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Executive Summary
Quentin Tarantino matters because he turned cinephilia itself into a popular cinematic language. He
did not simply make crime films, revenge films, martial-arts films, westerns, or Hollywood period
pieces. He built a system in which movies remember other movies, characters speak as if everyday
talk were ritual combat, violence arrives as both spectacle and moral disturbance, and genre history
becomes raw material for new myths. His cinema converts the video-store education of the late
twentieth century into a style that millions of viewers could recognize: chaptered structure, elastic
time, needle-drop music, actor revival, quotation without apology, and a belief that low genres can
carry high aesthetic intelligence.

His importance in modern film history is inseparable from the American independent-film boom of the
1990s. Reservoir Dogs gave low-budget crime cinema a theatrical intensity and a self-conscious cool;
Pulp Fiction made fragmented storytelling and pop-cultural dialogue commercially explosive, winning
the Palme d'Or at Cannes and an Academy Award for original screenplay. Later films widened the
project: Jackie Brown matured his relationship with character and melancholy; Kill Bill turned global
exploitation cinema into kinetic opera; Inglourious Basterds, Django Unchained, and The Hateful Eight
used revenge structures to rewrite history, race, and power; Once Upon a Time in Hollywood
transformed nostalgia into a meditation on aging, performance, friendship, and the end of an industry
era.

Tarantino's strength is not realism but arrangement: he can stage a room, delay information, shift
rhythm, resurrect an actor's aura, and make a scene feel like a record, a joke, a showdown, and a
film-history lecture at once. His limitations are equally clear. His cinema can become self-indulgent,
verbally overextended, morally evasive about violence, and vulnerable to criticism over racial
language, gendered imagery, and fantasy revenge as a substitute for historical complexity. The result
is a body of work that is not merely entertaining but argumentative: each film asks whether cinema
can redeem trash, whether style can make violence legible, and whether the past can be judged
through popular myth.

Key Thesis
Tarantino is the emblematic director of post-video-store cinema: an autodidact whose library of
remembered films became a method of authorship. He is neither a pure modernist nor a simple
nostalgist. He is a remix classicist: he breaks chronology, borrows genres, and quotes cinema history,
but he usually aims for old-fashioned pleasures - suspense, performance, revenge, punchlines, music,
and narrative payoff.

1. Upbringing, Cinephilia, and the Video Store as
Film School
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Original illustration: the video store as a democratic film school and archive of genre memory.

Tarantino's origin story is central to understanding his art. Born in Tennessee and raised largely in
Southern California, he came of age not through elite film-school training but through obsessive
moviegoing, television, paperback crime fiction, exploitation cinema, and work at Video Archives in
Manhattan Beach. The AFI Catalog notes that he wrote Reservoir Dogs while working as a video-store
clerk, and that the film's chapter-like flashback design was connected to his wish for the film to feel
like a book. [2] This matters because the video store did not organize cinema by national canon or
academic hierarchy. It put Godard, kung fu, blaxploitation, noir, slashers, spaghetti westerns,
grindhouse oddities, and studio classics into the same browsing space.

That browsing-space logic became Tarantino's aesthetic. A customer might leave with a Hong Kong
action film, a Jean-Pierre Melville crime film, a Pam Grier picture, a Sergio Leone western, and a Brian
De Palma thriller; Tarantino's cinema behaves as if all those traditions can speak to one another in the
same room. The New Yorker has described video stores as surrogate film schools for a generation of
filmmakers, linking them to the older French New Wave model of watching, criticizing, learning, and
then making films. [6] Tarantino's relationship to cinema is therefore not just intertextual; it is social.
His films often feel like arguments between movie obsessives who have absorbed entire archives of
gestures, songs, cuts, and genre rituals.

Video-store culture also explains the tension between democratization and limitation in his work. On
one hand, it gave him a radically open canon: he treated so-called disreputable genres as worthy of
aesthetic seriousness. On the other hand, it made his cinema vulnerable to nostalgia, quotation, and
masculine genre fetishism. The same method that lets him rescue overlooked forms can also trap him
inside the pleasures of the archive.

2. Tarantino and the 1990s American
Independent-Film Boom
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The early 1990s transformed American independent cinema. Sundance, Miramax, home video,
specialty distribution, and a new appetite for edgy, low-budget voices created a market in which
filmmakers could become brands. Tarantino arrived at the moment when independent cinema no
longer had to mean small, quiet realism. It could be violent, funny, referential, profane, and
aggressively entertaining.

