






who was still living in Los Angeles, for this task, especially given the close
interaction between the Mexican film industry and the studio system at this
time.117 However, the logistical and “political” obstacles to transporting two
Brazilian civilians who had yet to make their mark as international enter-
tainers across the equator during wartime were formidable, not to mention
the budgetary restrictions and the predominantly hostile disposition of the
new studio administration.118 Plans were abandoned for dialogue in the
Brazilian episodes, and Welles began drafting a new screenplay that would
substitute his own voice-over narration for most of the dialogue on the film’s
sound track.119

Finally, studio executives willing, the hypothetical fourth episode needed
to be shot and edited in its entirety. Although the subject and shooting lo-
cations for this episode had yet to be firmly decided upon, there are good
reasons why, with little time to lose, Welles mentioned “The Story of Jazz” as
the most logical choice as late as July 1942. Duke Ellington was still under
contract to Mercury at this time, and there is evidence of Louis Armstrong
being summoned to the studio in June 1942.120 However, given Mercury Pro-
ductions’ eviction from the Pathé studio lot and RKO’s growing lack of sym-
pathy for the project as a whole, Welles appears to have played it safe in the
end by substituting the Andean episode for “The Jazz Story” in the form of
a brief, narrated segue between “My Friend Bonito” and “Jangadeiros,” with
the film’s plot culminating in Rio’s “Carnaval.” This change is reflected in
his final 2 September 1943 screenplay submitted to RKO, which the studio
never approved.

At this juncture, with Welles’s expedition to Latin America complete and
the editing and release of It’s All True in limbo, a few observations regarding
the history of the film and its fledgling form as a text are in order.121 First,
in contradistinction to the conventional romantic emplotment, or “event”
history, whereby It’s All True becomes “lost” due to a climactic battle between
Welles and RKO, the film’s production is dotted by a series of crossroads,
culs-de-sac, and scenic detours, beginning with the delay of the jazz episode
and Foster’s assignment to the “Bonito” shoot in September 1941 owing to
the parallel production of It’s All True and The Magnificent Ambersons. Given the
complexity and resilience of the film’s four-part structure, along with the
filmmakers’ degree of commitment, none of these shifts was individually
sufficient to provoke a complete revamping or cessation of the project. In-
stead, each time, the film was duly salvaged and redrawn to reflect ever more
pressing wartime circumstances, and its potential social and cultural impact
became strengthened as a result. Cumulatively, however, as I hope to illus-
trate later in this book, these turning points did signal changes in the film’s
thematic foci and ethico-aesthetic orientation. Although they cannot be fairly
assessed in the absence of a final product, such changes in turn triggered a
countermovement and, to a significant extent, misreading of Welles’s mo-
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tives and the work in progress on the part of the larger production and dis-
tribution apparatus, with serious consequences for the film’s material fate.

For the moment, it is worth noting a shift within the evolving text from
a preoccupation with protagonists whose notoriety was achieved through
aggressive, idiosyncratic, or sociopathic behavior (William Randolph Hearst,
Henri Landru, Huey Long) to personages of humble origins who nonethe-
less were celebrated and revered by their communities (in nearly all the
planned episodes of It’s All True). This grassroots turn was accompanied,
paradoxically, by a movement away from relatively self-contained local and
national spheres of action and influence, toward an explicit referencing of
transnational relations within the hemisphere. This latter shift brought the
role of the state prominently into the picture both on-screen and offscreen,
without losing sight of the film’s homespun and markedly diverse protag-
onists, from a rural mestizo boy and his slightly anthropomorphized bull
to samba players and artisanal fishermen, many of whom would appear as
themselves.

More than being a whim of Welles the filmmaker or an automatic result
of the OCIAA’s mandate, this mixture of habituses is strongly indicative of
the degree to which It’s All True straddled two formative and manifestly dis-
tinct moments in U.S. cultural production in the twentieth century: (1) a
concern with civic life and a fascination with (if not always respect for) eth-
nic and regional differences, inflected by the politics of Roosevelt’s New Deal
and communicated by way of documentary cinema and grassroots ethno-
graphic observation as privileged modes of popular education (early to late
thirties); and (2) popular and institutional support for the war effort, cou-
pled with the recalibration of the film industry’s approach to representing
Latin America and a new hemispherically focused program of cultural pro-
duction, marketing, and diffusion (late thirties to midforties).

More immediately, the entry of the film into the state-sponsored milieu
of cultural diplomacy gave full license to the international press to track the
production of It’s All True almost continuously while it was in progress, well
beyond what Welles or any of his crew had experienced within the custom-
ary reach of the Hollywood rumor mill. This has yielded evidence with which
to assess its “success” during production. As well, and notwithstanding the
official fanfare and sudden press-worthiness attached to It’s All True as a
“Good Neighbor” project, Welles’s location approach to shooting (devoting
time and resources to meticulous research and engaging many of the sto-
ries’ original protagonists or their modern-day equivalents as actors) meant
that expectations for It’s All True by the communities involved, within the
framework of both the civil rights movement and the Good Neighbor pol-
icy, were quite different from ordinary expectations for commercial U.S. films
at that time. Salient among these, and a considerable stake within the do-
main of inter-American representation at large, was an “authentic” portrayal
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of cultural practices and community life whether defined along ethnic or
national lines. Such a portrayal was, in effect, an explicitly stated mission of
the film. Yet the meaning of the term authentic has tended to vary, accord-
ing to both habitus and stylistic paradigm, throughout the history of audio-
visual representation. Because it is so central a structuring principle of It’s
All True, a grasp of authentic representation as it was interpreted by Welles,
his protagonists, and his sponsors in actual practice is essential to under-
standing the fate and the design of this cross-cultural, multidimensional
project, a topic to be revisited in chapter 5.
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