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Movie Review
Recalling the Dream 
of Parenthood in 
Raising Arizona
Of babynappings and bodily fluids, Coens and Kubricks

By Robert Castle
In Raising Arizona (1987), a blatantly obscure graffiti can be seen in the lavatory wall behind escaped convicts, Hale and Evelle (John Goodman and William Forsythe): 
It could have been written by a fan of the “great Edgar” (Humbert Humbert) but more likely it was the handiwork of the film’s makers, Joel and Ethan Coen. It might be apropos to contemplate its significance, if only because the Coen Brothers' films have some of the qualities of graffiti. Graffiti is a product of ersatz profoundity. Some people see great significance and poetry on the walls of public conveniences, while others see only the phony abstruse. Likewise, critics have found the Coen Brothers’ films innovative and deep or shallow and derivative. It seems as if every film they make refers to or borrows images and themes. O Brother Where Art Thou (2000), Sullivan’s Travels (1941) and Wizard of Oz (1939). The Hudsucker Proxy (1994), the films of Capra and Sturges. The Man Who Wasn’t There (2001), Hitchcock. Miller’s Crossing (1991), a near remake of The Glass Key (1942). Blood Simple (1983) and Fargo (1996), film noir.

The most overriding and pervasive referencing in the Coen Brothers’ films however, is to the work of Stanley Kubrick, to the extent that many of their themes are developed from Kubrick’s, hence the feeling that their films are derivative to a fault. The hair on the floor of the barbershop in The Man Who Wasn’t There recalls the opening of Full Metal Jacket. The hired kidnappers in Fargo watch the Johnny Carson Show in their motel, suggesting The Shining’s (1980) and Jack Nicholson’s most infamous line. All of the characters in Blood Simple and Fargo seem caught in a cycle of confusion and misunderstanding when plans go awry that broadly suggest the actions of Johnny Clay and friends in The Killing (1956). Finally, in the letters “P.O.E.,” there’s an oblique reference to Dr. Strangelove (1964). Although little connects it and Raising Arizona in content, they share farcical and thematic concerns. Even more, P.O.E. could be characterized as the key to understanding the moral codes of both films, as well as that of another later Kubrick-inspired work.

In Dr. Strangelove, mad General Jack Ripper (Sterling Hayden) launches an attack on the Soviet Union. The planes from his bomber wing can be recalled by a three-letter code, which he refuses to give up to Group Captain Mandrake (Peter Sellers). Mandrake eventually figures out the code when he absentmindedly reads the now dead General’s doodling on a pad. Repeatedly, Sellers sees the phrases “Purity of Essence” and “Peace on Earth.” The code is one of the acronyms for these phrases, as it turns out, O.P.E.
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“Purity of Essence” and “Peace on Earth” refract Ripper’s agitated psyche. America’s “purity of essence” has been polluted by the Communist menace, primarily through the fluoridation of water. He has sensed the danger after the physical act of love; a sense of fatigue overwhelms him. “I do not avoid women,” he tells Mandrake, “but I do deny them my essence.” What he seems to be “denying” women is the sense of completion to the act of copulation: having a child or loving them. A version of Hayden’s lovemaking is revealed in the scene with General Buck Turgidson (George C. Scott) and his secretary, Miss Scott (Tracy Reed). With his “essence” statement, Ripper utters what we witness when Turgidson tells Miss Scott that she’s going to be Mrs. Buck Turgidson. How many secretaries has he told this to? All he actually cares about is the sexual blast off. 

Ripper’s essence denial and sense of fatigue are directly connected to his decision to launch a first strike at the Soviets. The love for machines of death takes on sexual overtones, such that the film imagines the strike against the Roosskies as another form of copulation with the resulting nuclear explosions representing orgasmic responses, which bear not fruit but a doomsday shroud. In Ripper’s mind, and by implication in the minds of the members of the War Room, the destruction of Communism will restore his and America’s vitality and will. Personal and social goals meld. Ending Communism constitutes bringing “peace on Earth”; the deeper premise is that ridding ourselves of enemies promises unlimited happiness.

