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Abstract 

 

8.BIT.BROS. 

 

Rogelio Manuel Salinas, MFA 

The University of Texas at Austin, 2011 

 

Supervisor:  Andrew S. Garrison 

 

The following report describes the pre-production, production, and post-

production of the short film, 8.BIT.BROS, designed from its inception to fully exploit the 

years-developed, cumulative and varied skills of its director.  The fantastical narrative 

focuses on the strained emotional dynamic between two adult brothers that have yet to 

come to terms with having witnessed their father’s death as children.  Their trauma is 

dramatized and encapsulated in the videogame-themed psychotic hallucinations of the 

film’s protagonist.  The director’s specialized skill-set was put to practical use in both the 

creation of animatronic creature effect, “Commander Gorgo,” and during the post-

production phase of the film, wherein green screen compositing, animation, and motion 

graphics were used at length to bring the narrative life. 
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 Chapter 1:  Opening Thoughts 

 My thesis short film, 8.BIT.BROS, has required of me more focus, discipline and 

effort than any artistic endeavor I have ever taken part in.   It has also caused me more 

anxiety, stress, and, as inappropriate as it seems now that the film is finished, moments of 

pure desperation.  There are a few very distinct factors that went into the production of 

8.BIT.BROS that I feel quite drastically set the film apart from anything else I’ve seen 

come out of the Radio-Television-Film program at the University of Texas at Austin.  My 

mother, Cecilia Salinas, an ever-present fountain of support (and tough love), has the 

heart of an artist, and I enjoy sharing with her the details of my filmmaking exploits.  She 

has been privy to many of the challenges that went into making this film.  She asks me, in 

her thick, Spanish accent, “Rogelio.  Will anyone realize the amount of work that went 

into making your film?” 

 I have always taken pride in my obsessively detail-oriented work.  A visual effect 

that might enjoy a mere two seconds of film-time real estate may have taken me multiple 

weeks of excruciatingly tedious work to build.  Ultimately, though, as long as an 

audience member cracks a smile and thinks to his or herself, “now that’s cool,” I will be 

entirely satisfied.  This report, however, will go into the finer details of the more 

impractical, insane, and completely “in over my head” moments of the 8.BIT.BROS 

filmmaking process. 

 It has been more than three years since I was asked to write a report of any kind.  I 

would like to apologize in advance for the informal quality of my writing.  From what I 

can gather, it’s customary to approach the thesis report with a personable, nonchalant 

style, anyway.  After a year of writing and development, and another year and change 

spent on a grueling post-production schedule, I have a feeling that I may come off as a 
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battered, whiney filmmaker.  For this I would also like to apologize.  I’m sure that when I 

look back at this entire process in the years to come, I’ll focus only on the sense of 

accomplishment that accompanies it.  Trial by fire, and all that. 

 There are only a few key objectives that I wish to accomplish within this report.  

Most aspects of this filmmaking process overlapped, building on each other and 

oftentimes pulling each other in opposing directions.  I will try to not only recollect and 

chronicle the events as clearly as possible, but also to avoid redundancies.  It has, after 

all, been two years since I began work on 8.BIT.BROS.  I’d like to say, “Wow, two years.  

That’s hard to believe,” but the cold, hard truth is that I’ve made it a point to so 

completely immerse myself every step of the way, that it most definitely feels like two, 

very long years.  My only hope is that audiences find the finished film entertaining, 

relatable, and just plain cool. 

 As a technical aside, I’d like to also take a moment to define a few key terms that 

will undoubtedly litter the body of the report.  First off is the titular “8-bit.”  This term 

refers, essentially, to binary hardware and software coding and CPUs that process 

information at the size of eight bits.  It’s all technical jargon that I have trouble grasping, 

to be perfectly honest (hard to believe I was once a computer science major).  The most 

important bit of information here is that the original Nintendo Entertainment System, my 

first home videogame console, contained a processor that ran at “8-bits.”  These days, the 

term is used in a much more general manner to describe electronic music, images, or 

games that share the particular aesthetic of videogames from the early nineteen eighties.  

The next term is “nerd.”  For the purposes of this report, I am defining “nerd” as a person 

that has an inclination towards and affinity for genre, comic books, videogames, and 

science fiction.  This is a very generalized definition, but I use it lovingly, and quite 

frequently in this thesis report. 
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Chapter 2: Birth of 8.BIT.BROS 

 

 The first inkling of an idea for 8.BIT.BROS planted itself firmly in the deepest 

recesses of my brain back in August of 2008.  I had only just finished my pre-thesis 

documentary, Cosplay Cowboy.  The film was a personal documentary dealing with both 

my relationship with my father and my mostly private obsession with movie, video game 

and comic book costuming.  After spending the prior year, almost in its entirety, shooting 

footage of Star Wars “stormtroopers,” videogame characters come to life, and general 

comic book and anime convention mayhem, I was basking in the warm embrace of a 

nerd-y afterglow and the satisfaction of completing my third short film in the graduate 

film production program. It was only natural that I would continue to operate, 

cinematically speaking, towards creating media for this “nerd” niche demographic, of 

which I am wholeheartedly an active member. Everything from comic books, to 

videogames, to sci-fi cinema and animation, I love the stuff, simply put. 

 Being an image-maker, storyteller and a part of this ever more mainstream “nerd” 

social trend/popularization, I am of the humble opinion that I can very directly 

communicate with this demographic in a way that is not only genuine in message and 

intent, but also in a way that affords the audience the opportunity to relate to my work in 

a satisfying, personalized way.  I like what “they” like. To this end, I felt, selfishly, that it 

would behoove me to develop a narrative short that indulged my personal love for so-

called “nerd” topics.  It might be selfish in the sense that a film that plays to a 

demographic that loves genre (in this case a mash of science fiction and magical realism 
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with a retro game veneer) might make for a specialized, and hopefully more marketable 

short film. 

It was during the month of September 2008, in Professor Scott Rice’s thesis production 

workshop, that those initial flickers of an idea began to congeal into a viable, cinematic 

narrative. Very much in line with the tropes of 80’s style video-game storylines, I 

pictured in my mind’s eye a towering, broad-as-a-barn, villainous space-boar planted 

incongruously in the middle of a suburban living room.  Two young boys glower at each 

other, the porcine villain poised to consume the weaker of the two.  Silly, to be sure, but 

this specific image served as the catalyst for the film to come. 
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Chapter 3: Exploring Stylistic Inspirations for 8.BIT.BROS 

 Now knowing that I intended to create a 1980’s videogame-themed film, centered 

on a dark, tense sibling rivalry that features a giant anthropomorphized boar as the main 

antagonist, it wasn’t too difficult to see the overall aesthetic principles developing:  

8.BIT.BROS, beyond a shadow of a doubt, had to be intentionally melodramatic, slightly 

“cheese-y” and playful, play up the violence between the two main characters, rely on 

conceits of science fiction and horror films of the 1980’s, and more than anything boast 

truly authentic 1980’s videogame pastiche.  “Over the top,” with an intense level of 

detail, were the prevailing sentiments. 

 The earliest ingredients for 8.BIT.BROS, from an inspirational standpoint, have 

been in place since my early childhood.  Having sold out in all electronics retailers in 

McAllen, TX during the summer of 1986, my father made a special two-hour trip to 

Laredo, TX to pick up the original Nintendo Entertainment System (at which time came 

bundled with the games Super Mario Bros. and Duck Hunt).  I was seven years old.  My 

love of videogames has never waned.  Even now, in my early thirties, I continue to be an 

avid gamer and consider myself a connoisseur of “retro gaming.” 

 Nostalgia fuels the need for, and love of retro games, and not just for myself.  

Retro-game themed festivals have sprung up across the United States, most notably Blip-

Fest in New York City, SXSW Interactive in Austin, TX, and the FantasticArcade portion 

of the FantasticFest film festival that takes place at the Alamo Drafthouse, also here in 

Austin, TX, every September.  These festivals are a celebration of pixel art imagery and 

animation, “chiptunes” (electronic music created using the original sound hardware of the 

earliest home and portable gaming consoles), and “old-school” gameplay in general.  All 
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of these elements had to be somehow incorporated into 8.BIT.BROS if I intended to have 

any credibility with the demographic I was aiming to please. 

 The next factor in this equation is a more recent development.  I came into the 

film production program at the University of Texas a documentary filmmaker. My first 

year, second-semester narrative film was my introduction not only to screenwriting but 

also directing actors, directing a production team and shooting on film. The narrative for 

this film, Entre Las Venas, involved three brothers in the midst of an intense, physically 

and emotionally violent familial crisis. While the short was generally well received by the 

faculty of the graduate film production program, Entre las Venas, for me personally, 

always felt incomplete, curt, and due to the film’s brevity, brutally violent. The physical 

violence, in particular, did not feel dramatically “earned,” and instead felt very much like 

“violence for violence’ sake.”  The easier choice for me would have been to direct 

another documentary for my final film in the program, but given that the school provides 

us with most of the production tools necessary to pull off a narrative film I jumped at the 

chance to, with a more mature filmmaking sensibility and a desire to really challenge 

myself, revisit the thematic elements of Entre Las Venas.  This time, I wanted to “get it 

right.” 

 Finally, the cinematic inspirations for the stylistic visual choices of 8.BIT.BROS 

were also firmly rooted in my youth.  The films of John Carpenter, Ivan Reitman, John 

Landis, Steven Spielberg, and to a lesser extent, David Cronenberg were staples of my 

film-viewing diet.  The visuals of Ghostbusters and Big Trouble in Little China, in 

particular, fed my imagination as I developed the script for 8.BIT.BROS.  I’ve always 

been fascinated by the optically composited visual effects of that era of filmmaking.  

Before the days of one-click, desktop-published visual effects, there was true artistry that 

went into creating fantastical images.  Arcs of lighting in “Big Trouble” were 
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traditionally animated; drawn by hand, frame by frame, before being run through optical 

compositors.  The phantasms of Ghostbusters were men in foam latex costumes and 

pupeteered off frame by a team of special effects gurus.  “CGI” was unheard of.  I wanted 

all of these visual elements in my film, mixed in with a small dose of “Cronenberg-ian” 

weirdness. 

 I knew that I was going to have to rely on digital visual compositing and effects to 

fully realize the images I had in mind for my film (we shot, after all, in digital video), but 

I wanted to preserve some of the charm of those 1980’s films that I hold in such high 

regard to this day.  Guillermo Del Toro continues to use practical puppets and 

animatronic creatures in his films, sometimes augmented digitally, to great effect.  

There’s a real physical presence to these characters and at the time I considered it an 

endeavor well worth my time (or at the very least, worth serious consideration).   Sadly, 

though, despite a background in Studio Art, I didn’t have the slightest idea how to begin 

the design and fabrication of a complex “creature effect,” much less on a student film 

budget.  The question proved too daunting, and although I continued to include him in 

new drafts of the script, for the time being I decided to wish-list my space boar. 
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Chapter 4: Development of the 8.BIT.BROS. Script 

 The earliest incarnations of the 8.BIT.BROS script, treatments dating back to 

September of 2008 from Professor Scott Rice’s thesis workshop, always involved 

temporal shifts in the narrative, playing out mostly in the late 1980’s.  In these early, 

unfinished treatments for 8.BIT.BROS, “Marty” and “Grant” are young boys obsessed 

with videogames.  Intense sibling rivalry causes the videogame to bleed into reality.  As 

the physical world around them becomes more a facsimile of the game, the boys are 

pitted against each other in videogame themed combat.  When a non-descript (at the 

time), villainous element from the game invades their world, the older, bully-of-a-brother 

is abducted.  At this point in the narrative, it was up to the younger, meeker brother to put 

his rivalry aside, find inner courage and rescue the older. 

 Newer versions of the script further developed the relationship between the two 

brothers and introduced a Mother character to act as a moral counterbalance to their 

mutual contention.  While the younger brother, “Grant,” remained the protagonist, the 

script existed primarily in the present, with the adult versions of the two brothers 

enjoying more screen time.  This was due to a single, simple reason: I had wanted, from 

the start, to play with graphic, physical violence.  I’ve always been fascinated by raw, 

natural-looking violence in film.  Done right, violent imagery and a well placed sound 

effect can be incredibly cinematic and can elicit an intense response from the audience 

that I relish.  As believable fight choreography is difficult enough to execute, 

choreographing fight sequences with younger actors was always something I intended to 

avoid at all costs.  Spending more time in the present, with the older iteration of the 
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brothers, I could get away with casting adult actors with stage combat experience and 

limit, as completely as is practically possible, the chance of injury on set. 

Once I had made up my mind on the chronology of the story, I would’ve thought that the 

rest would come flowing to me quickly, but that was farthest from the truth.  It was 

always my intention to intertwine the past plotline with the present.  Childhood 

resentment, anger, and insecurity would fuel a reckoning of sorts in the present tense 

narrative.  The temporal jumps would slowly reveal a central plot point from which the 

familial crisis is born.  This inciting incident, however, was unknown to me at the time.  

The fantastical videogame spectacle would serve as entertaining flash, but also provide 

subtext, metaphor and narrative connective tissue.  Even now as I process this thought, 

though, this seemingly clear, deceptive story setup was one that I was fated to struggle 

with for a long time to come. 

