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ABSTRACT

The post-World War 1l era in the United Statesjchiran from 1945 to 1970, has
long been divided into two distinct periods; theela940s and 1950s and the 1960s. Out
of this separation has come a view of the late $241@ 1950s as a time dominated by a
conservative conformist culture that did littlerbeal pre-war norms. On the other hand,
the 1960s have come to be seen as a decade thassat true social revolution and thus
should be considered responsible for shaping tbialsand cultural landscape of late
twentieth-century America. While these views repréed the dominant scholarly
position on post-war era culture, a recent shift bi@ught this view into serious question.
Through the work of historians such as Alan Petjghg post-war era is no longer
divided into two separate periods, but rather aergid as a single swath of time in
which the forces of Modernism began to influencaety and affect change.

In a period that boasted numerous well-known lojidners and public
intellectuals, Ayn Rand became one of the most Widsad and controversial thinkers of
the post-war era. Despite being most well-knowrhfer philosophical novelshe
FountainheadandAtlas ShruggedRand wrote numerous works of non-fiction incluglin
the 1971 publicatioriThe Romantic Manifestdn this collection of essays, which Rand
wrote throughout the 1960s, she identified, liktdgPg decades later, the aggressive
march of Modernism in post-war America, which, &r lkestimation, had already ravaged
Europe decades earlier, but was temporarily hatted fully taking over the United

States because of the Second World War. In adaditiadentifying the war waged by



Modernism against the established tradition of Raticsm in American culture, Rand
also discussed the primary elements of literatwrech could also be applied to film, and
explained how one could determine whether or nebik of art represented Modernism
or Romanticism.

This study has two main objectives. In termsisfdrical inquiry, the study will
apply the conclusions of Rand and Petigny as tantfiheence of Modernism across the
entire scope of the post-war period to Americarizia in order to determine whether or
not the art produced by this popular and influémtiadium reflected an early presence of
Modernism or if, in keeping with the traditionakw of the period, Modernism was in
fact a product of the 1960s. In order to put tteas of Rand and Petigny to the test, a
series of films from a range of genres that werderacross the entire post-war period
will be analyzed using Rand’s method in order ttedaine whether or not they represent
modernist ideas and influence. However, becausestiidy will be used to create a
History 399 course, elements of pedagogy will #lscxonsidered. Thus, prior to the film
analysis, the importance of intellectual historyl Wwe stressed specifically in terms of its
applicability to sources, such as films, that wameviously excluded from serious
consideration in the field. After concluding thienfanalysis, the study will then examine
the literature on using film in the undergradudéssroom in order to demonstrate its
value as the centerpiece of an undergraduate cotisally, this study will conclude
with a description of the specific course constiarctncluding readings, assignments,

grading and assessment.



CHAPTER |

INTRODUCTION

Every intellectual product must be judged from ploat of
view of the age and the people in which it was poedl.
—Walter PaterStudies in the History of the Renaissari&/3
Culture doesn’t save anything or anyone, it dogsistify.
But it's a product of man: he projects himself ift{de recognizes
himself in it; that critical mirror alone offersrhihis image.
—Jean Paul Sartrédhe Words1964
In the over five decades that have passed sirgcertti of the 1950s, the
prevailing stereotype associated with Americanualbf that era is one of a shallow,
bland, conformist domestic landscape driven grdatlfear and hysteria associated with
international events pertaining to the Cold WarhéW compared alongside the radical
cultural trends of the 1960s—the anti-Vietham Wawvement, free love, the
proliferation of drug use and the open rejectiotraditional forms of authority—the
years of the late 1940s and 1950s, typified by paaxers, poodle skirts and Pat Boone,
hardly seem comparable in terms of their revoltrgmature. In the revolutionary
milieu of the 1960s, even the image of Elvis Pigsiého many segments of American
society considered taboo during the 1950s, canbe toewed as a cultural cliché during
the Age of Aquarius. Just as quickly as the paast-eva (1945-1970) came to a close, the

historical scholarship on the period overwhelminglgmoted the stereotype of a

conformist 1950s followed by a revolutionary 1960s.



Historian James T. Patterson’s volume on the mastera,Grand Expectations
written as part of the Oxford History of the UnitBthtes, marked the pinnacle of the
historical tendency to view the 1950s and 1960se@srate and distinct periods in
American history. In this volume, Patterson fgst out to describe the anti-
establishment aspects of 1950s America, which deduRock ‘n’ Roll, the rise of James
Dean as the first anti-hero, the proliferation @Xgally explicit culture as epitomized by
Hugh Hefner'sPlayboyand Vladimir Nabokov’s olita, and the Beat movement, the
writings of which were littered with non-conformistessages and the promotion of
unbridled sexuality. When it came time for Paterfo cast judgment on these issues in
early post-war culture, he rejected the idea thesé anti-establishment elements
influenced American society in any meaningful way.

Following his critique of anti-establishment betoaduring the 1950s, Patterson
extended his conclusions to other areas of eady+war American culture such as the
new progressive methods of child rearing and pargtdvocated by Dr. Benjamin
Spock and new religious teachings linked to mogsgthology promoted by Dr.
Norman Vincent Peale. In terms of Spock, Pattechiemissed his new vision of child
rearing and parenting as simply a continuationl@éiomodes of thinking on the subject,
while he found more power in the established maeifeligious denominations,
especially fundamentalist ones, than the new messifgith coupled witifhe Power of
Positive Thinkingoreached by Norman Vincent Peale. Conclusionis aaghese led
Patterson to confirm, and thus bolster, the prengiimage of the 1960s as the true
period of change and cultural revolution in theasethalf of the twentieth century.

However, as the twenty-first century brought fordvarnew generation of scholars, the



binary view of the 1950s and 1960s gave way tova n®re inclusive interpretation of
the post-war period as a whole.

In 2009, historian Alan J. LevinéBad Old Days”: The Myth of the 195Ds
explored the vast array of 1950s anti-establishrgemips examined by Patterson as part
of a larger re-consideration of American societyirtyithe decade, and when coupled
with the immense level of influential social crism produced during the decade by
figures such as C. Wright Mills, Herbert Marcusd &illiam Appleman Williams,
concluded that the 1960s should be viewed not asotated time of revolution and
social change, but as a continuation/fuller reéiimaof the social trends and patterns of
thought developed in the late 1940s and 1950s.l1é/Alevine’s criticism of the
established approach to the cultural history oflit880s represented only a single piece
of his analysis, historian Alan Petigny publishedeatensive study the same yebiné
Permissive Society: America, 1941-196@%at spanned all but the last five years of the
post-war period, the purpose of which was to dgvalonore complete understanding of
post-war American culture by considering the peasd whole instead of isolating
individual decades.

Employing an abundance of primary sources inclydliierature, material/popular
culture, television advertising, music, movies anglide range of available statistical
data, Petigny concluded that every aspect of gardy-war culture Patterson found
negligible in fact provided the extended foundafionthe overt upheavals that occurred
during the 1960s. From religion and Rock ‘n’ Rollsexual behavior, psychology and
youth culture, Petigny argued that modernist imgsilsnany of which began even before

the end of the Second World War, launched a culfuestorm that produced its most



visible effects during the 1960s. Although lessssgional, Petigny concluded that trends
such as the relaxing of moral standards linkeeligious practice, a new psychology of
parenting that promoted a more complaisant attitnderms of parental authority and a
youth culture typified by aggressive assaults anveational social behavior and sexual
norms, made possible the social and moral uphea¥#i® 1960s, such as the rise of
more extreme youth counter-culture (free love dediippy movement) and the Anti-
Vietnam War movement, by permanently destroyingptteewar cultural and moral

edifice that would have prevented such occurrefroas happening.

In the end, the importance of the scholarly reesssient of post-World War |l
cultural history described above is that the owdriaig thesis that emerged from the
writings of Levine and Petigny can be applied ta@pecific aspects of post-war
culture and tested in order to determine its legtty. With this point in mind, the
present study seeks to analyze post-war Americant and trace its development over
the entire period in order to discover whetheratrevidence exists in the artistic output
of Hollywood that confirms the contentions of Lesiand Petigny that modernist
elements influenced American culture from the bemg of the post-war period and
simply grew stronger during the latter part of éne, or whether Patterson’s view that the
1960s should be viewed as a cultural entity is doun

While Petigny’s work provided the overall inspicat for launching a re-
examination of some specific aspect of post-war Acae culture, the decision to focus
on American cinema came with the discovery ofteehtliscussed treatise penned by one
of the most well-known and controversial Americédmigsophers/public intellectuals of

the post-war period, Ayn Rand. In 1971, Rand bhbtggether a group of essays she



had written over the course of the 1960s and pdtishem a3he Romantic Manifesto
In this volume, Rand heavily attacked post-war Aioear art, primarily literature, as
being completely overrun by the same forces of Moden generally identified by
Petigny. Rand believed that the art produced st-p@r America reflected the changing
moral and social landscape chronicled by Petigmabse it promoted moral relativism,
anti-valuing, the acceptance of illicittdegenersd#®ual and social behavior and the
superiority of a lackluster collective over the grtial power of the individual. While
working in Hollywood as a screenwriter in the edr§60s, Rand attempted to warn the
public of the encroaching forces of Modernism ie gamphleScreen Guide for
Americanswhich highlighted the ways in which modernistqa@ommunist) ideas could
be covertly inserted into mainstream films. Howewehat Rand saw as a growing threat
in the early 1950s had, in her estimation, becorudi-gcale crisis by the early 1960s,
which prompted her, in the wake of releasing hegmaan opuditlas Shruggedio begin
writing the essays that later becaifee Romantic Manifesto

Throughout the essays contained ire Romantic Manifest®kand argued that
the influence of Romanticism, a philosophical/éitismovement based on the volition of
the individual, which had been in constant retned&urope since the initial growth of
Modernism in the mid-nineteenth century but hachbda#tuential in American popular
culture up to the start of the Second World Wars wader threat of complete
annihilation by the 1960s. Considering all leveesl forms of artistic expression and
evaluating them based on the elements of themeaptbcharacterization, Rand
concluded that a philosophical and moral war betwRemanticism and Modernism

raged across the twenty-five years that comprisegbst-war period. When considering



Screen Guide for Americam®dThe Romantic Manifestogether, it is clear that Rand,
like Levine and Petigny decades later, understbhedmportance of the cultural and
moral changes that accompanied the rise of Modarimgost-war America and placed
its appearance in the late 1940s and early 195@sad of viewing it as an isolated
incident of the 1960s.

Although literature was the art form that Randré@emajority of her time
critiquing in The Romantic Manifestber practical experience in Hollywood that began
in the 1920s, as well as her love of film and ustierding of it as an important medium
for the transmission of philosophical and cultwabwledge, pushed her to acknowledge
that films could and should be interpreted for itidiilosophical messages according to
the same standard she established for literatsebriefly highlighted above, Rand
believed that the elements of theme, plot and dbanaation had to be heavily
scrutinized in order to determine whether a filnsgeEssed the traits associated with
Modernism or Romanticism. Rand held a very stropigion as to which school of
thought represented the correct message. Her mefiaetermining the philosophical
stance of a work of literature or film was simplet effective, and her conclusions as to
the weakening moral structure of the United Stateke post-war era, whether or not
one agrees that such a trend was positive or dattah mirror those rendered by Petigny
forty years later.

In the end, a combination of Petigny’s analysid gaeneral conclusions as to the
early and steady march of Modernism into nearlyeweajor aspect of post-war
American life and Rand’s more specific culturatigue of modernist infiltration of high

and low art during the same period form the anedytnodel that drives the case study



that follows this introduction. Basically staté&tand’s model and critique will be applied
to a series of films, separated by genre, madesa¢h® entire post-war period, in order
to determine the legitimacy of the larger claimsdmay Petigny. As film historian Peter
Biskind concluded the introduction to his examioatof post-war filmSeeing is
Believing: How Hollywood Taught us to Stop Worryargl Love the Fifties'| take film
criticism to be a species of cultural criticisnrgrh interested in what film tells us about
society and what society tells us about film. Tdsk describes what we see when
ideology becomes visiblé."While the current study identifies what Biskiredarred to
as “cultural criticism” as intellectual history,ishsmall issue of nomenclature does not
change the connection between the general go#ie giresent work and that of Biskind.
The major task undertaken in the pages that foltotw discover, in light of new
scholarship, what one of the most important andufao@rt forms of the post-World War
Il period has to say about an era whose culturdlraaral identity is contested ground.
Before moving into the study itself, a brief ondiof its contents is necessary in
order to provide the reader with a basic understanaf its construction. The first
chapter has three primary functions. First, beedls study is directly connected to the
creation of an upper-division undergraduate co(isstory 399), the legitimacy of
intellectual history as a valid tool of instructiahthe undergraduate level is addressed
primarily by examining the ideas of intellectuastorian Daniel Wickberg, who has
argued extensively about the importance of int&ligchistory in the twenty-first century
despite its overshadowing by younger fields suckoagal history. After establishing the

importance of intellectual history in the undergraté classroom, the second focus of

! peter BiskindSeeing is Believing: How Hollywood Taught us tqSiorrying and Love the Fifties
(New York: Pantheon, 1983), 6.



chapter one centers on the individual whose irdellEd work underpins the entire
analysis, Ayn Rand.

Beyond the importance of intellectual history deehlil, the question of whose
voice is given legitimacy and whose voice is diareligd is important because it exposes
potential bias that can, if allowed to proliferagkew the larger intellectual direction of
the field. While the author initially brushed oifie dismissals of Rand’s work he
encountered in the academic setting as anecdob@came clear, after reviewing
numerous sources dealing with post-war Americagllgttual life, that such dismissals
were in fact a reflection of a larger bias agalrestwork. This becomes apparent when
one delves into the secondary sources in which Rhadld be mentioned. Thus, the
second section of the chapter will first prove tRand, despite being one of the best-
selling American public intellectuals/philosophefsany period, is virtually ignored in
academic works in favor of thinkers and writers where less prolific and influential,
but whose political persuasions tended to be tip@sipe of Rand’s. Next, in order to
demonstrate Rand’s legitimacy as an intellectualsehdeas deserve to be considered
within the context of a historical study, the feeademic works on Rand will be
examined in order to highlight her general phildsogl positions. This exploration will
then lead into a specific analysis of her writiongsart and culture that serve as the model
for the film analysis presented in chapters two thmee.

With Rand established as legitimate figure fordaraic inquiry, the final section
of chapter one confronts the historiography ofgbst-war period. The importance of
this component is that it brings into focus theacleontrast between the traditional view

of the 1950s and 1960s as being separate andatligtitifferent historical periods and



the more recent tendency to view the entire postesaas a whole. Building on the
traditional analysis offered by Patterson, the givamlandscape of post-war
historiography, culminating with the work of Petygnvill be considered. To reinforce
the diverse ways in which the post-war period canibwed from a historical standpoint,
the chapter will conclude with a brief discussidnh® 1960s from the perspective of
historians who have uncovered a radical consematigvement among young people
during the decade that receives little attentiofauor of the radical left-wing youth
activities such as the anti-Vietham War movemeat liave become part of modern
American folklore. In the end, the fact that a senvative youth movement thrived in the
1960s alongside its more famous left-wing countenpavides yet another indication
that the individual decades of the post-war pesioould not be considered as separate
entities, but rather as a continuous period in Winhore than one
ideological/philosophical vision jockeyed for caritof the American cultural landscape.
After establishing the importance of intellecthadtory, profiling the ideas of
Rand and exploring the recent shift in the hisignaphy of the post-war period, the study
will move into its primary area of focus; examiniagelection of films made during the
post-war era in order to determine whether thelgcethe steady infiltration of
Modernism as argued by Rand and Petigny or whétiegiims of the 1950s have little
connection to their counterparts produced durieglt®60s. In order to complete this
task, a dual approach will be utilized. Using Wiestern genre as a case study, chapter
two will consider the three films from the genreshn for History 399 and apply an in-
depth intellectual analysis using related films arteénsive secondary sources. Primary

source material related to the production of thradj such as director interviews will not



be included in the discussion of the films as thpse behind this study, and the goal
for students enrolled in History 399, is to consitie finished films as abstract
philosophical statements that reflect post-war Aoaer culture. Muddying the waters of
discussion with extensive focus on intended meanaogld likely lead to severe
negative effects because pre-conceived meaningnér during the artistic process is
not necessarily evident in the finished produdhe Goal for the organized discussions
that are so vital to the success of History 398rishe students to reflect on what they
have watched having been presented with as lisibddround knowledge/interpretations
as possible in order to ensure a lack of specrgegonceived notions about the films.
Having devoted an entire chapter to an in-depsie saudy of one of the major
genres considered in History 399, chapter threkepnafiile the remaining genres and
films in a more concise format. Building on theemsive case study of the Western
genre, each film in each genre will be introduceith & plot synopsis followed by an
original analysis by the author that considersfilhein light of the ideas of Rand and
Petigny and the trends uncovered in the more acad#ynauthoritative analysis of the
Western genre. The purpose of these streamlinesid®rations is to replicate the
manner in which the author plans to discuss thiéss fvith students in the classroom.
The level of inquiry reached in chapter two is h&ydhat which could be realistically
expected from undergraduates, many of whom may li#leeto no experience with film
analysis, philosophical theory or even the genastbry of the post-war era. Thus, the
film analyses presented in chapter three identify explain the ways in which the films
reflect the post-war conflict between Romanticigmd &odernism in more general terms

that students, having been presented with the idleBand and Petigny, will be able to
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identify and articulate. The importance of eswlihg talking points likely to generate
student discussion cannot be understated as theip@asng discussion periods are
intended to be student centered and student led tkhe author assuming the role of
facilitator.

While chapter three provides practical topicsualg student discussion of the
films considered in History 399 in order to enstimeir understanding of the key ideas at
the center of the course, the final chapter ofstiiely focuses on the technical aspects of
teaching History 399, the most important of whigslensuring that students are presented
with assignments that provide them with the oppotyuto demonstrate their
understanding of the course. After a brief opeminghich the literature pertaining to
the use of film in the undergraduate classroonta$lpd in order to confirm its
legitimacy as a valid teaching tool, the bulk o&pter four is devoted to explaining the
ways in which the students will be instructed asskessed.

The combination of an early review of Randilse Romantic Manifesta
cumulative final essay examination that requiregsaussion of the general course ideas
and their application to post-war American cinemd a major research/film analysis
paper in which students will create their own stotydeled on the course, provides a
solid core of information from which the author assess student performance. The
review of Rand’s work will confirm, early enoughtime semester, whether or not the
students have an understanding of her interpretatiiterature and the parameters of
the conflict between Romanticism and Modernisme Tihal examination, which will

require students to meld their understanding ofdRard Petigny with the knowledge

11



they acquired while viewing, discussing and redaarcfilms, will determine the level at
which they are able to articulate a critical visafrthe course.

Although the development of a critical understagdof the course is important,
satisfactory completion of the research/film analysper, the most heavily weighted of
the assignments, mandates that students applyotveiall understanding of the course
by selecting a group of films and rendering themnanalysis based on the course
framework. From this perspective, the weekly cewigwings and discussions, although
important for the content and ideas they convey@oduce, represent a series of object
lessons intended on modeling a method of intelddtistorical analysis that the students
will have the opportunity to emulate in order totfier their understanding not only of
post-war American culture and cinema, but perhapermportantly, the manner in

which intellectual historical inquiry is conducted.
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CHAPTER Il

A NEW VISION FOR INTELLECTUAL HISTORY, AYN RAND'SROMANTIC
MANIFESTOAND THE STRUGGLE FOR THE AMERICAN MIND IN THE POST
WORLD WAR Il ERA

Whatever happened to Randolph Scott
Ridin’ the trail alone
Whatever happened to Gene and Tex
And Roy and Rex, The Durango Kid
Everybody’s tryin’ to make a comment
About our doubts and fears
True Grit’s the only movie
I've really understood in years
Oh, whatever happened to Randolph Scott
His horse plain as could be
Whatever happened to Randolph Scott
Has happened to the best of me
—The Statler Brother8Vhatever Happened to Randolph Scb®73

They're messing with our heroes and we’ve gotta &m now!
—Hank Williams, Jr.The Coalition to Ban Coalitiond981

Daniel Wickberg and a New Vision for Intellectual Hstory

In 1989, historian John Higham updated his classidk on his profession,
History: Professional Scholarship in Americ®riginally published in 1965, Higham
now had the opportunity to comment on the drancitanges that occurred in the

discipline of history during the late 1960s and€7In Higham’s estimation,
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intellectual history received an inordinate amaofmiamage due to the social and
political turmoil of the period, which brought intpuestion the very premises on which
the power of post-war intellectual history was fdad. According to Higham, American
intellectual historians developed a strong affifidy Alexis de Toqueville’®emocracy

in America which “treated American culture as an organic hand . . . rested heavily
on the concept of national charactérWhile Progressive historians of the pre-World
War 1l period viewed de Toqueville’s ideas as “s@rhat suspect,” many of America’s
foremost historians of the post-war era—Daniel Baor C. Vann Woodward, Arthur M.
Schlesinger Jr., Richard Hofstadter, Edmund Morgad, Louis Hartz to name only a
few—seized on the spirit of de Toqueville’s message in their own ways offered
insights into the “distinctive character” of the iténl States.

The period that ran from the late 1940s to théy/d®60s also witnessed the
power of what Higham identified as “the culturaptosion.” Higham described this
trend and its impact on professional historiansmihe noted, “Though academic
historians rarely produced the popular histori@s tere prominent on the best-seller
lists, they could feel a vital connection with atqpanding body of contemporary opinion
that drew its historical consciousness from sueldiley intellectuals as Reinhold
Niebuhr, William Faulkner . . . and Lionel Trillidg In sum, the intellectual historians
of the post-war period placed great faith in acimgVa vision of the historian as an

intellectual, nourished by and serving an increglginesponsive national culturé.”

2 John HighamHistory: Professional Scholarship in Amerjaav. ed. (Baltimore: Johns Hopkins
University Press, 1989), 221.

3 Higham,History, 221.

* Higham,History, 239.

® Higham,History, 239.

® Higham,History, 239.
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However, the strong connection intellectual histosi of the Consensus school
established with the “comprehensive themes andaosteing generalizations” inspired by
the renewed interest in de Toqueville proved deaewg for their efforts as the 1960s
progressed and “dissent and alienation cut moreveoré deeply into the promises of the
past.” Now, a generation of American youth came of agld felt little relation to the
past or to the future®”

In assessing the impact of this cultural milieutloa discipline of history Higham
observed, “Yesterday’s solutions seemed irrelet@taday’s problems. ... A
radicalized American historian [typically] adviski$ readers that they could best
formulate and pursue present goals if they avoidehse involvement with the past.”

In the end, the increased focus on “social divgr$etd to the “disaggregation of
American history” as contemporary groups of Amergaegan to find empowerment in
the histories of their predecessors, which led nfastprians to take-up the task of
studying previously marginalized groups and ordinagople once thought irrelevant to
the grand narrativ€. To this day, “the liberation of social historpin its post-war
subordination to intellectual history” has domirthtee landscape of professional history
in the United States, and most importantly forpheposes of this study, it has placed a
stranglehold on the field of intellectual histomgpenting it from assuming the status it
once held as a viable, stand-alone field of hisgbinquiry**

In an effort to break social history’s comtbintellectual history, historian

Daniel Wickberg critiqued the results of that doamne and offered a viable solution for

" Higham,History, 240, 235.
8 Higham,History, 235.
° Higham,History, 235.
19 Higham,History, 242.
™ Higham,History, 242.
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the emancipation of intellectual history in his 2Cf¥ticle, “Intellectual History vs. the
Social History of Intellectuals.” Wickberg firsssessed the climate in which intellectual
history operated after the onset of social histhrging the late 1960s and 1970s, of
which he concluded, “The Lack of distinct boundatetween intellectual, cultural and
social histories has led to a serious erosion@fliktinctive approach to the past that
intellectual history offers* The author went on to establish the existenc¢enaf broad
schools of historical practice” that have dividad field of intellectual history> On one
side of the divide is what Wickberg referred td'the history of thought,” which stood
diametrically opposed to the other movement inllieteual history, “the social history of
intellectuals.™

Wickberg believed that the output of individuatseach side of the divide
represented the most direct means of identifyieg fhosition. He stressed the fact that
historians working in the realm of “the historytbbught” produce “works that focus on
the history of ideas, language, texts, ideologyamireg and cultural representatiof.”
On the other hand, those historians interestethia Social history of intellectuals” tend
to generate “intellectual biography [and] historadésnstitutions . . . [or] what is summed
up as the history of intellectual lifé® In short, “the historian of thought” is centere
the exploration of “ideas” derived from methodslsas tracing “patterns of meaning”
from a variety of “texts,” while “the social histan of intellectuals” is most concerned

with establishing “cultural representations [froexts]” in order to determine their

12 paniel Wickberg, “Intellectual History vs. the SalcHistory of Intellectuals, Rethinking Histons, no.
3 (2001): 383.

13 Wickberg, “Intellectual History,” 383.

1 Wickberg, “Intellectual History,” 383.

15 Wickberg, “Intellectual History,” 384.

18 Wickberg, “Intellectual History,” 384.
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“relationship to social institutions,” or what Wickrg labeled simply as “persons.”As
the author developed his argument further, thelmbietween these two opposing
groups of intellectual historians became more nitstand easily relatable to the negative
impact of social history.

In re-visiting the general history of the onsesotial history in the late 1960s,
Wickberg pointed to the fact that historians susld@sse Lemisch carried not only the
overt “agenda” of constructing a vision of the pfasin “the bottom up,” but also “from
the neck down*® The author elaborated on this criticism by paigtio the fact that “the
notion that guided much of the early new socialdmsof the 1960s and 1970s was that
social reality was fundamentally material and bébraV in nature, that ideas don't really
count for anything—other than concealing or reveaiome underlying real interedt.”
Wickberg identified the point at which social histoelegated the study of ideas to a
reduced status as the point at which intellectistbhans “turn[ed] intellectual history

12° However, that decision

into a form of social history” simply to ensure ith&urviva
proved nearly fatal to the future of the studydsas as important causal factors in the
actions of human beings.

While those historians who made the corrupt bargath social history for the
sake of their own survival proved willing to workthin the accepted context of “the

social history of intellectuals” with its disregaiar the importance of ideas, intellectual

historians such as Wickberg exposed a major defdbe social history approach to

7 Wickberg, “Intellectual History,” 384.
18 Wickberg, “Intellectual History,” 385.
¥ Wickberg, “Intellectual History,” 386.
2 Wickberg, “Intellectual History,” 386.
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intellectual history’* As Wickberg declared, “Ideas [have] come to tensas tools,
weapons, instruments to achieve goals that areeteby interests or social position that
exist in some pre-conceptual or pre-intellectuay W& Phrased differently, “Thought
and meaning cannot structure and precede motiuésnizst be subordinate to theAt.”
Wickberg took this key premise of social historglamonsidered it in light of the concept
of “agency,” which is one of the hallmarks of sd¢isstory?*

Although the goal of providing “agency” involveldet seemingly noble task of
“rescuing past peoples from” historical obliviorddinestoring their moral status as
authors of their own actions,” Wickberg pointedhe “skeptical” framework around
which social historians pursued their desires asghdogical and completely opposite of
the goals of true intellectual histofy. Thus, if social historians work from the premise
“that interests and goals can be defined priohtmught, and that thought is a means to
achieve those goals or express those interesta; cha they maintain such a stance in
light of the simple fact that “agency, after adl,an idea as well, with its own history, as
are the conceptions of personhood that underli&®it?Vickberg concluded that in no
way could such a stance be upheld. In the wordlseouthor, “To assume that agency
and personhood are non-intellectual qualities ltlet us to understand intellectual ones
is to deliberately put a whole sector of phenomarecategory of non-historical, as well

w7

as to embrace a traditional material/intellectualgm.™’ While the author called into

serious question the reasoning by which sociabhats pursue the establishment of

2L Wickberg, “Intellectual History,” 385.
2 \Wickberg, “Intellectual History,” 387.
% Wickberg, “Intellectual History,” 388.
24 Wickberg, “Intellectual History,” 387.
% Wickberg, “Intellectual History,” 387.
2 Wickberg, “Intellectual History,” 388.
27 Wickberg, “Intellectual History,” 390.
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“agency” for the people they study, he reinfordeat attack by questioning the ability of
social historians to use “experience” in orderdoreate the past.

In addition to “agency,” Wickberg profiled the pess by which “the social
historian seeks to recover the experience of gastsathrough the use of primary texts”
as an equally important goal of the fiéfd As with “agency,” Wickberg identified an
important flaw in this goal that brings its vaunteditimacy into questiof® The process
of “strip[ing] off bias or unreliability in orderotget at the truth about the objects
represented,” which social historians believe ad$ie process of recreating
“experience” more clearly, is something that Wiakptelt needed to be questioned for
its ability to be used in an effort to chroniclee t‘experience of past actors.”

The problem with the type of analysis employedobgial historians is that it is
highly selective and inevitably leads to a recariton of the past, based on fragmentary
evidence, that ends with conclusions rooted as nushpposition as in fact.
Nevertheless, social historians continue to pusswh work, creating their own visions
of past events beyond what the record allows. HeweaVNickberg pointed to the fact
that true intellectual historians accept and arafoatable with the limitations of the
historical record in terms of the ability to redeean accurate picture of past events. In
the words of the author, “Experience of past adwisaccessible® But, despite this
grim reality, Wickberg went on to demonstrate homeaningful level of understanding
of the past can be achieved through the use fah®e sources utilized by social

historians.

2 \Wickberg, “Intellectual History,” 390.
29 Wickberg, “Intellectual History,” 390.
%' Wickberg, “Intellectual History,” 390.
31 Wickberg, “Intellectual History,” 390.
32 Wickberg, “Intellectual History,” 390.
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While Wickberg's analysis suggested that socisidny’s negative view of the
importance of ideas failed to account for the humecessity to think before acting, and
as its attempt to provide “agency” through “expece’ required the use of historical
license and contemporary imagination of past eveased often on scant resources, the
author did believe that a renewed success of autelél history could be attained by
expanding the scope of inquiry in a manner inspingdocial history® For Wickberg,
the scope and variety of sources utilized by sdugtbrians did not present a problem.
However, he viewed the social historian’s purpolsefmoval of “bias, point of view,
conceptual categories [and] mode of organizatioa tefxt” as the destruction of what can
be understood from historical records of all kiftidnstead of trying to recreate “the
experience of past actors,” which is an imposgibilecause it requires a contemporary
mind to fill in the gaps left by the fragmentedoeat, Wickberg believed that a more
realistic goal for historical inquiry could be falim considering “the patterns of mind
that shaped document&.”In this sense, Wickberg concluded, “All historysh
ultimately be the history of ideas because alldnisal documents are meaningful only in
relation to human minds® Wickberg believed this view to be key in the ajpibf
intellectual historians to return their field tgasition of relevance within the larger
discipline.

In examining Wickberg’s study, it becomes cleat t¥ocial history did not
triumph over intellectual history because it hdektter, more objective method of

historical inquiry. At a minimum, the author’s fting of the two major tenets of social

33 Wickberg, “Intellectual History,” 390.
3 Wickberg, “Intellectual History,” 390.
% Wickberg, “Intellectual History,” 390.
% Wickberg, “Intellectual History,” 391.
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history—*agency” and “experience’—cast doubt on $hpremacy of methods that
reached beyond the knowable pstHowever, Wickberg understood the value of the
great diversity of sources used by social histaridwat the “history of intellectuals”
group, once co-opted by social history, refusecttmgnize’® The author felt that the
inclusion of a larger body of sources into truelieictual history would allow the
discipline to rival social history by providing aone reasonable landscape of the past via
the constructions of “patterns” as opposed to atirg “experiences>

Furthering the idea quoted above, that “all histaust be the history of ideas
because all historical documents are meaningfyl iontelation to human minds,”
Wickberg believed that intellectual historians @bgtant true “agency” to the people
they study by using their “methods and insightsantalyze a wider range of souréés.
As the author declared, “If the history of thoughto be successful, it must abandon . . .
the notion that a fixed body of texts and thinkeeseanon—is its proper subject matter,
and must seek thought wherever it can find it—wtiscaverywhere* In preparing to
conclude this section it must be noted that thpiration for this study emerged as an
answer to Wickberg's call to arms for a new, maxeidse approach to intellectual
history.

The closing paragraphs of Wickberg’s article sumimge the general message he
wanted to convey to readers. In the words of theayu“Every document is a source for

intellectual history. . . . The focus should notdreintellectuals, nor on important texts,

37 Wickberg, “Intellectual History,” 390.
3 Wickberg, “Intellectual History,” 389.
39 Wickberg, “Intellectual History,” 391.
0 Wickberg, “Intellectual History,” 390, 393.
“1 Wickberg, “Intellectual History,” 392.
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but on ideas® In preparing to present the theoretical mode tinderlies the current
study, the detailed discussion of Wickberg’s idalagve proved necessary because the
basis of this study hinges on the consideratiomoofcanonical sources in a work of
intellectual history in addition to the use of anceptual framework envisioned by a
popular public philosopher almost entirely shunbgdhe academic world. Taking the
contention of a respected intellectual historiachsas Wickberg to heart, that “thought is
to be found everywhere” and should be exploredrigss of who created it, it is now
time to examine the theoretical background of threent study, which seeks to view
post-World War Il American cinema as a battlefiefdwhich the larger struggle between
Romanticism and Modernism, as explored by Ayn Raras conteste®

Ayn Rand’s Romantic Manifesto, Modernist Opposition, and the Application of

Rand'’s Intellectual Framework to American Cinema
In considering Wickberg’s identification of thealnility of intellectual historians

to look beyond a small canon of accepted work&éir iefforts to create historical
analyses, hardly a better victim of this academimel vision could be found than Ayn
Rand. A Russian émigré who came to the UniteceStatthe mid-1920s, Rand worked
her way up from the performance of menial jobsdodme a Hollywood screenwriter, a
best-selling novelist, a cultural critic, a puliltellectual, and the founder of a new
philosophy. The fact that Rand’s activities ocedrin the recent past has allowed for the
collection of data that provides a glimpse as &lével of cultural saturation her worked
achieved as well as the extent of its impact on Acaa society. Rand published her

breakout work, a novel title@ihe Fountainheadn 1943. By the time of her death in

2 Wickberg, “Intellectual History,” 393.
3 Wickberg, “Intellectual History,” 393.
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1982, Rand had added to her dossier three mordsnawe several works of non-fiction.
In 1995, the total sales of Rand’s published wanisroached thirty million copié’.
More recent data has confirmed that the numberanid® novels sold each year, apart
from the numerous non-fiction volumes still in-grihovers around the five hundred
thousand mark®

While the sales of Rand’s books indicate a higijrele of cultural saturation, a
scientific survey published by the Library of Coegs in 1991, which sought information
about “lifetime reading habits,” provided insiglst t® the level of influence Rand’s
writing enjoyed among the American reading puffiicf all the popular, ground-
breaking works published in the reading lifetiméshose who participated in the survey,
as well as the entire canon of great literary,dnisél and philosophical works of the
world, Rand’s 1957 noveAtlas Shruggedoroved “second only to the Bible in its

significant impact on their lives'”

Taking into account the available data as tahigh
level of cultural saturation and impact of Randistiwg in the United States, it would be
logical to assume that historians and other prafasts working in the humanities and
social sciences on projects related to the samigtiiral and intellectual landscape of

post-World War Il America would be forced to conftdhe ideas and writings of such an

*4 Chris Matthew Sciabarréyn Rand: The Russian Radi¢blniversity Park, PA: Pennsylvania State
University Press, 1995), 1.

> Jennifer BurnsGoddess of the Market: Ayn Rand and the AmericghtRNew York: Oxford
University Press, 2009), 2. It must be noted tlisdgreements over the sales of Rand’s books aftsa
because the Ayn Rand Institute regularly purchisgs numbers of her books for free distributidre
Ayn Rand institute freely admits to the number ahR’s books it purchases each year. The figufwvef
hundred thousand represents the number of Rand&sisold in 2008 after having been adjusted to
account for the number of books purchased by the Rgnd Institute. In order to cross-reference the
figure provided by Burns, the author consulted pdated version of the same souloapact which is the
official publication of the Ayn Rand Institute. lwing up on the 2009 article cited by Burns, teril
2010 issue provided documented third-party dateititkcated a 260% increase in the already higlsset
Rand’s novels since 2005 as well as a 50% incrieabe sales of her non-fiction publications. Ymaro
Brook, “Ayn Rand’s Nonfiction Book Saleslthpact16, no. 4 (April 2010): 1, 4.

“® SciabarraAyn Rand 1.

" SciabarraAyn Rand 1.
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influential figure. However, with minimal exceptis, Rand’s ideas and writings have
received little serious attention from both acadeamd popular historians.

Published in 1993, David Halberstam’s populardmsbf the immediate post-war
period,The Fifties chronicled the social, political and cultural ests of the era across a
732-page narrative and remains one of the mostadgeited non-academic histories of
the 1950s. Ayn Rand, whose 1943 noMeé Fountainheatiegan a steady rate of
“astounding” sales following the end of the warttb@ntinued into the 1950s, and whose
1957 novelAtlas Shruggedbecame a “blockbuster” complete with a high-emaviY ork
publicity campaign launched by Random Hoffsjled to receive a single reference in
Halberstam’s history. While Rand’s name is misgnogn Halberstam’s extensive index,
he gave lavish attention to popular novelist Gigle¢alious, who he described as
possessing “innate talent and shrewdness,” popolalist Sloan Wilson, whose 1955
novel, The Man in the Gray Flannel Spuialberstam believed to be “one of the most
influential novels of the fifties,” and beat writéack Kerouac, whose “new vision for

American life” Halberstam spent several pages seeritally chronicling'”

In the area of
intellectuals and philosophers, the author devetaatral pages to the sociologist C.
Wright Mills, who Halberstam held up as a “mythigure” with a lasting “posthumous

influence.”®

While Rand failed to pass muster with one ofrtiest widely read popular
historians writing on the early post-war periodg shiffered the same fate at the hands of
Halberstam’s opposite number in the world of acaddmstory.