The other promise for unlimited happiness comes when you are a married couple who cannot have children but have found a way to have them. Newlyweds Edwina and Hi McDunnough (Holly Hunter and Nicholas Cage) in Raising Arizona are sterile. Edwina puts considerable pressure on Hi to get her a child one way or another. When quintuplets are born to the Arizonas, who have used fertility drugs, the sterile couple decides it’s morally equitable to steal one. Soon, Cage’s odious boss blackmails him for custody of the abducted baby, while the aforesaid convicts, Cage’s buddies in the joint, swipe the baby and head out of state. Enter bounty hunter Leonard Smalls (Randall Tex Cobb), who seeks Junior for a black market adoption enterprise. For all the want-to-be parents, possessing the baby amounts to an emotional or monetary windfall. As if getting a child, by any means available, will bring them joy or profit. Here starts everyone’s downfall.
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Strangelove and Raising Arizona satirize, at different levels respectively, an American propensity to pursue, obtain, buy, and possess happiness. A man who understood better, Tom Cassidy (Frank Albertson), the rancher in Psycho (1960), who in buying his daughter a house does not buy happiness but buys off unhappiness. On another level, the films question the ends of idealists who desire “peace on earth,” a cure for cancer, a baby for a childless couple, etc., and, even more, these films question the rationale spurring us to those ends. There’s nothing wrong with wanting children, ending Communism, or getting rid of poverty, only the reasons we have for desiring these things.

Rationale is all.

Raising Arizona equates kidnapping and blackmail to fertility drugs and surrogate mothers. Any way to get a baby. Edwina and Hi reason that the Arizonas can afford to part with one of the five babies. General Ripper believes that he can blackmail the War Room to send an all-out attack on Russia, which will destroy the Communist menace — and the U.S. in the process will only get its hair mussed — because this will solve the fluoridation problem. 

What’s more disturbing: the actual kidnapping and nuclear war, or the convoluted thinking precipitating these actions?

Moral trepidation can be always smoothed over by the hope (O.P.E.) for a happier, better future. Then all kinds of actions become thinkable. Women through surrogate mothering can give birth to their own grandchildren. The Khymer Rouge can forge equality in Kampuchea by killing anyone who is educated or speaks a European language. 

What’s been more mystifying to us the last sixty years: the Holocaust itself or the rationale, “purity of ethnicity,” behind the German actions?
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A.I.
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Another film, A.I. (2001) picks up the thematic thread from Raising Arizona: having children to satisfy the need to have children. In A.I.’s future world, the government restricts families to one child. Monica and Henry Swinton (Francis O’Connor and Sam Robards) have used up their child quota. Unfortunately for them the child rests in a frozen state with an incurable disease and no cure in sight. Monica inconsolably remains fixated on her immobile son, worrying her husband that she will sink into a permanent melancholia. As in Raising Arizona, although with a less hysterical tack, the wife emotionally blackmails the husband to find her a child. Instead of stealing one, they will be the first to use his company’s experimental prototype of the ultimate machine: a child who will become emotionally attached to you.

The creator of this child toy, Professor Allen Hobby (William Hurt), opens the film with speculations about the ultimate shortcomings of Mechas, the mechanical but lifelike humans. In essence, he wants to satisfy the ultimate human craving: love. He demonstrates that machines can enumerate the qualities of love and affection without being able to love. The ultimate Mecha comes in the form of a Haley Joel Osment child named David. The ultimate boy actor will now play the child who one cannot help but find cute and love because he has been programmed to love. 

His evolution within the Swinton household is interesting. He starts as an annoying pup who is everywhere you turn. He’s so affectionate, the essence of affection, that he becomes annoying. At dinner he bursts into a fit of artificial laughter, which his future parents can’t help but find funny if not slightly unnerving. Possibly David’s greatest selling point is that he will go to bed without having to be told, despite the fact that as a Mecha he does not need sleep. Finally, with this last quality, we get a hint of this child being more like HAL of 2001 than a Haley Joel of, say, The Sixth Sense (1998).

This Kubrick component is not accidental. He had worked on this project for over a decade (before Steven Spielberg took over) and retained a “Producer” credit. How much of the film is his and how much is Spielberg’s we can only guess, although the common wisdom seems to be that the darker elements of A.I. belong to Kubrick, whereas all hopeful and sappy elements belong to Spielberg. But we should not forget that Kubrick couldn’t finish the project perhaps because the hopeful and cloying parts were unavoidable. Spielberg, perhaps, was only completing the arc started by Kubrick. What seems possible is that Kubrick wanted to turn his past dealings with artificial intelligence inside out. HAL in 2001 exhibits his most human characteristics (failings) by murdering the crew of the Discovery, perhaps in an instinctual quest to meet his makers on Jupiter. In A.I., David quests to meet his maker, stimulated by hearing the story of Pinnochio, with as much determination to become human as HAL strives to become all-knowing and dominant.

