
UvA-DARE is a service provided by the library of the University of Amsterdam (https://dare.uva.nl)

UvA-DARE (Digital Academic Repository)

Screening Cowboys. Reading Masculinities in Westerns

Verstraten, P.W.J.

Publication date
1999

Link to publication

Citation for published version (APA):
Verstraten, P. W. J. (1999). Screening Cowboys. Reading Masculinities in Westerns. [,
Universiteit van Amsterdam]. in eigen beheer.

General rights
It is not permitted to download or to forward/distribute the text or part of it without the consent of the author(s)
and/or copyright holder(s), other than for strictly personal, individual use, unless the work is under an open
content license (like Creative Commons).

Disclaimer/Complaints regulations
If you believe that digital publication of certain material infringes any of your rights or (privacy) interests, please
let the Library know, stating your reasons. In case of a legitimate complaint, the Library will make the material
inaccessible and/or remove it from the website. Please Ask the Library: https://uba.uva.nl/en/contact, or a letter
to: Library of the University of Amsterdam, Secretariat, Singel 425, 1012 WP Amsterdam, The Netherlands. You
will be contacted as soon as possible.

Download date:24 May 2023

https://dare.uva.nl/personal/pure/en/publications/screening-cowboys-reading-masculinities-in-westerns(d4f8274c-e805-47ee-8240-7f39f6cb8253).html


n o t e s 237 

Notes 
Introduction 

1 In Dutch culture, this suffocating atmosphere is associated with a petty-

bourgeois mentality. 
2 "Neem een cowboyfilm. Zo'n cowboy, heeft die nou geen ouders die hij af 

en toe opzoekt? En zo niet, zijn die ouders dan overleden of is die cowboy-jongen 

een vondeling? Heeft-ie geen broers, zusters, en wat voor opleiding heeft-ie gehad? 

Hoor je toch nooit iets van." For reasons of consistency, all paraphrases of dialogue 

in this study are my own. 

? "Gender" is a term used in distinction to the term "sex." Sex is the biologi

cal denominator corresponding to "nature": anatomically, a person is a woman or a 

man. Gender is the social and cultural signification of sex: conventionally, a woman 

is taught to behave like a woman and a man like a man. The usefulness of the 

sex/gender distinction has been challenged by those cultural critics who claim that 

"sex" is as cultural, that is, un-natural, as gender. To suggest that sex is itself 

already a gendered category is not to deny the materiality of the body, but to 

emphasize that this materiality is an effect of power (Petersen 122). 

4 "Male trouble" is a reference to the volume of the same title (1993), edited 

by Constance Penley and Sharon Willis. 

5 Michael Kimmel cites an extensive list of American studies since the late 

seventies by men who have started to write history of themselves as men (363-64). 

An early well-known European study on masculinity is Klaus Theweleit's 

Männerphantasien. Its first volume originally appeared in 1977 (translation 1987) 

and its second in 1980 (translation 1989). Theweleit describes how the male warri

or ideal is constructed in the period of the German Freikorps preceding the rise of 

Nazism. 
6 Showing how masculinity also engages women is the easiest way to 

illustrate that masculinity is not always about men. Notable examples of gun-toting 

women in the genre of the western are Vienna (Joan Crawford) in Nicholas Ray's 

Johnny Guitar (1954) and Ellen (Sharon Stone) in Sam Raima's The Quick and the 

Dead (1995). Ellen is the first woman ever to participate in the public quick-draw 

contests in Redemption, organized by the town's patriarch John Herod (Gene 

Hackman). For men, these contests are sensational and murderous games of com

petition, but as a woman Ellen is presumed to have another stake. Herod views her 

with immediate suspicion and tries to figure out who she is. In the end, she reveals 

her identity and takes revenge on Herod, who was responsible for her father's death. 
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7 Representations "do not operate on some blank page" (Tasker 152) but are 

burdened with their own histories. These histories determine whether representa

tions are coded as predominantly masculine or feminine (or both at the same time) 

and how these representations are embedded within asymmetrical structures of 

power. Some forms of masculinity can clash as much, or even more with other mas

culinities than with versions of femininity. Whereas the cowboy is a masculine 

figure who maintains a distance from women and cherishes the comfort of male 

buddies, the Don Juan-type is precisely masculine by virtue of his seduction of 

many women. The male hard-rock pop star is considered highly masculine on the 

basis of his rough music and lifestyle despite his "feminized" look: earrings, tight-

fitting jeans, and long hair. 

8 The notion of the western hero as the object of the look complies with Steve 

Neale's article "Masculinity as Spectacle" in Screen (1983), one of the first to address 

masculinity in film. This article was written as a response to Laura Mulvey's semi

nal essay "Visual Pleasure and Narrative Cinema," originally in Screen (1975). 

Mulvey asserted that the woman in (Hollywood) film can be said to "connote to-be-

looked-at-ness," whereas the male hero is represented as the "bearer of the look" (19). 

Neale agrees with Mulvey's analysis about the awkward relation between cinema 

and femininity insofar as she limits herself to a discussion of film noir and 

Hitchcock's movies. In "male" genres such as war films, westerns and gangster 

movies, however, male figures themselves become part of the spectacle. The women 

in the films discussed by Mulvey are visualized in an erotic way. By contrast, as 

Neale explains, erotic viewing of the male body in war films and westerns is dis

avowed and repressed. In these genres, Neale notes, the exchanges of looks between 

men are "marked not by desire, but rather by fear, or hatred, or aggression" (14). 

9 I endorse Leo Bersani's assumption that psychoanalytic accounts are not 

"cast-iron," for they are characterized by moments of internal incoherence. Bersani 

writes: "Psychoanalysis is an unprecedented attempt to give a theoretical account of 

precisely those forces which obstruct, undermine, play havoc with theoretical 

accounts themselves" (Freudian Body 4). One value of (re)reading these accounts, 

relevant to this study, is that these moments of incoherence can be explored in a 

productive way. 
10 One of the key assumptions of the New Historicism, "a phrase without an 

adequate referent" (Veeser x), is the interdisciplinary notion that "literary and non-

literary 'texts' circulate separately" (xi). The New Historicism is "new in its refusal 

of unproblematized distinctions between 'literature' and 'history,' between 'text' 

and 'context'" (Montrose 18). These distinctions are reconsidered without falling 

into the trap of providing totalizing or atomizing methods. The New Historicists try 

to avoid causal, deterministic equations between text and context (Veeser xii). 
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11 The poststructuralist statement that history is a text is grounded in the 

notion that a study of the historical past is only possible by way of documentary 

records or written accounts of what happened in the past. These "historical accounts 

of the past are themselves based upon the presumed adequacy of a written repre

sentation or textualization of the events of the past to the reality of those events 

themselves" (White, "New Historicism" 297). 

Chapter one 
1 Some acknowledged western films with cars are David Miller's Lonely Are 

the Brave (1962), Sam Peckinpah's Ride the High Country (1962) and his The Wild 

Bunch (1969). 
2 According to Warshow, the hero in the western is a loner who lives by the 

moral code of murdering his opponent to defend his honor. He considers Victor 

Fleming's film The Virginian (1929) an "archetypal" western (49). Warshow has a 

negative opinion of western films in which social problems of the frontier replace 

the drama of the hero's moral ambiguity towards killing as the movie's chief con

cern. André Bazin's classic is John Ford's film Stagecoach (1939). In one of his arti

cles on the western, collected in the third volume of Qu'est-ce que le Cinéma?, he 

praises Budd Boetticher's Seven Men from Now (1956) as an exemplary western, 

since the film simply holds on to a traditional pattern in a period when attempts are 

made - much to Bazin's dislike - to endow westerns with an adult and intelligent 

outlook by enriching the hero with psychological characteristics (159-61). 

3 In The Architext, Gérard Genette emphasizes the importance of relatively 

constant aspects by comparing absolute relativism, i.e. total variability, to a "sub

marine with sails" (79). 

