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The purpose of this thesis document is to explain the process of making the 

documentary film, No Quarter: The Story of the New Orleans Greys. The document is 

organized by having the prospectus and the film proposal at the beginning, with the 

body describing how the film was made based on the prospectus. The purpose of the 

film is to tell the history of a unit of volunteers in the Texas Revolution, the New 

Orleans Greys. The document describes the methods used to make the film and how 

it will be distributed to the intended audience. As the thesis explains, the film changed 

slightly from the prospectus, however the resulting film was successful in telling the 

history of the little-known New Orleans Greys. 
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CHAPTER 1 

PROSPECTUS 

Title: No Quarter: The Story of The New Orleans Greys 

Length: 20 min 

Medium: HD Video 

Introduction and Description 

The New Orleans Greys were a privately funded military unit, comprised mostly 

of volunteers from the United States and Europe, which served in the Texas Revolution 

against Mexico in 1835-36. As the film will explain, the Greys could be viewed as 

freedom fighters, insurgents, or mercenaries depending on one’s point of view. This 

story will follow the trail of the Greys from their formation in Louisiana to their eventual 

destruction in Texas at the hands of the Mexican Army. The motivations of Americans 

coming into Mexican Texas were numerous. Most settlers were law-abiding citizens 

who agreed to follow Mexican law. However, the Texas Revolution was instigated by a 

small number of men who sought to sway the political winds and business conditions in 

their favor, including the trading of slaves. (Hardin, 6) In 1829 the Guerrero Decree 

conditionally abolished slavery throughout Mexican territories. It was a decision that 

increased tensions with slaveholders among the Anglo-Americans, as the demand for 

slave labor in Texas was very high. Thus, the issue of slavery was one of high 

contention between the Anglo-American settlers and the Mexican government. (Barr, 

14) Other conflicts erupted over taxes and political representation, as the Mexican
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Government had become increasingly centralized under President Antonio Lopez de 

Santa Anna, whose rejection of the constitution of 1824 conflicted with the ideals of the 

independent minded, largely self-governing settlers from the United States. (Hardin, 13) 

The business and political leaders in Texas who were most affected by these conflicts 

were the very ones who instigated the rebellion. Texas leaders secured support from 

opportunistic parties in the US who sought to profit from Texas industry and possible 

statehood, eventually turning a business and political debate into a shooting war. The 

goals of the Texians were varied, some wanted a return to the Constitution of 1824, 

some wanted a stronger Mexican state, and others wanted Texas to become part of the 

expanding United States. The Greys, all volunteers, entered the conflict after the 

shooting had started. Their purpose was to take the small fight over taxes, slavery, and 

representation and turn it into a struggle, not for a better Mexico, but for an independent 

Texas, and eventual US statehood. The Greys participated in nearly every battle of the 

revolution and were nearly all killed by the time it concluded. 

As the Greys were a diverse group of characters, special attention will be paid in 

the film to humanize the Greys by discussing them as individuals. However, it is the 

diary of Ehrenberg that will be the most cited. Since so few of the Greys survived, very 

little remains of their story, thus Ehrenberg's account will drive much of the narrative. A 

historical art film, the work will demonstrate my abilities as a cinematographer, graphic 

artist, and storyteller, as the unique look of the film is what will set it apart from other 

Texas history films such as History Channel Presents: Remember the Alamo and 

Biography: Davy Crockett, and myself from other filmmakers. Studying art, history, 

politics, and cinema is how I understand the world, and this film will allow me to explain 
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a defining period in world history as I see it, with blood, truth, and irony. I have a strong 

sense of aesthetics and I want this film to reflect that in its visual style.  

In his book Texian Iliad: A Military History of the Texas Revolution, author 

Stephen L. Hardin compares the Texas Revolution with Homer’s The Iliad:  

Homer’s epic has its fill of heroes, but it is also replete with 

villains, treachery, ambition, avarice, savagery, and 

inhumanity...It is, nevertheless, a tale that has had a profound 

effect on the thinking of modern Texans. (Hardin, xiii) 

In keeping with Hardin’s theory, I have chosen to use five themes from The Iliad 

to help guide the narrative: Kleos (glory), Wrath (rage, fury), Fate (death), Time 

(respect, honor), and Nostos (homecoming). When presented in this order, each of 

these themes will be used to frame the story as chapters. For example, Nostos is a 

theme that occurs throughout the film, as many of the characters are fighting each other 

for control of a piece of the Earth. Nostos will also serve well as the title of the last 

chapter, as the survivors of the war, victorious or not, must either return to their homes, 

or continue the struggle to find one. 

Film Treatment 

 (Note: A film treatment is the narrative story of a film and is written in the present 

tense.) 
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Open on the wide, vast desert of the Rio Grande River Valley at dawn. Shrubs, 

cacti, and rocks dot the landscape and are examined close up. We hear the blowing of 

wind and the rustling of grass. This river divides two nations. This was decided with fire 

and death. This is the land of blood, a spoil of war. We dissolve into night shots of 

contemporary New Orleans and Magazine Street, the site where Bank’s Arcade once 

stood. Wars often do not begin the same place they are fought. Although the first shots 

of the conflict were fired in Texas, it was here in New Orleans that war was greatly 

escalated. On the night of October 13, 1835, at Bank’s Arcade in downtown New 

Orleans, a large group of citizens gathered for a meeting concerning the events in the 

nearby Mexican province of Texas. There, settlers from the US and Europe had 

rebelled against the centralist Mexican government, and were now calling for volunteers 

to join their Army. The rebels were not united in their desired results, with one faction 

calling for independence from Mexico and eventual US statehood, while the other was 

calling for a restoration of the Mexican constitution of 1824. Whatever the motivation, 

the provisional government of Texas was offering large tracts of fertile land to those who 

volunteered to fight for it. 

As New Orleans was the closest American city to Texas, it had become a staging 

ground for the rebellion, and many prominent New Orleans businessmen had a hand in 

its inception. Annexing Texas into the United States would be profitable to those who 

dealt in land, slaves, agriculture, and politics. As such, it was businessmen in that city 

who first organized and equipped an armed military unit to fight in Texas for their 

interest. 
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That night at Bank’s Arcade, thousands of dollars in aid were pledged, and an 

estimated 120 men volunteered for service. The exact number of this first group of 

volunteers is unknown, as no original unit roster survives. It is known that in the 

confusion and excitement of the meeting, two separate groups formed from two different 

lists, and thus the unit consisted of two companies. As part of the funding and outfitting 

of the unit, the men were armed with new Kentucky rifles, swords, and knives, and were 

issued grey uniforms.  

The Greys were not part of the US military. They did not carry the US flag and 

did not wear any US insignia. When the Greys moved into Texas, they had to avoid 

American military patrols on the US side, Mexican patrols once in Texas, and Indian 

raids in both places. 

For settlers living on the frontier, clashes with Indians were common. For 

defense, settlers would form well-armed militias. The Mexican government had given 

the town of Gonzales as small cannon for its militia to use against Indian attacks, and 

when the rebellion started, the government requested its return. The people of 

Gonzales had no intention of returning the cannon. A Mexican unit was sent to retrieve 

it and was met with an armed militia and a banner reading: “Come and Take It.” A few 

shots were fired and the Mexicans rode off. Many consider this to be the start of the 

war. When news of the skirmish spread, hundreds of young men rushed to Gonzales to 

join “The Army of the People.” Stephen F Austin, recently back from imprisonment in 

Mexico, was elected commander. It was decided that they would take their fight to San 

Antonio, the seat of Mexican political power in Texas.  
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When this news reaches the United States, thousands of volunteers formed 

expeditionary units to fight in Texas. It is under this fervor that the men of the Greys 

volunteer. 

The First Company sails from New Orleans to Alexandria, then marches overland 

across the Sabine River to the town of Nacogdoches, where Adolphus Sterne is waiting 

for them with additional supplies. The men are greeted as heroes everywhere they are 

met. From a group of ladies in East Texas, they are given a blue silk flag reading “First 

Company of Texan Volunteers from New Orleans! God and Liberty!” They march on to 

San Antonio and join Stephen F Austin’s “Army of the People” that is laying siege to the 

Mexican army garrisoned in that city.  

The second company of Greys sails from New Orleans to Velasco aboard the 

Columbus. This company of Greys was escorting a prized 18-pounder cannon. As the 

Columbus crossed the bay in a storm, the cannon was lost overboard. A small detail is 

left to try and recover the gun, as the rest of the unit marches to San Antonio. The 

cannon is eventually recovered, but it arrives in San Antonio too late to participate in the 

battle. However, In the Battle of the Alamo, the cannon would become one of the 

defender’s most prized weapons. 

Arriving at Austin’s camp a few days after the first company, they find the Texan 

Army in disarray. Some of the colonists were planning to return to their farms to plant 

their crops, others were pushing to end the siege in favor for an attack on Matamoros, a 

Mexican on the south side of the Rio Grande.  

The Texian Army is quite a rabble. Discipline is lax, officers are elected, and a 

committee makes most tactical decisions. Men come and go freely, with whole 



7 

companies leaving if they do not agree with their orders. After the resignation of many of 

his top officers who were unsatisfied with the course of events, the Provisional 

Government orders Austin to travel to the United States to help gain political support for 

their cause. Edward Burleson is then elected commander of the remaining army in San 

Antonio. With the onset of winter and the Army shrinking by the day, Burleson orders 

the Army to Goliad for the winter. Hearing the news, the Captains of the Greys protest. 

Along with Ben Milam, they rally the remaining men for an attack on San Antonio. 

On the night of Dec 5th, 1835, as the New Orleans Greys prepare to attack the 

Mexican Army on Mexican soil, the Texas Revolution ceases to be a struggle led by 

belligerent colonists, and turns into an insurgency backed by interested parties from the 

United States. Before the assault, most of the colonists return to their farms to tend their 

fields. With this shift in the composition of the Army, there is also a shift in the ideology 

of the combatants, as now most of the Texian assault force is comprised of volunteers 

from the United States, and not Texan colonists.  

The Mexicans are positioned in two parts of the city. The first is the centrally 

positioned Military Plaza, defended by the Morelos Battalion, with many black soldiers 

filling its ranks. The second is an old crumbling Spanish mission that sits across the 

river, an irregular fortress whose name would become synonymous with last stands and 

pyrrhic victories, The Alamo. Inside its walls are hundreds of Mexican infantry, cavalry, 

and artillery, led by Gen Martín Perfecto de Cos.  

As Cos and his men are sleeping, a small detachment of Texians sneak a 

cannon across the river and prepare to fire on the Alamo. The main assault force 

gathers on the north side of the city and divides into two groups. Both will push south 
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down two parallel streets towards the Military Plaza. After they hear the diversionary 

feint on the Alamo, the groups move forward. 

Hunched forward, passing homes and business, weapons out, eyes ahead at the 

warm glow of the fires of the Plaza, the New Orleans Greys advance. A Mexican sentry 

soon spots them. The Military Plaza is well armed with cannon and sharp shooters, all 

of which open fire on the assault groups within seconds of the alert. The blasts of grape 

shot, cannon balls, and musket fire blast down the two streets, sending the attackers 

diving for cover into the buildings that line the streets. The terrified residents are 

suddenly awakened by the gunfire, and some begin to flee the city. Mexican soldiers 

from the Alamo take up positions along the riverbank and fire into the Texian column.  

With the fire from the river crossed with the fire from the Plaza, the Texians are 

essentially attacking into an L-shaped defensive position, not the best angle of attack, 

as the Mexicans have the defensive advantage. Coupled with this, the Texians are 

outnumbered and outgunned. Pinned down and unable to move, they break through the 

walls and roofs of the buildings they occupy to advance and return fire. Many of the 

buildings were filled with Mexican soldiers, and the Texians find themselves fighting 

house-to-house, room-to-room, hand to hand. Such is the combat for the next five days. 

The Mexicans are unable to push back the relentless assault and suffer dozens of 

casualties. Cos at last orders his men to surrender, and the city has fallen to the 

Texians and their new weapon, the New Orleans Greys.  

