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contend, that did not reach its peak and peter out at the end of its
190306 cycle (as Miriam Hansen seems 10 suggest) but is still very
much a part of our cinematic understanding of narrative. See Miriam
Hansen, Babel and Babylon: Spectatorship in Early American Cinema
(Cambridge: Harvard University Press, 1991), 46.
For a recent and quite remarkable collection tracing the history of the
cinema’s interest in the subject of travel, see Jeffrey Ruoff, ed., Virtual

Voyages: Cinema and Travel (Durham: Duke University Press, 2006).

3. Tan Christie, The Last Machine: Early Cinema and the Birth of the

Modern World (London: BBC Educational, 1994), 17. Christie’s work,
an educational companion to a BBC program of the same name, is
highly articulate and popular re-framing of the research Gunning,
Musser, André Gaudreault, and others had undertaken some years ear-
lier. Minus the anxiety and hysteria at the core of her (and, for that
search, The Last Machine also interestingly presages

matter, my own) Ie
nd the cinema. See

Lynne Kirby’s excellent work on locomotion a
Lynne Kirby, parallel Tracks: The Railroad and Silent Cinema (Durham,

NC: Duke University Press, 1997).

4. My end date here is not entirely arbitrary. 1915 is the end-date of

Kemp Niver’s expanded Library of Congress catalogue, Early Motion
Pictures, which will be explored in some detail towards the end of this
chapter. It is also the year of D. W. Griffith’s epic narrative film The
Birth of a Nation. See Kemp Niver, Early Motion Pictures: The Paper
Print Collection in the Library of Congress, ed. Bebe Bergsten, intro.
BErik Barnouw (Washington, DC: Library of Congress, 1985).
Nicholas Daly, Literature, Technology, and Modernity, 1860-2000
(Cambridge: Cambridge University Press, 2004), 4.
This R?mmo:aao:& obsession is not, of course, confined to the cin-
ema. Kris Lackey’s RoadFrames and Roger N. Casey’s Textual Vehicles
both explore the profound impact automobility had on literary pro-
duction, both at the formal and thematic Jevels. Lackey’s book
focuses on the American highway in literature and Casey examines
the American literary fascination with the automobile. Casey’s book
also offers a very concise and lucid history of automobility in the
United States. See Roger N. Casey, Textual Vehicles: The Automobile in
American Literature (New York: Garland Publishing, 1997), and Kris
Lackey, Road Frames: The American Highway Narrative (Lincoln:
University of Nebraska Press, 1997). Warren James Belasco, using
travel magazines, trade journals, and diaries, explores the history of
American road touring in Americans on the Road. Warren James
Belasco, Americans on the Road: From, Autocamp to Motel (Baltimore:
Johns Hopkins University Press, 1997).
7. Charles Musser, The Emergence of Cinema: The American Screen to
1907 (Berkeley: University of California Press, 1990), 15-54. Musser’s
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scholarship has convincingly questioned). Musser’s work on Muybridge
in The Emergence of Cinema provides some much-needed balance and
is especially attentive to Muybridge’s complex relationship to the
“business” of images. It is, however, Hendricks’s ability to weave into
his biography contemporary reviews of Muybridge’s work that makes
this an invaluable piece of scholarship and a brilliant glimpse into
Muybridge’s own carefully constructed public image. See also Robert
Barlett Haas, Muybridge, Man in Motion (Berkeley: University of
California Press, 1976); Anita V. Mozely, Eadweard Muybridge: The
Stanford Years (Palo Alto: Stanford University, Dept. of Art, 1972); and
Kevin MacDonnell, Eadweard Muybridge: The Man who Invented the
Moving Picture (Boston: Little, Brown and Company, 1972).

20. Hendricks, Fadweard Muybridge, 29- This spirit and the details of
Muybridge’s mobility are documented in both Hendricks’s and Haas’s
biographies. They are smartly and poetically expanded upon, as is
Muybridge’s general fit within the shifting technological grid of the
turn of the century, in Rebecca Solnit, River of Shadows: Eadweard
Muybridge and the Technological Wild West (New York: Viking Press,
2003). The sense of adventure examined here, this restlessness, N0
doubt accounts in part for Muybridge’s much earlier journey from his
native England to the United States. Mobility for Muybridge, in other
words, was a principle and longstanding concerm.

21. Hendricks, Eadweard z&&:.mw? 19. Hendricks quotes from The
Daily Alta California, San Francisco, February 19, 1868.

22. The Daily Alta California, San Francisco, August 3, 1877, quoted in
Haas, Muybridge, Man in Motion, 94.

23. The Post (1877), @coﬁma in Haas, N&E\S&w@, Man in Motion, 94.

24. Linda Williams, “Film Body: An rdEmBmsS&o: of Perversions,”
Narrative, Apparatus, Ideology: A Film Theory Reader, Philip Rosen,
ed. (New York: Columbia University Press, 1986): 507-34.

25, Of course the images and their own reproducibility are 2 part of this
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Benjamin, “The Work of Art in the Age of Mechanical wa?o&cn:o:w
[lluminations, ed. Hannah Arendt, trans. Harry Zohn (New York:
Schocken Books, 1969): 217-51.
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traveling operations under the pseudonym “Helios.” the brothers had
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studio. For a concise history of these developments, sc€ Christie, The
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Impossible Presence: Surface and Screen in the Photogenic Era, ed. Terry
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Christie, The Last Machine, 20.