4 It is an undeniable fact that, even when the western can still meet the 

demand for actualization, the genre is outmoded in the eighties and nineties. I want 

to suggest a historical explanation for this generic crisis. In the fifties, one of the 

golden periods of the western, the imagery of the Wild West is still predominantly 

used to configure good versus bad masculinity within a setting that separates rough, 

wild landscape from small-town, pioneering America. One of the basic questions in 

westerns of the fifties is whether goodness is constituted within or outside civiliza

tion. One of the points in westerns since the late sixties is whether goodness can be 

settled at all: the good/bad distinction starts to blur in this decade. From this period 

onwards, the western genre gradually becomes less popular, since one of its key 

devices - the sharp distinction between good and bad - is discredited. Within the 

context of the genre's downfall, the conventions of the western are more and more 

displayed as a source for comedy. A notable example of this tendency is Robert 

Zemeckis' 1990 film Back to the Future Part III which comically blends the genres 
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of science fiction and western. The humor of the film resides in the clash of two 

worlds, separated in time. Travelling back in time from 1985 America to 1885, the 

modern-day hero Marty McFly (Michael J. Fox) is completely out of place in the Wild 

West environment of Indian attacks, square dance events and shoot-outs. We as 

contemporary spectators expect this incongruity. By contrast, the nineteenth-centu

ry cowboy characters have trouble making sense of Marty's Nike shoes, his Clint 

Eastwood pseudonym, and his Michael Jackson dance style. These cowboys become 

the object of ridicule in Zemeckis' film, since they are unfamiliar with the codes 

from late twentieth century. With Marty in the role of mediator for the spectator, the 

cowboys are not represented as tough men, but as rude simpletons. 

5 Wright's classical period runs from 1930 to 1955. The hero differs from the 

villains by being good and not bad; he differs from the townspeople by being strong 

and not weak. The hero comes from outside society and develops into a special 

member of society who, as a skilled gunfighter, defeats the bad guys in the name of 

civilized values. At the end he usually gives up his special status by way of mar

riage or by riding into the sunset. The plot of this classical period partially overlaps 

with Wright's second plot, the vengeance variation, mainly from 1949 to 1961. In 

the vengeance plot the hero does not join society as an initial outsider to save its 

values, but rather leaves society. Sticking to civilized values would obstruct the ful

filment of his intentions to settle a score with enemies in a gunfight. After he has 

resolved his conflict he is, according to Wright, ready to re-enter society and settle 

down. In the three so-called transition westerns from the early fifties, the hero is 

still good, but nevertheless rejected by townspeople, who now, rather than the clas

sical villains, carry the conceptual weight of being bad (Wright 75). In the transition 

western, the hero bears a grudge against society and is condemned to a permanent 

role as outsider. In the fourth and last plot, the professional one, which covers the 

period from 1959-1972, the heroes form a group, which is disinterested in the 

values of society. They are only concerned with the job they undertake as a group. 

For that reason, they are and remain outsiders of society. 
6 When I use the term "western" in discussing novels and films that predate 

the thirties, the reader should realize that it is a retrospective label. At the same 

time, my whole study is, of course, a retrospective reflection on the genre of the 

western. 

7 In the opinion of Wright, The Good, the Bad, and the Ugly copies the pro

fessional plot of his fourth phase. 
8 Some (film) critics wondered why he neglected the studio system, technical 

developments, or the evocations of sound and music (Schatz 101; Frayling 47; 

Mitchell 11). 

9 There is another non-negligible difference between the male hero in clas

sical westerns and Pearl Chavez in Vidor's Duel in the Sun. At the end, the male hero 
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gives up his special status in town: he marries a respectable woman and becomes 

one of the citizens, or he leaves town and heads for the sunset. Vidor's female hero 

also gives up her special status, but in a much more tragic way. Like her opponent, 

she dies in a gunfight. 
10 We have to understand the term "woman" here in strictly gendered (not 

biological) terms. "Woman" can also refer to a man from the East, the so-called ten

derfoot, who is not familiar with the codes of the West. 
11 Although The Magnificent Seven was quite popular and set the trend for the 

1960s and beyond (Buscombe 282-83), it does not feature in Wright's list of top-

grossing American western films. If Wright had discussed Sturges' film, he would 

have qualified The Magnificent Seven as a blending of the classical and professional 

western. On the one hand, the film is a professional western because the cowboys 

form a group and are paid for the job. On the other hand, money can hardly be a 

motive for their actions, since they receive only a small remuneration for their inter

vention. In addition to male bonding and a small amount of money, what moves 

them is the classic ideal of heroism. They are prepared to defend a weak society 

against strong villains. Wright's reading of plot structures, however, would not have 

enabled him to address my point, that is, the cowboys' critique of the competitive 

basis of heroism. 

Chapter two 
1 The anatomical differences between the sexes become a central concern for 

Freud since writing "On the Sexual Theories of Children" (SE IX) and "Analysis of 

a Phobia in a Five-Year-Old Boy" (SE X). Freud invents the term "castration com

plex" for the boy's discovery that not all human beings have a penis. The castration 

complex is inextricably connected to the Oedipus complex. By the 1920s this con

nection gains momentum in Freud's structural theory, most thoroughly developed 

in The Ego and the Id (SE XIX). The Oedipus complex is supposed to account for the 

infant's negotiations of identifications with and desires for his or her parents. 
2 Dissatisfied with Mulvey's dark scenario of the female look as actually 

male, masochist, or marginal, several feminist film critics have been inspired to 

theorize a more ambivalent position of female spectatorship and the role of 

femininity in culture. See the first chapter of Anneke Smelik's And the Mirror 

Cracked (1995) for a good overview. 

3 Freud's concept of castration met resistance from the start, for it risks 

fixing sexed hierarchies as given and ahistorical identities. For this reason Freud is 

qualified as the "two-sex theorist" par excellence (Clover 15), meaning that he has per

meated his texts with thoughts that set male and female more strictly apart than 

other theorists have done. Such thinking, Freud's critics argue, makes it structural-
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ly inevitable that the male is privileged over the female. If this would really be the 

case, psychoanalysis would long ago have been exhausted as a discipline without a 

future. The "return to Freud," initiated by the French psychoanalytic thinker 

Jacques Lacan in the early fifties and continued by many critical rereaders, indi

cates, however, that psychoanalysis is too elusive as a theory to be characterized by 

terms that imply fixity and essentialism. As D.N. Rodowick carefully explains in The 

Difficulty of Difference (1993), Freud's texts and concepts are less linear than they are 

often assumed to be. 

4 According to Mitchell, The Virginian won such a large readership because it 

satisfies contrary expectations (118). The hero is an independent man, but loyal to 

his boss; he operates individualistically, but is sensitive to social consensus; he has 

physical dexterity but he is also well-grounded in rhetoric (119). Because of the 

ambiguous representation of the rugged individualist, the novel generated pleasure 

rather than resistance among middle-class readers. 

5 Retrospectively, Wister's novel The Virginian owes its status as a mile-stone 

within the development of the western to numerous later adaptations. A version on 

stage opened in January 1904, starring Dustin Farnum as the Virginian and it 

ended, after a long tour, in 1914 as a movie directed by the young Cecil B. DeMille. 

The first full-screen version of The Virginian was made in 1929 by Victor Fleming 

and cast Gary Cooper in his talkie debut. While Mitchell qualifies Wister's novel as 

a "curiously uneventful narrative" (96) that highlights rhetorical skills over (violent) 

action, these later adaptations have dramatized the hero's escalating conflict with 

the villain, culminating in a triumphant shoot-out at the end. Although this feature 

of action and confrontation is a minor part of Wister's novel, it has established -

thanks to its different versions - the novel's fame as prototypical western that has 

conventionalized the cowboy as the hero of the showdown. 
6 L'Amour is acclaimed as the best-selling author of westerns in this centu

ry. Hondo, his sixth novel, put him on the road to success. Jon Tuska suggests that 

L'Amour's book is a rather close novelization of a screenplay by James Edward 

Grant, that was the basis for a John Farrow film in 1953 (211-12). The script in its 

turn, however, was a loose adaptation of one of L'Amour's short stories "The Gift of 

Cochise," published July 5, 1952 in Colliers. When the members of the Western 

Writers of America organized a poll in 1977 on the best westerns ever written, 

Hondo was ranked number 14 and was recognized as L'Amour's most celebrated 

novel. Number six on that list was Zane Grey's Riders of the Purple Sage, a novel 

which launched Grey's career as best-selling writer in the teens and twenties and 

helped to firmly establish the (formula) western as a popular genre. Another 

canonical western novel, which was number three in the poll, was Jack Schaefer's 

Shane, a title which has become, thanks to the well-known film-version of 1953 by 

George Stevens, "part of the permanent repertoire of American culture" (Tompkins 
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5). Owen Wister's The Virginian was chosen as the "best western novel of all time" 

(Weinberg 216). 

7 The code of symbolic clothing in B westerns is persistent as a cliché, but 

like most clichés not fully sustained by facts, since "the good guys have never been 

restricted to white hats" (Buscombe 16). A famous example, that goes somewhat 

against the tradition of symbolic clothing, is Hopalong Cassidy, played by William 

Boyd. Garbed in black, he was the good hero in sixty-six films, between the years 

1935 and 1948 (322-23). 
8 In westerns, masculinity gains content against a background of space, 

nature, and wildness. In other narrative and cultural contexts, masculinity can also 

be constituted in entirely different ways, e.g. within contexts of wisdom, culture, 

wealth, and politics. 