Cos and his men are sent out of the city and made to swear they would never 

again fight against the Texians. That promise would be broken the following Spring, 

when Cos and his retreating army are met by Santa Anna and his advancing army.  
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After the battle, the New Orleans Greys change leadership and structure. One 

small group options to stay in San Antonio and garrison the Alamo, but a much larger 

force caste their lot with land speculator James Grant. Grant had persuaded the men to 

attack Matamoros, taking the fight beyond the boundaries of Texas and into the 

Mexican interior. Grant had considerable land holdings in Northern Mexico that had 

been seized by Santa Anna’s government, and he wanted to use the Greys as an 

instrument of regime change in that province. Before leaving, Grant and the Greys strip 

San Antonio of many of its military provisions and oxen teams left behind by the 

Mexicans. The small band of Texians left to defend the city now has little to defend it 

with. As a result, most of the defensive effort is concentrated on fortifying the Alamo. 

Grant and his group march southeast towards Goliad, where the Texian fort, Fort 

Defiance, awaits with supplies and shelter.  

In Mexico City, Santa Anna hears news of Cos’s defeat and begins to organize 

an army to march north and destroy the rebels. Santa Anna had to raise an Army to 

take back Texas. Many men were conscripted from their towns, and we also know that 

a considerable amount of them were prisoners. Santa Anna had to raise, equip, and 

train this Army in a very short time. Worse, he had no Navy to transport it. Wherever 

they mobilized, it was on foot. Moreover, the main was a second, even larger army 

composed of the families of the soldiers trailed Army. They trailed the main body, acted 

almost like a support unit, but also consumed precious resources. By mid-January, 

Santa Anna, his The Army of Operations, and their families begin their long march 

through the desert, into the winter, into history. When he meets Cos at the Rio Grande, 
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he divides his forces, sending one division up the coastal plains towards Goliad, and the 

other, the main body of the force, farther overland towards San Antonio. 

By late February, the vanguard of Santa Anna’s army is spotted by the Texians 

outside San Antonio and they withdraw behind the walls of the Alamo. Now, the rebuilt 

fortress boasts some 21 cannon, including the Greys 18-pounder that had not arrived in 

time for the December assault. Under the split leadership of Jim Bowie, William B 

Travis, and the famed David Crockett from Tennessee, many improvements are made 

to the fort. Aside from the weaponry, entrenchments and redoubts are constructed, 

making entry into the Alamo by force a very costly endeavor.  

Santa Anna orders the fort surrounded, and offers terms of surrender to the 

defenders. Knowing full well that they would all be executed, they answer with a cannon 

shot. High on the Alamo walls flies the Greys flag, its proud blue silk waving definitely. 

The Mexicans raise a red flag of “No Quarter” and the armies await their fate.  

According to Historian Thomas R Lindley, David Crockett left the Alamo to gather 

reinforcements. Hearing of their comrades’ plight, groups of reinforcements from Goliad 

(including a group of 20 Greys) and Gonzales meet at the ford at the Cibolo creek. After 

a brief firefight, the reinforcement group is able to enter the fort and bolster the spirits of 

the garrison. It is a reunion for many of the Greys, and now their fates will be decided 

together. 

Before dawn on March 6th, after 13 days of siege and bombardment, the 

Mexicans attack. After a few deadly attempts, the walls are finally breached and the 

Mexicans pour inside, killing everything in their path. The fighting inside the Alamo is 

savage, close quarters, hand-to-hand, face-to-face. Many of the defenders are able to 
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flee the fort, but are cut down by Mexican lancers. By the end of the day, all defenders 

are killed and their bodies burnt.  

News of the total defeat reaches the colonies, and the terrified inhabitants flee. 

This mass movement of people would be known as “The Runaway Scrape.” 

The men at Goliad, now commanded by James Fannin, abandon their fort and 

also head north, but are met by the Mexican division led by Gen Urrea. The Texians, 

including the remaining members of the Greys, are cut off out in the open. After forming 

a defensive position, they are repeatedly attacked by the Mexicans until nightfall. 

Having neither water nor aid for the wounded, they agree to surrender at dawn if their 

lives will be spared. Later claiming to have not promised the Texians mercy, Gen Urrea 

accepts their surrender and marches them back to Goliad. Thinking they are going to be 

let go, the Texians and the Greys wait. After being locked in the fort’s chapel for several 

days and only fed raw meat, the prisoners are let out into the enclosed yard. Fannin, 

seriously wounded, continues to plead for the lives of his men, but his efforts are in vain. 

On Palm Sunday, the men are marched out in three groups, singing as they go, 

believing that they are returning to New Orleans. Suddenly, the column are halted, and 

the Mexican escorts fire on the prisoners. Only a handful survives the massacre, 

escaping by outrunning their pursuers. Seven of them, Greys, escape to join Houston’s 

army. The bodies of the slain are piled and burnt in the same fashion of the Alamo 

defenders.  

The massacre effectively destroyed the New Orleans Greys as a unit. According 

to Brown, of the original volunteers from Bank’s Arcade, an estimated 26 died at the 

Alamo, 27 died at what would be called the Goliad Massacre, 10 are listed as wounded, 
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6 are listed as “expelled or deserted,” and of the remaining 30 or so men, there is simply 

no record (Brown, 291). News of the twin disasters of the Alamo and Goliad spread 

quickly through the colonies, and men were gathering under Houston daily. About seven 

of the original New Orleans Greys made it to Houston’s camp and participated in the 

coming battle that would change the course of world history.  

Santa Anna had again divided his forces to pursue the fleeing Texians, and was 

escorted by only a small battalion. Texian spies discover where the main body of the 

Mexican Army is located, on a plain called San Jacinto, and Houston orders a surprise 

attack. The victory is overwhelming, with hundreds of Mexican soldiers losing their lives. 

Santa Anna is captured the next day and is forced to sign the Mexican territory of Texas 

over to the Provisional Government. Texas is now its own nation. 

Santa Anna is held by the Texians under threat until the Mexican Army 

completes its retreat. A disorganized and disillusioned Mexican army now begins its 

retreat south through the ‘sea of mud.’ As the remaining Mexican army gathers at 

Madame Powell’s Boarding House, there is much argument about how the withdraw is 

conducted and whether it should even take place. The argument would continue for 

years after, with the Generals continuing their disagreements in the Mexican press. With 

Santa Anna essentially being held for ransom, it is determined that the Mexicans will 

retreat south of the Rio Grande as agreed. In custody, Santa Anna signs away all 

Mexican lands north of the Rio Grande. 

The surviving Greys went on to live colorful if somewhat tragic lives. Ehrenberg 

went on to be a successful surveyor and author. His diary is one of the most vivid 

accounts of life as a Grey and provides the basis for much of their recorded history. In 
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1866 while working in California, he was stabbed in the back by an acquaintance on his 

front porch. John Rees returned to England and participated in the Welsh Chartist 

uprising. He escaped imprisonment by returning to the US and disappearing into 

obscurity.  

Feasibility Concerns 

Completion of this film will require travel, heavy research, museum and parks 

service considerations, and interviews with historians, filming in Mexico, creation of 

graphics, and the staging of limited reenactments. The traveling will be broken down 

into stages and spread out across the course of the production. As much filming will be 

outdoors, weather and other seasonal concerns will be taken into account. The 

research, detailed below, is an extensive process, but much has been written about 

Texas history and the Greys, and this material is widely available online for ease of 

access. Acquiring the necessary permission to film inside museums is not expected to 

be difficult, as I have experienced this process when I filmed With Oswald in Dallas. For 

student productions, many places simply require letters of intent and location release 

forms. However, some museums may require special licensing for the use of images of 

works of art. State and National Parks require similar forms, and specific application 

information can be found online. The interviews will be managed on a case-by-case 

basis, as every person’s situation is different. All will be asked to sign release forms, 

and each individual will be treated with courtesy and respect, even if their views greatly 

contrast with mine. Traveling and filming in parts of Mexico will require special 

permission, and a family friend who lives in Monterey has agreed to act as a guide and 

translator. 
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Goals of the Production 

The main goal of the film is to tell the story of the New Orleans Greys. The Greys 

represented the motivations of many people who came to Texas in the 1830’s, and in 

telling their story, we can explain the origins of the war, explore the lesser-known stories 

of the people involved, and examine the lasting and contentious legacy of the Texas 

Revolution. In popular Texas history, the war is viewed as a struggle of an oppressed 

people against tyranny, but the film will clarify that it was instigated by a handful of 

business and political leaders who sought to turn Texas into a United States territory.  

Target Audience 

This film has the potential to reach a wide and diverse audience. The target 

audience includes historians, college students, and history enthusiasts, people who 

watch political documentaries, people who subscribe to popular myths about the war, 

are interested in American history, politics, slavery, and the war with Mexico. 

Style And Approach 

This film will be similar to certain sequences in Ken Burn’s The Civil War, where 

we see a long, patient shots supported by an audio bed of well-composed narration. I 

am also heavily inspired by the aesthetics of Stanley Kubrick, Errol Morris, and 

Terrence Malick. Kubrick’s sense of symmetry and iconography inspires my visual 

approach to filming the historic monuments and buildings. In The Thin Blue Line, Morris 
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uses stylized reenactments and graphics to explain certain events from multiple points 

of view to build his larger case. For the landscape sequences of the film, I turn to 

Terrence Malick’s Days of Heaven and The Thin Red Line for inspiration. Those films 

have a very patient approach to filming landscapes overlaid with narration. For the film’s 

music, I have selected Felix Mendelssohn, a German composer who was active during 

the 1830s. His music evokes strong emotion and will strongly compliment my visual 

approach. Performance rights will be sought once the final pieces and specific 

recordings are selected. For the film’s audio, much of the story will be told with the 

audio from the interviews and narration. Sound effects will accompany the 

reenactments when appropriate, and natural sound of the parks and landscapes will 

also be present. 

Characters and Locations 

The main characters in the film are the New Orleans Greys and second to them 

are the interviewed historians. Filming locations are the many locations of activity by the 

Greys including travel routes, battle sites, and museums. These locations are scattered 

about Louisiana, Texas, and Mexico.  

Proposed interviews are historians and authors Josefina Z. Vazquez y Vera, a 

Mexican historian and vocal critic of United States policy in Latin America; Stephen 

Hardin, noted author on Texas history; William C. Davis, prolific writer and researcher of 

Texas history; Gregg Dimmick, a pediatrician turned archaeologist who unearthed the 

site of a large Mexican army campground; Gary Brown, New Orleans Greys researcher; 

Gary Zaboly, an artist known for his illustrations of the war; and Edward L. Miller, author 
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and New Orleans historian. It will take time to develop a relationship with the subjects 

before filming begins, and I understand that their involvement in the film is tentative.  

Equipment 

I am choosing to use the school’s equipment because I feel it is adequate for my 

production needs and I am experienced with its use. For the camera, I have selected 

the school’s Canon 5D MK III with Zeiss Prime Lenses and Canon Zoom Lenses. I am 

very familiar with this camera, have used it on two other films, and I find that it captures 

beautiful images. For sound and lighting, I will also use the school’s 702 Digital Field 

Audio Recorder, Sennheiser boom and lavalier microphones with XLR cables, the ARRI 

4-Light kit, and ample batteries. 

Theory Application 

The film will be a blending of Bill Nichols’ five Documentary Film Modes, Poetic, 

Expository, Observational, Reflexive, and Performative. The film’s narrative prose will 

use blunt and deliberate phrasing much like the writing of Charles Bukowski and James 

Jones. Bukowski’s poetry in particular is often sparse, and Jones’s writings on war are 

full of vivid imagery. This will create a hard, but beautiful and subtly poetic voice and 

tone of the film. As much of the film is explanation of past events, there will be much 

exposition, and it will be ordered to best tell the story. The film will also have limited 

observational sequences. This is mostly incidental, as there will no doubt be people 

wandering around the various parks and museums during filming, but will not be the 
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main mode used to guide the theoretical approach. During the film’s interviews, there 

will be much reflexivity, as I plan to have a conversation with the interviewees, not just 

record their talking heads. This will make the interviews much more engaging to the 

audience, and will help get to the real causes of the war, not just the gloried 

remembrance. At a minimum, the performance mode will also be used during the limited 

reenactments. These will be used only to emphasize certain points, not to dramatize 

entire battles as is commonly seen in contemporary historical documentaries. 

Distribution 

As this is a Texas-historical-art-film, I plan to submit the film to the following 

festivals, where I think it will be best received. This is a mixed list of Texas, Louisiana, 

Mexican, and artistic film festivals. 

