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Introduction
Indiewood in contexts

At one end of the American cinematic spectrum is the globally
dominant Hollywood blockbuster. At the other is the low-budget
independent or ‘indie’ feature and,beyond that, various forms of avant-
garde, experimental, no-budget or otherwise economically marginal
production.1 In between lie many shades of difference. There are
lower-budget Hollywood features, including traditional star vehicles
and genre pictures. There are more substantial and/or more
commercially oriented independent productions, of various kinds. In
the middle, however, is a particular territory that constitutes the focus
of this book: the zone that has become known as Indiewood, an area
in which Hollywood and the independent sector merge or overlap.
Films produced and distributed in this domain have attracted a mixture
of praise and controversy.From one perspective, they offer an attractive
blend of creativity and commerce, a source of some of the more
innovative and interesting work produced in close proximity to the
commercial mainstream.2 From another, this is an area of duplicity and
compromise, in which the ‘true’ heritage of the independent sector is
sold out, betrayed and/or co-opted into an offshoot of Hollywood.
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The aim of this book is to offer a more objective examination of the
Indiewood sector, as a distinctive region of the recent and
contemporary American film landscape. A number of detailed case
studies are employed to offer an understanding of Indiewood at several
different levels. Indiewood is considered, throughout this book, as an
industrial/commercial phenomenon, the product of particular forces
within the American film industry from the 1990s and 2000s. This
includes close focus on the specifics of the film industry and its situation
within the wider context of certain tendencies in contemporary cul-
tural production in late twentieth- and early twenty-first-century
capitalism. Indiewood is considered from the perspectives of both
production/distribution (the strategies of industry players) and
consumption, the latter including an attempt to locate Indiewood
cinema in the wider social sphere of cultural-taste preferences and some
consideration of viewer responses to the case-study films examined.3

Direct connections are made between these dimensions and the
particular textual qualities offered by films produced, distributed and
consumed in this part of the cinematic spectrum. A central charac-
teristic of Indiewood cinema, this study argues, is a blend comprised
of features associated with dominant, mainstream convention and
markers of ‘distinction’ designed to appeal to more particular, niche-
audience constituencies.Close textual analysis is employed to examine
the extent to which examples mobilize or depart from formal and
other norms associated with the Hollywood mainstream. The
dominant Hollywood aesthetic is understood here as providing a point
of comparison, as a set of historically and institutionally grounded
norms; not a fixed and rigid set of procedures but, as David Bordwell
puts it, a repertoire of alternatives that is bounded by particular
limitations (for instance, that formal flourishes are usually expected to
be given some narrative- or character-based motivation).4 Against the
Hollywood norm, to varying degrees, can be measured a range of
more or less distinctive alternatives that might be understood in some
cases as constituting institutionally grounded norms of their own
(including those variously described as the norms of ‘avant-garde’,
‘art’,‘indie’ or ‘independent’ cinema,none of which have entirely fixed
or uncontested definitions).One of the issues addressed by this book,
to which I return in the conclusion, is whether a distinct and
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identifiable set of norms can be associated with Indiewood as a hybrid
location.Textual analysis is accompanied, in this study,by consideration
of distribution strategies and extra-textual discourses such as
promotional materials, reviews and the manner in which Indiewood
production is positioned by practitioners and industry figures. The
case-study approach employed here provides scope for detailed and
in-depth analysis, chosen in preference to a wider survey of the field.
Two chapters focus on the work of individual filmmakers: Steven
Soderbergh and the screenwriter Charlie Kaufman. Two focus on
Indiewood distribution and/or production companies: Miramax, the
single biggest influence in the establishment of Indiewood, and Focus
Features, the ‘speciality’ arm of Universal Pictures (speciality – or
‘specialty’ in the American English rendition – being the term often
used within the industry to describe a range of less mainstream
products that include American independent films, documentaries and
overseas imports). Another chapter examines American Beauty
(DreamWorks, 1999) and Three Kings (Warner Bros, 1999) as two
indie-influenced films produced not by the speciality divisions but by
the main arms of the Hollywood studios. Broadly the same
combination of analytical perspectives is employed in each chapter,
although some specific dimensions are highlighted to a greater extent
in certain cases (for example, viewer responses in relation to Kill Bill:
Volume 1 [2003], one of the Miramax films considered in chapter 2,
and analysis of the positioning signified by trailers and posters for the
Soderbergh features in chapter 3).

Indiewood origins and background

The term ‘Indiewood’ was coined in the mid-1990s to denote a part
of the American film spectrum in which distinctions between
Hollywood and the independent sector appeared to have become
blurred.5 It suggests a kind of cinema that draws on elements of each,
combining some qualities associated with the independent sector,
although perhaps understood as softened or watered-down,with other
qualities and industrial practices more characteristic of the output of
the major studios. The term is often used as a disparaging label by
those involved in, or supportive of, the independent sector, as a way of
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marking off certain types of cinema deemed to be too close to the
activities of the studios to be deserving of the label ‘independent’.6 For
those who use the term more positively, it signifies an upsurge of more
creative filmmaking that has found space inside, or on the edge of,
the Hollywood system, a development interpreted by some (often
rather hyperbolically) as a return to something like the situation of the
late 1960s and early 1970s, the so-called Hollywood ‘Renaissance’
period, in which a number of less conventional, sometimes more
challenging films were produced or distributed within the confines of
the major studios.7

The most clear-cut institutional base of Indiewood is constituted
by indie/speciality-oriented distributors and/or producers owned by
the major studio companies: either studio-created subsidiaries (such
as Sony Pictures Classics, Fox Searchlight and Paramount Classics) or
formerly independent operations taken over by the studios (Miramax
under the ownership of Disney from 1993, or Good Machine, taken
over by Universal Pictures in 2002 as part of the basis of its subsidiary,
Focus Features). Indiewood is located as a cross-over phenomenon, a
product of the success of a number of ‘breakout’ features that marked
the indie sector, especially from the early 1990s, as a source of interest
to the big studio players. An earlier and abortive wave of studio
involvement in the speciality market at the start of the 1980s (the
formation of ‘classics’ divisions by United Artists, Twentieth Century
Fox and Universal) was followed by a more concerted move into
independent cinema and some parts of overseas ‘art-house’ cinema
during the 1990s and into the early 2000s, a move spurred by the
Hollywood-scale box-office success of films such as Pulp Fiction (1994)
and The Blair Witch Project (1999), and the very healthy profit-to-cost
ratio of a number of lower-grossing indie features.