 Screenwriting has never come easily to me, and in this arena of filmmaking, I am 

quick to feel discouraged.  I felt sluggish, with a million story questions yet to be 

answered and a million possibilities for the ultimate direction of the script.  Fear and 

insecurity took hold; fear that I would invest so much time, money, and effort into a 

script that wasn’t worth any of it.  This is a thesis film sentiment, I believe, that was 

shared by most of my classmates, but camaraderie didn’t make the situation any less 

aggravating.  Development of the 8.BIT.BROS script came to a screeching halt. 

 During the following months (the summer of 2009) my recollection of the 

development of the script blurs, with few documented notes available for record.  

Throughout the summer, my involvement in other film projects, including Keith Wilson’s 

thesis documentary, The Shrimp, shot on location in Savannah, GA, and Anthony Penta’s 

thesis narrative, The Last Thing She Wanted, provided me with excellent excuses to avoid 

developing the script for 8.BIT.BROS.  Crewing these shoots further distanced myself 
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from what I perceived as an unnecessarily painful process.  Working on the extensive 

documentary shoot that was my pre-thesis, Cosplay Cowboy, I had also felt that I’d 

robbed myself of the opportunity to work on other, more varied productions as well. 

These were all, of course, simply excuses.  I was sabotaging my thesis film before it even 

reached pre-production.  Aside from the occasional “note to self” scribbled in my 

moleskin notebook, the script went untouched until the fall of 2009. It wasn’t until a 

fortuitous conversation with Professor Jim Glavan of the Theater and Dance department 

that I would once again feel the energy and enthusiasm to pick up my pen, or laptop, as it 

were. 

 Rewinding, now, a few months back to the spring semester of 2009, I had begun 

taking a mask-making class with Professor Glavan in part to satisfy the requisite for my 

RTF minor.  As I’ve mentioned briefly, I hold a Bachelor of Arts degree in Studio Art 

from Williams College.  My passion for videogames is far outmatched by my passion for 

creating, anything, really, with my hands.  We covered leatherwork for Commedia 

dell’Arte theatrical masks, techniques entirely new to me, and the course work concluded 

with latex mask making.  Running concurrently to my coursework, Anthony Penta was 

well into pre-production on his thesis film, The Last Thing She Wanted.  A scene during 

the latter half of the second act called for a very particular special effect: the corpse of an 

eleven-year-old boy that had been buried for several years and later unearthed by his 

mother.  Anthony Penta had approached me to create a few of the special effects for his 

film, including said corpse and a fairly naturalistic, visceral throat slashing.  In lieu of a 

latex mask, Professor Glavan gave me permission to instead create the corpse prop, 

“James,” as my final project. 

 

 



 11 

 

 

 

Illustration 1: 8.BIT.BROS director, Rogelio Salinas, sculpting the initial forms for the 
cadaver prop used in Anthony Penta’s thesis film, The Last Thing She 
Wanted. 

 And now, a little bit of pertinent information regarding Jim Glavan.  Jim is not 

only proficient in tailoring, costume construction, mask making and stage makeup, but he 

spent a few years working for Jim Henson Productions.  His work with Henson’s creature 

shop included work for the ABC network television sitcom, Dinosaurs.  Jim Glavan was 

partly responsible for creating the technically complex “walk-around,” animatronic 

creatures for the show.  During one particular class day, he brought down from his office 

the better part of a foam latex dinosaur tail that he’d kept as a souvenir.  My eyes grew 
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larger, the bulb clicked on, and excitement for my thesis film was re-sparked with a 

vengeance. 

 

 

Illustration 2: The finished latex corpse prop, “James,” fabricated by the author of this 
report for Anthony Penta’s thesis film, The Last Thing She Wanted. 

 After my more than enthusiastic effort in creating the prop corpse for Anthony 

Penta’s thesis film, my relationship with Prof. Glavan changed from that of student-
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teacher, to equal “FX” enthusiasts.  In the fall semester of 2009 I approached Prof. 

Glavan with a proposition.  I requested that he sign on for a “creature fabrication” 

independent study that would both satisfy the pre-production requirements of my thesis 

film and the single, non-RTF minor class I still needed to graduate (little did I know that I 

wouldn’t graduate for another two years).  He agreed, and I promptly began design work 

on the script’s “space boar.”  With such an investment of time, energy, and pre-

production funds, the now-named “Commander Gorgo,” videogame villain of 

8.BIT.BROS, was permanently infused into the narrative, whether I was prepared for it or 

not. 

 As easily as I am profoundly discouraged, I am equally enthused by the slightest 

turn of luck.  Scoring a Jim Henson-experienced supervisor for the construction of 

Commander Gorgo pressed me into attacking, with renewed vigor, the script for 

8.BIT.BROS.  Throughout the course of the fall semester of 2009, and running parallel to 

the development of the practical boar special effect, the various story elements that had 

been so loosely connected in previous treatments began to genuinely come together. 

 Credit, at this point, should not only be paid to my classmates and Professor Scott 

Rice for helping develop the earliest iterations of the script, but also to my youngest 

brother, Efren Salinas.  It was through countless cellphone conversations that we jointly 

hammered the story elements and visuals I wanted to play with into a viable storyline.  It 

was these exchanges that resulted in, for example, the nature of Commander Gorgo.  

When the videogame Commander manifests himself in the real world, is he merely a 

hallucination in the younger brother’s twisted mind?  Is Commander Gorgo physically 

present, having actually merged with reality?  And if so, is he capable of causing 

physical harm to our characters?  This is just a sampling of the questions my brother and 

I mulled over as we jointly developed the narrative.  Another great achievement that 
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came about through this collaboration was the discovery of the critical narrative element 

that would serve as the impetus for the crisis the two brothers find themselves in.  To 

justify the animosity that I saw developing between “Marty” and “Grant,” the narrative 

required one traumatic inciting incident that so profoundly affected the characters as 

children, that they carried that trauma into adulthood.  We first eliminated the previously 

mentioned “mother” character and replaced her with a gruff, blue collar and tired father 

figure.  Then we killed dad.  Although the brothers’ involvement in “Father’s” death 

continued to change up through production, my brother and I orchestrated the plot to 

place one character partly at fault.  You killed dad, and now I’m going to kill you. 

 Efren is sharing a “story by” credit with myself.  His contribution to 8.BIT.BROS 

deserves no less and I am grateful that I had a chance to collaborate with my own brother 

on this film about brothers. 

 Up through the end of April, 2010 and the first series of rehearsals, the script 

underwent multiple re-writes guided by the direction of professors in my thesis 

committee, Garrison, Howard, Kelban, Stekler, and Berg, and a few brief script workshop 

sessions with Professor Edward Radtke.  Characters were refined.  Plot points were given 

stronger purpose. 

 Even though I’d started sending out script revisions to my classmates, most of 

them were either too busy developing their own thesis films or living their post-graduate 

lives outside of Austin, TX; one of the casualties of taking five years to finish up a three 

year graduate program.  Sadly, the few bits of feedback offered were often times not 

entirely useful to me, only opening up possibilities that would either eventually lead me 

down narrative dead ends, or to create a film that had little to do with my original 

intentions. Those comments that were helpful, though, especially those made by Soham 

Mehta and Roy Rutngamlug, pinpointed, with great accuracy, issues with the script that 
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continued to plague me through the editing process.  I’d like to note that I did genuinely 

appreciate all of their responses and interest in my thesis film.  I had not sat in a 

workshop/classroom setting with them in over two years, and in all truthfulness, I was 

pleasantly surprised that they responded in the first place.  The feeling of solidarity I felt 

as I read over their comments did wonders for my spirit.  Nevertheless, by early May of 

2010, the script had reached its final phase and was ready for principle photography. 
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Chapter 5:  The Story 

 8.BIT.BROS feels like two, sometimes three, separate films coming together to 

create a complete story.  I can recall a meeting with my thesis committee a week or two 

before principle photography to discuss the final details of the script and a few other 

production particulars.  Thesis committee member Stuart Kelban, screenwriting professor 

in the RTF program at UT, commented on the complexity of the narrative structure.  As 

complicated as some of the temporal jumps in the script may appear, and as intentionally 

deceptive the reveal of the inciting incident is structured, the narrative was quite clear in 

my mind at this point.  I hope that the following description of the storyline explains 

away the reasoning behind the choices I made in structuring the plot.  I also hope that this 

doesn’t eliminates any of the mystery that inextricably comes upon the first viewing of a 

film, or that it in any way reveals my ineptitude as a writer. 

 My purpose for delineating the key plot points of the film is so that I can interject 

at key moments and clearly address several major issues that came up not only through 

the script-writing phase, but in every single edit in post-production.  I believe that these 

issues still exist, to a lesser degree hopefully, in the final edit. 

 The film begins with our protagonist, younger brother Grant, in this scene a full-

grown man, trapped in an 8-bit, videogame themed nightmare.  Commander Gorgo, 

described only as a “Dark Juggernaut,” taunts and attacks him relentlessly.  At the 

grumbling call of the Commander, Grant responds, “Marty?  Is that you?”  After a brief, 

albeit violent beating, Grant ends up on the floor, unconscious in his own dream, 

facedown on the 8-bit concrete.  As the Commander approaches Grant’s body, his 

shadow stretches across the floor and eventually engulfs Grant.  At this point, the 
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nightmare shifts visually into reality.  Commander Gorgo’s shadow is revealed to be 

Marty’s.  He wakes Grant with a nudge of his boot and, embarrassed for his brother, tells 

him to “get up.” 

 While at first glance, this scene might just seem like a flashy, VFX-driven way to 

start the film (which is definitely partly its purpose), I felt that it offered up interesting 

questions, at least superficially, regarding Grant’s character and internal predicament.  

Why is he being attacked in his dreams?  What is the Commander’s relationship to Grant 

and older brother Marty?  The thought of “adult” Grant being persecuted, even his 

dreams, by an unclear force was one that intrigued me.  And in a playful way, I hoped 

that it might actually produce some semblance of subtext right off the bat. 

 As the narrative progresses, it’s made evident that the adult brothers are moving 

out of their home (later to be revealed as their childhood home).  Marty voices his 

displeasure in Grant’s reluctance to help pack the house up and they separate, angry, for 

the time being.  As Grant is left alone to collect his thoughts, the film shifts for the first 

time to the past-tense storyline. 

 As children, we find that Marty and Grant’s relationship is not much different.  

Just arriving home from school, young Marty quickly snatches Grant’s brand new, 

sealed-in-box videogame, Space Razor 2: Gorgo’s Revenge.  They have it out and are 

interrupted only when their father shows up unexpectedly at the front door. 

 Commanded into their father’s bedroom, most likely a regular ritual, the boys are 

reprimanded.  But when Father seems to favor the younger of his sons, Marty storms off, 

visibly resentful.  Grant leaves his father’s bedroom to try out his new videogame, but 

upon entering the living room he finds that his older brother has unceremoniously torn 

the box to shreds and is currently playing it.  The ensuing scuffle results in an 

unconscious Grant, having received a solid knockout punch, courtesy of his older brother.  
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While unconscious, young Grant has his first encounter with Commander Gorgo aboard 

the 8-bit command deck of Gorgo’s flying saucer. 

 Once back in the present-tense storyline, Marty and Grant rummage through “the 

old boxes in Dad’s room.”  Contained in one of the dusty cardboard boxes is the 

videogame console, presumably stashed away after their Father’s death and left forgotten.  

Grant insists on playing his game, despite his brother’s behest to continue packing.  Once 

plugged in and activated, the game, Space Razor 2: Gorgo’s Revenge, sets off a series of 

short, violent hallucinations within Grant that flash back to the past and reveal the 

inciting incident: Father’s death by heart attack. 

 Now conscious, young Grant watches as his father dies in Marty’s arms.  With 

their father dead on the floor, young Marty, consumed with panic, pleads to Grant.  Grant 

turns away and shuts his eyes.  This was the key gesture, for me, in that finally begins 

Grant’s character arc.  Unfortunate (and probably a sign of bad writing) that this moment 

doesn’t come until the halfway point of the film, but I had trouble beginning Grant’s 

transformation due to the temporal jumps that were so concretely edited into the script.  

Instead of getting up to aid his father and brother, he makes a conscious decision to shut 

his eyes and turn his face.  Frustrating to me is the fact that this gesture is far too open to 

interpretation.  Is young Grant turning his face out of fear?  Is he intentionally punishing 

his brother for beating him, essentially “checking out” and leaving Marty to deal with 

father’s death alone?  The former explanation seems to get more hits with viewers.  

Grant, only eight years old, has just witnessed his father’s death.  It’s only obvious that 

he would be scared.  But couldn’t that fear motivate the latter explanation as well? 

 I had always, in my mind, imagined that Grant was never done mourning his 

father’s death. By refusing to leave the physical space that holds those memories, he was, 

in effect, punishing himself for that choice; for having shut his eyes and turned away.  
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Internally, Grant feels implicit in his father’s death.  This sentiment was never clear to 

anyone but myself during the script-writing phase. My fear is that it isn’t clear, even now 

in the finished, fully edited film, despite my every attempt to convey it. 