24fps International Short Film Festival 

Art House Film Festival 

Austin Film Festival 

Cinefestival En San Antonio 

Creative Arts Film Festival 

Dallas International Film Festival 

Dallas Video Fest 

Downtown Tyler Film Fest 

Hill Country Film Festival 

Lone Star Film Festival 
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Louisiana Film Festival 

Mexico International Film Festival 

Morelia International Film Festival 

New Orleans Film Festival 

Oak Cliff Film Festival 

Oaxaca Film Festival 

Southern Screen Film Festival 

Research 

Films and Visual Media: 

Burns, Ken, dir. The Civil War. PBS, 1990. DVD. 

Hancock, John Lee, dir. The Alamo. Touchstone, 2004. DVD. 

Kubrick, Stanley, dir. 2001: A Space Odyssey. Warner Brothers, 1968. DVD. 

Malick, Terrence, dir. The Thin Red Line. Fox, 1998. DVD. 

Malick, Terrence, dir. Days of Heaven. Paramount, 1978. DVD. 

Morris, Errol, dir. The Thin Blue Line. MGM, 1988. DVD. 

Wayne, John, dir. The Alamo. MGM, 1960. DVD. 

Books and Articles: 

Barr, Alwyn. Texans in Revolt: The Battle for San Antonio 1835. Austin: University of 

Texas Press, 1991. 

Bukowski, Charles. Ham On Rye. New York: HarperCollins, 1982. 
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Brown, Gary. The New Orleans Greys: Volunteers in the Texas Revolution. Plano: 

Republic of Texas Press, 1999. 

Cantrell, Gregg. Stephen F. Austin: Empresario of Texas. New Haven: Yale University 

Press, 1999. 

Castaneda, C.E. The Mexican Side of the Texas Revolution. Austin: Graphic Ideas 

Press, 1970. 

Crockett, David. A Narrative of the Life of David Crockett: By Himself. Lincoln: 

University of Nebraska Press, 1987. 

Curtis, James C.. Andrew Jackson and the Search for Vindication. Boston: Little Brown 

and Co., 1976. 

Davis, William C. Lone Star Rising: The Revolutionary Birth of the Texas Republic. New 

York: Free Press, 2004. 

Davis, William C. Three Roads to the Alamo: The Lives and Fortunes of David Crockett, 

James Bowie, and William Barret Travis. New York: Harper Perennial, 1999. 

De la Pena, Jose Enrique. With Santa Anna in Texas: A Personal Narrative of the 

Revolution. College Station: Texas A&M University Press, 2008. 

Dimmick, Gregg J. Sea of Mud: The Retreat of the Mexican Army After San Jacinto, An 

Archeological Investigation. Austin: Texas State Historical Association, 2004. 

Hansen, Todd. The Alamo Reader: A Study in History. Mechanicsburg: Stackpole 

Books, 2003. 

Hardin, Stephen L. Texian Iliad: A Military History of the Texas Revolution. Austin: 

University of Texas Press, 1994. 

Homer. The Iliad. Knoxville: Wordsworth Classics, 1997. 
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Jones, James. The Thin Red Line. McHenry: Delta Books, 1998. 

Lindley, Thomas R. Alamo Traces: New Evidence and New Conclusions. Lanham: 

Republic of Texas Press, 2003. 

Lozano, Ruben. Viva Tejas: The Story of the Tejanos, the Mexican Born Patriots of the 

Texas Revolution. San Antonio: Alamo Press, 1985. 

MIller, Edward L. New Orleans and the Texas Revolution. College Station: Texas A&M 

University Press, 2004.  

O'Connor, Kathryn Stoner. Presidio La Bahia: Austin: Von Boeckmann-Jones Co., 1966. 

Ornish, Natalie. Ehrenberg: Goliad Survivor - Old West Explorer. Dallas: Texas Heritage 

Press, 1997. 

Santa Anna, Antonio Lopez. The Eagle: The Autobiography of Santa Anna. Austin: 

State House Press, 1988. 

Tucker, Phillip T. Exodus From the Alamo: The Anatomy of the Last Stand Myth. 

Philadelphia: Casemate, 2010. 

Production Schedule 

The summer of 2014 will be spent conducting research and establishing 

relationships with subjects. Principal photography will begin in the late summer and 

continue into the Fall. Spring 2015 will be the postproduction period, during which time 

the film will be edited and other materials, such as animation and music, will be created 

and acquired.  
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Financing 

As well as starting a Kickstarter.com campaign, the film will be funded by credit 

card, donations from family members, and privately held fundraisers. 

Proposed Budget 

Travis Barnes 

UNT RTVF FALL 
2014/SPRING 
2015 

NO QUARTER 
BUDGET 

Line# Item Description Rate 
Time/Amoun

t Total In-Kind Need 
ABOVE THE LINE 

00-00 Script $1600 Flat Rate $1600 $1600 $0 
Research $1200 Flat Rate $1200 $1200 $0 

00-01 Production Unit 
Producer/ 

Director/ Writer $6000 Flat Rate $6000 $6000 $0 
00-02 Camera 

Director of 
Photography $200 30 Days $6000 $6000 $0 
HD Camera 

Package $1500 30 Days 
$4500

0 $45000 $0 
PRODUCTION 

BELOW THE LINE 

00-03 Sound 
Recordist $120 30 Days $3600 $3600 $0 

Field Audio 
Package $250 30 Days $7500 $7500 $0 

00-04 
Props / 

Expendables 
Hard Drive 3TB $120 Flat $240 $0 $200 
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(x2) 
SD Card 64GB 

(x4) $100 Flat $400 $0 $400 
Props $1000 Flat $1000 $0 $1000 

00-05 Travel 

Fuel $100 

Estimated 
Travel x 30 

Days $3000 $3000 $0 
Hotel $100 x 15 Nights $1500 $0 $1500 

Food $10 

3 meals for 3 
people x 30 

days $3000 $0 $3000 

Total 
Production 

Costs 
$7124

0 $65100 $6100 

POST 
PRODUCTION 

00-06 Editing 

Editor $200 90 Days 
$1800

0 $18000 $0 

Editing System $500 90 Days 
$4500

0 $45000 $0 

00-07 Sound 
Sound Editor $120 7 Days $840 $840 $0 

Original Music $1200 Flat $1200 $1200 $0 
Licensed Music $1500 Flat $1500 $0 $1500 

00-08 Graphics 
Animator $200 7 Days $1400 $0 $1400 

Print Design $150 Flat $150 $1050 $0 

Total Post-
production 

Costs 
$6809

0 $66090 $2900 

PUBLICITY & 
DISTRIBUTION 

00-09 
Publicity & 
Distribution 

T-Shirts $8 x 100 $800 $0 $800 
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Print $2000 Flat $2000 $0 $2000 
Web Design $200 Flat $200 $0 $200 

Web Hosting $10 
per year x 10 

years $100 $0 $100 
DVD Copies $150 500 copies $150 $0 $150 

Festival Fees $3500 multiple fees $3500 $0 $3500 

Total 
Publicity & 

Distribution $6750 $0 $6750 

Total In-Kind Need 
Below the 

Line 
$1460

80 
$13109

0 
$1575

0 
Above the 

Line 8800 8800 0 

Subtotal 
Production 

Costs 
$1548

80 
$13989

0 
$1575

0 
Contingency 

@ 10% 
$1540

0 $14000 $1575 

Grand Total 
Costs 

$1702
80 

$15389
0 

$1732
5 
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CHAPTER 2 

PREPRODUCTION RESEARCH 

Subject Matter Research 

When I began the preproduction phase of this film, I was of the opinion that most 

of what my audience knew about the Texas Revolution was the Battle of the Alamo and 

not much else. Though my research, I discovered that, to date, no films have been 

made about the New Orleans Greys specifically. It was necessary to write a film that 

would explain the causes of the war, who the Greys were, and how they were involved.  

First, I researched the Revolution to learn its origins and aftermath. Next, I 

researched the combatants, the Texans and Mexicans, to find out who they were and 

what motivated them. By reading books and articles about the Revolution, I learned that 

the Texan and Mexican views of the war are in sharp contrast.  Where a Texan might 

see a fight for personal liberty and political representation, a Mexican may explain how 

American politicians and businessmen sought to instigate an armed revolt in Texas in 

order to acquire that territory for the United States. From that perspective, the Greys 

were part of that function. The next step in my research was to study the funding and 

formation of the Greys and what their purpose was in Texas. I discovered that the Greys 

were, by definition, a mercenary force that was supported by private enterprise with the 

mission of creating a favorable business and political climate in Texas. The film is not a 

specific indictment of these conditions, nor does it take any political stance, but it does 

acknowledge that this is climate in which the Greys were born.  
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The title of the film, No Quarter, is a reference to Gen. Antonio Lopez de Santa 

Anna’s policy of “no mercy” to the Texan combatants. According to Webster’s New 

World Dictionary, “quarter” is defined as: “mercy granted to a surrendering foe.” Thus, to 

give no quarter is to give no mercy to the enemy and to take no prisoners. By order of 

the Mexican Congress, all who took up arms against the government were to be 

executed. Santa Anna also flew a red flag of “no quarter” atop the San Fernando 

Cathedral during the Battle of the Alamo, signaling to the defenders that no mercy 

would be given and no prisoners would be taken. (Hardin, 127) The Greys were given 

no quarter when they defended the Alamo and fought on the field of Coleto. They 

surrendered at Coleto thinking that their lives would be spared, but when Santa Anna 

discovered that they were alive, he ordered their execution. As the New Orleans Greys 

were nearly annihilated because of this policy, I felt that it would be a compelling and 

dramatic title.  

People and Location Research 

The main characters in the film are the New Orleans Greys. Most of my research 

about the Greys was gathered from Gary Brown’s The New Orleans Greys: Volunteers 

in the Texas Revolution and the diary of Herman Ehrenberg, a survivor of the Goliad 

Massacre. Much of the script that I wrote for the narration was based upon those two 

texts. To learn about the Mexican perspective on the conflict, I contacted Josefina Z. 

Vazquez y Vera, a Mexican historian and vocal critic of United States policy in Latin 

America. I also contacted Stephen Hardin, noted author on Texas history, but he did not 

respond to my questions. Gregg Dimmick, a pediatrician turned archaeologist who 



 26 

unearthed the site of a large Mexican army campground, was instrumental in explaining 

the retreat of the Mexican army after the Battle of San Jacinto.  

To understand the business and political connections between New Orleans and 

Texas, I read Edward Miller’s New Orleans and the Texas Revolution. Miller’s book was 

instrumental in understanding the roots of the rebellion and its ties to New Orleans. 

Miller writes how businessmen in New Orleans who wanted to bring the land and 

resources of Texas into the United States instigated the rebellion. Miller states that, in 

New Orleans, committees were formed by “...loosely organized confederations of 

merchants who possessed in part an agenda to politically change (Texas) for 

speculation and commercial exploitation.” (Miller, 3)  

That, according to Miller, was the political atmosphere that created the Greys and 

other similar military expeditions to other parts of Latin America for the same purposes. 

(Miller, 4) In the film, I note that this is the case, but after the Greys had been formed, I 

focus more on their story and what happened to them next. To learn the story of the 

Greys, I read Gary Brown’s book, The New Orleans Greys: Volunteers in the Texas 

Revolution. Brown researched the unit’s history, from its birth to its death, and wrote a 

very comprehensive account of their existence. Brown’s book was essential to learning 

how they formed in New Orleans, the route they took into Texas, and what happened 

when they arrived. A great deal of the script was researched from Brown’s book and 

Ehrenberg’s diary. 

Herman Ehrenberg was one of the few Greys who survived the Goliad Massacre 

and went on to publish his account of the Revolution. Natalie Ornish wrote Ehrenberg’s 

biography, Ehrenberg: Goliad Survivor - Old West Explorer, and his diary is included in 
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the same book. Ehrenberg’s story was crucial in understanding how the Greys were 

reacting to their situation. Ehrenberg was particularly critical of Col. Fannin and leaves a 

scathing account of the Greys under his command. Ehrenberg’s story of the doomed 

infantryman is timeless and tragic, and his account inspired much of the script. 

To understand how the Battle of San Antonio unfolded in 1835, I read Alwyn 

Barr’s Texans in Revolt: The Battle for San Antonio, 1835. Barr explained how the battle 

was fought, on which streets, where the opposing forces were positioned, and how they 

maneuvered. I used his book as a guide when filming in San Antonio, and based one of 

my illustrations from the maps in his book.  