Reservoir Dogs premiered into this landscape as a shock of compression: a heist film that withholds
the heist, a crime movie built on a warehouse, a macho ensemble drama structured like a chamber
piece. The BFI describes the film as announcing Tarantino's arrival and setting the tone for American
movies for the rest of the decade. [4] Pulp Fiction then turned independent cinema into mainstream
pop mythology. Cannes records it as the 1994 Palme d'Or winner, and the Academy database records
Tarantino's Oscar recognition for original screenplay. [5][7]

The key point is that Tarantino did not merely benefit from the indie boom; he helped redefine what
the boom could sell. His films made the screenplay visible again. Audiences discussed structure,
monologues, chapter titles, soundtrack choices, and casting moves. The Tarantino effect was that
independent cinema could be literate and commercial, self-conscious and visceral, critical-canon
friendly and mall-multiplex accessible.

3. The Tarantino Grammar: How His Films Work

Original illustration: chronology broken into chapters, echoes, loops, and delayed causes.

Nonlinear storytelling
Tarantino often treats chronology as a musical arrangement rather than a sequence of causes. In
Reservoir Dogs, flashbacks reveal identity and betrayal after the viewer has already entered the
aftermath. In Pulp Fiction, the same world is reorganized into chapters whose emotional logic matters
more than clock time. The famous effect is not confusion but revaluation: a character who appears
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dead in one section can return alive in another, making spectators think about narrative order, fate,
and genre expectation.

This is why comparisons to Stanley Kubrick's The Killing are important. AFI notes that Tarantino named
Kubrick's film as an influence for Reservoir Dogs' chaptered flashback design. [2] But Tarantino's
nonlinear method is less coldly procedural than Kubrick's. It is conversational and pop-musical: scenes
loop back because the film wants to give each voice, joke, betrayal, and delayed punchline its proper
beat.

Extended dialogue
Tarantino's dialogue is not realistic small talk; it is pressure-building performance. Characters debate
tipping, hamburgers, Madonna lyrics, foot massages, Superman, German cinema, bounty law, race
science, and Hollywood gossip because language is how they measure power. A Tarantino scene often
begins with apparently irrelevant talk, then slowly reveals that the talk is the conflict. The delay is
structural. Dialogue stretches time until the room becomes a trap.

Genre hybridity
Tarantino's films are hybrids by design. Reservoir Dogs fuses heist film, noir, stage drama, and
gangster banter. Pulp Fiction mixes crime anthology, black comedy, redemption tale, boxing
melodrama, and pulp magazine sensationalism. Kill Bill absorbs wuxia, chanbara, spaghetti western,
anime, revenge melodrama, and 1970s exploitation. Django Unchained is a slavery revenge western
filtered through Leone, blaxploitation, and buddy-adventure structures. This hybridity is not
decorative. It gives each film multiple codes of expectation, so the viewer is always comparing one
genre's moral logic with another's.

Original illustration: noir, samurai, western, B-movie, pop song, and classic cinema as a shared Tarantino grammar.

Violence and music



The American Newspaper (https://americannewspaper.org) | AmericanTV (https://americantv.org) 6

Tarantino's violence is controversial because it is highly staged, often delayed, sometimes comic, and
almost always inseparable from music. The question is rarely only what violence occurs; the question
is how the film makes the viewer wait for it, anticipate it, laugh around it, recoil from it, or remember
the song attached to it. A needle-drop can turn a scene into performance, irony, sadism, or release.
This is why his violence can feel simultaneously aestheticized and morally charged.

Original illustration: the needle drop, the cut, and the shock of staged violence.

Actors, editing rhythm, and character construction
Tarantino is a director of actor aura. He revived John Travolta's myth, gave Pam Grier and Robert
Forster late-career dignity, made Samuel L. Jackson a central emblem of verbal authority, used
Christoph Waltz as a performance machine of menace and charm, and framed Leonardo DiCaprio and
Brad Pitt as icons entering late-industrial reflection. His characters are often built from surfaces -
names, costumes, songs, props, speech patterns - but the best of them accumulate moral depth
through rhythm. Sally Menke's editing was essential to the early and middle work: she knew how to
hold a scene long enough for discomfort, cut at the moment of comic reversal, and make talk feel like
action.