For more on what remains one of ear
shots, see Musser, The Emergence of Cinema, 354-55.

Musser, “The Travel Genre in 1903-1904,” 129.

This remains a popular movie premise, from Jan de Bont’s bus thriller

Speed (1994) to James Cameron’s fatally romantic shipboard

romance, Titanic (1998). David R. Ellis’s highly parodic Snakes on a

Plane (2006) takes the premise to its illogical extreme.

Charles Musser, for example, has argued that “of all the symbols of
urban life, Vitagraph was most enchanted by the automobile, which
was still a vehicle for the well to do”” See Musser, The Emergence of

410. While the fact that the automobile was a central early
1 social role of this the-

ly cinema’s most recognizable

Cinema,
cinematic subject is incontestable, the critica

matic focus has been left largely unexamined.

For more on this see Auerbach, “Chasing Film Narrative: Repetition,
Recursion, and the Body in Early Cinema.”

This reliance on a vehicle linked with tradition, decidedly anti-tech-
nological, and inextricably tied to “the land” finds its ultimate expres-
sion in David Lynch’s The Straight Story (1999), 2 film that, like these,
finds its protagonist ambling toward familial reunification.

e film the 1912 date (it was, according to his
research, both shot and registered in that year), the film’s opening title
card suggests that the film was made the year prior, in 1911.

Chapter 2

1. New editions of Barry Keith Grant’s Film Genre Reader would suggest,

notion of a“strict” generic approach is something
of a misnomer, as the field of genre studies continues to flex to accom-
modate a wide array of approaches. See Barry Keith Grant, Film Genre
Reader III (Austin: University of Texas Press, 2003).

2. Corrigan’s formulation, as we have seen, is substantially more com-
plex and considers, in a manner typically neglected by the scholars

his wake, the critical and often non-cinematic cultural
forces that come to bear on genre generally and have resulted, through
a not altogether easy alchemy, in the road movie in particular. See
Corrigan, A Cinema Without Walls, 137-60.

3. Hosted by Gig Young, the program was part of the “Warner Brothers
Presents” series and functioned as a sort of behind the scenes sneak
preview intended to generate interest in Warner Brothers’s latest proj-
ect.

4. The film’s influence upon the cinema’s creators continues to be a
highly documented fact. See, for example, Arthur M. Eckstein and
Peter Lehman, eds., The Searchers: Essays and Reflections on John Ford’s

in fact, that even the

writing in
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Fitzmaurice, Screening the City (New York, Verso, 2003). Frank
Krutnik, “Something More than Night: Tales of the Noir City,” in
Clarke, ed., The Cinematic City, 83-109, is particularly instructive in
its ability to lay out the details of noir’s urban geography.

13. Nicholas Christopher, Somewhere in the Night, 94.

14. James Naremore, More than Night, 145-50.

15. Interacting with strangers throughout the film, Al is most typically
referred to as Roberts.

16. Andrew Britton has written convincingly on the unreliability of Al’s
narration and the points where that narration breaks from the images
we are afforded. See Andrew Britton, “Detour,” The Book of Film Noir,
ed. Tan Cameron, (New York: Continuum, 1993), 174-78.

17. As Britton points out, however, the brief time they spend on-screen
together seems to tell a different story. See Britton, “Detour;” 175.

18. For more on the role of women in noir, see Elizabeth Cowie, “Film
Noir and Women,” in Shades of Noir: A Reader, ed. Joan Copjec (New
York: Verso, 1993), 121-66. Copjec’s reader offers a fascinatingly
diverse set of perspectives on noir, as does Tan Cameron’s, published
the same year. See lan Cameron, ed., The Book of Film Noir (New York:
Continuum, 1993).

19. The “lunacy” of the desert is commente
America and would seem to be a factor in the subtitle to Corrigan’s
chapter on genre, “The Road Movie in Outer Space.”

20. Roland Barthes, S/Z, trans. Richard Miller (New York: Hill and Wang,

1994), 105.

21. Washington,

the culture of road travel,
was nicely demonstrated. The exhibit ra
through May 7, 2000.

22. For more on the frontier myth’s function within American history, see
Richard Slotkin, “Myth and the Production of History,” Ideology and
Classic American Literature, ed. Sacvan Bercovitch et al. (New York:
Cambridge University Press, 1987), 70-90.

23. André Bazin, “The Western, or the American Film Par Excellence,”
What is Cinema? Volume II. (Berkeley: University of California Press,
1971), 140. For an excellent analysis of the cinematic western as genre,
see Thomas Schatz, “The Western,” Handbook of American Film
Genres, ed. Wes D. Gehring (New York: Greenwood Press, 1988),
2446, See also Jan Cameron and Douglas Pye, eds., The Book of
Westerns (New York: Continuum, 1996).

4. TFor more on the Western’s presentation of what he calls “the basic sce-
nario,” see Joseph Reed, American Scenarios: The Uses of Film Genre
(Middletown, CT: Wesleyan University Press, 1989), 255.

25. John Ford’s Stagecoach (1939) is an example of this sort of film that
focuses on Western migration and the “threat” of passing through

Indian territory.
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17. As Britton points out, however, the brief time they spend on-screen

different story. See Britton, “Detour, 175.

together seems tO tella
18. For more on the role of women in noir, see Flizabeth Cowie, “Film

Noir and Women, in Shades 0\29.3 A Reader, ed. Joan Copjec (New
York: Verso, 1993), 121-66. Copjec’s reader offers a fascinatingly
on noir, as does Tan Cameron’s, m::u:wr&

diverse set of perspectives
1 Noir (New York:

the same year. See Ian Cameron, ed., The Book of Fil
Continuum, 1993).