 Using my research materials, I was able to trace the route of the Greys into 

Texas, determine what battles they fought in, and select locations to film based upon 

their relevance and importance to the story.  Stephen L. Hardin’s book, Texian Iliad: A 

Military History of the Texas Revolution, was used for understanding the Revolution 

from the larger point of view of the Texan and Mexican armies. Hardin’s vivid depictions 

of the Battles of San Antonio, the Alamo, Coleto, and the Goliad Massacre were a 

source for understanding how the actions occurred and in what locations. The book was 

a great asset in writing the script and understanding the Revolution from a military 

perspective. 

Gary S. Zaboly illustrated the book, and my own illustrations were greatly 

influenced by his. Texian Iliad is supported with Zaboly’s illustrated maps and battle 

scenes, and the black and white, pen and ink drawings inspired my own illustrations 

used in the film. 
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I wasn’t able to travel to New Orleans, so I hired a videographer, Devin Cooper, 

to film what remains of Bank’s Arcade in that city. I researched the location over the 

Internet to get an idea of what it looked like. I then explained to Cooper the relevance of 

the location and how I wanted him to film it. I also was not able to travel to Mexico City, 

but I was able to ask a family friend to acquire the images I needed of the Greys flag 

that is displayed in the National Museum in Mexico City. I researched the location and 

how the flag was displayed. Like my instructions to Cooper, I explained the story of my 

film, the relevance of the flag, and a few compositional rules to the photographer.  

Funding 

Production was funded through personal funds and credit, but a fundraising 

campaign is planned to raise distribution funds and to repay production costs. I have 

selected Indiegogo.com to use as the primary avenue for crowdsourcing the needed 

funds. The website offers many resources to filmmakers for fundraising, including the 

“Film Handbook,” an instructive guide for how to raise money using the website. The 

campaign will commence once the film is completed in mid-May 2015. 

To host the film for online streaming, I have chosen Vimeo Pro from Vimeo.com. 

Vimeo Pro enables me to charge for streaming. This way, I can link my film to 

universities who request a Digital Site Link (DSL) for streaming the video rather than a 

DVD. Actual DVDs will be printed from Nationwidedisc.com™ and sold on the film’s 

website via Etsy.com™. 
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Distribution Possibilities, Audience 

The distribution plan is designed to distribute the work where it will be best 

received. As an educational and historical work, this film has great potential in the 

campus media library and museum gift shop market. As this is an educational film, it will 

be targeted only to film festivals where it has the greatest chance of being accepted and 

shown. Film festival submissions are expensive, and payment of a submission fee does 

not guarantee that a film will be screened. Furthermore, as the film will be sold online, 

there is no need to “shop” the film around festivals to find a distributor. The purpose, 

then, is to create initial interest in the film by playing it at a few select festivals and by 

promoting it online via social media. Both avenues will push traffic to the website, where 

copies of the film will be sold. For promotions and archives, the film has a both a 

website and a Facebook™ page. The website functions as a central hub for the film with 

the Grey’s history, production information, cast and crew bios, screening times, and 

links to DVD sales and DSL streaming options.  

Currently, the site is hosted by Wix.com™, which offers free and low-cost web 

hosting.  

Website URL: http://travisbarnes1979.wix.com/no-quarter-film 

The Facebook™ page is used primarily as a social media presence, photo 

archive, and announcement platform for screenings and fundraising. 

Website URL: http://www.facebook.com/noquarterdoc 

Film festivals can be another avenue for distribution, but are not the main focus 

of the distribution plan. The film will be primarily marketed directly to media libraries, but 

in my opinion, a certain amount of festival screenings does help to give a film credibility. 
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After researching film festivals in Texas and Louisiana, I have compiled a following list 

for possible submissions from festival distribution websites Filmfreeway.com™ and 

Withoutabox.com™. I feel these festivals have the greatest change of showing the film, 

as the festivals are located in cities where parts of the film were shot. If the film is 

successful at these festivals, I will then reevalute other festivals for additional 

submissions. Also worth noting is my alumni status at the Oak Cliff and Rockport film 

festivals. As an alumnus, my film has a better chance of screening than someone who 

is submitting for the first time. 

Texas Film Festivals 

Dallas Video Fest 

Nacogdoches Film Festival 

Oak Cliff Film Festival 

Rockport Film Festival 

San Antonio Film Festival 

Louisiana Film Festivals 

Big Easy International Film Festival 

Lake Charles Film & Music Festival 

New Orleans Film Festival 

Educational outlets are the primary areas of distribution for the film. After 

consulting with Kim Stanton, UNT Media Librarian, I learned how filmmakers distribute 
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their films to the media libraries of schools and universities. According to Stanton, The 

two main avenues for selling to universities are to (1) work with an educational film 

distributor to handle sales or (2) self-distribution. With self-distribution, the filmmaker 

controls much of the process involved in selling a film. This enables the filmmaker to 

have flexible release strategies, lower distribution costs, and direct access to viewers 

through direct sales. With the ability to control distribution, I am able to market the film 

to as many targets as possible, including universities, libraries, and the public. Each 

distribution avenue is controlled separately, as each will have a different cost.   

By making the film available for purchase online through the film’s website and 

selling a digital site license, the university can make the film available online to their 

students and faculty via a password-protected system. According to Stanton, 

universities are looking for this type of access, rather than strictly purchasing DVDs. 

This way, I may sell a license that allows a university to host the film in perpetuity or set 

a time limit, like one year, five years, etc. The longer the licensing period, the higher the 

amount I would charge. Vimeo Pro will allow me to stream the film and charge fees in 

this way, and that I why I have selected it as the online host for my video. 

The film The Mask You Live In has a strong template and business model that I 

intend to essentially copy for No Quarter. The website for the film offers DVD sales to 

the public and universities, DSL streaming, Public Performance Rights (PPR), or a 

combination of the three. If I can get the film reviewed by library publications or more 

informally by other educators, they can speak to the film’s relevance in educational 

settings. Stanton suggested Video Librarians, Educational Media Review Online, and 

School Library Journal. Then, I can post these reviews on the film’s website to help with 
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further marketing. I may also promote the film on sites or listservs like VideoNews, 

HNet, or other subject specific sites aimed at folks in K-12 or higher education. I can 

also reach out via email directly to the media librarian, or subject specific faculty or 

librarians at an institution to tell them about the film and discuss licensing or DVD sales. 

Goals Of The Production 

The goal of the film is to tell the story of the New Orleans Greys, a little known 

military unit, comprised mostly of volunteers from the United States and Europe, which 

fought in the Texas Revolution. Many Texas history films focus on the battle of the 

Alamo and leave out much of the rest of the story. The Greys were a unique group 

whose story has been underserved in films and No Quarter fills that gap. The film 

explains the role of United States volunteers in the conflict, Col. James Fannin’s 

actions, Gen. Jose de Urrea’s actions, the battles of San Antonio and Coleto, and the 

Goliad Massacre. 

Although there are numerous untold stories of the women, Indians, and slaves of 

Texas, my film is only concerned with the story of one military unit. That is the untold 

story that I reveal here. With a longer running time, more aspects of the Revolution 

could be explored, but to keep the film short and succinct, I am only concerned with one 

story, the story of the Greys. And in that, I am not concerned with hero-worshiping or 

“tearing down the establishment. With this documentary, my main focus is not 

entertainment but education. As film expert Ken Dancyger has explained: 



 33 

Documentary... has been associated (with) the 

communication of ideas first and with entertainment values 

a distant second. Because (documentaries are) less 

influenced by market forces than commercial film, (the 

filmmakers had different goals), often with social or political 

agendas, (the) filmmakers (may blend) artistic 

experimentation and political commitment. (Dancyger, 53) 

To me, this means that I am not bound by a need to amplify the story in any way 

to make it more marketable. My purpose is to tell the story and relay the facts and 

history accurately, but to also focus the story through my own lens. The authorship of 

the film comes with the selective use of the facts and their juxtaposition with images and 

sounds. My arrangement of the film, therefore, represents my view of the story. To me, 

the story of the New Orleans Greys is a story of bravery and hubris that ultimately ends 

in tragedy. The Greys, as noble as they may have felt in their hearts, entered Texas 

with essentially mercenary intentions and were ultimately doomed by incompetent and 

arrogant leadership.  

By definition, the New Orleans Greys were a mercenary force. They were from 

the US and Europe, were paid for their services, and served in a foreign conflict. As 

defined by Webster’s New World Dictionary, the definition of “mercenary” is: 1. Working 

or done for payment only 2. A soldier hired to serve in a foreign army. Gary Brown, 

author of The New Orleans Greys: Volunteers in the Texas Revolution, states: 
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Santa Anna claimed the New Orleans Greys were 

mercenaries and pirates, and technically he was correct... 

They were military mercenaries, not pioneers or settlers, and 

they came to Texas for adventure and material gain - not 

constitutional freedoms. (Brown, 284)  

The term mercenary is not favorable, yet, as the filmmaker, I do not specifically 

condemn the intention of the Greys, but I am critical of their final Commander. Whatever 

the motivations for each man who enlisted at Bank’s Arcade, it is the decisions of Col 

James Fannin, a leader the Greys did not choose, that the film calls into question. 

Fannin acted with a mix of indecisiveness and contempt (Ehrenberg, 228) and the 

responsibility for the destruction of his command lies solely with him. My film mourns the 

loss of the Greys while acknowledging their mercenary roots, but condemns the actions 

Fannin and the other Texan leaders, whose poor leadership cost hundreds of lives. 

The film is ultimately educational and its purpose is to inform the viewer of who 

the Greys were, what they did, and what happened as a result. This story is an 

important chapter in Texas and American history, and this is the first film to focus 

specifically on the New Orleans Greys.  
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CHAPTER 3 

RECONCEPTUALIZATION OF FILM BEFORE PRODUCTION 

In my proposal, I had expressed interest in interviewing prominent Texas 

historians. I had contacted two researchers of note, Dr. Stephen Hardin and Dr. Alwyn 

Barr, but they did not respond.  Dr. Josefina Z. Vazquez y Vera did correspond with me 

via email and provided valuable insights into the Mexican side of the Texas Revolution. 

However, her ill health made an interview impossible. Gary Brown, Greys researcher 

and author, also did not respond to an interview request. It was also discovered that 

Thomas R. Lindley had died in 2012. With all of that being the case, I decided that I 

would not include any interviews in the film, and the story and information would be told 

strictly with images, music and sound effects, and the heavy use of narration. With the 

film becoming so reliant on the narration, I had to re-write the script, as is explained in 

Narration Style and Approach. It was important to chose an actor that would best voice 

the story. I had also originally proposed that I would film limited reenactments, but this 

was going to be too costly and time consuming. As a result, I decided to use my own 

illustrations to depict battle maps, what the Greys and Mexicans looked like, and how 

they fought. 
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CHAPTER 4 

THE INTEGRATION OF THEORY AND PRODUCTION 

Theories and Rationales For Use 

When it came to structuring the story of the film, I used Aristotle’s Poetics as a 

reference. The ancient work has been used for centuries to understand the nature of 

story and character. In particular, Aristotle explains the “tragedy” in great length. 

Aristotle defines tragedy as: 

A representation of a serious, complete action which has 

magnitude, in embellished speech, with each of its elements 

[used] separately in the [various] parts [of the play] and 

[represented] by people acting..., accomplishing by means of pity 

and terror the catharsis of such emotions. (Aristotle, 11) 

Using Aristotle’s definition, in my opinion, the story of the Greys is a 

tragedy. Aristotle explains that a tragedy has six parts: plot, character, diction, 

thought, spectacle, and song. When writing the film, I considered how each 

part could be applied to the story.  

1. Plot: the imitation of action and arrangement of incidents. This is the

journey of the Greys from New Orleans to Goliad.

2. Character: the agents. The Greys, the Texans, and the Mexicans.
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3. Diction: expression of meaning in the words. The script was written

carefully for creativity, succinctness, and relevant information.

4. Thought: saying what is possible under the circumstances. Much like

diction, I had to consider what I would and would not say. I only needed to

express what was relevant to the story and true to the history.

5. Spectacle: theatrical (or cinematic) effect of presentation. This is the world

of the film, the mise en scene, the effect of combined images and sound to

tell the story. The effect I was trying to achieve was one of tragedy and

sadness.

6. Song: delivering speech with melody. I didn’t write the narration as a song,

but I did consider the effect that pacing would have on the dramatic impact

of the story.