 At any rate, as we flash forward to the present, Grant, goaded by the Commander, 

feels more anger towards Marty than shame or contrition.  Commander Gorgo orders 

Grant to attack his older brother.  “It’s your fault, motherfucker.”  Marty, once again, lays 

Grant flat on the floor in one of the more violent sequences of 8.BIT.BROS.  Instead of 

lying helpless on the floor, however, Grant physically manifests the Commander, 

regurgitating him, quite literally, from within.  Grant’s internal anguish, confused anger 

and resentment are externalized through Commander Gorgo’s physical manifestation. 

 It was my intention that this series of events clarify the true nature of Gorgo’s 

purpose in the story.  The Commander was written to be a window into the complex, 

fluctuating mental state of our protagonist, Grant.  Perhaps it was too much significance 

to assign a character in such a short film.  Colleagues that watched work-in-progress cuts 

of the film found Gorgo to be more of a simple, psychotic delusion and nothing more.  

The Commander was anger, lashing out.  Others saw the Commander as a dark protector, 

leading Grant down the wrong path, keeping him from actualizing himself as an adult.  

Ultimately, the Commander is a frightening element in the script that runs parallel to the 

horror of watching your father die before you, and at the very least, serves the film in this 

superficial fashion. 

 While the live-action Commander assaults Marty, Grant flashes back into the past 

one final time.  Young Grant finds himself, still, on the living room floor.  Young Marty 

stares at him, desperation in his eyes.  Their Father lies dead on the carpet.  But this time, 

Grant’s recollection of the event transpires differently.  Grant re-writes history.  He 

makes a conscious choice to get up to confront his father’s death.  A moment before 
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young Grant can take action, however, a cloud of three-dimensional pixels generates out 

of thin air, before young Grant’s very eyes.  Out of the cloud of spinning cubes emerges 

Commander Gorgo.  The Commander threateningly demands that Grant “stay the hell 

away” from his brother Marty.  

 This line of dialogue is another readily misinterpreted gesture on the part of the 

Commander; perhaps not “misinterpreted” as much as “further confusing Gorgo’s 

narrative purpose.”  Why does Commander Gorgo threaten Grant and what are his 

motives?  Sticking to the prior interpretation of Gorgo as metaphor for Grant’s mental 

state, the answer is clear.  Gorgo is just as much the angry, masochistic side of Grant’s 

personality as he is anything else. It may seem counter-intuitive that Grant want to punish 

himself by remaining in his father’s house, but it’s also quite human.  Gorgo does not 

want Grant to let go of his pain.  If Grant let’s go Gorgo ceases to exist.  In other words, 

emotional pain feeds on pain, anger on anger, and sadness on sadness.   The vicious 

emotional cycle fuels itself from within. 

 Young Grant stands up to Gorgo, who hastily retreats into the corner of the room, 

and Grant walks forward to his brother.  In a visual moment that seems to always catch 

viewers off guard, young Grant transforms into his older self, and with tears in his eyes, 

apologizes to young Marty.  This psychological choice banishes Gorgo in a flash of white 

light and ends Grant’s hallucination. 

 In the present, Grant realizes that it was actually his hands strangling the life from 

Marty.  Immediately released Marty from his grip, the exhausted brothers share a 

moment of recognition. 

 I realize full well that most of the abovementioned interjections on the original 

intent of the script will quite possibly only ever exist in my mind.  Do all of these 

sentiments come through in the final film completely unscathed by the editing process?  
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More than likely not.  But as long as the core elements shine through, elevating the film 

beyond the status of simple entertainment, you won’t hear me complain. 
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Chapter 6: Casting the Brothers (and Friends) 

Casting was relatively easy for 8.BIT.BROS because of the utter lack of actors that 

showed interest in the film.  There were literally only three actors, for example, that 

showed up to audition for Young Grant.  Luckily, I had a few aces already up my sleeve. 

The biggest asset to the production throughout the casting process was our casting 

director, Sydney Andrews.  A very talented actress in her own right, Sydney made herself 

available to read against auditioning actors, in addition to organizing the audition 

schedule, contacting actors with location and time, and generally providing a sharp eye 

(in terms of performance). 

Another advantage was the involvement of a friend and actor, Joey Hood.  He had 

signed on to portray the adult version of Marty before the script was even finished, and 

even offered some feedback throughout the script’s development.  I had always been 

impressed by the naturalistic, organic quality of his acting, and I knew that he could 

provide the intensity necessary to pull off the role.  I was very much interested in 

exploiting not only his acting talent, but our already-developed rapport as well.  

Casting Grant, both Adult and young, was the biggest challenge during our 

auditioning process.  Sydney had recommended Pierce Purselley, then an undergraduate 

student in the Theater and Dance Department at UT.  He auditioned and his boy-ish looks 

and nuanced performance immediately landed him the role.  I knew that I would probably 

not find a child actor that would match Pierce’s physical characteristics, but I felt that his 

soft features, long eyelashes, soft voice and generally mild demeanor would be enough to 

instantly recognize him on film as “the younger brother.” 
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Casting Young Grant, on the other hand caused us quite a bit of grief.  A grand 

total of two actors came in to audition for the role before our little blonde-haired, hell-

raising miracle walked through the door.  The casting call I’d put up on AustinActors.net 

called for a “firecracker,” and a firecracker we got.  When other child actors auditioned, 

you could clearly see the gears turning in their heads as they made decisions on how to 

deliver their lines.  They were at that peculiar age when they begin to become more self-

aware as actors.  They were attempting to internalize and intellectualize each action, the 

delivery of each line of dialogue.  Their performances just rang false.  How could I 

possibly hang the weight of my entire film on a child actor I couldn’t trust?  Enter Carter 

Smith.  Only having performed in a single, local commercial before auditioning for our 

film, Carter did not act. Carter just did.  His entirely natural performance blew the other 

auditioning actors out of the water.  He, too, was cast on the spot. 

The rest of the actors were cast mostly to satisfy a physical type.  For the young 

iteration of Marty, we cast Michael Kanarski.  At thirteen years old, he already measured 

a staggering 5’11”.  He was big, brutish, and ultimately gave us the performance we 

needed for the film.  “Father,” too was cast for type.  In an attempt to make Father’s heart 

attack a more believable one, we decided to cast James Ireland for the role.  I had an 

immediate appreciation for James’ rough voice, and he had a thin, delicate frame.  His 

face was angular and sharp, but he had warm eyes.  It wasn’t too big a stretch to imagine 

him a tired blue-collar worker, keeling over from a stress-induced heart attack. 

To cast the actor to portray the physical performance of Commander Gorgo, I 

contacted Conrad Gonzales.  I had met him previously on Dir. Benjamin Slamka’s short 

film, Tracy.  I knew that the finished Commander Gorgo costume would probably weigh 

a considerable amount, and I knew that I would need a strong, tall actor to carry it all.  

Conrad had at one point been a semi-professional football player.  He had the height, the 
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strength, and enthusiasm to pull Gorgo off.  When I finally e-mail him, I felt quite 

sheepish.  I was asking him to perform under a mask and about two hundred pounds 

worth of animatronic costume.  To make matters worse, I would more than likely cast a 

separate actor to voice our space boar.  I had carefully written a three-page e-mail with a 

character synopsis for the Commander, extolling the importance of the character to the 

narrative, trying my hardest to entice Conrad to sign on.  Ever the trooper, Conrad 

responded with a single sentence: “You had me at ‘monster.’” 

It wasn’t until late in the post-production game, and once the film was picture-

locked, that I put out a call for the second half of Commander Gorgo.  Several deep-

voiced non-actors (mostly radio voice over artists) replied to the casting call. 
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Chapter 7: Cinematography and the Visual Aesthetic of 8.BIT.BROS 

Years before I even came up with initial idea for my thesis film, I had promised a 

young DP, Ellie Ann Fenton, a close friend and collaborator, that she could shoot my 

film.  She finished up her undergraduate studies at the University of Texas RTF program 

and a few years later was accepted into the cinematography program at the American 

Film Institute in Los Angeles.  This all happened, of course, before I could get the 

8.BIT.BROS pre-production train rolling.  But, as they say, “a promise is a promise.”  

When the time came, some of the pre-production funds went towards purchasing Ellie a 

plane flight back to Austin. 

Without Ellie on board as our Director of Photography, this film very likely may 

never have come to fruition.  The resources at her disposal, here in Austin, alone made 

her an incredible asset, let alone her talent as a cinematographer.  It was her professional 

connections that resulted in half of the lighting equipment used throughout the production 

and the whole of the grip and electric team.  Ellie was also able to source a RED One 

high definition digital video camera to shoot our film with. 

In preparation for principle photography, I asked Ellie to watch films from the 

80’s that featured children.  On that list were Shane Black’s The Monster Squad and 

Steven Spielberg’s E.T.: The Extra Terrestrial.  Funnily enough, though, we ended up 

scrapping any pre-conceived notions for the visual aesthetic of the film and arrived at a 

simple formula.  The present-tense storyline was given a blue tint, higher contrast, and 

sharper focus.  The past-tense sections of the film were treated in exactly the opposite 

fashion.  A wider aperture to provided for a shallower depth of field, and warm yellows 

and reds rounded out the softer aesthetic we were looking to achieve. 
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For the most part I stayed out of Ellie’s way during principle photography.  While 

I did have a say in shot composition, it was very important to me that 8.BIT.BROS have 

that distinctly “Ellie” visual fingerprint.  Ellie has yet to see the final, color graded 

footage.  I hope she’s proud. 
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Chapter 8:  Bringing the Commander to Life 

The catalyst that got this crazy ball of filmmaking craziness rolling, Commander 

Gorgo is one of the crowning technical achievements of 8.BIT.BROS.  It also most 

definitely falls into the category of “in over my head” personal filmmaking exploits. 

Throughout pre- and post-production, I strived to create a sense of production value that 

would elevate 8.BIT.BROS beyond the standard “student” film.  I also wanted to make a 

film that few other MFA candidates in the RTF program would be capable of.  Truly a 

“Rogelio Salinas” film.  My Studio Art background would serve me well in this respect, 

but the endeavor did not come without its costs.  I am embarrassed to admit the amount 

of pre-production funds that were wasted on failed silicone rubber casting sessions of the 

Commander’s face; underestimated silicone pours that resulted in half-formed porcine 

faces.  Like most every other technical aspect of the 8.BIT.BROS filmmaking process, 

design and fabrication of the Commander was a completely new and foreign challenge to 

me.  But, again, as with the other technical aspects of 8.BIT.BROS, I stubbornly pushed 

forward, kicking and screaming the entire way. 

The creation of the Commander was a long, drawn out, multi-step process that 

spanned the course of several months (September, 2010 through May, 2011).  The first 

step, of course, was to design the look of the creature.  I was drawing inspiration from a 

well-known Nintendo series, The Legend of Zelda.  This game’s recurring villain is the 

evil wizard Ganon, also very porcine in nature. 
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Illustration 3: Evil pig-wizard Ganon, from the videogame series The Legend of Zelda. 

I spent several days drawing sketches of the character’s face.  Eventually I 

whittled my choices down to two similar designs and ultimately settled on the sleeker of 

the two (see Illustrations 4 and 5).  I didn’t want the Commander to appear to be 

overweight or sluggish.  On a subconscious level, I think an audience might be quicker to 

perceive Gorgo as intelligent and cunning if he had a sleeker, more sculpted face.  It was 

also important for me to find the right balance between “athletic” and “hulking.” 
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Illustration 4: The original concept drawing for the Commander Gorgo.  The flight-cap 
detail survived through to production. 
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Illustration 5: A rejected design for the Commander. 

With the design in place, sculpting work began soon after.  Knowing that I would 

eventually create a silicone rubber jacket mold for the sculpture of the Commander’s 

face, I intentionally used only non-sulfurous plasticine.  Sulfur could potentially inhibit 

the curing process of the rubber silicone mold.  The sticky mess that would follow would 

surely destroy the sculpt of Gorgo’s head.  After a few months of sculpting the major 

forms of the Commander’s face, I moved on to detail work, including skin pores, 

wrinkles and the gnarled skin around Gorgo’s mouth and chin.  The sculpt was completed 

by the end of January.  By the end of February, the Commander Gorgo bust was ready for 

the molding process. 
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Illustration 6: Commander Gorgo sculpt detail.  Pores and wrinkles were created with 
a fine needle tool. 

Jim Glavan re-enters the picture, here. We were well into our “creature 

fabrication” independent study.  As always, Jim was enthusiastic to help in any way he 

could.  Since the molding process can be a difficult one, I asked a few friends to join me 

in my garage workshop to make a day of it.  With so many hands available to help, the 

mold making process was handled deftly and with the great care this process requires.   

It’s important to move quickly and be as thorough as possible. Any air bubbles trapped 

between the viscous, un-cured rubber silicone gel and the clay sculpture would eliminate 

detail.  The mold-making tutorial I typed up for those that helped is replicated, here, in 

Appendix B of this report. 