Finally, Monica takes the big step and follows a seven-point plan to let David bond with her. It’s a love that will never die. For anyone familiar with Kubrick’s films, any intimation for the desire for immortality brings doom from unexpected sources. For Monica, the unexpected comes in the form of her biological son, Jake, recovering from his illness. Having both boys to attend to, as well having them interact, creates complications for the Swintons. Jake rightly senses that he’s no competition for David in terms of doing things right. In some ways, he appears a monster, almost like a child-Strangelove, in a wheelchair and then walking stiffly with leg braces (“Mein Fuhrer, I can walk!”). But he also proves resourceful (a Kubrick virtue) in dealing with David, maneuvering the Mecha into actions that will ultimately scare David’s parents into getting rid of the artificial kid. At one point, her husband convinces Monica that they really don’t know what David is thinking and that he might be able to kill — a conversation reminiscent of the two astronauts inside the pod when they discuss how will HAL react to being disconnected.

Getting rid of David is another problem. He should have been destroyed just as surely as HAL had to be disconnected. But Monica doesn’t have the stomach for it and takes him a distance from the house and abandons the toy boy in a forest. The film turns to scenes and images which recall Spielberg’s Schindler’s List (1992) as it overtly connects the Mecca destruction to the Nazi Holocaust. In one poignant moment, after David meets another Mecha on the run, Gigolo Joe (Jude Law), the robot parts: heads, arms, torsos, are bulldozed into pits evoking an image at the end of Resnais’ Night and Fog (1955). The humans, as best we can tell, resent the purity of human essence given to the Mechas. Professor Hobby eloquently explains his position at the start of the film. He will make a child who will love back the parent. The rationale seems incontestable. This new dimension of artificial intelligence will solve past problems. Dr. Hobby nobly espouses the most positive dreams of scientific and technical progress. Further, the society, not biological dysfunction, prevents Monica from having a child. The McDunnough’s argument for having a child seems equally unassailable. Only a mean-spirited person would deny Edwina or Monica the chance to love and be loved by a child.

Yet A.I. questions the Swintons’ intentions, as well as the means by which these intentions come to reality. Satisfying an extreme personal need — not strictly having these needs — violates an intangible social structure or boundary; just as an extreme political or military solution fractures a nation’s spirit. The use of the atomic bomb, for example, may have had excellent rationale, such as it was the only way it seemed to get Japan to surrender. However, the magnitude of suffering caused by the bomb may have been too great to warrant its use. Whereas the number of human deaths in the American Civil War was staggering, the resultant end to slavery and the tentative freedom of several million slaves mitigated some of the trauma to our society. Following a slightly different analogy, winning a lottery for $100 million obliterates all personal structures primarily because the short cut taken to fabulous riches is not deserved in the sense that the riches are unearned. Thus, the winner, despite the monetary gratification, can never have the intangible but necessary spiritual satisfaction of having earned the money.

The introduction of the Holocaust motif in A.I. effects two ramifications regarding David’s creation. Satisfying extreme personal needs parallels attempts at extreme political solutions whether those solutions come from Hitler, Stalin, or Jack Ripper. Dr. Strangelove, moreover, makes clear that extreme politics skirts the death instinct.

Secondly, one could feasibly argue that the creation of life by extreme means, such as in A.I., balances the political and social destructiveness of the worst criminal leaders. The second half of A.I. suggests this when the people attending the Flesh Fairs gleefully cheer on the violent destruction of Mechas. Spielberg’s sentimental goal seems to be embodied in David’s wish to find the blue fairy; essentially, the boy Mecha has taken the spirit of human race and is trying to make it become flesh. This would explain the strange and unsatisfying ending. David becomes a remnant of a distant humanity. But does he represent an absolute failure of that past humankind or its greatest undertaking?

