print on Pacific Coast: Phoenix MoviRgcture Star Given Publicity By
Coast PapersArizonaRepublicanMarch 20, 1916.

“Fielding Says He Will Film the Lily Plant.Arizona RepublicanApril 3, 1915.

“Fielding's Artists Arrive This Morning: Committedakes Preparations to Welcome
Motion Picture Troupe--Breakfast at the ArizonalCCat Nine.”Arizona
Republican January 8, 1915.

“Film Made Here Immortalizes First Sun Fete: Wofl&oizona Motion Picture
Company Reproduces Important Features of the Migwirestival of One Week
Ago: Many Familiar Faces Are Seen: Principal SseétPhoenix With the
Hurrying Throngs, Modern Buildings and Paved Sgdébst Inspiring of All.”
Arizona RepublicanMarch 3, 1913.

“Film Maker’s Statement about City Called Untruérizona Daily StayJuly 13, 1972.

“From New York to Arizona: Getting Aggressive in iBg after Movie Bucks.lLos
Angeles Timeslanuary 8, 1984.

“Guaranty Goes with the Ad Club Dinner: Both thedgtam and the Menu Have the
Good Faith of the Club Behind ThenAtizona RepublicanJanuary 14, 1915.

“High Water is Today's Topic: Conference Commitel Special Delegates to Talk
Over Celebration to Be Held at Roosevelt Late Nvanhth.” Arizona
Republican February 20, 1915.

“Hollywood in the Desert.Old Tucson Citizercirca 1990.

“Laboratory for Motion Pictures Has Been Instalied'his City.” Arizona Republican
October 6, 1921.

“Leecraft's Lino Loudly Roars: Popular Manager Aances Radical Change of
Program: The Lion Will be Home of all Romaine Fialgls Pictures.Arizona
Republican February 12, 1915.

164



“Lights! Camera!: Our Stand: But No Action, and Zoha Should Offer Incentives to
Lure Hollywood Filmmakers.Arizona RepublicDecember 24, 2004.

“Local Movies Tonight.”Arizona RepublicanMarch 31, 1913.

“Lubin Recalls Local Company: Centralization of Ees Will Take Phoenix Picture
Company to Philadelphia and Temporarily, at Lelastiding.” Arizona
Republican August 23, 1915.

“Made-At Home Cactus Film Pleases on Initial Shaywimrizona RepublicanFebruary
7,1916.

“Movie Cowboys and Arizona Atmosphere: Case in Bogeles Court Provokes
Wonder at Similarity Which Does Not Exis&tizona Republicanjuly 30, 1913.

“Movie Motors Invade Wilds: Arizona Feature Man s Armored Fleet; Great Motion
Picture will be Projected; Squad of Great Staredinp for Cast.Los Angeles
Times August 8, 1915.

“Movie School for Phoenix Is Fielding Plamitizona RepublicanMarch 8, 1916, 7.

“Movies of The Big Sun Fete: Local Motion Pictureri@ern to Make Films Which Will
Have Their First Run at Coliseum in about Ten Dapsizona Republican
February 14, 1913.

“Moving Picture Troupe May Come to Phoenix: Romdhnelding Heading Party of
Lubin Artists.” Arizona RepublicanDecember 9, 1914.

“Night- Piercing Movie Stuff: Fielding Tries Out Rable Juice Maker.Arizona
Republican July 13, 1915.

“Party of Picture People in PhoeniAtizona RepublicanSeptember 21, 1921.

“Phoenix Always My Home Says Romaine Fielding Aniats Movie Pioneer.Arizona
Republican September 28, 1915.

“Phoenix Film Is At Empress: Second Local Pictured@ced by Romaine Fielding to Be
Shown Tonight Many Local People Will Appear in Iafizona Republicanjuly
12, 1915.

“Phoenix Well Advertised In Motion National Movie &dazine.”Arizona Republican
March 7, 1920.

165



“Picnicking Motorists Enjoy Concert In Big Out D@oBand Hall: Between Twenty-five
Hundred and Three Thousand Visit Echo Canyon WhézoAa Band Renders
Sublime Music: Fielding's Movie Folk Were There:ciixg Auto and
Motorcycle Occasion was Yesterday's Camelback BorPopular it May be
Repeated Yearly.Arizona RepublicanFebruary 8, 1915.

“Picture-Folk Here For Six Months' Work: Romainelding's Lubin Troupe Arrives on
Schedule, and is Duly Welcomed as Part of Phoehiopt Climate Instantly:
Score of Well Known Artists: Pretentious StudidB® Built at Fair Grounds-
Plans Not Yet Complete, But Will Probably Keep Camyp Till Summer.”
Arizona RepublicanJanuary 9, 1915.