Once the mold was done, I spent the better part of three months trying to figure 

out how to successfully use it.  This was the most costly period of development for the 
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Commander.  I had been purchasing Smooth-On brand rubber silicone and other 

materials from a supplier in Dallas called Reynold’s Advanced Materials.  While they did 

offer an academic discount, the materials were not cheap.  With every failed attempt to 

successfully cast a test “pull” of the Commander’s face, I was throwing funds down the 

drain. 

After months of experimentation, careful calculations and a more concrete sense 

of confidence, I eventually succeeded in casting a perfect pull of Gorgo’s face during the 

production of the film.  If my principle photography hadn’t been plagued by sleep 

deprivation before, it certainly was now.  Instead of resting and preparing for the 

following day of shooting, I spent my nights airbrushing more details and a realistic skin 

tone onto the soft, stretchy silicone copy of Gorgo’s face.  The result was quite fantastic 

and well worth the time and effort, though. 

I cannot fail to mention the other key members of the “Commander Gorgo 

Creature FX Team.”  Concurrently developing the rest of Gorgo’s body (the “walk-

around” portion of the creature) was the production’s special effects costume 

designer/builder, Kim Ngo.  She designed and fabricated everything from Gorgo’s 

spacesuit, to his gloves, and down to his flight cap.  Benjamin Slamka engineered and 

built two oversized, puppet-able hands to go inside the creature’s gloves and scenic 

designer, Kevin Beltz worked on the remote controlled robotic elements that gave the 

Commander’s silicone face its movement and articulation. 

It was not until 30 minutes after Gorgo was required on set (on the final day of 

principle photography), that the animatronic head and accompanying costume was fully 

assembled.  The last moments of its construction were spent punching natural, bleached 

Yak hair, one strand at a time, into his silicone chin.  Now, with what looked like a “Fu 

Manchu” beard, I took my personal beard trimmer to the Commanders face and reduced 
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his facial hair to stubble.  After months of toiling away in a cold garage, Gorgo was ready 

for his close-up. 

 

 Illustration 7: Commander Gorgo on the haze-y set of 8.BIT.BROS. 
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Chapter 9: Production 

Aside from the aforementioned mishaps and production setbacks with the 

Commander costume, principle photography on 8.BIT.BROS ran more smoothly than I 

could’ve hoped.  This was, again, in no small part due to the strict and efficient measures 

that our DP, Ellie Fenton, enforces on set.  While most student film productions 

inevitably require dropping camera setups to “make their day,” the 8.BIT.BROS 

production team continually found itself with the luxury of extra time.  This time was 

invaluable, as we were allowed the opportunity to either revisit previous setups of the day 

that may have been executed unsatisfactorily, or dare I say it, actually add new shots to 

our list. 

The first three days of production were spent at our “house” location in north 

Austin shooting the child actors for the past-tense portion of the storyline. I was eager to 

get to work with the children (and be done with them as soon as possible, to be entirely 

frank).  Another consideration was the set dressing.  In the past, the house was fully 

furnished and decorated to look as if it was actually lived in.  We had decided that it 

would be easier to “do the heavy lifting,” so to speak, earlier on during principle 

photography.  Later, all we would have to do is pull all of the furniture out of the house to 

create the appearance that the brothers were, in fact, moving out.  The first company 

move took us out east of Austin to the green screen stages at Spiderwood Studios for 

three days of foreground plate shoots.  And, finally, after a few days of respite for our 

production crew, the company returned to our “house” location to wrap up photography 

on the older iteration of the brothers and Commander Gorgo. 

 



 35 

Chapter 10:  Editing 8.BIT.BROS 

Until this production, I had never actually seen a RED camera in person, much 

less edited the “.R3D” file it creates.  I had heard nightmare stories regarding 

interminable transcode times converting the .R3D footage into an editable codec.  Along 

comes news of the new AVID Media Composer 5.  AVID had created a new system, 

referred to as AMA, whereby editors could directly ingest the raw .R3D footage and cut 

instantaneously, with no need for an initial transcode.  While the thought was tempting, 

there was no way that I could afford, especially after the gargantuan expenses of principle 

photography, the $5000 full retail version of Media Composer 5.  My DP Ellie Ann 

Fenton offhandedly suggested that I e-mail an AVID representative and request that they 

sponsor my film by donating a free copy of “MC 5.”  If you’d asked me then, I would’ve 

told that there was no way on earth that they’d be willing to gift me a copy of their 

editing software.  Ellie was right, though.  A month after my initial e-mail, I received a 

response asking me for my address.  Within days, I was enjoying the luxury of editing 

raw RED camera footage. 

 Initial edits of the film were stilted, and as Professor Charles Berg referred 

to them, “the bad kind of cheese-y.”  Over the course of five months, poor performances 

were cut from the film wholesale.  The actor portraying the young version of Marty, and 

his father, in particular, were edited down to the most basic of presences in the film.  I 

kept what little worked, and what didn’t hit the cutting room floor.  The more I seemed to 

eliminate, the better the film flowed.  But even as I arrived at a picture lock, the film felt 

incomplete.  Without the visual effects in place, the film felt, as Dr. Paul Stekler so 

delicately put it, “empty and clunky.” 
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Chapter 11:  The Visual Effects of 8.BIT.BROS 

 8.BIT.BROS is comprised, roughly, of about eighty to ninety shots.  I haven’t 

bothered to take an accurate count.  I do know, though, that exactly sixty-three of those 

shots have a visual effect element composited into them.  Sixty-three visual effects shots 

stood in the way of my graduation and completion of my film!  A daunting task, to be 

sure, and one that I sloughed my way through singlehandedly, one shot at a time.   It was 

an incredibly isolating and lonely nine-month process.  I can proudly say that that not a 

single effects shot was superfluous, too.  I firmly believe that they all serve to move the 

plot forward.  Indeed, without these VFX shots, the narrative doesn’t hold up, and vice 

versa. 

 My approach to the visual effects of 8.BIT.BROS was an unconventional one.  

While I had a clear image of a desired result, the effects were neither specifically 

storyboarded, pre-visualized, nor the techniques tested beforehand.  This would 

undoubtedly make a visual effects supervisor spit fire from his eyes.  Stupidly (or luckily 

depending on your point of view), I was my own visual effects supervisor.  And while in 

retrospect, I would’ve loved to have spent a few extra months better preparing for the 

visual effects work to come, my schedule did not allow it.  I did, however, do the 

necessary research on the animation and compositing tools and software that I would be 

employing to execute them, and I had a fairly good idea of what raw visual elements I 

would have to acquire during principle photography.  Along with my capable, but by no 

means “professional,” skills in Adobe After Effects, I felt comfortable moving forward. 

 I must admit that this approach did free me up considerably to interpret the 

footage as I saw fit, unconstrained by any pre-conceived compositions.  “Winging it,” in 

this case, resulted in organic visuals, and despite the more tedious aspects of visual effect 
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creation, ultimately brought me considerable enjoyment.  A detailed dissection of one of 

the more striking images from 8.BIT.BROS will lend insight into the work that goes into 

completing a visual effect. 

 Commander Gorgo makes one final, dramatic entrance during the climactic scene 

in 8.BIT.BROS.  At the time, I was head over heels for the ABC series LOST, and in 

particular, the visual effect used to create the “smoke monster.”  As young Grant rises 

from the floor of his living in the final flashback, Gorgo was to make an appearance that 

shared similar visual characteristics.  I knew that I wanted a cloud of digitally generated 

particulate matter to engulf Gorgo, with only his upper body and hands emerging from 

the resulting particle cloud.  Bringing to life the swirling mass of three-dimensional 

pixels (“voxels”), however, was trickier than I’d imagined.  I’ll cover the steps taken in 

chronological order and with as much simplicity as I can muster to avoid getting bogged 

down with unnecessary jargon and technical detail. 

 The very first step, as was the case with quite a few of the visual effect shots, was 

to run the background plate through  “3D-motion matchmove” software.  The 

background plate in the case of this particular composition was the past-tense iteration of 

the living room, shot handheld during principle photography, and sans floating pig 

monster (of course).  Our Director of Photography, Ellie Ann Fenton, intentionally added 

more “camera shake” than would normally be achieved were the camera held naturally.  

Ellie did this at the behest of the director because digital elements “locked in” and 

correctly composited into the three-dimensional space within a moving shot result in a 

more convincing merger of the visual elements.  The real trick in this case, however, is to 

achieve a solid three-dimensional track.  The software I utilized was “PFHoe.”   It is a 

more affordable alternative to the professional version of the software, “PFTrack.”  

Despite have fewer features than PFTrack, the PFHoe software provided more than 
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adequate results (and at a budget price, to boot).  Both 2D and 3D motion trackers work, 

primarily, by isolating within the image unchanging points of high contrast.  A white 

pixel that happens to exist next to a black one, like a specular highlight on a glass surface, 

for example, works beautifully.  Multiple points were isolated by the software to achieve 

a solid motion track.  Without at least two points for the tracker to “latch onto,” it 

becomes impossible to track the rotation of the shot, otherwise the software would only 

be able to track the shot’s changes along the “x” and “y” axis.  The next step requires that 

a virtual, three-dimensional cube be oriented “inside” the shot, as if the shot itself was 

actually in three dimensions.  For this reason, and especially during the green screen 

shoots, apple boxes were intentionally placed in the shot so that the three-dimensional 

cube could simply be overlapped onto them.  When it was necessary to shoot a perfectly 

clean background plate, the apple box could not be placed into the shot.  Luckily, it’s 

relatively easy to find rectilinear shapes within the shot with which to correctly line up 

the virtual cube.  For this Gorgo reveal shot, a bookshelf in the room was adequate 

enough.  The tracking software combines the tracking point information with the 

orientation of the cube and extrapolates a frighteningly accurate (exact, at times), virtual 

“camera” that mimics the movements of the on-set camera.  Every little bump, wiggle 

and twist of the camera operator’s movements, when done correctly, is replicated.  It is a 

truly spectacular technology. 
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Illustration 8: The background plate used in Commander Gorgo’s final reveal. 

 As mentioned above, all of the compositing for 8.BIT.BROS was done within 

Adobe After Effects CS5.  The resulting “camera” from PFHoe and the background plate 

that matches it are combined within the same After Effects composition.  At this point, 

any 3D element placed into the composition should move accordingly with whatever 

movement the original camera operator captured on set. 

 Following this intial, and sometimes persnickety process, the greenscreen-ed 

foreground plates (Commander Gorgo) are color-keyed, place into the composition, and 

converted into a 3D element.  A quick preview of the composition would verify whether 

or not the 3D motion track was successful or not.  The 3D Gorgo layer would either move 

along inside the shot as if he had actually been there on set, or he wouldn’t, in which case 

it was back to PFHoe to refine the matchmove. 
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Illustration 9: The Commander, himself, shot in front of a portable greenscreen in 
available daylight. 

 Using the same technique, the green screen is keyed from the foreground plate of 

Gorgo’s gloved hands and then introduced into the mix.  As a quick aside, the live-action 

Gorgo had puppeteer-able hands; wired extensions that were controlled by Conrad 

Gonzales from within the Commander Gorgo costume.  I was never entirely satisfied 

with the way the hands looked (they were too narrow and flimsy-looking).  So I knew 

that I had to take advantage of this shot to include live-action, black-gloved hands.  The 

hands could easily be scaled up to match the proportions of Gorgo’s upper body. 
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Illustration 10: The director of 8.BIT.BROS, performs the hand gestures that would later 
become Commander Gorgo’s. 

 Once satisfied with the placement of Gorgo’s body parts, I began working on the 

particle generator that would serve to create the “cube cloud” element.  To this end, an 

After Effects plug-in by the Swedish software development company Trapcode, called, 

appropriately enough, “Particular,” was used.  One of the coolest functions of Particular 

is that not only are its particles customizable, but they are generated in 3D space.  They 

interact with the 3D camera previously created by PFHoe, and with any virtual “lights” 

placed into the After Effect composition to great effect. 

 A pre-prepared, spinning blue cube composition served as the template for all 

particles generated by Particular.  Another extremely useful feature of the robust 

Particular plug-in is its simulation of physics.  The cubes generated by the particle 

emitter, after being wrangled into the general shape of the cloud, had air turbulence and 

resistance physics applied to them, so that as they moved through space, their movement 
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would seem natural, with a truly organic, flowing quality to them.  The kinetic energy of 

the cloud’s movement was transferred over to the cube particles.  Four sets of particle 

generators were employed for the shot.  The first two carried most of weight, figuratively 

speaking, filling in the forward and rear areas of the cloud.  The third and fourth 

generators served almost as “arms,” connecting the gloved hands to the rest of the cloud 

body. 

 As I mentioned previously, the particles generated by Particular are light reactive.  

Any After Effects lights placed into the composition effectively change the lightness and 

contrast values of the particles (in this case, the cubes).  To simulate mini-lightning 

strikes within Gorgo’s cloud, several “point” lights (directionless lights within the After 

Effects environment that exude light universally outwards, much like a sphere), were 

randomly assigned and quickly reassigned position and intensity values.  Basically, the 

lights bounced around inside the cloud, moving every few moments, and flickered at 

random varying degrees of intensity.  The effect of the point lights on the cube cloud very 

closely simulated lightning strikes within a thundercloud. 