9 Octave Mannoni's original formula in French is: "Je sais bien, mais quand 

même" (12). 
10 Grey's Riders of the Purple Sage is the exception, although his fiction can 

remarkably enough be described as a series of "convalescent narratives" (Mitchell 

!77)-
11 So far I discussed the equation between the hero's appearance and natural 

"being," the way he occupies frontier space, and how female fetishism is relevant in 

having him become what he already is. Stuart Heisler's classical comic western film 

Along Came Jones (1945), to which I already referred in the previous chapter, can be 

cited as an interesting case that reverses this conventional pattern. In Heisler's film, 

Melody Jones and his side-kick George have lost their way and ride into Payneville. 

A local inhabitant reads the initials "MJ" on the blanket which lies over the back of 

Melody's horse and mistakes him for the wanted outlaw Monte Jarrad. The rumor 

of the assumed arrival of the outlaw spreads through town, but the two strangers are 

unaware of this. The bill that asks for Monte's delivery describes the outlaw as "tall 

and skinny, mean-tempered and extra fast with a gun." Melody's physique corre

sponds to the description: he is rather tall and skinny. All around him Melody meets 

mixed looks of admiration and fear. When he enters a grocery shop, the Mexican 

owner pulls his hands in the air, because he misunderstands Melody's reach for his 

handkerchief as a threatening gesture to take his gun from his belt. After these 

experiences Melody explains to George that he has a certain standing in town, 

because he walks "kind of unsmiling." The point is, he tells his friend, "You gotta 

look like you're somebody and act like you're somebody." And indeed, when Melody 

enters the saloon with a stern look and his chest out, everybody falls silent. Melody 

orders a drink, looks to the left and to the right with screwed-up eyes and all the 

customers immediately put their hands on the bar. George is stupefied by the 

impression Melody seems to make upon the people and thinks that the town is 

spooked. Then the woman Cherry intervenes and she tells Melody that the people in 
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Payneville mistake him for the outlaw Monte Jarrad. Melody is a little bit confused 

about this: "They took me for somebody else. Then it wasn't me whom they were 

scared of." Melody believed that he was recognized as a man to be both admired and 

feared because of his "unsmiling" air. His train of throught might be transcribed 

like this: "I look this way, so people assume that this is how I am." As a conse

quence, Melody regarded the scary reactions to his appearance as a transparent 

reflection of his desired identity as "unsmiling" cowboy. However, the mirroring 

relation between specular image and "being" is not the case here, but a misrecog-

nition of identity. In Along Came Jones, it is a woman who breaks the spell. She sees 

Monte without fetishization simply as the passing stranger that he is. 

Chapter three 
1 Women in westerns are often provided with roles that disconnect them 

from nature, such as schoolmistress or housewife, both harbingers of civilization. 

Another important female role is licentious, and seemingly opposed to the previous 

one: the woman as prostitute or saloon girl. Warshow observes an interesting dis

tinction between these two types of women in western films. The schoolmistress or 

lady from the East - the woman the hero may fall in love with - is "usually unable to 

understand his motives . . . Those women in the [wjestern movies who share the 

hero's understanding of life are prostitutes (or, as they are usually presented, bar

room entertainers) - women, that is, who have come to understand in the most prac

tical way how love can be an irrelevance, and therefore 'fallen' women" (46). Despite 

this difference, the saloon girl in the western shares with the schoolmistress a sub

servience to menfs desires). 
2 Jimmy is perceived as an embodiment of masculinity because of his fame 

and not because of his appearance, since according to widespread opinion "he does 

not look tough." 

3 Fred Zinnemann's western film High Noon (1952), which I will discuss 

more extensively in chapter five as an historical comment upon McCarthyism, 

shares with King's film that the hero is also presented as an important embedded 

focalizer. In a traditional western, the hero is imagined as infallible by the charac

ters who surround him and who see him ride into the sunset at the end. By contrast, 

the drama in High Noon is centered around a hero-focalizer who imagines himself 

as fallible and requests assistance from others. 

4 Film noir is described as "the genre that never was" (Cowie 121). More per

sistently than in the case of westerns or gangster films, the question has been posed 

whether fixlm noir is a genre at all. There is no "point-by-point consensus" about what 

constitutes film noir (Copjec x) and critics usually recite a list of common elements, 

related to main characters and visual style. 
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5 Quite common narrative procedures in film noir are the hero's flashback 

and voice-over. In this respect, Raoul Walsh's Pursued (1947) can be considered a 

western noir. To a great extent, the film is structured around a remembrance in 

flashback by Jeb Rand (Robert Mitchum), who has hallucinations and obscure child

hood memories of spurred boots. 
s Although Copjec makes a reference to external sources, she aims to point 

out that such a reference in no way resolves the question of the internal logic of film 

noir (xii). 

7 In Hondo, the child Johnny plays a minor, though pivotal role. Unlike Bob 

in Schaefer's Shane, Johnny is not the narrator, but only one of several embedded 

focalizers. His mother Angie Lowe is deeply impressed with Hondo, but the final 

affair between them is cemented by their mutual conviction that her young son 

Johnny needs a father. Hondo might be apt as a future father in the eyes of Angie, 

because she knows that Johnny feels considerable awe for the stranger, as can be 

derived from his eagerly repeated question if "the man" will come back (L'Amour 

61, 104). Hondo and Angie are united because she recognizes that her son "hun

gers] for the company of a man. How else was a boy to learn how to become a 

man?" (87). The justness of this recognition is affirmed in the passages which are 

focalized by Johnny. He did not want the strange man to leave "who treated him so 

matter-of-factly, almost as if he were a man himself' (20). Johnny feels a deep admi

ration for Hondo and considers him a suitable role model. When a definite good-bye 

seems very close because Angie rejects Hondo as the new man in her life after she 

has heard that Hondo killed her (disloyal) husband, Johnny walks away, dissatisfied 

with the upcoming split between his mother and the stranger (170). Realizing how 

much her son likes Hondo, Angie decides that she will build a new future in 

California with Hondo as a stand-in father for Johnny. Hence, her choice for Hondo 

is an indirect choice, mediated through the child's focalization. 
8 One might wonder whether the representation of strong and independent 

female characters in fifties westerns can also be seen as a challenge to convention

al masculinity. Female characters such as Altar Keane in Rancho Notorious, the 

saloon owner Vienna (Joan Crawford) in Nicholas Ray's Johnny Guitar (1954), and 

the "high-riding woman with a whip" Jessica Drummond (Barbara Stanwyck) in 

Samuel Fuller's Forty Guns (1957) clearly violate the conflation of sex and gender by 

their male attire, self-assured behavior, and social position. Their transgression of 

gender norms can be read in the context of Joan Riviere's article "Womanliness as 

a Masquerade" from 1929. However, the suggestion of femininity as a masquerade 

does not in itself problematize the supposed authenticity of masculinity, and that is 

precisely the point I want to make in this study. 

9 Some examples of popular comic American western films in the sixties and 

seventies are Elliot Silverstein's Cat Ballou (1965), Burt Kennedy's Support Your 
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Local Sheriff! (1968) and his sequel Support Your Local Gunfighter (1971), George Roy 

Hill's Butch Cassidy and the Sundance Kid (1969), Budd Boetticher's A Time for Dying 

(1969), Sam Peckinpah's The Ballad of Cable Hogue (1970), and Mel Brooks' Blazing 

Saddles (1974). 
10 Martin Pumphrey points to historical and subgenre differences with 

regard to the hero's mode of dressing. Exuberant costumes are appropriate for Tom 

Mix, most popular western actor in the 1920s. Dandyism, too, is a distinctive ele

ment of the singing cowboys of B westerns. By the 1930s however, any significant 

dandyism or attention to bodily display in A westerns marks a male character as a 

villain, city slicker, or weakling ("Masculinity" 182). 
11 One can reason that the more marginal a scene is to the narrative, the more 

telling is its inclusion. 
12 This is a paraphrase of Molly's comment when she shows the Virginian's 

portrait to her grandmother (Wister 152). 
r3 Teresa de Lauretis quotes the dialogue between Feathers and Chance as an 

epigraph to her chapter four in Alice Doesn't: "- You said you loved me! / - I said I'd 

arrest you. / - You know it means the same thing" (84). 

14 Although I dwelled upon the boy's focalization in Shane, I am compelled, 

in the interest of completeness, to say that Stevens' western contains some sub

jective shots of the hero during his fight with Chris, a moment of activity. Focalized 

by Shane, we watch how Chris both ducks away and tries to hit him. 