If Indiewood is defined most clearly at this industrial/institutional
level, my argument is that an equation can be made between this
dimension and the particular qualities offered by many of the films
produced and distributed within its orbit. In this conjunction of
industrial location and textual definition, Indiewood can also include
certain films made or distributed by the major studios themselves,
rather than their speciality divisions; films such as American Beauty that
appear to have been confected consciously to buy into the market
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opened up by the independent sector and others that include radical
components less often associated with the mainstream, substantially
budgeted examples such as Three Kings and Fight Club (Fox, 1999). It
might also embrace some features from institutionally non-studio-
affiliated directions that appear designed specifically with potential
indie/mainstream cross-over in mind. The indie sector itself, in its
commercially distributed forms (that is, not including more abstract,
experimental, politically radical or otherwise economically marginal
work), often involves hybrid forms that draw on a number of different
inheritances, including those associated with notions of ‘art’ cinema
and more mainstream narrative feature traditions.8 Indiewood, in this
context,would signify a particular region of the hybrid spectrum: that
which leans relatively towards the Hollywood end of a wider compass
that stretches from the edges of Hollywood to the less commercially
viable margins.

The release slates of the speciality divisions tend to contain a
mixture of films that might be defined, from their textual charac-
teristics, as indie or Indiewood, along with overseas imports (issues
considered in more detail in chapter 5).While some more distinctively
indie films might be produced or acquired in the hope of achieving
cross-over beyond the restricted confines of the art-house market, the
term Indiewood is used at the textual level to distinguish examples in
which such an aim or strategy appears to be embodied more
fundamentally in the fabric of the production itself.The term can have
slightly different implications, then, when used to characterize the
qualities of individual texts rather than the institutional realm of
the speciality divisions, the latter not being exclusively limited to the
distribution of the former (or vice versa, although in this case
the correlation is likely to be closer). There is, however, a significant
and often causal link between the two, all the more so in cases in which
the studio subsidiary has the greater stake that results from being
producer as well as distributor.

The use of subsidiary arrangements such as semi-autonomous
Indiewood divisions is typical of the operations of the Hollywood
studios as part of global entertainment corporations. Specialist entities
permit larger operations most effectively to exploit particular sectors
of the market, alongside their chief priority of attracting mass-number
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audiences to the blockbuster-scale and/or star-led productions around
which the fortunes of the studios primarily revolve (a parallel
elsewhere would be the designer boutique operated as a niche outlet
inside the walls of a larger chain store). Indiewood divisions gain from
expert knowledge of the speciality market by recruiting notable figures
from the independent sector such as Harvey Weinstein, until the
departure of the Weinsteins from the Disney fold, and James Schamus,
former joint head of Good Machine, at Focus Features. They are
usually given a significant degree of autonomy from their studio/
corporate parents, often including the power to green-light
production or make acquisitions up to a particular financial ceiling.
Their operations remain subject more broadly to the dictates of their
owners, however, as evidenced by the most likely underlying reasons
for the break-up of the Disney/Weinstein relationship. Particular
controversies might have been stirred by individual episodes, such as
Disney’s much-publicized forcing of Miramax to abandon its stake in
Michael Moore’s Fahrenheit 9/11 (2004), the last in a series of Miramax
provocations to Disney shareholders before the Weinsteins were
bought out and left to create a new operation, The Weinstein
Company, in 2005. Much was also made of cultural clashes between
the working practices of the subsidiary, which built its reputation on
the creation and exploitation of controversy around its early
breakthrough hits, and its in some ways unlikely-seeming parent.More
significant, however, was the fact that Harvey and Bob Weinstein had
ambitions for Miramax (including very large budget production and
expansion into other media) unlikely to sit easily within the
subordinate role granted to subsidiary divisions; the post-Weinsteins
Miramax was designed to be a smaller and less autonomous part of
the Disney empire.9

Involvement in the Indiewood/indie/speciality sector has a number
of potential advantages for the studios, in addition to the ability to
share in the windfalls that accrue to occasional large-scale independent
hits and to broaden their overall portfolios more generally. It can enable
them to bring emerging new filmmaking talent into their orbit,
potentially to go on to serve mainstream duty, while also supplying
attractive vehicles for existing star performers, enabling the studios to
maintain valuable relationships while providing different or more

INDIEWOOD, USA6

01c_indiewood_001-046 22/7/08 09:30 Page 6



challenging work than the roles with which stars are usually associated
(the presence of Jim Carrey in Eternal Sunshine of the Spotless Mind
[2004], one of the case studies considered in chapter 1, is a good
example). Pressure resulting from the desire of stars to work with a
new generation of filmmakers is identified by Sharon Waxman as one
of the factors that drew the majors towards the indie sector in the
second half of the 1990s, a development that coincided with the rise
of a small but significant group of executives committed to creating
some space for less conventional approaches within or on the margins
of the studio system.10 Associations with this kind of cinema can be of
prestige value to the studios and their corporate owners, an intangible
factor – how much is prestige really worth, compared to hard box-
office or DVD dollars? – that is, nonetheless, not without significance,
both for companies often accused of lowering standards of public taste
and faced on occasion with the prospect of tighter regulation and for
the self-image of individual executive figures. Films that can be located
in the Indiewood zone have been particularly prominent in the
achievement of Academy Awards and nominations in recent years, one
source of prestige that tends to translate quite readily into cash and
good reputation. Prizes of this kind are, as James English suggests,‘the
single best instrument’ for negotiating transactions between cultural