One could also interpret David and Gigolo Joe as nothing more than equivalent if superior forms of artificial insemination, at least in the way that they represent extreme solutions to human needs. Further, the Holocaust imagery suggests to me another way to see this advanced technology’s affect on the humans; namely, the harm done to mankind occurs inversely. That is, the destruction grows beyond our capacity to see or measure it — we can only feel it with varying degrees of certainty and vagueness. In fact, it may be devastation beyond our imagination. By trying to create happiness by any means possible or trying to eliminate all dissatisfaction and effectively create greater destruction, simply creates greater unhappiness. This may be, if not always been, the fate of the human animal. Kubrick, by the way, suggests in most of his films that humans are very limited in controlling or guiding their destiny. Nor might it be too far a stretch to interpret Hi McDunnough’s name: I don’ know!
Why beyond our imagination? We believe our needs are being satisfied and/or a greater good is being served. Anyone opposed to extreme forms of artificially induced fertility could never muster the same passion as the parents and technicians who would want to use it. This partly explains the lack of verisimilitude in A.I. when it depicts the Mecha Holocaust — it seems forced into the film because it has become a special cause for the director. Conversely, William Hurt’s supremely humanistic smugness as Professor Hobby correlates to the hubris exhibited in his first major film role in Altered States (1980), whence his university researcher, Eddie Jessup, expanded his consciousness a bit too far and, for a moment, was literally reduced to an infant. And there seems no way to stop our inclination to hubris. We can always convince ourselves that some element of what we want to do, no matter how extreme the course of action may be, will benefit somebody or ultimately will benefit everybody (we just can’t recognize the benefits immediately). Professor Hobby relishes the opportunity.

Already, the issues I’ve raised have become too large to handle. What’s the best that can be hoped for?

Perhaps solace and minimal optimism may be taken from Raising Arizona’s conclusion. Edwina and Hi recognize their error in kidnapping the Arizonas’ baby and battle Leonard Smalls to return it. Later, Mr. Arizona catches them in the nursery and urges them to stick with their marriage, implying that they will love and prosper despite some of the serious snags in their circumstances. Maybe the P.O.E. seen in the beginning of the film represents a universal recall code for the dream of parenthood, specifically if this dream entails having children to fulfill one’s needs. Possibly, Edwina and Hi will only be happy as long as their dream remains within fail-safe limits.

Box Office Information
Budget
$6,000,000 (estimated)

Opening Weekend
$36,240 (USA) (15 March 1987) (1 Screen)

Gross
$22,847,564 (USA)
ESP 109,318,359 (Spain)
SEK 2,201,248 (Sweden)

Admissions
302,986 (France)
196,246 (Germany)
348,685 (Spain)
67,309 (Sweden)

Movie Trivia 
· The shot in which the camera moves in on the mother discovering that Nathan Jr. is gone is a direct homage to _Evil Dead, The (1982)_ , a film on which Joel Coen was an editor.

· The alarm button the clerk presses in the convenience store reads "Odegaard-Trend Security." This is the name of the security company in Sam Raimi's Crimewave (1985/I).

· The character Leonard Smalls is a reference to Lenny Small from "Of Mice and Men."

· The acronyms "P.O.E" and "O.P.E." spray-painted in the washroom and shown in reverse in the mirror are references to the Stanley Kubrick films Dr. Strangelove or: How I Learned to Stop Worrying and Love the Bomb (1964) and The Shining (1980).

· H.I. can be seen wearing a uniform with the name "Hudsucker Industries" written on it. This is also the name of the company in The Hudsucker Proxy (1994) also by the Coen brothers.

· When Nathan Arizona is being interviewed one of the microphones has "KOIN" written on it. This is a reference to the filmmakers, the Coen brothers.

· The opening credits appear 11 minutes into the movie.

· The Coen brothers wrote Holly Hunter's character specifically for her.

· Although the letters POE and OPE are shown reflected in the mirror in reverse, the writing on the "We aim to please..." sign on the same wall is not reversed. Later, when the Biker breaks down the door, you can see that the sign is actually printed in reverse lettering.

· Florence, Arizona is the site of a State Prison...and also the name of the mother of the quints in the movie.

· When the Biker played by Tex Cobb enters the rest stop bathroom, he notices pomade and sniffs it. This was the pomade Gale uses in an earlier scene. Gale, (John Goodman), is tracked down by the Biker because of the pomade smell. In _O Brother Where Art Thou? (2000)_ A later Coen Brothers' movie, Big Dan T, (Goodman), during the lynching scene, sniffs out Everett's (George Clooney) Dapper Dan pomade. Everett is also tracked by the posse throughout the movie because of the scent of the pomade.

· Fifteen babies played the Arizona quintuplets in the film. One of the babies was fired during production when he learned to walk.

· The shot where Evelle and Gale stop just before hitting the car seat with the baby in it, was filmed in reverse, with the car driving away from the seat.

· H.I. McDunnough's first name is revealed to be Herbert.