Three years after Halberstam publisiée Fifties historian James T. Patterson’s

massive narrativeGrand Expectations: The United States, 1945-1@ppeared as the

8 Burns,Goddess165.
9 David HalberstaniThe Fifties(New York: Villard, 1993), 583, 522, 306.
%0 HalberstamThe Fifties 536.
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volume on post-war America in the famed Oxford bligtof the United States series.
Unlike Halberstam’s work, which stopped in the ¢4960s, Patterson’s 790-page
narrative extended the analysis of post-war Ameaarass fourteen additional years, but
still failed to mention Rand despite the fact that public notoriety grew even larger
during the 1960s. However, the same writers fraaberstam’s study cited above all
made appearances@rand ExpectationsWhile Patterson did not offer the same level
of uncritical treatment of these writers preseriigdialberstam, the author did admit that
these individuals “tapped into a reservoir of digent” in post-war America’ Also, the
fact that Patterson devoted precious space to thdseduals and not to Rand reflected
an intentioned value judgment as to their perceinggbrtance. Even in academic works
in which Rand’s name does appear, her ideas artishggiusually receive attention that is
disproportionate to her impact on the Americanwaltlandscape.

Historian Grace Elizabeth Hale’s 2011 boAK\ation of Outsiders: How the
White Middle Class Fell in Love with Rebellion iodBwvar Americachronicled “the
romance of the outsider [that] began to appear gmseti-conscious white bohemians
and in books, music, and movies” during the posteva>? The first chapter of Hale’s
study, which she devoted to exploring many of thpypar writers of the 1950s who
rebelled against the status quo, devoted page p@aga to a glowing, sentimental
description of J. D. Salinger's 1951 novehe Catcher in the Ry®vhile her description
of Rand’sThe FountainheadndAtlas Shruggedeceived a single paragraph that stated

Rand belonged to the right-wing, promoted “selfes$si above all else, and suggested

*1 James T. PattersoBrand Expectations: The United States, 1945-197He Oxford History of the
United States (New York: Oxford University Presg9&), 410.

°2 Grace Elizabeth Haléy Nation of Outsiders: How the White Middle Clags! ih Love with Rebellion in
Postwar AmericdNew York: Oxford University Press, 2011), 1.

25



that her work contained overt sexiStnin no way could Rand’s novels approach the
level of importance engendered by Salinger’'s mamtggonist, Holden Caulfield, who
Hale described as “a seductive character, an etrbfanass culture, a fictional person
that in turn shaped how real people think and deel love.®® In a book whose title
prominently features the wofdutsiders Ayn Rand still resides on the periphery of
relevance. The question that needs to be askbdgioint is simple; Why?

Only a cursory examination of the cavalcade ofewsi and intellectuals
repeatedly cited, and in turn legitimized, by bptpular and professional historians of
the post-war period reveals the answer as to winglRaeither completely excluded
from their studies or marginalized to the pointiofimportance. The defining
characteristic that held together the works of @filsMetalious, Kerouac, Mills, and
Salinger was their outright rejection or negativiique of contemporary American
society. Moreover, their discontent for post-wacisty has been examined and accepted
as emanating from the political Left.

Both Patterson and Halberstam promoted Metalioagel Peyton Placas a
work that reflected the feminist movement and thuss a book before its time>
Patterson noted Mills’ pioneering “of a New Leff."Halberstam highlighted Wilson’s
contempt for corporate America’s “conservative pod,” while also connecting the
counterculture of the 1960s to the listless lifesgnd insane escapades of Kerouac and

the Beats who, to Halberstam’s apparent approygaked the beginning of the end of

3 Hale,Outsiders 39-40.

> Hale,Outsiders 33.

> HalberstamThe Fifties 581.
%% pattersonExpectations623.
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“the old order.®” Of Holden Caulfield an@atcher in the RyeHale believed Salinger
unleashed “the democratization of the modern ideghat it means to be an artist”As
will be demonstrated below, Rand’s ideas and wggistood opposite the leftist tilt that
has been identified in the current cadre of writerd intellectuals under consideration.
However, while it is not the goal of this examioatito suggest that historians should be
forced to include the ideas of certain writers #mdkers in their analyses, it will be
demonstrated that the exclusion of a prolific anduydar thinker such as Rand leaves a
void in the quest for a better understanding oé ‘Platterns of [historical] meaning”
identified by Wickberg as the hallmark of true ifeetual history’®

In the three decades since Rand’s death, onlyptef@ssional academics have
completed book-length examinations of her life atehs. Political theorist and scholar
Chris Matthew Sciabarra’s 1995 bod¥yn Rand: The Russian Radicakamined
“Rand’s thought in . . . [a] historical and intelteal context” in an effort “to assert that
Rand’s philosophy should be taken seriously aratedewith respect®® Sciabarra cited
the almost complete disregard of Rand by acadenddagh-brow popular writers
detailed above as the primary motivation for compéghis analysis. In the words of the
author, “The mere mention of Ayn Rand’s name irdacaic circles can evoke smirks
and a rolling of the eyes. Most often she is dés@d, without discussion, as a
reactionary, a propagandist, or a pop fiction writéh a cult following.”*

Historian Jennifer Burns also noted the neardadie rejection of Rand and her

ideas by the academic and public intellectual distalnent in her 2009 biography of

*" HalberstamThe Fifties 524-525, 307.
*8 Hale,Outsiders 33.

9 Wickberg, “Intellectual History,” 384.
€0 SciabarraAyn Rang 8.

®1 SciabarraAyn Rang 8.
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Rand,Goddess of the Market: Ayn Rand and the AmericghtRin Burns’ estimation,
“Because of her extreme political views and thelyaaiversal consensus among
literary critics that she is a bad writer, few. have taken Rand seriousR?.”"However,

like Sciabarra over a decade earlier, Burns sawnipertance of Rand and her ideas as
part of “the tumultuous century that her life spadiff® As the author concluded,
“Though Americans turned to their government fak, auccor, and redress of grievances
ever more frequently during the twentieth centtingy did so with doubts, fears, and

64 \While the existence

misgivings, all of which Rand cast into stark reireher fiction.
of only two academic studies of Rand’s ideas gydatiits the ability to establish
identifiable trends in scholarship, the works ofaBarra and Burns, when taken together,
provide a clear picture of Rand’s philosophicaltegs Objectivism, as well as its place

in the Western philosophical tradition and thedmistl context that led to its
development.

While the specific focus of this study seeks tplgfiRand’s views on esthetics to
post-war cinema, a general understanding of héogdphy is necessary to contextualize
how Rand formed those views in relation to thedar@bjectivist system. In
characterizing Objectivism to coincide with the [pcdtion of her magnum opuétlas
ShruggedRand declared, “My philosophy, in essence, icticept of man as a heroic
being, with his own happiness as the moral purpbs$es life, with productive

achievement as his noblest activity, and reasdrisasnly absolute®® With the

exception of an undergraduate degree in historypéuidsophy from the University of
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Leningrad, Rand’s education, which contributedi® ¢reation of these ideas, came as
the result of years of self-study. This methodeafning fueled Rand’s “aggressively
anti-intellectual” attitude and did little to helyer cause among established intellectual
and academic outlef§. As Burns noted, “[Rand] was uninterested in pigdierself with
the broader community of thinkers and cared latbeut the intersections between
different schools of thoughf” Despite Rand’s desire to be considered apart fhem
Western philosophical tradition, her own writings,well as those of Sciabarra and
Burns, point to Rand as a reflection of specifidggophical traditions that she shaped
into her own vision.

Although Rand and her followers have filled enticdumes with detailed
explanations of the various aspects of Objectivitra basic themes of this system as it
applied directly to the individual are reflectectimee brief points Rand identified in
1962. First, Rand declared that “reality existara®bjective absolute,” which followed
the logic that “facts are facts, independent of méelings, wishes, hopes or feaf8.”
Next, Rand believed that “reason . . . is man’y oméans of perceiving reality, his only
source of knowledge, his only guide to action, hiscbasic means of survival® Lastly,
Rand argued that “man—every man—is an end in himset the means to the ends of
others.”™ Rand'’s continual reinforcement of these concepesason, reality,
consciousness and individualism—point to a defiotenection to the core of Aristotle’s

philosophy.
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Citing Aristotle’sMetaphysicsSciabarra pointed to the philosopher’s view that
“there is an ultimate principle at the base of o@awhich is both ontological and
epistemological.”* Having read Aristotle as an undergraduate, Rantkecto agree
strongly and adopt this view, which she characsetias “an objective absolut&”As
Sciabarra further noted, Rand’s conception of drs6éute” world of existence stood
firmly in line with the larger Greek tradition thahe identity of existence and
consciousness implies that entities which existieniéed, finite, and knowable”® Rand
herself rarely missed an opportunity to celebratedonnection to Aristotle, whose ideas
she labeled “the intellect’s Declaration of Indegence.”* In Rand’s estimation,
“[Aristotle’s] incomparable achievement lay in tfaet that he defined the basic
principles of a rational view of existence and a@fms consciousnes$> Rand’s decision
to embrace the “rationality” of Aristotle placedrhe direct opposition to the powerful
legacy of the ancient philosopher’s teacher, Plato.

As Rand applauded the solidity of Aristotle’s béin the supremacy of a world
that man can understand and navigate successfithythve use of “reason,” she had little
use for the contributions of Plato, which she lisike “mysticism.”” Sciabarra
elaborated on Rand’s dislike of Plato when he diedobjection to his stance on
“cosmology,” which “contributed to the belief thae universe could be defined in terms
of two separate spheres of realif§l. The author went on to describe the process by

which Platonic cosmology became part of “the Clarstmetaphysic,” which “moved
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away from the realism of the Aristotelian traditiand elevated the infinite above the
finite.”’® Rand believed that man’s failure to come to tewiil the confines of reality
led to repeated trips back to Plato’s mythic cave the promise of societal disastéts.
In tracking the impact of Platonic cosmology te ttawn of the modern period,
Rand identified Immanuel Kant as the source ofpfiéosophical deluge that plagued
Western society in the nineteenth and twentiethucezs. While the space required to
outline the intricacies of Kant’'s philosophy is bed that of the current study, Rand’s
primary objections to it can be relayed in simglarts. Kant argued that “man’s basic
concepts (such as time, space, existence) areenged from experience or reality, but
come from an automatic system of filters in hissmausness* Known as “categories”
and “forms of expression,” Kant believed theset@a#i‘impose their own design on his
[man’s] perception of the external world and maka Imcapable of perceiving it in any
other manner other than the one in which he doeepe it.”*> Rand believed Kant's
conclusions devastating to the survival of reasotha guiding force of society. Linking
Kant’s “attack on man’s consciousness” to the “mnidial mysticism” of Plato, Rand
declared, “Make no mistake . . . it is a revoltt anly against being conscious, but
against being alive—since in fact, in reality, @mth, every aspect of being alive
involves a process of self-sustaining and self-geed action® Because of Kant's
belief in the lack of an individual reality, Randyaed that his ideas naturally led to the

acceptance of “altruist-collectivist ethics,” whithher view explained the source of
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much of the suffering that occurred as a resuitaditical ideologies in the twentieth
century®

Kant's contention as to the lack of a true indiaaticonsciousness drove Rand to
associate the rise of altruism with his influenoé/destern society. Viewed as a “moral
code,” Rand defined altruism as a state of beinghith “man has no right to exist for
his own sake, that service to others is the orgtifjaation of his existence, and that self-
sacrifice is his highest moral duty, virtue anduea®™ Kant's role in the development of
altruism stemmed from “the collective” experienéaon-reality created by the human
mind® Logically, Rand believed, a view that denied itidividual human ability to
experience reality would lead to a group mindsetiwch the interests of the whole come
to be valued above those of the individual. AsdRaprotégé Leonard Peikoff described
her view of the individual within the context ofralism, “Every man . . . is morally the
property of others® For Rand, the proof of such a claim could be ébimthe guiding
principle common in all of the infamous ideolog@dhe nineteenth and twentieth
centuries. In Rand’s words, “The social systenetdam and consonant with the altruist
morality—with the code of self-sacrifice—is socsath, in all or any of its variants:
fascism, Nazism, communism. All of them treat raara sacrificial animal to be
immolated for the benefit of the group, the trithes society, the staté® The connection
of Plato’s “mysticism” to Kant’s “negation of coneasness,” culminating in the spread

of altruistic political ideologies in the ninetekrénd twentieth centuries, brought Rand
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into what was for her a contemporary nightmarenbich she sought a meaningful
solution.

Having come to the United States from Russia 2618 order to escape the
encroaching hand of Soviet altruism, Rand spenhéxe fifty-six years producing ideas
that challenged what Burns referred to as “a bagiman dilemma: the failure of good
intentions.®® Objectivism, the philosophic system that emerfgech Rand’s personal
war against altruism, as defined above in her owrdg;, sought “to eliminate all virtues

that could possibly be used in the service of itt@nism.*°

While such a goal implies
the use of the same forceful methods that guideddtalitarian outgrowths of altruism,
Rand came to believe that “the absence of phys@aicion” and “the [free] choice to
exercise his rational faculty” had to be provideddll of mankind in order to stop the
forces of altruisn?® However, the right of all men to be completelefin forming their
own ideas and views did not mean that Rand thoaigists, philosophers and
intellectuals should simply stand by and not padginent on altruist practices. Instead,
Rand felt, and exemplified in her own work, thahkers and artists should present man
with works that reflected moral substance, whiclulddhen allow the individual to
develop their own moral compass. Rand’s two gneaels, The FountainheadndAtlas
Shruggedpresented the core of Objectivism through amstetvision that she
contemplated at every level. The importance oppse in the creation of art proved so

important to Rand that she published a collectddme on the subject, the examination

of which will serve as the foundation of the cutrstudy.
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During the 1960s, with boffihe FountainheadndAtlas Shruggedinder her belt,
Rand turned much of her attention to the purposepaoduction of art. First published
in 1971,The Romantic Manifesto: A Philosophy of Literattegpresented Rand’s
statement about the creation of art and the pugpmsehich it should be directed. While
Rand’s views of specific types of art and artisticvements will be discussed below, it is
first necessary to consider why she believed doetomportant and to outline the basic
components she felt every work of art (in this dédseature) needed in order to achieve
its purpose. Establishing the basic foundationstof and how Rand believed true art
should be created will reinforce the later discoissif the critical perspective she adopted
when assessing the art of the post-war period.

From the perspective of culture, Rand viewedlderéture, film, music, visual
expression) as the most important factor drivirgdbntinuation of any society. In her
words, “Art is inextricably tied to man’s survivalret to his physical survival, but to that
on which his physical survival depends: to the @nestion and survival of his
consciousness? Rand believed that the continual nature of huteansciousness”
should be classified as “a non-socializable aspeality, which is universal . . . but not
collective.” From the standpoint of metaphysics, which “inelsigvery concrete he
[man] has ever perceived,” Rand identified artresmeans by which the core of man’s
metaphysical “consciousness” continues to endliRecause metaphysics “involves

such a vast sum of knowledge and such a long dialoncepts that no man could hold .
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.. in the focus of his immediate conscious awassfidRand believed “that [this] power
is given to him by art®

Defining art as “a selective re-creation of rgaditcording to an artist’s
metaphysical judgments,” Rand argued that “antasidates the things which he regards
as metaphysically essential and integrates themaiisingle new concrete that represents
an embodied abstractiof®” For the individual, interacting with any numbéiizese
“conceptual. . . . abstractions” leads to the dgwelent of “a sense of life,” which simply
represents “the integrated sum of his [man’s] ntegsjzal abstractions’” Although
Rand applied the term “universal” to her definit@ihrman’s “consciousness,” she
understood the individual nature of “consciousndssed on the fact that “the place of
ethics in any given work of art depends on the ptetsical views of the artist,” which in
turn are absorbed by an individual who possessesgae set of ideas arrived at through
a specific set of encounters containing certainté&pleysical value judgment&® In the
end, the responsibility for developing and maintagra worldview fell squarely on the
individual. As Rand concluded, “The reason whyha$ such a profoundly personal
significance for men is that art confirms or deriles efficacy of man’s consciousness,
according to whether an art work supports or negaite own fundamental view of
reality.”®
While Rand believed that each individual develofhesdr own worldview out of

unique conscious experiences, she also arguedhtbeder to be of use to the individual,

art must possess certain “essential attributeg”athaw for the derivation of meaning;
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“theme—plot—characterizatio® Taking these aspects of art in order, Rand argued
that “a theme is the summation of a novel’'s abstraaning.*** The absence of this
element would, in Rand’s view, result in a compleiture of the novel to be understood
by the individual. In the words of the author, &hovel has no discernible theme—if its
events add up to nothing—it is a bad novel; ite/fla its lack of integration*? Moving

to “plot,” Rand understood this literary elementapurposeful progression of logically
connected events leading to the resolution ofraai™®® As with “theme,” Rand
believed that a lack of “plot” undermined the artisunction of the novel by forcing the
“theme,” if one is present, to remain an isolatbehi even within the artistic abstraction
because the individual is never presented withrage of the “theme” in usé? In
Rand’s view, “If the characters of a novel engagkengthy abstract discussions of their
ideas, but their ideas do not affect their actionthe events of the story, it is a bad
novel.”%

Of the construction of the individual charactdrattpopulate the novel, Rand
surmised, “Characterization is the portrayal ofsthessential traits which form the
unique, distinctive personality of an individualrhan being.*°® In the author’s
estimation, continuity of characters should behefaitmost importance to their creator as

“the action of a novel has to proceed from anddesistent with the nature of its

characters*’ As Rand concluded, “At the end of the novel #&der must know why
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the characters did the things they ditf”While Rand’s definitions and justifications for
the basic elements of fiction appear to be pullgdod a high school English textbook,
they are important because she believed thesegeado be mandatory in any work of
art and based her critical assessments of cont@mpliterature (and art in general) on
the presence of these components.

Although Rand came to the United States in hdy éaenties, her childhood and
teenage years in Russia, which bridged both sifidsed-irst World War and the Russian
Revolution, remained present in her mind for thet of her life. Admiring the world of
nineteenth-century culture Rand wrote, “As a cHilshw a glimpse of the pre-World
War | world, the last afterglow of the most radiaanttural atmosphere in human
history.”® Rand believed that Romanticism represented tisendrforce that produced
the cultural zenith of the nineteenth century.RBnd’s estimation, the culture created by
Romanticism “projected an overwhelming sense dlliettual freedom, of depth . . . [of]
concern with fundamental problems, of demandingdsateds, of inexhaustible
originality, of unlimited possibilities and, aboa#, of profound respect for mai®
However, Rand identified World War | as the evéuatt forever changed the cultural
landscape of Western society.

When reflecting on the generations that lived tigtoand fought the First World
War, Rand observed, “They had given up on evergtthiat makes life worth living:
conviction, purpose, values, future. They werengid, embittered hulks whimpering

occasionally about the hopelessness of fité.Rand'’s view of the conflict’s impact on
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the generation that spanned the pre-war and pasyeeas appears harsh because most
discussions of the First World War in terms ofimgpact on those who experienced it are
sympathetic in that the war is viewed as a valasom for what modernist scholar
Christopher Butler referred to as the “very gen@titcentury skepticism about the
group claims of philosophy, religion, and ideoldgygeneral.*'* However, Rand
believed that the war became a convenient excasegened the door for many in the
West to “renounce valuing” of any kind, which rdsdlin the growth of Modernism and
the death of Romanticisi®

In assessing the war between Romanticism and Maaterin the middle of the
twentieth century, Rand returned to the importaosfcat in terms of understanding the
metaphysical foundation of a society. In the wartithe author, “Art (including
literature) is the barometer of a culture. Iteets the sum of a society’s deepest
philosophical values: not its professed notions slndans, but its actual view, of man
and of existence™* Within this cultural context, Rand defined Ronieistn as “a
category of art based on the recognition of thegyple that man possesses the faculty of
volition.”*** The meaning Rand ascribed to the term “volitis®mmed from her belief
“that man is a being of volitional consciousnesgjich she rooted in the concept of
“reason.™® According to Rand, “You [the individual] are rfa¢e to escape from your
nature, from the fact that reason is your mearsupfival.”™’ Rand further declared that

“a being of volitional consciousness has no autantaturse of behavior. He needs a
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code of values to guide his actiort$®” Here Rand presented the justification for her
belief in the strict adherence to the elementsi@fdture described above. Rand believed
that Romanticism in its purest form provided indivals with the most frank presentation
of “metaphysical abstractions® to which they could apply their “volitional
consciousness-® In Rand’s words, “What the Romanticists broughatt was the
primacy of values*** However, Rand also understood the process byhnaritstic
movements often fail to achieve their goals anaystrom their original intentions.

While Rand chronicled the importance of Romanticia that it exposed “the
reality of man’s higher potential and what scalacfievement it had reached in a
rational (or semi-rational) culture,” she also dethhow the forces of “mysticism”
retarded the ability of Romanticism to achieveiiltest potential?® In the words of
Rand, “The Romanticists saw their cause primasly dattle for their right to
individuality and—unable to grasp the deepest nfetsipal justification of their cause,
unable to identify their values in terms of reasdhey fought for individuality in terms
of feelings, surrendering the banner of reasohew £nemies?*® Despite the fact that
virtually no scholars of Romanticism cite or evake seriously Rand’s writings on the
subject, her contentions as to the wrong turn tbeement took are reflected in the
current body of scholarship on Romanticism.

Michael Ferber, an expert on romantic literatm@ed, like Rand, that the

romantics “parted company from the rationalisticsitvho preceded them in wishing to
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preserve the religious experiences of the beligherfeeling of mystery, of ecstasy, of
yielding to the infinite, as well as the aestheligtights of churches and their art and
music.”** Morse Peckham, also a scholar of romantic liteeatemphasized the
importance of “the imagination” in attaining “thaltural transcendence which was the
task of the Romantics® Rand identified this embrace of “mysticism” wilreturn to a
Platonic worldview, which she believed inauguratssl downfall of Romanticism long
before the cataclysmic events of World Waf°.

In terms of “pure, consistent” romantic literatuRand believed that only a select
group of individuals, led by Victor Hugo and Fyoddostoevsky, ever achieved such a
distinction™®’ Rand believed that the work of these two indieidueflected “their full
commitment to the premise of volition in both &f iftndamental areas: in regard to
consciousness and to existence, in regard to ncaaiacter and to his actions in the
physical world.**® However, as Hugo and Dostoevsky published greakswof “pure”
Romanticism in the 1860s, a dangerous trend waadrunderway led by writers such
as Leo Tolstoy and Emile Zola; Naturalism, whicmBaiewed as the beginning of
“modern literature *?°

While Rand argued that Romanticism “trains andggjman for the battles he
has to face in reality,” she contended that Naismral'represents an escape—an escape
from choice, from values, from moral responsibifit§° In Rand’s estimation, Zola

typified Naturalism because he “rejected metaplsysic. [and] values” and simply
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relied on “the method of journalism: the recordaf@bserved concrete$® Rand
equated Tolstoy’s literary efforts to the blatardrmpotion of the collective over the
autonomy of the individual. In the words of thetar, “In Anna Kareninathe most evil
book in serious literature, he [Tolstoy] attackeas desire for happiness and advocated
its sacrifice to conformity*®> Taken together, Rand described the larger moveaien
Naturalism [Modernism] as “choosing society asfdwtor that determines man’s fate . . .
claiming that man has no volition, but society, stiow, has*** The Naturalists
achieved this ideological shift by using a literéoymula Rand labeled “statistical
Naturalism.*** Epitomized by the realist novels of Zola, writeiso employed this
technique “substitute[d] statistics for values asigerion of selectivity: that which is
statistically prevalent among men . . . is metaayly significant and representative of
man’s nature, that which is rare or exceptionahas™>> From this point, Rand traced
the development of Naturalism into Modernism areltthentieth century.

Following the trend established by writers sucZals, Rand identified the
process by which the realistic aspects of Naturaiame to dominate the subject matter
of literary pursuits to the point at which the ibe@ion of man had been lowered
completely to the ground. As Rand declared, “Nalists [modernists] consigned the
exceptional man to unreality and presented onlyriea who could be taken as typical of
some group or another. . . . Then, since they sare mediocrity than greatness around

them, they began to regard greatness as unrealpamdsent only the mediocre, the
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average, the common, the undistinguish€d.The firm grounding of the Naturalist
trend of the late nineteenth and early twentietitwges can be seen in novels such as
Theodore Dreiser'sin American Tragedsind Stephen Craneldaggie: A Girl of the
Streetsboth of which chronicled the lower reaches ofistycand failed to present the
reader with anything more than “trite stories” frevhich questionable ethical principles
can be drawn?’

Moving into the post-World War | period, the worddsLost Generation writers
such Ernest HemingwayBhe Sun Also Risdgrthered the cause of Modernism by
glorifying a group of people of who simply checkewt of society after the war and had
little care beyond immediate gratification. Themagion of this type of carefree attitude
reinforced the Naturalist claim “that values hawepower and no place, neither in human
life nor in literature.**® The avant-garde modernist literature of post-\WaMar I
society, typified by Beat writers such as Jack Kiem simply took art further down the
path of self-destruction. In the wake of the Sec@rforld War, Rand described the
continued lowering of literary standards to thenpait which “the nature of man, the
metaphysically significant, important, essentiailian—is now represented by
dipsomaniacs, drug addicts, sexual perverts, hdalichaniacs and psychoticS® Now
the “statistical Naturalism” of writers such as @alirned into “the sewer school of art,”
whose purpose was “to portray man as impotent mmatély loathsome™® While the

“frantic search for misery” that characterized muik literature steadily infiltrated
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American society, a diluted but still potent forfnfRomanticism continued to captivate
large numbers of Americans seeking the upliftingaphysical potential of atf!

While high-brow literature completely deserted aopnection to its romantic
past by the beginning of the post-World War Il pdriRand pointed to the proliferation
of “popular fiction,” which included “detective, a€enture, science-fiction novels and

Westerns,” as being the heirs to the romantic tit*?

While people in the mid-
nineteenth century looked to Hugo for “metaphysatadtractions” to aid in the
development of their moral compass, American resattethe twentieth century,
desperately hungry “for a ray of Romanticism’s tiglhad to turn to popular novelists
such as Mickey Spillan¥?® Although largely overlooked today with the exdeptof

their anti-communist bent, popular writers sucltgpslane provided “the generalized
abstraction” of romantic values that Rand deemegssary to the durability of

individual “consciousness:* Of Spillane and his contemporaries Rand wrotégii
heroes and villains are abstract projections, alodsely generalized view of moral
values, of a struggle between good and evil, mivthe action™® As exemplified by
Spillane, the popular writers of the romantic ttiaah, who demonstrated in basic terms
the higher levels of morality and “values” that danachieved through the application of
individual “volition,” provided man with “what [Rahbelieved] Naturalistic art can never

give him;” a goal, a model to strive f6f Although most of Rand’s writing on

Romanticism dealt with literature, she hinted tRamanticism still existed in other
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popular mediums where it fought valiantly to resist onslaught of Modernism in the
post-World War 1l era.

During her discussion of the popular writing thatried the romantic tradition
into the post-World War Il period, Rand pointedite medium of film as a perfectly
designed outlet for the proliferation of romantleals to a mass audience. In the words
of the author, “As far as their fiction aspects ewacerned, movies . . . by their nature,
are media suited exclusively to Romanticism (tatraleions, essentials and dram&).”
However, because Rand focused her attention alsotedly on literature ifhe Romantic
Manifestq it is important to probe other aspects of her éihd writings in order to
connect her ideas about romantic literature tankedium of film. What can be discerned
from such a search is that American cinema “playethjor role in Ayn Rand’s
professional, as well as personal, |ité® In addition to studying at the State Institute fo
Cinematography prior to leaving Russia in the n®@ds, Rand worked as a Hollywood
screenwriter from the late-1920s to the early-194f$er the tutelage of legendary
producers Cecil B. DeMille and Hal Walfi&’

While Rand worked in Hollywood, she, along withmgather writers, directors
and actors, became wary of the influence of Comsmnn the movie industry and in
American society as a whole and came togetherrto idhe Motion Picture Alliance for

the Preservation of American Ideals. Unfortunatllg academic climate of recent
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decades has only been able to cast ridicule uppAlttance because of its connection to
McCarthyism and the Red Scare without giving prdegitimacy to the reasons that
motivated individuals such as Rand to adopt seaetiecommunist viewpoints, which
originated in the 1930s at a time when “Communisas & whole climate of opinion [in
the United States]**® In a chapter of his larger studihe Culture of the Cold War
which addressed “the politics of film,” historiatehen J. Whitfield broke ranks and
acknowledged the influence of Rand’s ideas andmgstshortly before he dismissed
them as “eccentric and pretentiods'”However, Whitfield’s analysis highlighted a
popular pamphlet Rand authored for the Allianc&960;Screen Guide for Americans
While historians such as Whitfield have branded #fort piece of writing as anti-
communist propaganda, its value as an intellestiz@ément has been overlooKed.
When analyzed from the perspective of Rand’s latémgs in The Romantic Manifesto
as to the cultural war being waged between Romantiand Modernisncreen Guide
for Americangeflected the way in which Rand applied her vienditerature to the

post-World War Il American film industry.

%0 Burns,Goddess34-35. Burns did an excellent job of charactegzhe trend “in educated, reform-
minded circles . . . that the United States woultpsy have to move toward Communism or, at the very
least, socialism.” While the Red Scare that o@diduring the post-World War Il has pushed many
historians to conclude that fears of Communism iwithe United States were completely exaggeratess, |
emphasis is placed on the “Popular Front periotdd5-1939, when the Communist Party encouraged an
alliance with the American left,” which led many &nicans to become affiliated with organizations
directly or indirectly associated with the Commuitarty. This association even reached the White
House. As Burns noted, “One of the [Communisttyamost powerful front groups was the American
Writers’ Congress, which called for a ‘new litenaguto support a new society, and even convinced
President Roosevelt to accept an honorary memipettsiWhile Cold War historians such as Stephen J.
Whitfield may be correct when they point to thetfdat the Communist element in post-war societyene
reached a level commensurate to the hysteria create must never lose sight of the fact that iicldials
such as Rand carried with them the first-hand kedgé of the true extent to which Communism had
infiltrated the American landscape during the 19804 had little desire to see it furthered.

151 Stephen J. WhitfieldThe Culture of the Cold Wa2"ed. (Baltimore: Johns Hopkins University Press,
1996), 131.

%2 Whitfield, Culture, 130-31.
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At twelve pages in lengtlgcreen Guide for Americamsdivided into thirteen
points that represented behavior and actions Rahelied should not be allowed into
American films if the goal of stopping Communismsaa be successful. While the first
Six points pertain to matters associated with edipih and economics, the remaining
seven dealt with issues related to the “altruistatity” Rand associated with all brands
of collectivism and which she saw reflected in dogvnturn of art she associated with the
onset of Modernism>® The ability to detect the influence of Modernibetame
problematic because its influence on mainstreamsfdlid not contain the overt messages
associated with avant-garde works of art and kiteea In the words of Rand,

“[Altruism’s] purpose is to corrupt our moral preses by corrupting non-political
movies—Dby introducing small, casual bits of propatfinto innocent stories—thus
making the people absorb the basic premises oéGolism by indirection and
implication.”™*

Delving into more specific aspects of the documBaind’s indictment of
Modernism’s intense focus on “misery,” “mediocritgnd general degeneracy that
appeared iThe Romantic Manifest®y appeared ifScreen Guide for Americams
warnings against the promotion of “failure” and pdavity.”**® As Rand wrote of
“failure,” “By presenting every kind of failure aympathetic, as a sign of goodness and
virtue. . . . [it] implies that only the evil cansceed under our American system—while

the good are to be found in the gutteY." This statement reflected Rand'’s criticism of

133 Binswanger|.exicon 9.

134 Ayn Rand,Screen Guide for AmericaiiBeverly Hills, CA: The Motion Picture Alliance ffahe
Preservation of American ldeals, 1950), 1.

1%5 Rand Manifestq 118.

16 Rand,Guidg 6.

*" Rand,Guidg 6.
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the trend in Naturalism cum Modernism that focuaeistic endeavors on people who
had lost-out in society. While Rand never denkeat such people existed, she
understood that altruist ideology took advantagehefease with which the problems of
one person could be lumped into those of a grawgwhech point the priority of the
individual could be easily sacrificed to the wiflthe group.

In terms of “depravity,” Rand contended, “If yorepch that a depraved person
‘couldn’t help it,’” you are destroying the basisadifmorality. You are implying that men
cannot be held responsible for their evil actsalbbse man has no power to choose
between good and evit®® In this statement, Rand could have replaced threlsv
“power to choose between good and evil” with “violit,” a concept that underpinned her
entire argument imfhe Romantic Manifestand that viewed “man, not as a helpless pawn
of fate, but as a being . . . whose life is dirddig his own value-choice$® Rand'’s
views on the depiction of “depravity” in films daeded with her request that
filmmakers not “smear an independent m&#.1In her view, “[Altruism’s] chief purpose
is to destroy every form of independence—independenk, independent action,
independent property, independent thought, an ieidgnt mind, or an independent
man.”®" Unlike those altruists who wanted to promote foomity, alikeness, servility,
submission and obedience,” Rand viewed the “indé@enman . . . [as] one who stands
alone and respects the same right of others, whse dot rule nor serve, who neither

sacrifices himself nor others® These attributes formed the foundation of “the

158 Rand,Guide 6.

159 Rand Manifestg 125.
160 Rand,Guide 6, 9.

161 Rand,Guide 9.

162 Rand,Guide 9.
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generalized abstraction of a hero” Rand profiled@hie Romantic Manifes@nd which
she viewed as vital “in shaping human charactet.”

While bringing together RandBhe Romantic ManifestandScreen Guide for
Americangeinforces her arguments as to the conflict betmemanticism and
Modernism in the post-World War Il American cultulendscape and provides ample
justification for extending that analysis into tverld of American cinema, the final
consideration that must be addressed before maurirtg the general historical critiques
of the post-war period is the perspective fromrtta@ernist position. Viewing post-war
culture through the lens of Modernism not only baks the study in terms of
perspectives considered, but also allows for theetrstanding of the adversary Rand
viewed as a severe threat to American society. évew the problem with any attempt
to synthesize Modernism in a few paragraphs igatiethat the movement had no
spokesperson such as Rand, who penned a generiést@moutlining the specific
attributes and goals of the movement.

The most logical explanation for the lack of agéendefining statement of the
main points of Modernism is related to the fact the movement most closely
resembled a diverse “plurality®® As modernist scholar Christopher Butler declared,
“[Modernism] was all sorts of things® Nevertheless, modernist scholars such John Orr
have confirmed Rand’s declaration that “from 19h@ards modernist revolt . . .
targeted the romantic world-view of the artworkaa®rm of creative human struggle

towards cosmic harmony®® Despite the vast, often unconnected nature ofevtasm,

163 Rand,Manifestg 133, 99.

164 Butler, Modernism 9.

185 Butler, Modernism 9.

186 John OrrCinema and ModernitgCambridge: Polity Press, 1993), 3.
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and the fact that no Rand-like text exists extglline virtues of Modernism, the
modernist mindset and value system Orr identifiasl reen transmitted via the writings
of historians such as Peter Gay and Richard Rultk, of whom experienced the
modernist impact on American culture, embracednt went on to chronicle the
movement from a historical perspective that cartiegr pro-modernist bias. A brief
critical examination of their works will not onlyelp to situate Rand'’s position in
relationship to her opposition, but will also prdeiinsight as to the moral and
philosophical justifications used to promote thedermist ethos.

Having come to the United States in 1941 as aslemfugee fleeing Nazi
persecution, Peter Gay possessed a unique modaakstup in that he had been
exposed to the movement in Europe by the Jewigiientual community as a teenager,
and later absorbed its impact on American cultaré post-war period during his
undergraduate and graduate studies. Gay displagdengthy relationship with and
enthusiastic support of Modernism is his 2008 Inygappraisal of the movement,
Modernism: The Lure of Heresyn the early pages of the study, Gay charaadrihe
general nature of Modernism when he observedMtdernism] produced a fresh way
of seeing society and the artist’s role in it,@sfr way of valuing works of culture and
their makers.®’ At this point, Gay also highlighted the anti-édishment (anti-
nineteenth century) focus of Modernism. In the dgoof the author, “The one thing that
all modernists had indisputably in common was threvection that the untried is

markedly superior to the familiar, the rare to thdinary, the experimental to the

157 peter GayModernism: The Lure of Heresy, From Baudelaire ézl&tt and Beyon@ew York:
Norton, 2008), 3.
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routine.”™®® While these statements do not go beyond the Isoahbow other modernist
scholars have characterized the movement, andhie scays echo Rand’s own belief in
the exceptional nature of the heroic subject, taeamar in which Gay applied them to
specific modernist creations of the post-war peremadkaled his desire to elevate certain
moral standards that placed him in diametric ogpsto Rand’s vision.

In terms of literature, Gay located the works efh@r Grass under the
classification of “writing worthy of being calledvilized.”**® After briefly explaining
the plot of Grass’ first novellhe Tin Drumthe “hero” of which, Oskar Matzerath, took
the form of “a dwarf and a hunchback . . . [whodl m@t chosen to grow in stature
beyond three years,” Gay hailed the book as adtitstasterpiece’® The author’s
admiration of Grass’ creation of socially and plegdly malformed characters, as well as
his development of “magical realism,” stood opp®sit everything Rand thought
literature should epitomiz€! In discussing another novel in Grass’ Danzigohyl,
Rand likened his work to writing fit for the “gutt&'’? In her words, “Sewers are not
very rich nor very deep, and today’s dramatistafS} seem to be scratching botta'ft.”
While Gay praised characters such as Matzerathyed individual “responsible for
several deaths but [who] always succeeds in esgdgéme,*’* Rand lambasted the
utter disregard for “human virtue” that pervaded tiovels of modernist writers such as

Grass and came to be admired by scholars who ietegpthose works?