 One of the principal, character-defining touches added to the composition were 

Gorgo’s ever-present, glowing, blinking, red pixel pupils superimposed onto his goggles.  

I had never intended to create fully functional eyelids and eyeballs for Gorgo, but instead 

chose, in the earliest design concepts for Gorgo, to digitally composite pupils onto the 

black surfaces of his “surgically implanted” goggle-eyes.  What would have taken 

months to develop as a practical effect was accomplished in mere moments using this 

digital approach.  The position of the pupils could be animated to follow actors and 

adjusted accordingly in the service of eye line matching.  Plus, the fluttering, red glow of 

the pupils just looks simply wicked, in my humble opinion. 
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 To completely sell the Commander’s physical presence in the living room, the 

final touch added to our composition was the shadow that Gorgo would naturally cast 

against the far wall were he actually in the room.  The relatively correct shadow was 

created by taking only the After Effects layers for Gorgo’s body (his hands and torso) and 

the particle cloud layers, giving them a completely white Fill (essentially making it a 

white blob in the perfect shape of the aforementioned layers) and placing it against a 

black background with two crosshairs placed on both the extreme right and extreme left 

sides of the frame that share the same three-dimensional space as the Commanders now 

white silhouette.  The reasoning behind the addition of the crosshairs is simple.  Once the 

all-white shadow is inverted and the black background eliminated the black background 

(leaving us with only a black silhouette of Gorgo’s body and magical cloud), the rendered 

shadow would still wobble around as if being viewed by the original 3D After Effects 

camera that runs our Composition.  The two crosshairs would serve as high-contrast 

tracking points to, this time, not track the shadow image, but rather stabilize it.  With the 

shadow now stabilized, the remaining steps are few.  The now motionless shadow is 

activated as a 3D layer in After Effects, placed in 3D space to appear to be “wallpaper-

ed” onto the far wall of the room (the wall opposite our key light), a liberal dose of 

Gaussian Blur is added to soften the edges of the shadow, and a quick opacity adjustment 

to roughly sixty perfect completes the effect. 
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Illustration 11: The final composited shot of Gorgo’s climactic reveal. 

 

 I need to stress that this is just one single VFX shot out of sixty-three.  Half of the 

stuff I’d planned during pre-production I had no idea how to execute, and each shot had 

its own eccentric workarounds.  Each shot, truly was a completely fresh challenge.  Even 

pulling greenscreen chroma keys from a foreground plate  

 I learned more during the nine months of post-production spent on visual effects 

than in the seven years that I’d been playing around with After Effects.  Because, really, 

after the post-production for 8.BIT.BROS, everything prior to it is just child’s play.  But 

as pleased as I am with the finalized visual effects, the nine months that went into their 

completion were terribly lonely.  They took quite a toll on me psychologically and 

emotionally.  Not to mention the inordinate amount of girth my belly’s accrued from 

sitting in front of a monitor twenty hours out of the day for the better part of a year.  If 

not for my girlfriend Sydney Andrews and my canine buddy Norman (who accompanied 

me on each and every required all-nighter), I might not have made it through that dark 

cave on time…  or ever. 
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 Chapter 12: Chiptunes and 80’s Sci-Fi Synth 

 Far and away, one of the more personally satisfying and pleasurable experiences 

of the 8.BIT.BROS post-production phase was my collaboration with composer Michael 

Pace.  Husband to one of my now graduated classmates, Kim Hall, Michael had 

expressed interest in scoring 8.BIT.BROS the moment I announced that the film was 

looking for a chiptune composer.  Once again, “chiptunes” are digitally composed pieces 

of electronic music that replicate the sounds produced by older videogame consoles’ 

sound hardware. 

 As if Michael’s enthusiasm wasn’t enough for me to gladly bring him onboard the 

project, he had recently composed retro game music for a few smartphone gaming 

applications and was already fluent in the electronic sounds and digital instruments that 

would be required to create convincingly accurate sounding videogame music for 

8.BIT.BROS.  I couldn’t have been luckier; a great surprise considering I’d had a poor, 

barely collaborative experience with the composer for my pre-thesis documentary. 

 It was of the utmost importance to me that Michael and I nail the diegetic music 

for Space Razor 2: Gorgo’s Revenge (the faux, in-movie videogame from which the 

Commander is born) as soon as possible.  Immediately, I bombarded Michael with audio 

clips of my favorite 1980’s videogame soundtracks.  Among my top ranked pieces of 

music were selections from Nintendo classics Contra and MegaMan 2.  But the piece of 

music that most captured the darker, sci-fi tones I was looking for, surprisingly enough, 

was the “level 1” track for the movie licensed Batman game based on Tim Burton’s 1989 

film.  Amongst chiptune enthusiasts, the soundtrack for Batman is considered some of the 

finest, and just plain coolest, collections of classic gaming tunes.  The track for the first 

level of the game, entitled “Streets of Desolation,” is fast, has a sharp bass line, and 
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utilizes “instruments” that are vaguely reminiscent of synthesizer music from the 1980’s.  

Time and I again, I referred Michael to this piece of music. 

 Although we’d isolated major harmonies that we wanted to work with soon into 

our collaboration, it wasn’t until the sixth or seventh iteration of his composition that I 

was entirely satisfied.  Michael had created authentic-sounding videogame music for my 

authentic-looking faux videogame.  We were in business.  With the music in place, I was 

wholeheartedly anticipating people, post viewing, inquiring which game I’d dug up from 

my Nintendo collection to stand in as Space Razor 2.  This is one the greatest technical 

achievements of the film. 

 Now, to fill out the rest of the film’s score, it seemed only natural, since Grant’s 

hallucinations all originated from the Space Razor game, that the non-diegetic score also 

be completely inspired and dictated by the melodies of the Space Razor’s chiptune.  After 

a brief flirtation with electric guitar, Michael settled on several staples of sci-fi cinema 

and television:  a Moog synthesizer, a standard synthesizer, and a electronic sounds that 

would make the composer of the Dr. Who theme proud. 
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Chapter 13:  That Portuguese Sound 

 Back in February of this year, 2011, the head of my thesis committee, Andy 

Garrison, approached me with a wonderful opportunity.  He was heading to Portugal to 

spend a few weeks teaching a sound design for film class.  He offered to take my film 

with him and assign it to two of his students as their semester project.  As I was already 

completely bogged down with the VFX schedule, and the thought of having to produce 

fifteen minutes worth of, what I expected to be, very complex sound design, I didn’t 

hesitate to say, “Yes!  Please!” 

 My film was assigned to Mário Jacinto and Lucas Palmeira.  Lucas and I didn’t 

interact in the slightest until the final moments of their sound course.  He was 

irresponsible, leaving the majority of his work till the last three days, refused to 

collaborate and acknowledge the direction I was providing for his sound design, and 

ultimately became a huge disappointment and a cause for even more stress and anxiety.  

Much to my displeasure, I had to e-mail Lucas to notify him that his services would no 

longer be required on 8.BIT.BROS. 

 Mário Jacinto, on the other hand, was responsive, enthusiastic, and quite talented, 

as anyone who listens to the film will plainly notice.  We video-conferenced on an almost 

daily basis and a genuine camaraderie soon developed that instilled in our professional 

relationship a sense of trust that is so essential when working on two different continents.  

Files were transported across the Atlantic via WeTransfer.com, and with that site’s two-

gigabyte limit, file size was never an issue. 

 Mário is responsible for the majority of foley sound created for the film, but I 

think the process he enjoyed the most was the creation of the electronic sound effects that 
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are so specific to videogames of the 80’s.  He is a popular DJ by night and has a penchant 

for loud, strange electronic sounds. 

 8-bit sound effects were creating using a freeware piece of software found online, 

called “as3sfxr – 8-bit sound generator,” whose algorithms matched perfectly the 

hardware capabilities of the original Nintendo Entertainment System, the gaming console 

whose sound I was most fond of.  Mário carefully crafted individual sounds using the 

generator and layered them in ProTools to replicate the sample sound effects I’d been 

sending him from the start of our collaboration. 

 Mário went above and beyond our intial work agreement after the film hit its first 

deadline pushback.  I was a nervous wreck, thinking that I would have to find a new 

sound designer in Austin to complete Mário’s work.  Losing him would have been a huge 

setback, especially when taking into consideration the awesome quality of his work.  

Thankfully, Mário was completely committed to seeing the project through, on his own 

time, and no matter how long it took.  On a more casual note, I always felt my film was 

given an extra sense of legitimacy when I told people that, “yeah, I’m waiting on those 

files from my Portuguese sound designer.” 
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Chapter 14: Multiple (and Heartbreaking) Missed Deadlines 

 8.BIT.BROS was postponed not once or twice, but three times over the course of 

its post-production.  The original three deadlines were December of 2010, then May of 

2011, and then finally the 28th of July 2011, all of them missed. 

 There is little I wish to recollect about the three major deadline push-backs the 

post-production of 8.BIT.BROS has endured.  I was attempting to do something 

singlehandedly that required, realistically, an entire team of graphic designers, animators, 

3D motion track artists, and compositors to finish in a timely, stress-free manor; not to 

mention an entire room full of linked computers to render out the finished, high-

resolution shots.  But I will offer this piece of advice:  Never let hubris stand in the way 

of practical, reasonable expectations.  And never, under any circumstances, should you 

underestimate the amount of time and effort your work might require to achieve polished, 

professional-looking results.  It’s one thing to say, “Sure, I’ve got to design a videogame 

that looks legitimately complete and straight out of the 80’s.”  But putting something that 

ambitious together, no matter how clearly its visuals might exist in your head, is no small 

feat.  I vow, here and now, to never make this same mistake again.  I will travel to the 

ends of the earth to acquire the funding necessary to pay a full-time team of visual effects 

artists.  Let it be noted. 
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Chapter 15: Color “Grading” (“Because ‘Correction’ Makes it Sound 
Like There Was Something Wrong With the Footage to Begin With”) 

 Our director of photography, Ellie Ann Fenton, had insisted, the second we 

finished shooting principle photography, that I contact Tray Duncan to color grade 

8.BIT.BROS.  I’d heard of Tray, his name mentioned casually by the technical staff of the 

RTF department, but I’d never actually met the man myself.  Ellie served as the go-

between and set up initial contact between us.  Tray offered to donate his services as 

color grader upon viewing the film.  If he liked it, he would come aboard, if not, then he 

would pass on the project. 

 I knew that Tray had an extensive career in all things visual effects.  At the time, 

most of the effects were incomplete, but I hesitatingly sent him an incomplete online 

screener of the film, my fingers firmly crossed.  To my delight, Tray adored the film.  In 

his words, “I couldn’t believe you pulled off the pig monster, and on a student budget!  

And the music!  So John Carpenter!”  Tray has a wonderfully playful energy about him.  

This chapter’s title is actually a direct quote from the man himself. 

 Over the course of six color correction sessions, the last two supervised by me, we 

took the raw, default images created by our Red camera and applied minimal color 

grading to them following the objectives Ellie and I had set up during principle 

photography.  Images from the present-tense storyline were infused with blue tones and 

contrast was bumped up by slightly crushing blacks.  Similarly, images from the past 

storyline were infused with red and yellow-ish, warmer tones.  A slight de-saturation of 

shadows also helped to soften up the images.  Aside from a few technical issues that 

required minor troubleshooting, exporting an AVID codec into Apple’s Color, for 

example, the color grading sessions went smoothly. 
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Chapter 16: Closing Thoughts 

 I will keep my closing thoughts brief.  At the risk of ending on a slightly whiney 

note, it’s important for me to say that not a single step in this process was an easy one, a 

sentiment that I have already repeated in the body of this report too many times to count.  

8.BIT.BROS tested my patience and will power time and time again.  Even, now, with the 

film completed, I think back to the work I’ve put together and simply cannot believe it.  

This is not intended to be a boast.  Were I to step outside of myself and watch, from a 

totally objective standpoint, the amount of work that was completed throughout nine 

months of post-production, I would most likely still stare in disbelief.  I just wouldn’t 

believe it. 

 But I cannot fail to remember the more important, and God willing, more 

permanent sentiment I hold in regards to creation of 8.BIT.BROS: that several handfuls of 

extremely talented, enthusiastic people volunteered to work on my film!  I can complain 

about my insecurities and feelings of inadequacy as a writer till the ends of the earth.  I 

can moan about how lonesome the post process was.  But something about the film drew 

people in.  Many people.  While putting the credits together, seeing the sum mass of 

individuals that donated their time and services in-kind, I was taken aback.  This 

production was truly blessed.  Despite all that time that I spent clicking away at After 

Effects, it was collaboration that was at the heart of this film. 