· Kevin Costner turned the lead role.

· The $30,000 that Leonard Smalls talks about as "1954 dollars" would be equal to just over $120,000 in 1987.

Movie Goofs

  Continuity: Model of car and person driving when H.I. and Ed chase the people who kidnapped the baby.

  Crew or equipment visible: Shadow of camera operator and vehicle while Hell's Angel is cruising down the highway.

  Continuity: The curtain on the window of the trailer door changes to a Venetian blind.

  Continuity: The light that H.I. and Gale (don't) smash while fighting.

  Crew or equipment visible: Dolly track visible on ground as H.I. and Glen discuss wife swapping

  Continuity: The Woody Woodpecker tattoo on H.I.'s arm switches sides when he is chasing the babies around on the floor in the initial kidnapping scene. (reversed film?)

  Continuity: H.I. smashes a lamp while being swung around on Gail's back. When it hits the floor, it is whole.

  Crew or equipment visible: In the Full Frame or Pan & Scan version, when H.I. is in the Arizona house kidnapping the baby, one of them "jumps" out of the crib and onto H.I. In the shot where the baby lands on him, a person's hands can clearly be seen at the top of the frame holding the child.

  Continuity: When Nathan Arizona is talking to the press in the doorway of his home, the first shot from the crowd of reporters clearly shows a "Police Line Do Not Cross" tape between Nathan and the Media. In the next shot from the crowd, the tape has disappeared.

  Revealing mistakes: While Leonard Smalls is back-handing H.I. in front of the bank, his arm swings back and hits the camera causing it to shudder for a moment.

  Continuity: When H.I. first enters the Arizona house to kidnap a child, one child's hair length is inconsistent while H.I. is carrying him.

  Errors made by characters (possibly deliberate errors by the filmmakers): When the FBI is questioning Nathan Arizona as to what the kidnapped child was wearing, Arizona says the child was wearing jammies even though all five babies are shown wearing just diapers.

  Continuity: When Nathan Arizona confronts the couple returning Nathan Jr, he puts his revolver in the crib to pick up the baby. Later on, he puts Nathan Jr. back in the crib but does not get his revolver back out of the crib.

  Continuity: When preparing to get back the baby, H.I. puts a revolver in the front of his pants and an automatic in the back. Before shooting Smalls, he pulls the revolver from the back of his pants. 
Movie Filming Locations

Camelback Mountain, Phoenix, Arizona, USA

Florence, Arizona, USA

Lost Dutchman State Park - 6109 N. Apache Trail, Apache Junction, Arizona, USA

Phoenix, Arizona, USA

Scottsdale, Arizona, USA

Sun Devil Stadium - Fifth Street, Arizona State University, Tempe, Arizona, USA

Tempe Police Station - 120 E. 5th Street, Tempe, Arizona, USA

Tempe, Arizona, USA
Movie Soundtrack

  "Down In The Willow Garden"
(C) Copyright Charlie Munroe 1957, 1972


  "Goofing-Off Suite"
by Pete Seeger


  "Girls, Do Not Wink"
Courtesy Monitor Records


  "Home On The Range"
Performed by Phil "Dusty" Stockton
Courtesy of Outdoorsman Records 
Full Cast and Crew

	Directed by

	Joel Coen
	 
	

	Ethan Coen
	 
	(uncredited) 

	 


	Writing credits

	Ethan Coen
	 
	(written by) & 

	Joel Coen
	 
	(written by)


	Cast (in credits order) verified as complete

	Nicolas Cage
	.... 
	H.I. McDunnough

	Holly Hunter
	.... 
	Edwina 'Ed' McDonnough

	Trey Wilson
	.... 
	Nathan Arizona (Huffhines) Sr.

	John Goodman
	.... 
	Gale Snoats

	William Forsythe
	.... 
	Evelle Snoats

	Sam McMurray
	.... 
	Glen

	Frances McDormand
	.... 
	Dot

	Randall 'Tex' Cobb
	.... 
	Leonard Smalls

	T.J. Kuhn
	.... 
	Nathan Arizona Jr. (as T.J. Kuhn Jr.)