188 Gay,Modernism 2.

189 Gay,Modernism 445.

170 Gay,Modernism 445.

1 Gay,Modernism 445.

172 Rand,Guide 6.

173 Rand ,Manifestq 124.

17 Gay,Modernism, 445-46
1> Rand Manifestq 124.
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Moving into an examination of the artistic mediomost important in terms of the
current study, film, Gay utilized Orson Welles’ 198Im Citizen Kaneo promote
modernist efforts in American cinema. In Gay’srastion,Citizen Kangewhich profiled
the life of a fictional publisher whose life cruredlcommensurate to the financial and
commercial success he achieved, epitomized Amenuadernist cinema. While the
author lauded the “unanimous enthusiasm” showeped Gitizen Kaneby
contemporary critics, he demonstrated a thinlyagedontempt for the larger audiences
“of moviegoers presumed to know best” for not mgkime film a financial as well as
critical succes$’® After referring to Welles as a “brilliant geniti§ay concluded his
analysis by blaming the business end of the Holbyavstudio system for the lackluster
box-office performance dfitizen Kaneand the remainder of Welles’ jaded career, while
he also suggested that Welles was too good for isareaudiencel’’ In the words of
the author, “It [Welles’ career] was part of antalb familiar story, a modernist’s failure
at the hands of the philistine. American cultur@ymot have deserved him, but serious
moviegoers with a taste for Modernism will always/@Citizen Kaneas a lasting
pleasure *®

Gay'’s positive critique of Welles ar@@itizen Kanewhich proved highly
dismissive of mainstream American movie audienadtected his opposition to Rand’s
insistence as to “the people’s need for a ray ahRaticism’s light.>’® The fact that far
more people flocked to theatres in 1941 to watchiasosuch aSergeant Yorka film

that told the story of America’s most decoratedimwlof World War |, as opposed to

176 Gay,Modernism 387.
17 Gay,Modernism 387-89.
178 Gay,Modernism 389.
" Rand Manifestq 127.
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Citizen Kaneindicated the almost “universal need” for Romeisth among American
film audiences that Rand highlight&. However, academic elitists such as Gay
continue to ignore the positive power and messag&éamed within a film such as
Sergeant Yorkecause it failed to live up to the morally blartandscapes found in the
majority of works produced in the modernist trashtsuch a€itizen Kane While Rand
admired the romantic characters of real-life swsach asergeant Yorkor those
created by artists such as the detective writek®iSpillane, whose “potboiling plots

181 the critics who

and gun-toting heroes were dedicated to separgting from evil,
applauded the morally ambivaleditizen Kaneviewed the works of such writers and
filmmakers as dangerous and “paranoid,” while modestorians have marginalized
their artistic output, most typically by labelingainti-communist drivel devoid of any
merit %2

In 2011, historian Richard Pells, who began henfilly relationship with

American Modernism as a teenager in the 1950¢ iyodn Gay’'s work by surveying the

180 Rand Manifestq 127-28. Sergeant Yorkvas the top box-office film in 1941. Jeanine Bgsir, The
World War Il Combat Film: Anatomy of a Ger{diddletown, CT: Wesleyan University Press, 2002,
181 Anne C. HellerAyn Rand and the World She Ma@ew York: Doubleday, 2009), 310-11.

182 HalberstamThe Fifties 59-61. Halberstam established his position diie®e by placing his analysis
in line with fellow popular historian Kenneth C. s, who believed the author’s signature charadfie
Hammer, stood as “a reflection of the McCarthyialf the country.” When crossing the line into
academic historical analysis the Spillane’s writivass fared little better in terms of its positivétaral
value. Stephen J. Whitfield dismissed the posgiof any “literary significance” in terms of Sfahe’s
work, which he characterized as “appalling crudsrie€onsidered as works of Cold War propaganda,
Whitfield lambasted what he viewed as the “vigianithlessness” promoted by Spillane. Whitfield di
not attempt to hide the fact that he believed “[®lilammer personifies the rejection of liberalism.”
While there is no dispute as to the dark, violemt anti-collective nature of Spillane’s novels, \fibid
failed to acknowledge what Rand understood vergrtlethat “art is a selective re-creation of rgali
according to an artist's metaphysical value judgimé&nlust because Spillane’s character Mike Hammer
engaged in violent, and often deadly confrontatieita Communist infiltrators that did not alwayslfa
within the rule of law did not mean that he advedae wholesale killing of anyone thought to be a
Communist. The grim situations that filled the ea@f Spillane’s novels, which Whitfield cited
extensively, stand as outstanding examples ofet&physical abstractions” Rand believed vitahm t
ability of the individual to make moral determirmats from the art they view. Although Whitfield’s
analysis included the fact that Spillane’s novelsl snillions of copies, he failed to make the castien
between the numbers of people who read Spillanet& and the need for art with a clear, understaledab
message. WhitfieldZulture 34-37. Rand\anifestq 8, 26.
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way in which the movement in post-war America gtevthe point that it impacted the
culture of the entire worlf® While the exportation of American culture is noder
consideration in the current study, Pells’ detadedount of the creation of American
Modernism is of great importance in gaining adaiéibunderstanding of the cultural and
intellectual forces targeted by Rand. In muchslmme manner as Gay conducted his
study, Pells constructed his examinatiblodernist America: Art, Music, Movies, and the
Globalization of American Culturdy first pointing out the overriding themes of
American Modernism and then proceeding to providdexce as to their legitimacy.

In terms of American cinema, Pells discussed &\aiday of post-war films from
Westerns such dsigh Noonto social dramas such Rgbel without a Caude satirical
works such aBr. Strangelove Within the course of his analysis, Pells gloviyng
described “the obsession in these films with sglbnt, with the dangers that come from
living by the ethic of success, with the spiritpalverty that accompanies the acquisition
of wealth.™®* The author then took dead aim at “the failur@afents . . . and authority
figures of all types to comprehend the young,’emdrto which he positively attributed
the rise of “cultural hero[es]” such as James Dedrg took on an American society
dominated by “law-abiding conformists®® Taking the momentum started by
individuals such as Dean in the 1950s, Pells dootedewvhat he referred to as “a
renaissance in American filmmaking [that] coincideith the political and cultural

upheavals of the late 1960¥®The films and “heroes” Pells chose to elevateentid

183 Richard PellsModernist America: Art, Music, Movies, and the Gitipation of American CulturéNew
Haven: Yale University Press, 2011), ix. PellabBshed his connection to American modernism @ th
Preface when he reminisced about his interactidtistie artistic creations of the filmmaker Johndro
and architect Frank Lloyd Wright.

184 pells,Modernist 272.

1% pells,Modernist 272, 276.

1% pells,Modernist 294.
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the stark contrast between the values of Romanties outlined by Rand and its
modernist oppositioft’

Building on his analysis of 1950s American cinetnat “addressed the problems
and defined the mood of America,” Pells argued fiats such ag8onnie and Clyde
Easy RiderThe Last Picture ShoandThe Godfatherepresented the cultural rebirth of
American cinema®® Like Gay, Pells wasted no time in pointing ouwttthese films
“were more sophisticated, verbally and visuallydthAmerican films of previous
generationd® In terms of the Americans who viewed these filPel|s argued that this
group of “American filmmakers appeared to haveghér regard for the intelligence of
their audience,” who “were encouraged to connettt thie characters however
mystifying they might occasionally bé* While the author’s contention as to the
quality, intellectual rigor and desired level odance relationship to characters
completely dismissed the content and substanceio@at in the works produced by
filmmakers over the preceding fifty years, the mpire@blematic aspect of his comments
centered on the lack of seriousness he appliesstes of characterization.

Based on the quote cited above as to the “sophtstl” nature of the new style of
American modernist films of the late 1960s and B Rells’ infatuation with stylization
is apparent to the extent that he glossed ovemntlystifying” characters in the films he
heralded as landmark%: As Rand observed when considering the role doé sty
literature, “To a real writer the re-creation ahaod [by means of artist style] is only one

of the means he has to master for the achievenfianich complex elements as theme,

187 pells,Modernist 302.
188 pa|ls,Modernist 270.
189 pe|ls,Modernist 303.
190 pe|ls,Modernist 303-04.
191 pells,Modernist 303-04.
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plot, [and] characterizationt® Thus, “Style . . . is only a means to an end—rteans of
telling a story. The writer who develops a bealistyle, but has nothing to say,
represents a kind of arrested esthetic developti&hialthough he did not acknowledge
the point, Pells’ own writing about the films citabove demonstrated their hollow nature
despite the author’s attempts to raise these citera@ations above their predecessors.
The first question that must be raised is a ataiion of the “mystifying”
characters that populated the films cited by Péfidn terms ofThe Godfatherthe
viewer is presented with the Corleone family, wld &n organized crime syndicate and
systematically moved to dominate criminal entegmithat impacted American society in
addition to killing the members of other syndicatest attempted to assert similar
control. WithBonnie and Clydewhich Pells labeled “an American countercultural
romance,” audiences encountered a glorificatioa péir of degenerate outlaws, who
often held less respect among their own criminaingint as they did law enforcement
and the publi¢® In Easy Ridera film with “no script,” Pells happily pointed bthat
“the characters have no rationale except to fleentbrld of conformists and
rednecks.*®® Of The Last Picture ShawPells wrote, “None of the characters has a
mission. . . . All they can do is roam, without pose or point, through the empty
streets.*®” Out of all these observations, Pells could owiyatude, “The audience is left
to decide, as it often was in the foreign and Aceerifilms of the 1960s and 1970s, what

to make of the story or the characters or the rpaahbiguous conclusion-*
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The problem with Pells’ conclusion from a Randpmnspective comes when one
considers what the audience is left with to malegrtmoral determinations. Of the four
films cited above, only on®&onnie and Clydedespite its glorification of criminals,
demonstrated a somewhat clear confrontation betgeed and evil. If one attempted to
draw a moral picture fromhhe Godfathethe choice would be between which set of
criminals presented the better moral compassermsEasy RideandThe Last Picture
Show their random nature and lack of plot and trueaati®r development left the viewer
with no substance on which to base a philosoploicaioral judgment other than
misguided youths who wanted to mimic such nihtdigtehavior because they did not
know any better. At best, the films cited by Pebsitained “heroes” so tainted that the
term should not even be applied, and at worst #éneit character gave way to
individuals who lacked the gumption, wherewithatl @oncern to make moral judgments
of any kind™®° While new techniques and experimentation may Inaaee these films
more “sophisticated” by modernist standaf¥fst is clear that their contribution “to the
preservation and survival of man’s consciousnehbg,’aspect of art that Rand believed
trumped all others, left audiences with their felanted firmly in mid-ai®*

Of more direct consequence to this introductiailsPexamination of
Modernism, along with that of Gay, highlighted there complex aspects of American
society during the post-war period. Within the teom of their work, traditional notions
of a united, content America of the late 1940s B9%0s that gave way to a radical
cultural revolution in the mid-1960s appear to teccurate and misleading. Re-

evaluating the cultural dynamics of the post-wartqaeprior to moving on to the film

199 pg|ls,Modernist 302.
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analyses contained in chapter two will provide aemtetailed contextual framework
from which to better understand how, when and umdet circumstances the conflict
between Romanticism and Modernism erupted in Araar@nema.

The Permissive Society: A Critical Re-Evaluation of the Post World War II

American Cultural Landscape
James T. Patterson’s 1996 w@kand Expectationscited above for the author’s

observations on the cultural and intellectual ctenaf 1950s America, attempted to bring
together the entire post-war period, nearly the@ades, in a single narrative. While
Patterson’s prolific volume synthesized the mdjweads of ideas and events that
occurred between 1945 and 1974, the author’s cteatization of the two major decades
that comprised the post-war era, the 1950s ands] 96llowed the traditional path of
treating each decade as a separate entity andtesflthe author’s own connection to the
cultural milieu of the time in questidii* While Patterson opened his chapter on the
general cultural aspects of the 1950s by alludinifpé fact that changing cultural

standards “exposed undercurrents of dissatisfaetmohrebellion that were to break loose

292 |n the sense that the word traditional is useidéatify Patterson’s characterization of the 19806d
1960s, one could substitute the word original beed®atterson’s ideas about the connections and
differences between the two decades developedeétferl960s ended. While a search by this writer d
not yield specific biographical information in tesraf a date of birth, Patterson completed his datto
and published his first boolgongressional Conservatism and the New Degl1967, which meant that he
experienced the transition between the 1950s a6fsl&s an adult culturally rooted in the time. d®bsn
the known timeline, Patterson spent his childhood t#enage years in the late 1940s and 1950snduri
the early 1960s he finished college, entered gitadszhool and by the end of the decade had publishe
book and began his career as a professional acadétaving entered the world of college teachinthm
late 1960s it is not difficult to understand whyttEeson would come to view the 1960s as a wholesale
change from his own experiences as a teenageragidriing college student in the 1950s. While such
firsthand knowledge is valuable in that it providles perspective of having been on the ground durath
decades in question, one cannot ignore the fatbthar perspectives are blurred by not being ablraore
objectively view a period of time removed of perabexperiences and memories.
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more powerfully in the 1960s,” the author’s anayleid him to conclude that “many of
the ‘threats’ to older ways of life in the 1950srevexaggerated®®

Three chapters later, when Patterson assess&960s from the same
perspective, he determined, “Many Americans atithe indeed sensed that the times
were changing, that a new if undefinéeitgeist or spirit of the times, was in the process
of remaking society and culturé®® Despite Patterson’s stated intention to conrest t
cultural trends of the 1950s to the 1960s, statésrarch as this one left readers with the
distinct impression that, while some overlap existee two decades stand separate in
terms of their cultural make-up. Moving beyondt®aton’s grand work of synthesis to
works by historians of a younger generation, onddgisimilar conclusions as to the
separate nature of the two decades.

Published in 1994 and still considered one ofstia@dard general works on the
1960s, historian David R. Farbeffdie Age of Great Dreantemented for a new
generation of scholars and students the same aistis between the 1950s and 1960s
that Patterson and others in his generation forasefdr back as the 1960s. While Farber
paid similar scant attention to the relationshipdaen the social changes that occurred
during the 1960s and the culture of the late 1241@51950s, he never referred
specifically to the 1950s in the introduction ts book, but rather penned grandiose
statements that characterized the 1960s as a arhgspecial decade. In the words of

the author, “In the 1960s Americans dared to chaneat dreams and they paid forat>

203 pattersonExpectations344, 374.
204 pattersonExpectations447.
2°David FarberThe Age of Great Dreams: America in the 19@0sw York: Hill and Wang, 1994), 3.
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The sentence that preceded this quote reminde@#der of “the possibilities, the
grandeur and . . . the tragedy” associated withd#wd&®®

When Farber finally addressed the 1950s in tis¢ ¢inapter of the book, he did so
only to draw severe contrasts between that decadi¢he 1960s. In the course of
attempting to recreate the general atmosphereeit/tiited States on January 1, 1960,
Farber noted, “Tens of millions of Americans, onAlNéear’s Day 1960, did not expect
or desire anything fundamental to change in thadedo come?®’ Statements such as
this one did little to stimulate thought as to doenplexities of the cultural framework of
the post-war period as a whole and instead cuéid/étie perception that the culture of the
late 1940s and 1950s stopped at a certain pointhetdhe culture of the 1960s took
over. It was not until the last years of the tvietiht century that historians began to truly
connect the 1960s to the preceding fifteen yeamost-war society in a meaningful way
that identified strong cultural continuities whispanned the entire era.

As the twentieth century came to a close, intaligichistorian Gertrude
Himmelfarb chronicled the impact on American soc@tthe “cultural revolution” that
occurred during the 1960s in her 1999 bddke Nation, Two Culture€® At first
glance, phrases such as “cultural revolution” apgebéo reinforce the traditional
scholarly interpretation of the post-war periodjethemphasized clear distinctions
between the 1950s and 1968%.However, Himmelfarb’s analysis went beyond the
token connections made between the two decadeatsr$on and Farber in that she

acknowledged the true impact and force behind ahgngultural norms that dated to the

2% Farber Dreams 3.

27 Farber Dreams 8.

28 Gertrude HimmelfarbQne Nation, Two Cultures: A Searching ExaminatibAmerican Society in the
Aftermath of Our Cultural RevolutiofNew York: Random House, 1999), 11.
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1940s in terms of their contribution to the mordlskaown upheavals of the 1960s.
Himmelfarb turned the traditional interpretationtioé “open society and . . . thriving
economy” of the late 1940s and 1950s, typicallywad as a time of cultural
conservatism, upside dow. In opposition to those who “described [the 195Gsh
period of sexual repression and patriarchal opprespof] bleak conformism and quiet
desperation,” Himmelfarb highlighted a very diffetset of facts about the late 1940s
and early 19508

In terms of the individuals who later became ‘fteeolutionaries of the sixties,”
Himmelfarb observed that “so far from being repeglssr oppressed, they had been
brought up by doting parents following the permisgirescriptions of Dr. Benjamin
Spock, whose books on child care were the bibte@fjeneration*? When it came
time for the children of that generation to seajhler education, many of them did so in
largely expanded state university systems whermy“#mjoyed the privilege of attending
colleges that flourished . . . thanks in part ® @l. Bill of Rights and the massive
infusion of government funds” that occurred becafdbe Second World W&r? While
Patterson concluded that groups such as the Bestdlined by writers such as Jack
Kerouac and Allan Ginsberg, had little real effectthe cultural dynamics of the 1950s,
Himmelfarb pointed out that the academic environintieait fostered the birth of the Beat
Generation in the late 1940s provided the studefitse 1950s and early 1960s with “the

intellectual stimulus to challenge the dominantune.™** Outside of the academy, other

modernist influences such as Abstract Expressignignich “made a hero of [the anti-
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213 Himmelfarb,Cultures 13.
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establishment artist] Jackson Pollock,” undermimexte traditional forms of artistic
expressiorf:°

As far as the political climate of the 1950s, Higifarb chose to go beyond the
historical view of the McCarthy period that onlyctsed on the negative aspects of the
anti-Communist efforts of the American governmamigl instead focused on the large-
scale “anti-McCarthy movement,” which educated mamntphe “tactics of dissent” that
are typically associated the protest movemente®fi®60<° Lastly, Himmelfarb
guestioned the conservatism of the first fifteeargeof the post-war period in terms of
human sexuality by chronicling “the Freudianismttivas so pervasive and influential in
the postwar generatio”” From the proliferation of sex manuals to Herlbdarcuse’s
Eros and CivilizationHimmelfarb argued that “the techniques of seXbalation and
fulfillment” attained prominence and popularity thg the 1950s, well before the free
love atmosphere of the late 1960s took sHapén the end, while Himmelfarb’s purpose
in writing One Nation, Two Culturesentered on the goal of better understanding tiee la
twentieth-century implications of the events thet¢wred in the 1960s, she understood
that those events could not be separated fromréeeging fifteen years of post-war
culture. As the author, referencing the clasdie-950s traditional sitcofpeave it to
Beaver concluded, “When enthusiasts for the sixtiesgtitemselves on doing away
with the bad old days of the fifties . . . it ishm® remember that there was much going

on outside of the Cleaver househofd”

215 Himmelfarb,Cultures 14.
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In 2008, historian Alan J. Levine explored the Aitan landscape of the 1950s
beyond the world of television sitcoms in his stu@ad Old Days: The Myth of the
1950s Following the line of thinking established bynktnelfarb, Levine sought to
combat the historical “distortion” of the 1950s, ialihhe blamed on historians such a
Farber, who forwarded “a sentimentalized versiothef1960s#° While the author
acknowledged the efforts of popular historians saglavid Halberstam, who argued
that “it was the glory of the 1950s that . . . phtlee way for a later era [the 1960s],”
Levine also pointed out that such efforts suffdsedause of a political battle in which
both sides wanted to marginalize the 1950s foetkfft reason€* On one side of this
battle stood the conservatives who waged a harghaigm for traditional values during
the Culture Wars of the 1980s and 1990s. As Lesbserved, this group came to
believe that the proximity of the 1950s to the uplats of the 1960s served as a good
reason to promote a bland version of the decad¢hel words of the author,
“Conservatives . . . wonder if any decade nexh®1960s might have something wrong
with it.”#??

With conservative elements fighting to maintaia gromotion of a docile cultural
memory of the 1950s, Levine contended that “liteeeadd leftists” wanted to maintain the
same view of the decade because such a visiorebadstheir promotion of the extreme
importance and unique cultural dynamics of the $380 As the author concluded,
“[The more dynamic view of the 1950s forwarded kaltb¢rstam] has not proven too

popular among liberals and leftists. Perhapsjusstoo far from their favored

220 Alan J. Levine‘Bad Old Days:” The Myth of the 195®ew Brunswick, NJ: Transaction, 2008), 1.
21| evine,Myth, 4.
222 | evine,Myth, 4.
223 | evine,Myth, 4.
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clichés.** In order to fortify his arguments, Levine focusedexamples from two areas
related to the current study; “social criticismufad in popular intellectual writing and
“popular culture” conveyed through the medium ohff*

Despite the efforts of those who wanted to portheey1950s as a time of
“supposed complacency,” Levine looked to the Iitgiend intellectual world to prove
that “the 1950s produced far more social criticthian is generally realized®® After
identifying a cavalcade of writers headlined bywlals such as the sociologist C.
Wright Mills, philosopher and political theorist Hxeert Marcuse and historian William
Appleman Williams, Levine contended that the astablishment writings of these
authors produced no documented “harassment bythmosed hordes of
McCarthyism.??" Instead, this disparate group of intellectuatstiee way for what
happened in the following decade and beyond, whbiompted Levine to conclude that
“the 1960s, despite what is usually assumed, digpramluce much that was really new,
even in the way of . . . idea$?®

Moving away from the intellectual realm of 195@dtare, Levine applied the
same critical light to the more popular world of Ancan cinema. Instead of
characterizing the development of post-war cinemtaims of a slow process of
changing values that led to a complete revolutgenrsst traditional standards by the
mid-1960s, Levine documented “a quiet looseningesfsorship [that] seems to have

taken place soon after World War f2® Levine linked this change in standards to a new

24| evine,Myth, 4.

25| evine,Myth, 83, 90.
225 evine,Myth, 83.
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mindset that seemed to take over Hollywood afterlMd/ar II. In the words of the
author, “After 1945 the mood and tone of Americaovias deviated sharply from that
dominant before and during the war. They wereceatily more mature, even bleak,
sometimes, even, repulsively cynical or pervefd®.Levine argued that the darker
atmosphere in which Hollywood operated becauselaked moral standards allowed for
a ten year period between 1945 and 1955 in whidallj#¥ood made movies about
matters it would previously not have touched witlerfoot pole.?*' Most of the
revered films to emerge from this period—WesteuwhsasHigh Noon dramas such as
Sunset Boulevardnd science fiction films such bssasion of the Body Snatchers
stood in opposition, not in support of the consiirey, conservative culture that is
typically associated with the early post-war peridlhile Levine positively
acknowledged the contribution of the socially caoss films of the early post-war
period, he also connected the changing circumssatheg heralded their creation to the
beginning of the more morally reprehensible aspefcpost-war culture that culminated
in the late 19608%

Although the films cited in the preceding paragrapunded the call for overt
social commentary long before the 1960s, and erm@lied due to relaxed moral
standards, Levine also observed how the increasédoff constraint during the early
post-war period led to a trend in the late 1950shich “truly unpleasant and perverse
movies had begun to appear> More and more, films such as the “race-consci@ast

Day at BlackRock in which a white man avenges the murder of ardeggmfamily, came

230 evine,Myth, 92.
1| evine,Myth, 95.
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to be replaced by films such 8sddenly Last Summex story about a young woman
whose family attempts to force her to undergo atoimy to cover-up her knowledge of
her cousin’s homosexual activity that led to hisden?* In Levine’s view, what had
started out as a forwarding of social commentaoybht about by “the loosened
standards governing the portrayal of sex and vedéted to “a loss of imagination” that
served as a direct link to drug and sex laden fdoeh as€Easy Ridethat would not
appear for another decatfd. While Levine, like Himmelfarb before him, broughbt
light numerous aspects of post-war culture thamteaoi to the strong threads that
connected the moral and social battles of the 1860 late-1940s and 1950s, it took
the work of another historian, Alan Petigny, tangriheir ideas under the umbrella of a
new, all-encompassing theoretical interpretatiothefpost-World War Il era from a
cultural perspective.

In 2009, Petigny published a cultural examinabbpost-World War I America,
The Permissive Society: America, 1941-19@bich brought the fact-based evidence as
to the continuities of post-war culture, identified Himmelfarb and Levine, into a
theoretical model that profiled the cultural dynasnof the period within groupings such
as “religion,” “psychology,” “sex” and “youth culta.”**® In his profile of American
religion during the late 1940s and 1950s, Petiggued that “the secularization of
Sunday and the dulling of sectarian differencesfldition to] the growth of interfaith
marriages and the reduced emphasis placed on ytiese)” indicated that one of the

major centers of moral guidance in American soatetyformed to societal changes,

234 evine,Myth, 94-95.

235 evine,Myth, 95.

23 Alan Petigny,The Permissive Society: America, 1941-1@68mbridge: Cambridge University Press,
2009), 15, 53, 100, 179.
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which signaled “that the early postwar years wereantime when the religious faith of
most Americans was deepenirfd”” In most cases, as Petigny concluded, “The lefvel o
commitment required of believers was becoming besdensome?®® Leading religious
figures such as Norman Vincent Peale participatdtis “accelerated rise of permissive
ideas” by walking the line between religion andgrmlogy?*® Despite “Peale’s
conservative politics,” he marched in lock-stephwiigures such as Dr. Benjamin Spock
in “warning his readers [in 1950] about the dangérsexual repressiorf™® Such
statements appeared concurrent to documented fautiiange[s]” that included “a
sharp upswing in the level of premarital sex,” “there aggressive marketing of birth
control,” and rising “rates of single motherhoodisturbing cultural trends that, in
Petigny’s view, the American religious establishitieed to accept at some level in order
to maintain its following**

While most of the behavior described above origidan the adult world of the
early post-war period, Petigny went on to docuntieatprocess by which the impact of
the younger generation on the adult population gugust as important in the instigation
of the “permissive turn” that occurred in the egrgst-war period?? Fully developed by
the 1950s, the “cult of youth,” centered on theusdly charged nature of rock ‘n’ roll,
also impacted how post-war society viewed issueerfand religiod™® While
“establishment” entertainer Pat Boone “introducefdjusands of fans to other [more

morally questionable] rock ‘n’ roll acts” such alwvig Presley, in addition to presenting

%37 petigny,Permissive 53.
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the youth of America with his own lighter interpagons of overtly sexual songs such as
“Blueberry Hill,” large numbers of adults past th@nt of youth culture filled their
“desire . . . to remain young at heart” by considyewatching programs such as
American Bandstandnd readindAD magaziné** Considered alongside the changing
psychological, sexual, and religious mores desdrdd®ve, the extension of youth
culture beyond the bounds of adolescence addéxbtiist of cultural features associated
with the early post-war period and begs the questdy, if all these trends existed, has
the late 1960s received all of the attention imteof emphasis on moral and social
change?

In Petigny’s estimation, prevalence of certaindebrs did not necessarily equate
to open cultural acceptance. As the author coredytDuring the 1960s, Americans
were simply more willing to acknowledge the extraimuwlar activities of their youth
[and society in general] than they had been dutiegprevious decadé® Nevertheless,
historical detection and intellectual inquiry haswbnstrated the existence and
importance of a large and steady cultural changefttiowed the end of World War II.

In the end, Petigny’s wholesale consideration efadbnnection between trends in

psychology, changing attitudes toward religion aed, as well as the broad appeal of
youth culture, pointed to the realization that tarprecedented challenge to traditional
moral constraints” saturated post-war Americanualprior to the famed events of the
late 1960£%° In fact, it is highly improbable that the late6D8 as we know them today

would be recognizable without “the dramatic liberation of values [that occurred]

244 petigny,Permissive 185-88, 220-21. Petigny noted how up and comang, often controversial, rock
‘n’ roll entertainers such as Elvis Presley oft@eoed for Boone early in their careers, which piedi
quite a bit of exposure to the more strait-lacediences that came to see Boone.

24> petigny Permissive 117.
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during the Truman and Eisenhower ye&f$."However, before ending this introductory
chapter, the 1960s must be briefly consideredrimgeof establishing that decade’s place
at the end of the larger trends identified by Hinfare, Levine and Petigny.

In addressing the 1960s in response to the regtmg of the post-World War Ii

cultural landscape documented above, it is of uigdortance that the 1960s are not
allowed to fall victim to the same problems that thstorians cited above exposed when
examining the traditional scholarship on the 19504hile evidence to support the
characterization of the United States from the t8dOs onward asRermissive Society
has been clearly established, one cannot treatistarimation as though unanimity of
opinion in support of the changing cultural langsxaxisted even after the onset of the
more openly anti-traditional 1960s. To believe #nen a majority of American youths
in the late 1960s supported the mythical leftipiple counter-culture, which has become
one of the standard images of the period, woulddomore responsible than believing
that a majority of teenage males in the 1950s Id@el acted like Wally Cleaver. The
fact that “generations [and cultures] are not mihio!’ led sociologist Rebecca E.
Klatch and historian John A. Andrew to documentlibertarian and conservative
response by American youth to their counterparttherpolitical Left during the
1960s>*®

Organized in 1960, the Young Americans for Freedttnacted conservative and

libertarian minded American college students ampdegented what Andrew referred to as

247 petigny,Permissive2.
28 Rebecca E. KlatctA Generation Divided: The New Left, the New Right the 1960¢Berkeley:
University of California Press, 1999), 5.
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“another side . . . [of] the sixtie3® The organization’s founding documefihe Sharon
Statementread as though it could have been written byungoAyn Rand. From the
opening line of the document, which announcedttiatUnited States was experiencing a
“time of moral and political crisis,The Sharon Statemeattacked collectivism and
altruism and promoted the individuP. While the connection between the founding of
the Young Americans for Freedom and the philosagfiyand are evident, the more
interesting aspect dthe Sharon Statemeistthe fact that a group of young American
college students in 1960, years removed from tlteral explosion and social turmoil of
the late-1960s, organized around the idea thatadhand political crisis” existed in the
country®*

On one level the recognition of a cultural crisysthe founders of the Young
Americans for Freedom seems to confirm the argusn@aide by Himmelfarb, Levine,
and Petigny as to the true impact of the changutigi@l and moral standards that
occurred during the early post-war period, as thdents who founded the Young
Americans for Freedom emerged from high schoollmeghn college during the
supposedly docile, conservative 1950s. Clearbir thehavior must have been motivated
by some type of a reaction to the realities ofdh&@nging culture they observed in their
own surroundings. On a deeper level, and of int@lortance to this study, the existence
of libertarian and conservative opposition to gifédt youth and intellectual culture of

the 1960s highlighted the continuation, and onddcatgue the culmination, of the

struggle between Romanticism and Modernism asraatlby Rand iThe Romantic

49 John A. AndrewThe Other Side of the Sixties: Young American§feedom and the Rise of
Conservative PoliticéNew Brunswick, NJ: Rutgers University Press, 1947

2% Andrew, Sixties 221-222.
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Manifesto While the leftists stood on the side of colleistin, altruism and the modernist
diminishment of the heroic individual in favor ¢fet group, the libertarian and
conservative opposition heralded the individual eeldemently opposed the collective.
In fighting for their political, social and cul@alrideals, these generational
elements represented the opposing sides of tlei@diruggle for “man’s consciousness”
that Rand chronicled throughout the post-war pefiddn the end, the students on the
Left and Right acted based on their own “metaplaysibstractions” of what they
believed represented right and wrdiig. Those ideas, as Daniel Wickberg noted, had to
come from somewhere. The only task that remaits éxamine the art of the time, in
this case Hollywood films, to discover how the gtyle, which began in the mid-1940s
and culminated in the late 1960s, impacted andreféected in popular culture and to

understand the process by which the conflict depetlaover time.

%2 Rand,Manifestg 4.
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CHAPTER IlI

THE WESTERN FILM IN POST-WORLD WAR Il AMERICA

Why are you stopping?
They're making me run. I've never run from anybdxdfore.
Then don’t go back.
I've got to. That's the whole thing.
—Amy and Will Kane High Noon 1952

An Injun will chase a thing till he thinks he’s d®al it enough.
Then he quits. Same way when he runs. Seems like
he never learns there’s such a thing as a critteilitkeep
comin’ on. So we’ll find ‘em in the end. | promigou.
We'll find ‘em. Just as sure as the turnin’ of #eath.
—Ethan EdwardsThe Searchersl956
When you side with a man you stay with him. Anglafi can’t

do that you're like some animal, you're finished!
—Pike Bishop;The Wild Bunch1969

High Noon and Modernism’s Opening Assault on the Romanticisnof the
Western Genre
Director Fred Zinnemann’s 1952 Westdrtigh Noontells the story of Marshal
Will Kane, who, at the beginning of the film, iseseretiring his badge in order to marry
Amy, a young Quaker. Just as Kane hands in higéhd is informed that former town
menace and convicted killer Frank Miller has bearofed from prison and is on his way
to Hadleyville to rendezvous with his two brothargl another former gang member to

excise revenge on Kane for having brought him stige five years earlier. Upon
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reception of this news Kane’s friends push the gexstls for a quick departure so that
they will be as far away as possible prior to threval of Frank Miller on the noon train.
Although reluctant to leave because the town’s messhal is not due to arrive until the
following day, Kane climbs atop his packed carriagd departs with Amy. However,
after going only a short distance Kane cannot bhingself to keep going and against
Amy’s request turns the carriage back toward Hadliey

Instead of receiving the help and support of henfls upon his return to town,
Kane is systematically refused help in fighting Biler Gang by everyone except the
town drunk and a young teenage boy, which he refu@ane’s wife, because of her
Quaker pacifism, also deserts his side and purshasieket to Saint Louis in which she
will depart alone on the same train that bringsknsliller to town. With all of the town,
his wife and even his own deputy refusing to agsist Kane scrawls out his last will
and testament in his office and sets out into theesto face the Miller Gang alone.
After vanquishing two members of the gang on hisafane’s wife returns to town
from the train depot after coming to the realizatibat she cannot leave her husband to
die and shoots a third member of the gang in tlok ram an office window killing him
instantly. After the killing the third gang membegrank Miller takes Amy hostage and
drags her into the middle of the street in orddute Kane out of the building in which
he has taken cover. Kane agrees to come out avdlasturns Amy loose a struggle
ensues at which point Miller and Kane draw theiap@ns and Kane kills Miller. After
the death of Miller the entire town emerges frowitng and surrounds Will and Amy.

Surveying the faces of his former friends who retuwo lift a finger to stop the Miller
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Gang, Kane slowly takes off his badge for the fiasé and tosses it in the dirt before
boarding the carriage and riding off with ArftY.

Released in 1952 at the height of McCarthyismtaerdRed Scard{igh Noon
with its basic story of a man standing alone agardgangerous enemy has become, in
terms of historical analysis, a cultural reflectmfrthe social, political and cultural
climate of early 1950s America based on an intéagioln of comments made bligh
Noonscreenwriter Carl Foreman, a former Communist, f@leed a subpoena from the
House Un-American Activities Committee during threguction of the film. Historian
John H. Lenihan forwarded the common historicaiwad the film when he noted,
“Screenwriter Carl Foreman admittedly attacked camity cowardice and conformity
during the McCarthy period in which becamigh Noon”?*® Cultural and film historian
Nora Sayre also promoted this view of the film er hotable studiRunning Time: Films
of the Cold War In the words of the author, “When Carl ForemaswritingHigh
Noonin 1952, he deliberately used Gary Cooper’s loaesimal combatting some
dangerous outlaws in a small town—where no one sM@ansupport him—as a parable
for the Committee’s onslaught on Hollywood, andtinadity of the community
there.”® While the Cold War interpretation bligh Noonis typical and fits well with
the modern leftist political narrative, it ignoréseper studies and considerations of the
film in terms of how it reflected larger culturaébds in American society.

Sociologist and film historian Will Wright ideni&d High Noonas being a major

contribution to a trend in the Western genre theatead in 1950 “in which the relation

%4 High Noon DVD, directed by Fred Zinnemann (1952; Santa ManCA: Lionsgate, 2008).

5 John H. LenihanShowdown: Confronting Modern America in the WesEm (Urbana: University of
lllinois Press, 1980), 21.

%% Nora SayreRunning Time: Films of the Cold WéMew York: Dial Press, 1982), 176.
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between the hero and society was significantly geeri*>’ Film historian John Cawelti
viewedHigh Noonas part of a larger cultural upheaval during ‘lage] 1940s and
1950s [that] reflected the increasing gap betweeimtaerited moral universe and the
ambiguities of social and cultural change®”While the ideas of Wright and Cawelti are
valid and will be addressed in a more detailedudision below, it is first important to
understandHigh Noonwithin the context of the films in the Western geethat preceded
it in order to be able to more accurately conclwtiether it was a unique piece of Cold
War propaganda tied directly to the early 1950gant of a larger post-World War I
trend in Western filmmaking. This process willabdlow for a more accurate
application of a Randian analysis to the basic elgmof the film as it can then be
compared to what came before it and as the seawhthad sections of this chapter will
demonstrate, what came after.

In the decade of the 1930s, the Western stoopapalar established genre in
American cinema. In hundreds of films made thraughhe decade, eager audiences of
young and old alike witnessed the thrilling ex@af screen heroes such as Randolph
Scott and Johnny Mack Brown, who stood tall infdee of danger, always fighting on
the side of right as opposed to a clearly definealhwy. In writing about this period of
Western filmmaking Lenihan noted, “The Western s$tated a relatively brief segment of
American history into an idealization of socialgsponsible individualism, of a

transitional social order both needing and perngtpersonal freedom and the exercise of

ZTWill Wright, Sixguns and Society: A Structural Study of the &ve¢Berkeley: University of California
Press, 1975).