“Pictures From Aztec Sun Fete: Films Turn Out Ebareland Will Have First Run at
Coliseum Theater in about a Week or Ten DagsiZzona RepublicanFebruary
23, 1913.

“Real Film Plot Finds Its Hero in Henry Starldtizona RepublicanDecember 29, 1917.

“Realism in Pictures Often Is Overlooked By Movigdators.” Arizona Republican
July 21, 1921.

“Romaine Fielding at EmpressAtrizona RepublicanMay 4, 1915.

“Romaine Fielding Utilizes Natural Beauties in Puothg Arizona Moving Pictures.”
Arizona RepublicanMay 23, 1915.

“Romaine Fielding’s Pay Roll $15,000 A Month to Bhx.” Arizona RepublicanApril
6, 1915.

“S.X. Picture Is Full of Thrills,”Arizona RepublicanNovember 4, 1919.

“Something about The Man Who’'s Making Movies HdRemarkable Character Is This
Romaine Fielding, Doctor, Student, Playwright, &hast Popular Moving
Picture Man.”Arizona RepublicanJanuary 20, 1915.

“Sun Fete Pictures Here&rizona RepublicanMarch 2, 1913.

“Sun Fete Pictures Arizona RepublicanMarch 6, 1913.

“The Real Arizona to Be Shown People of The Easiillm.” Arizona RepublicanJune
8, 1921.

“The Republican.’Arizona RepublicanMay 19, 1890.
“There are PlussesArizona Daily Stay October 4, 1972.

166



“To Show Movies of Pioneers’ Reuniormtizona RepublicanMay 6, 1921.

“Turnbull Will Take Movies of the Race: Arizona Mi@/Company Man Announces He
Will Be on Course with His Speed BoxAtizona RepublicanApril 5, 1914.

“Vinnie Burns at Amuzu.’Arizona RepublicanFebruary 2, 1916, 10.

“Water Nears Spillway and People Prepare for ToiRoosevelt Water Fete: Nine Inches
of Dry Concrete Between Lake Level and OverflowrfediVater May ‘Spill’ Into
River Tonight: Preparations are Complete Salt Riedtey and Gila County
Ready to Mobilize for Motorcade to Dam Tomorrown&oAlready on the
Way.” Arizona RepublicapApril 14, 1915.

“Weather Signs are Favorable: Every Prospect obad@ttendance at the Picnic of the
lllinois Society at the Hieroglyphic Rocks TomorrdwArizona RepublicMarch
7,1913.

“Welch Goes Into Movies: Secretary of Chamber ofmdeerce to Take Fielding’s Dam
Celebration Pictures to San Francisco ExpositidniZona Republican
September 4, 1915.

“World Stars for Phoenix Lubin Films: ArrangemeBising Made to Bring Pre-eminent
Dramatic Stars to Interpret Leading Charactersotalle Film Dramas.Arizona
Republican July 16, 1915.

Bell, Louise Price. “Hollywood Moves to Arizona Bes” The Washington Pgslune
23, 1940.

Cano- Murillo, Kathy. “Film Festival Full of Optianfor Indie Fans.Arizona Republic
October 24, 2002.

Davies, Maitland. “News of the Theaters, Music, IDea and the Picture Play#tizona
Republican January 10, 1915.

Davis, Riccardo A. “State Reels in $99 Million frdaims, Ads, TV Movies.’Arizona
Republi¢ September 30, 1999.

Ehrenstrom, Art. “Arizona Pushed as Film Locatiofizona Daily Stay January 14,
1971.

Garifo, Chris. “Movie-making Business Fuels Econdhdewish News of Greater
Phoenix July 30, 1999.

167



Goldberg, Jennifer. “Film Festival Promises the xpexted.”Jewish News of Greater
Phoenix October 2, 2009.

. “Scottsdale Film Festival Marks 11 Yeardéwish News of Greater Phoenix
September 30, 2011.

Goodykoontz, Bill. “Festival Takes Guesswork Oufdm Selections.’Arizona
Republi¢ October 2, 2009.

. “Scottsdale Festival Widens Its Scoparizona RepublicOctober 3, 2008.

. “Scottsdale Film Fest Adds AuctionAtrizona RepublicOctober 4, 2012.

. “Scottsdale Film Fest Thinking Globally&rizona RepublicOctober 4, 2013.
Haller, Sonja. “Foreign Flavor at Film Festivahfizona RepublicSeptember 30, 2009.

Head, Elan. “Reel Progress: In Two Years, the Bfi-8cottsdale International Film
Festival Has Made Quite a Name For Itseffunday ArtsOctober 20, 2002.