Aristotle states that the plot has five parts. Here they are listed as they 

correspond to the story of the Greys: 

1. Inciting moment: The revolution in Texas motivates volunteers from the

US to enter the conflict.

2. Complication: After their first victory, the Greys split up. Some remain in

San Antonio to defend the Alamo; others fall under the command of

Colonel Fannin, an incompetent leader who leads his men to their doom.

3. Climax: The Battle of Coleto. The Greys are defeated in battle and are

taken prisoner.
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4. Denouement: The Goliad Massacre. Their Mexican captors massacre the

unarmed prisoners. This is the destruction of the Greys.

5. Resolution: The sacrifice of the Greys helped to establish Texan

independence from Mexico and eventual United States statehood.

I used these principles to ensure that the story I was telling had a strong structure 

and that there would be a logical progression of ideas and incidents that led to the next. 

The film deals with historic facts, so there is no creation of fictitious narrative events. 

The story of the Greys has a natural arc, from their formation in New Orleans to their 

destruction at the Goliad Massacre, complete with complex characters, and violent 

action. The purpose of using Aristotle’s theories was to organize the parts of the story 

so that they would be palatable to a film audience. 

Narration Style and Approach 

As noted by Jerry Kuehl in his article “History on the Public Screen, II,” some of 

the major difficulties in writing a historical documentary are choosing how much of the 

history to include and how much narration and commentary should accompany the 

images. Kuehl states “films need a high ratio of visual material to commentary, and a 

low ratio of information to noise.” (Kuehl, 380) With that, the narration of historical 

documentaries should not take up more than one quarter of the film. (Kuehl, 373) I 

didn’t want the film to be entirely a lecture; instead, I wanted it to be more of a work of 

art, a piece of creative expressionism that would illustrate my own cinematic talents as 

well as inform and educate. 
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I wanted the prose to be in the terse, blunt style of James Jones and Charles 

Bukowski, yet I had an entire revolution to explain and a story to bring out of it. I was 

concerned that a lecture that summarized every aspect of the war, though all 

encompassing would be tedious, overlong, and dull. The story of the Greys, the heart of 

the film, is one of high emotion and drama and this should be reflected in the narration. 

However, I had to develop narration that would tell the story, accurately reflect history, 

and included my own point of view. While researching Texas Revolution films, I 

discovered that most of them begin with an info graphic or narration that explains the 

causes of the revolt. I found the introduction to The Last Command to be succinct and 

informative, so I styled my introduction after it.  

The Last Command: 

In the 1830s, that part of the young Mexican Republic north 

of the Rio Grande, an area of more than 300,000 square 

miles, was a province known as Texas. An almost limitless 

land populated by tribes of native Indians and a scattering 

of Mexican citizens. From the north and east had come 

others, settlers who took up lands granted to them in an 

effort to speed the development of the new territory. But, 

like to all new people in a new, raw land, problems arose. 

No Quarter: 
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In 1835, the land north of the Rio Grande, an area of more 

than 300,000 square miles, was a Mexican province known 

as Texas. From the neighboring United States, Anglo settlers 

came who took up lands granted to them by the Mexican 

government in an effort to develop the vast frontier. The 

settlers brought with them their own ideas on politics, religion, 

and slavery. Some colonists began to clash with the central 

government of President Antonio Lopez de Santa Anna, who 

had concentrated power in Mexico City and restricted the 

rights of Anglo colonists. After the Mexican government 

attempted to seize a cannon belonging to the people of 

Gonzales, an armed revolt erupted. When news of the conflict 

spread back to the states, thousands of men pledged their 

lives to the cause of Texas and volunteered to join the 

rebellion. 

The introduction to The Last Command establishes a context for the actions of 

Jim Bowie, the main character. It explains, if somewhat vaguely, the origins of the 

Texas Revolution as they will be interpreted in the story. The film centers on Bowie, and 

as the introduction is read, he rides across the desert on horseback. In my film, I 

needed to include more specific causes of the war and work my way into the story of the 

Greys. For that, I had to include more historical facts to set the start of my story where it 

needed to be. Further, with the narration, I had to assume a point of view. I am a Texan 
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who was raised on stories of the Revolution that glorified the heroes and scoured the 

villains, but as I studied the actions of some of the Texan leaders, I began to develop a 

more skeptical view of Col. James Fannin. The film is more a condemnation of his 

leadership than a statement against the mercenary motivations of the Greys. As Ken 

Burns stated:  

Another trap of history is a kind of hagiography, a hero 

worship... I believe in the power of biography to 

communicate even complex theories, (but) by no means 

do I feel myself taken in by the need to exalt heroes. 

The documentary, like anything else in life, is 

dialectically preoccupied... (Stubbs, 71) 

The narration was first written from the point of view of Herman Ehrenberg and 

was to be voiced by an actor with a German accent. The script was written from 

sections of his diary and in the first person. When the German actors proved to be 

unsuitable, I decided to change the narration to something more omnipresent. In the 

style of Ken Burns, I wrote the narration for an aged, southern white male. The narration 

would provide an explanatory view of the events, but would also emphasize the drama 

and emotion of the tragic story. According to Dancyger, “the classic role of narration, the 

Voice of God, (is) interpretive.” (Dancyger, 335) In my film, the narrator works as a 

subjective guide and an interpreter, explaining to the audience what they are seeing and 

describing its place in the story. As such, the second draft of the narration script was 
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written by researching the works of Barr, Brown, Ehrenberg, Hardin, Miller, and Ornish. 

Herman Ehrenberg’s diary is quoted in the narration when I felt the story needed his 

point of view. For example, during the Battle of Coleto, the narrator moves from his 

point of view into Ehrenberg’s: 

Narrator: For hours, the Mexicans attacked 

relentlessly, wearing down the surrounded Texans 

until sunset. By then, the exhausted armies had both 

suffered heavy casualties, but the Mexicans still held 

the advantage. Ehrenberg wrote that the whole 

battleground was covered with smoke, dead men, 

horses, guns, and all kinds of objects. Yet, there was 

not one coward to be seen. Every moment, they 

expected to be attacked by the enemy. 

After the story had been set in the script, I placed the image sequences in the 

appropriate positions. I arranged the sequences according to story and the location 

where events occurred. Once that was complete, I determined where other images 

were necessary, and by using the script, I created the illustrations based upon that 

need. As a result, the script was a list of shots, their order, and to what part of the 

narration they corresponded. I then used the script in the editing process to arrange the 

recording of the narration and the images. 
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I hired Texas actor Richard Jackson to be the narrator. I felt that his gravelly-

voice, thick Texas accent, and dramatic range would be an ideal voice for the film. I met 

Jackson through camera operator, Michael Mullins, who referred me to Jackson’s 

agent, Kim Trusty, at the Mary Collins Agency. Trusty, after approving the script, quoted 

me a student film price and scheduled the recording session with Jackson. I recorded 

Jackson’s first take with a Zoom™ H4N recorder in my apartment. Jackson sat at my 

small table with the script in and recorder in front of him. We discussed the story and 

how I wanted him to read the script as if it was all coming from his memory and heart. 

Jackson reacted emotionally to the dark themes in the story and felt he could perform 

as I had asked. We rehearsed until I felt that he was striking the right tone and then 

recorded several takes of each paragraph. Jackson broke into tears several times 

during the session and some of that raw emotion was kept in the final cut of the film. 

After this first session was edited into the film, I then felt that some of Jackson’s 

narration was too fast and did not fit the tone of the story, especially the film’s 

introduction. I contacted Jackson’s agent, explained to her the situation, and she 

scheduled another recording session. The second session was conducted just like the 

first, but was recorded in the UNT Media Arts building in Denton, TX. This time, I asked 

Jackson to speak more slowly and to emphasize certain words and phrases for 

dramatic impact. We recorded several takes and the final narration is a mix of the two 

sessions. 

I edited the narration at the UNT Media Arts editing lab using the Adobe™ 

Audition mixing software. I imported the audio file and carefully listed to each take. I 

then selected the best takes based upon clarity and emotion and arranged them in 
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order by the script. That file was then exported into the AVID™ video editing software 

and edited into the film. 

Cinematography Style and Approach 

As I filmed, I had one major rule that I followed: “The foremost consideration in 

composing for film is that the image should be a meaning-producing instrument.” 

(Mamer, 169) This means that every image I captured and used in the film must 

somehow contain meaning and advance the story forward. It was also imperative to 

create a sense of the beauty of the locations that were relevant to the story. I filmed the 

battle sites as they are today and juxtaposed them with maps and story sketches in the 

film.  Some of the sites have been preserved; others have been overrun by their 

adjoining cities. With the camera, I wanted to capture that beauty and encroachment. 

One of my common techniques is to find where lines of buildings or monuments 

intersect with the sky and film it from a low angle. With the right amount of clouds and 

sky, one may get a sense of the passage of time, and of the heaven above the 

figurative hell.  

As a guide for the rules of cinematography, I used Bruce Mamer’s “Film 

Production Technique.” From the cinematography chapter, I developed the following list 

of rules: 

1. “Effective composition is rarely noticed. The key to composition for the film frame

is awareness that composition is dynamic, always in flux, ever changing.”

(Mamer, 165)
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2. “A knowledge of the breadth of approaches to the arrangement of elements in a

composition, the handling of line and shape, the shaping and direction of light,

and the incorporation of content elements to produce meaning informs the

framing and arrangement of any image.” (Mamer, 168)

3. “Quality is a key first step in moving toward a necessarily complex approach to

the image.” (Mamer, 168)

4. “Images dominated by horizontals tend to be restful and suggest stability.

Verticals suggest strength and power, diagonals tend to suggest imbalance.”

(Mamer, 168)

5. “Color is a key element in creating associations and tone. Blue is considered a

cool color, both emotionally and physically. Red is hotter, suggesting warmer

emotional content. Browns and greens are earth tones, suggesting naturalness

and security. Lushness and brightness play a significant role in the texture of an

image, as do muted and desaturated tones.” (Mamer, 169)

6. “Compositions can also be arranged to direct the viewer's attention to specific

parts of the frame. This can be done with lighting and arrangement of shapes.”

(Mamer, 169)

7. “The rule of thirds is a natural reflection of (the) human perceptual experience

(and) is a guideline for creating a balanced frame. Areas and objects of interest

are (placed on the thirds) to balance the composition.” (Mamer, 166)

8. “Just as the eye looks for order in abstract shapes, it desires to impose order on

an artistic frame - a composition. The rule of thirds simply gives artistic form to its

natural human ability to create balance.” (Mamer, 167)
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When filming, I applied these rules to achieve the strong, dynamic compositions 

that I wanted. My compositions needed to be strong and meaningful because I wasn’t 

using much “live action.” Thus, the images and sequences needed to produce meaning 

to help tell the story. When visiting each location and filming the various things that were 

there, I was mindful of their place in the story and how they should be presented.  

San Antonio, TX was the site of two battles in our story. The first was the “Battle 

of San Antonio, 1835” and the second was the “Battle of the Alamo.” The battles 

unfolded very differently from one another, and each battle site has different degrees of 

preservation. For much of downtown San Antonio, the streets that were contested in 

1835 remain. I filmed most of San Antonio at dawn and dusk to capture the “golden 

hour” effect. This time of day, the hour after sunrise and the hour before sunset, is ideal 

for filming because the risk of over exposure is low, and the angle of sunlight gives 

objects a golden glow. I was careful to capture the few remaining landmarks of the 

battle without filming too much 2014 pedestrian traffic. I filmed the still visible ancient 

parts of the city that were in close proximity to the modern, bustling city that is San 

Antonio today. I found some limestone walls that looked like they may have been from 

the early 1800s and framed them with the more contemporary parts of the structure in 

the same image. This help to present the juxtaposition of the old city and its new life.  

Goliad, TX is the site of the Presidio la Bahia, the Goliad Monument, and the 

Fannin Battlefield. The presidio is a large, stone fortress that presented many 

interesting compositions. I approached the cinematography of Goliad with Mamer’s 4th 

Rule, regarding the use of lines to represent ideas of power. The stonewalls are high, 



 47 

massive, and cornered with cannon emplacements. As demonstrated in Figure 1, I 

placed the horizon line and the fortress on the lower third of the frame, filling the 

upper two thirds with clouds. The fortification suggests strength, but the slowly moving 

clouds suggest a distant, untouchable sadness. This shot is held for several seconds 

to impress the viewer with ideas of strength and longing. 