INTRODUCTION 7
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and economic capital; that is to say, in this case, for converting prestige
into financial returns.11 There is also value for the studios in creating
the impression that they are not just involved in the business of
maximizing revenues through the production of globally dominant
franchise and star-led operations, but can also claim some involvement
in the propagation of more ‘elevated’, challenging or ambitious work.
They sought from the 1990s to buy into some of the currency gained
by the term ‘independent’ at a time when it had come to signify
something of greater cultural worth than what was usually associated
with the Hollywood mainstream.12 This included the creation of
speciality divisions in which the identity of the studio parent was
clearly advertised in the name of the subsidiary.Where this was not the
case (Miramax, say, as opposed to Sony Pictures Classics, Paramount
Classics or Fox Searchlight), the existence of a multitude of production
and distribution entities could have the advantage, from a different
perspective, of making the business appear more plural and open to
competition than was really the case.

Indiewood as subsidiary capitalism

The Indiewood divisions of the major studios can be understood as a
manifestation of a wider trend in contemporary capitalism towards
what Mike Wayne terms ‘subsidiary and subcontractor capitalism’.13

The shift of this kind of operation to a position of prominence in the
economy is usually associated with a move from Fordist (mass
production/mass consumption) to post-Fordist (more flexible and
fragmented production/consumption) regimes of accumulation.
Although sweeping claims of epochal shifts from one to the other are
in many ways problematic, it is widely accepted that Fordism, as a
central feature of western economies, ran into difficulties by the 1970s,
leading to numerous and far-reaching changes, including increased
tendencies in some sectors from the 1980s onwards to target smaller
and more exclusive niche markets, of which speciality cinema can
be seen as one local example.14 There is, certainly, an historical
coincidence of these broader trends and the period in which the
American independent sector came to fruition in its current
institutionalized form, even if the latter was also driven by a number
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of more specific economic forces such as the demand for product and
availability of finance for low-budget productions created by the 1980s
video boom.15 The media and communications sector is seen by
Martyn Lee as particularly prone to the tendency to focus on niche
audiences, as evidenced by massive investments into a wide diversity
of specialist periodicals and journals, and the proliferation of cable,
satellite and terrestrial broadcasting (narrowcasting) networks, driven
by ‘the imperatives of advertising to address the now divergent and
highly segmented tastes, needs and sensibilities of the modern
marketplace’.16

Speciality cinema and other such media products also fit into Lee’s
suggestion that these transitions have included ‘a marked demate-
rialization of the commodity-form’, a shift in emphasis from the
characteristically durable and material commodities of Fordism (cars,
washing machines, etc.) to a greater role for non-durable ‘and in
particular, experiential commodities which are either used up during
the act of consumption or, alternatively, based upon the consumption
of a given period of time as opposed to a material artefact’.17 Such
markets have the advantage, for late twentieth- and early twenty-first-
century capitalism, of being less prone to exhaustion and saturation
(chronic threats to capitalist stability) than markets for material goods,
creating potential for the continued expansion of the consumer
economy into new and more finely distinguished realms. The 1980s
is described by Lee as a period that saw ‘an enormous increase in the
commodification and “capitalization” of cultural events’,18 another
process in which the institutionalization of indie and the development
of Indiewood cinema can be seen as component parts; a move,
especially as it developed through the 1990s, in which significant
portions of an ‘independent’ cinema defined previously as more
separate, alternative or in some cases oppositional, became increasingly
commodified and brand-marketed, and thereby penetrated by the
prevailing forms of contemporary capitalism.

These developments can also be linked to understandings of the
audiences targeted by Indiewood, and how these might be attracted by
particular kinds of textual material. But first some qualifications are
necessary. Whatever moves towards an increased emphasis on niche
marketing have been involved in developments in the capitalist
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economies of recent decades, larger or ‘mass’ markets have not been
abandoned. The continued dominance of mainstream Hollywood
cinema is an obvious example of this, targeting very large global
audiences for its blockbuster products (even if the ‘mass’ audience is
often a product of emphasis on particular constituencies, especially of
relatively younger viewers). The speciality market is clearly of some
interest to the studios but it is very much a secondary part of the
business, the strictly commercial motivations for which are less
obviously compelling than those found in many other niche media.
Specialized television and magazine publishing, for example, are often
founded on the economics of advertising revenues, as suggested in one
of the above quotations from Lee. The fact that higher rates can be
charged by programmes or publications that reach high-spending
specialist audience fragments permits them to thrive on the basis of
relatively small audiences (or, in a case such as the ‘quality’ television
output of HBO,relatively small numbers of subscribers).The equivalent
does not really exist in the case of speciality cinema, which makes its
situation potentially more fragile, although niche broadcasters such as
the Independent Feature Channel have become involved to a limited
extent in production funding and theatrical distribution. Indiewood
operations offer some commercial and less tangible benefits, as
suggested above, but they are not in a position to gain obvious extra
value from the relatively upscale markets they target, because they do
not benefit from premium-rate advertising in their most important
release windows (theatrical and home video/DVD).Higher prices are
not usually charged for viewing and although an affluent ‘connoisseur’
audience might be more inclined to invest in ‘special edition’DVDs, this
is also a market heavily exploited in the mainstream. ‘Added-value’
prices might be set for the ‘fancy coffees’, mineral waters and cakes
typically associated with art-house theatre concession stands,but, again,
it seems doubtful that these offer higher margins than those charged for
carbonated sugar-waters and popcorn at the multiplex.The screening
of full-motion commercials other than trailers – as opposed to static
advertising slides – was a new phenomenon in US cinemas of the early
to mid-2000s,but seen as of primary benefit in reaching the mainstream
18–35 and young male demographics in the face of the increased
fragmentation of television audiences.19
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The American film industry continues, primarily, to revolve around
a hit-based economy at all levels – Hollywood, Indiewood and indie;
domestic cinema and overseas imports – that has lagged behind some
other aspects of cultural production in its ability to take advantage of
the growing potential for the exploitation of more extensive niche
markets created by the era of broadband internet distribution in the
early 2000s. It has invested relatively little to date in the phenomenon
known as the ‘Long Tail’, popularized by Chris Anderson, the
substantial market that can result from the aggregation of large
numbers of much smaller niches.20 The development of studio
speciality divisions is consistent with Anderson’s argument that
investment in both mainstream and niche markets is important to the
future of larger companies operating in this context, in which a relative
democratization of access and the existence of new customer feedback
mechanisms can make it possible for a diversity of smaller products
to gain attention and find their audience. Distribution direct to the
internet or DVD offers potential outlets for films beyond the
gatekeeping networks of the studios and larger independent
operations. The studio speciality divisions remain primarily focused
on fewer and larger niches, however, in the theatrical and DVD
businesses, their function largely being to cherry-pick limited numbers
of films for promotion and release, a process probably more likely to
reduce than to increase the total number of non-studio productions
that gain commercial distribution. The other important qualification
required in any account that draws on notions of post-Fordism or the
importance of niche markets, some of which include a utopian vision
of decentralized operations, is that there has been no significant
fragmentation of ownership and control, in the film business or more
generally in niche-market-oriented capitalism, as indicated above in
the case of the Indiewood speciality divisions of the studios and their
corporate parents.21