 Nothing brings more joy to my heart than to share in the victory of a job well 

done.  In closing, I can only hope that the final version of 8.BIT.BROS makes everyone 

involved, proud to have been a part of its production.  I am eternally grateful and thank 
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them all from the very core of my heart.  The film could not have been made without 

each and every single one of them. 
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Appendix A 8.BIT.BROS Shooting Script 

 

8-Bit Bros.
(Working Title)

Draft v3.1
Final Draft

Story by
Rogelio and Efren Salinas

Screenplay by
Rogelio Salinas

May, 2010
Salinas_R@mail.utexas.edu
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EXT. 8-BIT ALLEY - NIGHT1 1

The world “turns on,” as if an image on a phosphorous 80’s TV 
set.  Scan lines shutter back and forth; everything is square 
pixels.  One last undecipherable crackle of neon pink and 
green squares and the world shifts into clarity.

A disheveled man, GRANT (18), stands with his back against a 
brick wall, his eyes closed.  Grant opens his eyes.  He 
stumbles drunkenly through the darkened alley.  Grant, too, 
appears as an 8-bit, two-dimensional form.  As he slides down 
the alley, one hand against the wall, he drifts between pools 
of light and shadow.

Slow stomping sounds come from the darkness prompting Grant 
to look around.

The stomps grow louder.  Grant shoots a glance behind his 
shoulder, squints, and shuts his eyes tight for just a 
moment.  Eyes open and... nothing.

GRANT
(whispering)

Marty?  Marty, is that you?

Grant’s attention turns to his hands.  He regards his flat-as-
paper hands with curiosity.  A large shadow moves across the 
alley wall behind Grant.  Grant unaware.  He holds his hands 
up to his face, palms open, turning them.  The shadow cuts 
across his hands.  Grant spins around.

A DARK JUGGERNAUT, black-as-ink and hulk-ish, assaults Grant.  
Slashes across his back appear as jagged white bolts that 
quickly fade away.  Grant drops to his knees as the Dark 
Juggernaut quickly retreats.

The Dark Juggernaut is vanished.  Momentarily?  At least long 
enough for Grant to notice that his body is intermittently 
flickering between solid and transparent in time with his 
labored heart beat.  Grant, in pain, clutches his chest, his 
shirt wrinkled within his fist.

CUT TO:

A brief, blinding flash of a middle-aged man in a bare living 
room, on his knees, clutching his chest.

CUT TO:

The sky, too, flashes an alternating white and red, prompting 
Grant to look up.  He watches as a monolithic “energy” meter, 
floating in midair, drops down to a quarter-full.  Grant 
grimaces as his current situation is suddenly granted a sense 
of familiarity.

Salinas_8-Bit_Bros_v3.1
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Grant looks around expecting another attack and spots the  
Dark Juggernaut fast approaching.  As it rushes towards 
Grant, the ground shakes;  digital puddles of water splash up 
like mini-explosions with every monstrous step.

The dark creature emits a chuckling growl before his anvil-
sized fist blurs towards Grant’s stomach.  Grant steels 
himself and catches the fist in both hands before it makes 
full contact with his stomach.  He wrestles the fist clutched 
tight against his body.

The Dark Juggernaut chuckles, pushing his fist forward 
slowly, toying with Grant.  Grant pushes back, budging the 
monster’s fist mere inches.  Drops of sweat bead on Grant’s 
forehead.

With a toothy grin, the Dark Juggernaut pushes with all of 
his strength bouncing Grant off of the concrete.

The “energy bar” drops to a hair’s width.

The air is pierced by a percussive, echoing ping that sounds 
over and over, like a metronome ticking the seconds down.  
The volume reaches deafening decibels.

Grant clasps his hands around his ears, and falling to his 
hands and knees, crumples under the sensory overload.  Grant 
collapses onto his stomach, facedown.  As Grant lays on the 
concrete, the pixelated shadow of the juggernaut slowly 
creeps up behind him, traversing up his back.  A growling, 
omnipresent laugh echoes through the darkness.

MATCH CUT TO:

INT. LIVING ROOM (REAL WORLD) - MORNING2 2

The shadow, now real, continues its crawl up Grant’s back, 
stopping as it reaches the top of his head.  The monstrous 
laughter fades.

The shadow belongs to MARTY (25), Grant’s older brother.  
Marty is lean, small with tired, hardened features.  He looks 
old for his age.  Marty nudges Grant with the tip of his 
sneaker, and then again harder.  Grant wakes up and looks up 
to his brother.

GRANT
(still muddled)

Marty?  Man, I was just looking for 
you.

Salinas_8-Bit_Bros_v3.1
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MARTY
(somber, monotone)

You all right?

Marty towers over Grant.  Grant rubs his face. 

MARTY (CONT’D)
Get up.

Grant extends his hand up to Marty.  Marty responds with a 
sharp glance, does not help his brother up, and turns to 
leave the room.

INT. KITCHEN - CONTINUOUS3 3

The kitchen counter has a few half-filled cardboard boxes on 
it.  Miscellaneous kitchen paraphernalia has been removed 
from still-open cabinets, but only haphazardly scattered 
about the kitchen.

Grant leans over the kitchen sink.  He is splashing water 
onto his face, eyes closed.  His back is towards Marty.

Marty’s back is turned to Grant.  He violently wraps plates 
in packing paper and shoves them into a box.

MARTY
That’s, what, twice this month, 
now, Grant?  You know how that 
makes me feel, man?

Marty struggles to shove one last plate into the box.  
Frustrated, he slaps the plate down onto the counter and 
turns to face Grant.

The sound of the glass plate on the counter gets a physical 
reaction from Grant.

GRANT
What’s your problem, dude?

MARTY
(in Grant’s face)

“Dude?”  I’ll tell you what my 
fucking problem is.  You’re not 
helping me pack this shit up!

Grant shrinks back.

GRANT
What are you doing back so early, 
anyway?

Salinas_8-Bit_Bros_v3.1
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Marty takes a step towards Grant.

MARTY
Dad would be really fuckin’ sad to 
see you like this.

Grant pretends to ignore the comment.

MARTY (CONT’D)
I’m gonna go pick up the truck.

Marty exits the kitchen.

MARTY (O.S.) (CONT’D)
Finish packin’ up the shit in the 
kitchen.

Grant, alone in the kitchen, standing over the sink, stares 
at the drain.  Grant leans over and spits.  The spittle 
dribbles down into the pitch-black drain.

FADE IN TO 
FLASHBACK:

INT. LIVING ROOM - 1989, AFTERNOON4 4

YOUNG GRANT (10), wearing his school backpack, is visible on 
the dark reflection off an old television set’s screen.  He 
runs towards the TV with a box in his hands.  It’s a brand 
new, sealed videogame.

The house is modest.  A dusty videogame console, covered in 
half-peeled decorative stickers and tangled in cables, sits 
in front of the television.

Slinging his backpack off and throwing it against a couch, 
Grant drops to his knees in front of the TV set, unopened 
game in hand.  He stares at the game art, a huge grin on his 
face. 

INSERT - GAME BOX

The box reads Space Razor 2: Gorgo’s Revenge.  COMMANDER 
GORGO, a boar-faced cosmic monster, extends a colossal gloved 
hand over a cityscape.  His robotic eyes burn laser-red.

BACK TO SCENE

YOUNG MARTY (16) appears out of nowhere and smacks Grant on 
the back of his head.  Grant twists to see his older brother, 
rubs the back of his head, then immediately drops his gaze 
back to the game.
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Marty nonchalantly drops his backpack on the floor.

YOUNG MARTY
Dad got you your stupid game, huh?

YOUNG GRANT
(tinged with guilt)

So?

Grant stares intently at the game’s shrink-wrapped box.  
Marty leans over to take a better look.

YOUNG MARTY
(mockingly)

Space Razor two!

Marty slowly leans further, swoops in and rips the game from 
Grant’s hands.

YOUNG GRANT
Hey!

Before Grant can get up off his knees, Marty places his foot 
across Grant’s clavicle, pinning him in place.  Grant wraps 
his hands around Marty’s ankle and struggles to get up.  
Marty pushes down harder.

Marty inspects the shiny new packaging, keeping it far from 
Grant’s reach.

YOUNG MARTY
So this is the big sequel you’ve 
been talkin’ about, huh?  “Gorgo’s 
Revenge.”

Grant continues to struggle against Marty’s foot.

YOUNG GRANT
“Sequel’s” a pretty big word for a 
moron.

YOUNG MARTY
What did you call me, you little 
shit?

Marty kicks hard, toppling Grant onto his back. Marty sits on 
Grant’s stomach and puts his knees across Grant’s arms.

YOUNG GRANT
Get off!

Desperate, Grant tries to bite Marty’s leg, but can’t reach.
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YOUNG MARTY
(laughing)

Big, bad Commander Gorgo’s comin’ 
to get ya.

YOUNG GRANT
I said get off, asshole!

FATHER (38), wearing a mechanic’s uniform, enters through the 
front door just in time to hear Grant’s colorful language.

FATHER
Grant?!

Marty and Grant both perk up like startled prairie dogs at 
the sight of their Father.  They know they’re in for it.

FATHER (CONT’D)
Both of you in my room, now!

Both boys are still panting from the exertion as Father 
leaves for his bedroom.

Grant stares Marty in the face silently.  Grant’s face is 
red.  He’s fighting back tears.

INT. FATHER’S BEDROOM - CONTINUOUS5 5

Grant walks up to the doorway of his Father’s room followed 
closely by Marty.

FATHER sits in a beat-up recliner.  He lights a cigarette as 
the boys slowly walk up to him.  In his right hand he holds 
both the cigarette and a beer.  Grant’s gaze never shifts 
from the crappy carpeting.

FATHER
What’s the problem, Grant.

Grant continues to stare down at the floor.

FATHER (CONT’D)
Look at me when I’m talking to you.

Grant raises his eyes to Father.

YOUNG GRANT
It’s Marty, dad!  He was-

Marty pinches Grant on the small of his back, attempting to 
make the attack as invisible as possible.
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Grant inhales sharply, but holds his composure in front of 
Father.

Father glances at Marty disapprovingly and leans forward in 
his chair.  Father slams the beer on his couch-side table.

FATHER
You two are gonna stop.  I didn’t 
bust my ass to get you that game so 
you two could fight over it.  I 
wanna see you two boys playing 
together, got it?

YOUNG GRANT
Yessir.

YOUNG MARTY
Yessir.

Father takes a big drag off of his cigarette as he settles 
back into his chair.

Grant drops his eyes back down to the floor and stands 
obediently in front of his father.

Father gestures for Grant to move towards him.

FATHER (CONT’D)
Come’ere.

Father puts his hand on Grant’s shoulder.

FATHER (CONT’D)
You two have the same blood in your 
veins, you understand?

Marty listens intently.

FATHER (CONT’D)
Gimme a second with your brother, 
Marty.

YOUNG MARTY
But, dad-

FATHER
I need to talk to Grant, pal.

Hesitating, Marty does an about-face and slumps out of the 
room, shoulders drooped, brow furled.

Father looks into Grant’s eyes.
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FATHER (CONT’D)
Your brother’s trying to get a rise 
out of you, Grant, but you’re 
smarter than that.  I’m not always 
gonna be there to make sure you two 
get along.

Grant nods in agreement.

FATHER (CONT’D)
Alright.  Now, get outta here.

INT. HALLWAY TO LIVING ROOM - CONTINUOUS6 6

Grant slowly makes his way back to the living room.  Any 
enthusiasm he felt for his new game is on the back-burner.

As Grant turns the corner away from Father’s bedroom, he 
hears the electronic pings of a videogame chiptune.  His eyes 
widen, and he makes a dash for the living room.

INT. LIVING ROOM - CONTINUOUS7 7

Grant finds his older brother playing Space Razor 2!  The 
game box and manual, ripped apart, lay next to Marty.

Grant dives at Marty, attacking viciously.  Marty holds on to 
the controller for dear life with one hand.  His other hand 
pushes up against Grant’s face, keeping Grant at bay.

YOUNG MARTY
What are you doing?!

YOUNG GRANT
(through gritting teeth)

I hate you!

Marty continues to press buttons on the controller with his 
one free hand, laughing as his attention is divided between 
the television screen and Grant.

Grant is thrashing at Marty’s face, but Marty never releases 
the game controller.

Grant delivers a deep scratch to Marty’s face.  Everything 
freezes.  Marty, surprised, touches his fingers to his cheek.

Grant braces himself for the inevitable retaliation.

Marty rolls his body onto Grant’s, leans back, and delivers a 
knock-out punch to Grant’s forehead.
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Grant’s head jerks down violently from the impact and knocks 
against the floor with a sickening CRACK.  Grant is out cold, 
knuckles imprinted on his forehead.

Marty stands silent for a moment.

YOUNG MARTY
Get up, you little shit.

Grant does not respond.  His breathing is raspy and labored.

Marty looks back towards Father’s room, panicked.

INT. 8-BIT BRIDGE OF COMMANDER GORGO’S SHIP - NIGHT8 8

Young Grant lays unconscious on the metallic floor of a dimly-
lit sci-fi control room.  All is pixelated videogame 
graphics.  Lights flash on control panels through the 
darkness.  The control room vibrates with a low drone.

Grant comes to.  He rubs his eyes with his forearm, his 
vision blurry.

The loud thump of huge boots on metal startle Grant.  He gets 
off of his back and leans back on his hands, body tense.