	Lynne Dumin Kitei
	.... 
	Florence Arizona

	Peter Benedek
	.... 
	Prison counselor

	Charles 'Lew' Smith
	.... 
	Nice old grocery man

	Warren Keith
	.... 
	Younger FBI agent

	Henry Kendrick
	.... 
	Older FBI agent

	Sidney Dawson
	.... 
	Moses (ear-bending cellmate)

	Richard Blake
	.... 
	Parole Board chairman

	Troy Nabors
	.... 
	Parole Board member

	Mary Seibel
	.... 
	Parole Board member

	John O'Donnal
	.... 
	Hayseed in the pickup

	Keith Jandacek
	.... 
	Whitey

	Warren Forsythe
	.... 
	Minister

	Ruben Young
	.... 
	'Trapped' convict

	Dennis Sullivan
	.... 
	Policeman in Arizona house

	Richard Alexander
	.... 
	Policeman in Arizona house (as Dick Alexander)

	Rusty Lee
	.... 
	Feisty hayseed

	James Yeater
	.... 
	Fingerprint technician

	Bill Andres
	.... 
	Reporter

	Carver Barns
	.... 
	Reporter

	Margaret H. McCormack
	.... 
	Unpainted Arizona secretary

	Bill Rocz
	.... 
	Newscaster

	Mary F. Glenn
	.... 
	Payroll cashier

	Jeremy Babendure
	.... 
	Scamp with squirt gun

	Bill Dobbins
	.... 
	Adoption agent

	Ralph Norton
	.... 
	Gynecologist

	Henry Tank
	.... 
	Mopping convict

	Frank Outlaw
	.... 
	Supermarket manager

	Todd Michael Rodgers
	.... 
	Varsity Nathan Jr.

	M. Emmet Walsh
	.... 
	Machine shop ear-bender

	Robert Gray
	.... 
	Glen and Dot's kid

	Katie Thrasher
	.... 
	Glen and Dot's kid

	Derek Russell
	.... 
	Glen and Dot's kid

	Nicole Russell
	.... 
	Glen and Dot's kid

	Zachary Sanders
	.... 
	Glen and Dot's kid

	Noell Sanders
	.... 
	Glen and Dot's kid

	Cody Ranger
	.... 
	Arizona quint

	Jeremy Arendt
	.... 
	Arizona quint

	Ashley Hammon
	.... 
	Arizona quint

	Crystal Hiller
	.... 
	Arizona quint

	Olivia Hughes
	.... 
	Arizona quint

	Emily Malin
	.... 
	Arizona quint

	Melanie Malin
	.... 
	Arizona quint

	Craig McLaughlin
	.... 
	Arizona quint

	Adam Savageau
	.... 
	Arizona quint

	Benjamin Savageau
	.... 
	Arizona quint

	David Schneider
	.... 
	Arizona quint

	Michael Stewart
	.... 
	Arizona quint

	William Preston Robertson
	.... 
	Amazing voice (voice)

	rest of cast listed alphabetically:

	Ron Francis Cobert
	.... 
	Reporter 1 (uncredited)


	Produced by

	Ethan Coen
	.... 
	producer 

	James Jacks
	.... 
	executive producer 

	Deborah Reinisch
	.... 
	associate producer 

	Mark Silverman
	.... 
	co-producer 

	 


	Original Music by

	Carter Burwell
	 
	

	Arthur Gorson
	 
	(song "Down in the Willow Garden") 

	Byard Hay
	 
	(song "Down in the Willow Garden") 

	Daniel E. Kelly
	 
	(song "Home on the Range") 

	Obray Ramsey
	 
	(song "Down in the Willow Garden") 

	Pete Seeger
	 
	(song "Goofing-off Suite") 

	 


	Non-Original Music by

	Igor Stravinsky
	 
	(from "Petrushka") (uncredited) 

	Ludwig van Beethoven
	 
	(from "9th symphony") (uncredited) 

	 


	Cinematography by

	Barry Sonnenfeld
	 
	

	 


	Film Editing by

	Michael R. Miller
	 
	

	 


	Casting by

	Donna Isaacson
	 
	

	John S. Lyons
	 
	(as John Lyons)

	 


	Production Design by

	Jane Musky
	 
	

	 


	Art Direction by

	Harold Thrasher
	 
	

	 


	Set Decoration by

	Robert Kracik
	 
	

	 


	Costume Design by

	Richard Hornung
	 
	

	 


	Makeup Department

	Dan Frey
	.... 
	hair stylist 

	Camille Henderson
	.... 
	assistant hair stylist 

	Camille Henderson
	.... 
	assistant makeup artist 

	Katherine James
	.... 
	makeup artist (as Katherine James-Cosburn)

	 