Niche-market audiences, Indiewood and
taste cultures
What, then, of the audiences for Indiewood productions? How might
they be conceptualized? Is it possible to suggest particular kinds of

INTRODUCTION 11

01c_indiewood_001-046 22/7/08 09:30 Page 11



21 Grams, 244, 246. 255, 267, 275n
28 Days Later, 260

Academy Awards/Oscars, 7, 26, 82, 95,
98, 109, 110, 111, 142, 146, 151, 152,
154, 157, 158, 195, 199, 204, 253, 255,
256, 261

Adaptation, 38, 48–63, 67, 68, 69, 70, 71,
72, 74, 76, 77, 82, 83, 84, 85, 86, 87,
89n, 91n, 236, 237, 246, 250

Aliens, 148
Allen, Robert & Douglas Gomery, 88n,
230n

Allen,Woody, 194
Almodóvar, Pedro, 258
Altman, Robert, 165, 178
American Beauty, 3, 4, 36, 38, 146,
191–215, 226–229, 231n, 232n, 233n,
234n, 236, 238, 248, 250

Anderson, Chris, 11, 37
Anderson, Paul Thomas, 191, 201, 239
Anderson,Wes, 201, 239
Apocalypse Now, 218–219

art film/cinema, 2, 4, 5, 10, 14, 15, 16, 19,
21, 34, 35, 38, 39n, 40n, 42n, 51, 63,
66, 70, 97, 108, 143, 151, 157, 165,
170, 171, 174, 175–176, 177, 181, 199,
229, 237, 238, 246, 247, 249, 252,
258–259, 262, 263, 265, 273, 274,
275n, 276n

Ash Wednesday, 243, 251
Assault on Precinct 13, 257
Austin,Thomas, 37, 41n, 45n
Average shot length (ASL), 174, 188n
Aviator,The, 261

Babycart in the Land of Demons, 121–122
Balio,Tino, 136n
Ball, Alan, 196, 198, 206, 210, 211, 214,
231n, 232n, 233n

Barker,Martin, 31, 41n, 44n, 68–69, 72
Barker,Martin, Jane Arthurs &
Ramaswami Harindranath, 189n

Barker,Martin & Kate Brooks, 19–20,
31–32

Barker,Michael & Tom Bernard, 259

1
2
3
4
5
6
7
8
9
10
11
12
13
14
15
16
17
18
19
20
21
22
23
24
25
26
27
28
29
30
31
32
33
34
35
36
37

Index

08_indiewood_287-294 22/7/08 09:55 Page 287



Bart, Peter & Peter Gruber, 231n
Battle of Algiers,The, 165
Baudrillard, Jean, 13, 41n
Beatty,Warren, 228
Becker, Howard, 230n
Being John Malkovich, 31, 47, 48, 63–70,
71, 72, 73, 74, 77, 82, 83, 84, 85, 86,
87, 91n, 115, 191, 196, 236, 237, 238,
250, 266

Belton, John, 89n
Bender, Lawrence, 112, 138n
Bend it Like Beckham, 260
Benigni, Roberto, 246, 264
Besson, Luc, 252
Beuka, Robert, 207–208, 209, 232n
Bickford, Laura, 144, 145, 146
Bier, Susanne, 245, 265
Biskind, Peter, 39n, 94, 102, 107, 108,
110, 111, 112, 136n, 137n, 138n, 187n,
200, 277n

Black Hawk Down, 225
Blair Witch Project,The, 4, 192, 199
Blau, Judith, 43n
Bocock, Robert, 41n
Bogdanovic, Peter, 194
Boogie Nights, 201
Bordwell, David, 2, 34, 39n, 45n, 174,
188n

Bourdieu, Pierre, 12–20, 22, 24, 25,
28–30, 31, 32, 33, 34, 35, 41n, 43n,
44n, 52, 56, 58, 68, 82, 98, 114, 128,
263

Bourne Supremacy,The, 167
Boys Don’t Cry, 191
Brick, 265–266
Brief Encounter, 275n
Brokeback Mountain, 241, 245, 247, 255,
256, 257, 263