19. The “lunacy” of the desert is commented upon in Baudrillard’s
America and would seem t0 be a factor in the subtitle to Corrigan’s
chapter on genre, «“The Road Movie in Outer Space.”

20. Roland Barthes, S/Z, trans. Richard Miller (New York: Hill and ‘Wang,
1994), 105.

21. Washington, DC’s National Building Museum featured an exhibit on

oad travel, “See the U.S.A.7 in which this marketing

the culture of T
was nicely demonstrated. The exhibit ran from November 19, 1999

through May 7, 2000.
22, Tor more on the frontier myth’s function within American history, se¢

Richard Slotkin, “Myth and the Production of History,” Ideology and
Classic American Literature, ed. Sacvan Bercovitch et al. (New York:
Cambridge University Press, 1987),70-90.

23, André Bazin, «The Western, or the American Film Par Excellence,”
What is Cinema? Volume 1I. (Berkeley: University of California Press,
1971), 140. For an excellent analysis of the cinematic western as genre,
see Thomas Schatz, “The Western,” Handbook of American Film
Genres, ed. Wes D. Gehring (New York: Greenwood Press, 1988),
24-46. See also Tan Cameron and Douglas Pye, eds., The Book of
Westerns (New York: Continuum, 1996).

24. For more on the Western’s presentation of what he calls “the basic sce-
nario,” see Joseph Reed, American Scenarios: The Uses of Film Genre
(Middletown, CT: Wesleyan University Press, 1989), 255.

25. John Ford’s m:ﬁ@%mnr (1939) is an example of this sort of film that

focuses on Western migration and the “threat” of passing through

Indian territory.
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26:1 ]
HM MMRWEWS Jm wcamv several Westerns that focus on female character:
holas Ray’s Johnny Guitar (1953) is i i
, ; , perhaps, the most interesting
Mo:var.Eo.cmr., is remarkable. In Ray’s film Vienna (Joan meewmwwa
. hMMm OJ\E_MAW\_MW MM wma power to, in the final analysis, stay home v
27. ar itchell, Westerns: Making the Man in Ficti :
. itchel < n in Fict 1
’s (Chicago: University of Chicago Press, 1996). o i
] mxﬂgwo_m_::m this idea somewhat, and applying it to a key road movi
not closely examined in these pages : ;
‘ pages but referenced through
might suggest that Thelma and Louise’s j o S
. . _ouise’s journey, in Ridley Scott’
M\mlim w:& hm::mm (1991), is a masculinizing one in that Uoﬁrv\nrmanm
's are forced at every turn to use essentializi ]
. alizing and stereotypi
masculine means to esca situati e
ape the situations they f; “his i
: : y face. This is perhaps
M:Ww va an .c:cwc.p:v\ elongated period after the film’s release ﬂmm
. s “feminism,” or, conversely, its “reactionary” stance, continued t
2 e debated by critics and scholars alike. i
: ,h\_zww MS:SBf Imi..ﬁo\m.. Power, Pleasure, and the “Frenzy of the
» >§ e,” (Berkeley: University of California Press, 1989), 43.
: ﬁ:mmm :WB_VQ oﬂ%m essayists in Eckstein and Lehman’s anthology note
actual number of years here is notoriously diffi .
: It to fi
Lee Mitchell, Westerns, 11. S s iy
\ L , 11. See also Jane Tompkins, West ythi
" AOﬁoﬁ“ Oxford University Press, 1993). o
: M W:E:w Visions Laderman traces the quest motif from classical
ollywood era films through contem : i :
porary road movies organized
around the same logic. The theme i idi o
. : e is also a guiding one in the es
. MWo:onm in Cohan and Hark, The Road Movie mo&w e
! mMWMwJ mE/w%ﬁ ‘What Would Martha Want?’: Captivity, Purity, and
inine Values in The Searchers,” ed. Arth R
H ; . , ed. Arthur M. Eckstein Peter
SM:MSP The m.mmwmwma.. Essays and Reflections on John Ford’s Classic
. ﬁm ern AUQS:... Wayne State Univeristy Press, 2004), 171-96. An
W_ .m_wmmm_wm w:w differently gendered companion to Studlar’s mmm.d\ is
; :%u. erry, “What Makes a Man to Wander? Ethan Edwards of John
. HoH u,ﬁ.}m Searchers,” New Orleans Review (Winter 1991): 86-91
; sﬁMwﬂEm_%rZoMM the Fordian/Shakespearean wise fool _oowv” for
roughout the film to an end to his own fifge -
: . S wandering and longs
rest, as he does in the film’s closing i r o
: S s in 7es in hi
i g images, on the porch in his prom-
Y i ison’ i
HMMﬁm Jim Zoﬁ.so:m recurring dream of the crashed American
ians on the side of the road that appears in Stone’s The Doors
, (1991) is another important moment o
6. F i ;
6 Ioo~= quma,ws Em. ?mﬂoq of Monument Valley, its roads, and
o ﬁm,éo s use of it, see Richard E. Klinck, Land of Room Enough and
. % :o:.wr AZw:@:chQ University of New Mexico Press, 1953)
ord’s particular “conquest” of the location is documented in %m.

Warner wﬁozwmmm Pre S
sents” series m:ﬁ::._m& m ﬁrm DVD extras C% HNNN

31.