28 jJohn G. CaweltiThe Six-Gun Mystique SeqBowling Green, OH: Bowling Green State University
Popular Press, 1999), 91.
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individual power.*° As the author concluded, “Within the frameworkioé Western, a
man could do what he had to do with an instinctigeural awareness of right and
wrong.”?®® Cawelti reinforced Lenihan’s view when he wrdtattthe Westerns of the
1930s “strongly depended on the moralistic andisemital version of the genre
articulated by Zane Grey,” a prolific author of Vi&rs stories, many of which became
Western films during the decaé&®. While Hollywood carried this standard recipe tioe
Western into World War 11, the films that begarefapear after the conflict ended readily
moved away from the previous standard of the flag/lgero fighting on the side of right,
who could always rely on help from local society.

While cultural and film historians such as SaymaracterizedHigh Noonas
unique to the early 1950s because of their desiugetv the film strictly as a piece of
anti-McCarthy propaganda, they failed to realiz# the trend in Western films of the
individual hero having to fight society as mucimdaft more than outlaws dated back to
mid-1940s and the end of the war. Even Leniham MmantifiedHigh Noonas “the most
significant turning point in the Western’s treatrhehthe individual societal
relationship,?®? overlooked Western films made within the yearrate end of the war
that started what Wright referred to as “the tramsitheme,” a formula in which “the
hero is forced to fight against society,” and ofietiHigh Noonstood as a prominent
example?®

Produced in 1945 and released early in 1946, iré&xwin L. Marin’sAbilene

Townstarred Western hero Randolph Scott as MarshallNdigchell, who is forced to

29 enihan,Showdown15.
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keep order in a town that is divided between a p@ent local citizenry and transient
cowboys and cattlemen who frequently cause numetistisrbances but are a key source
of revenue for the town. The situation is exactthavhen a group of homesteaders
move into the area to settle it for farming. Wltlea cattlemen see their interests
threatened by the fence building farmers they tdsasn array of violent tactics that
Scott must confront even though much of the aabceurs in the county and not the
town because the county sheriff is completely qaitriAs Scott attempts to reign-in the
wild and dangerous behavior of the cattlemen amebogs he falls under severe
criticism from many of the people living in Abileméno are hedging their bets as to
which group, the cattlemen or the homesteaderkpvaVide the best economic benefit
to them in the long run. After the cattlemen lduaa all-out assault with the intention of
destroying Abilene, it is the homesteaders who gne# full support to Scott, who
remains unaided by those in the town until theyehav eleventh hour inspiration to act
on the side of right. In the end, the cattlemendafeated and the viewer is left with an
image of homesteaders and citizens sharing happaresfellowship within their new
social situatiorf>*

By Rand’s standards as outlinedline Romantic Manifestébilene Towrcan be
judged a positive artistic creation. The charactehe marshal as portrayed by Scott is a

prime example of a character demonstrating “thdirdommitment to the premise of

24 Abilene TownDVD, directed by Edward L. Marin (1946; Portlaf@R: Allegro, 2010). In order to
remove confusion for the reader it is necessatlistpoint to provide explanation as to the author’
decision to refer to Randolph Scott by his real @amd Gary Cooper by the name of his film character
Randolph Scott developed a screen identity thakedanbe almost exclusive associated with the Wiester
genre. Thus, from film to film, audiences camédntify with Scott’s persona as opposed to thahef
individual characters he portrayed. While Cooparred in several Westerns over the course ofdriser,
he made his mark in many genres and his performardigh Noondid not represent a point of evolution
in a series of Western performances. Also, becatimr performances of Scott will be cited as thepter
progresses, the author feels that the use of Saetil name will ease the confusion that couldehesed by
using individual character names. The same maetlibtbe used when referring to John Wayne.
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volition . . . in regard to consciousness and tsterce.?®> Never does Scott waver from
performing his duty in a fair and just manner, diesghe elements in the town that want
him to allow lawlessness and criminal activity tognpunished or overlooked. Scott’s
character is the epitome of the individual, “motadby a conscious purpose,”
demonstrating “the power of moral values in shaginman characte?®® As Scott’s
character moves through the plot of the film, neharking away from his commitment
to provide equal justice to everyone living in Adrik, the viewer comes to understand
through his actions why he acted in the manneridheatt element Rand felt had to be
present in art in order for the viewer or readdioton “an embodied abstraction,” which
they could add to their collective “consciousnassirder to form “metaphysical value
judgments” in their own live&’

While the portrayal of the heroic individual Abilene Towrstood in line with
Rand’s vision of how the potential power of theiindual should be characterized in
works of art, the manner in which the film portreybe citizens of Abilene conflicted
with some of the core concepts Rand outlineB8areen Guide for American®kand’s
pronouncements that filmmakers should not “smeailtivg “smear the profit motive,”
“smear success” or “glorify depravity” are drawmamuestion in terms of how the film
depicted the majority of citizens, merchants andegoment officials in Abilene and the
surrounding are&® These individuals, with their ambivalent attitudevard standing up
for the basic natural rights of their fellow citieand attempting to impede the ability of

the one man willing to do so, represented the mosletrends toward the “debasement of
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values” and promotion of cultural “mediocrity” thatished Rand to characterize post-
war America as a period of “cultural bankrupté&?” However, the group of
homesteaders who banded together and helped &gutoff the cattlemen savekbilene
Townfrom being completely tainted by the influenceMdernism in terms of how it
depicted the civic body.

Rand never suggested that every character or gtepigted in a piece of
literature or a film should be depicted as goodibhout problems. Such a contention
would have represented a denial of reality. Nénedeiss, Rand viewed in Modernism an
imbalance in the way that artists depicted thedsmf good and bad. In the words of the
author, “They [modernist writers and filmmakersjvsaore mediocrity than greatness
around them, they began to regard greatness asluanel to present only the mediocre,
the average, the common, the undistinguisi& While the combination of Scott’s
heroic character, the morally driven homesteadedstlze ultimate conversion of the
civic body to the side of right kept the modermigluence at bayAbilene Towrstill
differed from its pre-war counterparts in thatpeoed the door for the normalcy of
portraying large civic bodies in a negative lights forcing stalwart individuals such as
the one portrayed by Scott to fight the forcesarkdess with the realization that help
could not be counted on. The road to Hadleyvdie directly through Abilene.

By the time the post-war Western reached 1952famgroduction oHigh Noon
the redeemable element of society foundlmene Towrgave way to a situation in
which no one in the civic body capable of doingpsaved willing to help the marshal

stand against the destructive forces of the Mang. Whereas Scott had willing allies
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in the homesteaders, Cooper’s character Will Kamoimes the isolated individual who
must stand alone on the side of right. At no pwirthe film is this fact more fully
realized than in the legendary sequence in whielcdmera continues to retreat into a
panoramic overhead shot as Kane stands alone mittdde of Hadleyville, while
everyone else in town has retreated to the sanctidheir homes. The fact theigh
Noonoffered an artistic vision containing such dianoadly opposed visions of the
ultimate heroic individual and the completely cqted civic body creates a conundrum
for anyone attempting to read the film from a Randverspective.

While there is little doubt that Kane came to es@nt the absolute embodiment
of the power of the “exceptional man” that Randévadd essential to any work of art, the
behavior of the citizens of Hadleyville proved pevhatic>’* Although Scott had to
contend with the possibility of a citizenry that wid likely walk out on him in a time of
severe trouble, he was saved in the end by tr&intenute moral awakeninddigh
Noon on the other hand, completed the process Wrightribed as “the transition
theme.?"? In the words of the author, “The conceptual weigfiibad’ [in High Noon
and other Westerns] is now carried by the townslee@p society, rather than by the
villains.”?”® The lack of an alternative source of redemptiothe film left no way out
for the heroic individual other than to leave asbeld not stay among those who refused
to exercise a similar level of moral acumen. Tlaugreat deal of analysis has been
focused on the closing frameskigh Noonin which Kane throws his badge in the dirt
and rides out of Hadleyville and away from his fermfriends and neighbors who proved

unwilling to stand by his side to protect their ointerests. However, just as scholars
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such as Wright and Lenihan failed to properly doentrihe full process by which post-
war Westerns came to portray the heroic individgisabeing isolated from society, the
manner in which these same scholars interpretedritimg ofHigh Noonled to a one-
dimensional reading of the film that proved damggdmthe high stature it accorded to
individual ability.

In assessing the culminating scendélfh Noon film historian Douglas Brode
contended that the film “offered us our first costplvision of the hero as dropout from
society.?’* Cawelti reinforced Brode’s conclusion when hectiéed Kane's exit at the
end of the film as a “voluntary exilé™ Film historian Peter Biskind took a more socio-
political approach to Kane’s departure from Hadlgv In the words of the author,
“Kane can't transform consensus. . . . he justgjive and walks away from it*® Taken
together, these critiques implied that Kane sometoand himself permanently removed
from the world and forced to live the rest of hie hs an outcast individual. However,
Brode, Cawelti and Biskind failed to consider thetfthat Kane left Hadleyville at the
end of the film presumably (the viewer is not imh@d otherwise) to start the new life of
a store owner with his new wife just as he attechpoedo at the beginning of the film
prior to the arrival of the Miller Gang.

There is no reason to suspect that Kane will mottion, be accepted and quite
possibly find a better, more morally stalwart graipndividuals in the new town in
which he plans to settle with Amy. Therefore, whihe film does portray the civic body
of Hadleyville as being completely devoid of anyetimoral strength, one can still hold a

glimmer of hope that Kane will not have to face shene situation further down the road.

2" Douglas BrodeThe Films of the FiftiegSecaucus, NJ: Citadel Press, 1976), 68.
27> Cawelti,Mystique 30.
7% Bjskind, Believing 46-47.
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While this scenatrio is far from ideal in terms oflhRand believed works of art should
be conceived, the film promoted above all elserisge of a solid heroic individual who
never wavered from what he knew he had to do aralaido rose above the moral
cowardice of his own community. As will be demaattd in the next two sections, the
prevalence of the untainted heroic individual ia Western film, as portrayed by Gary

Cooper inHigh Noon began to decline steadily as the 1950s progressed

The Searchers and the Blemished Individual in the Post-World Warll Western

John Ford’s 1956 filnThe Searchergyenerally regarded as his magnum opus,
tells the story of Ethan Edwards, a former confatéesoldier from South Texas who
returns to his brother’s farm there three yeamrdfte conclusion of the war with a large
guantity of freshly minted gold and little explaioat as to his activities since the
Confederate surrender. While it appears that tiseseme tension between Ethan and his
brother as well as a strange, possibly former rdaimaelationship between Ethan and his
brother’s wife, these issues never have a chancwtofest themselves as shortly after
Ethan arrives the local Texas Rangers along witktrabthe able bodied men, including
Ethan, are lured away from the settled area tosinyate possible cattle rustling. When
they come upon the mutilated carcass of one o$tiblen cows Ethan realizes that
instead of rustlers they are faced with Comancdeis bent upon a death raid. By the
time Ethan and a portion of the party reach hisHands farm, the Indians have already
departed after killing Ethan’s brother and neph&pijng mutilating and killing his
brother’s wife and kidnapping his brother’s two dhaters (Lucy, a teenager and Debbie

who is nine years of age).
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After a brief stay to bury his family and put kaiairs in order, Ethan sets out
with his adopted nephew Martin and the local cageit of Texas Rangers to track down
the group of Comanche Indians who perpetratedrilreecand to hopefully rescue Lucy
and Debbie. After fighting a brief skirmish withet Indians, the commander of the Texas
rangers concludes that they do not have enoughtongurccessfully pursue the group. At
this point Ethan sets out alone, accompanied bytiMand Lucy’s boyfriend Brad, who
refuses to be left behind.

Early in their search, Ethan, when away from ttheeotwo, discovers Lucy’s
raped and mutilated body, which he keeps to himswif the they happen upon the
Indian camp and Brad reports from a scouting mis#hat he has seen Lucy, at which
point Ethan tells him what he actually saw wasrahdn woman wearing Lucy’s dress.
After being told the truth about Lucy, Brad becormeverwrought with emotion that he
pulls out his pistol and runs into the Indian caamp is shot down. Ethan and Martin
then proceed on alone, spending the next seveaas y@ dogged pursuit of the group of
Indians who still have Debbie. Along the way tlikgcover that the Comanche Indians
they are looking for are led by a warrior chief umas Scar. Eventually, Ethan and
Martin locate Scar’s group and see with their oyeasea now teenage Debbie, who Scar
has taken as a wife. The fact that Debbie hasneashed sexual maturity and has
apparently had sexual intercourse with Scar centéthian’s resolve that he must Kill
Debbie because he believes that miscegenationimdtans, whether consensual or not,
has turned Debbie into an irredeemable savage.

After a close encounter with Debbie in which Marefuses to allow Ethan to

shoot her, Debbie runs back to Scar’'s camp whitaEtnd Martin return home to
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regroup at which point they reunite with the TeRasgers and a company of United
States cavalry who are preparing an assault orisSzanp. Before the main assault,
Martin convinces the commander to allow him to &ne& the camp in order to remove
Debbie in order to ensure that she is not killecsbgr when the attack is commenced
because he knows Ethan and Martin want her backhel process of rescuing Debbie,
who subsequently gets away, Matrtin is forced tbSalar who discovers him trying to
remove Debbie from the camp.

After the death of Scar, the attack on the canginseand Ethan, after entering
the camp, makes his way to Scar’s teepee and dualgsrpse in retribution for the
death, mutilation and rape of his family. Ethaertlthases after Debbie on horseback
after having to fight off Martin, who still beliegehat he intends to kill her rather than
take her home. However, upon reaching Debbie, wasotaken refuge in a small cave,
Ethan picks her up and declares that he is takendpbme. The viewer is left with a final
shot of life being returned to as normal an ordep@ssible based on what has happened.
Debbie is home, Martin walks hand in hand withffaacée Laurie and the door of the
house shuts on an image of Ethan, walking alonaydwmwm the restored order in which
he has no placg’

The traditional interpretation dhe Searcherby scholars has consistently
focused on the issue of race. With the produatiothe film coming on the heels of the
first rumblings of the post-war Civil Rights Moventan Montgomery, Alabama, many
writers who examined the film argued that it repréed a reflection of American society
coming to terms with a major social issue that plagued the nation since its founding.

Brode echoed this sentiment when he wrote, “They $sca morality play in which the

2" The SearcherdDVD, directed by John Ford (1956; Burbank, CA:mMé& Home Video, 2006).
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rugged American individualist Ethan—and subseqyeAtinerica itself—works himself
free of racism, which ultimately centers arouneéarfof miscegenatiorf.”® Lenihan

took a more pessimistic view of Edwards, whom lierred to as “John Wayne’s
obsessive Indian hatet” Just as he did witHigh Noon Biskind addressed the issue of
race inThe Searcherand added to it a heavy political interpretatidm his estimation,
“Ethan is a vigilante, a hard-liner. . . . He'sight-wing extremist, a radical individualist .
.. a fanatic motivated solely by reveng&”While the assessments of these scholars are
difficult to deny based on the events depictedhanftim, the premier action hero of the
post-war period did not simply arrive on screed 96 flashing his “violent
dementedness$® Just as the corrupted civic bodyHigh Noonhad its roots in the
direct aftermath of the Second World War, so tabtbe corruption of Wayne’s image as
the un-tainted heroic individual.

In 1939, less than three years prior to the Urfiedes’ entry into World War 11,
Wayne won the starring role in John Ford’s landm&éstern Stagecoacha film often
credited with revitalizing the Western genre bytstg a trend toward more serious films
that continued after the conclusion of the warthiafilm, Wayne portrayed The Ringo
Kid, who has escaped from prison after being aacto$eobbing a bank (it is never
determined if he robbed the bank or not, but onedgo believe he is innocent of the
charge) and comes into contact with a stagecoaehtas horse gives out on the trail.
Because there is a marshal on the stagecoach, Visataleen into custody as he is a

wanted criminal and also because it is known tlkeashn pursuit of the Plummer
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Brothers, who killed Wayne’s father and brotherfteAbefriending Dallas, a prostitute
who is on the stagecoach because she has beentriown, Wayne is able to escape the
custody of the marshal but returns to lend a hahelhvhe realizes that an Indian attack
on the passengers is likely.

Following the Indian attack, the marshal allowedy¥e to leave his custody and
returned his guns in order for him to settle higdfevith the Plummer Brothers. After
confronting and killing the Plummer Brothers, Wayides to Lordsburg, the
stagecoach'’s final destination and surrenders Hintsthe marshal. Knowing that
Wayne’s character is not a criminal, the marsHalaa him to escape town and return to
his ranch with Dallas, who he plans to m&ff.

Just as in the pre-war films of Randolph Scott dmithny Mack Brown, Wayne
played the role of the heroic individual to itslést extent. Although accused of a crime,
from the first time he appeared in the story, vdhatwirling a Winchester rifle, there is
no doubt that he is the hero standing on the didiglat. When given the chance to
escape to freedom, he returns to offer his helfat@ the passengers. After being
allowed to finish his business with the PlummertBeos, he voluntarily returns to
Lordsburg, which undoubtedly means a return togad the ordeal of proving his
innocence in the robbery. In terms of Dallas, lek@s no judgments about her previous
life. Instead, he gives his love unconditionaldsbd on the way he personally feels.
Cawelti acknowledged the purity of Wayne’s imag&tagecoachvhen he argued that
“instead of being a mysterious figure in black [WWayne] is a nice young cowboy who

has just escaped from prison and is a bit shy arkavard.?*?

282 gtagecoachDVD, directed by John Ford (1939; Burbank, CA: & Home Video, 1997).
283 Cawelti,Mystique 91.
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From a Randian perspective, Wayne’s imagstagecoachwhen considered
alongside the points made above, accentuates tloegbof “the exceptional man,” who
remains firmly in control of his own actions anddigh his own reason stands on the
side of righ?®* Although there are characters in the film whaespnt cultural
degeneracy (the banker who becomes a passengenafteg gone on the run as a result
of embezzling a large sum of money), Wayne andraégecondary characters (Dallas
and the alcoholic doctor who pulls himself togetimeorder to oversee the birth of a child
on the trail) overpower the worst the worst trathlumanity by illustrating “the reality
of man’s higher potentiaf®®> While Wayne parlayed his portrayal of the heroic
individual in Stagecoacto Hollywood stardom, that image underwent a senegative
transformation early in the post-war period.

In 1945, as the Second World War drew to a cldézyne maintained his heroic
image as a heroic Western star with the fdakota in which he played a former
gambler who assists a group of wheat farmers na@ok- North Dakota, in their fight
against corrupt business interests in the ftyWayne’s next appearance in a major
Western came three years later when he headlinadtddHawks’ 1948 filmRed River
In this film, Wayne portrayed Thomas Dunson, aledtaron who comes to own a major
ranch in Texas by killing the legal owner in a gght. The crux of the film takes place
directly after the Civil War when Dunson is foraedmake a long cattle drive to Kansas
in order to recoup his losses as a result of the Wayne’s leadership on the drive,
which borders on the sadistic, leads to a mutingragrthe cowboys led by Wayne’s

adopted son, Matt, who leaves him with a horsesapgblies and proceeds on with the

284 Rand,Manifestg 118.
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herd to Kansas. Wayne then makes his own way thignethe intention of killing his
adopted son. After a brief physical confrontatim#ansas, Dunson and his adopted son
make peace with each other and vow to return t@3exd make their ranch even
stronger®’

Although father and son happily reconcile in the ,ghe image of Wayne that
emerges fronRed Riveiis one of a crazed, irrational individual, who IBrel
characterized as “unbalanced” and “a primitiveasocial savageé® Lenihan added to
Biskind’'s assessment when he likened Wayne’s charractRed Rivelto “an obsessed
tyrant who is oblivious of the welfare and righfoother men.?®° Clearly, this image of
Wayne stood far apart from that of the heroic irtinal he portrayed iStagecoach
Made almost halfway betwe&tagecoaclandThe Searcherfked Riveprovides the
important explanation as to how Wayne’'s image exlfrom the untainted heroic
individual in films such aStagecoaclio the racist, “hard-bitten . . . neurotic”Tine
Searchersvho is hell-bent on retrieving his kidnapped niecéilling her if necessary’’
Playing the character of Thomas Dunson in 1948 ¢ghéive way for his portrayal of
Ethan Edwards in 1956.

Despite the eccentric nature of Wayne’s charantBed Riverhis extreme
behavior is guided toward the reasonable goal ofessfully completing a major cattle
drive in order to restore prosperity to his regudTexas in the aftermath of a devastating
conflict. While the viewer is aware that Waynefmracter initially obtained his land via

morally questionable means, he does center histeforing the main sequences of the

%7 Red RiverDVD, directed by Howard Hawks (1948; Santa MonicA: MGM Home Entertainment,
1997).
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film on an honest task. The fact that he pushesnan to the point of mutiny is offset by
the positive goal he is attempting to achieve.sTact is conveyed to the viewer in the
way that Wayne is left behind by Matt and the comdsa They do not abandon Wayne
and the cattle drive as well. Rather, they sinmpblize that Wayne’s determination to
succeed has pushed him beyond the limits of sanity.

With Matt at the helm, who proves a less harshfancthore understanding boss,
the men continue the drive successfully. AlthoMgliyne pushes on alone with the
intent of settling the matter with Matt by meanghfsical violence, a moment of clarity
(provided by Matt’s girlfriend who holds a gun drettwo men to get them to stop
fighting) returns him to his senses and everyoraelbdack to Texas happier and
wealthier. In the end, Wayne’s character is faggihis temporary lapse because he
sought a legitimate goal that others achieved wily slight deviation. No one faulted
Wayne’s desire to get the cattle to Kansas, ontyesof the methods he employed. Thus,
while Red Rivettainted the image of Wayne as a heroic individiyabortraying his
leadership as erratic and dangerous, the basici&andncept of individual “volition”
remained intact in that Wayne’s character set aw¢lkreasoned goal, put the men and
material in place to get the job done and in thetwitnessed its successful achievement
albeit as a spectatdt: Moving intoThe Searchersight years later, “the violent
dementedness of Wayne’s charact&rfemained, but was now accompanied by
questions surrounding the legitimacy of individtialition.” 2%

Unlike Thomas Dunson, whose goal of a successttlecdrive developed from

his own reasoning as a way of restoring his lossperity, Ethan Edwards represents the
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individual who never has a permanent function witiie civic body of the film. The
early scenes in the film make it perfectly cleatththan is an oddity when he returns to
his brother’s farm and attempts to take his plache family unit, especially with the
apparent romantic interest that still exists betwthan and his brother’s wife. As
discussed above, the conclusion of the film, witeo having been restored, sees Wayne
again without a place in the existing social stuoet Only the kidnapping of his two
nieces gives Wayne a temporary function in the.fiMdhile his dogged commitment to
finding Debbie is admirable and certainly standa g@sime exhibition of the type of
extreme individual “volition” Rand prized, evenghattribute is tainted by the fact that
Wayne is determined to kill the girl on sight if leeates her after she reaches sexual
maturity based on his own racial beliéts. Although Wayne is eventually persuaded by
Martin and his own conscience not to kill Debbiks, thumph in bringing her home and
vanquishing the Indians who murdered his familghisrt-lived as he is once again
removed from the civic body in a negative sense.

While High Noonpresents the viewer with a clear “abstractionthef
individual's capacity to stand alone and victorigusn the side of righfThe Searchers
profiles an individual on a mission that requirgsikar solitary determination, but unlike
Will Kane, Ethan Edwards is clearly off kilter. \ilhthe film does not disparage
individual action entirely, the manner in whichgtportrayed through Wayne’s character
leaves one to question the level at which they khallow vengeance to dominate their
thought. Biskind believed that Wayne’s charactenttoo far in attempting to avenge

the death of his family and to attempt to rescublide In the words of the author,
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“Instead of forgiving and forgetting, he [Waynelwsrevenge, and most of the film is
devoted to showing us how he gets*it”

Observations such as Biskind’s are only possibtmabse of the crazed, racist
behavior associated with Wayne’s character inithe fHow else could one
nonchalantly write negatively about a charactengao extremes by searching high and
low for the individuals responsible for the murdape and mutilation of their family?
The answer to this question can be found in anrghgen Cawelti made when
considering Wayne's characteriihe Searcheralongside his previous role in
Stagecoach As the author declared, “John Wayne’s Ring Ketpl fight off the Indians
and save his fellow passengers, but Ethan Edwardsecomes increasingly
indistinguishable from his Indian adversary S¢aP.’"Perhaps the most visual example of
Cawelti’'s point comes at the end of the film wheawe enters Scar’s teepee and scalps
his dead corpse. Taken alone this act is not dsbea as it seems as the viewer knows
what Scar did to Wayne’s family in the beginninglué film and is reminded again later
when Ethan and Martin enter Scar's camp posingaaets and are proudly shown an
entire string of white scalps that includes thosEtban’s family and Martin’s mother.
However, when tinted with Wayne’s overt racism arglcommitment until the very end
of the film to kill Debbie if she has not been reered by the time she reaches sexual
maturity, the heroic Ethan is reduced to a flameacaronism, who, although
unwavering, does not uphold moral standards onddweant to emulate.

Films such a¥he Searcherkrever brought into question whether or not the

individual could be counted on stand squarely @nside of right. Wayne’s portrayal of
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Ethan Edwards in 1956, tainted by racism and craated, proved a far cry from the
unflawed figure of a prewar Randolph ScotBuffalo Stampedeavho sets out alone,
with the full support of the civic body, to resduis fiancé from the clutches of her
degenerate, sexually perverted stepfather, whestakeep her as his personal
concubin€®” While in 1933 the clarity between right and wrappeared distinct, it
became somewhat blurred by the mid-1950s. Whemeddhrough the lens of the
conflict between Romanticism and Modernism in thetpwar period, it becomes
apparent thathe Searchereeflects the impact of the latter movement in thatimage
of Wayne as a heroic individual has been brougiderito the viewer’s reality. Now, the
sheer grit and determination of the individual hbeen joined with racial overtones that
did little to differentiate Wayne from a stereotygli white bigot. This point reflected
Rand’s major contention as to the impact of Modamon post-war American culture,
which began “to portray man as . . . innately Isathe.*®® Also reflected in the film is
the evidence of “the permissive turn” describedPleyigny and outlined in the first
chapter of this stud§?’

The complex and flawed moral landscape of Wayadle&sacter imThe Searchers
offers little surprise when one considers the hbenoral revolution that occurred at the
time. Unlike the morally solid characters Waynetfayed through the war years, his
image as the heroic individual, epitomized by logtiyayal of Ethan Edwards, changed
commensurate with the moral quagmire many Amerifamsd themselves negotiating
during the 1950s. When common individuals fourehtkelves forced to confront the

changing moral structure brought on by the inflleeatModernism, which Petigny

%7 Buffalo StampedeVD, directed by Henry Hathaway (1933; Portla®dR: Allegro, 2010).
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believed had saturated all aspects of Americamiiftom religion and music to
psychology and youth culture, it is natural tha gopular art they consumed would also
have shifted to reflect the new moral instabilifyhus, Wayne’s character The
Searcherss now tough, determined but bigoted as opposeletéexceptional man” of
Stagecoachwho could always be counted on to set a highdsti@hfor individual
conduct and morality. Although Wayne went on & & other films such as Howard
Hawks’ 1958 WesterRio Bravoin which the heroic individual fares somewhat &ett
than inThe Searcherghe impact of Wayne’s image shift in 1956 forehaed the
growing dominance of Modernism in the Western geme with it the complete
destruction of the romantic hero.

Sam Peckinpah,The Wild Bunch, and the Death of Romanticism in the

Post-World War Il Western

Sam Peckinpah’s 1969 filnthe Wild Bunchtells the story of a group of aging
Western outlaws struggling to maintain their crialiandeavors in the modern world of
1913. Led by Pike Bishop, who is portrayed by fetgry Hollywood actor William
Holden, the Bunch have taken to operating along thes/Mexico border as this area
remains in disorder because of the constant palliticx in Mexico. The opening
sequence of the film shows the Bunch successfobiping a railroad payroll office in an
American border town. However, after a bloodyraihealistic shootout, complete with
the slow-motion photography and blood splatters et became Peckinpah’s
trademark, the Bunch set down to divide their loanly to learn that they stole several
bags of bolts and washers that had been plantibe ioffice safe as part of a set-up by

the railroad company to lure them into a trap.
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During the shootout, Pike noticed that his formartner, Deke Thornton, played
by the venerable Robert Ryan, was part of the gafigounty hunters waiting to attack
the Bunch outside of the railroad office. In ae®of flashbacks that occur throughout
the film, the viewer learns that Thornton was cegdiby railroad detectives years before,
while Bishop managed to escape through a hotel mmmdow. Having suffered several
years of brutal captivity in Yuma Prison, Thorntigreed to lead a group of degenerate
bounty hunters, paid by the railroad, to captueeBhnch in exchange for his freedom.

In an attempt to regroup from the failed railr@dfice robbery, the Bunch crosses
the border into Mexico to rest and plot a new crintas at this point that Pike learns of a
tyrannical Federal general named Mapache, who warggpand his control but does not
have the firepower to stop the revolutionary foraeBancho Villa. Mapache’s need for
more modern weapons and the Bunch’s need for @ssitd heist leads Bishop and
Mapache to agree on a deal in which the Bunchaonalés the border, steal a supply of
United States Army rifles from a troop train andrgahem back across the border and
deliver them to Mapache in exchange for $10,00§oild. Although Thornton guesses
correctly what Bishop’s plans are, he is unablsttp the Bunch from successfully
hijacking the train and stealing the guns becatiseeoinept men hired by the railroad
and a young group of fresh Army recruits who praseless in stopping the seasoned
outlaws. Nevertheless, Thornton trails the Bunatklinto Mexico and awaits their next
move.

Having successfully completed their mission the&uarranges a special method
of delivering the stolen weapons to Mapache whitggrting themselves from a likely

double cross. In the end, they receive full payinf@nthe weapons and have a clear path
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to escape with their reward with one exceptione Bwest member of the Bunch, a
Mexican named Angel, is taken prisoner by Mapaawabse he killed his former fiancé
who had become one of Mapache’s concubines. Alsmgside deal with Bishop, Angel
agreed to relinquish his share of gold if the Buagheed to give one case of rifles to the
revolutionaries in his village who were out-gunmedheir efforts to stand-up to
Mapache. When Dutch, another member of the Buarath Angel ride into Mapache’s
stronghold to report the location of the last stasiveapons and retrieve the final
installment of gold, Mapache dismisses Dutch’s cstery that one case of rifles had
been lost in transit because the mother of Andetimer fiancé told him that Angel stole
the rifles. Upset but unable to take-on Mapackeatire force singlehandedly, Dutch is
forced to ride away and leave Angel to a certaswsind painful death.

With the knowledge that Thornton and the bountytars are blocking a key
escape route back into Texas, Bishop decidestieadunch should bury the majority of
their gold and take temporary refuge in Mapachetnghold at Agua Verde, where he
reasons that the general will be so happy witmbig weapons that he would help the
Bunch elude Thornton by providing another way duvlexico. While Bishop’s
prediction about Mapache’s willingness to helpBumch proved correct, the Bunch
display a visceral reaction when they ride intovhia and see a bloodied, but still living
Angel being dragged around the courtyard behindddhe’'s car. When Bishop fails to
convince Mapache to sell Angel to him in exchargenfs share of the gold, the Bunch
is persuaded by Mapache’s executive officer to@aajdo a brothel in another section of
the villa in an effort to preserve Mapache’s gopulits and to ensure the continuation of

the fiesta celebrating the arrival of the new weegevhich also included a heavy
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machine-gun not originally thought to be part @& #hipment, but which the Bunch
presented to Mapache as a gift.

While the other members of the Bunch partakesassion with some of
Mapache’s prostitutes, Dutch remains seated ogritiend outside of the brothel, unable
to come to terms with the fact that the Bunch hasedittle to help Angel, who proved a
loyal member and never divulged his bargain witteRo Mapache. After the
conclusion of his sexual encounter, Bishop, withdistussion, collects the other gang
members (Lyle and Tector Gorch) from their roonthi@ brothel, walks outside to where
Dutch is sitting and a simple smile is all thatagquired to communicate his decision that
the Bunch is going to get Angel back one way ottla@o After retrieving their weapons,
Bishop, Dutch and the Gorch Brothers walk into Maqeas courtyard and demand that
he return Angel.

Although Mapache initially appears willing to retuAngel, he cuts his throat
before releasing him, which prompts Bishop to sttt After a brief pause in which
Mapache’s men and the Bunch stare each other doan attempt to anticipate what to
do next, Bishop shoots a German military advisoo Wwad been assisting Mapache and
then begins targeting Mapache’s staff officersisHtt triggers a large-scale gun battle
in which the Bunch is able to secure the elevatsition where the machine gun had
been set-up. Although they are able to vanquishraédozen of Mapache’s men, the
overwhelming strength of the force proves too maieti Bunch are eventually cut down
in one of the most bloody sequences in film history

Having watched the entire confrontation from avated spot outside of town,

Thornton and the bounty hunters ride into the \@llavhich point the bounty hunters
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begin looting the bodies of any valuables and seguhose of the Bunch, who have to
be returned to the railroad in order to receiveptenised bounty. Thornton chooses to
stay behind as the bounty hunters ride out of ilhee with the bodies of the Bunch
draped over horses because he knows that the tev@tes from Angel’s village, who
rescued the last member of the gang, an old mara&ykes who was wounded earlier
in the film, are waiting to ambush the group. W&hihornton sits against a wall
contemplating everything that has happened, heanfirg is heard in the distance.
Later, Sykes and the villagers ride into the \after having killed the bounty hunters.
Sykes, who knew Thornton from their old days ridmh Bishop, recruits his old friend
to help in the villagers’ struggle against the esgive Mexican government. As
Thornton prepares to ride off with the group, ti@ ftuts to brief scenes from the
beginning of the film in which the members of thenBh share a laugh together. As the
credits begin to come onto the screen, an eadanesin which the Bunch rides slowly
out of Angel’s village is replayed and then pau¥&d.

With its ultra-realistic violence, coarse languagel mature themeshe Wild
Bunchrepresented an important early step into uncredtesaters for a major Hollywood
production, a point made clear by the fact thafilhecarried an X rating. Often
coupled with other pioneering films produced in ke 1960s such 8he Graduate
Midnight CowboyandEasy Ridermost scholarly interpretations ©he Wild Bunclhave
acknowledged the film’s importance in terms of hopaved the way for the
proliferation and dominance of modernist films thagan in the early 1970s and
continues to this day. In considering the storggihg outlaws facing a twentieth-

century modernity in which they have no place asig the changes that occurred in

39 The Wild BunchDVD, directed by Sam Peckinpah (1969; Burbank; @/rner Home Video, 2006).
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post-World War Il America, which were clearly viglby the late 1960s, Cawelti
believed that the most powerful themeTdie Wild Bunchvas that it demonstrated “the
inevitability of . . . modern society® On a basic level this message is communicated
visually throughout the film as the viewer is prasel with many scenes in which the
Bunch, outlaws of the late nineteenth century wamého carried lever-action Winchester
rifles and Colt revolvers, are confronted with antibiles, semi-automatic pistols and
heavy machine-guns. However, the more complexcéspé the modernist influence on
The Wild Bunclare located in the story, the perspective fromcwlitiis told and most
importantly and the characterization of the hemogsvidual.

Cawelti reflected on the more intricate modernistreents inThe Wild Bunch
when he wrote of the film, The Wild Bunchpresented the unregenerate, lawless outlaw
as a sympathetic figure. . . . We have come toirst pdhen it is increasingly difficult to
imagine synthesis between the honor and indeperddribe Western hero and the
imperatives of progress and success, law and dtffePeckinpah scholar Paul Seydor
added to Cawelti’'s assessment of the moral disiaten reflected imrhe Wild Bunch
when he observed that the film presented “discamditvith all certainties and [moral]
absolutes¥* Such flagrant, unrestrained Modernism also sgetiajor trouble for the
Western genre as the post-war period drew to &clés film historian Wheeler Winston

Dixon argued, ‘The Wild Bunchconstitutes a complete re-visioning and recomnfgjon

301 cawelti,Mystique 54.
302 Cawelti,Mystique 54.
303 paul SeydorPeckinpah: The Western Filndsrbana: University of lllinois Press, 1980), 103.
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of classical Western genre values in a way thairgingly calls all previous examples of
the genre into questiori™

Sam Peckinpah, the man whose artistic vision cdeBte Wild Bunchstood at
the forefront of the modernist push that occurredrd) the late 1960s that resulted in the
final decimation of the romantic core of the Westgenre, which, as the two previous
sections in this chapter demonstrated, had osmillah the edge of destruction since the
late 1940s. Just as the films profiled in those $&ctions had to be contextualized and
placed within a clear evolution that occurred iae YWestern genre, so too must the artistic
output of Peckinpah, for the “cruelty,” “sadism”daaverall iconoclasm ofhe Wild
Bunchdid not simply materialize out of thin &F Instead, the modernist elements that
Peckinpah unleashed The Wild Bunchiepresented the culmination of an artistic
education that bridged both sides of the post-wdpgophical/ideological struggle
between Romanticism and Modernism.

As an aspiring director in the mid-1950s, Peckinp@rked extensively in the
world of the television Western. While films sua$iThe Searchersast shadows on the
heroic individual, the medium of television becaaefuge in which basic versions of
romantic Western heroism flourished. In additioratithoring numerous Western
teleplays for several anthology series, Peckingaimpd several scripts for the iconic
television Westeriiunsmokewhich profiled the quiet, unassuming yet heroipleits

of Marshal Matt Dillon, who provided law and ordera fictional dramatization of the

304Wheeler Winston Dixon, “Re-Visioning the Weste@lude, Myth, and Genre in Peckinpalitse Wild
Bunch” in Sam Peckinpah’s The Wild Bun&d. Stephen Prince (Cambridge: Cambridge UniyeRsiess,
1999), 155-56.