Chapter four 
1 Lacan describes the choice between "meaning" and "being" in the present 

tense, as if it is taking place at that very moment. It would have been more correct, 

however, as Maaike Bleeker suggested to me, if he had made explicit that this 

alienating choice has always-already taken place. "Being" is only an alternative to 

"meaning" in retrospect. Strictly speaking, the choice between "money" and "life" is 

not a perfect analogy to the one between "meaning" and "being." A subject cannot 

lose "being," since it is always-already lost, but the victim of a hold-up can actually 

lose his or her "life." 
2 Throughout his many years of teaching, Lacan has not been entirely con

sistent in the use of his concepts. The "early" Lacan from the fifties clearly differs 

from the "late" Lacan from the seventies. In this light, we have to consider Slavoj 

Zizek's remark that the only way to approach Lacan is to read "Lacan contre Lacan" 

(Metastases 173). Since Lacan is notoriously slippery, it is virtually impossible to be 

absolutely "accurate" in reproducing his concepts. In this chapter, I have tried to 

come as close as possible to the spirit of his discussions of alienation, separation, 

symbolic castration, objet a, and the drive as developed in The Four Fundamental 
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Concepts of Psycho-analysis. I consider all the references in this chapter in compli
ance with this spirit, even when I refer to critics such as Silverman and Zizek who 
have taken on the task of reconsidering and rereading Lacan's concepts. 

3 Lacan can be criticized for not completely addressing the consequences of 
his revisions. On the issue of sexual difference, his work exhibits contradictory ten
dencies. Despite his acknowledgment that every subject, female as well as male, is 
constituted by lack, he does not refrain entirely from associating the phallus with 
masculinity. His work consequently oscillates between both a denial and the affir
mation of conventional masculinity. In this respect Lacan is a sort of magician who 
"performs a series of dis-appearance-acts with the penis/phallus," as Murat 
Aydemir suggests in his MA thesis. The penis as phallus "is caught up in a tricky 
play of now you see it, now you don't" (16). 

4 When I speak about the law without applying inverted commas I am refer
ring to the official law, embodied in books. "Law" with inverted commas is "western 
law." 

5 The other with a small o, is the one to whom we can potentially choose to 
address ourselves but the Other with a big O is the unfathomable Third party "to 
whom we always address ourselves" (Lacan, Psychoses 252). As a subject, I can de
ceive an other by telling a lie, but the Other is supposed to distinguish between a 
feint and plain speech (36-38). 

6 It is symptomatic of the black man's silenced status within the genre of the 
western that he witnesses a shooting, but cannot tell his story. Because he is a char
acter without a voice, he cannot fetishize his master into a Master. 

7 Other westerns can be cited for either raising or evading the tension 
between narration and masculinity. In John Sturges' film Last Train from Gun Hill 

(1959) marshal Matt Morgan (Kirk Douglas) is entreated by some children to talk 
about the good old days. When he is about to narrate his own contribution to the 
action, he is interrupted in his story-telling. He is saved by the bell, so to speak. At 
the conclusion he takes the last train back home as a successful hero. In Clint 
Eastwood's Unforgiven (1992), the writer Beauchamp (Saul Rubinek) wants to collect 
stories of heroism. First, he accompanies English Bob (Richard Harris), who is 
eventually exposed as a pathetic coward and braggart after he elaborates on his own 
sturdy adventures. Similarly, sheriff Little Bill (Gene Hackman) is ingloriously 
defeated in action after he has told Beauchamp about his fabulous deeds. In 
Anthony Mann's The Tin Star (1957), the hero discusses his reasons for quitting the 
job of lawman in the third person: "I once knew a sheriff in Kansas, he had a wife 
and a baby." 

8 Tom's languishing anonymity can also be associated with the arrival of the 
railroad, in the genre of the western the signifier par excellence of encroaching civi
lization. As I suggested in previous chapters, the western hero is a figure who 
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mediates between wilderness and civilization. The wilderness is imagined as an 

area that can be said to privilege "being," whereas civilization is regarded as a cir

cuit of symbolic value. In this respect, I agree with Peter Wollen who has argued 

that Tom Doniphon sacrifices a part of himself by killing Liberty Valance, for "he 

has destroyed the only world in which he himself can exist, the world of the gun 

rather than the book" (67). The murder of the villain prepares Shinbone for the arri

val of civilization. In this new order, Tom is out of place and his qualities are super

fluous. 

Chapter five 
1 Conservative politicians, mostly of the Republican party, made the fear of 

domestic Communism an issue in order to discredit the Democratic government's 

attempts to create a new political climate (Fried 9). The arrival of the age of atomic 

energy forcefully sustained the Red Scare. Americans were struck by the destruc

tive power of the A-bombs they had used against Japan. The idea that the mimical 

"other" might also possess such a bomb jarred America's sense of safety (Fried 89-

90). Robert Oppenheimer, who spent years developing and testing the A-bomb, said 

about the creation of this weapon: "we have known sin" (qtd. in Carter 270). 

General American anxiety in the age of nuclear weapons was translated into a fear 

that the Soviets might steal the "secret." Since the bomb was viewed as a product of 

Yankee "know how" (Fried 90), the Soviets could only obtain the "secret" via their 

American Communist friends. This fear of spies helped to install the hunt for 

domestic Communism. 
2 In 1956 Carl Foreman apparently made peace with HUAC by testifying in 

a closed session, but as Caute writes, he was inexplicably absolved from naming 

names. Some pressure groups agitated excitedly against this absolution out of fear 

that a precedent had been set (517). 

3 High Noon was made in a period of extensive censorship. Anti-McCarthyite 

criticism was not allowed, and several Hollywood careers were ruined by HUAC. In 

light of this situation, using and twisting the form and narrative conventions of a 

genre was an effective way of expressing concealed criticism. Historically far 

removed from the McCarthy era, Zinnemann's western could easily be read as anti-

McCarthyite by those who wanted to read it that way. 

4 Ernst van Alphen offers an excellent reading of the significance of the 

penis in the construction of masculinity. In the examples he discusses, penises are 

covered to sustain the male fantasy that the penis is an "iconic sign - motivated by 

resemblance - of patriarchal privilege" (Francis Bacon 179). Van Alphen argues, 

however, that the penis is only an arbitrary sign of phallic power, since the male 

sexual organ is "disturbingly unstable and uncontrollable." Hence, the penis is not 
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the "locus of masculinity but its opposite: it is the Achilles' heel of masculinity and 

phallic power" (180). 

5 The father's privileged place is reinforced by the fact that unlike the "sons," 

he is not washed by women. 
6 Freud's fable is marked by a basic inconsistency, which I would call the 

"chicken/egg" problem. The fable explains the origin of social bonding, but it al

ready presupposes an oedipally organized society in which the father rules over the 

women and his sons vie for his place. I will not go into this inconsistency, but will 

use the fable for the insight it offers in the impossible place of the patriarch. 

7 We have to understand this "symbolic Law" as a Law which exists next to 

the "Law of Language," which I discussed in chapter four. The symbolic Law which 

dictates the prohibition on incest is the "Law of Kinship Structure" (Silverman, Male 

Subjectivity 35). This Law also regulates the exchange of women among men. When 

the primordial father was alive, the women were subjected to his power. After the 

father's death, women are subjected to the brothers' pact. Due to their mutual agree

ment, the circulation of women is socially organized. 
8 "Every man wants to be bigger than Dad" (qtd. in Van Alphen, Francis 

Bacon 164) is a line from the title song of Pumping Iron (George Butler and Robert 

Fiore, 1976). 

9 The rebellion of sons against their fathers is bound to fail, which is the-

matized in Turgenev's Russian novel Fathers and Sons, originally published in 1861. 

It is a favorite novel of the title hero of Owen Wister's The Virginian, who is gen

erally a far from enthusiastic reader. When schoolmarm Molly Wood asks him what 

he likes about it, he answers "everything": "That young come-outer and his fam'ly 

that can't understand him - for he is broad gauge, yu' see, and they are narro' gauge. 