As the heavy, clanking steps approach Grant, he looks around, 
but sees nothing.

YOUNG GRANT
(voice trembling)

Hello?

A huge, 8-bit figure emerges from the shadowy corners of the 
control room.  Commander Gorgo, wearing a cosmonaut’s flight 
suit, stops directly in front of Grant, looming.

From the floor of Gorgo’s ship, Grant can only look up, 
terrified beyond the capacity for speech.

Gorgo slowly tilts his head down to look at Grant, his 
robotic eyes glowing red in the darkness.

Grant inhales sharply.

YOUNG GRANT (CONT’D)
(barely escaping his lips)

Commander Gorgo.
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COMMANDER GORGO
(vicious, grumbling 
chainsaw voice)

Hello, Grant.

END FLASHBACK

INT. LIVING ROOM - PRESENT, EVENING9 9

Grant sits in a folding lawn chair in front of his television 
with a thousand-yard-stare.  The TV is off.  Grant reaches up 
to his face, rubs his temples, settles into his chair and 
closes his eyes.

The living room is mostly packed up.  Taped up boxes litter 
the room.  Only a few tall lamps are out.

The front door makes a loud crack as Marty enters.  Grant 
moves to greet Marty.

GRANT
Hey.

MARTY
Just sittin’ around, huh?  Why’s it 
so dark in here?

Marty’s arms are cluttered with folded cardboard boxes, some 
packing tape, and a six-pack of beer in a plastic bag.

Grant moves to turn on more lights in the living room.

MARTY (CONT’D)
I bought some beer.  Make moving 
this shit a little more pleasant.

Marty moves into the kitchen.

MARTY (O.S.) (CONT’D)
(mean attempt at humor)

Only took ya four days to pack up 
the kitchen, Grant.  Congrats.

Marty re-enters the living room with two beers.  He hands one 
of them to Grant.

MARTY (CONT’D)
(somber)

Cheers.

GRANT
What’re we celebrating?
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Marty, not amused, stares at Grant.  He cracks his beer open 
with a bottle opener and takes a sip.

MARTY
We haveta sort through the old 
boxes in dad’s room.

Marty tosses the bottle opener to Grant.

MARTY (CONT’D)
That shit’s been sitting in there 
for years. We’re not taking 
anything we don’t need.

INT. FATHER’S BEDROOM - PRESENT, CONTINUOUS10 10

Father’s room is almost completely bare, save for a few taped-
up, dusty cardboard boxes that sit stacked in the corner.

Marty takes a box off the top of the stack and rips in 
revealing a folded pile of Father’s old clothing.

Grant, too, takes a box from one of the stacks and walks it 
across the room to inspect its contents.

Marty, engaged with his current box, holds up a beat-up 
baseball cap without looking up.  His free hand continues to 
sift through the box’s contents.

MARTY
You want dad’s old cap?

Grant rips into his box and freezes for a moment.

Sitting at the top of the box is Grant’s old copy of Space 
Razor 2.  The plastic of the game cartridge is yellowed.  The 
game console sits beneath it, controllers, cables and all.

Marty walks over and kneels next to Grant.  Marty is 
surprised to see the game.

MARTY (CONT’D)
No fucking way.

Grant’s eyes turn up to meet Marty’s.

MARTY (CONT’D)
(standing up)

No.  No room in the truck for this 
crap, Grant.
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GRANT
This was a gift from Dad.

Grant stands up, videogame gear in his arms.

GRANT (CONT’D)
I’m plugging it in.

MARTY
You’re not plugging it in.

CUT TO:

INT. LIVING ROOM - PRESENT, CONTINUOUS11 11

Grant emerges from the back of the television, all console 
cables connected.  Lifting the loading door on the console, 
he takes a deep breath and blows into it.  He wipes a bit of 
the grime off of the game cartridge’s battered label with his 
thumbnail.  He blows into the open end of the game cartridge 
like an old harmonica and inserts it into the console.

Marty stands behind Grant.  He finishes his beer.

MARTY
Don’t you think you’re a little too 
old for this, Grant?

Grant presses the POWER BUTTON.  The main titles for Space 
Razor 2 scroll vertically and stop center-frame on the 
television screen.  The game’s electronic music fills the 
room.

MARTY (CONT’D)
(with a smirk)

Can’t believe it still works.

Grant, controller in hand, starts the game; an old pro.  
Ancient memorization kicks in and he moves through the first 
level’s patterns as if he were still ten.

Marty watches for a moment disapprovingly.  He holds his beer 
up to the light to see how much is left and turns for the 
kitchen.

Grant is alone with the game.

The game’s music immediately begins to reverberate.  The game 
glitches visually.  Reality shifts.  Commander Gorgo’s face 
appears on screen, chuckling menacingly.

Salinas_8-Bit_Bros_v3.1

12



 66 

 

 

Grant’s thumbs stop moving.  His grip tightens.  The plastic 
of the controller creaks under the pressure.

Gorgo’s robotic eyes glow bright red.  The light reflects off 
of Grant’s eyes with a flash.

CUT TO:

INT. LIVING ROOM - 1989, AFTERNOON12 12

Young Grant, still unconscious on the floor of his living 
room, slowly awakens.  His forehead is now visibly swollen 
from Marty’s punch.  Grant tries to move, but his body is 
unresponsive, save for his fingers, which only wiggle.  All 
sound is muffled, his vision blurry.  He barely makes out 
Father’s voice.

Father is kneeling next to Grant.  He strokes Grant’s chest.

FATHER
(muffled echo)

Grant?  I’m here, buddy.  Listen to 
me, Grant.  Open your eyes.

Grant barely responds.  His breathing is still raspy.

Father gently lifts Grant’s head and slides his hand behind 
it.  He draws back a blood-stained hand.

Father turns to Young Marty and grabs him by the arm like a 
vice grip.  Marty is startled, shrinking back.

FATHER (CONT’D)
What did I just finish telling you, 
you little shit?!

Father shakes Marty violently.

FATHER (CONT’D)
(growling)

You hit your brother in the face, 
Marty.

Grant remains motionless, unable to move, his eyes only 
cracked open enough to observe.  The tears rolling down his 
cheeks betray his seemingly emotionless face.

CUT TO:INT. 
LIVING ROOM - 

PRESENT, EVENING
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INT. LIVING ROOM - PRESENT, EVENING13 13

Grant stares at the screen.

INSERT - TELEVISION SCREEN

The word “PAUSE” blinks on and off in an extreme close-up of 
the pixelated text; phosphorous TV glow.

BACK TO SCENE

MARTY
Grant!

Grant snaps out of his stupor and looks over at Marty who’s 
been standing behind him for a few moments, now.  Grant 
sheepishly turns back to the television screen.

MARTY (CONT’D)
You got your fill, Grant.  Now put 
away your little game.

Grant ignores Marty’s request.  He’s visibly upset.

GRANT
Dad left us this house, Marty.  The 
two of us.

MARTY
What do you want me tell you, 
Grant?  The house is sold.  Out of 
my hands.

GRANT
What the hell makes you think this 
decision was entirely yours to 
make?

Marty moves towards Grant and puts his hands on Grant’s 
shoulders.

MARTY
I- Listen to me carefully, Grant.  
I’m not gonna stick around here and 
be miserable with you forever.  I’m 
just- I’m done.

Grant shakes Marty’s hold off of his shoulders.

The room is quiet for a moment, aside from the electronic 
whirring of the game console.
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GRANT
I’d stick around for you, asshole.

MARTY
(laughing to himself)

Are you trying to guilt me into 
staying, Grant?!

GRANT
Fuck you, Marty.

Marty gets in Grant’s face.

MARTY
How long have we been here, Grant?  
You can’t take care of yourself and 
I’m tired of holding your goddamned 
hand.  I’m done.

Commander Gorgo’s 8-bit, pixelated visage slowly emerges on 
the TV’s screen with a glitch-y flicker.  He actively watches 
the brothers argument, palms up against the “inside” of the 
glass screen.

GRANT
I’m not done.

As Marty turns to leave the room, Grant gets off of his seat 
and grabs him by his sleeve, stopping him in his tracks.

Gorgo laughs from the television screen.  His tongue licks 
his teeth and he gleefully taps the inside of the screen with 
his fists.

MARTY
I’m going to give you one chance to 
let go, Grant.

CUT TO:

INT. LIVING ROOM - 1989, AFTERNOON14 14

Young Grant, still prone, watches his brother and father.  
His eyes are slightly open and glossed over.

YOUNG MARTY
Let go!

Father has Young Marty by his sleeve.  Marty tries to pull 
away.  Father tightens his grip pulling Marty back.
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FATHER
(growling)

Goddammit, Marty.

Father reaches back to slap Marty across the face, but before 
he can strike, his hand lowers to his chest, and he grips his 
shirt tight between his fingers.  The veins in Father’s 
throat bulge.

Marty, stunned, doesn’t understand what is happening.

Father falls to his knees.  With his chest clenched in his 
fist, he reaches up and grabs Marty by his sleeve.

FATHER (CONT’D)
(guttural groan)

Marty-

Marty stands frozen as Father drops to the ground.  Father’s 
body goes limp.

YOUNG MARTY
Dad?  Dad?

Marty looks over to Grant, still laying on the floor.  He 
runs to Grant, shaking him by the shoulders.  Grant let’s out 
a moan-y breath, eyes widening momentarily, but  he is 
unresponsive.

Marty grabs his hair in his fists and pulls.  Standing, he 
turns first to Grant, and then to Father, indecisively.

YOUNG MARTY (CONT’D)
(hysterical now)

Grant.  Help me, please?!

Marty walks over to Father.

Grant lies on his side, his eyes open, and he sees Marty 
cradle his father in his arms.  Grant, terrified of what he’s 
being witness to, squeezes his eyes shut.

CUT TO:

INT. LIVING ROOM - PRESENT, EVENING15 15

Grant is frozen, still gripping Marty’s shirt.

Marty rips his arm away from Grant’s grip.

MARTY
Get the fuck off of me.
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Marty turns to leave.

Commander Gorgo, from within the TV, addresses Grant 
directly.

Grant glances down at the image of Gorgo on the screen.

COMMANDER GORGO
(matter-of-fact)

Destroy him.

Grant clenches his fists.

GRANT
It’s your fault, motherfucker!

Grant throws a punch at Marty’s head as he runs towards him.  
The punch connects but Marty is unfazed.

Marty pushes Grant.  He stumbles backwards, trips on the game 
controller’s cord, and topples to the ground.

Commander Gorgo slams on the inside of the screen, cracking 
the television’s screen at his fists.

COMMANDER GORGO
Get up!  Annihilate him!

Infuriated, Grant charges towards Marty again.

Marty, genuinely frightened, grabs for a beer bottle, swings 
and cracks Grant across the head.

Grant drops to the ground past Marty.

Commander Gorgo’s goggles “turn off” and he recedes into the 
darkness of the space within the television.

Marty backpedals from Grant, panting.

MARTY
(to himself)

Jesus Christ.

The living room is completely silent; a stark contrast from 
the moments preceding the calm.

Grant lays on the floor unconscious.

Marty walks over to Grant to check on him, but before he has 
the opportunity to examine Grant’s head, Grant convulses 
violently.
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Seemingly still unconscious, Grant gets up on his arms, and 
with a violent heave, throws up shiny, dark, three-
dimensional pixels that collect on the carpet.

Grant’s eyes burst open as he watches the puddle of pixels 
self-animate.  The pixels stir and vibrate in an excited grid 
pattern as the puddle spreads and grows vertically.

Grant falls back onto his stomach.

The puddle emits a blast of energy and light that sends Marty 
flying onto his back.

The room is filled with dense smoke.

Commander Gorgo, no longer an 8-bit graphic, emerges from the 
smoke; GORGO IN THE LIVING, BREATHING FLESH!

Gorgo marches straight up to Marty, grabs him by the throat 
and slams him against the floor.

Gorgo exhales hard as his grip tightens around Marty’s neck.

Marty pushes against Gorgo’s large face futilely. It’s as if 
attempting to move a boulder.

Gorgo nears his face merely inches from Marty’s.  Gorgo’s 
eyes burn red.

Grant watches, solemn-faced, as Commander Gorgo squeezes the 
life out of Marty.

MARTY (CONT’D)
(choking)

Grant-

Grant stands up.  He is motionless, his arms at his side.

Commander Gorgo looks up to address Grant, his hand never 
leaving Marty’s throat.

COMMANDER GORGO
Finish him, Grant.

Marty, losing consciousness, attempts to punch Commander 
Gorgo, but Gorgo, unflinching, catches Marty’s fist with his 
free hand.  Gorgo squeezes Marty’s throat hard, jostling 
Marty’s head against the floor.

Grant looks at Gorgo, startled by his raw strength.  Grant 
looks at Marty, crumpling under Gorgo’s hand.
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MARTY
(choked)

Please, Grant!

A flash of white light.

CUT TO:

INT. LIVING ROOM - 1989, AFTERNOON16 16

Young Marty, once again, sits by his dying Father.  Gorgo 
looms over Young Marty and Father, a pixelated, smoking 
mirage, goggles glowing bright red. Grant lays on the floor, 
eyes squeezed shut.