4. Major Films: A Systematic Reading
Film Core function in the Tarantino

system
What to watch

Reservoir Dogs (1992) A heist film that removes the heist and turns
aftermath, suspicion, masculine performance,
and fractured narration into the main event.

The warehouse as theater; flashbacks as
identity tests; violence withheld before it
erupts; the first full appearance of
Tarantino talk.
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Film Core function in the Tarantino
system

What to watch

Pulp Fiction (1994) The breakthrough: crime anthology, nonlinear
structure, pop-cultural dialogue, moral
accident, and cool surface become
mainstream cinema.

Chapter order; redemption arc; resurrection
through editing; soundtrack; how minor talk
becomes major rhythm.

Jackie Brown (1997) The mature, melancholy outlier: less
structural fireworks, more character patience,
aging, money, risk, and emotional realism.

Pam Grier and Robert Forster; quiet looks;
pacing; the difference between homage and
human attention.

Kill Bill (2003-04) A global revenge collage: martial arts,
western, anime, exploitation, melodrama, and
mythic female vengeance.

Shifts in color, format, chapter style, music,
and fighting codes; revenge as maternal
and cinematic identity.

Inglourious Basterds
(2009)

The historical-revisionist turn: language,
performance, cinema space, and revenge
fantasy weaponized against Nazism.

Opening scene duration; multilingual
power; theater as battlefield; alternate
history as cinematic judgment.

Django Unchained
(2012)

A slavery revenge western that turns genre
pleasure into retaliation against historical
atrocity, while provoking debates about racial
representation.

Buddy structure; plantation gothic; music
anachronism; spectacle vs historical pain;
Christoph Waltz and Jamie Foxx as tonal
counterweights.

The Hateful Eight (2015) A chamber western about post-Civil War
distrust, theatrical confinement, racial
hostility, deception, and national poison.

Room geography; overture/intermission
structure; Morricone score; speech as
violence; the limits of humanism.

Once Upon a Time in
Hollywood (2019)

A late-career memory film about Hollywood
transition, aging stardom, stunt labor,
friendship, and fantasy rescue.

Hanging-out rhythm; Rick and Cliff as split
actor myths; Sharon Tate as lost possibility;
alternate ending as elegy.

Reservoir Dogs
Reservoir Dogs is both a debut and a manifesto. It declares that a genre film can be built from
absence: the robbery is omitted, the aftermath dominates, and the characters are introduced through
color-coded aliases, not psychological biography. This is Tarantino's first major lesson in negative
space. The violence we imagine becomes as important as what we see. The warehouse is a stage, the
men are performers of criminal cool, and the narrative withholds information until identity itself
becomes suspense.

The film also shows Tarantino's early debt to structure. The chaptered flashbacks are not ornament;
they distribute knowledge unequally. The viewer gradually learns who is loyal, who is wounded, who is
improvising, and who has been acting all along. Harvey Keitel's presence gives the film legitimacy and
tenderness; Michael Madsen gives it seductive sadism; Steve Buscemi gives it neurotic intelligence.
The result is a small film that feels historically large because it converts budgetary limits into style.

Pulp Fiction
Pulp Fiction is the film that made Tarantino a world-historical pop figure. Its structure is not a puzzle
for its own sake. It is a moral remix. Vincent Vega's death, Jules's attempted spiritual awakening,
Butch's escape, Mia's overdose, and the diner confrontation are arranged so that the viewer
experiences crime, accident, grace, and absurdity as recurring possibilities in the same universe.
Cannes lists the film as the 1994 Palme d'Or winner, and the Academy database records its screenplay
win. [5][7]
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What makes the film endure is rhythm. The conversations are long, but they are shaped like music:
riffs, pauses, call-and-response, sudden tonal drops. The soundtrack is not background; it turns scenes
into cultural memory. The editing allows scenes to breathe without losing snap. The result is a movie
that gave 1990s cinema a new syntax: pop talk as suspense, genre violence as comedy, and narrative
fragmentation as mainstream pleasure.

Jackie Brown
Jackie Brown is often the key test of whether one understands Tarantino beyond quotation. Adapted
from Elmore Leonard, it is slower, warmer, and more interested in aging than in youthful cool. Pam
Grier's casting is both homage and recognition: the film remembers her blaxploitation aura but also
gives her a middle-aged intelligence, weariness, and romantic dignity that genre history often denied.
Robert Forster's Max Cherry is one of Tarantino's most humane creations: a man whose stillness
becomes emotional action.