. . . I pretty near cried when that young come-outer was dyin', and said about him

self, 'I was a giant.' Life made him broad gauge, yu' see, and then took his chance 

away" (87). The main protagonist in Fathers and Sons, Bazarov, a militant materia

list and nihilist "who does not look up to any authorities" (Turgenev 38), thinks that 

the father's singing days are over (60). His own view is that he is more of a father 

than the effete men of his father's generation. Unfortunately for Bazarov, he is not 

acknowledged as a "giant" (son) holding the paternal position. The fathers may be 

weak, but virtually everyone continues to define them according to their symbolic 

identity as figures of authority. 
10 Broken Lance and The Halliday Brand both have the quite unusual form of 

the long embedded flashback. In Broken Lance, the flashback is visualized while the 

hero-son is looking at a painting of his deceased father. In The Halliday Brand the 

hero-son remembers the conflict with his father before visiting his wicked old 

father's sickbed. 
11 The "paralyzed" Jim shares some similarities with the "mad" Hamlet. In 
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Lacan's analysis of Shakespeare's play Hamlet ("Desire"), the title protagonist, like 

Jim, is struck by the dilemma of the two fathers. Hamlet has difficulty choosing 

between his murdered father and his uncle, the murderer. His own father returns 

as a ghost to instruct the son and is the symbolic father. In contrast, his uncle is 

supposed to have the imaginary phallus, since he elicits the desire of Hamlet's 

mother. Jim, too, has problems in distinguishing the dead, symbolic father from the 

living, imaginary father. In Backlash, however, the two father figures are fused into 

one persona, whereas in Hamlet, they are represented by two men, that is his father 

and uncle. 
12 According to Lacan's use of the concept, the Name-of-the-Father itself is 

not pronounceable. It shares this unpronounceability with the phallus, the supreme 

signifier which is lost, by definition. The phallus is a handy "zero symbol" that can 

signify anything because it signifies nothing in particular (Borch-Jacobsen 214). 

However, the Name-of-the-Father differs from the phallus in one important respect. 

Whereas the phallus is the primally repressed signifier, excluded from the field of 

the big Other, the Name-of-the-Father is inscribed in the place of the Other (Lacan, 

Écrits 200). Although unpronounceable itself, the Name-of-the-Father makes other 

signifiers pronounceable. It is the signifier to which all other signifiers are subject. 

Hence, the metaphor of the absent father is the guarantor of the symbolic network 

and an agent who "embodies" the symbolic Law. 
T3 Accepting one's own lack-in-being is the "first" form of separation. Being 

confronted with a lack in the symbolic order itself can be called a "second" form of 

separation. This "second" separation can result in aphanisis. 

'4 One of Freud's patients had the following dream about his father: "His 

father was alive once more and was talking to him in his usual way, hut (the remarkable 

thing was that) he had really died, only he did not know it." (SE V 430) 

'5 In Freud's fable of the primal horde, women are objectified. In the west

erns I discuss in this chapter, women are attributed a position as subject. However, 

their role is only traditional: they help the cowboys to recover their masculinity. 
16 There is a character who supports Tom after all. Till the very end, Tom is 

faithfully assisted by Pompey, his silent black servant who has witnessed Tom's 

shooting and has even rescued him from the flames of his burning house. However, 

unlike women, the obedient black man is denied the capacity to fetishize his mas

ter into a Master (see also note 6, chapter four). This denial is symptomatic of the 

fact that there is no other place than a subservient one for the black man in a 

western from the early sixties - a period predating slogans such as "Black Power" 

and "Black is Beautiful." 

'7 This nostalgic reminiscence is reinforced in casting John Wayne, who was 

so angry at High Noon's un-American and anti-McCarthy's tendencies, in the role of 

Tom Doniphon. In Rio Bravo, made three years before The Man Who Shot Liberty 
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Valance, Wayne played a sheriff who refused the help of "well-meaning amateurs," 

a rebuke to the marshal's plea for support among the citizens in High Noon. 
18 McCarthy lapsed into unhealthy habits, due to the scorn he had to endure 

after his downfall. It is said that his habits accelerated his early death in 1957 at the 

age of forty-eight. After his death, McCarthy's supporters still cherished the senator 

as a dedicated American. Paul Carter reports that the Catholic War Veterans spon

sored an annual Joe McCarthy Gold Medal Americanism Award. Beginning in 

1959, yearly pilgrimages to McCarthy's grave in Appleton, Wisconsin were organi

zed with a memorial Mass and speeches by conservative politicians to remember his 

"crusade" (Carter 129). 

Chapter six 
1 Smith notes that even "if many of the press reviews [in America - pv] ex

pressed minor criticisms about one or another aspect of the movie, most of them 

were unexpectedly laudatory" (Clint 263). 

2 "In contrast to the construction of the hero as a lone figure, one of the key 

devices in the action narrative [since the eighties - pv] has been to call on the con

ventions of the buddy movie" (Tasker 43). A white hero is frequently paired with a 

black partner, as in the Lethal Weapon films, the 48 Hours films, and the Miami Vice 

television series. The device of interracial male pairing can function in several ways. 

It can allow for comedy; the black side-kick can have a kind of "servicing role" (44); 

since blackness reinscribes difference within the terms of "race," it can work to dis

place anxieties about homoeroticism and gay male desire; and, according to a cine

matic convention, the black buddy is willing to sacrifice himself for the white hero 

(36). This last convention is enacted in Unforgiven. Ned Logan has to pay with his 

life for not telling the sheriff the location of his friends. 

3 Mary Evans correctly concludes in her reading of the uneasy relationship 

between sexuality and morality in Unforgiven that life-at-home is seen as infantil-

izing and somehow diminishing for a man. At the same time, the film asserts the 

apparent authority of men in settling disputes with other men, even if they involve 

women (316). 

4 It was suggested in the i960 film The Magnificent Seven that tough mascu

linity and fatherhood are incompatible. In Unforgiven, a western from the nineties, 

tough masculinity does not clash with fatherhood per se, but it clashes with the 

father's domestic duty of taking care of his children. 

5 Susan Jeffords discusses Unforgiven within the context of the Reagan lega

cy. In the Reagan era, tough guys function as models for "national identification 

and foreign policy action" (180). William Munny is not just a tough guy, but he also 

is a father. Hence, he is presented at transcending the worn-out cliche of the "hard 
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body." Because of his role as both a hero and a father, Unforgiven combines, accord

ing to Jeffords, domestic and foreign policy interests in a way that best serves the 

U.S. nation (185). 

Chapter seven 
1 Since Indians are primarily represented as stand-ins for the racial other, I 

will use the term "Indians" rather than the more current, politically-correct term 

"Native Americans." 
2 Hayden White explains in one of his chapters in Tropics of Discourse that the 

concept of the noble savage is an anomaly, since it links together what would ap

pear to be opposed to each other. In discussing the situation in the late eighteenth-

century France of Diderot and Voltaire, he points to the specific function of asso

ciating the two presumably contradictory terms of noble and savage. At that time, 

the concept was not used to redeem the savage but to belabor nobility or aristocra

cy (White, Tropics 192). More extensively than White, Ton Lemaire and Peter Mason 

have analyzed how representations of Indians are used as comments within con

texts of cultural history. 

3 The tendency to consider the Indian as the white man's other motivates 

John H. Lenihan to read representations of Indians allegorically in Showdown, his 

book on postwar American westerns. According to him, these westerns allegorize 

the "cold war path" and contemporary racial attitudes whereby the Indians figure as 

stand-ins for Communists and blacks. Lenihan's allegorical impulse - "a mode of 

reading that isolates the event from its own history in order to place it within a dif

ferent one" (Bal, Double Exposures 227) - is the consequence of considering Indians 

as "others" who play a constitutive role in delineating postwar white American iden

tity. In this chapter I will counter Lenihan's tendency to smoothly substitute Indians 

for blacks. 

4 In the American South, three legal cases ruling that segregated education 

constituted unequal education generated tremendous controversy. The best known 

case was Brown v. Board of Education of Topeka (1954) in Kansas. Oliver Brown's 

eight-year-old daughter was not allowed to attend the nearby white school and 

Brown decided to sue the board of education. Brown won the case but the verdict 

generated resistance from those who were in favor of segregation. The issue reached 

a peak in September 1957 in the Little Rock Crisis when 1000 federal troops had to 

be used to support nine black students in their legal right to attend the school. 

5 In a personal meeting with Cooley, James Baldwin expressed his intense 

dislike at having to play the "noble savage" or any other role for Mailer, because "all 

roles are dangerous. The world tends to trap and immobilize you in the role you 

play" (qtd. in Cooley 144). 
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5 Captivity narratives had a "broad appeal" in America through the eight

eenth century (Mitchell 135). One of the best known captivity narratives is the "white 

woman with a tomahawk," described by Fiedler as an American "basic myth" (90-

108). The story is about Hannah Duston who is said to have killed and scalped 

almost all of her Indian captors in 1697. 

7 Dime novels were a weekly series of cheaply published and orange-backed 

books full of exciting adventures, which ran for three decades between i860 and 

1890. A popular device was to expose the benevolent hunter-hero as a genteel man 

in disguise after he had saved the woman from the Indians (Smith, Virgin 99-125). 
8 The notion that "they" are different from us must imply that they have 

something we do not have, or worse, that something is probably stolen from us. 