395 Dixon, “Re-Visioning,” 156.
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real Western town of Dodge City, Kan$a5.With a cache of writing credits to his name,
Peckinpah focused his creative energies on theianeaf a new Western show.

Peckinpah’s first television showhe Riflemandebuted in 1958 and told the
story of former gunfighter and Union soldier nowntesteader Lucas McCain, who lived
outside a small town named North Fork with his s@vhile McCain had given up
violence as a way of life, he was often forceddofoont outlaws and other bad elements
that travelled through North Fork. Played by thl tommanding former professional
baseball and basketball player turned actor Chumin@rs, Lucas McCain was every
inch the romantic Western hero that ruled the siboeeen before World War 1l. With
every new episode the viewer watched the same gnaeing sequence in which the
imposing McCain strode down the main street of N&rk while rapidly firing his
specially modified Winchester lever action rifletiviriumphant theme music playing in
the background®’

While Peckinpah lefThe Riflemarduring the first season because of creative
differences with production officials, he parlay@d experience in creating and writing
episodes of the show into another influential,sledrt-lived seriesThe Westernemwhich
chronicled the adventures of a fictional cowboy rdrdave Blasingame, who travelled
throughout the West and became involved in an afajtuations in the localities he
visited. AlthoughThe Westernedid not include the grandiose promotion of theokeer
individual in the style offhe Riflemanthe show promoted a positive image of the

individual who directs his energies in the direstaf good instead of the morally

30% SeydorPeckinpah 3-4.
307 Seydor Peckinpah 5-6.
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reprehensiblé® By the early 1960s, with boffhe RiflemarandThe Westernennder
his belt, Peckinpah sought to apply his artist&on to feature films. While he carried
with him the influence of romantic television Wesi® his first major film project
continued further along the rocky moral path takgrearlier modernist influenced films
such asrhe Searchers

Released in 1962, Sam Peckinpah'’s first major ¥edRide the High Country
tells the story of two aging lawmen, Steve Judd @idVestrum, who are reunited in the
early years of the twentieth century when Juddgakethe job of protecting a major gold
shipment into the town of Hornitos, California, it mining camp high in the Sierra
Nevada Mountains. While Judd, played by Hollywaeteran Joel McCrea, has
maintained the clean image of his prime years vgylkis a lawman, Gil, played by
Western film icon Randolph Scott, has taken toitguaround towns in the West posing
as a fictional gunfighter/lawmen named the Oregah Khe centerpiece of Gil's
gimmick is a rigged shooting contest in which sptms attempt to outshoot him.

While Gil's life and moral character seem to héaleen a downward turn in the
years since they have been apart, Judd is relievizad his old friend at a time when he
is in desperate need of an experienced gunmarer gafiting on Gil and his partner Heck
Longtree, Judd heads into the Sierra Nevada Mmshtairetrieve the gold. Along the
way they are joined by a young girl, Elsa, whoesedmined to escape her overly zealous
father and marry a young man named Billy Hammortth whom she has been having a
secret romance. More importantly, it is during tine to the mining camp that Gil’s plan

to betray Judd and steal the gold is fully revealed

308 SeydorPeckinpah 5-16.
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After reaching the mining camp and securing thid,goouble arises when Elsa’s
wedding night turns into a drunken debacle afterusband, along with his father and
brothers, attempt to gang rape her in the back robtime camp saloon. Although Judd
and Gil are able to get Elsa out of town, her nesbland and his family are hot on their
trail. Itis at this point that Judd catches Giempting to ride out of their camp at night
with the gold. Instead of fighting with his frien@il surrenders to Judd who vows that
he will bring formal charges against him and Heklawever, with a group of armed
men in pursuit of them, Judd is forced to give I@s guns back in order to fight off the
Hammond family.

The culminating scene of the film occurs at El$adme where the Hammonds
have killed her father and are waiting to ambustddand Heck, who stayed with his
captor after Gil escaped. While the Hammonds bleta pin down Heck and Judd, Gil
hears the shots and in the end cannot leave hisietdl in trouble. After gallantly riding
toward the house with guns drawn, Gil and Judd takéhe remaining Hammond
brothers in a classic Western gunfight with botbugrs walking straight toward each
other in the open. When the smoke clears the Hardmbave been vanquished but Judd
lies on the ground with a fatal wound. Gil promsiseés old friend to complete the job of
delivering the gold. As the film ends, it is apgrarthat Gil has been redeemed and that
Heck and Elsa are on the fast-track toward marridge

While Ride the High Countris deep in complexity and can be analyzed in many
different ways, the current analysis is concernéd the way in which the film impacted

the heroic image of Randolph Scott, who retirednfraxcting after its completion. Unlike

39 Ride the High CountryDVD, directed by Sam Peckinpah (1962; Burbank; @#rner Home Video,
2011).
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John Wayne, Scott managed to escape the modeseailaion the romantic Western
hero that occurred during the post-war period. [@Miayne’s image, by the mid-1950s,
had become associated with highly flawed individwglch as Ethan Edwards, Scott still
portrayed more morally acceptable men of steel sisdBen Stride in Budd Boetticher’s
Western masterpiec8even Men from Ngweleased the same yearTde Searchersin
this film, Scott’s character is a former lawman,0s@ wife died during an armed robbery
and he has vowed to find and kill the seven meparsible. Without the racist bravado
of Ethan Edwards or the lack of civic support fa éfforts, Scott successfully completes
his mission in a controlled manner that never lsatie viewer questioning the moral
legitimacy of his actions or thinking that he i&itay the matter too fat:’ While Scott
carried this image through the tumultuous 195Gsfihal role inRide the High Country

in 1962 exposed a major crack in the edifice afrmantic hero no one had ever
guestioned.

Far from the morally determined persona that atareed Scott’s previous body
of work, his portrayal of Gil Westrum iRide the High Countrpermanently tainted the
image he worked so many years to cultivate. Wthilee generations of movie goers had
come to expect integrity, honesty, perseveranceaasithbng moral compass from Scott’s
characters, they suddenly found their hero wittaaky new identity.*** As Peckinpah
scholar Paul Seydor observed of Scott’s characttrd film, “Gil is attired in the latest
fashion, a tailor-made glen-plaid suit, and haditted himself with a new reputation,

equally well tailored.®**? Seydor’s description of Scott’s characters skiresfact that

3107 Men From NowDVD, directed by Budd Boetticher (1956; Hollywqd®@A: Paramount Home
Entertainment, 2006).

311 SeydorPeckinpah 33.
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one of Hollywood’s most beloved Western heroes, aln@ys rode tall in the saddle on
the side of right, is now presented as a washgdkg reduced to selling a fake image
which even included faux facial hair in the styfeBaiffalo Bill Cody. More important
than the embellished image and hideous attiresisvidy in which Scott so calmly seizes
on an opportunity to take advantage of his oldhfitiSteve by agreeing to help him with
the gold shipment with the full intention of stegjiit from him in the end. While Scott
ultimately redeems himself when he returns to &¢gve vanquish the Hammond
brothers, he has demonstrated that he is not almwenitting morally reprehensible
behavior for personal benefit. Courtesy of Pecairip modernist brush, yet another
Western hero was brought down to a common levelkaoain to be capable of common
misdeeds. As Scott rode into the sunset a talmteal, Peckinpah’s efforts to recast the
Western genre along a strict modernist model h&gljost begun.

In assessinRide the High Countrgs part of the evolution of Peckinpah’s career
as a director, Seydor noted, “For all practicalppsesRide the High Countris the real
artistic beginning of his [Peckinpah’s] careerjtdgeralds his emancipation from the
[traditional] Western even as it demonstrates hooavdughly he had absorbed and

mastered it ¥

While Peckinpah proved that he had “mastered’&eftie nature of the
Westerns made by directors such as Ford, who Reatkiiolized™ the release ofhe
Wild Bunchin 1969 “completely re-created the genre of thesidia for the late
1960s.%%* As film historian William Wheeler Dixon observeit, [ The Wild Bunch

constitutes a complete re-visioning and reconfigoneof classical Western genre values

313 SeydorPeckinpah 32.
314 SeydorPeckinpah 32.
315 Dixon, “Re-Visioning,” 155.
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in a way that sweepingly calls all previous exammpiethe genre into questiof:® In
seven short years Peckinpah moved from the depiofian aging hero who temporarily
allows his demons to get the better of him to &o@i modernist work that destroyed the
already blurred lines of morality in the Westermige

When consideringhe Wild Bunchn light of the ideas Rand espoused about the
dangers of Modernism in the post-war period, gugprising that she did not use the film
as a case study because it represents at evelydeaeRand believed to be the most
dangerous aspects of Modernism. As previouslyegliwt chapter one, Rand wrote
about post-war Modernism, “Man—the nature of mha,rmetaphysically significant,
important, essential in man—is now representedijpsatnaniacs, drug addicts, sexual
perverts, homicidal maniacs and psychotit$.'Unlike High Noon in which the civic
body is corrupted but the hero stands higher than, @rThe Searchersn which the
hero, although flawed, restores positive orderughoindividual action, Th&Vild Bunch
in keeping with Rand’s assessment of the growinggsaf Modernism in the late 1960s,
presented viewers with a story in which all faadtsociety are completely and utterly
corrupt.

The so-called heroes of the film are simply vigidllers that Peckinpah
attempted to humanize by presenting an equallygdisociety on the right side of the
law. This latter group is headlined by corruptroad authorities, who, driven by what
Peckinpah scholar Christopher Sharrett referreasttihe savagery of unfettered
capitalism,” are willing to stop at nothing to kile Bunch even if it means the death of

innocent civilians as depicted in the film’s opansequence in which a number of

3% Dixon, “Re-Visioning,” 155-56.
37 Rand,Manifestq 118.
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civilians are gunned down in the crossfire thatuessduring a gun battle between the
Bunch and the railroad’s hired guité. These degenerate bounty hunters hired by the
railroad to track the gang serve as an extensidineoévil hand of that organization as
they frequently demonstrate their simple desireiltdor profit, a trait that Peckinpah
scholar Michael Bliss believed reflected “capitaégpansion,” which in this case
typically meant taking everything of value from thedies of their bounties including
cutting out gold teet:® Deke Thornton, the former member of the Bunch vities

with the bounty hunters is not working to stop ¢famg because he thinks it is the right
thing to do, but rather because it was the only inagould leave prison. In Mexico,
General Mapache and his Federal troops are podraygreedy, bloodthirsty
opportunists, who place no value on any aspectwofamity. Although not directly
presented as corrupt, the United States Army tretgioned along the Mexican border
are simply inept and fail to stop the Bunch fromasing a load of military weapons and
delivering them to Mapache.

While the Bunch commits horrific acts throughdu film and eventually collude
with the bloodthirsty Mapache in his quest for waragy suitable to fight off the
insurgency led by Pancho Villa, they become, by'8lend, heroes worthy of sympathy
rather than un-merciless killers. Stephen Priaggted Peckinpah scholar whose name
stands atop two volumes on the director’s work,k&drto promote this idea by
suggesting that the Bunch are simply victims offte that they have survived so long.

Faced with the encroaching modernity that paralléhe development of the twentieth

318 Christopher Sharrett, “Peckinpah the Radical: Phiitics of The Wild Bunci in Sam Peckinpah’s The
Wild Bunch ed. Stephen Prince (Cambridge: Cambridge UnityePsiess, 1999), 94.

319 Michael Bliss, “Back Off to What?' Enclosure, 8lence, and Capitalism in Sam Peckinpafie Wild
Bunch” in Sam Peckinpah’s The Wild Bun&d. Stephen Prince (Cambridge: Cambridge UniyePsiess,
1999), 124,
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century, Prince provided legitimacy to the viewtttiee Bunch should be understood as
“flawed heroes caught in a period of historicahsition.”®*® For Prince, the climactic
gun battle between the Bunch and Mapache’s miradtise end of the film ensured that
“Pike and his gang . . . are reborn into legeffd.In returning to Rand’s quote about the
dramatic lowering of standards for fictional heroesing the post-war period, the
contrast between the romantic Realism of Rand laaddamantic fantasy of Prince
becomes quite clear.

Although Rand never specifically review&be Wild Bunchher general
observations about the Modernism’s impact on Anagridm would have resulted in a
harsh critique of the film from the perspectivetitiee Bunch, who have come to be
identified as the heroes of the film, possess deeming qualities. What they do in the
film they do for themselves. Even their last stambich is precipitated by their desire to
save Angel from Mapache, has no real meaning inittipaovided a convenient cover for
a group of aged thieves and killers who knew they o real chance of surviving the
increasing onset of time. Although the Bunch prtavbe anything but heroes when
considered within the larger context of romanticdam and more specifically the pre-
World War Il American Western hero, it is not susprg that scholars such as Prince
have recast the Bunch into heroes. In the endg\tbkring cultural climate of the post-
war period, which brought nearly every establisplidbsophical and cultural ideal into

guestion, provided, by the late 1960s, an artisilezu in which those who searched for

320 stephen Prince, edsam Peckinpah’s The Wild Bun@ambridge: Cambridge University Press, 1999),
23. In addition to compiling and introducing thidume in 1999, Prince also authored the 1998
monograplSavage Cinema: Sam Peckinpah and the Rise of lifitesnt Movies

%21 Prince,The Wild Bunch23.
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heroes found them by separating the best of hugiamibrst abstractions from the
absolute worst.

Conclusion

In concluding this case study of the impact of Miedsm on the post-World War
Il American Western, it is important to return oraggin to the pre-war years. Prior to
the Second World War, audiences regularly viewedtérfa films headlined by stars
such as Randolph Scott, Johnny Mack Brown and Yé&yne. The collected body of
pre-war work by these actors contained a solidistgrscy in terms of morality, heroism
and the individual. One never left the theategraftatching one of these films not
knowing the clear difference between right and wgrom addition to the clear
differences that separated the good from the badgtfilms also placed the individual
hero in high regard. Individual action to correrbngs or stop the forces of bad
typically received support from the civic body, whigenerally bestowed its gratitude on
the individual or individuals who proved willing teelp. It was not until the conclusion
of the war that the character of the Western bégahange. The artistic trend that
emerged in the wake of that conflict moved towduel creation of a cultural landscape in
which the distinctions between good and bad bedaaread.

Beginning with films such a&bilene Townthe portrayal of a solid civic body
was circumvented by a trend in favor of highlightihe darker tendencies of human
institutions. Thus, by the early 1950s, films sashligh Noonpresented viewers with a
heroic individual who is isolated from society. Wéhcharacters such as Will Kane
provided excellent examples of individual romatigroism, the moral degeneracy of the

civic body in the film reflected the growing domim@ of Modernism identified by Rand
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in Screen Guide for AmericasdThe Romantic Manifestand documented from an
academic perspective by historians such as AlagmetRichard Pells, and Alan Levine.
While the fictional representation of civic bodesd institutions fell victim to moral
uncertainty in the early post-war period, the hemdividual became the next victim of
the modernist juggernaut. The Western personalaf Wayne, which stood solidly
heroic prior to the war, was quickly brought inteegtion in the years after the
conclusion of the conflict in films such Bed RiverandThe SearchersAlthough

Wayne’s characters in these films ultimately stoadhe side of right, those results came
not without a high level of moral uncertainty alahg way.

As documented in the final section of this casegtthe modernist groundwork
laid in the late 1940s and 1950s provided an eswefbundation for a new generation of
Western directors, led by Sam Peckinpah, to existgthe last vestiges of Romanticism
from the genre. After tarnishing the heroic imafi&andolph Scott iRRide the High
Countryby portraying him as an aged former lawman whwiing to turn against his
best friend and commit armed robbery, Peckinpakigee over the final destruction of
the romantic Western with the release of his fllee Wild Bunchin 1969. With its
central theme of complete societal depravity amedrésulting glorification of
bloodthirsty outlawsThe Wild Bunchmarked the successful culmination of over two
decades of modernist assaults on the Western géiiteough the low-budget, anti-
romantic Italian Westerns of Sergio Leone had, 91 penetrated the American market
with great success, the emergence of a large-dugkbudget American Western that
completely destroyed the genre’s previously establi ideals of the romantic and the

heroic confirmed Rand’s worst fears regarding titare ability of Americans to craft a
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balanced moral conscience through®*&rtWhile the nature of Modernism’s impact on
the American Western, and American culture in gaines highly subjective and
continues to be debated, there remains little dthditthe post-war period witnessed a
persistent, highly visible surge of Modernism tbladnged forever the artistic and

cultural landscape in the United States.

322 Any discussion of the impact of Modernism on thaekican Western must, at the very least, mention
Leone’s name. For artistic reasons that the faligvdiscussion will make clear, and because, gsaaiSh
director, he worked outside of the American filnduistry, which is the focus of this study, the auttiwose
not to include an extensive discussion of Leonaiskvin the main body of the current case study.
Nevertheless Leone did have an impact on Ameriganta and thus his work deserves some degree of
contextualization, which the following lines attetp construct. Between 1964 and 1966, Leone made
three films that are now known @ike Man With No Namteilogy; A Fistful of Dollars(1964),For A Few
Dollars More (1965) andrhe Good, the Bad and the U@h966). With former Western television actor
Clint Eastwood starring in the leading role, thésee films provided a different, more fully modistn
version of the Western film than the typical fati# being produced in Hollywood, even when onegsk
into consideration American Westerns from the eh8l§0s such aRide the High Countrty The main
character in these films, The Man With No Name, wésrd bitten criminal who possessed no redeeming
qualities. The major portion of the plot structune these films involves Eastwood'’s character gimgain
some type of criminal activity. In assessing thilses, Peckinpah scholar Wheeler Winston Dixon t&ro
“Leone . . . stripped Eastwood’s character of lttame and any motivation other than greed, lust, o
desire to kill, dubbing him ‘the man with no namieWhile on the surface it may seem as though L&one
modernist, “bloodthirsty films” provided a majorwsae of inspiration for Peckinpah as they appeared
the United States just as he began the questdlatrmated inThe Wild Bunch However, Dixon quelled
that notion when he engaged in a simple compaisoitvast between the work of Leone and Peckinpah.
In his view, “These [Leone’s] films raised the loarthe graphic specificity of violence, thus ergdime
legacy of the sentimental West, but they were erapthe center. The films were nothing more os les
than killing machines, unreeling with mind-numbiggisly assurance to reveal a core absolute of
nonexistence.” In opposition to Leone’s artistitput, Dixon argued that “Peckinpah’s films werelent,
but they never sacrificed character or thematietigument in their pursuit of the director’s nihiligsion.”
Dixon’s assessment of Peckinpah’s work paralledsralar series of comments Rand madé fe

Romantic Manifestavhen she evaluated the work of writers whom skagtieed with on a philosophical
level, but who demonstrated, in her estimationgsiop skills in terms of creating high quality vimigj. For
example, when considering the work of Feodor Dostig Rand declared, “I like Dostoevsky, for his
superb mastery of plot structure and for his messildissection of the psychology of evil, even ¢fiohis
philosophy and his sense of life are almost diaicaty opposed to mine.” Of Leo Tolstoy, Rand stht

“I cannot stand Tolstoy, and reading him was thetrboring literary duty | ever had to perform, his
philosophy and sense of life are not merely mistakeat evil, and yet, from a purely literary vievipip on
his own terms, | have to evaluate him as a gootewti Thus, even with her strong views as to tlwrah
degeneracy of Modernism, Rand would have been tapélacknowledging the technical meritsTdfe
Wild Bunch which possessed good plot structure, charactemnizagheme and style, elements which Rand
valued in art. Nevertheless, as argued in thé §eetion of this chapter, it is almost certaint theyond the
film’s technical merits Rand would have found Pegiah’s work morally reprehensible. Dixon, “Re-
Visioning,” 168-70; RandManifestq 33-34.
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CHAPTER IV

BEYOND THE WESTERN FILM: A BRIEF EXPLORATION OF THBTHER
GENRES CONSIDERED IN HISTORY 399

“It don’t matter where a man dies, as long as les tbr freedom.”
—Sgt. Bill Dane Bataan 1943

“Dad, what can you do when you have to be a man?”
—Jim Stark Rebel Without A Caus&955

“Through cowardice we shall all be safe.”
—Lt. Cmdr. Charlie Madisorifhe Americanization of Emjl\t964

“Well boys, | reckon this it—nuclear combat toetoe with the Russkies. . . . | want you
to remember one thing, the folks back home is axiouon you and by golly, we ain’t
about to let ‘em down. 1 tell you something ei$¢his thing turns out to be half as
important as | figure it might be, I'd say that y@uall in line for some important
promotions and personal citations when this thimg'sr with. That goes for ever’ last
one of you regardless of your race, color or yoaed.”
—Maj. T. J. “King” Kong,Dr. Strangelove or: How | Learned to Stop Worryard
Love the Bombl964

“I'm walking out that door and all | want to know if there is one of you who is man

enough to come with me?”
—Billy Jack,Born Losers 1967

The World War Il Genre

Although the Western film pre-dated the start asiitf War 1l by more than two
decades, the World War Il genre has been placttdtead of the class because of the

importance of the conflict as a point at which Aroan culture began to change and the
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conflict between Romanticism and Modernism begagaimest. While the aftermath of
America’s participation in the Second World War ergd in the great cultural and moral
changes that permanently altered the nation’s kfabec, the war itself became a
popular subject for Hollywood films. Beginning thg the war and continuing
throughout the post-war period, the American fidustry churned out a massive body
of films about various aspects of the nation’s imement in the conflict. Like the
Western films profiled in the previous chapter, Werld War 1l genre evolved over the
twenty-five years of the post-war period as Ron@si slowly but surely lost ground to
its modernist opposition. The three World Wariltht selected for viewing in History
399 reflect the profound impact caused by the gipiower of Modernism in the post-war
era.

Although made during the war, Tay Garnett’'s 1948,fBataan set the standard
for romantic Realism in the genre. Set on the &ataeninsula during the last weeks of
the American/Filipino struggle to stop the Japartakeover of the Philippine Islands in
early 1942 Bataantells the fictional story of a group of AmericamdaFilipino
volunteers who take on the task of demolishingyalkélge and then defending the pass
against the Japanese in order to delay their ndoaim the Bataan peninsula. After the
captain in charge of the detachment is killed satidey a sniper, the leadership of the
men falls to the hardened Sgt. Bill Dane. Overdberse of the ensuing days, Dane
valiantly holds the men together as they are sldlgd-off one by one as the Japanese
exert more pressure on the patrol’s position. rAdtelimactic battle in which the
Japanese finally launch a direct assault to wigdhlmiremaining members of the patrol,

Dane is left alone when two other survivors arkelliby a Japanese soldier who pretends
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to be dead. Although alone, Dane spends the laftaisthe attack burying and marking
the graves of the most recent fatalities. Haviogstept in days, Dane then stumbles to
the camp water hole to wash his face. When hengto the main machine-gun
emplacement, the angle of the shot shows thatrtbef graves goes right to the edge of
the pit. As Dane steps down, a marker driven tihéoground above reads, Bill Dane,
Sgt., 3% Infantry, Killed in Action. Having dug his ownaye, Dane, determined to die
fighting, waits for the final Japanese assault,cifdomes almost directly after he takes
his position behind the machine gun. With a stdadyrolling in, Dane opens fire on the
approaching Japanese soldiers, first with his Tlemnsub-machine gun, and then with
the Browning .50 caliber heavy machine-gun. As®fares the Browning, loudly
taunting the Japanese, he is swallowed by the fdghis gun still blazing as the post-
script rolls across the scre#.

With its solid message of individual responsilgibind classic representation of
romantic heroismBataanwill be offered as an example of pure Romanticisrie
World War Il genre. While various members of tlagrpl grapple with their own
problems and the reality of their situation, théycame to realize, in their own ways, the
importance of what they are fighting for and wiadit sacrifice means. In terms of the
romantic hero, Robert Taylor’s portrayal of Sgtll Biane stands as one of the best in
film history. Throughout the dark, death-riddendacape of the film, Dane stayed
strong, never wavered and provided a positive e¥afop the men under his command.
When left alone, with escape and evasion a dangdreupossible choice, Dane dug and
acted in the same manner he would have had heupelem the watchful eye of his men

or his commanding officer. Thus, when considered aetaphysical abstraction, Dane

32 Bataan DVD, directed by Tay Garnett (1943; Burbank, G¥arner Home Video, 2000).
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must be placed alongside other abstractions sutilakane inHigh Noon and be
heralded as an absolute personification of romdr&roism.

Having established the roots of the World Wardhgg, the post-film discussion
of Bataanwill be tempered with some key examples of howfilln@s legacy shaped the
genre in the early post-war period. For exampie, 1955 film,To Hell and Backwhich
recounts the real-life exploits of Audie Murphy, Anta’s most decorated foot-soldier of
the war, will be used to show how the romantic nhedéablished bfataanduring the
war could still be found in the mid-1950s. Witligerse unit of men surrounding him,
Murphy, who played himself in the film, demonstchtee potential power of the
individual to overcome adversity and display indival heroism while fighting on the
side of righ?®* This brand of metaphysical abstraction fits pettfeinto the model
outlined by Rand iThe Romantic Manifesto

While the Western genre fell under heavy attackMioglernism at the very start of
the post-war period, the World War Il genre, altijlomot completely unaffected, was
able to maintain a more pure romantic core fomgés period of time. However, by the
early 1960s, direct modernist challenges to thatdished norms of the World War |l
genre began to appear. Arthur Hiller's 1964 filfhe Americanization of Emijljas
been selected for class viewing as one of the exdynples of modernist refashioning of
the World War Il genre. As will be demonstratedhe brief synopsis belowhe
Americanization of Emilyas selected because its plot, characterizatidriteame

overtly counter the romantic ideals outlined by &anThe Romantic Manifesto

324T0 Hell and BackDVD, directed by Jesse Hibbs (1955; UniversayGRA: Universal Home
Entertainment, 2011).
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The Americanization of Emiljepicts the weeks leading up to D-Day as seen
through the eyes of Lt. Cmdr. Charlie Madison, vgbkoves as a dog robber to Adm.
William Jessup. The main function of a dog roblvas to act as a personal liaison for
high-ranking officers, which typically meant plangiand gathering supplies (including
female attendees) for lavish dinner parties andpons. Madison, a former night
manager at a luxurious diplomatic hotel in WashangD.C., initially enlisted in the
Marine Corps and fought in the battle of Guadaltbeéore becoming cynical about the
war and contacting Jessup to accept a standingtoferve as his dog robber in the
European Theater of Operations.

Surrounded by the other officers on Jessup’s,stadkt of whom are career
officers and graduates of the United States Nacaldémy, Madison is a self-
acknowledged coward whose only goal is to get tiinahhe war by looking out for
himself. Strangely enough, Madison’s cowardlytadke attracts the attention and
affection of Emily Barham, a British Army driver ho suffers daily from the loss of her
father, brother and husband during the early yefise war. The collective trauma of
these losses drives Emily to give her affectioadmeone who is unlikely to die in the
war. Because of his job and his views on the Wwarpism and duty, Madison fits
perfectly into Emily’s vision of the ideal partner.

While Emily and Madison enjoy a budding roman&ssiip, who is suffering
from an untreated nervous breakdown brought oméyeath of his wife, becomes
convinced that the Army’s role in the upcoming Nandy invasion will overshadow that
of the Navy, with the possible result of a seveystyvar reduction in funding and size.

In order to prevent this scenario from occurriregslip devises a scheme to ensure that
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the first U.S. service member killed during theaawn will be from the Navy. Jessup
then wishes to have the remains of the individuainorialized in a national monument
similar to the Tomb of the Unknown Soldier. Untlee administration of staff officer Lt.
Cmdr. “Bus” Cummings, Jessup’s irrational planus mto action and Madison is
secretly chosen to be the first man, and in tuenfitist casualty, on Omaha Beach.

With Madison frequently declaring his intentiont n@ participate in a plan (he
does not know he has been selected as the intemcdad) he views as bordering on the
insane, he is nevertheless dispatched, with Cunspagypart of a camera crew whose
official mission is to document the Navy’s roletire Normandy invasion. Before
leaving on the mission, Emily experiences a charideeart and wishes that Madison
would show courage and demonstrate romantic ideal/hen he refuses to comply
with her wishes, Emily leaves Madison in a driviagn on the runway declaring that she
never wants to see him again. While Madison prds¢e go along with the mission, it is
not until the film crew lands on the beach that Guings, with his sidearm drawn,
divulges his plans for Madison by forcing him teferward into German artillery under
threat of death. At this point Madison disappeéaithe smoke of an exploding shell.

After returning to duty on Jessup’s staff, Cummnsifigds that the admiral’s
iliness has been treated and has been returnedyto When told by Cummings that the
plan involving Madison has been acted out, Jessagts angrily as he cannot believe
that his orders were carried out when he was ih sudearly disturbed state of mind.
Nevertheless, the public relations campaign repgmiadison as the first United States

military member killed on Omaha Beach has alreagBnbstarted and must be carried
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forward to avoid a devastating public scandal Watild bring about the ruin for the
Navy feared by Jessup initially.

With the media campaign going forward, and Emdyihg been informed of
Madison’s death, which brings on extreme guilt esrdorse because of the way she
acted during their last meeting, a phone callégireed from a temporary hospital on the
English coast stating that Madison is alive. Afteaking-up Emily, Cummings goes
directly to the hospital where he is angrily reegi\oy Madison, who states boldly that he
is going to tell the press the truth about Jesspia’ls. Desperate to stop Madison’s
disastrous intentions, Cummings relies on Emilgdavince him to play along with the
charade in order for them to be able to shareeadnel happy future together. The film
ends with Madison, flanked by Emily and Cummingalking in the direction of a group
of reporters, happily prepared to lie about hi®leact for the sake of his happiness and
the Navy’s futuré?®

When viewed in tandem witBataan the profound shift toward Modernism in
The Americanization of Emilyecomes easy to identify. While both films confrthe
subject of heroism, their interpretations diffeeagly. InBataan the viewer is
confronted with a metaphysical abstraction of reabism, determination and moral
duty. Although each member of the patrol demotesdrthese characteristics in some
manner, the message is headlined by Sgt. Bill Dahese character can be placed in the
highest echelons of abstracted romantic heroisppo8ing the romantic hero epitomized
by Dane is Madison, who is portrayed as heroic arilmbecause he disavows, and then

makes a mockery of the true heroism of the strgraahstrated by Dane.

32 The Americanization of Emjl§pVD, directed by Arthur Hiller (1964; Burbank, C¥arner Home
Video, 2005).

116



While Bataanexplored what a diverse group of men thrown togeith a dire
situation could achievdhe Americanization of Emigxemplified what staff officers and
ivory-tower admirals could conjure-up well behime tsafety of their own lines.
Although Madison nearly becomes a victim of theaudglnal ideas of these men, for the
majority of the film he is one of them in the sefis&t he is proud to have escaped his
role as a combat marine to perform their brandudy.d One could not imagine Dane
phoning General Douglas MacArthur to have himseifseted from the Bataan
peninsula, or telling his men to head for the raltsl simply let the Japanese take control
of the mountain pass. Such a scenario is unimblgireecause wheBataanwas made,
the outcome of the actual conflict was yet to beeasined and the reality of the heroic
struggles facing our fighting forces was real aalpable to audiences who viewed this
type of film. However, two decades later, as tine dircumstances associated with the
conflict faded, and with the United States appraagiwhat would become a socially
divisive conflict in Vietnam, the World War Il filjras exemplified byhe
Americanization of Emilyprovided an easy target for the forces of Modemi

Instead of directly confronting their growing distent with existing political and
social power structures, the modernists in Hollydrdad what artists typically do when
attempting to comment on contemporary events wcaty that still overwhelmingly
views such actions in a negative light; they pinktaer event from the past in order to
create a parable. The problem with such an appr@scdemonstrated The
Americanization of Emilyis that along with establishing the parable thistealso alters
the image of the historical event used to creatgotrable. Thus, whilEhe

Americanization of Emilgertainly has as much or more to say about thel@gDs as it
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does about the Second World War, the fact thatiltihetakes place during the latter time
means that the artistic message will also impatsay in which people think about the
historical event, most especially those who didengterience it firsthand. In the end,
contemporary questions and criticisms of militacti@ns pertaining to the Cold War led
to those concerns appearing in the guise of mesapdlyabstractions set during the
Second World War, which meant that modernist sesttisifreely jaded and distorted an
outstanding instance of collected heroism in theesAoan past.

The final installment in the World War Il sequenBeian G. Hutton’s 1970 film,
Kelly’s Heroes builds on the parable theme identifiedlime Americanization of Emijly
taking it to a more extreme level. Set in Frangerd) the Summer of 194Kelly’s
Heroestells the story of an embittered former lieutenaho has been reduced to the
rank of private when he became the scapegoatfaseommunication that occurred
during a battle that resulted in the deaths ofgelmumber of American soldiers. While
operating behind the German lines, Kelly, who heanbassigned to capture a German
soldier for intelligence purposes, apprehends ana] who later divulges, just prior to
his death, the location of a shipment of gold vaised at sixteen million dollars. Kelly
then becomes determined to find a way to breakitfitahe German lines and steal the
gold from the bank where it is being held in thetoof Clermont.

In putting together his plan to steal the goldll)Kdecides to use an upcoming
rest period for the platoon to sneak through ther@e lines and head toward Clermont.
Knowing that the company captain, whose uncle, @éiolt, is the division
commander, has done little in overseeing the dativities of his men, Kelly proceeds

to bribe the artillery sergeant with a bar of g@klen from the colonel’s briefcase so that
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a mortar barrage can be arranged to cover theguiabreach of the German lines.
Kelly then brings the company supply sergeant, Gaage, in on his plan so that he can
acquire the necessary food, weapons and equipmeatty out the operation. It is while
talking with Crapgame that Kelly stumbles upon ppie tank sergeant, Oddball, who is
the defacto leader of three rogue Sherman tankscvdwose commanding officer has not
been reported as killed-in-action because Crapdasadeen collecting his cache of
whiskey. With an offer of an equal share of g@ddball agrees to sneak his tanks
through the German lines, link-up with Kelly atr@selected point and attack the
Germans in Clermont. With all of the logisticapasts of the mission taken care of,
Kelly then has to convince the members of the platand most importantly its
imposing sergeant, Big Joe, to agree to leave fluat and attempt to steal the German
gold.

In his quest to pull Big Joe into the operatioe]li{ takes advantage of the
sergeant’s brief absence from the platoon andtte#isnen about the gold. Because of
their extended time at the front with low pay amdeave, the entire platoon eagerly and
unanimously agrees to go along with Kelly. Whiig Boe, who enters the room right
after Kelly has told the men about his plan, rermainconvinced about Kelly’s scheme,
he agrees to go along with the operation once dlezes that the entire platoon wants to
go for the gold.

According to Kelly’s plan, the platoon will bre#krough the German lines under
the cover of a pre-arranged mortar barrage and nhaeway to the link-up point where
they are to meet Oddball’s tanks. Although theqaa loses two men and their vehicles

along the way, they successfully join the tanks laegin pushing towards Clermont.
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Unknown to the platoon, their radio transmissiofih Wddball during a battle with the
Germans at a bridgehead were intercepted by thencmications officer on General
Colt’s staff, who wrongly determines that Kelly'sitiis spearheading an independent
offensive to break key German positions along the#s.

As Colt heads for Clermont and what he believeéseasedemption of his
division, Kelly’s group lies in wait outside Clermiodevising a plan by which they can
attack the town and steal the gold. A dramatistwccurs when Oddball learns that his
one Sherman tank (the other two were destroyetidysermans at the bridgehead) will
have to face-off against three German Tiger Tadaspite Oddball’'s fear of the large,
heavily armored German tanks, Kelly constructsaam phat, with the aid of church bells
and a twenty-minute window of time in which the &iig run their engines, allows the
platoon to sneak into the town, plant explosivethebuilding housing the German
soldiers (most of them are still sleeping becabseattack occurs in the morning) and
launch a surprise attack.

While the platoon is able to neutralize all of Berman infantrymen in the town,
and Oddball, with Kelly’s help, is able to desttayo of the Tiger tanks, the efforts to
secure the bank are halted when the Sherman bdeaks-and the remaining Tiger
positions itself in the town square. With no waystop the tank, Crapgame suggests that
Kelly try to contact the Germans on the radio t@aage a cease-fire in order to make a
deal. This suggestion leads to a dramatic scemdnich Oddball, Kelly and Big Joe
gather in the street leading to the square, draw Weapons and walk in sync toward the
German tank accompanied by background music recenif that in the Spaghetti

Westerns Eastwood made with Sergio Leone in thel®&0s.
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After reaching the tank and talking with the Gemnsargeant in command, the
trio is able to convince him of the futility of hpsition in that an entire division of
American infantry soldiers, led by Colt, will likeknter the town at any moment based
on the breakthrough they made, which had undouptssttn discovered. Also of
importance is the fact that the German sergeanhbagea what is inside the bank, but is
simply guarding it as ordered. All of these fastoncluding an equal share of the gold,
result in the Germans agreeing to join forces Wigly and using the high velocity gun
on the Tiger to blow open the well-secured doahtbank.

Once inside the bank, the Germans and Americaheigibgether as Kelly busts
open a box to confirm the existence of the goldterrejoicing for a brief moment at the
sight of the shiny bars that tumble out of the boKelly’s hands, the men move quickly
to split the gold with Oddball and the Germans d&h load their shares, which add up
to just under one million dollars per person, iatGerman truck and head out of town.
Just as the platoon moves out toward an unknowtmdésn (perhaps Switzerland), Colt
and his staff enter Clermont from the opposite sidle are greeted as liberators by a mob
of townspeople. Colt's nephew, Capt. Maitland, vilas secretly pieced together that the
men under his command were responsible for thektimeaugh, walks through the
destroyed bank door and is greeted by the famousridam G.I. graffiti, “Kilroy was
Here.” The camera then cuts to the platoon driying the sunset as the credits réfl.