The film's structure is still intricate, especially in its repeated mall exchange, but the pleasure comes
from patience. It asks the viewer to watch how people calculate, hesitate, desire, and survive. In
Tarantino's career, Jackie Brown is the great argument against the claim that he can only do
hyperactive pastiche. It is his most adult film in the emotional sense.

Kill Bill
Kill Bill is Tarantino's cinema of excess turned into myth. Treating Vol. 1 and Vol. 2 as a single project,
it is a revenge narrative in which genre memory becomes the heroine's body. The Bride moves
through anime trauma, yakuza spectacle, Shaw Brothers stylization, samurai discipline,
spaghetti-western standoffs, and maternal melodrama. The film is not a realistic revenge story; it is an
archive of revenge forms.

Its power lies in escalation and contrast. Vol. 1 is velocity, color, blood, silhouette, and choreography.
Vol. 2 is delay, training, buried-alive dread, conversation, and emotional reckoning. Uma Thurman is
not merely performing a character; she is carrying a museum of female avengers, martial-arts heroes,
and western loners. The controversy is equally clear: the film aestheticizes suffering, and its pleasure
in stylized violence can feel like liberation to some viewers and exploitation to others.

Inglourious Basterds
Inglourious Basterds is Tarantino's masterpiece of language as warfare. The opening farmhouse scene
turns politeness into terror; Hans Landa's multilingual fluency is a weapon; Shosanna's theater
becomes a site where cinema can burn fascism symbolically and physically. The film's alternate
history is not ignorance of history; it is a revenge fantasy that announces cinema's power to imagine
judgment where reality left trauma.

The film also shows Tarantino's increasing confidence with duration. Scenes run long because they are
battles of performance: who knows what, who can maintain a mask, who controls the language of the
room. Christoph Waltz's Landa is one of Tarantino's great villains because he makes civility monstrous.
The film's final gesture, calling attention to itself as a possible masterpiece, is both boast and thesis.

Django Unchained
Django Unchained pushes the revenge-history model into the American slavery past. Its boldness is
obvious: it uses the spaghetti western and blaxploitation traditions to produce a fantasy in which an
enslaved man becomes a mythic avenger. Jamie Foxx's Django is constructed as a western hero
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moving through a history that the classical western often suppressed. Christoph Waltz's Dr. King
Schultz provides an outsider's moral framing, while Leonardo DiCaprio and Samuel L. Jackson embody
plantation power in different registers.

The film's controversies are not incidental. Its repeated racial language, spectacular violence, and
comic-strip revenge mode have been criticized as simplifying historical horror. The best defense of the
film is that it refuses genteel representation and forces popular genre to confront slavery as sadistic
power. The strongest critique is that revenge fantasy can turn historical suffering into consumable
catharsis. Both are true. The film's importance lies in that unresolved tension.

The Hateful Eight
The Hateful Eight is Tarantino's winter chamber drama: a western locked in a room where nobody can
fully trust any narrative of justice, race, nation, or identity. It is theatrical in the most literal sense.
Characters enter, announce themselves, lie, test one another, and eventually reveal that the room is a
pressure cooker for post-Civil War resentment.

Compared with Django, this film is less triumphant and more diseased. It does not imagine clean
revenge. It imagines America as a cabin full of competing frauds and unfinished violence. Ennio
Morricone's score gives the film a grave, almost horror-like atmosphere, and the roadshow format
deepens the sense that Tarantino is staging not just a story but an event.

Once Upon a Time in Hollywood
Once Upon a Time in Hollywood is Tarantino's most elegiac film. It is about 1969 Los Angeles, but its
real subject is transition: television to New Hollywood, stuntmen to new labor arrangements, classical
masculinity to cultural uncertainty, and remembered cinema to vanished daily life. The film has a
wandering rhythm because it wants viewers to inhabit a world before it is lost.

Rick Dalton and Cliff Booth are paired myths: the anxious actor and the relaxed stunt double, the
visible star and the invisible worker, insecurity and competence. Sharon Tate functions less as
conventional protagonist than as a symbol of possibility, beauty, and ordinary joy. The controversial
ending repeats Tarantino's revisionist-history method: cinema refuses the actual trauma and imagines
rescue. Whether one finds that moving or evasive depends on how one understands the ethics of
fantasy.