35.

37.
38.

L
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Lee Mitchell, Westerns, 93.
Ibid., 97.

Chapter 3

Like so many Godard quotes, this one is notoriously difficult to
source. Colin MacCabe, in his recent biography on Godard, indicates
in a note his own frustration in tracing the source of these oft-quoted
words which, Godard still insists, are themselves a direct quote of D.
W. Griffith. MacCabe’s research has turned up nothing to support or
crumble Godard’s claim. See Colin MacCabe, Godard: A Portrait of the
Artist at Seventy (New York: Farrar, Straus, and Giroux, 2003), 391.
The issue is not helped by the fact that the details of the quote itself
vary from time to time. A case in point is to be found in Jacques
Ranciere and Charles Tesson’s 2001 interview with Godard for Cahiers
du cinéma, where the interviewers approach Godard with “In
Histoire(s) du cinéma, you say that America is ‘a girl and a gun,” to
which Godard replies, “It was Griffith who said that, not me. What he
meant to say at the time was fairly simple. You only need a revolver
and a girl and you can make a film. Likewise, when I saw Voyage in
Ttaly 1 thought, ‘With two characters in a car you can make a film.” As
the exchange reveals, the variations on the quote are limitless, though
this author is especially intrigued by its recent automotive suggestive-
ness. See Jean-Luc Godard: The Future(s) of Film: Three Interviews
2000/2001 (Berlin: Gachnang & Springer, 2002), 60

2. Though Godard’s perspective has flexed to accommodate more fully

America’s continued and far more alarming political mobility, his
recent comments demonstrate his continued frustration over the free-
dom with which American ideology roams the planet. Just prior to the
shooting of Notre musique, Godard told Frédéric Bonnaud, “The
Americans say they are defending themselves by traveling around the
world and going into other people’s countries” Godard continues,
turning back to America’s cultural imperialism, saying, “In a way, the
cinema I know, the one I live in, has always felt like the cinema of an
occupied country. And the occupier has always been Hollywood.” See
“Qccupational Hazards: JLG at Work, as told to Frédéric Bonnaud,”
Film Comment (Jan/Feb 2005): 37—41.

3. For reasons having largely to do with traffic jams, Laderman and
Sargeant and Watson, for example, attend to Weekend. There seems t0
be, in both of these works, an acknowledgment of Godard’s interest in
automobility but little desire to plumb the depths of this interest or o
examine its impact on the wave of American films that followed from
Godard. John Orr, in a chapter called «Commodified Demons 11: The
Automobile,” is more generally interested in the role cars play in
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Oomwa s work and the films that arise from Godard’s automotive
M_Mo:wm. See John O.; Cinema and Modernity (Cambridge, Polity mme-
i wuo_mu.!m».‘ E.a chapter “The Absent Image and the Unreal Oc.mnmmw
= .d w.m m.:a:_mlv\ concerned and begins to articulate the z_um%
centrality in international postwar films that contemplate noti :
home and displacement. T
" . . :
mmub\“rmw_mn Winston Dixon, The Films of Jean-Luc Godard (New York:
el a,mmmv 1997), 18. Though more whimsically Tﬁum:uo:o.
d’s statement also resembles Corrigan’s ideas regardin ic
hysteria. . S
5. See, for example, Dennis T 0
. urner, “Breathless: Mirror St
] Q/\ﬂﬁ/\m:o Vague,” SubStance 12 (1983): 50-63. S
: nmwm_w wmcm::mﬁww writing frequently returns to the subject, the con
is most explicitly laid out in Simulacra i s {
: : and Simulation, tran
; mUTmm_Hm Faria Glaser Ann Arbor: University of Michigan Press, 1994 i
X . Mmmmm @WM%JM\V ma.. Breathless (New Brunswick: Rutgers GDZQ.&Q
3 . 14. For more on the noir elements of the fil
Steve Smith, “Godard and Fi i i v
. ; a ilm Noir: A Reading of A bout d %
ZoE:wrm:N French Studies 32,no. 1 (March 1993): 6573 wEmﬁ%wHM
gestion that “Godard does not so much imi . h -
gestior imitate as enact the process of
wd::m:o: .Hwow.ccmw the story of a perilous and fatal attempt to imi-
tate” (67) is especially relevant here.
8. Andrew, Breathless, 14.
0. : : .
wc,oam,.E David mﬁm.ﬁ_.?.ma; Jean-Luc Godard: Interviews (Jackson:
&:ﬁwz@ Press of Mississippi, 1998), 97. The phrase “I'm living Bozw
an 'm moving” is in the original, thou i
: 5 gh I suspect, given the larger
noH:QM and ﬁ.rm ovmn:v\.Om the phrase itself, that Godard mwocEmvm
" quoted as saying that he is “living more when he is moving.”