Broken Flowers, 245, 257
Brooks, David, 26, 30, 44n
Brothers, 245, 246, 265
Brown,Royal, 168–169
Bubble, 142
Bulworth, 228
Burstein, Nanette & Brett Morgen, 243

Cameron, James, 147–148, 151, 152, 154,
155, 156, 174, 178, 180, 187n, 188n

Caoutte, Jonathan, 274
Capote, 258
Carradine, David, 118, 124
Carrey, Jim, 7, 63, 70, 71, 73, 75, 82, 83,
85, 86, 241, 250

Chicago, 111, 261
Chion,Michel, 169
Chocolat, 112
Cider House Rules,The, 112
City of God, 261, 262
City on Fire, 114
Clooney, George, 141, 142–143, 148,
151, 152, 154–156, 172, 182–183,
186n, 202–203

Coen, Joel & Ethan, 239
Cohen, Bruce & Dan Jinks, 196
Cold Mountain, 261
Collins, Jim, 20–21, 42n, 43n, 135
comedy, 52, 66, 70, 79, 80, 81, 86, 90n,
101, 104, 105, 130–131, 139n, 154,
172, 200, 236, 243, 244, 245, 246, 247,
257, 261

Confessions of a Dangerous Mind, 70, 142
Constant Gardener,The, 245, 246, 247, 255
Cooper, Bob, 197
Coppola, Francis, 194, 219, 258
Coppola, Sofia, 191, 244, 248, 254, 258
Costa-Gavras, Constantin, 165
Crash, 189n
Cronenberg, David, 189n
Crouching Tiger, Hidden Dragon, 258
Crying Game,The, 93, 94
Cry Wolf, 245, 246
cult film/s, 15, 27, 31, 38, 76, 95, 119, 123
cultural/subcultural capital, 7–8, 12–19,
21, 24, 25, 30–31, 32, 37, 41n, 42n, 62,
86, 95, 98–99, 103, 114, 115, 117,
119–121, 122, 123–124, 125, 126–127,
131, 134–135, 270–271

Daly, Robert & Terry Semel, 200, 202
Danny the Dog, 245, 246, 250, 252, 253,
257

INDIEWOOD, USA288

08_indiewood_287-294 28/7/08 18:16 Page 288



Death Rides a Horse, 118, 119, 120–121
Deliver Us from Eva, 243, 246
De Luca,Mike, 201
De Palma, Brian, 119
Di Bonaventura, Lorenzo, 200, 201, 202,
203, 228

Dickenson, Ben, 193–194, 233n
Diller, Barry, 48, 145
Dimension Films, 256, 267
Dipple, Elizabeth, 57
Director’s Company, 194
Disney, 4, 6, 38, 93, 107, 109, 110, 192,
201, 241

Docherty, David, David Morrison &
Michael Tracey, 42n

Dogme 95, 181, 187–188n
Doll Squad,The, 121
Door in the Floor,The, 244, 247, 250, 255,
257, 267

Dorsky,Nathan,210–211,232n,233n
Douglas,Mary & Baron Isherwood, 41n
Douglas,Michael, 145, 146, 147, 149,
153, 154, 182–183

DreamWorks, 3, 191, 192, 196–199, 201,
210, 228, 234n

Dyer, Richard, 188n

Easy Rider, 264
Ehrenreich, Barbara, 42n
Eight Women, 242, 250, 252
Election, 191, 196
English, James, 7–8, 270–271
English Patient,The, 97, 108, 109
Eréndira, 94
Erin Brokovich, 142, 153, 155, 170, 181, 194
Eternal Sunshine of the Spotless Mind, 7,
48, 56–57, 63, 63, 67, 70–79, 80,
82–82, 85, 86–87, 236, 237, 241, 244,
246, 247, 250, 254, 255, 256, 257, 263,
267

Ettema, James & Charles Whitney,
27–28, 43n, 44n

Evans,Marc, 243
exploitation cinema/strategy, 6, 63, 94,
95, 115, 117, 119, 144, 199, 271

F-64, 143, 147, 166
Fahrenheit 9/11, 6
Fahy,Thomas, 232n
Far From Heaven, 142, 241, 243, 246, 247,
250, 254, 257

Featherstone,Mike, 43n
Female Convict Scorpion: Jailhouse 41, 121
Fight Club, 5, 31, 144, 146, 191, 195, 228,
264

Fincher, David, 144, 191
Fine Line Features, 48, 200
Fistful of Dollars,A, 139n
Flirting with Disaster, 200, 201
Florida, Richard, 25–26, 30
Focus Features, 3, 4, 6, 38, 48, 73, 74, 82,
83, 145, 230, 235–267

Foley, Jack, 83
Ford, Harrison, 145–146
Fordism/post-Fordism, 8, 9, 11, 12, 14,
15, 18, 25, 40n

Fowler, Bridget, 43n
Fox 2000, 144, 146
Fox Searchlight, 4, 8, 145, 147, 191, 196,
258, 259, 260, 262, 264, 270

Frank,Thomas, 15, 26, 28, 209
Frayling, Christopher, 139n
French Connection,The, 165
Friedkin,William, 165, 194
Frow, John, 25, 42n, 43n
Full Frontal, 142, 177, 261
Full Monty,The, 264

Gaghan, Stephen, 142, 144, 146, 162, 180
Game of Death, 126-127
Gangs of New York, 111, 241, 261
Gans, Herbert, 24–25, 43n, 52, 98, 114
Garden State, 260
Geffen, David, 197
genre, 1, 20, 56, 57, 80, 81, 90n, 95, 105,
111, 114, 115, 119, 134, 135, 148, 152,
154, 175, 220, 223, 233n, 245, 247,
250, 251, 252, 253, 256, 257, 267