This implication is what Zizek calls, the "theft of enjoyment" (Tarrying 201): the 

non-existent "substance" of enjoyment has been robbed. Zizek's point is that the 

presumed theft of enjoyment offers a false basis for racial hatred: "they" did not 

steal from "us" because "we never possessed what was allegedly stolen from us" (203). 

9 The schism within the white attitude towards the black man is parodically 

illustrated in a scene from Mel Brooks' western comedy Blazing Saddles. This film, 

stuffed with absurdist gags, became a box-office hit in 1974. Speculator Hedley 

Lamarr (Harvey Korman) rescues the black railroad laborer Bart (Cleavon Little) 

from being hanged because he is looking for a sheriff whose very appearance will 

scare the citizens of Rock Ridge out of their town, enabling the railroad to take over 

their land. The people from Rock Ridge prepare a warm welcome, but when they see 

that their new sheriff is black, they grab their guns. Bart saves himself from the 

awkward situation by holding his own pistol to his head and taking himself hos

tage. While using two different voices himself - one low for the ("invisible") kid

napper, one high for the victim - he lures the white citizens into having sympathy 

with and pity for him. The scene is comically absurd for the silly mistake. At first, 

the citizens see their new sheriff as black and disapprove of him, then they see their 

new sheriff as the victim of a "crime," forgetting his blackness: he is now seen as a 

"poor man." Further, they misrecognize that the "crime" is set up by Bart himself. 

As is suggested in the scene, this misrecognition can be coupled with a recognition 

of Bart's "talented" play with voices that have been stereotypically associated with 

blacks. In other words, the citizens believe in the seriousness of the crime because 

Bart's playful voices match their fantasies about the ways black people speak: either 

caricaturally high, equating blackness with effeminacy, or terribly low, recalling the 

image of the black man as a violent, hypermasculine gangster. In this scene, the 

white citizens are duped by their own stereotypical imaginings of black men. 
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Chapter eight 
1 Jack Crabb is constantly marked by a lack of clear-cut identity. In no cul

ture is he at home: too much of an Indian for whites, too much of a white for the 

Indians. In this sense, Little Big Man is far more self-reflexive than its extremely 

successful post-traditional version, Dances with Wolves in which the hero's mascu

linity is constituted as a perfect synthesis of white descent and Indian wildness. In 

this western film from 1990, based on Michael Blake's novel of the same title from 

1988, the white lieutenant John Dunbar (Kevin Costner) comes to live in harmony 

among the good Lakota Sioux (in the novel, they are Comanches). Each day in the 

wilderness, Dunbar becomes "more Indian, learning the ways of a proud and glo

rious people" (back cover of Blake's novel). He is accepted as a community member, 

and joins the Sioux in defending their village against Pawnee warriors (the bad 

Indians). Dunbar witnesses the killing of the Pawnee leader, and at that moment his 

identity, he believes, is revealed to him. He explains in voice-over in Costner's film: 

"I'd never known who John Dunbar was. Perhaps the name itself had no meaning. 

But, as I heard my Sioux name being called over and over, I knew for the first time 

who I really was." (Re)defined by the Sioux he thinks he knows who he really is: 

Dances with Wolves, his Indian name. In contrast to Little Big Man/Jack Crabb who 

remains an other among others (as soon as you mention your name, it may be sto

len), Dances with Wolves/John Dunbar here becomes an "I" among others. 
2 It cannot be a coincidence that Little Big Man was made into a film by 

Arthur Penn in 1971 during the era of the hippie movement. 

3 The hippie ideal of mutual solidarity and communality does not necessari

ly have a cultural-political component and can create a false illusion of equality, 

regardless of gender, sexuality, and/or ethnicity. This a-political version of the hip

pie ideal can be described as the happy fantasy of "peace and freedom for everyone" 

captured in the slogan "be who you want to be," as if everyone could take on any 

identity s/he likes. My point in reading Berger's novel is to add a political perspec

tive to this happy fantasy. 

4 Mercer describes Genet as a "nigger with attitude," because of his "affec

tive participation in the political construction" of the imagined black communities 

("Skin" 210). The Black Panthers invited Genet to the United States and "adopted" 

him as a spokesperson for the imprisoned activist Bobby Searle ("1968" 445). 

Chapter nine 
1 Before figuring in May's books, the Apache Winnetou appeared as a char

acter in May's magazine stories from the mid-i870s onwards. 
2 When I speak about (German) readers, I do not refer to "empirical" readers, 

but to a theoretical position. The (German) readers are constructed from my reading 
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of the context. 

3 The "greenhorn" is named Shatterhand because of his strength. Sam 

Hawkens calls him "Old" Shatterhand after "Old Firehand, the famous man of the 

West who is also as strong as a bear" (May 33). 

4 According to Frayling, the tendency to end the speeches by Winnetou or his 

father "on the portentous line 'Howgh, Ich habe gesprochen'" (112) belongs to "Karl 

May's particular brand of cliché" (113). Lowsky is annoyed by the stereotypical 

Indian taciturnity (87). 

5 In May's novels, the Apaches are "good," whereas they are usually repre

sented as an aggressive tribe in American westerns. 
6 "[Winnetou's] face was almost more noble than his father's and of a sub

dued, light brown with a tinge of bronze. . . . [WJhen I saw him for the first time, he 

made a profound impression on me. I felt that he was a good human being and 

exceptionally gifted" (May 71). 

7 Peter Stearns discusses the "social alienation" among many German 

workers by the end of the nineteenth century. Most of them were still coming into 

factories for the first time; they had to adjust simultaneously to second-generation 

technology and business organization and to city life (180). 
8 The German philosopher Friedrich Nietzsche introduced "decadence" in 

Germany in 1883 on the basis of Arthur Schopenhauer's philosophy and Richard 

Wagner's music (Sendlinger 60). Nietzsche's philosophy can be called "decadent" 

because he designated all accepted European civilized and Christian-oriented 

values as decayed and corrupt (Nalbantian 1-3). 

9 Other western films in the years between 1962 and 1966 based upon May's 

work are Harald Reinl's The Treasure of Silver Lake, Last of the Renegades, The 

Desperado Trail and The Last Tomahawk, Alfred Vohrer's Among Vultures and 

Thunder at the Border, and Hugo Fregonese's Old Shatterhand. 
10 Frayling briefly mentions the action sequences: "a Kiowa attack on a 

wagon train; an exploding wagon, left behind by the settlers; a mass gunfight in the 

main street of the town of "Roswell"; the building of the "Great Western Railway"; 

a canoe race; a buffalo stampede; and a spectacular climax in the mountains, which 

ends with Santer falling over a precipice, to the amplified sound of vultures" (113). 
11 In the postwar years, America can be called a land of promise, both econo

mically and culturally. The Marshall plan, America's financial support for recon

structing Europe after the devastation of World War II, was in the eyes of Europeans 

a prime example of America's economic power in the postwar period. Hollywood, 

which prior to the war had been a passing place for many European directors fleeing 

the fascist atmosphere of their home countries, is after the war prominently identi

fied with America's cultural success. 
12 The Lone Ranger series was a radio hit since 1933 and successfully pre 
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miered on television from 1949 until 1957. An ex-Texas Ranger and his faithful 

Mohawk Indian partner Tonto who spoke English poorly, ride the West fighting for 

the underdog (Buscombe 413). 
:3 An example of critical German counter-cinema that is relevant in light of 

this chapter is Hans-Jürgen Syberberg's Karl May (1974), the second part of his tri

logy exploring the roots of German cultural mythologies. In the first part, Syberberg 

focuses on Ludwig II, the unworldly late-nineteenth-century king of Bavaria, and in 

the third part, Hitler is the central figure. Karl May is represented as a "typically 

German seeker of artificial paradises." The film foregrounds "the discrepancy 

between the novels, with their stories of brotherly love, . .. and the often miserable, 

even sordid circumstances of Karl May's life" (Elsaesser, "Myth" 124). Within the 

domestic setting of a bourgeois Saxony villa, Karl May surrounds himself with the 

"clutter, trophies and decors of a world traveler" (125). May's sentimentality is 

undermined by the "use of obviously artificial, and consciously kitsch, images to 

illustrate (his fantasy world): postcards, a toy steamer called the Kaiser Wilhelm with 

which May plays in the bath, . . . a greenhouse, a stuffed lion, a wigwam in the gar

den. . . . In one sequence, Karl May appears, improbably dressed in the outfit of a 

frontier scout, and clutching his trusty Bärentöter (with studs on the stock to repre

sent the number of people he has shot) to lecture a group of school children on 

Indian lore" (Frayling 104). Karl May dies in a snow-covered wigwam that has been 

erected in the garden of what his visiting-card describes as "Villa Shatterhand" in 

Dresden. "His wife, wrapped up in black, sits silently like a squaw in mourning over 

a tribal chief out of John Ford's Cheyenne Autumn" (Elsaesser, "Myth" 128). Karl 

May is depicted in Syberberg's film as a "pulp-Faust" (123), whose self-created myth 

becomes a "typically German self-image" (127). A connection between his popular 

pulp and Hitler's rise to power is suggested in the scene of Karl May's last public 

lecture at a pacific conference in Vienna. Present at the reading in 1912 is the 

"rather Chaplinesque figure" (Frayling 104) of Adolf Hitler, a young student at the 

time. 