: wocgmr.ma and a more generalized notion of “the press” are ideas that
o%.ﬁ with Emc_ﬁ:x in the films of Godard, who was himself a jour-
Wm“_mﬁ Gm the E.B-nzz.n& sort) before his entrée into the cinema. Sam
am er, another journalist (of the yellow sort)-turned-filmmaker and a

Hmonm: very near %.m center of Godard’s referential universe, also fre-
MN.:S y :m,\ow& Em imagery of the press in his films. Wim Wenders’s
ﬁo_ﬁ%w:cﬁﬂ. m%mnmﬂb its frequent images of newspapers, has both direc-

mind. In the work of all three filmmakers i
s . , the press arises as an
MMM:W nx&:mﬁ of wzmaﬁ,aow::v\ and the rapidity of modern commu-
= a _o:m d:w idea and its connectedness to automobility is brilliantly

_ wamwvm in er:a Penn’s Bonnie and Clyde—where publicity is a cat-
MGVMM .Mw Mm.mx:zmm mobility—and is updated for the late twentieth cen

i iver Stone’s simil ia- lers
iy imilarly media-obsessed Natural Born Killers

11. is i
1 C:Hm.mw A.:roifvm noted, all quotations refer to the English Language
nuo:::EJ\ script, reprinted in Dudley Andrew, ed. Breathless ZHT%@
gesture references a Bogart tic that is seen only occasionally in his mom::,m
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roles but turns up with some regularity in publicity and newsreel
images. The actor, who famously had a hard time deciding what to do
with his hands, fidgeted even more, for example, in footage of his late
1940s Commiittee for the First Amendment activities.

12. Robert Kolker, The Altering Eye: Contemporary International Cinema
AOxmoRr Oxford University Press, 1983), 176.

13. Of course, Godard’s stylistic experimentation became, in due time,
conventional in its own right. By the mid-1960s, Madison Avenue had
invested so deeply in what it perceived as a new more youthful visual
grammar that TV ads from the period seem overcome with jarring
edits. See Dudley Andrew, ed. Breathless, 11. This process of main-
streaming (and selling) also had a profound effect on American cin-
ema of the period. The ripples of what we might rather narrowly call
«Godardian” form extend into our contemporary images as well,
affecting, by way of Richard Lester, the rock video aesthetic to be sure,
but more centrally affecting what has become the road movie’s domi-
nant form. Hyperbolic and overstated as they are, Oliver Stone’s for-
mal explosions in Natural Born Killers are Godardian in reverse,
commenting on the commercial culture that appropriated Godard’s

structure and the manner by which this culture has seduced another
generation of viewers-turned-consumers.

14. Michel Marie, It really makes you sick!’: Jean-Luc Godard’s A bout de
souffle (1959), French Film: Texts and Contexts, ed. Susan Hayward
and Ginette Vincendeau (New York: Routledge, 1990), 207.

For anearly comprehensive cataloguing of the various critical approaches

to Godard’s editing, see Richard Raskin, “Five m%_m:maosm for the Jump

Cuts in Godard’s Breathless, POV: A Danish Journal of Film Studies 6

(Dec. 1998): 141-53. Perhaps most valuable for its plea not to sacrifice one

Raskin’s list also indicates the fascination sur-

15

reading in favor of another,
rounding this singular formal decision.

16. Raskin identifies some of the key “metaphorical” readers of Godard’s
editing, critics for whom the jumpcuts are directly connected to
Michel’s fractured perspective. See, for example, Bosley Crowther,
«“Breathless;” The New York Times, February 8, 1961, Section 1. See also
Luc Moullet, “Jean-Luc Godard,” Cahiers du cinéma (April 1960):
25-26. For a more nuanced reading, though one that, as Raskin points

o supply adequate evidence, see Annie Goldmann, Cinéma
ot société moderne (Paris: Denoél/Gonthier, 1971/1974), 85-86.

17. Asour next chapter will demonstrate, the clusiveness of these desires will
be picked up by Dennis Hopper in Easy Rider, a film with the tagline “A
man went searching for America and couldn’t find it anywhere””

18. Michel Marie, “‘It really makes you sick!”” 209.

19. Ibid, 211

20. Andrew, Breathless, 8.
21. Quoted in Wheeler Winston Dixon, The Films of Jean-Luc Godard, 16.

out, fails t
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2. . . g
- WM%S%&E David Sterritt, ed., Jean-Luc Godard: Interviews, 100
: ; o‘c m_mﬁmﬁcwﬁ myself briefly to explain the apparent :mmmm
M ::mz e” of my own argumentative movement. As I have indic N
@mew m_nov the examples I have chosen to explore in Road 303.&&3
articular case studies, are not uni o
3 que but exemplary. Not onl
or should other Godard films b i P contect
2 e considered in thi
films of Federico Fellini i S e
, especially La Strada (1954), fit well i
paradigm. Fellini’s film, even in its casti Ot
: . 3 casting of Anthony Quinn, s
M:mm @,:mm.:ozm about American mobility. The films of ZmnWmm_Mwsm Mo
owmﬁwm:_M:_ nMBM 8&55& as well. Antonioni was every bit as 50%%:0
sed as Godard, though always, b ]
: 5 ys, because of the expansi i
ness that is so central a i beaccus e
al a part of his form, less likel
e . ) ely to be accused
mmamwwi_:a .Swﬁ:v\ VOR spontaneity. Zabriskie Point (1969) is not osﬁ_um
i MMO.SMMEM Lavventura [1960], like The Passenger [1975]), it M
in the United States, soaked in and criti ‘
. S, tical of the h i
of its own era. And the ex % e
A : amples are not just Euro i igi
e : pean in origin.
Wms\m_: Ray, most especially in the Apu trilogy (1955-59) mx@ammwm_m:m
eep commitment to exploring the idea of li :
: of literal tre i
ity of, here, Western culture. B Vi S
24. Thi e, 1
o“mﬁﬂmmagwa. course, is another rupture in the film’s narrative skin
works in coordination with the film’s hi "
(albeit entirely convenier Rkl
nt) film and film-critical i
AT A iy ical population: Godard
, Jea elville, André S. Labarth
Philippe de Broca, Jean D . il
; ouchet, and Jacques Sicili i
R i q icilier all appear in the
a akers and/or film critics. Th
credited in the film itself, Dudl ek oAl
S ey Andrew’s continuity script identi
E.mmm key figures. See Andrew, Breathless, 32 st
25. Ibid., 52, emphasis mine. .
2%. i g e
W\”nrm”m nm_&wosvw% to the camera is similar to the brief, though
portant, relationship between Jim S ,
tark (James Dean) /
(Corey Allen) in Nichola ’ j R
as Ray’s Rebel Without a C 5
S e e a Cause (1955). In Ray’s
¥ etween the young men establishes “
. b shes “manhood,”
HM“ tragic wommo@:m:nnm. In Godard’s film, Michel and the camera
enmeshed in their own “chickie run,” and \
. . , and the reasons 51
ilar. As Buzz tells Jim, “You - e
Buzz , gotta do something.” The camera s
: pose a &.B:mb though non-verbal, command to Michel e
7. Quoted in Andrew, Breathless, 165. ,
28. Ibid., 111.
29. Ibid., 7.
30. Howar s E
m:AMeMm%mzrm s .E Dorado would not appear until 1967, but the leg-
e miw::d;& Land of gold was very much in circulation in
- NM: would later attract Werner Herzog to Peru to shoot Aguirre,
ath of God (1977). The legend is relevant also to Godard’s EBV
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haracters in search of their own mythic