Gentleman’s Agreement, 158
Gerber, Bill, 200, 201, 202
Gigliotti, Donna, 107

INDEX 289

08_indiewood_287-294 22/7/08 09:55 Page 289



Gill,Mark, 97
Godard, Jean-Luc, 52, 54
Go Fish, 234n
Goldwyn, Samuel, 96
Golin, Steve, 73, 74
Gondry,Michele, 48, 56, 76, 81, 82, 83,
85, 86, 90, 237, 244

Gone with the Wind, 96
Good Machine, 4, 6, 48, 215, 240, 266
Goodman, Greg, 203
Good Night, and Good Luck, 142, 194, 260
Good Will Hunting, 108
Gorin, Jean-Pierre, 52, 54
Gosford Park, 254
Graduate,The, 207, 264
Grainge, Paul, 89n
Gramercy, 48, 66, 73, 74, 240
Grand Duel,The, 132
Gray’s Anatomy, 141
Greengrass, Paul, 167
Greenstein, Scott, 145, 147
Grindhouse, 115
Gunning,Tom, 78, 90n
Guys,The, 243, 246, 250

Hall, Conrad, 211
Halligan, Benjamin, 233n
Hallström, Lasse, 112
Hamlet, 98
Haneke,Michael, 258
Hanson, Peter, 41n
Happiness, 214-215
Harbord, Janet, 17, 34
Hardwick, Gary, 243
Harvey, David, 44n
Haynes,Todd, 142, 243, 248
Heath, Joseph & Andrew Potter, 209
Heffernan, Nick, 14–15, 41n,
Hidden, 258
Higson,Andrew, 96, 136n
Hill, Jack, 119
Hills,Matt, 25, 43n, 44n, 89n
Hitchcock,Alfred, 118
Hollywood Renaissance, 4, 143, 165,
186n, 193, 194, 207, 218, 229, 234n, 264

Home at the End of the World,A, 260, 261,
269

Hope,Ted, 267
horror, 25, 35, 131, 243, 244, 247, 250,
257, 267

House of Flying Daggers, 258
House of Fools,The, 261
House of Voices, 244
Human Nature, 48, 70, 83
Hunt, Leon, 138n, 139n
Hustle and Flow, 261
Hutcheon, Linda, 55

Ice Harvest,The, 245, 246, 250, 257
I Heart Huckabees, 260
Imagine Me and You, 257–258
I’m Not Scared, 262
Iñárritu,Alejandro González, 244, 248
Independent Spirit Awards, 195–196, 253
Inside I’m Dancing, 245, 249, 264
Insider,The, 158
Insomnia, 142
Iraq, 193, 194, 201, 203, 204, 205,
216–218, 219, 220–222, 223, 224–225,
246

Ironside, 117

Jacket,The, 260
Jackie Brown, 113, 114
Jackson, Peter, 107
Jacobson, Sarah, 39
Jancovich,Mark, 15, 41n, 44n
Jarmusch, Jim, 39n, 245, 248
Jeffords, Susan, 233n
Jeffs, Christine, 244
Jenkins, Henry, 34, 277n
JFK, 195
Johnson, Rian, 265
Jonze, Spike, 48, 55, 64, 76, 82, 83, 84, 85,
86, 87, 90n, 143, 201, 203, 237, 246

Jordan, Gregor, 244
Judge Dredd, 20, 31

Kafka, 141
Kammen,Michael, 43n

INDIEWOOD, USA290

08_indiewood_287-294 22/7/08 09:55 Page 290



Karlyn, Kathleen Rowe, 213
Katzenberg, Jeffrey, 197
Kaufman, Charlie, 3, 47–92
Kelley’s Heroes, 217
Khatib, Lina, 222, 233n
Kids, 109
Kid Stays in the Picture,The, 243, 250, 254
Kill Bill, 3, 36, 38, 95, 111–136, 139n,
236, 237, 238, 247, 248, 250, 252, 261

Killer Films, 215, 261, 269
King Boxer/Five Fingers of Death, 117–118
King Kong, 107
King, Noel, 230n
King of the Hill, 141, 201
Kiss Me Deadly, 114
Kolker, Robert Philip, 88n, 273
Kubrick, Stanley, 194
Kung Fu, 118, 124
kung fu films, 115, 117, 118, 119, 125,
126, 128, 138n, 139n

La Bute, Neil, 243, 248
Lady Snowblood, 115, 121, 122, 133
Lamont,Michele, 18, 23, 25, 43n
Lam,Ringo, 114
Lash, Scott & John Urry, 44n
Laugier, Pascal, 244
Lee,Ang, 245
Lee, Bruce, 126–127
Lee,Martyn, 9, 10, 14, 16, 22, 34, 35,
40n, 41n

Lem, Stanislaw, 143, 155, 156, 171, 180,
185

Leterrier, Louis, 245
Levine, Lawrence, 20–21
Lévi–Strauss, Claude, 223, 233n
Lewis, George, 43n
L.I.E., 215
Life is Beautiful, 246, 264
Limey,The, 141, 142, 177, 180, 181
Linde, David, 240-241
literary drama, resonances, 18, 21, 26,
42n, 95–111, 134, 236, 237, 243, 244,
245, 247, 249, 250, 252, 265

Little Miss Sunshine, 270

Litwak,Mark, 230n, 231n
Long Days of Vengeance, 132
Lopes, Paul, 277n
Lord of the Rings, 241
Lost in Translation, 241, 244, 249, 250,
253–254, 255, 256, 258, 263, 268

Luhrmann, Baz, 136n
Lukk,Tiiu, 44n
Lyons, John, 257

Madden, John, 100, 101, 106, 112, 136
Magnolia, 191, 201
Malick,Terrence, 144
Man with the Golden Arm,The, 158
March of the Penguins, 260
Martinez, Cliff, 163, 167–168, 169, 176
Matrix,The, 120, 192, 200, 252
Mayshark, Jesse Fox, 41n
McCabe and Mrs Miller, 165
McCrisken,Trevor & Andrew Pepper,
225, 234