Filmed and released during the height of the ¥r@gtham War movement in the
United States, there is little doubt thally’'s Heroesrepresented an effort to make a
political statement about the conflict in Southe®sia. From Oddball’s hippie

commune, to the crazed Gen. Colt, and the overatimpetence and corruption depicted

326Kelly’s Heroes DVD, directed by Brian G. Hutton (1970; Burbaf: Warner Home Video, 2007).
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in the film, the fictional connection to contempagravents of the late post-war period
such as Gen. William Westmoreland's leadershipigtnam, false body counts, the five
o’clock follies and the growing American countettate of the second half of the 1960s
remains too coincidental to be an accident. Howerea more extreme example than
that of The Americanization of Emijlielly’s Heroes in an attempt to make a political
statement about Vietnam, tarnished the image ofrAas involvement in the Second
World War.

Watching a depiction of American servicemen dewdo desert in order to steal
gold applied the modernist brush of the late 196Gke World War Il generation. By
muddying the waters for younger viewers, films sasKelly’s Heroesbrought the
soldiers of the Second World War down to the samellas the disaffected youth of the
late 1960s. When removed from the romantic pefjebtasoldiers of the Second World
War were no different, no more morally sound, a@dainly not more heroic than their
counterparts in the Vietnam generation. This pgea# generational leveling also came
with the distasteful practice of blackening the eyahreputation of World War Il combat
soldiers by suggesting that behavior such as #aitted inKelly’s Heroeswas not
uncommon. Thus, instead of depicting an episooi® fa desperate struggle in which a
group of nations successfully worked to defeat truty sinister regimes, it had become
acceptable, by the latter years of the post-waogeto positively depict American

forces conspiring with the enemy for their own peed gain®?’ As the title of the film

327 \While from the Romantic perspective any collusith the forces of fascism would be viewed in a
negative light, what made the actions of Kelly #mel platoon more reprehensible was the fact tteat th
Germans they join forces with are members of théf&e5S, the military wing of Hitler’s infamous #ta
security that menaced civilians and Jews alikeesehmen were not typical German soldiers in thaelaeg
army, but rather dedicated Nazis trained to fighttfie ideals of National Socialism. The fact tBatin
Hutton exerted great energy to ensure that themmg and equipment used in the film were as ace@sit
possible made the Germans that the platoon negdtwith all the more distinguishable. As opposed t
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expresses, these men—Kelly, Big Joe, Oddball, Grnayggand the rest of the platoon—
are metaphysical abstractions of modernist herées.these men, there is no loyalty
beyond profit and their own self-interest. Highaotivations such as ridding the world
of fascism meant nothing. As the post-war perigahdto a close, this depiction of
America’s involvement in World War Il stood far ayvrom the romantic abstraction of
Sgt. Bill Dane uttering with grit and determinatjétt don’t matter where a man dies, as
long as he dies for freedom.”

In the end, the three films selected to reprefentWorld War Il genre uniquely
demonstrate the sudden shift of the genre fromoitsantic roots to modernist
domination by 1970. The dedicated heroism of BijtDane and his embattled patrol,
which symbolized the pure romantic interpretatibirld War I, established the
precedent of presenting positive abstractions oEAra’s involvement in the conflict
that endured through the 1950s and into the e@®P4. With the appearance of films
such as'he Americanization of Emiip the first half of the 1960s, Romanticism’s
foothold in the genre was placed in serious jeoplamtause these films were devoid of
any characters or entities representing the maoralpass of Romanticism as outlined by
Rand inThe Romantic ManifestaBy the end of the post-war period, films such as
Kelly’s Heroescemented Modernism’s triumph in the World Waréhge by pushing
beyond the lack of any legitimate romantic elemamis instead turning the heroes of the
film into serious criminals as opposed to meredsaand liars. Just as the more in-depth

case study of the Western genre in the previougtehdemonstrated, whether one sides

the standard gray uniforms worn by the German amych the infantrymen the platoon fought in
Clermont wore, the tank crews were attired in tlaelbwool jackets worn by Waffen SS tank crews and
the infamous SS lightning bolts and death’s headb®y} are prominently profiled in several shots.ugh
the platoon was not bargaining with German soldi@rsed to into service, but rather dedicated fiasat
whose organization was linked to some of the mostfic war crimes ever documented.

123



with Romanticism or Modernism, there is no doulait ttnodernist forces sought to unseat
their romantic adversaries as the core influenaa@forld War Il genre during the

second half of the post-war period.

Films of the Cold War

Just as the American experience in World Warfluenced the era that followed
its conclusion, the ongoing Cold War between théddinStates and the Soviet Union,
which began directly after the end of the SecondltWyYar, also greatly impacted the art
being produced in Hollywood. However, unlike theNd War Il genre, there is no
easily identifiable Cold War counterpart as sonradiaddressed aspects of the struggle
directly while others utilized the parable methascdssed in the previous section.
Nevertheless, so heavy was the saturation of theé War in American film of the post-
war period that it provides nearly limitless chaige terms of film selection for History
399. For the initial course cycle, the unit on @ad War will be book-ended by two
films, one romantic and the other modernist, teates as examples of the direct Cold
War model, albeit from different points-of-viewn the middle of the sequence is a film
that stands as a Cold War parable that reflectsoimantic persuasion, but also opens a
door to other aspects of post-war American filmthiis case the Science-Fiction genre,
not covered in-depth because of the limitationsmoé.

The initial selection in the Cold War sequenceygd Ludwig’'s 1952 filmBig
Jim McLain tells the story of World War Il veteran turnedestigator for the House Un-
American Activities Committee (HUAC) Jim McLain épled by John Wayne) and his

partner Mal Baxter, a decorated veteran of the &oM/ar, who travel to Hawaii in order
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to investigate a communist ring that has eludedgmotion due to a lack of evidence.
From beginning to end, the film offers a heroic/estic depiction of the attempt to stop
the criminal activities of Soviet supporters in theited States. In a script that Rand
could have easily written, and which reflected &eti-collectivist message tBcreen
Guide for AmericanBig Jim McLaindeveloped around the tightly focused message of
the cost of individual freedom and liberty. Mal@ar comes to understand that point
very well in the opening scene of the film, whi¢tows the Hawaiian conspirators
walking free after hiding behind their Fifth Amendnt rights.

After arriving in Hawaii in their quest to obtamard evidence against the elusive
communist underground, a trip by Jim and Mal todapsizedJSS Arizonawhich held
the remains of Baxter’s brother, reminds the twastigators, and the audience, of the
price that often has to be paid in order to mamfeeedom. With such dramatic images
resonating in the minds of viewers, it becomesrdleat the communists who have been
operating in Hawaii, who have committed insurareed, unlawful labor manipulation
and even murder, represent the immoral forces ltgattvism that, if left unchecked,
stand as a serious threat to the American wayeof With the same romantic bravado he
brought to the heroic characters he portrayedanMorld War 1l and Western genres,
John Wayne presented an abstraction of what aawigihdividual could do to stop what
he, and Rand, viewed as the greatest threat tootitenuation of American freedom.
However, after the murder of Baxter, as well asemidence indicating insurance fraud,
only three members of the Hawaiian communist riregciarged with crimes.

Just as he and Baxter experienced at the begimniting film, McLain watches a

parade of guilty conspirators walk free after reigdo talk based on their Fifth
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Amendment rights. Thus, the film has far less thamdeal ending for McLain, who did
his job the right way only to see a majority of thelty party go free because of rights
guaranteed by the system he has sworn to prokmiertheless, for the purposes of
teaching the conflict between Romanticism and Moden, the film’s lackluster ending
acknowledges, from the romantic perspective, thbtyeof the struggle it faced against
the growing tide of modernist ideas in the post-peniod. As Wayne, whose onscreen
persona epitomized American Romanticism in the Ramskense, observes a detachment
of United States service personnel marching by aft# watching the guilty communists
walk free, the viewer comes to fully realize, iethhave not up to this point, that the film
is a call to action, not just in the cause of aosthmunism, but more generally against the
forces of Modernism that, in the view of Rand atitkos, sought to destroy the
previously entrenched ideals of romantic individsralin America®®

While Big Jim McLainserved as an overt call to action for anti-comrstsnand
romantics, the second installment in the Cold Végugnce, Don Siegel’'s 1955 film,
Invasion of the Body Snatchetgpified the indirect approach to Cold War comimaewn
mentioned above. Set in the fictional town of @aviira, Californianvasion of the
Body Snatchertells the story of town doctor Miles Bennell, whas just returned from a
medical conference to find some strange behaviangnhis patients. After noticing on
his drive into town that all of the local producargds have been closed, Bennell finds
several patients in his office who complain thaiisges and other family members are
not who they claim to be. The claims are madedbasethe fact that the individuals in
guestion seem to function without typical human gam Although Bennell initially

brushes off these incidents, he slowly begins &tize what is happening when he and

328 Bjg Jim McLain DVD, directed by Edward Ludwig (1952; Burbank, OAarner Home Video, 2007).
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his former girlfriend Becky discover a partiallyfoed body at a friend’s house and one
in Becky’s basement. Bennell finds only skepticisna disbelief when reporting these
incidents to local authorities.

The next day, while he and Becky are staying@stime couple’s house, Bennell
finds four bodies in the greenhouse growing fronatndppear to be seed pods. Now
Bennell realizes that these bodies are intendeejpiace him and his three friends. After
failing to get an open phone line to place a loisgadice call, Bennell's friend Teddy and
his wife attempt to leave town by car to get helfaving spent the night locked in his
office, Bennell and Becky watch from the windowhasdreds of townspeople gather to
receive giant seed pods from the local authomigls instructions to distribute them to
near-by towns. It is at this point that Benneltl 8ecky are discovered by a local
psychiatrist, Dr. Kauffman, and Teddy, who wasrcgépted on his way out of town and
has undergone the change.

With Bennell and Becky cornered in the office, Kman and Teddy inform the
two that the pods are of an extraterrestrial natumging come down from space and
landed in a farmer’s field. They also tell thergaw good it is to have the weight of
human emotion gone from their lives. While Kauffmend Teddy leave Bennell and
Becky locked in the office with two seed pods imtieg for them to go to sleep (they
have been awake for nearly two days) and allowrdresformation to take place, the two
manage to escape town and take refuge in an abaddoime. However, while Bennell
goes to investigate the farm outside the mine, whe discovers is a production center

for the seed pods, Becky falls asleep and is taken
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After failing to convince Bennell to join her inliée free of human emotion,
Becky alerts the nearby farmers as to their locatiod they immediately start pursuing
the fleeing Bennell, who manages to make it tohilgaway, where he stumbles
dangerously through oncoming traffic. The scema ttuts to an emergency room where
Bennell has been telling his story to a psychialmisught in to treat him because it is
suspected that that he has gone insane. Howelige, tive psychiatrist and attending
physician retain this belief after Bennell compdeles story, they realize that he is telling
the truth when a man who was severely injuredtiuek accident on the highway is
wheeled through the emergency room and it is meatidhat that he was hauling a load
of strange seed pods. Upon hearing this informatize doctors immediately call the
F.B.l., while the camera cuts to Bennell, who hasaified look of relief on his face as
the film ends’*®

Typically considered a veiled parable as to thegdes of complacency in
confronting the threat of communisinyasion of the Body Snatchdras been accorded
a distinguished place in post-war film history agfection of the social and political
culture of 1950s America. However, when considemnddht of the conflict between
Romanticism and Modernism during the post-war mkribe film can also be appreciated
as an overt call to action by the forces of Ron@stii. As with many of the other films
cited in this study, the image of the heroic indual is at the center of this alternate
interpretation ofnvasion of the Body Snatchers

Unlike Jim McLain, Miles Bennell does not exude tjualities typically

associated with the heroic individual. Before thaos in Santa Mira goes into full

329 |nvasion of the Body SnatcheBVD, directed by Don Siegel (1955; Santa Moni€#; Artisan Home
Entertainment, 2002).

128



swing, Bennell is introduced to the viewer as sohmvof a beaten individual as well as
an underachiever. Although he participates inhilgber intellectual circles of the
medical world, Bennell is content to spin his wiseged a small-town general practitioner
despite the clear fact that he is capable of aahgefar more. Also contributing to
Bennell's non-heroic image is the extent to whioh lbss of his relationship with Becky,
who left him to marry another man, has negativelpacted his life and work. Although
his prospects for another chance with Becky growmihe discovers that she has
returned to Santa Mira after the failure of her mage, Bennell, who is still suffering
from a recent divorce of his own, is clearly brokesm an emotional standpoint.

As the situation with the seed pods quickly depslmto a struggle over the
survival of humanity, Bennell is forced to put astis personal problems and rise to a
level of responsibility so immense that it wouldibeomprehensible to anyone not faced
with its burden. Thus, the metaphysical abstragbieesented to the viewer is that of a
normal individual, not prone to or experienced @ndic behavior, having the fate of
humanity thrown on his shoulders. While Bennelllddhave determined that his
situation was futile and given-in to the emotioslégings or simply tried to flee in a vain
attempt to save himself, he digs deep into his mserve of metaphysical abstractions,
determined to use his knowledge and wits to evagéuce and does everything in his
power to stop the menacing invaders. In the eednBll, in a heroic fashion similar to
that demonstrated by Will Kane High Noon reaches beyond the limits of the possible
as he understands them, and took a stand baséeé amotral landscape created by his
collected metaphysical abstractions. With the aurgiht of Modernism beginning to gain

steady ground in the United States by the mid-1980asion of the Body Snatchers
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stood as a reminder of the potential power of titvidual and the ongoing conflict with
Modernism in which such instances of romantic rsrowere desperately needed.

While Invasion of the Body Snatchetemonstrated the power of the individual to
act heroically in the romantic tradition, the firidein in the Cold War sequence, Stanley
Kubrick’s 1964 Cold War satir@®r. Strangelove or: How | Learned to Stop Worrying
and Love the BomIpresented an extreme example in the oppositetaire The film,
the setting of which is contemporary to the timevimch it was made, chronicles an
international crisis that arises when Air Force &ahJack D. Ripper, who commands a
strategic bomb wing armed with nuclear weaponss gugane and takes advantage of an
emergency plan that allows him to directly ordex planes to attack pre-assigned targets
inside the Soviet Union.

Once the White House and Pentagon become awarkeatthas happened, a
meeting called by the President Merkin Muffley cengs in the war room in order to
figure out how to stop the looming catastropherlyga the meeting it becomes apparent
that Muffley is little more than a weak politiciavho has allowed himself to be
manipulated into establishing insane nuclear cgetigy plans, including the one that
caused the current situation, because of exaggehngisteria created by the military and
members of the civilian media. Opposing Muffleytle meeting is the ranking general
in the United States Air Force, Buck Turgidson, vibncharacterized as an overgrown
adolescent that has bullied the president intoainity excessive nuclear contingency
plans with the promise that no mishaps could octus this clash of timidity and

adolescent bullying that typify the sequences afilm that take place in the war room.
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When the film shuffles back to Burpelson Air FoR&se, where Ripper has
sealed off the base after ordering the wing tccktthe Soviet Union, one of the two
examples of individual heroism in the film is prete in the character of Grp. Cpt.
Lionel Mandrake, a British officer who is serving Ripper’s executive as part of a
NATO officer exchange program. Early on, Mandredalizes that Ripper is insane and
attempts to stop his plan but is unable to gegteeral to divulge the three letter code
that, if transmitted, will recall the bombers. Wihe base under attack by an army unit
ordered to capture him at the order of Muffley, fipcommits suicide rather than face
potential torture. Despite the persistent incorape¢ of Col. Bat Guano, the commander
of the unit that eventually captures the base, isloonvinced that Mandrake is a foreign
“pervert” and responsible for the sabotage, Manel@dersists and is ultimately successful
in deciphering the three letter recall code, wihietthen has to transmit to Muffley via a
public payphone. While the code is used to raballbombers, one plane, which was
originally thought to have been shot down, canroeive the message because of
damage inflicted by Soviet surface-to-air missiles.

The crew of the B-52 bomber commanded by Maj.. TKihg” Kong represents
the second exposition of romantic heroisnbim Strangelove While Kong and his men
have no way of knowing of Ripper’s insanity or tigiculous discussions transpiring at
the Pentagon, they receive the go-code to attasktdrgets and act in a professional
manner to ensure that they complete their misssathey have been trained to do.
Throughout the film, Kong leads his plane past gype&ssible Soviet attempt to destroy
it. Even when it is determined that the planeglee of a loss of fuel due to a missile

explosion, cannot reach either its primary or sdeoytarget, Kong insists on bombing
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the nearest target of opportunity, a decision wieeldls to the destruction of all human
society.

As Kong and his men move toward the nearest tafggbportunity, Muffley
learns from the Soviet ambassador that his govanhhees recently put into operation a
doomsday device that, if triggered by an attaclSoniet soil, will set off enough high
grade nuclear weapons to wipe out human life orettiee planet. While Muffley has
given the Soviet premier the primary and secontingets of Kong’s plane, he has no
way of knowing that Kong has diverted to an altésriarget of opportunity. Thus, when
Kong'’s plane successfully drops its payload thendsaay device is triggered. At the
same moment, the group of officials in the war rdmten to Dr. Strangelove, an ex-Nazi
scientist and Muffley’s lead developer, talk of fassibilities of carrying on human
culture from deep mineshafts as the camera cwtstwies of real nuclear explosions and
the credits rolf*°

Before launching into a romantic critiquelf. Strangelovethe quality of the
film, based on the standards identified by Ran@iha Romantic Manifestmust be
noted. With developed characters, an intriguirad pahd a clear modernist thenis,
Strangelovas one of the most complete works of Modernisn i be considered in
History 399. While the numerous modernist elementke film are too many to detail
within the constraints of the current study, thenmex in whichDr. Strangeloveovertly
attacked and in-turn made a mockery of individoeahantic heroism stands as the work’s
most prominent display of Modernism, which makeanitideal fit as the final selection

for the Cold War sequence.

330Dy, strangelove or: How | Learned to Stop Worryamyd Love the BomIDVD, directed by Stanley
Kubrick (1964; Culver City, CA: Columbia Home Ert@nment, 2001).
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The two examples of individual romantic heroisrattemerge fronbr.
Strangelovethat of Mandrake and Kong, are used to demomestirathe case of the
former, futility, and simple-minded obedience ie thtter. In terms of Mandrake, the
film drives home the message that despite usintsamtelligence and wherewithal to
solve a problem, one has no control over the outcasndemonstrated by Mandrake’s
persistence in obtaining and communicating thellreode only to have a nuclear
holocaust occur despite his efforts. With Kong, thodernist treatment stooped to a
unique level of crudeness. While hardworking crewAir Force personnel found
themselves flying to the precipice of the Sovietddnn defense of the nation, audiences
sat in theatres watching a film that degraded slechcation by characterizing Kong as a
redneck simpleton, whose perseverance in succhssfuhpleting the task for which he
has been trained appears to be little more thaoragm obedience.

The modernist characterizations of both Mandradcekong stand in stark
opposition to the way in which Jim McLain and MilBsnnell were portrayed in the first
two films in the Cold War sequence. On one handndifake can be viewed
comparatively to Bennell in that he does not tylhyoaxude the heroic nature of an
abstraction created by John Wayne over the codns@aoy performances. However,
while Bennell’s perseverance and heroism pays dndg for the human race,
Mandrake’s efforts appear almost meaningless. d\kmilar lines, Kong can be viewed
as a foil to McLain, whose sheer commitment to chelps to preserve the strength of
freedom in the United States as opposed to Kongfardhination, which unknowingly
results in the likely destruction of all human lifen the endDr. Strangelovedriven by a

modernist mantra that overtly emphasized the fytif individual action and heroism, as
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demonstrated in the characterization of Mandrakkkang, illustrates how, by the mid-
1960s, Modernism assumed a commanding presencesitcanterpretations of
America’s ongoing conflict with the Soviet Unionfat that makes the film a logical

choice to end the Cold War sequence.

Youth Issues, Morality and Society

Following the Cold War cycle, History 399 will nesdnsider a disparate
collection of films that deal generally with yousisues, morality and society. While
these films do not form a specific genre, theyalifront the changing social and moral
landscape of American society during the post-Wwht Il period. As documented in
the first chapter of this study, historians sucl\es Petigny have re-examined the
cultural and moral aspects of the post-war eracamgluded that many of the notable
shifts typically identified as products of the 196@ere in fact products of the 1950s.
The first chapter of this study also highlighted thct that Rand, iBcreen Guide for
AmericansandThe Romantic Manifestargued that the rapidly changing social and
moral climate identified by Petigny was the resdila modernist assault on society that
could be understood through the examination oaaeforms of artistic expression.
With the ideas of Petigny and Rand in mind, the tidesues, Morality and Society
cycle will begin with two films, both of which hibeatres in 1955.

The first film chronicles the problem of post-wavenile delinquency in inner
city public high schools. Although the ideas ofd¢onism as applied to education are
clearly presented in this film, a romantic courftance is offered as a viable alternative to

the problem. The second film under consideratidrile filled with modernist
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abstractions of post-war youth culture, providesaroantic alternative to the problem of
alienated youth. As will be demonstrated by theoad two films in this cycle, both of
which appeared much later in the post-war perioel path overwhelmingly followed in
terms of the metaphysical abstractions concernoughyissues, morality and culture
created by Hollywood as the post-war era progressadmed from the second, more
fully modernist film made in 1955. Establishingstibonnection also strengthens the
contention espoused by Rand, and this study, thairdetween Romanticism and
Modernism, spearheaded by the latter, raged thmutghe post-war era with
Modernism triumphing and in full control by 1970.

Leading off the Youth Issues, Morality and Socis¢guence is Richard Brooks’
1955 film about inner-city educatioBlackboard Jungle The film tells the story of
World War 1l combat veteran now college graduatehBrd Dadier, who is in New York
City seeking his first job as a high school Engtishcher. To his joy, Dadier is asked to
join the faculty at North Manual High School, whasession is to provide inner-city
students with trade skills so that they can att@iimful employment upon graduation.
Dadier’s joy soon turns to frustration and angenrsf after the start of the school year
when he finds himself in charge of a group of ppeducated, undisciplined students,
most of whom present behavior problems with thestvbeing gang members and full-
scale juvenile delinquents. Having failed to téke advice of a veteran teacher who told
him to never turn his back on the students, Dadiethe first day of school, nearly has
the back of his skull crushed by a baseball throwian unknown student at point-blank

range.
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Within the English class Dadier is assigned, heldy identifies two students,
Artie West and Gregory Miller, as being two of teaders who the rest of the students
follow. While West, who is of Irish descent, lodksrns with Dadier early on, the new
teacher looks to Miller, who is of African Americdescent, for help in attempting to
steer the rest of the students in the right dioectiHowever, when Miller fails to assist
Dadier with class leadership, Dadier assumes hibeta partner of West in the latter’s
mission to disrupt the class and make his life naiske. As the term progresses, Dadier
becomes more convinced of Miller's guilt when headled to the principal’s office and
is presumed guilty of racial prejudice becauseramamed student lodged a complaint.
Angered after having to defend himself under thespmption of guilt, Dadier escalates a
verbal confrontation with the principal, Mr. Warmgland then confronts Miller, who will
not deny that he made the complaint, which angexdidd to the point at which he nearly
directs a racial slur at Miller.

While Dadier faces numerous problems in the ctessr trouble exists for him
on other fronts as he has to fight a sexually @atedent who attempts to rape a female
teacher, Lois Hammond. Because the student felugh a plate glass window after
being hit by Dadier, the gang led by West targets\Wwhen he leaves a local bar with
fellow first-year teacher Joshua Edwards, whoss al World War Il combat veteran. As
the two men take a short-cut though an alley, Hreyaccosted by West and his gang,
who beat them severely and escape before the @olise. When Dadier returns home
to his wife Anne, who is expecting their first ahishe is so horrified by his bruised and
swollen face that she refuses to allow him to retarwork at North Manual. With a few

days off to recover from his injuries, Dadier spetiche at the high school in which one
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of his former professors is now the principal. Avieom the problems of the inner-city,
Dadier is amazed as he strolls through classrooméich students recite Latin and
eagerly conduct chemistry experiments. Althoudbrefl the choice to teach at this
school, Dadier decides instead to return to hisapoHorth Manual, announcing to Anne,
“I've been beaten up, but I'm not beaten.”

As Dadier is able to claw his way through the $glinester, his friend Joshua
Edwards is not so lucky. In an effort to increa@lent interest in mathematics,
Edwards brings his irreplaceable collection of age jazz records to school in order to
demonstrate how patterns in music can be understpagplying mathematical
concepts. During a class break, the delinquenDantier’s class, led by West, enter
Edwards’ classroom and systematically destroydasnd collection. This event prompts
Edwards to leave his job at North Manual a sadd®idated man.

With Dadier making some progress with a core grolugtudents, including
Miller, West pushes harder to get rid of him. Ualm to Dadier, Anne regularly
receives anonymous phone calls and letters front Wasing that her husband is
having an affair with Lois Hammond, the teacherdszued from being raped earlier in
the year. While Dadier is busy working extra hoamghe North Manual Christmas
pageant, Anne keeps the anxiety caused by thessagesshidden, which eventually
causes her to go into labor prematurely and néasky the baby. When Dadier discovers
what caused the situation, he determines to quitiNdanual for good. However, Anne
talks him out of this decision by pointing out tishe overreacted to messages that were

obviously untrue and that he is doing good thirggsiany young men.
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When Dadier returns to school, the tension withst\ad his gang of hoodlums
increases greatly, leading to a final showdown Imctv West refuses to go to the
principal’s office after making light of the fadtdt he is cheating on a test. The situation
comes to a head when West pulls a knife on Dadiéragtempts to get the entire class to
attack him. While West is only supported by higes€heutenant Belazi, Dadier is still
forced to fight him. Although West is able to @adier’'s hand, he is quickly disarmed
and slammed into the blackboard. When Belzai giterto pick-up the knife and attack
Dadier while he has his back turned, another studdes the American flag out of its
stand and uses it as a spear, stabbing Belzagishbulder thus making him drop the
knife. With the crisis defused, Dadier tells tkstrof the students, “There is no place for
these two in your classroom.” With Miller acting their spokesman, the students
support Dadier in removing West and Belazi fromdfzssroom. In the final scene of
the film, Miller walks out of the school with Dadiand the two disclose to each other
their intentions not to quit North Manual. Therficloses with teacher and student
parting ways as Bill Haley’s smash hit, “Rock Arauhe Clock,” plays in the
background?*

Despite the fact that it is easy to get distrattgthe sensational portrayal of
juvenile delinquency iBlackboard Junglethe reality of the film is that it represented a
romantic response to the growing influence of Maden in post-war America. On bold
display throughout the film is the modernist apgioto education, which centered on an
egalitarian philosophy of “understanding and flexify]” associated with the ideas of

Dr. Benjamin Spock that, as Alan Petigny noted abee entrenched in American society

31 BJackboard JungleDVD, directed by Richard Brooks (1955; Burbanl4:®Varner Home Video,
2005).
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by the early 1950s. The principal of North Mant, Warnecke, serves as the
metaphysical abstraction of Spock’s ideas in action

At the beginning of the film, as Dadier is naviggtthrough his job interview,
Warnecke responds to a question about the diseipliablem at the school by declaring,
“There is no discipline problem.” Warnecke’s clasrmquickly proven untrue after
Dadier’s first day in the classroom. Later, as iBadtruggles to make ground in light of
the problems caused by West and his gang, Warrauakd@y confronts him and assumes
his guilt in committing racial prejudice, havingéan all of his information from a
confidential report made by West, a known delinqud gang leader. In both of these
instances, Warnecke represents the problems criegtib@ progressive brand of
education advocated by those under the influendéaofernism.

Despite the fact that an enormous problem existéerms of discipline at North
Manual, the executive leader of the school refuseatknowledge the problem, which
prevented the development of a real solution astkad left teachers such as Dadier with
no choice but to fight for their own safety agaiashob of hoodlums. In terms of the
racial complaint launched by West, Warnecke, wifioses to acknowledge the discipline
problem at North Manual, proves more than willingérve as judge and jury against
Dadier, waiting until the end of his accusatorytr@mnask for his side of the story. While
Warnecke sounds noble in his speech to Dadier amonogithat all students at North
Manual would get a fair chance and an equal edutatie remains silent on the violent
tension Dadier faces every day at the hands of tgaugrs such as West.

With no chance of any real support from the adstiation, Dadier is forced to

rely on his own individual strength to survive airth Manual. In this sense, Dadier
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becomes a romantic hero because of his abilitjumph as a teacher. While Joshua
Edwards represents the ability of Modernism to clgvand spit out the individual,
Dadier stands up to West on his own, neutralizesdnd demonstrates to the rest of the
class why West did not belong with them. AlthouRgdier’s actions seem reasonable as
he negotiates the abstractions that make up thehpgobehavior stands against modernist
ideas such as those espoused by Spock, who wowdddaizocated that students such as
West should be dealt with in a manner that didhust their psychological well-being.
In the end, Dadier demonstrates that, through iddat courage and resilience, students
can be taught in a dignified, disciplined classraamd that, despite the pronouncements
of modernists such as Spock, students could demad@shrough their own behavior that
they do not deserve to be in a classroom with stisdeho want to learn.

While Blackboard Junglelemonstrates the potential impact of individuabism
in terms of how it could serve as a positive alasitba for potentially wayward youth, a
film of equal popularity that appeared the same ydecholas Ray'RRebel Without A
Cause provided a counter message in that it showcabkes @an easily happen to youth
who are denied positive metaphysical abstractiodsaze left to their own devices in
terms of fashioning a moral compass. The filnsttie story of Jim Stark, who has
recently moved to a suburb of Los Angeles withdaeents and grandmother after
experiencing trouble in school in the unnamed ténem which the family moved. In
the film’s opening sequence, Jim is taken intoadgtfor public intoxication after he is
found lying in a gutter in a drunken stupor. Therse then moves into the police station
where Jim briefly encounters a girl named Judyagdung man named Plato, both of

whom become important characters as the film pgsgr® Jim is then greeted by a
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police detective and his parents. During thisraatgon, it becomes clear that Jim’s
parents, although part of the upper middle clagspeore concerned with themselves
than with Jim’s well-being and are more perturbgdhe embarrassment of having to
come to the police station than the problem thapkepushing Jim to act out. After
detective Fremick talks Jim down in private, theniflg returns home in preparation for
Jim’s first day at his new high school.

When leaving for his first day at the new highaalh Jim runs into Judy, who
lives on the same street. In attempting to makeesation with Judy, Jim offhandedly
asks if she lives on the street to which she arswWeérho lives?” At this point, a car full
of teenagers, led by local hoodlum Buzz Gunderatio, is also Judy’s boyfriend, drives
up and Judy gets in, leaving Jim, who she desctb8sizz as “a new disease.” Jim then
gets into his own car and drives to school. L#tat afternoon, Jim joins his class on a
field trip to the local planetarium where they watcpresentation on how the earth will
eventually be destroyed. After viewing a simulatad what that destruction would look
like, the lecturer leading the presentation ndtésn, existing alone, seems himself an
episode of little consequence.”

At the conclusion of the lecture, Buzz, who h&®tea disliking to Jim, orders his
henchmen to block all of the exits to force Jinoiatconfrontation. With the help of
Plato, Jim makes to his car only to find Buzz, Jadg the entire gang sitting on the
vehicle. After slashing one of Jim’s tires andinglhim a chicken, Buzz and Jim
confront each other in a knife fight in which Jisnable to get the upper hand. Instead of
hurting Buzz, Jim suggests that an alternative ottt settling the dispute should be

chosen. This suggestion leads Buzz to challemgeala “chickie run” that night.
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Although he does not know what a “chickie run”Jsn agrees to meet Buzz and
the gang at a nearby bluff later that night. Waairabout whether or not he is doing the
right thing by agreeing to face Buzz in the “chekun,” Jim attempts to solicit advice
from his father, who he finds in the hallway piakiap a spilled dinner tray and wearing
a woman’s apron. After asking his father about l@owan should confront “a matter of
honor,” Jim is greeted with the suggestions thathlst “consider the pros and cons,”
and that he cannot “just make a snap decision€lifig more confused and frustrated
than he did before talking with his father, Jimssaat to find his own answer to the
guestion, “What can you do when you have to be m?ha

Upon arriving at the bluff, Jim discovers whatchitkie run” is when Buzz
instructs him that they will drive two stolen caide by side toward the bluff and that the
first person to bail-out of their car is the chiokéwith Judy appointed the official starter
of the event, Jim and Buzz motor toward the blt.the last possible moment Jim
jumps from his car before it plummets to the bottafithe cliff. However, when Buzz
attempts to exit his car at the same time, hezeslihat his jacket is caught on the door
handle and he is unable to free it before he guestbe cliff with the car. While
everyone disperses from the scene before the pmiites, the incident sets off a series of
violent confrontations later that night when somenmbers of Buzz’s gang see Jim going
into the police station and mistakenly believe thais going to turn them all in for what
happened earlier. After forcibly stealing Platatdress book, the gang begins stalking
Jim, who has taken refuge with Judy in an abandomausion that Plato had pointed out
at the planetarium that afternoon. When Platazeslthat Jim is not home, he knows

that he has gone to the mansion and drives higesctiere to be with his friend.
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With the arrival of Plato, Jim and Judy go throwagstrange sequence in which
they pretend to be a young married couple withcPdata real estate agent who is
showing them the house as perspective buyers. \Rlado falls asleep after the tour,

Jim and Judy take a walk through the house andteansettle in another room where
they discuss their feelings for each other, at Wwipigint Judy asks Jim, “Is this what it is
like to love somebody?” After Jim answers the goesin the affirmative, Judy declares
her love for Jim. This romantic interlude spoilsem the gang breaks into the house,
chases Plato and then comes after Jim and Judyt dhgang does not know is that
Plato is carrying a pistol that he stole from histher. As the gang chases him he shoots
one person before the police, who have been aletde disturbance, chase him into the
nearby planetarium. Jim and Judy, who feel gddtyleaving Plato alone and do not
want to see him killed, run past the police bloek#mlenter the planetarium in an effort

to get him to come out.

Jim’s parents, who are at the scene because #weyldeen riding with detective
Fremick searching for Jim, recognize him as he miwsthe planetarium with Judy.

Once inside the building, Jim is able to convintdto leave with him and Judy. Jim is
able to secretly unload the pistol when he condriRlato to let him look at it. When the
trio starts to move through the door, Plato becoapgsehensive when he sees the police
cars and people he does not recognize. In a éhgiety, Plato breaks away from Jim
and Judy and brandishes the gun, which draws the@fiithe police officers who fatally
shoot Plato as Jim unsuccessfully attempts to camoate that he unloaded the gun.

After Plato’s body is removed, Jim stands alongsiddather, who gives an indication
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that he will work to be a better guide for Jim. the group departs the scene of the
shooting, Jim formally introduces Judy to his p&s&ff

While the conclusion dRebel Without A Causaiggests that a somewhat brighter
future may be on the horizon for Jim and Judy,aerall tone of the film is far more
negative than that of its counterpart in this cyBlackboard Jungle In that
metaphysical abstraction, Richard Dadier reaché@amiimself and in the end proves
successful in providing a positive example for augr of teenage boys, many of whom
are on the borderline of becoming juvenile delingae While characters such as West
and Belzai symbolize that not everyone can be steet going down the wrong path, a
classroom of students now have a positive infludrana which they can recalibrate their
moral compass. WitRebel Without A Causthe viewer is presented with an
abstraction, via the character of Jim’s fathenvbat happens when there is no strong
moral presence such as Dadier to provide guidance.

Jim Stark stands as the epitome of the listles$hyon this case set adrift by the
influence of Modernism in the post-war era. Indtehaving someone with the strength
of Dadier to lean on, Jim has only his father, whiittle more than an emasculated
buffoon. While one cannot make the argument timasJoarents patterned their
parenting style based on the writings of Dr. Spadlekir policy of hands-off parenting
and Jim’s father’s inability to answer questionsattbeing a man reflect the movement
toward liberalized parenting described by Petignfhe Permissive SocietyVhen in
the mansion with Jim and Judy, Plato’s memories ‘fead shrinker,” who “made me

remember,” point to the pervasive presence of muslgpsychology in the post-war era

332 Rebel Without A Caus®VD, directed by Nicholas Ray (1955; Burbank, G¥arner Home Video,
2005).
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identified in Petigny’s study®> Judy, who makes statements such as “Who lives|”
has no understanding of human love, reflects thetieess and negativity of post-war
Modernism as described by Randrine Romantic Manifesf5* In a general sense,
Rand’s indictments that Modernism ushered in anadrfdaluing” and the promotion of
the individual human spifit> are reflected in the planetarium sequence in waikbf the
juniors and seniors are calmly told that humanksdh the end, “an episode of little
consequence>®

When considered as part of the larger thematitatiton promoted biRebel
Without A Causeit is of little surprise that post-war teenagaush as Jim and Judy, who
are not representative of the typical juvenilerglients of the time (as are West and
Belazi) receive a push toward that type of behagtigr to the lack of positive individual
influence as demonstrated by Jim’s experience aoré generally by the modernist
influence on the inconsequential nature of manisterce. It is certainly not a stretch to
suggest that when confused teenagers are remintledegularity as to the relative
unimportance of humanity that many will turn awaynh any type of activity or social
behavior that promotes the importance of any humstitution or moral concept. This
point is brought forth ilRebel Without A Causghen Jim is scolded on his first day of
school for walking on the school seal by a cleahupperclassman wearing a letterman’s
sweater, while Buzz and his group of non-conforsligtighingly wait to harass the “new
disease®’ In the end, the character of Jim Stark, who mastgate the world of

conformity, non-conformity and human institutioadi,the while attempting to

333 Rebel Without A Cause
334 Rebel Without A Cause.
3% Rand Manifestoyii.
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understand his position as a man without any gael@an positive metaphysical
abstractions, marks a disturbing trend toward eyreater social alienation that is
reflected in the second pairing of films selectedthis sequence, both of which appeared
during the last years of the post-war era.