Chapter ten 
1 The best known "lynch mob"-western is Walter van Tilburg Clark's novel 

The Ox-Bow Incident (1940), number two on the critics' list of all-time favorite wes

terns (Weinberg 216). In this novel, there is a vague rumor of both a man being 

killed and of cattle rustling. The character-bound narrator doubts whether it is jus

tified to take the law into one's own hands, but dragged along by a general atmos

phere of fury in town, he participates in a lynch mob. The kangaroo court hangs 

three men who turn out to be innocent, since the rumor was incorrect. The novel 

ends in an evaluation of the characters' complicity, remorse, and guilt. The Ox-Bow 
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Incident is also a film, directed by William Wellman in 1943, starring Henry Fonda. 
2 During the first years of their cooperation, the publisher requested that 

Goscinny's name not be mentioned on the cover. In 1967 Goscinny and Morris 

exchanged their publisher Dupuis for Dargaud. 

3 Although published in more than twenty-five countries ranging from Korea 

to Brazil and, since 1995, North America, Lucky Luke has nowhere been as popular 

as in France, Belgium, and the Netherlands. 

4 In my attempt to outline a postwar European perspective I follow the her-

meneutical approach described by Ernst van Alphen in his article "The Other 

Within." According to this approach, we-other relations consist of a dual form of 

relativism. This means that our "own or the other culture only gains content in rela

tion to the values of the observer" (2). In case we see the other as superior, we 

devalorize our own identity or culture. By contrast, our criticism of the other or 

descriptions that make a fool of the other are produced by a positive view of our own 

identity. Van Alphen concludes that "(w)hile 'alterity' is a screen for the imagina

tion, 'identity' is the content ofthat imagination" (3). 

5 Humorous distance is already built into the series, as we can suggest on the 

basis of Prikkeldraad in de Prairie (1967, Barbed Wire in the Prairie), a retelling of 

Shane with the same characters but without the young boy, who mediates the spec

tator's look in the American film of 1953. As I argued in chapter three, the role of 

the child was to restore the contemporary spectator's faded belief in a construction 

of conventional heroism, current in periods predating the 1950s. The boy's role was 

to bridge the gap between the decades for the spectator. The point in Lucky Luke is 

not to bridge distances for the reader but to establish a humorous distance from 

"classical" heroism. Therefore, the boy's role is superfluous in the European "re

working" Prikkeldraad in de Prairie. 
6 Leone was not enthusiastic about his apprenticeship with American direc

tors: "I cannot say that working with the great American directors was a dazzling 

experience . . ." (qtd. in Frayling 100). 

7 Cheyenne says about Harmonica: "He plays the harmonica when he should 

speak and he speaks when he should better play the harmonica." 
8 It is important to keep in mind that Harmonica does not tell his flashback 

in contrast to Tom Doniphon, the gunfighter from The Man Who Shot Liberty 

Valance. As I argued in chapter four, Tom's sacrifice for telling was a total mis-

recognition of his heroism, which resulted in an irremediable aphanisis. 

9 The word "home" in this scene strives for all the peculiar resonance it 

attains in The Searchers (Doane 265), when Ethan Edwards proposes to his niece 

Debbie that they go home. As I mentioned in chapter seven, Ethan is a man con

demned to wander forever, who hardly knows what the word "home" means. 
10 A burlesque necessarily involves ridicule of a backgrounded text or genre 
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(Hutcheon, Theory 40). The irony of the spaghetti films can be considered "critical

ly destructive" (32): a negative statement is made while no alternative is offered. 
11 Leone explicitly dismissed the tendency in "classical" Americans westerns 

to romanticize and idealize the life of cowboys. As he said, cemeteries in the 

American West were named "Boots Hill" because everyone died with their boots on 

(qtd. in Baldelli 40). 
12 In 1939 Italy had signed a military alliance with Hitler's Germany. A year 

later, Italy's leader Mussolini decided to enter the war on the side of Germany. Italy 

was indisputably the junior partner in what was to prove a fateful relationship. 

Italy's subservience to Germany resulted into a growing resistance to Mussolini's 

policy and ended in the overthrow of the Duce in July 1943. In September ofthat 

year Germany occupied northern and central Italy, but by early 1945 the allied 

forces had recaptured the country (Binkhorn 36-40). 

'3 The idea that spaghetti heroes are basically "bad" while they have "good" 

faces is foregrounded in an anecdote Henry Fonda told about Leone's choice to cast 

him as a blue-eyed villain. After Fonda read the script, he had himself fitted for con

tact lenses that made his eyes dark and he grew a moustache to create the proper 

look for the villanous character he was to play. Leone, however, wanted him to re

move the changes, for he "wanted the baby blues: he wanted the Fonda face" (qtd. 

in Frayling 141). Leone wanted Fonda, the "good" guy in several John Ford films, to 

play a "bad" man with his familiar nice face. Its effect is a further blurring of the 

distinction between good and bad. 
J4 Since the spaghetti westerns are made in a period when Americanization 

was declining in Europe, the popularity of these films was not limited to Italy. The 

Good, the Bad, and the Ugly even became a box-office success in America at the time 

of its controversial involvement in Vietnam. Moreover, the spaghettis have had a 

considerable impact upon American westerns, as Frayling argues (279-85). Sam 

Peckinpah's The Wild Bunch (1969) is clearly influenced by Leone's films in style, 

rhythm, and use of extreme violence. 

*5 The effect of the spaghettis is not just to disqualify American heroism, but 

also American history. In his references to the American Civil War in The Good, the 

Bad, and the Ugly Leone deliberately blurs the traditional distinction between North 

and South, and introduces obvious anachronisms (Frayling 128). The references 

only enhance the idea that Americans lack a sense of history. When Blondie and 

Tuco are on their way to the gold, they meet a Northern captain whose task is to 

defend the Langstone Bridge against Southern troops. His drinking testifies to his 

minimal fighting spirit. After Blondie and Tuco blow up the bridge, the captain dies 

with a smile on his face, since he is relieved from his task. The Civil War is repre

sented here not as a meaningful event, but as a silly incident. Blondie emphasizes 

the insignificance of America's historical internecine war when he remarks callous-
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ly: "I've never seen so many men wasted so badly." 

Chapter eleven 
1 When I discuss De Ballade van de Beul I am referring to Ferron's novel. 

When I use the English translation of the novel's title, The Hangman's Ballad, I am 

referring to the film-within-the-novel. 
2 All the quotes from Ferron's novel in this chapter are my translation. 

3 All the quotes from Ferron's lecture in this chapter are my translation. 

4 The scandal began with a simple burglary in 1972 at the Democratic 

National Committee's headquarters, located in the Watergate complex in 

Washington D.C. Initially, the break-in, committed to plant wiretaps on telephones 

and to photograph documents, was given little attention. When the burglary was 

linked to the Nixon campaign committee, an investigation was started. After Nixon's 

chief associates were named in the cover-up of the scandal, the question of the 

president's complicity still remained unresolved. An 18.5 minute gap on one of the 

subpoenaed tapes cast doubt on the president's credibility. Nixon had to surrender 

sixty-four tapes, recorded for his own use. One of them contained the "smoking 

gun" conversation, which revealed that Nixon had approved the suggestion of a 

cover-up. This revelation forced him to resign. 

5 For the sake of convenience and the clarity of my argument, I side-step the 

question whether democracy and individualism may not sustain each other. Many 

Americans believe that the spirit of civilian freedom, concerned with "maximizing 

private profit" (McClosky and Zaller 7), provides the foundations for the democratic 

goal of "maximizing the public good." 
6 Robert Entman makes the point that the bulk of the press failed to offer cri

tical assessments of Richard Nixon's policies. They only held the president retro

spectively accountable (5). Because the media cannot live up to the demands that 

modern American democracy imposes on them (9), America is a country where the 

citizens are too uninformed to be powerful. Therefore, America has, to quote the 

tentative title of Entman's book, a "democracy without citizens." 