McKee, Robert, 50, 51, 53
Mechanic, Bill, 146, 195, 228
Meirelles, Fernando, 245, 248
melodrama/melodramatic, 24, 55, 119,
132, 153, 154, 155, 162, 163, 167, 168,
170, 205, 217, 218, 219, 220, 221, 223,
224, 236, 238, 242, 243, 244, 246, 251,
265

Mendes, Sam, 143, 191, 198, 201, 210,
211–212

middlebrow, 18, 42n, 98, 135, 267–268,
273

Minghella, Anthony, 261
Miramax, 3, 4, 6, 8, 21, 26, 31, 38, 39n,
87, 93–140, 141, 145, 200, 201, 237,
240, 241, 242, 256, 260, 261, 262, 264,
269, 277n

Missing, 224
modernism, 55, 88n, 273
Monk, Claire, 42n, 137
Monsoon Wedding, 244, 249, 254
Moore,Michael, 6
Motorcycle Diaries,The, 244, 246, 247, 249,
255, 256

INDEX 291

08_indiewood_287-294 22/7/08 09:55 Page 291



Mottram, James, 39n, 187n, 230n, 234n
Mrs Brown, 100, 101
music, 117, 118–119, 132–133, 135,
139n, 154–155, 163, 167–169, 173,
216, 250, 252

music industry, 266–267
music video, 52, 55, 73, 76, 220, 237
My Left Foot, 264
My Little Eye, 243, 246, 249
My Summer of Love, 245

Nair,Mira, 244
Napoleon Dynamite, 260, 265
narrative, 2, 5, 14, 18, 33, 35, 47, 48,
51–54, 55, 57, 58–59, 60, 63, 69, 70,
71–73, 74, 75, 77, 78, 79, 97, 104, 114,
149, 153, 157, 158–163, 164, 169, 170,
171, 174–175, 176, 177, 178, 179, 182,
184, 185, 186, 210, 212, 214, 215, 217,
220, 221, 222–223, 224, 225, 235, 237,
238, 243, 244, 246, 249, 252, 253, 254,
262, 265, 270, 272, 273

NBC-Universal, 239–240
Neale, Steve, 39n
Ned Kelly, 244, 246, 255
New Line Cinema, 48, 191, 200, 201,
241, 259–260

Newman,Michael, 269
Newman,Thomas, 212
Niche markets/marketing, 2, 6, 8–10, 11,
12–22, 27, 28, 29, 57, 78, 113, 135,
157, 209, 228, 258, 262, 263, 274

Nixon, 195
Nixon, Sean, 44n
Northfork, 261
Norman,Marc, 107

Ocean’s Eleven, 142, 148, 191
Ocean’s Thirteen, 143
October Films, 145, 196, 215, 240
O’Donnell, Damien, 245
On A Clear Day, 264
Once Upon a Time in the West, 139n
One Hour Photo, 260
Out of Sight, 141, 148, 153, 177, 181, 201

Ozon, François, 242, 243

Palindromes, 274
Paradise Now, 261
Paramount Classics/Paramount Vantage,
4, 8, 191, 241, 259, 260, 261, 262

parody, 52, 60, 101, 132
Pascal, Amy, 200
Passion of the Christ,The, 188n
Pawlikowski, Pawel, 245
Payne,Alexander, 143, 191, 239
Peterson, Richard, 23, 25, 43n
Pfeil, Fred, 25, 43n, 58
Philadelphia, 158
Pianist,The, 241, 243, 246, 249, 254
Pierce, Kimberly, 191
Polanski, Roman, 243, 248
PolyGram Filmed Entertainment, 48, 64,
73, 74, 145, 240

Pontecorvo, Gillo, 165
Possession, 243, 247, 248, 249, 257
posters, 3, 83, 114, 155–157, 199, 204,
251

postmodern, 23, 26, 42n, 55, 57, 58, 135,
139

Pride and Prejudice, 245
Priest, 109
Prime, 245, 245
Primer, 274
Propaganda Films, 66, 73–74
Pulp Fiction, 4, 44n, 93, 94, 95, 108, 109,
112, 114, 118, 129, 130, 131, 262

Punisher,The, 113
Purdie, Susan, 139n

Radway, Janice, 267–268, 272
Ramis, Harold, 245
Rebecca, 96
reflexivity, 49, 50, 51–55, 58–59, 88n,
103, 236, 237, 246, 253

release strategies, 5, 10, 11, 26, 28, 70,
82–83, 87, 94, 109–110, 111, 113, 142,
150–158, 198–199, 204–205, 239, 250
254–257, 261, 262, 265, 269

Requiem for a Dream, 188n

INDIEWOOD, USA292

08_indiewood_287-294 22/7/08 09:55 Page 292



Reservoir Dogs, 114, 129, 130, 131
Ridley, John, 201
Robe,The, 67
Rodriguez, Robert, 115
Rogue Pictures, 256–257, 267
romantic comedy, 70, 79, 80, 81, 86, 90n,
105, 154, 172, 236, 243, 245, 247, 257

Romeo + Juliet, 136n
Rosencrantz and Guildenstern Are Dead, 98,
100

Rose, Nikolas, 13–14
Roth, Philip, 55
Russell, David O., 143, 191, 200,
201–204, 219, 220, 231n, 233n

Salles,Walter, 244, 248
Salvador, 224
Samuel Goldwyn Films, 196
Saturday Night Fever, 114
Saving Private Ryan, 109
Scandal, 93
Schamus, James, 6, 240–242
Schatz,Thomas, 233n
Schizopolis, 141, 149
science fiction, 38, 97, 143, 147, 148,
154–156, 170, 173, 174, 175, 176, 181,
183, 236, 247,
274