The Goliad Monument is the mass gravesite of the victims of the Goliad 

Massacre. It is a large, pink granite, Art Deco cenotaph that towers over the surrounding 

park and is engraved with the names of the dead. On my first trip, I filmed it from a low 

angle with clouds passing behind, creating a feeling of peace and serenity. When I 

returned in the early spring, the surrounding field had bloomed with wildflowers, creating 

a colorful landscape.  

The Fannin Battlefield, the site of the Battle of Coleto, is eight miles from the 

Presidio on a quiet prairie far removed from civilization. I wanted to capture the almost 

ironic stillness that covers a place that was once so violently contested. The area is a 

large park, dotted with trees, a large mill screw marking the Grey’s position, and a 

monument in the center. As there were multiple objects in the image, I applied Mamer’s 

2nd Rule, regarding the arrangement of objects throughout the frame. I filmed each 

object separately, applied Mamer’s Rules, and gathered multiple images. When 

shooting wide shots, I wanted to create a harmony between the monuments and the 

natural prairie, reflecting the respect the area has been given when compared to the 

San Antonio and Alamo battlefields, an area that has been overgrown by the 

prosperous city that was contested. In contrast, the Fannin Battlefield is serene and it 

was important for me to represent that peacefulness.  
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To film what remains of the El Camino Real, I took a trip on Texas Highway 21, 

which was paved over many parts of the old traveler’s road. I found one original trail 

section and several spots of beautiful trees and swamps, exactly as Ehrenberg had 

described them in his diary. This created an impression of what it was like when the 

Greys entered Texas; beautiful and full of hope with no idea what was waiting for them. 

This trip was made in the fall to capture the colors of the foliage. When the Greys 

marched through this area, Ehrenberg noted: 

The... varied changing colors of the many kinds of trees, the 

vines, and parasitic plants added to the already heavenly 

scenery and indescribable magic. Autumn, the most beautiful 

season of the year on the new continent, revealed its festive 

colors in these magnificent landscapes. (Ehrenberg, 113) 

To capture the fall colors the way Ehrenberg described, I applied Mamer’s 5th 

rule, regarding the use of color to represent ideas and emotion. I filmed the rich greens, 

yellows, and reds of the East Texas woods along Texas Highway 21, which follows the 

old Camino Real route. I wanted to get as close to where the Greys traveled and in the 

same time of year, so that I may better represent their story. I used a combination of 

Zeiss™ prime lenses and Canon™ zoom lenses to get the colors as vibrant as I 

wanted. When placed in the film, they serve as the calm moments before the Battle of 

San Antonio, where the Greys enter combat for the first time. 
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The Alamo was the most restricted in terms of access to the battle sites. First, 

photography is not allowed inside the chapel, so I wasn’t able to film or take any stills on 

the inside. Further, the Alamo is a major tourist attraction and the site is bustling with 

thousands of people. The Alamo site consists of the chapel and an enclosed courtyard. 

The yard is decorated with a few cannon from the battle, but with so many tourists 

walking about, it was impossible to film any sense of what is may have looked like in 

1836. That being the case, I decided to just film the chapel facade and the cenotaph. 

Because of the restricted space, I selected a Canon zoom lens and placed the camera 

on the tripod. From one spot, I could collect multiple images from a variety of angles. I 

used the rule of thirds to arrange the compositions and focused on the rich detail of the 

decorative facade. I also filmed from a low angle, placing the sky at the top of the frame, 

creating a sense of awe. The Alamo is a church, often called “the shrine of liberty”, and 

this shot is representative of that idea. 

To represent the massacre aftermath, camera operator Michael Mullins and I 

picked a location on the Greenbelt Trail of Ray Roberts Lake State Park. There, we 

filmed fake blood that I splattered and smeared on the grass and foliage. I again applied 

Mamer’s 5th rule and made use of the strong red from the blood and the greens and 

yellows from the grass and trees. When juxtaposed with the massacre sketches and 

coupled with Jackson’s somber narration, the images of blood, so different than the rest 

of the film, are meant to evoke a sense of horror in the viewer. This moment of the film 

was chosen to be illustrated this was because of its importance of the story. This 

moment is the death of the Greys, the central characters in our story, and as such it is 

deserving of a strong and dramatic treatment. 
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I was unable to travel to New Orleans to film what remains of Bank’s Arcade, so I 

tasked it out to a local cinematographer. I located him by emailing John Mattingly of 

Panavision in New Orleans, a person in my filmmaking network. John was unable to do 

the shooting himself, so he connected me with Devin Cooper, who works in the 

Panavision equipment room. I sent Devin a story outline, some examples of the 

compositions I wanted, and instructions to film the building while paying attention to 

what makes the structure unique. I also asked him to make use of intersecting lines and 

interesting shapes, and to try to keep any 2015 cars or people out of the shot. 

As with New Orleans, I was unable to travel to Mexico City and visit the National 

Museum of History, where the flag of the Greys is currently on display. My father has a 

business contact in that city and we asked him if might he be able to film the flag. He 

sent his secretary, Bricia Araceli Gault Quintero, to do the actual filming, but the 

museum wouldn’t allow her to take a tripod. Instead, she took multiple still images of the 

flag. The final images were acceptable enough to illustrate where the Grey’s flag is 

located and in what condition. 

Illustrations Style and Approach 

When I drew the illustrations, artist Gary Zaboly inspired me. Zaboly has 

illustrated numerous Texas Revolution books and has worked as a historical consultant 

on several Texas-based films. I had originally contacted Zaboly about using his 

illustrations in my film, but after he initially agreed, he dropped out of contact. 

Nevertheless, his artwork served as a base model for my illustrations. Like Zaboly, I 

used pen and ink, keeping the drawings black and white. This gives them a similar look 
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to period woodcuts and newspaper illustrations. I drew the Greys and the Mexicans at 

rest and in combat. I remembered how I felt in combat and I projected those emotions 

onto the characters. As demonstrated in section VIII, Figures 2-4, I drew men with 

bravery and in fear, running towards battle and falling victim to it. 

Editing Style and Approach 

For editing the film, I used the editing theories of the Soviet Montage Theorists, 

who first used ideas of juxtaposition to create meaning with multiple images. As I had to 

arrange static images together to tell a story of war and sorrow, I felt these theories 

worked best for this film. Editing the film was no easy task. As Dancyger stated: “The 

editing of documentary footage often leads to a distortion of the event (and) the 

filmmaker’s editorial purpose often supersedes the raw material.” (Dancyger, 305) With 

that in mind, I was careful not to stray from the story by commenting on it too much. As 

explained above, I did include “reflective moments” in the script, but the main purpose of 

the film is not to express my opinion, but to tell the story of the New Orleans Greys. As 

such, I edited the film based on the needs of the story, not my own political opinions.  

This was case for the writing of the film and the editing.  

The entire story had to be constructed from scratch, as the events in the film 

occurred in the 1830s. Combining new footage of the battle sites and monuments with 

original artwork, existing artwork and photographs, and infographics did this. When 

arranging these elements, my main purpose was moving the story forward with 

maximum dramatic impact.  
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As in many aspects of this film, the documentary films of Ken Burns also inspired 

me. His editing style served as a sort of “historical documentary film standard” that I was 

able to use as a baseline for my work. Further, I employed Ken Dancyger’s “The 

Technique of Film and Visual Editing” as a technical guide and reference.  

To begin, I considered the importance of the most basic unit of cinema, the shot. 

I selected shots that were of importance to the story and were visually striking. The 

shots needed to be arranged into seamless sequences that allowed the story and 

information to flow logically. First, I developed a rough-cut and worked it down into a 

fine-cut. As Dancyger explains:  

The editing process can be broken down into two stages: 1, 

the stage of assembling the shots into a rough cut and 2, the 

stage in which the editor and director fine-tune or pace the 

rough cut, transforming it into a fine cut. In the latter stage, 

rhythm and accentuation are given great emphasis. The goal 

is a film that is not only continuous, but also dramatically 

effective. (Dancyger, 361) 

It was a great challenge to edit the film the way Dancyger describes. No Quarter 

is a historical film that is constructed with video images of historic places, illustrations of 

combat, illustrations of maps, informative and dramatic narration, and period music. The 

narration is what tells us the literal story, the “this-then-that” of the Greys short history. 

The images attempt to bring that story the visual fore. Laying out the images in order by 
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their relationship to the story, and then laying the narration underneath constructed the 

first rough-cut. Both aspects were guided by the script, which contained the narration 

and accompanying groups of images. Cutting and re-cutting the rough-cut until the story 

flowed without distraction developed the fine-cut. Included in this process were 

numerous class and faculty critiques that helped notate what was effective or not 

effective. 

The goal of editing the film was to bind all of the elements together with seamless 

continuity and clarity. A series of beautiful shots of monuments might be interesting to 

some, but without any context, there is no story. Shots had to be selected that told the 

story and moved it forward into the next image, which then revealed something new. By 

following Mamer’s rules, I controlled the visual information of each shot while 

considering the story that the unified arrangement of the images would create. When 

filming inside the Presidio la Bahia, for example, we were careful to approach each shot 

with the same rules and style to keep a consistent aesthetic (see section VII, Figures 4 

and 5.) 

The images were then arranged into sequences to create story continuity, a 

technique first developed by filmmaker D.W. Griffith. From Griffith’s approach, based 

upon the information in the shot, an impression is created of one event leading into the 

next. I used my illustrations to represent the actions of the Greys, and the live action 

shots to display the actual location of battles and other events. This combination of 

images, combined with the guidance of the narrator, creates story continuity.  
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I then turned to Sergei Eisenstein, a Soviet Montage filmmaker. Soviet Montage 

is an editing technique where shots are juxtaposed to create meaning. (Stam, 38) As V. 

Renee of nofilmschool.com explains: 

Continuity editing is structural -- it's meant to get you from 

point A to point B without wondering where you are. Soviet 

montage, on the other hand, works to elicit an emotional 

response from the audience thanks to The Kuleshov Effect. 

(Renee) 

Lev Kuleshov was a Soviet film editor who demonstrated that editing could evoke 

emotions based on their order and juxtaposition. This emotional reaction to editing is 

thus called the “Kuleshov Effect.”  With this technique, great value was placed on the 

single shot and its function within the assembly. (Stam, 38) I use this technique mostly 

at the opening and closing of the film, where I do not use any illustrations, only images 

of monuments. The opening of the film is a sequence of the Presidio la Bahia at night, 

with the narrator explaining the events leading up to the Revolution. The shots are of 

stonewalls and mist, yet they are intended to create feelings of dark curiosity and dread 

(see section VIII, Figures 4 and 5.) The film concludes in a similar manner, with the 

narrator explaining the Greys sacrifice over shots of the Goliad Monument. This 

sequence was filmed in bright-sunlight and shot from a low-angle, revealing slowly 

drifting clouds behind the large, granite structure. The juxtapositions of the beautiful 

landscape, the massive monument, and the sorrowful narration is intended to elicit an 

emotion response from the audience (see section VIII, Figures 6 and 7.) 
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To connect the different sequences of the film together, I use “dip to color” fades 

and dissolves. This technique was especially useful when moving in and out of present 

day and the past because, according to Dancyger:  

A dissolve at the end of one sequence into the beginning of 

the next... provides a visual cue (for the) passage of time 

(and a) change of location, (is) clearly indicative of the 

closure of one sequence and the beginning of the next, 

...and make sequence seamless. (Dancyger, 376) 

As a historical film, No Quarter was greatly inspired by the editing technique of 

Ken Burns. As Burns noted: “editing is where you prove the great truth that no matter 

how beautiful (your) accumulation of images is... until you find a way in which they 

organically fit together, you have nothing.” (Burns, quoted in Stubbs, 79) I was initially 

overwhelmed by the amount of images that I had amassed and was trying to find a way 

to make them work as one message. Burns described his approach:  

We’re trying to tell a story (and) make the past come alive 

(by doing) a little bit of sleight of hand where we can push 

through the raw material... the still photographs... into a 

moment where history is not was, but is... And somehow (it) 

coalesces (into a coherent story.) (Burns, quoted in Stubbs, 

82)
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For me, that was the trick: to create a sort of “living” moment where the history is 

actually taking place. Burns accomplishes this in many of his films by “scaling” still 

photographs, or filming them with multiple shots from long to close up. This way, rather 

than looking at a still image, the image becomes animated. I used this technique, often 

called the “Ken Burns Effect,” to animate my drawings. I was able to animate the 

images as motivated by the story, and this helped the images to seem more dynamic 

and alive. 