	Production Management

	Kevin Dowd
	.... 
	production manager 

	Alma Kuttruff
	.... 
	production supervisor 

	Andrew Sears
	.... 
	post-production manager 

	Andrew Sears
	.... 
	second unit manager 

	 


	Second Unit Director or Assistant Director

	Patricia Anne Doherty
	.... 
	second assistant director (as Patricia Doherty)

	Jon Kilik
	.... 
	second assistant director 

	Chitra F. Mojtabai
	.... 
	second assistant director (as Chitra Mojtabai)

	Deborah Reinisch
	.... 
	first assistant director 

	Kelly Van Horn
	.... 
	first assistant director 

	 


	Art Department

	J. Todd Anderson
	.... 
	storyboard artist 

	John Anderson
	.... 
	art department assistant 

	Roger Belk
	.... 
	set dresser 

	Marcia Calosio
	.... 
	key set dresser (as Marcia Calosio-Foeldi)

	Pasco Di Carlo
	.... 
	carpenter 

	Mark Donnelly
	.... 
	scenic artist 

	Flint Esquerra
	.... 
	art department assistant 

	Jan Fead
	.... 
	assistant property master 

	Star Fields
	.... 
	carpenter 

	Todd Hatfield
	.... 
	scenic artist 

	Bill Holmquist
	.... 
	carpenter 

	Terry Kempf
	.... 
	lead carpenter 

	Robert Kracik
	.... 
	draftsperson 

	Roger Pancake
	.... 
	property master 

	Robb Roetman
	.... 
	art department assistant 

	Steve Roll
	.... 
	construction coordinator (as Stephen Roll)

	Christian W. Russhon
	.... 
	set dresser (as Chris Russhon)

	Bill Seifried
	.... 
	carpenter 

	Charles Seinfried
	.... 
	carpenter (as Chuck Seifried)

	Linette Forbes Shorr
	.... 
	set dresser 

	Katie Tansley
	.... 
	art department assistant 

	Jerri Thrasher
	.... 
	art department assistant (as Gerry Thrasher)

	Britt Torney
	.... 
	property man 

	Eduardo H. Esparza
	.... 
	carpenter (uncredited) 

	Bill Holmquist
	.... 
	prop maker (uncredited) 

	 


	Sound Department

	Michael Barry
	.... 
	foley engineer 

	Ron Bochar
	.... 
	sound editor 

	Allan Byer
	.... 
	production sound mixer 

	Marko A. Costanzo
	.... 
	foley artist 

	Michael DiCosimo
	.... 
	stereo sound consultant: Dolby 

	Randy Gable
	.... 
	additional boom operator 

	Greg Horn
	.... 
	sound recordist 

	Peter F. Kurland
	.... 
	boom operator 

	Skip Lievsay
	.... 
	supervising sound editor 

	Marissa Littlefield
	.... 
	assistant sound editor 

	Carl Mandelbaum
	.... 
	special electronic sound effects 

	Jun Mizumachi
	.... 
	special electronic sound effects 

	Sebastian Niessen
	.... 
	music engineer 

	Bruce Pross
	.... 
	assistant sound editor 

	Philip Stockton
	.... 
	sound editor 

	Frederick Szymanski
	.... 
	special electronic sound effects 

	Steven Visscher
	.... 
	assistant sound editor 

	Magdaline Volaitis
	.... 
	sound editor 

	Christopher Weir
	.... 
	assistant sound editor 

	Mel Zelniker
	.... 
	sound re-recording mixer 

	 


	Special Effects by

	Peter Chesney
	.... 
	special effects coordinator 

	Guy J. Louthan
	.... 
	special effects lead (as Guy Louthan)

	David J. Barker
	.... 
	special effects welder (uncredited) 

	Tom Chesney
	.... 
	special effects technician (uncredited) 

	 


	Stunts

	Bill Anagnos
	.... 
	stunts 

	Curt Bortel
	.... 
	stunts 

	Shane Dixon
	.... 
	stunts 

	Allan Graf
	.... 
	stunts 

	Gene Hartline
	.... 
	stunts 

	Jery Hewitt
	.... 
	stunt coordinator 

	Jery Hewitt
	.... 
	stunts 

	Jeff Jensen
	.... 
	stunts 

	Edgard Mourino
	.... 
	stunts 

	Ron Nix
	.... 
	stunts 

	Spanky Spangler
	.... 
	stunts 

	Cindy Wills
	.... 
	stunts (as Cindy Wills Hartline)