Sconce, Jeffrey, 14, 41n
Scott, Tony, 114
Scream series, 52
Section Eight, 142–143, 166, 186n
Seed of Chucky, 257
Selznick, David, 96
sex, lies, and videotape, 93–94, 108, 141,
178, 181

Shakespeare in Love, 18, 38, 95–111, 114,
134–136, 145, 236, 237, 238, 248, 250

Shape of Things,The, 243, 248, 250
Shaun of the Dead, 244, 246, 249
Shaw Brothers, 115, 121, 123
Shaye, David, 241
Sideways, 260
Sigel, Thomas Newton, 220, 233n
Silver, Casey, 201

Simpson, Jim, 243
Smith,Murray, 88n
Soderbergh, Steven, 3, 141–189
Solaris, 38, 143, 147–149, 151–152,
154–158, 170–186, 188n, 227, 236,
238, 247

Solondz,Todd, 21, 215, 274
Sony Pictures Classics, 4, 8, 21, 110, 240,
241, 258–259, 262

Sorcerer, 165
Snider, Stacey, 201
Spacey, Kevin, 198
spaghetti western, 115, 118–119, 128,
132, 139n

Spanking the Monkey, 200
Spielberg, Steven, 109, 197
Spun, 188n
Staiger, Janet, 32, 33, 39n, 44n
Stam,Robert, 58–59, 88n
stars/stardom, 1, 6–7, 8, 54, 63, 70, 75, 81,
82, 83, 85, 86, 87, 101, 107, 110, 111,
113, 114, 118, 141, 142, 144, 145–147,
148, 153, 154, 160, 169, 170, 172, 176,
182–183, 186, 192, 200, 204, 243, 244,
245, 252, 254, 255, 256, 260, 270

Station Agent,The, 261
Stone, Oliver, 195, 224, 234n
Stoppard,Tom, 100, 107, 136
Swimming Pool, 243, 246, 250, 251, 255
Switchblade Sisters, 119, 122
Sylvia, 244, 250, 255
Synecdoche, New York, 87
Syriana, 142, 194

Tadpole, 261
Tarantino,Quentin, 39n, 95, 111–136,
139n, 184

Tarkovksy,Andrei, 143, 147, 155, 170,
171, 172, 173, 174, 178, 179, 180

Tarnation, 274
Terminator series, 148
Texas Chainsaw Massacre,The, 257
Think Films, 269
Thin Red Line,The, 144
This is That, 267

INDEX 293

08_indiewood_287-294 22/7/08 09:55 Page 293



Thornton, Sarah, 41n
Three Kings, 3, 5, 31, 38, 146, 191–193,
195, 197, 200–205, 216–229, 231n,
234n, 236, 238, 247, 248

thriller, 50, 51, 94, 141, 142, 146,
156–157, 158, 165, 167, 188n, 243,
245, 247, 257, 262

Thriller:A Cruel Picture, 121
Tiger and the Snow,The, 246, 264
Titanic, 148, 181, 228
Tout va bien, 52, 54, 55, 62, 170
Traffic, 38, 143–153, 156–170, 171, 177,
179–186, 188n, 193, 194, 203, 220,
223, 236, 238

Traffik, 143, 169, 170
trailers, 3, 10, 115, 127, 152–155, 156,
157, 163, 170, 171, 204, 252, 254–256

Travolta, John, 114
True Romance, 114
Tsotsi, 261, 262
Turow, Joseph, 229
Twentieth Century Fox, 4, 5, 38, 145,
146, 147, 148, 151, 187n, 191, 195, 228

Tzioumakis,Yannis, 40n

Underneath,The, 141, 177–178
United States of Leland,The, 261
Universal, 3, 4, 38, 48, 62, 64, 73–74, 103,
107, 110, 145, 147, 148, 196, 201, 215,
224, 230, 235, 239–240, 254, 257, 266,
275n

Uricchio,William & Roberta Pearson,
96, 136n

USA Films, 48, 66, 73, 74, 145, 146, 147,
240, 254, 257

Vachon, Christine, 260–261
Vanity Fair, 241, 245, 247, 255, 257
Variations, 210
verité, 165, 166–167
Viacom, 196
Village Roadshow Pictures, 202
Virgin Suicides,The, 191

visual style, 2, 14, 35, 52, 55, 67, 70–71,
76–79, 116–118, 119, 120–121, 125,
127–128, 128–129, 136n, 149, 157,
163–167, 169, 171, 174–178, 184–185,
186, 188n, 209–213, 216–217,
219–220, 222, 226, 236, 237–238, 242,
244, 246, 252, 262, 265, 273

Vitagraph, 96

Wadlow, Jeff, 245
Warner Bros, 3, 142, 186n, 191, 192, 194,
195, 200–204, 220, 228, 229, 231n,
234n, 257, 259–260

Warner Independent Pictures, 234n,
259–260, 261, 262, 269

Waugh, Patricia, 88n
Waxman, Sharon, 7, 39n, 64, 89n,
145–146, 179, 180, 186n, 187n, 188n,
189n, 201, 202, 203, 204, 230n, 231n,
234n

Way Home,The, 261
Wayne,Mike, 8, 13n, 62
Weinstein, Harvey and/or Bob, 6, 31, 38,
94, 102, 106, 107, 108, 109, 110, 111,
112, 240, 241

Weiss,Michael J., 44n
What Lies Beneath, 146
Wilinsky, Barbara, 39n, 275n
Willemen, Paul, 277n
Williamson, Glenn, 197
Williams,Todd, 244
Woodsman,The, 215
Working Title, 62, 89n
Wright, Edgar, 244
Wright, Joe, 245

Yimou, Zhang, 258
Yojimbo, 139n
Younger, Ben, 245

Z, 165
Zaitôichi’s Pilgrimage, 122
Zwick, Ed, 144

INDIEWOOD, USA294

08_indiewood_287-294 22/7/08 09:55 Page 294