Directed by Dennis Hopper, who also starred asobtiee main characters, Billy,
Easy Ridel(1969) tells the story of two outcast bikers whoessfully make a major
score by transporting a large amount of cocainetim¢ United States from Mexico and
then selling it for a major profit in Los AngeleBree from the need of money to sustain
their daily lives, Billy and his partner Wyatt enmmkan a cross-country motorcycle trip
with the goal of reaching New Orleans in time foadi Gras. From this point, the trip
becomes a series of drug influenced episodes iohathie pair stop at a ranch to fix
Wyatt's bike, at a hippie commune to rest and difi@ hitchhiker they picked-up on a
road and at a jail where they are confined ovetradfier being arrested for parading
without a license. While in jail the pair meetso@ge Hanson, a drunk who is also a
successful attorney affiliated with the AmericawiCliiberties Union. After the three
men are released from jail, George tags along ast/end Billy travel further into the
deep South. In a small town in Louisiana, the staps for lunch at a roadside café,
where they are ridiculed by three rednecks sititing nearby booth and are ultimately
refused service. Later, after stopping to camphernight, the trio is attacked by a gang
led by the men who heckled them in the restaurdiile Wyatt and Billy escape after
being badly beaten, George dies as a result ohjuises.

Having no choice but to leave George’s body behidgatt and Billy travel on to

New Orleans where they splurge on a fancy dinndrth@n pay a visit to an exclusive
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brothel for which George had given them a calliagdc After selecting two female
companions, Wyatt and Billy take the girls out ithe street where Mardi Gras is in full
swing. lItis at this point that the pair decidesltop LSD tablets given to them by the
hitchhiker they took to the commune. Giving thfeimale companions equal doses, the
two couples go on an extended LSD trip that culteisavith an orgy in a cemetery.
Once the LSD wears off and the girls are returoethé brothel, Wyatt and Billy leave
New Orleans for an unknown destination in Floriddat night, Wyatt, in a marijuana
induced state, mysteriously announces to Billy, “N&w it.” The next morning, as the
two ride down a rural road they are confrontedvay tednecks in a pick-up truck, who,
attempting to scare Wyatt and Billy, accidentatpat Billy off his motorcycle with a
shotgun. Worried that Wyatt will escape and revdazt happened, the two rednecks
turn around and drive straight toward Wyatt whepseding down the road to get help.
When Wyatt is in range, he is shot at point-blaamkge with the shotgun. The camera
pulls away and the credits role as Wyatt's motolegtoots off the road in flamé¥.
Released in 1969 at the pinnacle of the anti-\éetiWar counter-culture
movementEasy Riderepresented the perfect storm of Modernism thatREevoted a
great deal of her time during the post-war erangtteng to combat. Before exploring
some specific examples Basy Ridefas a reflection of the full-scale Modernism of the
late post-war period, a brief restatement of Rakdisideas about art in general is
necessary in order to ensure the accuracy of thlgsas that follows. In addressing the
medium of films as an art form, Rand noted, “lthe story that provides an abstract

meaning which the film concretize¥*® In moving to the key elements of literature,
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339 Rand,Manifestq 65.

147



which Rand acknowledged could be applied to filhe wrote of their importance, “If a
novel [or film] has no discernible theme—it is alb@vel [or film].”**° Rand felt that
theme went hand in hand with plot, which she refto as “the pursuit of some
purpose.?*! As Rand concluded, “Only men striving to achieveurpose can move
through a meaningful series of events. . . . pwef@ssness is contrary to man’s
nature.®#

At the practical level of artistic creation, iniBs estimation, stood the
abstractions or characters who reflect the thenteegsmake their way through the plot
structure. However, in order to communicate th&ralst meaning of a work of literature
or a film, the individual engaging with the work tist know why the characters did the
things they did.*** While all of Rand’s ideas cited above receivedraton in the first
chapter of this study, the unique natur&aby Rideras a product of late post-war
Modernism stands so far outside the realm of tygoat-war Hollywood films of any
philosophical stripe that this restatement of Randéas about film and the elements of
literature will assist in illustrating the true neg of that gap as the analysis of the film
moves forward.

In consideringzasy Rideias a form of art in the Randian sense, the dtflag
that appears is the episodic nature of the filmictviquickly leads to the realization that
there is no real plot structure. Furthermore, &Bkorge Hanson, a minor character,
offers drug induced comments about “individual ffe®” and how “it’s real hard to be

free when you are bought and sold in the marketyjlabere is no identifiable attempt at
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“integration” of this theme into the stof{’ The same can be said of Wyatt's statement
on the night before his death, “We blewt> There never is any explanation or
elaboration on what any of these statements ma#hough Wyatt goes to sleep
decrying how he and Billy failed in something, th® bound along the road the next day
just as they did throughout, only to meet their teenas the victims of the whims of two
bigoted hillbillies. Even the one general goalcenl by Wyatt and Billy at the beginning
of the film, to get to New Orleans for Mardi Graannot be associated with the elements
of plot or theme as upon their arrival they havendr, become intoxicated, solicit two
prostitutes, participate in an LSD driven orgy iceametery and leave the city the next
day to meet their appointment with death, theiodetn New Orleans having been just
another drug laden adventure in the film’s disjthhature. For all of these actions,
Wyatt and Billy became folk heroes to a large mbé&merican youth who, in Rand’s
view, had been completely skewed by the influerfddadernism as the post-war period
reached its end.

When placingeasy Rideralongside the basic elements of literature amal fil
articulated by Rand, the film’s lack of substannd &ue artistic merit becomes apparent.
In addition to the lack of larger components suslplat and theme, the more functional
element of characterization is also missing. Tiegver does not know who Wyatt and
Billy are, where they come from, how they got toendthey are when the film starts or
why they do what they do. Unlike a modernist fdoch adr. Strangelovewhich
contains a much higher level of characterizatioweal as a theme that is reflected in the

actions of the characteSasy Ridempossesses only the element of style, which is

344 Easy Rider
3> Easy Rider

149



showcased by the film’s exceptional cinematogragriy choice of soundtrack.
However, as Rand observed, “Style . . . is onlyeamns to an end—the means of telling a
story. The writer who develops a beautiful stydet has nothing to say, represents a kind
of arrested esthetic developmefit” With its disjointed, episodic nature and emphasis
on visual and musical elemenEsasy Rideffits into the category of what Rand termed
“mood studies*’ Declaring that works of this nature were notantf“art-forms,” Rand
argued that modernist experiments lk&sy Ridefreduce man’s consciousness to the
level of sensations, with no capacity to integtagm.”**® When coupled with the central
role drugs play in the film, the sensory drivenugatges that come together to fogasy
Riderreflect what Rand believed was a “war againstaeAsvhich promoted “the
disintegration of man’s conceptual faculf§}® As for the presence of any type of
individual hero in the romantic tradition, what exgpes from the inchoate morassk#sy
Rideris “an abstraction of man’s worst and lowest pti&dity.” **° While modernist
films such a®Pr. Strangelovepresent images of heroism that are then ridicateti
satirized Easy Ridedispenses with heroism entirely.

While Easy Riderepresents an experiment in Modernism that lathedey
elements of artistic literature and film descritigdRand, Peter Bogdanovich’'s 1971
film, The Last Picture Shaqwepresents the pinnacle of modernist artistyhepost-war
era. Although Bogdanovich had no major films te tiedit when he brougihe Last
Picture Showto the screen, he was a sometime film journahstlastorian who

treasured the earlier cinematic achievements etthbrs Orson Welles, John Ford and
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Howard Hawks. While the theme ©Bhe Last Picture Show thoroughly modernist,
Bogdanovich channeled the elements of plot, charnaetion and style that he admired
in earlier romantic and modernist films into anstit statement/metaphysical abstraction
that Rand, although she would have likely disappdoef the film’s philosophical bent,
could only have labeled it a complete work of a$dxd on her own standards.

Set over the course of a year from November 163ovember 1952 in the
fictional small-town of Anarene, Texas, and shadblisck and whiteThe Last Picture
Showchronicles a year in the lives of high school semDuane Jackson and Sonny
Crawford, best friends who share a room in a bogrtiouse because of issues they face
in single-parent homes and who also play togethehe varsity football and basketball
teams. When the film opens, Duane is in a serigetsumultuous relationship with Jacy
Farrow, whose parents are the wealthiest citize#sarene, while Sonny is in a dead-
end relationship with Charlene Duggs, who viewsrfyaas a safe bet for marriage.
Tired of being in a relationship with someone heslnot love, Sonny leaves Charlene
and has no prospects for a new relationship uigtibhysical education teacher, who is
also the football and basketball coach, asks Semdy him a favor by driving his wife
Ruth to a doctor’'s appointment in the middle of dag. After returning from the
appointment, Ruth is very emotional, does not waite left alone and clearly takes a
liking to Sonny. This situation quickly developda a sexual affair during which it is
inferred that Ruth’s husband is a closet homosexual

While Sonny and Ruth enjoy a taboo but extrematisfying affair, Duane’s
relationship with Jacy begins to crumble as shpughed by her mother to look beyond

the small confines of Anarene instead of squanddrar future. Jacy’s mother also
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encourages her to have a full sexual encounteriutme so that she will understand
that there are more important things in life. H@vcome to the realization, with the help
of her mother, that she has no real future withri2ydacy begins a prolonged process of
ending the relationship, which begins at the tovnigEmas party in which she enrages
Duane by sexually exciting him and then falseliirtglhim that her mother has insisted
that she go with Lester Marlow to an indoor poattpan Wichita Falls hosted by Bobby
Sheen, who is also from a wealthy family. WheryJacives at the party, everyone is
swimming nude and she must remove her clothes wstaleding on the diving board as
part of an initiation ritual.

Although Jacy becomes enamored with Bobby, he milkiear to her that he
would only be interested in a liason if she haders@xual experience. Bobby’'s
suggestion prompts Jacy to take her mother’s adindemake a spectacle of sleeping
with Duane so that Bobby will take a real inteliegher. After two encounters in a local
motel with a group of friends waiting in the parilot, Jacy loses her virginity to Duane.
Having gotten what she wants, Jacy then casuatlg Ber relationship with Duane via a
phone call, but is distraught when she learnsBloiby has married his current girlfriend
Annie-Annie Martin. After Duane decides to leage/h in the wake of Jacy’s decision
to end their relationship, she sets her sightsamm$ when she learns that he is having an
affair with the much older Ruth.

Lured by the promise of a sexual liaison with teenous Jacy, Sonny abruptly
stops his visits to Ruth to devote all of his tiamal attention to Jacy. While Sonny
believes that Jacy really cares about him, it bexoatear that she is simply playing

another psychological game on her latest beaypoBerful is Jacy’s grip on Sonny that
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he aggressively asserts his commitment to hecconaersation with Duane, who is
visiting town for a few days and is still angry otke way Jacy treated him. When
Sonny confesses that he and Jacy are on the vebgeaming sexually active, Duane’s
anger turns to rage and he smashes a beer botite @ide of Sonny’s face, destroying
his left eye, and then beats him severely. Akeowvering from his injuries, Jacy
manipulates Sonny into eloping, but she leavesngehinote knowing that her parents
will be in hot pursuit and that the marriage wdl &nnulled. Jacy’s plan works perfectly
as Sonny’s car is intercepted by an Oklahoma Highiatrol car, which escorts the
couple back to the state line where the Texas HaghRatrol and Jacy’s parents are
waiting.

As Sonny finds himself alone after becoming thedavictim of Jacy’s
heartbreaking sting, he is alone and drifting withihe guidance of his mentor and
father-figure, Sam the Lion. A throwback to anlieaera, Sam owns the café, pool hall,
and movie theatre in Anarene. Widowed and witliamaily, Sam is the guardian of a
mentally handicapped teenager named Billy and stasdhe only positive influence in
Sonny’s life. However, for a good portion of thienf Sonny is estranged from Sam
because of an incident involving Billy that is pptated by Duane.

After being jilted by Jacy at the town Christmastp, Duane convinces a group
of local teens that it would be entertaining taehine town prostitute, an unsavory
waitress at the local drive-in named Jimmie Sudatee sex with Billy. Although Sonny
attempts to intervene, he is overruled by Duan@sencharismatic influence and is
forced to watch as Billy is forced into a sexuat@mter with Jimmie Sue in the back

seat of a car. After loudly ridiculing Billy forad knowing what to do, Jimmie Sue slaps
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Billy across the face and bloodies his nose whepramaturely ejaculates on her. When
the group drives Billy back to the pool hall thee atopped by Sam and questioned about
Billy’s bloody nose. While Duane hides in the aather unapologetic members of the
group tell Sam about the incident to which he resisdoy banning them from all of his
establishments. Although Sonny is able to recengith Sam, his mentor suffers a
massive stroke shortly thereafter leaving Sonnhavit the one positive influence in his
life. On their last outing together, a day of frghat a reservoir outside of town, Sam
waxes nostalgic about “old times” when telling Spabout how much the area around
Anarene has changed in the four decades sincenhe tteere as a younger man.

With Sam'’s death and the marriage debacle fredhiomind, Sonny attends a
high school football game and realizes that, algifioloe and Duane were two of the major
players on the team the year before (though tha tesad not been successful), all of the
locals have nearly forgotten them in favor of thierent team, which has a winning
record. When Sonny learns from someone at the gaat®uane, who has joined the
army since his fight with Sonny, is home on leagéole shipping out to Korea, he goes
to see his best friend at his mother’s house irekdpat they can reconcile. Sonny
invites Duane to go to the movie theatre as the aomwho has been running it since
Sam’s death is having to close it down becausdatlaof business, thus that evening’s
feature will be “the last picture show.”

After watching Howard Hawk’s 1949 WestdRed River Sonny and Duane drive
to nearby Wichita Falls to drink beer before Duar®is leaves in the morning. Having
seen Duane off, Sonny returns to the pool hallcivi8am willed to him and is now his

major occupation. While lighting the gas heatside the pool hall, Sonny hears a
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commotion outside and runs into the street to fivad Billy, who he now cares for, has
been hit by a truck, whose driver did not see hianding in the road because of a dust
storm. As the by-standers, including the locaki$hespeak disparagingly of Billy,

calling him simple-minded and stupid, Sonny, whousrcome by an enormous wave of
emotion, picks up Billy’s body and moves it outtleé road, covering it with his letter
jacket, and then speeds off in his truck.

Travelling at a high rate of speed and well ouiogin, Sonny suddenly turns
around and heads to Ruth’s house. Having notlseeim months, Sonny discovers that
Ruth has become fully immersed in the depressedtherepausal state that his presence
in her life had previously kept at bay. Still iartbath robe in the middle of the day, Ruth
makes Sonny a cup of coffee, but the anger thatjttagn inside her over the past
months boils to the surface and she hurls the eqfte into the kitchen wall and tells
Sonny that she is sure that he had left Billy alonenany occasions when he was out
with Jacy. However, when Ruth looks at a desti&dany, who she realizes is lost in
life, she sits down at the table and tells himtoaworry about anything as she takes his
hand. The scene then cuts to the deserted, wowlAbinain street of Anarene. Panning
down the thoroughfare, the camera stops at SanyalRdeatre and then fades into a
picture cast with Hank Williams’ “Why Don’t You L&/Me” playing in the
background>*

When examinin@he Last Picture Showithin the context of the conflict between
Romanticism and Modernism it is important thatfilra’s role as a parable be

considered. The film is unique in that Bogdanowsked the time of transition into the

#1The Last Picture ShqWVD, directed by Peter Bogdanovich (1971; Cul@iy, CA: Columbia Home
Video, 1999).
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post-war period to make a statement about the ermiqearly twenty years later. While
it is easy to only focus on the actual time in vhilce film takes place, its philosophical
message is not specific to any one part of thewastera. Rather, the social and cultural
trends reflected imhe Last Picture Shoare more general to the larger post-war period
as described by Alan PetignyTime Permissive Society

In terms of psychology and the “permissive” natofr@ost-war sexuality outlined
by Petigny, the character of Ruth presents thedasnple when examininbhe Last
Picture Showbecause she interacts within both of these anddsle no scenes involving
a psychological/psychiatric session appear inithe it is known that Ruth goes
regularly to Wichita Falls to receive some typerantal health treatment for the
depression brought about by her quickly expiringjdgical clock and her confinement in
a relationship with a closet homosexual who dogesare about her. While the post-war
world of psychology/psychiatry does not seem t@ I&lth, which is demonstrated by
the fact that she returns from the appointmengsnmore depressed state than when she
left, a sexual dalliance with a seventeen yeabolgproves effective in temporarily
solving her problems until he is drawn away byltire of a younger, more attractive
potential sexual partner. Thus, by the end ofithe Ruth’s decision to partake in the
freewheeling nature of the relaxed sexual standfiatshave overtaken Anarene leaves
her emotional constitution in the hands of a Isgleeenager whose actions are driven
solely by whim, which leads her an emotional stagt is more devastating because
someone has shown interest in her sexually, butrdgdily casts her aside for the favors

of another.
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While Ruth willingly ventured into the world of seality in an attempt to solve
her problems, Jacy, who is devious but not sexymthyniscuous at the beginning of the
film, is pushed by her mother into using sexuaoburse as a means of getting what she
wants. In pursuing her mother’s advice, Jacy fusts Duane into a sexual encounter,
but when she realizes that he is just as inexpegtkas she is, Jacy turns to her mother’s
lover, Abilene, for a real sexual experience. Thagy, an eighteen year old girl, is
introduced to sex on a billiard table by her mathélicit beau. Up to this point, Jacy’s
experiences in the sexual realm can be attributeldet general trend of “liberalized
sexual behavior” that, in Petigny’s view, trendguavard throughout the entire course of
the post-war periot?? However, the nude pool party she attends at B&isen’s
house, which closely resembles the iconic nudeilgdtenes associated with the hippy
movement of the later post-war years and endeg@gém gexual encounters for many of
the participants, reflected the “less inhibited lpubttitudes toward sex” that typified the
end of the post-war era’

As Petigny contrasted the proliferation of inceshsexual behavior with the
growth of popular, but less socially stringent ttein American religion] he Last
Picture Showreflected this modernist impact on faith by congledismissing religion
as a meaningful factor in the lives of the mainrabters. During the conversation in
which Jacy’s mother encourages her daughter to $exielacy is scared by the idea and
guestions her mother as to whether pre-maritalsaxsin, a notion that her mother
dismisses as nonsense. While Jacy’s religiousezae@bout sex are dismissed, the face

of religion in Anarene is characterized by Joe Btdnton, the son of the local minister
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and a classmate of Duane and Sonny. Throughotilrithdoe Bob is depicted as a
religious freak, whose in-class declarations ableatding a good Christian life” appear
strange and out of place. Near the end of the filme Bob attempts to kidnap and molest
a young girl but is apprehended on the road leadinigf town having not been able to
go through with the act. As Joe Bob is taken aiwvdie sheriff’'s car, with his father
loudly pronouncing that he is in the lord’s hantigs clear that the state of faith in
Anarene has been completely discredited and mdizgdaas a cultural force.

Moving away from the issues associated with Pgtgganalysis of the impact of
Modernism on post-war society and back into thereration of the conflict between
Modernism and Romanticism as documented by Raedssue of individual romantic
heroism must be considered in terms of its presen€he Last Picture ShawThrough
the character of Sam the Lion, the film refleces ¢hhadual decay of romantic heroism in
the post-war period. Just as Romanticism fouredfiesigaged in a war of attrition with
the forces of Modernism as the post-war era pregeisSam found himself fighting
against the ever-increasing social and culturatatigion of the town he helped to build
over the past four decades.

Although aged and approaching the end of his 8 represents, in the midst of
a community that has lost its sense of right anohgy an abstraction of the better side of
humanity. While Sam is not a dynamic hero whmigéd to rise above his own pre-
conceived ability in order to achieve something&ottdinary, he demonstrates his
heroism quietly through his actions. His care tifyBvhen no one else would look after

him and his aggressive confrontation of the deptayreup of boys responsible for
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Billy’s sexual encounter with Jimmie Sue pointsSam’s inner strength and moral
character. However, by the early 1950s, time ayedheve caught up to Sam.

Although still formidable, Sam’s presence and rmerample is not enough to
stop the changes occurring in Anarene. Even wattn$, who respects and admires
Sam, there is little if anything he can do to hé unguided youth. Despite the fact that
Sam leaves his pool hall to Sonny with the idea leawill carry on what Sam started, it
is clear that Sonny does not have the emotionahgth or presence to fill Sam’s shoes.
Sonny himself is aware of this fact, which is proenitly displayed in the film when the
caravan of cars traveling out of town to the Anareiigh School senior picnic passes the
reservoir where Sam loved to fish and had takem$and Billy just before he died. As
Duane and some other students in one of the camsngaged in trivial conversation,
Sonny looks out the window with tears streaming dws face. While part of this
emotion is certainly driven by the fact that Sommgses Sam, one must also consider
that at this point in the film Sonny'’s life is baging to fall apart and he knows enough to
know that he does not have the moral and emotion# or the commanding presence
that made Sam successful.

As the film ends with Sonny sitting at Ruth’s kiem table, emotional to the point
at which he cannot speak, it becomes clear thatekais unlikely to ever see the likes
of Sam the Lion again. Unlike a film suchBlackboard Junglein which the forces of
Modernism are present but it is clear that the mtradero, Richard Dadier, will be there
to fight the negative by-products of those fore¢ksre is no Dadier in Anarene to carry

on the fight in Sam’s absence. It is this lackope for the future and the complete
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triumph of cultural depravity that plac&be Last Picture Shofrmly in the modernist
camp based on Rand’s observation$he Romantic Manifesto

In the endThe Last Picture Shqwinlike Easy Riderstands as a complete work
of Modernism in terms of the elements of plot, tieesnd characterization outlined by
Rand inThe Romantic ManifestaBy the end of the film, the viewer is aware o t
film’s theme, which centers on the negative soamal cultural changes that occur as
Anarene goes deeper into the post-war period. tA¢me is reinforced by a plot that not
only provides background as to why the charactersttat they do, but also reflects the
typical types of behavior associated with the clr@npgocial, moral and cultural
landscape of post-World War Il America. More imjaoitly in terms of the Youth Issues,
Morality and Society section as a whole, the coteptature offhe Last Picture Shoas
a work of art makes it an ideal film with whichead the last major section of History
399 because it represents a rare example of aefdodernism in the post-war era
critiquing the history of the movement’s conflicitvRomanticism. This point is crucial
because it bookends the examples of Romanticism fih@ early post-war period by
demonstrating a triumphant Modernism producing epanifestations of its
philosophical message. The fact that sophisticatedernist films such aghe Last
Picture Showappeared at the end of the post-war period rereedoRand’s contention
that, by 1970, Romanticism was reduced to shanaftes being thoroughly defeated in
the war of philosophical culture waged over thertiydive year period that followed the

conclusion of the Second World War.
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The Drive-In Film

In concluding History 399, the focus of the coungk shift away from
predominantly mainstream, A-level Hollywood filmsdamove into the world of the low-
budget drive-in films that gained extreme popwaintthe 1960s. While Hollywood
took advantage of the drive-in theatre during 880k as a means of showcasing new
technologies such as Cinemascope and VistaVisitmtiveir big-budget productions in
an effort to compete with the growing dominancéetdvision, the drive-in, by the mid-
1960s, had become a venue for second-run mainsfi@asnas well as a unique genre of
seedy, low-budget films that pushed the envelogerims of questionable subject matter
and graphic content and because of their contr@ataerature became extremely popular
among the younger generation. This unique lowdcelgenre often centered on the
lifestyle and exploits of outlaw motorcycle gangsts as the Hell's Angels, that became
prominent features of late post-war countercultuviare importantly, the conflict
between Romanticism and Modernism that raged arttengigher levels of Hollywood
output found its way into this genre as well. Tinal cycle of History 399 will consider
a pair of outlaw biker films from the drive-in genreleased in 1966 and 1967
respectively, in order to demonstrate that thehcidsRomanticism and Modernism
impacted not only the highest levels of Americamifnaking, but also the lowest.

The first of the two films to be considered instiiycle is Roger Corman®he
Wild Angels(1966). The film chronicles the exploits of thelk$ Angels Motorcycle
Club in San Pedro, California, primarily from thergpective of the chapter president,
Heavenly Blues, played by Peter Fonda, who usedxgsriences in this role as

motivation for his 1969 collaboration with Dennispper that resulted iBasy Rider
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The film opens with Blues riding his motorcycle @&s the freeways of the greater Los
Angeles area to an oil rig where his friend Loserks in order to inform him that the
club has located his stolen motorcycle in the tofvilecca at a garage owned by
Mexican immigrants. While talking with Loser, thg supervisor angrily confronts
Blues about the Nazi-era Iron Cross that he is iwgaround his neck. When Blues
disregards the supervisor's comments the man gétis iface and declares, “If you had
been at Anzio you would know what that junk meanBtiis comment angers Blues, who
subdues the supervisor while Loser threatens ichmiteeth out with a wrench. Soon,
the site foreman becomes aware of the confrontatoil fires Loser for his actions.
After leaving the oil rig, Blues takes Loser hotaéis wife Gaysh, who scolds
him for losing “four jobs in five months.” Loseingply responds by saying that his boss
“hassled my mind.” Despite her anger at Loserfdding to maintain employment,
Gaysh is uplifted when she learns that his stoletomycle has been located. Later, the
key members of the chapter, led by Blues, leavéattger group to engage in an
animalistic orgy while they ride to Mecca to recotree motorcycle. However, when
they enter the shop owned by the Mexican gang resipie for stealing Loser’s
motorcycle they discover that it has been choppegdrts, which leads to a brawl
between the two gangs. When the police raid tihagga Blues leads the group out of the
back of the garage while Loser steals one of thiegomotorcycles in order to divert
them from chasing Blues and the rest of the Ang@file Blues is able to escape, Loser
becomes involved in a high-speed chase with a@ald Highway Patrol officer on a
motorcycle. Although the officer is able to shboser in the back, he loses control of

his motorcycle and is killed after he skids off thée of a steep cliff. Loser fares little
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better as he runs into a police blockade and édllkis motorcycle while bleeding
profusely.

Later that night, Blues learns that Loser is aliwel has undergone surgery in a
local hospital. Rather than allowing his friendégover in the hospital and then be
transferred to jail and put on trial, Blues consaetplan to kidnap Loser from the
hospital. Using his girlfriend Mike as a frontdain entrance to Loser’s room after
declaring that she is his sister, Blues is abled¢ate the room and remove Loser while
the nurse and police officer are talking with MikKéhe plan works until the nurse hears
Loser scream in pain as he is moved. Upon entéhegoom she is immediately
accosted by members of the gang. While Blueyisgrto get Loser outside, one of the
sex-crazed Angels attempts to rape the nurse.oildh Blues stops the assault, his face
is the only one the nurse sees and is later abtetdify.

As the police are able to get a positive iderdtian on Blues, Loser is taken to an
apartment rented by members of the gang and isngomus. Another member, who
possesses some type of unidentified medical trgiisicalled-in to assess Loser’s
situation and he informs Blues that his friendas going to live. Lying on a Nazi flag,
Loser regains consciousness and acknowledges fniscgtion for the efforts of his
friends to break him out of the hospital. Afterrigegiven a marijuana cigarette to fulfill
his last request to “get high,” Loser dies suddenly

While Blues hides on a house boat to avoid capiyrde police who are looking
for him, a death certificate for Loser is forgedtisat the gang can have his body
prepared by a mortician and transported to his hawre Sequoia Grove, for burial.

With the arrangements made, the Angels meet witie8t the house boat at which
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point he directs the rest of the group travel ®ftmeral, which is over one hundred
miles away, in a low-key manner. Driving on backds in groups of two and not
wearing their easily identifiable Hell's Angels oo, the gang assembles in the Sequoia
Grove Community Church for Loser’s funeral service.

As the minister attempts to offer, under duresagasage in memory of Loser, he
is loudly mocked by the gang members sitting ingaers. This situation culminates
when Blues angrily confronts the minister, whomtéls that “the Lord never did
nothing for the Loser,” to which he responds, “Heder] could have made of his life any
number of things.” The exchange then leads to 8ldeclaration, “We don’t want
nobody telling us what to do.” When the ministekahim “just what is it you want to
do,” Blues replies by stating, “We want to be fteelo what we want to do. We want to
be free to ride our machines without being haskiethe man. And we want to get
loaded.”

On the heels of Blues’ verbal manifesto, he lg¢hdsAngels in a destructive orgy
in which Loser is removed from the swastika-drapeffin and is replaced by the
minister who is knocked unconscious to stop arsnat to contact the authorities. With
the minister subdued, the Angels proceed to desitvynterior of the church while Blues
enjoys the sexual favors of one of the club’s “mashas two other members rape
Loser's widow on the altar. When the orgy is cadeld, they place Loser back in the
coffin, drape a Nazi flag over it and carry theiefd to the cemetery across the street for
burial. As the gang lowers Loser into his gravegemager in the growing crowd of
onlookers throws a brick, which incites a brawhMmetn the Angels and the local

townspeople. With police sirens roaring in thekggiound, the Angels depart in order to
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avoid arrest. However, despite the urging of Mikbp ultimately leaves with another
member of the gang, Blues stays behind and corgtittushovel dirt into Loser’s grave as
the film abruptly fades to black.

In examiningThe Wild Angelss a drive-in film, one cannot expect the film to
possess the same level of artistic sophisticatsom lzetter funded work of high-level
Modernism such abr. Strangelovebut it nonetheless achieves a higher level of
plot/theme integration when compared alongsidetizaity vaunted work of Modernism
such a€asy Rider While simplistic almost to the point of ridicuisness, the plot of
The Wild Angelportrays the members of the gang living out théopbphy Blues
articulates in the culminating scene of the filmenthe states, “We want to be free to do
what we want to do . . . without being hassledhgyrman.” From the opening sequence
in which Loser is fired from his job for assaultihg supervisor, to the drunken orgy in
the church that highlights Loser’s funeral, the Alsgdo what they want to do when they
want to do it. Although, unlike Blues’ wishful prouncement, the Angels actions
constantly result in their being “hassled by thenfhavhich means anyone in a position
of authority. While the overt conflicts betweer thngels and the law that result from
their desire “to be free” certainly highlight théf's extreme modernist bent, the
sensational depiction of these events, in addtiahe incessant presence of alcohol,
drugs and wild sexual activity, allow many of titeer modernist trappings in the film to
be undervalued in terms of the importance of tireaning®>*

Perhaps the best example of a recurrent yet ualled theme iThe Wild

Angelsis the gang’s prolific use of Nazi regalia in theess and décor. Although the

%4The Wild Angels, DVD, directed by Roger Corman§&9Santa Monica, CA: MGM Home
Entertainment, 2001).
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issue of the Nazi regalia is highlighted in theibhamg of the film when Blues is
confronted by the supervisor for wearing the Iran<s when he comes to visit Loser, the
issue is never verbalized again in the film altfod®zi imagery remains prevalent,
especially in the scenes involving Loser’s deatth faimeral. While one could simply
agree that the choice of the Angels to use Naali@g simply a matter of finding
something highly offensive in order to separatertii®m the mainstream, such a view
neglects the larger implications of such a decisidhe depiction of a group of nihilistic
twenty-somethings parading around Southern Caldama travelling orgy that is
heralded by symbols of the Third Reich is the utieninsult to the romantic tradition and
the American contribution to the Second World Waarwell as being indicative of the
post-war trend of value renouncement identifiedRlaynd inThe Romantic Manifesto

Instead of being the dreaded scourge responsiblaé deaths of millions of
innocent people, the symbolism cast upon the waylthe Nazis is now promoted as a
means of expression for those who feel alienate Bociety. Despite the fact that the
premise of National Socialism is entirely antitbatito the conception of individual
freedom Blues espouses at Loser’s funeral, the l&ngee its most notorious icons as a
means of visual empowerment to conduct themselsasrding to their own nihilistic
ethos that is underpinned by no values or prinsipleatsoever. However, while on the
surface the Angels live by this free-wheeling, dwatwou want to do philosophy, a
seemingly unimportant statement Blues utters eardlye film sheds a great deal of light
on the reality of the gang’s true philosophy.

After taking Loser home from the oil rig after isdfired, Blues discusses the plan

to confront the Mexicans in Mecca who have stolisrfriend’s motorcycle. During the
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conversation Blues declares, “We’ve got the powerfand] it never pays to hassle the
man who has the powet>® This statement underscores the fact that the larage in
reality a fascistic organization in that while tHese outside mainstream society, they
have their own hierarchical/militaristic organizatiwith leaders who yield arbitrary
power, a system of rank, a uniform of colors arsbéed regalia to identify members,
specifically assigned roles and an aggressive yoli@ttacking potential threats to their
sphere of influence. Thus, while the Angels wardd as they please within their group,
they are no different than any other human grougdian the historical record that seeks
freedom for itself while denying it to others. Omeeds only to watchhe Wild Angelén

its entirety to obtain a glimpse into what a wagldded by the ethos of the Angels would
look like.

In the end, Roger Cormani$ie Wild Angelsalls squarely into the category of
what Rand referred to as “the sewer school of*&t.Through the glorification and
humanization of both criminal and illicit behavidhe Wild Angel$orwards one of the
main goals of Modernism as noted by Rand, thatgo&mportray man as . . . innately
loathsome.*’ Indeed it would be difficult to find a better emple of “an abstraction of
man’s worst and lowest potentiality” than thafTéfe Wild Angelsa point that also
highlights the film as a prime example of “the au#tl bankruptcy” of Modernism Rand
wrote so strongly abodt® The obvious proof of such a claim can be estabtisby
simply re-stating Rand’s fundamental descriptiothef cultural impact of Modernism.

As she noted, “Man—the nature of man, the metaghifgisignificant, important,

35The Wild Angels

356 Rand Manifestg 125.

%7 Rand,Manifestq 124.

38 Rand,Manifestg 119, 121.
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essential in man—is now represented by dipsomanilagg addicts, sexual perverts,
homicidal maniacs and psychotics® While this statement accurately reflects the
characters that make-Upe Wild Angelsthe more substantive reflection of “the cultural
bankruptcy” of Modernisti®is found in the antithetical promotion of Nazi dyotism
outlined in the previous paragraph.

Under the guise of an artistic movement that lex@khe value of inclusivity and
promoted the practice of anti-valuing, modernishé such a3he Wild Angelsinstead
of advancing the collective equality that servedhasfoundation of the modernist ethos,
glorify one of many degenerate, power hungry eldsen the fringe of human society
whose historical heroes are among the worst in Inumstory. More importantly, the
artistic ardor shown for the Angels is never cotsbdanced by a viable force on the side
of right that is promoted for its positive naturghus, the cultural depravity of
Modernism, as described by Rand, flourishes undbatiile anything resembling
Romanticism is completely shut out.

When coupled with the films from all of the genpesfiled in this study made
during the middle to late 1960s, it becomes cleat the type of Modernism on display
in The Wild Angel®ecame the dominate force in American cinema byild-1960s.
However, while Romanticism found itself on the e total cultural defeat, there were
moments in which those still inspired by the dowdtten school of thought
demonstrated its ability to challenge Modernismhwithe parameters set by its powerful
foe. The second film that will be considered ag phathe Drive-In sequence, which will

also be the final film the students will view fdwet semester, illustrates one of the best

39 Rand,Manifestq 118.
360 Rand,Manifestq 121.
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examples of Romanticism’s efforts to contest the fgrasp on the world of American
cinema enjoyed by Modernism during the seconddfalfie 1960s.

Tom Laughlin’s 1967 filmBorn Loserschronicles the exploits of Billy Jack, a
former Green Beret and Vietnam War veteran, whadgs partly of Native American
descent. The films centers on a series of encmibttween Billy and the Born Losers
motorcycle club. When the film opens, Billy contes of the central California
mountains where he lives in order to procure hisitimy supplies. After finishing with
the supplies in the fictional town of Big Rock, Igittops at a local diner for lunch,
which proves to be a decision that puts him onligs@mn with the Born Losers.

While Billy relaxes in the diner, the Losers, heddy their colorful leader Daniel
Carmody, ride through the main street and are sijap a traffic light when a teenage
motorist accidentally bumps into the back of Dariglotorcycle. After getting off the
motorcycle and determining that that no damagebkas done, Daniel is going to let the
accident go without incident. However, when héstile teenager that he is “lucky,” the
young man responds by telling Daniel, “You're theavho’s lucky man.” After Daniel
removes the teenager’s sunglasses and smashesititberground, the young motorist
grows even more petulant, calling Daniel “a rotlensy bastard.” At this point, Daniel
uses the Nazi helmet of the gang’s vice-presidehild, to smash the window of the
teenager’s car in order the pull him out of theigieh Once the teenager is removed
from the car, Daniel feigns as though he is gongalk away, but instead lands a huge
blow on the young man’s solar plexus. When thedger remains defiant, Daniel grows
tired of dealing with the situation and drives aw@gpving the rest of the gang to

terrorize the teenager.
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After chasing and beating the young man up thearsi@eet, where no one would
intervene on his behalf, he is able to escape tiseils long enough to stumble into the
diner where Billy is eating lunch to try and getphelnitially, the owner of the diner
refuses to help the young man and will not ever @ivn a dime to use the phone. Billy
intervenes when the owner throws the beaten teetiageigh the door by helping him
back into the diner, calling the police and plading phone in his hand. While he is on
the phone with the police, the Losers walk intodiveer and drag the young man into the
parking lot where they resume the vicious beating.

Realizing that the Losers are going to inflictppanent damage on the young
man, and that no one else is going to stop theraa, Billy goes to his jeep where he
pulls out his 1903 Springfield rifle and confrotite Losers. The police arrive just after
Billy shoots a broken bottle out of a Losers’ haviwb is attempting to attack him.
Instead of being treated as a hero, Billy is aegsind charged with discharging a firearm
in public. At his trial, Billy is sentenced to sereither 100 days in jail or pay a $1,000
fine after being told by the judge that “if citizeare allowed to take the law into their
own hands our streets would become . . . armedgarigAfter opting to pay the fine,
which forces him to sell his vehicle and leaves hiith no money, Billy learns that the
Losers he stopped were only charged with simplaudisand had the choice of ten days
in jail or the payment of a $150 fine.