Jay, Mark. “1916 Film Led to Failed Effort to CreaHollywood of Arizona.” Arizona
Republi¢ March 7, 2014.

McCarthy, Sean. “Scottsdale Film Fest Adds TordMestige.”Arizona RepublicJuly
30, 2003.

McCarthy, Sean L. “Fest’s Top Film to Aif"Dn Opening Night.'Scottsdale Republic
October 30, 2003.

Meaker, Kenneth. “Will Take Soldier MoviesT'he Arizona Republicaduly 23, 1913.
Mull, Angela. “State Losing Film ProjectsBusiness JournalAugust 14, 1998.

Muller, Bill. “Life in an Art-Film Desert.”Arizona RepublicFebruary 11, 2007.

. “Phoenix to Host Independent Film Festivalrizona RepublicFebruary 2,
2001.

Nilsen, Richard. “A Weekend Sampler of Foreign BElArizona RepublicSeptember
28, 2001.

. “Out-Of-The-International-Can Film Fest: Scottedislovie Bill Boasts 10 Rare
Gems.”Arizona RepublicSeptember 27, 2001.

168



Outhier, Craig. “Scottsdale Festival Shows 11 miional Films: Gear Up For Event
with Pre-Show Party At Phoenix Wine BaGet Out September 20, 2001.

Pallack, Becky. “New Plan for Old Tucson Calls Extucation EmphasisArizona Daily
Star, January 18, 2014. Accessed May 26, 2014.
http://azstarnet.com/news/local/new-plan-for-oldsn-calls-for-education-
emphasis/article_45dcf2ee-41fe-54ac-9eff-901e6d&b.Hom|

Raven, Daniel. “Film Starring Jamie Foxx f§To Use New Tax Incentive In AZ.”
Arizona Capitol TimesJuly 21, 2006.

Riley, Anjanette. “Filmmakers Draw on Arizona Tacéntives, but Not All Qualify.”
Arizona Capitol Times‘February 29, 2008.

Ringle, Hayley. “Profiles in Leadership: GettinggtBest Seat in the Housé&hoenix
Business JournalOctober 4, 2003. Accessed April 26, 2014.
http://www.bizjournals.com/phoenix/print-edition/2810/04/profiles-in-
leadership-getting-the.html?page=all

Robertson, Anne. “Lights, Camera, Cutbacl&siness JournaDecember 14, 2001.

. “Scottsdale film festival could draw record cratvBusiness Journaluly 4,
2003.

. “State Film Commissioner Steps Down After 8 YdaBRisiness Journal
November 22, 2002.

Scottsdale International Film Festival advertisemhoenix New TimeSeptember 13-
19, 2001.

Stearns, John. “Napolitano Hoping to Revive Filnm@aission.”Arizona Republic
December 16, 2004.

Sunnucks, Mike and Ruben Hernandez. “State Filnc®MDirector Quits to Take Post in
New Mexico.”Business JournalApril 30, 2004.

Tropiano, Dolores. “3 Reasons to See Scottsdaéerational Film Festival 2004.”
Arizona RepublicOctober 24, 2004.

. “Film Fest ' of Type Held in Scottsdale&rizona RepublicSeptember 26,
2001.

. “Film Festival Growing: 4 Premieres, Children’mé&up Highlight Event's 8
Year.” Arizona RepublicSeptember 27, 2006.

169



. “Film Festival Returns to Harkins CamelvievAfizona RepublicOctober 28,
2004.

. “Foreign Film Festival Should Please Bufférizona RepublicOctober 24,
2002.

. “Grant Funds to Bolster Arts Scenéfizona RepublicJune 1, 2004.

Williams, Holly. “Old Tucson: Theme Park, Stage Moviemakers.'Hartford Courant
September 27, 1981.

Yost, Barbara. “Hope, Optimism Abound At Internatb Film Festival.”Arizona
Republi¢ October 5, 2007.

Physical Media

Arizong DVD. Directed by Wesley Ruggles. Culver City, C3ony Pictures, 2005.

Private Collections

Scottsdale International Film Festival, Papersvd®e collection of Amy Ettinger.

Student Essays

Hufford, Kenneth. “On Location: The Lubin Motiondduire Company in Arizona- 1912.”
Student Essay, Tucson: University of Arizona, 1967dohn A. Carroll Class
Papers 1963- 1968, MS 603, Box 1, Folder 24, Agzdrstorical Society,
Library and Archives, Tucson, Arizona.