which, after all, is about two ¢
hic Paris, and Michel searches for

land: Patricia seeks to exist in a myt
some equally mythic cinematic version of America.
31. Andrew, Breathless, 11.
32. Ibid,, 15.
33. Fuller appears some year
34. Dennis Turner, “Breathless:
SubStance 12 (1983): 50—63.

s later in Godard’s Pierrot le fou.
Mirror Stage of the Nouvelle Vague,”

Chapter 4

1. Nancy Hardin and Marilyn Schlossberg, eds., Easy Rider: Original
Screenplay by Peter Fonda, Dennis Hopper and Terry Southern Plus
Stills, Interviews and Articles (New York: Signet, 1969), 11. I should
note, also, that Hopper is now far more articulate and significantly less

about the director’s role generally and his own role specifi-

Rider. Kenneth Bowser’s film, Easy Riders, Raging Bulls

scussing in remarkably frank terms his fortune

hat surrounded him and in being given,
ce rein on a project that was not

romantic
cally on Easy
(2003) finds Hopper di
in being aided by the talent t
in spite of his admitted excesses, fr
guaranteed to succeed.

5. David Laderman’s Driving Visions explores many of these films.

3. Again, I have singled out the French New Wave and Godard specifically in
spite of, for example, Hopper’s marked interest in the thematically similar
cinema of Michelangelo Antonioni. Hopper’s emerging grasp of cine-
matic modernism, in 1969, seems to have been confined to Godardian
experiments in editing and was less involved in the contemplative study of

that was the hallmark of Antonioni’s work.

g Visions explores the idea of drift as it is filtered

uced—problematically T think—to a sense

¢ idea becomes central to Laderman’s

thesis that the road movie has become, post—Easy Rider, less politically
engaged. Tracing Charney’s idea to its Barthesian roots, however, the
road’s seductive capacities, similar to the seductive power of the
Barthesian text, emerge in a manner that moﬁmao:smm the cinema’s
longstanding use of the road as false temptress. See Leo Charney,
Empty Moments: Cinemda, Modernity, and Drift (Durham: Duke

University Press, 1998).
5. Roland Barthes, The Pl

York: Hill and Wang, 1975), 6.
6. Barthes concept of the drift owes much to the Situationist

International’s understanding of the dérive—a favorite play-form of
SI and its predecessor organization, the Lettrist International. Libero

mise-en-scene
4. Laderman’s Drivin
through Leo Charney. Red
of aimlessness and wandering, th

easure of the Text, trans. Richard Miller (New
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Wmv&mow: %wnicmm the process as “the art of wandering thro
M an  space .@mv.. See Libero Andreotti, “Play-tactics of b
nternationale Situationiste,” October 91, (Winter 2000): 36-58 S
7. Barthes, The Pleasure of the Text, 19. il
8. Ibid.
9. F i i
m%%s“nmmozv%m M_omx:m_m and nationalistic uses of landscape in the
, see Barbara Klinger, “The Road to Dystopia,”
Ina Rae Hark, eds., The Road Movi e Bourlsdee. 10y
,eds., ovie Book (New York: Routled
179-203. Jennifer L S gl
ynn Peterson traces the roots of this i :
. o it 0 s impulse i
HMMM ﬁww%: ﬂ\m.:ﬁ Playground: Travel Films and The >Boanw: §me”~
— J Virtual Voyages: Cinema and Ti s :
(Durham: Duke Universi At e
: ty Press, 2006), 79-98. And thi i
landscape features rath i .“ il Sz
sy er prominently in Baudrillard’s America, as
10. é in, ¢
\w)ww%m.mmd:, The Western, or the American Film Par Excellence,”
. at is Cinema? Volume II. (Berkeley: UC Press, 1971), 14 v
11. Ibid, 140. : i