YOUNG MARTY
(in hysterics, crying)

Please, Grant!  Wake up.  Help me, 
please!

Young Grant opens his eyes, stands slowly, and walks towards 
Marty.  Grant trembles, tears flowing down his cheeks.

COMMANDER GORGO
(barking his command)

Get away from them, boy.

Ignoring Commander Gorgo’s orders, Grant crouches down and 
puts one hand on his brother’s shoulder.

YOUNG MARTY
Help me, Grant.

Young Grant now appears as his present, 18-year-old self, his 
hand still on Young Marty’s shoulder, eyes filled with tears.

GRANT
I’m so sorry, Marty.

Gorgo roars, spittle ejecting from the corners of his mouth.

CUT TO:

INT. LIVING ROOM - PRESENT, EVENING17 17

Grant, panting, screams at Commander Gorgo.  Marty’s life is 
mere moments from slipping away.

GRANT
Leave my brother ALONE!
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Grant rushes to the game console.  The console is spitting 
3D, pixelated arcs of electricity and white-hot sparks.

Grant shields his eyes with his forearm.  He fights to push 
forward against the invisible force keeping him from reaching 
the console.

Commander Gorgo looks up at Grant and the console.  He roars 
as Grant grabs the console and rips it from the television.

Gorgo squeals in a high pitch that quickly degenerates into 
distorted 8-bit sound.  As he falls to his knees in three 
frames of animation, he disappears in a gust of 8-bit 
pixelated particles.

GRANT IS ASTONISHED TO FIND HIMSELF STRADDLING MARTY!  He 
loosens his grip from Marty’s throat, hands slowly sliding to 
his side.

Grant stands up.  He is panting hard.

Grant looks down at his brother.

GRANT (CONT’D)
I’m so sorry.

Marty is breathing hard.  He lies on the floor, silent.

Marty extends his hand up to Grant.

Grant regards Marty with humility.

EXT. HOUSE - MORNING18 18

Early-morning light cuts through the neighborhood trees.

Marty shuts the door to the back of the moving van.

Marty shuts the door to the driver side, sticks the keys in 
the ignition, but does not turn the engine over.

Grant stands outside of the passenger-side door, window open.  
His arms are resting on the edge of the door.  He’s staring 
at Marty.

Grant turns to look at the house one last time.  He opens the 
door to the moving truck, hops in, and shuts the door.

GRANT
Let’s go.

Marty turns the ignition.
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Appendix B Rubber Silicone Mold Making Tutorial 

 

 1 

BRUSH-ON SILICONE MOLD MAKING 
TUTORIAL 
Rogelio M. Salinas 

Austin, TX 1.23.10 

 

MATERIALS (All “Smooth-On” brand products unless otherwise noted) 

- Rebound 25 (RTV Silicone Rubber) 

- Thi-Vex (thixotropic agent for thickening Silicone Rubber) 

- Plasti-Paste (fiber resin for Mother Mold) 

- Ease Release 200 (universal release agent by Mann Formulated Products) 

 

TOOLS (Purchase at any hardware store) 

- Chip brushes (various sizes) 

- Paint-mixing paddles 

- Mixing containers (preferably with measurement markings) 

- Latex gloves 

- Aprons 

- Timer 

 

GLOSSARY 
Compounds – Mold rubbers have two parts (A and B). 

 

RTV –  Room Temperature Vulcanizing.  RTV Silicone Rubbers require no external heat 

to cure. 

 

Mix Ratio – The proper proportions of part A and B to be combined.  Improper 

proportions may lead to the compound not curing correctly, or at all. 

 

Pot Life – “Working time” for the compound.  If pot life is 3 min., you have 3 minutes to 

mix the components thoroughly and apply them before the compound begins to gel and 

eventually become completely “unworkable.” 

 

 “Tacky” – Refers to semi-cured Silicone Rubber tactile quality.  Sticky to the touch, but 

doesn’t remove itself from the surface its applied to; lightly sticks to your finger, but 

quickly releases, leaving no residue on your glove. 

 

Demold Time – The time it takes for the material to be cured enough that it can be safely 

removed from the mold. 

 

Mother Mold – Also known as the “support shell.”  Provides rigid support to the flexible 

rubber mold during casting.  Keeps the flexible and otherwise “floppy” rubber from 

distorting during the casting process. 

 

 

 

            Glossary continues... 
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 2 

NSP – Non-Sulfur Plasteline.  Clays containing sulfur can inhibit the curing process of 

the silicone. If you plan on ultimately using silicone to mold your sculpture, make sure 

you use a Non-Sulfur Plasteline such as Chavant brand’s Le Beau Touché.  Clay 

packaging should clearly read “NSP.” 

Shore – The hardness and flexibility of the rubber compound.  In the “Shore A” scale, a 

rubber with a durometer of “10A” is much softer and more flexible than a rubber with a 

durometer of 70A. 

 

STEP 1 
Secure the sculpture to the baseboard. 

- Whichever way you find to secure the sculpture may vary from project to project.  The 

most important thing to note here is that the sculpture should be flush against your 

baseboard and secured in such a way that the object being molded (your sculpt) will not 

be moving around while you work. 

-  The baseboard itself should have a slick surface.  Silicone rubber will be brushed on to 

extend down past your sculpture and onto the baseboard, so if it’s porous (like plywood, 

for example), the silicone will grab onto the board and make removing it difficult. 

- Spray a fine mist of Ease Release 200 (universal release agent) over the entire scupture 

and baseboard! 

 

NOTES 
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Step 2 
Measure and Mix the Silicone Rubber. 

- For this brush-on mold, we’ll be using Smooth-On’s Rebound 25 silicone rubber. 

Rebound 25 Product Overview: 

 - Mix Ratio by Volume is 1A:1B. 

 - Pot Life is 20 minutes 

 - Demold time (full cure) is 6 hours, but can be shortened to 2 hours if mild heat  

    is applied (150° F). 

- Measure out equal parts of component A and component B into two separate containers.  

- Pre-mix part B. 

- Combine parts A and B into a container big enough to hold them both and mix 

thoroughly for 3 minutes.  A uniform color (no color streaks) indicates that the silicone 

rubber is well mixed. 

 

NOTES 
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Step 3 
Apply the First Layer, otherwise known as the “Detail” or “Beauty” coat. 

- A very thin layer is initially applied for two reasons: 1) it’ll make brushing the silicone 

rubber into fine details much easier (ensuring you’ll capture all the wonderful little 

wrinkles and pores you’ve spent months working on in your final mold), and 2) to ensure 

that there are no air bubbles trapped in the mold against the surface of your sculpture. 

- Once your sculpture is thoroughly covered, brush more silicone rubber past the base and 

extending 3” out from the sculpture to create a rubber flange. 

- Check the sculpture carefully for missed areas.  Mix and apply more silicone rubber if 

necessary. 

- Allow the first coat to cure for about 60 minutes at room temperature until “tacky.” 

 

NOTES 
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Step 4 
More silicone rubber is measured and mixed for a second, thicker coat. 

- Repeat the same measuring and mixing process used for Step 2.  You may want to mix 

up more silicone rubber (again, 1A:1B) this time around, as we’ll want the coat to be 

thicker. 

 

Step 5 
Apply the second layer. 

- Apply the silicone rubber using more fluid strokes. 

- Make sure the rubber is applied to all details and undercuts. 

-  Cover the entire sculpture, including the rubber flange that extends past the sculpture. 

- Let the second coat cure for about 60 minutes until “tacky.” 

 

Step 6 
Create a “cut seam” with thickened silicone rubber. 

- For this particular project, we’ll be creating a cut seam down the back of the sculpture.  

Essentially, what we’re doing is making a thickened line of silicone that runs from the top 

of our sculpture, down the back of the head, and all the way down the baseboard.  Once 

the mold is finished, we’ll have to cut it with an x-acto knife down this thickened seam to 

release the sculpture from the mold.  We thicken it so that the silicone rubber is less 

likely to tear where we cut it. 

- Follow the same measuring and mixing instructions (Step 2 and 4) to mix up another 

batch of silicone rubber. 

- Add four drops of Thi-Vex II per 1 oz. of silicone rubber. 

Thi-Vex II Product Overview: 

 - Thixotropic agent for thickening smooth-on silicone rubbers. 

 - Thi-Vex II must be mixed thoroughly with the silicone after Parts A and B are  

    completely mixed. 

- Mix the silicone and Thi-Vex II combination for 3 minutes. 

- Make sure and scrape bottoms and sides of container. 

- The silicone rubber should now be noticeably thicker. 

- Apply the thickened silicone like a stripe to create the cut seam. 

- Finally, use the thickened silicone to fill in any undercuts, indentations and deep detail. 

 

NOTES 
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Step 7 
Repeat Step 4. 

 

Step 8 
Apply 3

rd
 coat.  Repeat step 5. 

- Let third coat cure for 60 min. until “tacky.” 

 

Step 9 
Measure and Mix Rebound 25 Silicone Rubber with Thi-Vex (silicone thickener). 

- Same as Step 6. 

 

Step 10 
Apply the thickened silicone rubber to further build up cut seam. 

- Further build up “cut seam” and also fill in undercuts and indentations. 

 

Step 11 
Measure, Mix, and Apply the 4

th
 and final layer of Silicone Rubber. 

- This time we DO NOT add Thi-Vex thickening agent. 

- Final mold thickness should be no thinner than 3/8” (1 cm). 

- Let the silicone rubber cure for 6 hours (2 hours if heat is applied). 
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Step 12 
 Trim the rubber flange with an X-Acto knife. 

- Leave 3” around the base of the sculpture. 

 

Step 13 
Apply Rigid Support Shell using Plasti-Paste. 

Plasti-Paste Product Overview: 

 - Mix Ratio by Volume is 1A:3B. 

 - Pot Life is 8 - 10 minutes 

 - Demold time (full cure) is 90 minutes, but may be less depending on mass. 

- A “parting line” is drawn along the sculpture’s high points to define the transversal line 

that will mark the seam for the two halves of our 2-part mother mold.  Use a sharpie! 

 

Step 14 
Apply modeling clay along parting line to create a “parting shim,” which will 

separate the support shell sections. 

- Following the contour of the sculpture, place modeling clay along the parting line, 

making sure to reinforce the clay shim from behind. 

- Smooth out the clay as neatly as possible! 

- Back the clay surface that will be making contact with the Plasti-Paste with thin-gauge 

aluminum.  The aluminum (coupled with release agent) will allow the two halves of the 

mother mold shell to release from each other (otherwise you might end up permanent 

encapsulating your sculpture in the mold!!!) 

- Spray the entire sculpture down with Ease Release 200. 

 

NOTES 
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Step 15 
Measure and Mix Plasti-Paste (the “mother mold” material). 

- Mix Ratio is 1A:3B by volume! 

-  Part B is a paste and requires pre-mixing to make sure that its components have 

separated. 

- Combine 1 parts A (the paste) and 3 parts B into a mixing container and mix thoroughly 

by hand until mixture is a uniform color and consistency. 

- Working time is 8 – 10 minutes, so you wanna move fast! 

- Remember to scrape bottom and sides of container. 

 

Step 16 
Apply the Plasti-Paste to Rubber mold surface and clay shim. 

- Cover the first half of the silicone rubber mold (up to the clay “wall” you’ve built to 

separate the two halves).  Be sure and apply the Plasti-Paste 1” beyond the outer edge of 

the rubber mold (on the baseboard). 

- Smooth out the Plasti-Paste with a spatula or mixing paddle. 

- Allow the Plasti-Paste to cure for 90 minutes at room temperature. 

- As with the silicone rubber, the Plasti-Paste should end up at a minimum thickness of 

3/8” (1 cm)! 

 

NOTES 
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Step 17 
Prepare for the 2

nd
 half of the Mother Mold. 

- Fold the foil back onto the cured Plasti-Paste.  This way, the aluminum foil will already 

be in place to keep the new, 2
nd

 half of the Mother Mold we’re about to make from 

sticking to the 1
st
 half. 

- Remove the clay shim and supports. 

- Re-apply Ease Release 200. 

 

Step 18 
Measure and Mix Plasti-Paste for 2

nd
 half of Mother Mold. 

- Same process as Step 15. 

 

Step 19 
Apply the Plasti- Paste to Rubber mold surface. 

- Same as Step 16, only without the clay shim! 

- Allow to cure for 90 minutes at room temperature. 

 

 

Step 20 
Use a hammer and chisel or screwdriver to separate the shell sections. 

- Slowly pry mother mold segments apart. 

 

 

Step 21 
Use an X-Acto blade (or any ‘ole razor knife) to finally separate the “Cut Seam” we 

built up on the silicone rubber mold. 

- Slowly and carefully cut up and along the rubber “cut seam” all the way down to the 

surface of the clay sculpture. 

- Once separated, pull off the silicone rubber just like a glove! 

 

MOLD IS DONE! When you’are ready to 
cast a copy of your sculpture just 
“Re-Seat the silicone into the rigid 
mother mold.  Turn it upside down and 
pour in whatever medium you want 
your copy in!!! 
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