Web Sources

Arizona Film & Media Coalition. “Home.” Accessed a7, 2014.
http://azfilmandmedia.org/afmc/

Arizona House of Representatives. SB 1049 MotiatuPe Production Tax Credits.
Accessed May 20, 2014.
http://azfilmandmedia.org/images/july_2010/SB1409%220492R%20-
%20House%20Bill%20Summary.pdf

Arizona International Film Festival, Homepage. Assid May 22, 2014.
http://www.filmfestivalarizona.com/index.php

Arizona Production Association. Arizona Product®uide, 2014. Accessed May 17.
http://www.azproduction.com/index.php/productionidgy

170



Flagstaff Mountain Film Festival. “Festival HistohAccessed May 22, 2014.
http://www.flagstaffmountainfilms.org/about-fmffé&val-history/

Flagstaff Mountain Film Festival. “Mission/OverviéwAccessed June 14, 2014.
http://www.flagstaffmountainfilms.org/about-fmff/ssion-overview/

Great Nonprofits. “Scottsdale International Filnstieal Inc. Reviews.” Accessed June
15, 2014. http://greatnonprofits.org/reviews/satdts-international-film-festival-
inc/

Green, Jacob. “Q & A with Scottsdale Internatiofi#in Festival Creator Amy Ettinger.”
AZ Big Media. June 7, 2013. Accessed April 25, 2014
http://azbigmedia.com/events/qa-scottsdale-filmieas creator-amy-ettinger

Guidestar. “Scottsdale International Film Festiviat,.” Accessed May 23, 2014.
https://www.guidestar.org/organizations/26-18048dditsdale-international-
film-festival.aspx

Hankins, Brent. “[Interview] Amy Ettinger, Directaf the Scottsdale International Film
Festival.” Nerdrep.com, September 30, 2011. Acaksgeil 27, 2014.
http://nerdrepository.com/interview-amy-ettingereditor-of-the-scottsdale-
international-film-festival/

Justia. “2005 Arizona Revised Statutes: Revisetu&s 841-1517 Motion Picture
Production Tax Incentives; Duties; Definitions.” dessed May 16, 2014.
http://law.justia.com/codes/arizona/2005/title4 H0Z.html

Kluger Media Group. “About Kluger Media Group/ KMi@pact.” Accessed May 20,
2014. http://www.barrykluger.com/BarryKluger/Bariuger.html

LaMont,Chris. “Welcome to the Revolution.” Phoeikm Festival Program, April 3-
10, 2014. Accessed May 22, 2014.
http://issuu.com/mediapublishersgroup/docs/2014-
phoenixfilmfestival?e=1180713/7232482

Library of Congress, Motion Picture BroadcastindgR&corded Sound Division, Motion
Picture & Television Reading Room. “The Moving Inea@enre-Form Guide.”
Accessed May 31, 2014. http://www.loc.gov/rr/mopiggen.html

Mark (last name not given). “10 Questions with AEtyinger, Director of the Scottsdale
International Film Festival Arizona!” Movieclub, Siember 17, 2010. Accessed
April 26, 2014. http://www.txtmovieclub.com/profgéhlogs/10-questions-with-
amy-ettinger

Old Tucson Blog. “Bob Shelton,” tribute video. Assed April 11, 2014.
http://www.oldtucsonblog.com/bob-shelton/
171



Old Tucson Studios. “Film History.” Accessed Apfil2014. http://oldtucson.com/films-
producers-directors/film-history/

Phoenix Film Festival. “Overview.” Accessed May2814.
athttp://www.phoenixfilmfestival.com/overview/

ProPublica. “Scottsdale International Film Festiveal.” Accessed May 23, 2014.
http://projects.propublica.org/nonprofits/organiaat/261804044

Razoo. “Scottsdale International Film Festival lrfccessed April 28, 2014.
http://www.razoo.com/story/Scottsdale-InternatieRein-Festival

Scottsdale International Film Festival, “Past Egedf" Annual Scottsdale International
Film Festival Wraps With Record-Breaking Resul&atcessed April 27, 2014.
http://www.scottsdalefilmfestival.com/pasteventsht

Scottsdale International Film Festival. “About Us¢cessed April 27, 2014.
http://www.scottsdalefilmfestival.com/aboutus.html

Scottsdale International Film Festival. IRS Fornd¥¥, 2008. Accessed May 23, 2014.
https://bulk.resource.org/irs.gov/eo/2009_04 EO/26-
1804044 _990EZ_200812.pdf

Screen Actors Guild-American Federation of Telensand Radio Artists. “State Film
Incentives.” Accessed May 10, 2014. http://www.dtgaorg/state-film-
incentives

Tucson Film & Music Festival. “About TFMF.” Accestélay 23, 2014.
http://tucsonfilmandmusicfestival.com/sample-page/

172