5. Revenge, Race, Gender, and Historical
Reinterpretation
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Original illustration: revenge fantasy as a cinematic reimagining of history.

Revenge is Tarantino's most durable narrative engine. In early films it is localized: betrayal, torture,
survival, criminal retaliation. In later films it becomes historical: Jews kill Hitler, an enslaved man
destroys plantation power, Hollywood saves Sharon Tate. This shift explains both his ambition and his
controversy. He uses popular cinema to create symbolic justice, but symbolic justice is not the same
as historical analysis.

Race in Tarantino is especially contested. He has built major roles for Black actors and drawn heavily
on Black popular culture, blaxploitation, soul music, and verbal performance. At the same time, his
repeated use of racial slurs and his position as a white filmmaker staging Black suffering have
generated persistent criticism. The artistic issue is not simply whether offensive language appears; it
is whether the film's form deepens historical understanding or turns racial trauma into genre fuel.

Gender is similarly mixed. Tarantino has created iconic female figures - Jackie Brown, The Bride,
Shosanna, Daisy Domergue, and Sharon Tate - yet he is frequently criticized for fetishizing female
suffering, feet, revenge bodies, and grindhouse imagery. His strongest female characters are not
passive; they strategize, fight, perform, remember, and survive. But the camera's pleasures can still
feel shaped by masculine genre desire. This contradiction is part of the work, not an issue outside it.

6. Comparisons: What Tarantino Shares and
What He Does Not
Director Similarity Difference

Martin Scorsese Crime worlds, popular music, actor loyalty,
movie history, violence as social energy.

Scorsese is more Catholic, urban,
psychological, and historically continuous;
Tarantino is more archival, genre-remix, and
comic-book mythic.
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Director Similarity Difference

Coen brothers Genre play, irony, crime, stylized dialogue,
fatalistic worlds.

The Coens are colder and more metaphysical;
Tarantino is warmer toward performance,
music, and audience pleasure.

Stanley Kubrick Formal control, chapter structure, genre
reinvention, fascination with systems of
violence.

Kubrick is distanced and architectural;
Tarantino is verbal, referential, actor-centered,
and pop-intimate.

Sergio Leone Western myth, ritualized standoffs, music as
destiny, close-ups, prolonged suspense.

Leone is more operatic and landscape-driven;
Tarantino makes the western talkative,
intertextual, and historically revisionist.

Jean-Luc Godard Quotation, cinephilia, genre disruption,
self-conscious form, pop culture as serious
material.

Godard breaks cinema toward essay and
politics; Tarantino breaks it toward
entertainment, performance, and genre
pleasure.

The Scorsese comparison is useful but limited. Both directors love music, crime milieus, violence, and
actors. Yet Scorsese tends to investigate guilt, community, faith, capitalism, and self-destruction from
within historically grounded worlds. Tarantino is more interested in cinematic surfaces and genre
archetypes. A Scorsese character usually collapses under history; a Tarantino character often performs
inside movie history.

The Godard comparison is equally important. Like Godard, Tarantino is a cinephile who made
reference into form. But Godard's quotations often estrange the viewer from narrative illusion, while
Tarantino's quotations usually intensify pleasure. He is postmodern without being anti-entertainment.
That is why he can be studied in film theory classrooms and still function as a crowd-pleasing director.

7. Strengths, Limitations, and Major Criticisms
Strengths
• Scene architecture: Tarantino knows how to place people in a room, distribute knowledge, and let

suspense rise through talk before action.

• Dialogue as action: his characters do not merely exchange information; they spar, seduce, threaten, and
define themselves through rhythm.

• Actor resurrection: he understands the history carried by actors and can convert casting into meaning.

• Soundtrack intelligence: his needle drops often become narrative devices, not decoration.

• Genre literacy: he treats B movies, exploitation cinema, westerns, kung fu, and noir as serious archives
of cinematic possibility.

• Popular-critical bridge: he makes films that satisfy genre audiences while giving critics structure, history,
and form to analyze.

Limitations
• Self-indulgence: scenes can overrun their dramatic purpose, especially when verbal performance

becomes an end in itself.

• Violence-as-style problem: the films sometimes risk making cruelty too pleasurable before they make it
meaningful.
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• Historical simplification: revisionist revenge can create emotional catharsis while bypassing complex
political history.