7 Following Hutcheon, I employ a broad definition of parody. In general, it 

is difficult to distinguish the genre of parody from other genres such as burlesque 

and satire. Whereas burlesque does necessarily involve ridicule, parody does not 

(Thecny 40). Unlike satire, parody rarely has an evaluative or (corrective) intention 

(54). I qualify De Ballade van de Beul as a parody, since it hovers between burlesque 

and satire. The novel mocks conventions, but does not merely make a negative 

statement. At the same time, the novel lacks the explicit corrective aim which is 

often central to the genre of satire. 
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Chapter twelve 
1 The importance of friendly bonds between men in westerns is perhaps best 

shown in the film which thematizes the rupture of camaraderie, Fred Zinnemann's 

High Noon (see chapter five). Contrary to his expectations, the marshal is abandoned 

by all the men who were supposed to support him. Correspondingly, this western 

can be read as a meta-comment on the genre: friendly bonds between men go with

out saying until the exceptional moment when a man fighting for the benefit of a 

town is left to his own devices. 
2 In his reading of Ian McEwan's novel The Comfort of Strangers Ernst van 

Alphen indicates that women can be the means through which a man can prove his 

manhood because they stand outside the opposition of men and non-men 

("Homosocial Gaze" 179). 

3 Murat Aydemir pointed out to me the possibility of a camp reading of this 

scene, based upon combining the textual and the visual readings which I discussed 

in chapter three. As soon as Carlos asks the sheriff "Can you make the picture how 

she will look?" he holds the bloomers up to Chance's crotch. Linking up text and 

image the question can be transcribed as: "Can you, sheriff, imagine how my 

woman's red bloomers match you?" When the sheriff responds "You are sure you 

want me to do that?" Carlos says: "No, it is the best for me to do that." In other 

words: "May be you, sheriff, can hardly imagine yourself in these bloomers, but I 

certainly can form an idea of you in women's clothes." 

4 Male bonding is prominent in sixties (western) films, since women were 

now seen as "one more enemy threatening a man's dignity and self-sufficiency" 

(Meilen 250). The cowboys in John Sturges' The Magnificent Seven (i960) purpose

ly group together for a "tough" job or they become partners in crime in Sam 

Peckinpah's The Wild Bunch and in George Roy Hill's Butch Cassidy and the 

Sundance Kid, both from 1969. 

5 Although Lonesome Cowboys was made in January 1968, the film was not 

released until May 1969. Lonesome Cowboys was Warhol's last film before the failed 

attempt to murder him. 
6 Underground films were "low budget films, made outside the mainstream 

film industry in the USA from the late forties to the late sixties. . . . Their 'under-

groundness' was partly their refusal of Hollywoodian qualities of finish and clarity, 

and partly their breaking of (mainly sexual) taboos, so that production and screen

ings were socially, economically and sometimes legally marginal and questionable" 

(Dyer, Now You See It 102). 

7 One of the meanings of "queer" is the open mesh of possibilities and gaps 

regarding anyone's gender and/or sexuality (Sedgwick, Tendencies 8). 
8 "Stonewall" refers to the gay bar in New York City's Greenwich Village, 

raided by the police in June 1969. The raid ignited three days of rioting by gay men 
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and lesbians and marked the beginning of gay liberation as a mass movement 

(Summers 16-17). 

9 I have discussed theatrical masculinity in Lonesome Cowboys in a Pop Art 

context of homosexual desire. By contrast, I would qualify the theatrical masculini

ty in John Landis' film Three Amigos! - a mainstream comedy-of-errors western from 

1986 - as an arbitrary intervention. This film tips over into the "anything goes" 

variant of the idea that everything is representation. In Three Amigos! cowboy-movie 

actors (Chevy Chase, Steve Martin, and Martin Short) are mistaken for genuine 

heroes by Mexican people who have hired the amigos to defend their village against 

the infamous El Guapo (Alfonso Arau). However, the actors assume that they have 

been asked to perform a show and wear their usual close-fitting black costumes, 

exuberantly decorated with mother of pearl. They are painfully surprised when El 

Guapo's men use real bullets. Acknowledging their mistake, they decide to prove 

that they are men and not mice. At the end of Landis' western, they defeat El Guapo 

and his men by repeating a trick they remember from their film "Amigo's, Amigo's, 

Amigo's." With enormous speed, the townspeople start to sew the costumes worn 

by the three amigos. When El Guapo and his men arrive, they are too confused and 

disturbed by the constant reappearance of amigo-dressed figures from various sides. 

The amigos, then, do not win by means of a conventional equation between ap

pearance and masculine "being" but by multiplying their artificial and "feminized" 

appearances. Three Amigos! is an arbitrary intervention in the genre because it pre

sents the reversal of a specific convention as a mere comic exception to the rule. 

Correspondingly, we can only grasp its humor if we are familiar with the generic 

rule. In Landis' western, ridiculing a convention paradoxically results in its confir

mation as well. 

Chapter thirteen 
1 In Arson! Bennie Colsen Jr. hires Dakota Taylor as a gunfighter whose job 

is to avenge the murder of Bennie's entire family. The trace leads to the big rancher 

Anderson who held Bennie's father responsible for a shortage of water that had a 

disastrous effect on Anderson's cattle. In Silver Saddles some attempts are made on 

the life of Dakota. He finds out that his half- brother Caleb is behind them because 

he fears that Dakota will come to collect his part of an inheritance. In Rattler! Dakota 

and Bennie become stuck on their way to visit the poet Walt Whitman for tea. 

Assisting the Marshal as a deputy, Dakota pursues the man who has stolen his 

favorite Colts. Simultaneously, Dakota and Bennie also help to solve the mystery of 

a murder, committed by a respectable banker who was blackmailed for hiring a male 

hustler. 
2 Dakota is well aware that many people watch him because of his tough 
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appearance. Riding into Turnpike, he notices how "folks stopped and stared. . . . 

Businessmen left their shops, stood on the street with their arms folded across their 

chests, and watched as I rode by. Dozens of eyes peered out from behind sun-

streaked windows" (Arson 29). 

3 The "confessional" aspect becomes clear in a quote like: "I will go to my 

grave before I admit this out loud" (Arson 25). Later, Dakota is quite sparing towards 

other characters in the information he provides on his relationship with Bennie. 

This relationship arises in the course of Arson! and continues (at least) until Rattler! 

Although they live together as lovers, Dakota tells many people that Bennie is his 

"mining partner" (Silver 62). 

4 Another way to illustrate the suspension of belief in tough heroism is to 

introduce a scene from Tonino Valerii's spaghetti western My Name is Nobody 

(1974) which humorously explores the idea that masculinity depends on visibility. 

Protagonist "Nobody" (Terence Hill) is a rascal who likes to play "funny games." 

One of his games concerns tempting the famous "old-timer" Jack Beauregard 

(Henry Fonda) to one final action in order to ensure that Beauregard's name is writ

ten up in all history books. He has to settle the score with the notorious Wild Bunch. 

After Beauregard has succeeded in this, he has the following dialogue with Nobody: 

"Well, now you got me in the history books - how do I quit? / There's only one way. 

/ How's that? / You've got to die. / Where? / Where there's lots of people." 

Beauregard and Nobody meet each other for a decisive showdown on Main 

Street in New Orleans, amidst a huge crowd of onlookers. The showdown will even 

be registered by a photographer, who instructs the two gunfighters how to position 

themselves for a good picture. Beauregard falls down and his epitaph says ironical

ly that "Nobody was faster on the draw." The grave is empty, however, for the show

down turns out to have been a fake. Nevertheless, the performance has made 

"Nobody a somebody after all," as Beauregard writes in a letter, narrated in voice-

over, as his ship sails for Europe. The scene is a witty exaggeration of the structure 

of traditional westerns because of the fully staged setting. A huge audience and even 

a photographer have gathered, but they are not able to see that a trick is employed. 

Only the two main protagonists and the spectators know that the showdown is com

pletely artificial. The scene reverses The Man Who Shot Liberty Valance. In the latter 

film, nobody saw that cowboy Tom actually shot the villain and the cowboy subse

quently became a "nobody," his position overtaken by another man. In Valerii's 

film, everybody sees that "Nobody is faster on the draw," and believes that his 

opponent is dead, but the whole affair is a fraud. Only we as spectators see that 

nothing is revealed. The scene depends on an over-identification with (the function 

of) character-bound focalizers as witnesses to the hero's revelation of his masculine 

identity. 