By using the Soviet method as described above and by taking many cues from 

Burns, I was able to find a way to assemble to film. The Soviet method was able to help, 

as Stam states, “organize disjointed fragments into a meaningful sequence.” (Stam, 38) 

I paced the film for dramatic impact, emotional cues, and action. The role of pace 

is to provide dramatic emphasis: more rapid pacing suggests intensity, and slower 

pacing, the reverse. (Dancyger, 373) The pacing begins slowly, as the story is just 

unfolding. When there is a combat sequence, the pacing and action speeds up to create 

a sense of excitement. Conversely, the pacing is slowed when the story turns somber to 

allow for audience reflection and emotional reaction. This took much experimenting, as 

there are no strict rules for pacing other than my instinctual “fast=exciting and 

slow=sad.” It was a matter of trying different things to see what worked best for each 

sequence. I agree with Dancyger when he stated: “In general, the rhythm of a film 

seems to be an individual and intuitive matter.” (Dancyger, 375) I also had to consider 

shot length not only for pacing but also for the relay of information. Dancyger explained, 

“the amount of visual information in the shot determines the length of the shot. 

Conversely, a close up with relatively little information will be held on screen for only a 

short time.” (Dancyger, 376)  By working with the pacing and shot length, I was able to 
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find a good rhythm for the film that allowed the story to be told and allotted for reflection 

time and emotional reactions.  

For stronger continuity, I used the technique of color correction. In the AVID™ 

program, one is able to adjust the color and contrast of an image, especially to unite the 

colors across the length of the film. As mentioned in Mamer’s 5th rule, color can be 

adjusted for meaning and tone. Some of my images from the Summer 2014 shoot were 

overexposed, and I applied color correction to even out the hues and contrast. If the 

light and color was too different, I applied color correction until the images matched. I 

used this technique on the illustrations as well, changing them from plain black-and-

white by adding a sepia tone, giving them a weathered and aged appearance like the 

documents from the period of the 1830s.  

Audio Style and Approach 

When designing the soundscape of the film, I considered the following: “sound is 

more rapidly processed by the viewer than the visuals. If the sound does not seem 

believable, the visuals will be undermined and audience involvement will be lost. 

(Dancyger, 383) Without sound, my film is simply an arrangement of images. I needed 

the voice, music, and sound effects to bind the images together into a seamless whole.  

The narration provides narrative guidance and it was placed at the front of the 

sound mix. Richard Jackson’s voice is deep and gravelly, and the midrange had to be 

boosted in the mix for clarity. The music and sound effects are meant to support what 

the narration is stating and what the images contain. The sound effects were used to 

enhance the combat sequences with sounds of battle and to replicate natural sounds. 
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The sound effects were sourced from Freesound.org™ and SoundBible.com™, royalty 

free services that provides music and sound effects at no cost. These sounds can be 

licensed via Creative Commons™, which does not require an application for each 

sound used, only that credit is given to the sound’s creator. 

When selecting the music, I researched what was being produced during the 

period of the early to mid 1800s. I found two pieces of music that I felt helped to 

establish the setting, provide emotional and dramatic cues, and movie the story forward. 

I chose Frederic Chopin’s, “Funeral March from Piano Sonata No. 2 (1837-39)” and 

“Nocturne for Piano in C Sharp Minor, OP 27/1 CT 114 (1835).” Chopin’s works create a 

somber and foreboding mood, suitable for the tragic story of the Greys. The work of 

Chopin is in the public domain and doses not require a license.  

Review of Additional Texts for Research 

The following books and websites provided valuable information during the 

production phase: 

Aristotle. Poetics. Mineola: Dover, 1997. 

Dancyger, Ken. The Technique of Film and Video Editing. Burlington: 

Elsevier, 2007. 

Educational Media Review Online http://libweb.lib.buffalo.edu/emro/ 

Mamer, Bruce. Film Production Technique. Belmont: Wadsworth, 2000. 

Oldham, Gabriella. First Cut: Conversations With Film Editors. Berkeley: 

University of California Press, 1992. 
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Rosenthal, Alan. New Challenges For Documentary. Manchester: 

Manchester University Press, 2005 

School Library Journal: http://www.slj.com/ 

Stam, Robert. Film Theory: An Introduction. Malden: Blackwell Press, 

2000. 

Stubbs, Liz. Documentary Filmmakers Speak. New York: Allworth Press, 

2002. 

Video Librarians: http://www.videolibrarian.com/about/submission.html 
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CHAPTER 5 

PRODUCTION 

Overview 

I handled most aspects of production myself. I acted as the cinematographer, 

audio lead, editor, and writer. To build the images for the film, I researched the historic 

locations in Texas, Louisiana, and Mexico. I traveled to South Texas to film the Presidio 

la Bahia, the Goliad Monument, and the Fannin Battleground. I also traveled to East 

Texas and West Louisiana to film the environment of the area and what remains of the 

Camino Real.  

The First Company sailed from New Orleans, up the Mississippi River, then up 

the Red River, landing at Natchitoches, LA. From there, they marched along the 

Camino Real, which is now LA HWY 6 and TX HWY 21. I followed LA 6 to the Sabine 

River, then took TX 21 into Nacogdoches and filmed the colorful swamps and forests 

along the way. In Nacogdoches, I filmed the Sterne Museum, the Greys Bivouac Site, 

and the Greys Monument.  

In San Antonio, I filmed the 1835 battle site and the Alamo. This was an 

overnight trip, and I was able to film the streets and monuments during sunrise and 

sunset. I filmed the streets that the Greys marched upon in December of 1835 and the 

next day, I filmed the Alamo facade and cenotaph.  

I was not able to actually travel to Mexico City and New Orleans, so I recruited 

local camera operators to get the footage I needed. To them, I described the story, the 

relevance of the locations, and what compositional rules I was following. 
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The Presidio la Bahia in Goliad, TX, was filmed on two different dates. The first 

was filmed in mid-summer, and the second was filmed in the early spring. During the 

first trip, I was restricted to film during the museum’s open hours, but on the second trip, 

I stayed in the presidio overnight. I was then able to film at dusk, night, dawn, and 

during the day, yet it rained almost constantly. Despite this, I was able to capture 

interesting images that I could put into the story to make meaning. During the summer 

of 2014, I filmed the monument and surrounding park much in the same way that I 

filmed the Goliad Monument, with a sense of sadness and respect, trying to capture the 

beauty of the place and tell the story of what happened there. In 2015, it was raining 

when I revisited the sight, but the field was also in full bloom with wildflowers.  

The narration was recorded in two sessions during April of 2015. I contacted 

Richard Jackson’s agent, scheduled the sessions, and recorded the narration with my 

own audio recorder. Jackson’s narration was the final phase of production, and the 

editing of the film began the first phase of postproduction.  

Schedule 

Filming took place during the summer of 2014 and through to the Spring of 

2015. See Appendix A: Production Schedule.  

Crew 

Travis Barnes: Writer, Director, Director of Photography, and Editor. 
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Devin Cooper: New Orleans Videographer. Filmed the St. James Hotel, formerly 

Bank’s Arcade. 

Richard Jackson: Narrator. 

Michael Mullins: Denton and Goliad 2015 Camera Operator. Filmed the “blood” 

scene in Denton, the Presidio la Bahia at night, the Goliad Monument, and the Fannin 

Battlefield (Coleto). 

Steve Barnes: Production Assistant and Financial Backer. 

Bricia Araceli Gault Quintero: Mexico City Photographer. Took photographs of 

the Greys flag in Mexico City. 

Equipment 

All of the cinematography was completed using a Canon 5D MKIII Digital Single 

Lens Reflex (DSLR) camera. I prefer DSLRs because of their ease of use and 

production of high quality images. I used the Canon zoom lenses and Zeiss prime 

lenses that were available from the Media Arts equipment room. By using a combination 

of the lenses, I was able to get an incredible array of different images. The film was 

mostly shot outdoors in daylight; however, locations varied from city scenes to 

landscapes. For example, most of the San Antonio sequences were filmed using the 

zoom lenses, as they allowed me to get multiple shots from one position. The prime 

lenses were predominantly used for wide shots and low light conditions. 

For audio, I used a Zoom H2N field audio recorder. This was used to record 

Richard Jackson’s narration and ambient sounds on location. The H2N is smaller and 
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more lightweight than the Sony 702 available from the equipment room, but produces 

equivalent sound. 

For editing, I opted to use AVID Media Composer editing software. This enabled 

me to combine my thesis work with a Special Problems class on video editing and work 

towards an AVID certification. In this class, Professor James Martin guided me through 

the AVID software and provided regular critique of the editing of the film. 

Releases, Copyright and License Agreements 

A release was obtained from Richard Jackson for his narration services. The 

purpose of this release was to have a document of our agreement that allows me, the 

filmmaker, to use the recording of Jackson’s narration made for the film in perpetuity. As 

was agreed upon by his agent, he was paid a flat fee for his services and will not gather 

any revenue from future sales. For the sound effects acquired from Creative 

Commons™, a special license is not required, but credit to the creator of the sound 

must be given. The credit is given in the film during the closing credits. 
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CHAPTER 6 

POSTPRODUCTION 

Schedule 

Post-production occurred during the Spring 2015 semester, from Jan 20th - May 

14th, 2015. See Appendix A: Production Schedule.  

Equipment 

For editing, I used the AVID Media Composer editing software and the UNT 

Media Arts editing lab.  

Reconceptualization Of Film During Postproduction 

During postproduction, the only major change that occurred was with the 

narration. In my proposal, I had envisioned third person narration possibly mixed with 

interview commentary. As stated, I opted out of the interviews and chose just use 

narration. With that, the film was too dull. I then decided to use the diary of Herman 

Ehrenberg not only as a source but also as the narration. Ehrenberg was German, so I 

had to find someone with a German accent. After contacting the study abroad office, I 

was put in touch with my first narrator, a young exchange student from Germany. His 

reading of the script was unfortunately not usable as his accent was too thick to be 

understood clearly. Next, I contacted the language department to ask if they could 

connect me with a German language instructor. They connected me with a German 
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language professor and a native of Switzerland. His reading of the script was more clear 

than the previous recording, yet his Swiss accent did not sound authentically German. 

After a screening of a short clip using this narration to the MFA Colloquium, it was 

determined that his accent was too distracting to the story. I then switched back to the 

third person, “voice-of-god” narration and recorded a scratch track using my own voice. 

After discussions with Michael Mullins, a camera operator on the film, he recommended 

Richard Jackson, a Texas character actor. I contacted Jackson’s agent and booked him 

for a recording session. His reading of the narration was far better than my previous 

attempts, and I decided to use him. The narrator assumes the point of an expert 

storyteller that issues facts, but also reacts to them emotionally. As Jackson read the 

script during the recording session, he couldn’t help but be moved by the information 

and the story. That emotion was captured with audio as he read and became an integral 

part of the film. His emotional reaction, therefore, becomes an emotional cue for the 

audience and removes much objectivity. In that way, the film takes the position that 

these events, however factual, were tragic. This is especially evident towards the end of 

the film when the Greys are massacred. Mr. Jackson’s narration at that moment reveals 

his own personal horror. Not in what he said, but how he said it. As Dancyger explains, 

the “dialogue can yield results beyond the literal content of the words (and) changes in 

the tone, pitch, and timbre of (the narrator’s) dialogue introduce the idea that something 

has changed (and) can foreshadow change.” (Dancyger, 351) The change in pitch 

occurs when he states: “400 unarmed prisoners lay massacred.” At that moment, the 

narration shifts from factual to emotional; a personal comment on the event. I chose to 

leave the emotional reading in the film for two reasons. First, I hold the same emotional 
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reaction. The murder of the prisoners was as tragic as it was explosive; the news of the 

massacre helping to galvanize support for the rebellion. Second, it is an extremely 

emotional moment in our very human story. This moment is the death of the Greys, the 

destruction of the band of adventurous young soldiers. In my opinion as the filmmaker, 

the moment should not pass without comment.  
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CHAPTER 7 

EVALUATION OF COMPLETED WORK 

Preproduction 

My preproduction process was extensive. I researched the history of the Texas 

Revolution, the battle sites and monuments, and wrote the film’s script and narration. 