12. The article is repri i
printed in tl 5 i i
Hiiiee he notes accompanying the laser disc ver-
13. “Wi
M,oﬂ ,w“.:_ﬁ Will max\. Do It for Dennis Hopper?,” Hardin and
y ﬂw ossberg, mmm; Easy Rider: Original Screenplay, 16.
: ?M\m hﬂmwgosm contains a film within a film directed by Sam Fuller
avored director of Jean-Luc Godard and Wi .
. i im Wenders. The gesture
MUMMWNMM.?WH&W“ w.mm:mw only to mimic the French &Rnﬂoﬁmﬁmc:mm
appears in Pierrot le fou [1964]). Wenders casts F in ] 1
. . s Fuller in The Americar
C:om@:waw Mwm.vvﬁ‘?m_ State of Things (1982), and The End of S.&SRM
; interplay suggests the policy of ang i
that exists within the road genre ootk s
15. is i ;
5 Wozmv Hopper, H.Eo the Issue of the Good Old Time Movie Versus
mi . ood Old Time,” Hardin and Schlossberg, eds., Easy Rider:
Original Screenplay, 11. ; s 1
16. a hi i
WMH a ?mrw\ mz.ﬂn:_m:o ,mE&\ of 1960s cinematic politics that answers
mEM_de\M\m m% mwu;mm_um: quite important titular question, see Mark
> y Ca em ‘Cult Movies’? American Ind : i
. ? ependent Film-
Mﬂmw:m and .%m Counterculture in the 1960s,” Scope: An UO:::m ?:_MMMN
i MMMW:&N& AZM& 2003), http://www.scope.nottingham.ac.uk/arti
.php?issue=may2003&id=260&section=articl - -
17. Quoted in Eric Rents il
chler, ed., West German Fil ]

u A 2 . mmakers 3
maﬂ:a “.:i Voices (New York: Holmes & Meier, 1988) &mlmmw a
c:a:ﬁ its ?:n:o.: in Saussurean semiology, here the mmm.: while
mwcmmm;ﬂoo%“ effectively truncates communication. See mﬁ&:m:m De

ure, Course in General Linguistics (Peru: O
e i . ru: .wm: Court, 1986).
-y y Rider (London: British Film Institute Publishing, 1996),
20. Pe iski . i i
Mwﬂw W_Mcznf h.a&\ Riders, Raging Bulls: How the Sex-Drugs-and-Rock
oll Generation Saved Hollywood (New York: Simon and Schuster.

18.
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1998), 70. Kenneth Bowser’s 2002 documentary film borrows its name
from and claims to be based on Biskind’s book and should be con-

sulted as well, though its tone is far more uncritically adoring and

runs very near the territory of hero worship.

Chapter 5

1. See Jeffrey Ruoff, “The Filmic Fourth Dimension,” Virtual Voyages
(Durham: Duke University Press, 2006), 12.

2. Robert Kolker and Peter Beicken, The Films of Wim Wenders: Cinema
as Vision and Desire (Cambridge: Cambridge University Press, 1993),
1-2. Kolker and Beicken’s examination is singular both for its clarity
and its coverage and remains the central critical source on Wenders.
See also Alexander Graf, The Cinema of Wim Wenders: The Celluloid
Highway (London, Wallflower Press, 2002). Where Kolker and Beicken
usefully cast a wide net, Graf works more closely, guided by a singular

the filmmaker and this
author obsess over as well) regarding what might best be called the

ulting text is more a sustained and

and deeply important question (a question

cinema’s narrative drive. The res
quite convincing argument than a critical overview and compliments
its predecessor (which, oddly, is scantly referenced) quite nicely. Roger
F. Cook and Gerd Gemiinden’s The Cinema of Wim Wenders: Image,
Narrative and the Postmodern Condition (Detroit: Wayne State
University, 1997) also provides a useful overview.

3 Michael Covino, “A Worldwide Homesickness,” Film Quarterly

(Winter 1977-78): 9-19.

Kolker and Beicken, The Films of Wim Wenders, 4.

Roland Barthes, Mythologies, 19.

Kolker and Beicken, The Films of Wim Wenders, 22

Pinball machines, featured in many of Wenders’s films and with which

Wenders spent much of his youth, function on exactly this logic of

“betweenness.” Pinball machines provide an interesting metaphor for

Wenders’s cinematic world, which typically focuses on characters

attempting to “stay in play” in a world where events and obstacles

occur randomly.

g. Wim Wenders, The Logic of Images: Essays and Conversations, 16

(brackets mine).
y” scene in Easy Rider, signs here are mutually

9. Like the “no vacanc
understood. Here, however, the pre-verbal serves to establish rather

than further sever community.

10. The legacy of Volkswagen, especially the company’s commercial rela-
tionship to Nazism, is here quite literally sunk. The Beetle’s Germanic
roots make it an .::womm:u_m vehicle for either of the film’s characters,
who are undone, at least in part, by their uncomfortable relationships
to their nation and its history. Later in the film, at a lunch counter ata