• Gender and fetish critique: female strength exists, but it often passes through images of suffering,
display, and genre fetishization.

• Racial controversy: his use of racial language and Black cultural codes remains one of the central ethical
debates around his work.

• Archive dependence: the more one recognizes the references, the richer the films become; the less one
recognizes them, the more some gestures can appear merely flashy.

The balanced judgment
Tarantino is not great because he is tasteful. He is great because he changed the boundaries of taste.
He insisted that disreputable cinema could be formally intelligent, that genre could think, that dialogue
could move like music, and that the archive of popular culture could produce modern myth. His flaws
are part of the same force: the appetite that makes the films alive can also make them excessive,
provocative, and morally unstable.

8. Influence on Later Filmmakers and Popular
Culture
The most visible Tarantino influence is surface imitation: chapter titles, criminals discussing pop
culture, sudden violence, ironic music, retro typography, and genre mash-ups. Many 1990s and 2000s
imitators copied the cool but missed the structure. They reproduced profanity and violence without
Tarantino's control of suspense, actor rhythm, and payoff.

The deeper influence is broader. Tarantino helped normalize the idea that filmmakers could be public
cinephiles: directors as programmers, collectors, commentators, podcasters, preservationists, and
curators of taste. He also helped convince distributors and audiences that genre literacy could be
commercial. Later filmmakers inherited permission to mix tones, cite older cinema openly, and move
between low and high cultural registers without apology.

His influence is especially strong in action cinema, crime films, prestige genre television, revenge
narratives, and soundtrack-driven storytelling. But his greatest influence may be rhetorical: he gave
audiences the vocabulary to notice structure, needle drops, and genre references. He made ordinary
viewers talk like cinephiles.

9. Ideal Viewing Order for Beginners
The best beginner order is not strict chronology. It should build the viewer's ability to read Tarantino's
grammar before moving into the denser historical and revisionist works.

Orde
r

Film Why here Watch for

1 Pulp Fiction Best entry point: the full Tarantino
vocabulary in its most accessible form.

Chapter order, talk as suspense, music,
moral accident, redemption.
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Orde
r

Film Why here Watch for

2 Reservoir Dogs Shows the stripped-down origin of the
method after the viewer knows the
style.

Absent heist, warehouse geography,
loyalty, masculine performance.

3 Jackie Brown Prevents the false idea that Tarantino is
only shock, speed, and fragmentation.

Aging, patience, money, glances, Pam
Grier and Robert Forster.

4 Kill Bill Vol. 1 & 2 Introduces the global genre-archive side
at maximum intensity.

Martial arts, western rhythm, color
shifts, revenge as identity.

5 Inglourious Basterds Begins the revisionist-history phase
with his strongest language-as-power
design.

Opening scene, multilingual threat,
theater, Shosanna, Landa.

6 Django Unchained Extends revenge history into American
racial violence and western myth.

Slavery and genre pleasure, music
anachronism, plantation spectacle.

7 The Hateful Eight A harsher, slower, more theatrical
examination of post-Civil War distrust.

Room layout, deception, score, racial
hostility, theatrical duration.

8 Once Upon a Time in
Hollywood

Best watched after the viewer
understands his nostalgia and
revisionist endings.

1969 texture, actor/stuntman pairing,
Sharon Tate, elegiac fantasy.

Optional side path
After the main sequence, watch Death Proof as a useful side text. It is less essential than the eight
films above, but it clarifies Tarantino's grindhouse fascination, car-cinema fetish, gendered revenge
mechanics, and interest in obsolete exhibition formats.

10. What to Pay Attention to While Watching
• Ask what information the film withholds. Tarantino usually controls suspense by controlling who knows

what and when the viewer learns it.

• Notice where dialogue changes function. Casual talk often becomes interrogation, seduction, threat,
confession, or delay.

• Track music as narrative punctuation. A song often defines the moral temperature of a scene.

• Watch actors as archives. Tarantino casts not only a performer but also the performer's previous screen
history.

• Separate homage from copying. The question is not merely where a reference comes from, but what
new emotional or structural job it performs.

• Observe rooms and thresholds. Diners, warehouses, cars, cabins, theaters, bars, and ranches become
arenas of power.

• Interrogate revenge. Does the film create justice, fantasy, exploitation, catharsis, or all of them at once?

• Listen for rhythm. His scenes often move like songs: setup, riff, repetition, silence, reversal, explosion.
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