During this time, I had planned to conduct several interviews for the film, but all of them 

fell through. As a result, I had to shift the emphasis away from interview excerpts and 

place it on the narration. I felt that I handled this change adequately and the film is 

actually more dramatic as a result. I would have liked to spend more time researching 

the business connections between the United States and Texas before the Texas 

Revolution, but I feel that the film explains how this relationship helped bring the Greys 

to bear. I would have also liked to include more about the struggle of the slaves and the 

Indians, but the short running time of the film kept me focused on the core story of the 

Greys. 

Fundraising was kept very simple. Most of the production was funded privately, 

by myself and with donations from family members. As I was doing most of the work 

myself and filming regionally, I was able to keep cost to a minimum.  

Production 

I did most of the production myself. I chose to work this way so that I might be 

able to spend time on each aspect of production and craft it how I wanted. The major 

drawback to this was that I worked almost entirely alone and did not catch many of my 
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own mistakes. As a result, I had to travel to Goliad twice to make up for inadequate 

images captured on the first trip. When I went the second time, I took along Michael 

Mullins, a veteran cinematographer. That way, I was able to direct the camera rather 

than spend a great deal of time trying to figure it out.  

The narration was also a great challenge. After two unsatisfactory readings from 

German voice actors, I was finally able to get the tone and drama I wanted from Richard 

Jackson, a Texan character actor. I feel that his emotional narration adds an element to 

the film that I would not have achieved otherwise. Overall, I am satisfied with the quality 

of the production.  

Postproduction 

Postproduction was mostly completed in a Special Problems class under 

Professor James Martin. I opted to use the AVID system under Martin so that I might be 

able to edit the film under his expert supervision and work towards an AVID certification. 

Although the AVID platform created much difficulty, I was able to used the program 

effectively and edit the film the way I had originally intended.  

During a screening of an early rough cut for the Spring 2015 MFA Colloquium, it 

was determined that the film needed more “breathing space,” or time between narration 

statements and plot points to allow audience reflection. This feedback was valuable 

when making decisions in the editing room. Professor Martin also provided important 

information regarding editing techniques, pacing, and the flow of the story. Rough cuts 

of the film were regularly shown to the Thesis Committee, and the members provided 

me with important feedback, needed corrections, and other advice. With the input of the 
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colloquium cohorts, the thesis committee, and the special problems professor, the film 

was shaped into being during postproduction.  

Success in Integrating Proposed Theories 

The producing of No Quarter: The Story of the New Orleans Greys was a long 

and exhaustive process, lasting nearly three years. From proposal to final production, I 

feel that the film stayed largely on course, with the exception being the shift in the 

narration from first person perspective to third person. I feel that the subject matter was 

thoroughly researched and the history is accurately reflected in the story. I consistently 

applied Mamer’s rules of cinematography and I am enormously proud of the images that 

I captured. Texas is a beautiful state and I feel that I contrasted the beauty of the land 

with the horror of the story to great effect. I feel that the music and soundscape of the 

film are effective in moving the story forward and in creating emotional reactions in the 

audience. The narration of Richard Jackson, however, is the keystone to the entire 

project, as his voice expertly unites the story with the images. The editing of the film 

was the most challenging phase. The theories of the Soviet Montage editors proved 

very effective, and the feedback I received from my professors and peers was 

exceptionally valuable. With this film, I feel that I have accomplished what I set out to 

achieve. I created an interesting film that lifts the veil from an obscure and 

overshadowed subject, the New Orleans Greys and their destruction at the Goliad 

Massacre. No Quarter is a fitting capstone to my completion of the Master of Fine Arts 

degree.  
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Figure 1. Image of a stone bastion at the Presidio la Bahia created using the rule of 
thirds. 
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Figure 2. Illustration of the New Orleans Greys. 

Figure 3. New Orleans Greys in Combat 01. 
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Figure 4. New Orleans Greys in Combat 02. 

Figure 5. Shot A from Opening Sequence. Visually leads into Shot B. 
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Figure 6. Shot B from opening sequence. Wide shot of same object from Shot A, 
revealing beam of light. The juxtaposition of the images creates a feeling of curiosity, 
foreboding, and dread.  
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Figure 7. Shot A from closing sequence leads into Shot B. Low angle of structure and 
drifting clouds evoke feelings of serenity.  

Figure 8. Shot B from closing sequence. Image of the names of massacre victims. After 
the feeling of serenity from Shot A, Shot B evokes emotions of sadness, as the beautiful 
monument is revealed to be a mass grave.  
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Summer 2014 

July 15th: Presidio la Bahia, Goliad, TX 

July 15th: Goliad Monument, Goliad, TX 

July 15th: Fannin Battleground (Coleto), Goliad, TX 

Fall 2014 

November 10th: 1835 Battle Site, San Antonio, TX 

November 10th: San Fernando Cathedral, San Antonio, TX 

November 10th: The Alamo, San Antonio, TX 

November 10th: Downtown San Antonio, San Antonio, TX  

November 15th: Sterne Museum, Nacogdoches, TX 

November 15th: New Orleans Greys Monument, Nacogdoches, TX 

November 15th: Downtown Nacogdoches, Nacogdoches, TX 

November 24th: Logging Road (El Camino Real), Highway 21, TX 

November 24th: Various wooded areas (El Camino Real), Highway 21, TX 

November 24th: Toledo Bend Reservoir & Sabine River, Highway 21, TX 

November 24th: Downtown Natchitoches, Natchitoches, LA  

November 24th: Swamp Area, Natchitoches, LA  

Winter 2014-15 

December - January: Created Illustrations, Dallas, TX 

February 19th: Blood Scene, Greenbelt Park, Denton, TX 

Spring 2015 
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March 16th: Remote, Bosque de Chapultepec (Grey’s Flag), Mexico City, MX 

March 18th: Remote, St. James Hotel (Bank’s Arcade), New Orleans, LA  

March 20th: Presidio la Bahia Overnight Shoot, Goliad, TX 

March 27th: Jackson Narration Take 01, Dallas, TX 

April 12th: Jackson Narration Take 02, Denton, TX 
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RELEASES AND LICENSING AGREEMENTS 
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Figure 9. Richard Jackson Release Form. 
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Travis Barnes 
UNT RTVF FALL 
2014/SPRING 2015 

NO QUARTER BUDGET 

Line# Item Description Rate Time/Amount Total In-Kind Need 

ABOVE THE LINE 

00-00 Script $0 Self $0 $0 $0 

Research $0 Tuition & Fees $1,000 $1,000 $0 

00-01 Production Unit 

Producer/Director/Wri
ter $0 Self $0 $0 $0 

00-02 Camera 

Director of 
Photography $0 Self $0 $0 $0 

HD Camera 
Package 

$2,00
0 Tuition & Fees $2,000 $2,000 $0 

PRODUCTION 

BELOW THE LINE 

00-03 Sound 

Recordist $0 Self $0 $0 $0 

Field Audio Package $200 Flat $200 $0 $0 

00-04 Props / Expendables 

Hard Drive 3TB $120 x2 $240 $0 $0 

SD Card 64GB $100 x4 $400 $0 $0 
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Props (blood) $25 Flat $25 $0 $0 

00-05 Travel 

Fuel $0 total spent $600 $0 $0 

Hotel $0 total spent $400 $0 $0 

Food $0 total spent $200 $0 $0 

Total 
Production 

Costs $4,065 $2,000 $2,000 

POST PRODUCTION 

00-06 Editing 

Editor (self) $0 $0 $0 $0 

Editing System $0 $1,000 $1,000 $0 

00-07 Sound 

Sound Editor $0 $0 $0 $0 

Original Music $0 Flat $0 $0 $0 

Licensed Music $135 Flat $135 $0 $135 

00-08 Graphics 

Animator $0 $0 $0 $0 

Print Design $0 Flat $0 $0 $0 

Total Post-
production 

Costs $1,135 $1,000 $135 
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PUBLICITY & DISTRIBUTION 

00-09 
Publicity & 
Distribution 

T-Shirts $8 x 100 $800 $0 $800 

Print $90 Flat $90 $0 $90 

Web Design $0 Flat $0 $0 $0 

Web Hosting $148 one year $148 $0 $148 

DVD Copies $504 200 Copies $504 $0 $504 

Festival Fees $500 multiple fees $500 $0 $500 

Total Publicity & 
Distribution $2,043 $0 $2,043 

Total In-Kind Need 

Below the Line $0 $0 $0 

Above the Line $1,000 $1,000 $0 

Grand Total 
Costs $8,243 $4,000 $4,243 

83



BIBLIOGRAPHY 

Barr, Alwyn. Texans in Revolt: The Battle for San Antonio 1835. Austin: University of 

Texas Press, 1991. 

Bukowski, Charles. Ham On Rye. New York: HarperCollins, 1982.  

Brown, Gary. The New Orleans Greys: Volunteers in the Texas Revolution. Plano: 

Republic of Texas Press, 1999. 

Burns, Ken, dir. The Civil War. PBS, 1990. DVD. 

Cantrell, Gregg. Stephen F. Austin: Empresario of Texas. New Haven: Yale University 

Press, 1999. 

Casteneda, C.E. The Mexican Side of the Texas Revolution. Austin: Graphic Ideas 

Press, 1970. 

Crockett, David. A Narrative of the Life of David Crockett: By Himself. Lincoln: 

University of Nebraska Press, 1987. 

Curtis, James C. Andrew Jackson and the Search for Vindication. Boston: Little Brown 

and Co., 1976. 

Davis, William C. Lone Star Rising: The Revolutionary Birth of the Texas Republic. New 

York: Free Press, 2004. 

Davis, William C. Three Roads to the Alamo: The Lives and Fortunes of David Crockett, 

James Bowie, and William Barret Travis. New York: Harper Perennial, 1999. 

de la Pena, Jose Enrique. With Santa Anna in Texas: A Personal Narrative of the 

Revolution. College Station: Texas A&M University Press, 2008. 

Dimmick, Gregg J. Sea of Mud: The Retreat of the Mexican Army After San Jacinto, An 

Archeological Investigation. Austin: Texas State Historical Association, 2004. 

84



Educational Media Review Online. http://libweb.lib.buffalo.edu/emro/ 

Hancock, John Lee, dir. The Alamo. Touchstone, 2004. DVD. 

Hansen, Todd. The Alamo Reader: A Study in History. Mechanicsburg: Stackpole 

Books, 2003. 

Hardin, Stephen L. Texian Iliad: A Military History of the Texas Revolution. Austin: 

University of Texas Press, 1994. 

Homer. The Iliad. Knoxville: Wordsworth Classics, 1997. 

Jones, James. The Thin Red Line. McHenry: Delta Books, 1998. 

Kubrick, Stanley, dir. 2001: A Space Odyssey. Warner Brothers, 1968. DVD. 

Lindley, Thomas R. Alamo Traces: New Evidence and New Conclusions. Lanham: 

Republic of Texas Press, 2003. 

Lozano, Ruben. Viva Tejas: The Story of the Tejanos, the Mexican Born Patriots of the 

Texas Revolution. San Antonio: Alamo Press, 1985. 

Malick, Terrence, dir. The Thin Red Line. Fox, 1998. DVD. 

Malick, Terrence, dir. Days of Heaven. Paramount, 1978. DVD. 

MIller, Edward L.. New Orleans and the Texas Revolution. College Station: Texas A&M 

University Press, 2004.  

Morris, Errol, dir. The Thin Blue Line. MGM, 1988. DVD. 

O’Conner, Kathryn Stoner. Presidio La Bahia: Austin: Von Boeckmann-Jones Co., 

1966. 

Ornish, Natalie. Ehrenberg: Goliad Survivor - Old West Explorer. Dallas: Texas Heritage 

Press, 1997. 

85



Robinson, Fay. Mexico and Her Military Chieftains. Antonio Lopez de Santa Anna. 

http://www.tamu.edu/faculty/ccbn/dewitt/santaanna.htm. 2015.  

Santa Anna, Antonio Lopez. The Eagle: The Autobiography of Santa Anna. Austin: 

State House Press, 1988. 

School Library Journal. http://www.slj.com/ 

Tucker, Phillip T. Exodus From the Alamo: The Anatomy of the Last Stand Myth. 

Philadelphia: Casemate, 2010. 

Video Librarians. http://www.videolibrarian.com/about/submission.html 

Wayne, John, dir. The Alamo. MGM, 1960. DVD. 

86