	Stuart Brent
	.... 
	car stunts coordinator (uncredited) 

	Gene Hartline
	.... 
	stunt double: Randall 'Tex' Cobb (uncredited) 

	 


	Other crew

	Julie Adams
	.... 
	dialect coach 

	Mary Ann Ahern
	.... 
	costume constructor 

	Ada Akaji
	.... 
	wardrobe assistant 

	Mitchell Amundsen
	.... 
	assistant camera (as C. Mitchell Amundsen)

	Julie Asch
	.... 
	baby wrangler 

	Rick Ashman
	.... 
	location production assistant 

	George Ball
	.... 
	electrician 

	Michael Berenbaum
	.... 
	first assistant editor 

	Elizabeth Boyd
	.... 
	craft service 

	Valerie Susan Brown
	.... 
	production secretary 

	Christopher Buchanan
	.... 
	production office coordinator 

	Michael Burke
	.... 
	first electrician 

	Matt Cartsonis
	.... 
	location production assistant 

	Bob Childers
	.... 
	craft service 

	Stephen M. Chudej
	.... 
	wardrobe supervisor 

	Ken Connors
	.... 
	best boy (as Kenneth R. Conners)

	Dan Conte
	.... 
	digital score assistant 

	Wendy Cracchiolo
	.... 
	wardrobe assistant 

	John R. Crowder
	.... 
	yodeler 

	Richard Crudo
	.... 
	assistant camera (as Richard P. Crudo)

	Tom Dreesen
	.... 
	grip 

	David M. Dunlap
	.... 
	camera operator 

	Russell Engels
	.... 
	gaffer 

	Bob Field
	.... 
	electrician 

	Brian Fitzsimons
	.... 
	best boy grip (as Brian Fitzsimmons)

	Ben Freed
	.... 
	musician: banjo 

	Dennis Gamiello
	.... 
	dolly grip 

	Dennis Gamiello
	.... 
	key grip 

	Arnold Glassman
	.... 
	associate editor 

	Melinda Sue Gordon
	.... 
	still photographer: production stills 

	Adam Grad
	.... 
	location assistant 

	Michael Hall
	.... 
	electrician 

	Brewster M. Higley
	.... 
	lyricist: "Home on the Range" 

	Blake Hocevar
	.... 
	office assistant 

	Maureen Hymers
	.... 
	production assistant 

	Brian Johnson
	.... 
	apprentice editor 

	Thomas Johnston
	.... 
	script supervisor 

	L.R. Kelly
	.... 
	location production assistant 

	Brian Kirk
	.... 
	wardrobe assistant 

	Becca Korby-Sullivan
	.... 
	extras casting 

	Cindy Lagerstrom
	.... 
	grip 

	Mieczyslaw Litwinski
	.... 
	musician: Jews harp, guitar 

	John Lowry
	.... 
	rigging grip (as John 'Earl' Lowry)

	Danny McCallum
	.... 
	electrician (as Dan MacCallum)

	Karl Lewis Miller
	.... 
	animal action 

	Marty Miller
	.... 
	grip 

	Brad S. Mudgett
	.... 
	camera department assistant 

	Dan Perri
	.... 
	title designer 

	David Pomier
	.... 
	location manager 

	Robert A. Preston
	.... 
	grip (as Bob Preston)

	Sharon Roesler
	.... 
	production office coordinator 

	Ellen Ryba
	.... 
	assistant to costume designer (as Ellen M. Ryba)

	Kim Seeger
	.... 
	location production assistant 

	Sunny Seibel
	.... 
	casting: Arizona 

	Stephen St. John
	.... 
	steadicam operator 

	Barbara-Ann Stein
	.... 
	production auditor 

	Erin Stewart
	.... 
	production assistant 

	Eric Tignini
	.... 
	production assistant 

	Yvonne Van Orden
	.... 
	baby casting 

	Kathie Weaver
	.... 
	assistant editor 

	Craig Woodruff
	.... 
	electrician 

	Kurt Woolner
	.... 
	special thanks 

	Rob Harris
	.... 
	unit publicist (uncredited) 

	Constance L. Hoy
	.... 
	location production assistant (uncredited) 

	James M. McEwen
	.... 
	location liaison (uncredited) 

	D. Stanton Miranda
	.... 
	musician (uncredited) 

	Andrew Sears
	.... 
	second assistant accountant (uncredited)
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