N o v
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VW plant, Robert decides to joi i
; i o 4 :
e o join Bruno in his drifting repairman’s
11: 4G tinden, in
mmm :Ommoﬁczanﬂ, in W: The Way to Language: Wenders’ Kings of the
,’ comments on the non-verbal linguistic playful i
and hints at the politics of desi y D ot s ot
esire that seem to inform it. His i
however, leaves out the criti P
g < itical openness of this desire’s subj E
relationship and fails to recogni s e o
gnize the fact that language i
scene’s desirable objects. See G (i it
jects. serd Gemiinden, “O
: . Bjed A n the Way to
anguage: Wenders’ Kings of the Road,)” Film Criticism XV, ;
(Winter 1991), 16. e
12, c i
> ngi Kolker and mo.ﬁma Beicken, The Films of Wim Wenders, 71
i me mgoﬂm on the mmwn._:u::m history of Bibendum, see the noavmsvxm
B.mrmﬂ.ﬁ and surprisingly thorough historical website at: http://www
.w%_% m_!:.83\noQowmﬁm\?o:QSBE&QEE%.&m@wnoachg.E:mHo
ﬁrmwwmimz. By the company’s own account, Bibendum was more
e a corporate mascot; he was something of a pop-cultural icon
se visibility m#m:_m& in very specific ways, ways that moved (the
Womscm:v\ would like us to believe) beyond product sales
WMMMQQ Nm:rmw AQ::mS Lucida: Reflections on Photography, trans
rd Howard (New York: Hill a g ) ]
i ill and Wang, 1981), 82-90.
16 é i i
Mwa a AWS:& .mdem_m of the film’s interest in the idea of language, see
Umw.oﬁ y Corrigan, “Wender’s [sic] Kings of the Road: The Voyage mmoa
Emw_ﬂmomw.ﬂ% szﬂm%mmmv New German Critique 24-25 (Fall/Winter
—82): 94-107. See also Gerd Gemiinden, :
/5 en, “On the Wa
, Wﬁwm:mmm” Wenders’ Kings of the Road,” 13-28 it s 08
. Kolker and Beicken, The Films of Wi  Werdets
s f Wim Wenders, 78.
19. K S0 18 S f thi i
OMMMMO is Mro vgmm of this device and its symbolic association with
Gern n military history generally and Nazism in particular. The con-
e _oo%ﬂ_m never Q.VBBQ:& upon, but the film’s occasional referenc
s serman cinematic fathers—the pi i ;
! : pictures of Fritz Lang th
appear in the film—and Wenders’s a able ela.
| . cknowledged uncomfortabl
tionship to German images indi e e
icate tha ssociation is ing i
i g e that the association is working in
20. “The A i i i i
x%mma:.“mwwwmw UMWE? quoted in Wim Wenders, Emotion Pictures:
he Cinema, trans. Sean Whiteside in associati ith
[2 associat
y W\:nram._ Hofmann (London: Faber and Faber, 1989), 144 et e
: a.:o_u:n home also figures prominently in Wenders’s The S
Things (1982). il
22. c i ( thi i
Mcq m;mam.i reading of this notion of American mobility in New
mm,:dm: O._:m_dm, see William Beard, “American Madness,” Yearbook of
omparative and General Literature, 40 (January 1992): 59-74 Sec
1 59-74. See

14

NOTES 227

schler, “American Friends and New German Cinema:

also Eric Rent
» New German Critique 24-25 (Fall/Winter

Patterns of Reception,

1981-82): 7-35.
For more on the historical context of the New German Cinema, its

political investments, and young German culture’s relationship to
American popular culture, see Timothy Corrigan, New German Film
(Austin: University of Texas Press, 1983). Eric Rentschler’s West
German Film in the Course of Time: Reflections on the Twenty Years
since Oberhausen (Bedford Hills: Redgrave Publishing Company,
1984) is also a useful overview, as is John Sanford, The New German
Cinema (New York: Oswald Wolff, 1980).

24. Wim Wenders, “The Men in the Rodeo Arena: Lusty,’ Emotion
Pictures, 114-15.

25. Bruno’s process of concealment and his subsequent return to the place
of his birth are interestingly related to Sigmund Freud’s ideas regard-
ing the uncanny, das unheimliche. In his work on the uncanny, Freud
recognizes the ambivalence of the term. See Sigmund Freud, “The
‘Uncanny,” The Standard Edition of the Complete Psychological Works
of @w::SQ Freud, trans. James Strachey (London: Hogarth Press,
1997), 224. Bruno’s journey to the house where he lived alone with his
mother functions according to both of Freud’s definitions. On the one
hand, it is a journey back to the farniliar, back to the womb, as it were.
The mise-en-scene of this portion of the journey is, in fact, strangely

e—shrouded in fog, concealed. On the other hand, it is a ter-
are exposed.

™o
W

womb-lik
rifying moment, where multiple layers of concealment
connection to the past is called to the surface, as is his con-

Bruno’s
nal, which in the Freudian sense is always simul-

nection to the mater
taneously comforting and terrifying.

26. 'Wim Wenders, “Kings of the Roady” The Logic of Images, 13.

27. Quoted in Nancy Hardin and Marilyn Schlossberg, Easy Rider:
Original Screenplay by Peter Fonda, Dennis Hopper and Terry Southern
Plus Stills, Interviews and Articles (New York: Signet, 1969), 28.

28. Kolker and Beicken, The Films of Wim Wenders, 59

Chapter 6
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Epilogue

1. Antonioni’s Bﬁ%roig_ use of travel in this film and clsewhere, in fact,
holds as central a place as Godard’s in the history of vehicularity’s critical
function in the cinema. For an excellent and smartly contextualized
reading of the Italian road movie more generally and its own consid-

erable international influence, see Kerstin pilz, “Dreams of Escape:
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2003): 140-52.

2. Murray’s work for Wes Anderson (Rushmore, The Life Aquatic) and in
Sofia Coppola’s Lost in Translation establish him as something of an
iconic mid-life wanderer, a status Jarmusch clearly capitalizes on.
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