While Billy is in the process of accumulating @egpital to settle his legal affairs,
the Losers are running rampant in Big Rock andeititrg the attention of several local
teenage girls on summer vacation. Three of thekelgtch on to the gang and go

willingly with them to a beach house the Losersensanted driven primarily by curiosity
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about the gang’s hedonistic lifestyle, while a egé girl from out of town, Vicky, is
spotted riding her motorcycle wearing only a wittieni and then strong-armed into
going to the house. When she arrives there, tlee thirls from town are already there
and appear to be intoxicated, while one of thens ut of one of the bedrooms
screaming and is pulled back in. After this distian is quelled, Vicky stands in the
middle of the living room, surrounded by the Losarsd is informed by Daniel, who sits
in the chair of authority, how a woman is initiaiatb the club as a “mama,” which
means that she must be gang raped by every maldenarhthe club. Painted on the
wall behind Daniel is a version of an old Romartaggh, “As | was you are, as | am you
will be,” which the Losers have attributed to Hittechief of state security, Heinrich
Himmler.

Realizing that she is in over her head, Vicky sgfg that everyone take LSD
before the orgy begins, but is told that the clihipply of drugs has been “tapped out.”
Vicky claims that she has some drugs hidden omodorcycle and is sent outside with
Daniel’s wife and a Loser named Crabs to retriénagrt. Once outside, Vicky knocks
Crabs unconscious with a jack and Daniel’s wifevall her to leave without resistance
because she knows that Daniel has become sexbasd&ssed with her. Although Vicky
manages to escape, her motorcycle dies a shaahdestdown the road because she had
instructed Crabs to loosen a spring on the engireeder to divert his attention. Now on
foot, Vicky runs off the road and believes that bas lost the Losers who are pursuing
her. However, she walks right into a Loser namgeeShless, who rapes her in the

middle of a field while Daniel’s younger brotherhavis not a member of the gang but
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has taken refuge with Daniel because of his abdaiber, watches just a few yards
away.

As a result of the sexual assaults of Vicky aralttivee other girls at the house,
charges are filed against several members of teerspbut are contingent upon the
testimonies of the girls. This fact causes Danwblo was not charged because he did not
directly participate in any of the assaults, tmlgua campaign of terror against the girls
in order to prevent them from testifying. Ultimigtethe plan works on two of the girls
from town, one of whom suffers a mental collapsealise of the assault. The third girl
later confesses that she willingly participatedexual acts with the Losers and has
secretly returned to the house on several occasibaspite the intimidation, the district
attorney pleads with the families to stay the ceubalt it is apparent that Big Rock’s
weak and indecisive sheriff is not capable of emipig his deputies in a manner that
would protect the girls. When the father of the who suffered the breakdown suggests
that if one of the Losers is seen on any of theapprties they should be confronted with
weapons and shot if necessary, he is lecturedégigitrict attorney that such behavior is
the exact opposite of what is needed.

While the district attorney is attempting to hbid case together with the three
local girls, Daniel puts into action a plan to kagnVicky and coerce her into not
testifying. In order to divert the attention oéteputy stationed outside the small clinic
where Vicky is convalescing, Daniel and anotherdtasamed Gangrene hotwire the
deputy’s patrol car while he is eating lunch acithesstreet. After driving off in the

stolen car, which causes the deputy to take clmeaeadther vehicle, several other Losers

172



enter Vicky's room and are in the process of dnagdner through the hospital parking lot
when Billy, who was also in the diner across theett confronts them.

When the Losers, led by a member named Cue Bélise to let Vicky go, Billy
employs the martial arts he learned as a Greert Beceincapacitates the kidnappers.
Billy then takes Vicky to his trailer in the mouirta to escape the grasp of the Losers.
Although Billy is able to keep Vicky safe for a &fritime, the Losers extend their terror
over the two first by ransacking Billy’s trailer wh he and Vicky are in Big Rock and
again when he and Vicky are at the lake and a goblypsers, sent by Daniel, force
Billy and Vicky to come with them to the beach hedsr what will be the culminating
sequence of the film.

Upon arriving at the house the pair find Daniddimy court in the main room
where the girl from town who suffered a nervousakdown is being held hostage in
order to stop her from testifying. Billy realizémt the current situation is highly
dangerous and convinces Vicky to flee when he eseatdiversion. While Vicky
complies with Billy’s instructions, she is apprebed outside by Gangrene, who forcibly
returns her to the main room where she discovatsBily has been knocked
unconscious. Also, the father of the girl from tois also being held after an ill-fated
attempt to rescue his daughter. At this pointkyidecides to redeem herself for her
previous decision not to testify against the Lo$gragreeing to be gang-raped in
exchange for the release of Billy, the girl and tag¢er.

After allowing Billy and the others to leave theuse, the Losers, led by
Gangrene, attempt to collect on Vicky’s part of ba&gain. However, she takes a stand

and refuses to comply with the Losers’ sexual éssivhich results in a terrible beating
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that leaves her lying unconscious on the floor.th&tsame time, Billy is brought back to
consciousness at the sheriff's office where henkeé#nat Vicky is still at the house and
the sheriff and his men are “hiding out” while wagt for the California Highway Patrol
to arrive. Enraged, Billy pushes away the shauiidl declares, “I'm walking out that
door and all | want to know is if there is one oywho is man enough to come with
me?” While the sheriff eventually decides to gathis force and surround the beach
house, Billy walks out of the door alone and irite tion’s den in a one man effort to
save Vicky.

In order to lure Daniel and the rest of the Loserside, Billy douses Daniel's
motorcycle with gasoline and sets it ablaze. WthenLosers run outside to put out the
fire, Billy is able to enter the house, make sia Vicky is still alive and the lays a trap
for the gang. When the Losers return to the maam, Billy steps out from behind a
corner with his rifle drawn on the entire groupe then instructs Daniel to send Vicky to
the hospital accompanied by the “mamas” and the¢ dime doctor calls from the hospital
he will leave. Billy further declares that if Dahdoes not comply with his request he
will kill him on the spot. Foolishly, Daniel de@d to call Billy’s bluff, and after
counting to three, Billy puts a bullet right betwd@aniel's eyes, and as blood runs down
the large poster of James “Jim Stark” Dean thagsam the wall behind him, Daniel’s
lifeless body falls to the ground.

With Daniel’s death, Billy places authority in thesers’ vice-president Child,
who, still in shock from Daniel’s death, quicklyders the rest of the gang to comply
with Billy’s instructions. When Billy receives thghone call that Vicky is safe at the

hospital, he orders the gang to exit the buildhrgugh the front so that he can make his
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own escape through the back. What Billy does nowkis that the sheriff has finally
taken action and has his men stationed in froth@house. While this action allows for
the easy arrest of the Losers, Billy is mistakemoioe of the gang as he rides away from
the rear of the building on one of their motorcgcld hinking he is a Loser, one of the
deputies shoots Billy in the back as he rides awiye scene then cuts to the following
morning, as a limousine and a patrol car driveughoa heavy rain to the lake area near
Billy’s trailer in the mountains. When the limonsistops, Vicky gets out and runs
through the rain to a hilltop overlooking the laikkere she finds Billy barely conscious
and bleeding profusely. After declaring her loge Billy, the wounded hero is carried
by the sheriff and his deputies to a small res@liedpter and the group stands at
attention as the helicopter rises above their haadshe credits begin to rdft*

When comparingorn Loserswith its counterparfThe Wild Angelsone must not
deny the fact that although a romantic counteh#oModernism typified by Corman’s
work, in many ways Laughlin’s film presents to thewer a more clear articulation of
late post-war Modernism than that foundrlime Wild Angels Like Corman’s filmBorn
Losersshowcases the affinity of outlaw motorcycle gafuyghe regalia of the Third
Reich. All of the major characters in the Losasplhy some type of Nazi symbolism
from the Iron Cross Daniel wears around his nexlChild’s S.S. helmet, and the large
swastika prominently tattooed on Gangrene’s arnoreMmportantly, the fascistic aspect
of outlaw motorcycle gang culture, which is presanthe Wild Angel®ut not highly
overt, is cultivated on a far more sophisticatactldy Laughlin. The Roman epitaph
attributed to Heinrich Himmler that adorns the Ligs&ir—“What | was you are, what |

am you shall be”—reinforces the Losers’ militagsendencies by giving voice to their

%1Born LosersDVD, directed by Tom Laughlin (1967; Chatswor@#: Image Entertainment, 2009).
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desire to recruit people into their ranks and @mgle mainstream power structures.
Unlike the inarticulate, fumbling leadership of B&iinThe Wild AngelsDaniel
Carmody’s more organized leadership, centered ®@sukcessful campaign to prevent
the girls from testifying, involved coordinationchnunning and the hard hand of
military-style leadership®* Overriding all of these points is the full dejict of the
sexually charged nature of the late post-war pemddch reached far beyond marginal
groups such as the Losers as was showcased byrtbsity of the girls, at least one of
whom found pleasure in the Losers’ hedonistic tifes but all of whom, with the
exception of Vicky, arrived there because of tlogn interest in experiencing a taste of
the fringe lifestyle.

While all of the seedier elements of modernisturel are on display iBorn
Losers these elements represent an acknowledgment oédiey of late post-war
America in terms of the increasingly overt natursexual behavior as described by Alan
Petigny and the weakening moral fiber of Americalture that angered Ayn Rand. In
looking back to one of the key films profiled indlthapter that signaled the early march
of Modernism in terms of the changing youth andahoulture in the United States,
Rebel Without A Causé# is not at all surprising that an oversize postf James “Jim
Stark” Dean oversees all of the physical and sexioénce that takes place in the
Losers’ beach house including being spattered yéhiel’s brain matter after he is shot

by Billy.

32|t must be noted that Daniel’s plan was in factcgssful up to the point that he had Billy and Vick
brought to the house. His plan of intimidation kext against two girls from the town, the third atled to
willingly participating and Vicky stated her intéon of not testifying to Billy before the Loserspgared
to escort them to the beach house. In the endebDaxtended his efforts beyond the point necessaty
knowing that he had already achieved his goal.
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In the twelve years that passed siRabel Without A Caugwofiled the plight
and consequences of teenagers set adrift by parotsefused to provide them with
good moral guidanc&orn Losershighlighted the more extreme end results of the
failure, complaisance or simply the unavoidable @vakchanging times that took hold of
American society during the early years of the et period. However, unlike the
modernist films that became dominant in the lat&tpear periodBorn Losergresents a
counter-balancing romantic force, Billy Jack, wieaffirms the power of the individual
to stand against “man’s worst and lowest potemyiaiind in turn to inspire those
previously unwilling to do so to take actidf. It is for this reason th&orn Loserss a
fitting film with which to end History 399. In aa of cinema filled with works that
projected no discernible moral statements or valdgments, Laughlin’s film helped to
deliver what Rand labeled as “the people’s neea fiay of Romanticism’s light” by
standing as a work of individual resistarié&.In this senseBorn Loserscomes to
resemble Rand’s own effort to combat the triumplpanter of ModernismJhe
Romantic Manifestovhich she wrote as a piece of individual resis¢aithe thesis of

which has inspired and informed the current exatiwnaand the creation of History 399.

363 Rand,Manifestq 119.
364 Rand,Manifestq 127.
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CHAPTER V

THE PRACTICAL ASPECTS OF TEACHING POST-WORLD WARAMERICAN
CINEMA AND THE CLASH BETWEEN ROMANTICISM AND MODERNSM IN
THE UNDERGRADUATE CLASSROOM

They hire fools like us with college degrees taosit
the garbage can and keep them in school so women, f
a few hours a day, can walk around the city withgriting attacked.
—Jim Murdock,Blackboard Junglgl955

What we’'ve got here is failure to communicate.

Some men you just can’t reach.
—Captain,Cool Hand Luke1967

Can Students Learn from Film in the Classroom?

Before delving into the specific aspects of therse under consideration in this

analysis, the logical starting point for any disgioa of the practical side of teaching a

history course with film as the main componenbigss$certain whether or not the use of

film can sustain student learning over the coufssncentire semester. A brief
exploration of the secondary literature on the sctopf using film in the teaching of

history revealed that serious efforts to codifyitmdusion of film into the discipline

came at the dawn of the 1970s when a trend of graldmate disinterest in history began.

Lawrence Murray, a professor of history who stahisdteaching career at this critical

time, stumbled upon film as a means of bolsteriisgchreer prospects. In Murray’s
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words, “As a young professor of history in the gagventies, | was rudely confronted by
shrinking enroliments in my chosen discipline. @asabout for something that would
solve my problems and ensure tenure, | hit upondiae of bringing movies into the

classroom ®6°

While Murray’s ideas about film in history, whitie turned into a book-
length study in 1979, will be discussed below,d@sision to incorporate film into his
history courses as a young academic in the eai@d6oincided with a steady wave of
academic writing on the subject, which has cartiedugh into the second decade of the
twenty-first century.

In 1970, historian Martin A. Jackson publishedavard-looking article, “The
Future Role of Films in History,” which describdetefforts of the American Historical
Association to promote the “belief that film is alwable tool for the teacher and the
historian.®®® Written in the era prior to the ready availailif the Video Cassette
Recorder (VCR), the centerpiece of Jackson'’s arfmtused on a device marketed as
“The History Machine,” which was essentially anlggrototype of the television/VCR
combinations that became widespread by the 1430%his early electronic gadget,
which played “carefully edited” chunks of featurens with significant historical
elements, marked a concerted effort by the histstgblishment to keep pace with new
pedagogical trend$® More importantly, the large-scale acceptance aifstreaming

the use of film in the teaching of history, as evided by Jackson'’s article, prompted

other historians and education scholars to thirduabow film would specifically impact

355 Lawrence MurrayThe Celluloid Persuasion: Movies and the Liberais46Grand Rapids, MI: William
B. Eerdmans, 1979), ix.

36 Martin A. Jackson, “The Future Role of Films irskiry,” The History Teache3, no. 3 (1970): 11.
%7 Jackson, “Future,” 12.

%8 Jackson, “Future,” 13.
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students in addition to ways that the use of thdiume could be expanded outside its
traditional role as a supplementary tool in théitranal history classroom.

Three years after Jackson published his articd¢otan John E. O’Connor
offered a deeper analysis of the inclusion of fimthe teaching of history in an article
entitled “Historians and Film: Some Problems anasBects.” After echoing Murray’s
concerns about “decreasing student interest infyistourses,” O’Connor moved beyond
the standard method of suggesting that teacherprafessors simply add film to
existing curriculum and instead offered a standaltalternative” modei®® O’Connor
applauded what, by 1973, had become a fairly compnactice at many colleges and
universities of offering history courses with filas their central component. In the words
of the author, “A new species of ‘history througmf courses, where film becomes a
major part of the course material rather than symgg|l teaching aid or motivational
device, has begun to catch on around the counffy.”

Although O’Connor believed that such courses prieskvaluable opportunities
for attracting new students and expanding the waygich history had traditionally
been taught, he warned of the ease and detrimiemtakt that can occur when “a
teaching historian becomes primarily an audiovismhusiast or a ‘film buff.*"* In
cases in which such a trend developed, O’Connareatthat “the classroom becomes
[simply] an entertainment centet’? The fear of this problem becoming widespread
drove O’Connor to stress the importance of maiimgithe professor/student

relationship, through pre-planned discussion sasdiefore, during and after viewing

359 John E. O’Connor, “Historians and Film: Some Peof and ProspectsThe History Teache8, no. 4
(1973): 546.

370 0’Connor, “Historians,” 546.
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films, when teaching a film-based history course. O’Connor concluded, “The film in
the classroom [when properly used] brings the studed teacher closer together in a
mutual learning experience rather than placingogepting machine or a television screen
impersonally between themi”

While O’Connor explored the importance of mainitagna high level of
engagement between the instructor and studenstarkifilm courses, historian Michael
T. Isenberg, whose article, “A Relationship of Coaisied Anxiety: Historians and
Film,” appeared the same year as O’'Connor’s, censdlthe intellectual conflict within
the discipline of history caused by the new trehdistory film courses. Dating back to
the work of nineteenth-century historians such asrid Adams, Isenberg noted “that
intellectuals, considered as a class of aesthetics; always have been highly suspicious
if not intolerant of machine-inspired culture, fors a culture beyond their ability to
define or control.** Isenberg contended that such a view contributéde elitist nature
of American intellectual history that continuedarthe 1970s. In the words of the author,
“To date, the historian of ideas has been concepnetarily with the thought of social
and intellectual elites*** In order to counteract the impact of such loraqrding cultural
snobbery, Isenberg adopted a position similar ab ¢f Daniel Wickberg, whose ideas
about intellectual history were examined in chaptez. Just as Wickberg argued in
favor of including a wide array of sources into tealm of intellectual history, Isenberg

believed that film, when considered for its histatiand intellectual merits as opposed to
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“aesthetic criteria,” could be just as valuableayg written sourcd’® As the author
concluded, “The profession’s strong suit lies gorously applying its concepts of
analytical research to that vast body of visualantten evidence which comprises the
area of film.®"’

By the end of the 1970s, those interested in istety film concept followed
Isenberg’s work by moving farther away from the ensimplistic justifications for using
film in the history classroom to more complex exaations of how to use films and
supporting sources. In his second contributiothé&body of literature pertaining to the
use of film in the discipline of history, O’'Connerl979 article, “Teaching Film and
American Culture: A Survey of Texts,” addressedardy how to support history film
courses with secondary sources, but also providgdlvice to future instructors as to
the realistic expectations they should have ofthdents who file into their classes. In
considering potential students, O’Connor identifiecommon situation in which the
instructor, when thinking about what films to indtuin a given class, “may shy away
from classics such &@he Birth of a Natioror Citizen Kanebecause they may seem
overworked.?”® Based on his own extensive experience with hisitm courses,
O’Connor argued that such fears should be retismédibse “often only a few students
have actually seen these films . . . [and] evey Heve not viewed them critically*®
The fact that most students possess little to icarknowledge of the typical cinematic
fare used in history film courses drove O’Connosti@ss the importance of supporting

texts in ensuring a successful learning experiemcéhe author’s estimation, “Most
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students require at least two types of readingyassents, one to introduce them to the
language and idiom of the visual medium and andthput the history and development
of into a cultural perspectivé® As will be demonstrated in the fourth sectiorio$
chapter, the selected texts for the course detailéus project follow similar lines to
those established by O’Connor.

Historian Lawrence Murray brought to a close theatle of scholarly inquiry
pertaining to the inclusion of film into the disbige with the publication of his 1979
monographrhe Celluloid Persuasion: Movies and the LiberaisAnn looking back over
the decade in which he created his own niche wétoty film courses, Murray began his
analysis by complimenting the inroads historianslenaith the inclusion of film since
the enrollment crisis of the early 1970s. Murraegugd that during that decade
“historians have been the most aggressive profealsion the liberal arts for bringing the
movies into the classroom,” and cited as evideheddct that, at the time he published
his work, “over thirty departments, with severaduBand students annually, offer movie-
oriented courses’®' While Murray applauded this accomplishment, tse &It as
though more work needed to be done in terms odlig@pline as a whole moving toward
a specific goal for the use of film, especiallyhistory film courses.

In his contribution to this task, Murray outlinedhat he referred to as “the
documentarian function,” which he believed wouldfiogtudents with the best set of
analytical/critical tools to both appreciate fil@s artistic statements and examine them
for their historical valué®* Murray argued that the application of this phijplsy would

provide students with the ability “to examine, azal, and evaluate movies just as any
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document would do** One of the most interesting facets of Murraysioi grew out

of his insistence that students take seriously Stn@al milieu in which . . . [the films
under consideration] appearetl™ In the words of the author, “Good movies, likedo
literature, lend themselves to multifaceted andtileukl approaches®® The

importance of this statement cannot be underestiinatlight of the course being
proposed in this study. Instead of simply makimgwell-worn argument in favor of
using films to bolster an existing curriculum, @ea to draw the same type of
conclusions one would absorb from a textbook anpry source reader, Murray opened
the door for the proliferation of new and uniqueysvéhat films can be read from
historical, philosophical and intellectual perspezs.

As the second decade of the twenty-first centasyrted, Murray’s ideas
influenced the work of a new generation of edueasicholars headed by Alan S. Marcus,
who co-authored the 2010 bodkaching History with Film: Strategies for Secondar
Social Studies Although, as indicated in the title, the authdnsse to focus on the high
school classroom, the ideas offered are just ascapfe in the undergraduate classroom,
which is typically filled with students who havesjiemerged from the high school
environment. Culturally, the authors emphasizedciinnection between the two settings
by pointing to the fact that the current generatemcounter[s] history through movies
[to a far greater extent] than through any othemfdncluding textbooks®® Thus, it
can be expected that students will, at the verst)dére accustomed to acquiring

knowledge via the medium of film. However, in afedo the work of Murray, the
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authors stressed the fact that students must battéhat “films function as texts that can
be analyzed, questioned, and discussed just liketuer kind of historical
document.®®’

The authors’ prescription for communicating todetmts the importance of
thinking of “movies as primary documents” includethst importantly, the view that
“movies . . . often have as much or more to sayatie times in which they were filmed
as the periods they purport to documefit.”In the end, this point is central to the History
399 course outlined in this study. Taking to hétaetideas of Murray and the current
group of scholars led by Marcus, the course tharges from this project will, at its
core, represent an effort to open a door of exatmimand inquiry into the world of
history and film that most students never befomesatered. Beyond the more specific
goal of exploring the conflict between Romanticiand Modernism in post-World War
Il American cinema, it is hoped that the generalrse methodology, which will be

explained in the next section, will forever chatige way the students approach and

reflect on the art they encounter throughout thness.

The Weekly Course Structure

As is always the case at the beginning of a nemester, the first course of a new
term is typically reserved for a brief course infotion, discussion of the syllabus and
other administrative aspects of the course ancestugliestions. While those elements
will certainly be a part of the first session oSHiry 399, the dynamics of the first class

meeting will be somewhat different. Due to thenfidlement, which will require an

37 Marcus et al., “Teaching,” 7.
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extensive block of viewing time, History 399 wik loffered as an evening course that

will meet one night per week for two hours andtthminutes. While the routine course
structure beyond week one will be discussed bellba/first course session, because it

represents an entire week of class time, mustidestonsidered in detail.

The first meeting of History 399 will begin withe typical introductions and
discussion of the syllabus and course expectatiQme these matters have been
addressed, the main course presentation, whianpgsed of three sections, will begin.
The first section will take the form of a backgrdysresentation on the post-World War
Il period. This discussion will cover the sociadlitical and cultural aspects of the era
with specific emphasis being placed on the changiocal landscape as reflected in the
recent scholarship of historians such as Alan Regtighose booK]he Permissive
Society was covered extensively in chapter one and &t e one of the required
books for the course.

Whether this section serves as a refresher fdests who may already have a
basic knowledge of the time period or stands agitsieintroduction to students who
have never studied modern American history, itsartgnce lies in the fact that it
establishes the cultural/moral climate in whichfilras under consideration were
created. While the main focus of History 399, stalglished in the introduction, is to
bring into sharp focus the intellectual struggleAm=n Romanticism and Modernism in
American cinema, and not to deconstruct individias for their possible connection to
specific events, there will certainly be occasion&hich such comparisons will surface

during course discussions, which is why a portibthe first meeting should be devoted
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to a brief examination of the general history & #ra to prepare students for such
encounters.

After establishing the general history of the pa&irld War Il era, the second
phase of the presentation will outline the contlietween Romanticism and Modernism
that serves as the basis for the course. Filsighdescription of nineteenth-century
Romanticism, followed by an outline of Rand’s ureduand of Romanticism as outlined
in The Romantic Manifestavill introduce students to the intellectual argmhthat will
be carried into the film analyses during the enguweeks. In order to balance the
discussion of Romanticism and Rand, the secontbseat the presentation will also
include a profile of Modernism based on the idea$\aritings of Peter Gay and Richard
Pells. The inclusion of this discussion of Modemiwill establish the main tenants of the
countervailing, and ultimately victorious, philosogal enemy of Romanticism.

Building on the foundation of the Romanticism werd/odernism section, the
third and final component of the week-one presentawill focus on the cultural
applicability of the philosophical conflict. Atithtime, the students will be presented
with the main intellectual goal of the course; xamine an array of films made
throughout the post-World War Il era in order téedlmine how, and to what extent, the
battle between Romanticism and Modernism was wagdtie important front of
popular culture. Using Rand%creen Guide for Americas a starting point, the goal
of this discussion is not to delve into specifiougss or films, but rather to engender an
understanding among the students that the cobfiitteen Romanticism and Modernism
did not simply explode overnight. Instead, thedstus will come to understand how the

struggle between these two outlooks took placeementally over a twenty-five year
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period, during which time Romantic concepts (asngef by Rand) such as the civic body
and the heroic individual were repeatedly attacked ultimately vanquished. As an
addition to this discussion, the various genresoey in the class (detailed in the section
below) will be highlighted so that the studentd @évelop a firm idea of what lies ahead
in terms of how the course will attempt to sheditign the conflict between
Romanticism and Modernism. Also of great imporggribe method by which students
will be expected to read the films in terms of threquired journal assignments
(discussed below) will be woven into this discussio

Before leaving the analysis of the week-one cd&ssion, it must be noted that
within the third section of the lecture the poinliwe stressed that the films viewed in
class represent only a small sampling of the fi{prénary sources) that are related to the
discussion of the confrontation between Romanti@sith Modernism during the post-
World War 1l period. In an effort to demonstratat a complete survey of the post-war
world of American cinema cannot be achieved, trele of film noir will be used. It
will be noted that there is no section or individelgample of a pure noir film on the
syllabus, yet film noir, a movement that spannefitst fifteen years of the post-war
period, is one of the most famed genres in filmtdms However, because of its
extensive, unigue nature, and the fact that ithdidspan the entire post-war era, the
decision was made, for the first cycle of HistoB®3to exclude noir from the film list.
Nevertheless, the lack of noir films will be suppknted through lecture, discussion and
course readings. Also, future versions of the ssunay very well include noir films or
even a film noir section. In the end, the goaxposing students to what did not make

the course is to clarify the malleability of theucse, not just with genres such as film
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noir, but also in terms of film choices within teeisting course structure. Many of the
films chosen for the course can, and will likelg, dhanged in future versions. Also, as
will be demonstrated in the course assignmentsosgethe abundance of film choices
will provide students with a wide spectrum of primdocuments to which they can
apply the theoretical model learned in the clagsrdt

Beyond the first class meeting, the structuraherremainder of the semester will
be consistent. Each week, the first half of cladisbe spent viewing a film that is part of
one of the genre groupings that will be identifiedhe next section. In preparation, a
brief amount of time will be devoted to providingdkground information to the
students, which will typically include the year tlilen was made, a basic plot description
and any pertinent anecdotal information. Whils thinimal level of pre-film
preparation may strike some observers as inadequetelesigned to produce a student
driven process of learning. From this perspeciivis,the goal of History 399 not to fill
the students with preconceived notions about ptessileanings contained in the
individual films, but rather to allow them, withdin knowledge of the conflict between
Romanticism and Modernism, to develop their owragdand conclusions about these

cinematic works of art.

39 One additional point of note in terms of the fleginature of the course construction for futureley is
the fact that a different set of film selectionsulboffer new and different perspectives on theflorin
between Romanticism and Modernism in the post-war &sing the World War Il genre as an example, a
film such asBataan which is an early (made during the war) exampldhe Romantic interpretation of the
war experience, could be substituted with a filrohsas John Ford'Shey Were Expendabbecause both
films are of the same philosophical stripe, werelenaround the same time and would thus fill theesam
need. In addition to simply switching out simifams, future course cycles could alter the timelimithin
the existing genre choices in order to allow staslém view Romanticism’s struggle against Modernism
from a different perspective. In returning to tWerld War Il genre as an example, one of the two
modernist choices in the current cycl@he Americanization of Emilyr Kelly’'s Heroes—could be
switched out withThe Green Berets film made in the late post-war period, but tre attempted to
conjure-up the romantic ideals of the World Wagehre and apply them to the Vietham War. In thé en
the availability of numerous, easily acquirablenary documents will ensure that History 399 can be
taught for a long span of time without the dandgdérsexoming static.
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As has been mentioned above, and will be discussteer in the section on
assignments below, the students will be keepingakly journal that will contain entries
on each film viewed in class. Prior to the viewafghe first film, the students will
receive additional instruction on how to read fijmet for their esthetic qualities, but as
historical, philosophical, cultural and intelledtdacuments in the manner described in
the previous section of this chapter. In addititwe, students’ efforts to read the weekly
films will be enriched by post-film, student-ledsdussions (discussed below in the
section on assignments and grading) that will aflomthe sharing of thoughts and ideas
to be added to existing film notes. Thus, the etds! film journals will provide a
personal forum that will not only contain theimfilnotes, but will record the process by
which they apply their own knowledge of the strigggeétween Romanticism and
Modernism to the films selected for the coursethiend, it is the goal of the instructor,
in both the written and discussion based portidrie@class, not to dominate, but to
facilitate a process of self-learning and self-digry. The first week will provide the
student with the tools they will need. From thainp forward, they will be expected to

commence construction on their own houses of lagtiiP

39t must be noted here that the message of thiagpaph should not be interpreted as a desire tiol dve
responsibility of teaching/leading the course amegkly basis. The instructor has viewed each film
selected for the course numerous times, has irteressd all of the associated materials and possexs
intimate knowledge of post-World War Il Americamema in general. Thus, preparations will be made
for the not un-common situation in which studetrtesrs fall silent. While the instructor would roet
personally objectionable to leading the discussiogvery class, it is hoped that the cultivatioraof
classroom environment can be achieved in whiclpiesence can fade into the background during
meaningful student discussions.
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Course Readings

Because of the centrality of Ayn Rand’s assessmoiepbst-World War |i
American culture in forming the basis of the prengdtudy, two of her workghe
Romantic ManifestandScreen Guide for Americanwill be the core written works
students will consider in History 399. The studenill read the book-lengtRomantic
Manifestoin its entirety in order to be fully introducedRand’s view of Romanticism,
Modernism, the main components that comprise goioanal her contemporary reactions
to the growing influence of Modernism during thespwar era. While the students will
be presented with a detailed outline of Rand’ssd®a#ing the first class meeting,
readingThe Romantic Manifesia its entirety will place them closer to Randistights
as she expressed them with the primary goal beihglp students interpret the films
they will watch during the semester from the caliperspective Rand applied to
literature and then expanded to include the meditifitm. This understanding of Rand
does not mean that the students will be encourgelare her conclusions about the
impact of Modernism, but rather that they will pess a fundamental understanding of
her line of argument, which in turn will help themidentifying aspects of both
Romanticism and Modernism in the films shown as phthe course and the ones they
choose to explore as part of their major paperupling Rand’s pamphle§creen Guide
for Americanswith the reading oThe Romantic Manifestwill allow students to better
establish the connection between the ideas oftiter work and American cinema as the
pamphlet outlines her views as to how modernisasd=an saturate cinematic works in a

way that closely resembles the same process fauligature.
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The difficulty in providing a primary text to cotartbalance RandEhe Romantic
Manifestois simply the lack of a similar text written frotime modernist position is non-
existent due to the dominance of the movement laadeict that although triumphant,
Modernism possessed no set ethos that could béezbdnd made representative of the
entire movement. Historian Peter Gay highlightad point in the opening chapter of his
history of Modernism, “A Climate for Modernism,” Wit also provides an outstanding,
yet concise introduction to Modernism from a Eurpeerspectivé’® For both of these
reasons, the students will read the opening chap®ay’'sModernism: The Lure of
Heresy

In order to help students understand how Europdaaternism found its way into
American culture in the twentieth century, the stug will read the opening chapter of
Richard PellsModernist America“Modernism in Europe and Americd”® During the
ensuing weeks, the students will also read thetenspen and eleven in Pells’ book,
“The New Wave Abroad” and “The New Wave at Homestause they provide astute
cultural and philosophical assessments of Ameratia@ma in both the 1950s and
1960s3%® Thus, Pells’ writing on film will serve as thepplement to the initial lecture
on the general nature of post-war film and willistsstudents in identifying and better
understanding the philosophical and cultural shifed occur in the films they will view
during the semester.

The final addition to the course readings is @sdary text that will serve as an
academic compliment to the ideas of Rand. AlaigRgt The Permissive Society

chronicled the vast social, political and cultwshanges that took place in the United

391 Gay,Modernism 1-30.
392 pells,Modernist 1-27.
393 pells,Modernist 265-342.

192



States as a result of the Second World War. Aailddtin the first chapter of this
analysis, Petigny explored a variety of topics ragdrom sexual activity to religion and
discovered that many of the controversial cultareinges associated with the 1960s
were in fact products of modernist forces that Ineiggpervade American society in the
immediate aftermath of the Second World War. Regaéietigny’s chapters alongside
the weekly films will provide the cultural contexitr the specific elements of Modernism
(i.e. youth culture, sex, parenting/psychology} eiqgpear in the films and which drove
Rand to highlight the severe threat to Romantigesed by the post-war surge in

Modernism.

Assignments, Grading and Assessment

The first assignment the students will completi lva a technical/explanatory
review of Rand’sThe Romantic Manifestibe length of which will be between five and
six typed pages. In reviewing the book, studenlishe expected to demonstrate their
understanding of Rand’s ideas about art, its pbpbgal/cultural function and the
conflict between Romanticism and Modernism as stoerstood it. While this
assignment is rather basic, its necessity liekerfact thaf"he Romantic Manifesto
serves as the theoretical foundation upon whictolHis399 is built. Thus, as stated in
the section above, it is vital that students gaimoaough understanding of Rand’s
arguments and conception of art in order to undedshow to properly approach the
films viewed in class and those they choose far fireal paper.

As a tool of assessment, the written review, wivdhcount for twenty percent

of the students’ final grade, will demonstrate légweel at which they understand the core
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ideas that are driving the class. The fact thatréviews will be due during the third
week of class, at which point only two films withte been viewed, will allow for the
instructor to address any serious deficienciesudent understanding by devoting class
time and if necessary creating online discussionms to provide students with
additional opportunities to grasp the material.

The second major assignment for History 399, whisb counts for twenty
percent of the students’ final grade, will be a sstar-long journaling project that
reflects not only their understanding of the courseerial, but also their participation.
The core of the journal assignment will be the iipabtes and observations that
students record while watching the films and pgréitng in class discussions. As will
be outlined in the first class session, the stugleiit take notes on the films with one
purpose in mind; to identify how the film is reftae of the conflict between
Romanticism and Modernism. The post-film discussiwill allow for students to add to
their own observations from the ideas presentetthéy peers. In order to ensure that
students complete the assigned readings afterRomantic Manifestthey will be asked
to include in their journals one to two page rdilats on the selected readings from the
books by Alan Petigny, Peter Gay and Richard Péllsnoted at the beginning of this
paragraph, the journal assignment is two-fold. nfrtbe perspective of class
participation, the journal requirement ensures l@gattendance from students as it is
very difficult to complete such an assignment whehattending class on a regular basis
and the students will be informed from the begigrtimat the simple completion of this
assignment does not guarantee an A grade. Theacdtmt will assign a grade based on

the quality, time and thought that is reflectedhia journal entries.
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In terms of assessment, the fact that the jowriebe submitted on the day of
the final examination is of little help to the ingttor for the current class. However,
examining these journals at the end of the semestlgsrovide insight as to extent to
which the students engaged the course materiahaniével at which they came to
understand the foundational theoretical model. @yreater importance is the value of
the journal assignment to the students in the cetigpi of their final two assignments.

The assignment that constitutes the largest perger{40%) of the students’ final
course grade is the research/film analysis papercomplete this assignment, the
students will choose either a particular genre gpexific director and select three to four
films within their choice that span the post-WoWr 1l era (1945-1970) and analyze
them in terms of their connection to the conflietlkeen Romanticism and Modernism.
The students will not be allowed to use any offilmes viewed in class in their papers
and a minimum of two secondary sources per filnh lvélrequired to supplement their
critiques. The design of this assignment purpopalhpdies the weekly course model of
film analysis, which makes meaningful dedicatiorhe journal assignment integral to
student success on the research/film analysis paper

If students attend class regularly, actively viee films, meaningfully participate
in the post-film discussions and reflect that datian in their journal entries, they will
master the course methodology, which is identcavhat they will be expected to
demonstrate in their research/film analysis pap@isthey will need to do is simply find
three to four additional films and apply the samalgtical method. In the end, the
students, via engagement and successful completitre journal assignment will teach

themselves how to write their research/film analympers, which makes this assignment
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a superior end of semester assessment tool tanatethe extent to which the students
developed the understanding and skills necessathdgractical application of the
course model.

While the final exam period will be reserved focaurse conclusion and a special
viewing to sum-up the semester, the written portbthe final examination will be a
take-home essay, worth twenty percent of the fynatle, in which the students will have
the opportunity to bring together all of the filmsd ideas discussed during the semester,
along with their own research, in an essay of ¢etvelve pages in length in which they
will chronicle their vision of the conflict betwedomanticism and Modernism. In doing
so, the students will have to rely heavily on tied$ viewed during class, the
supplemental readings, and the films and sourced tasconstruct the research/film
analysis papers to reinforce the points they makbeir essays. Thus, if the students
engage in the journal assignment on a serious &wtkarry what they learned into their
research/film analysis papers, the final examimagissay should all but write itself.

In the end, the joint consideration of the jourasdignment, the research/film
analysis paper and the final examination essaypnalvide the instructor with three
major data points from which to assess the levelrath the students proved successful
in absorbing fundamental knowledge about the calltgocial, philosophical and moral
struggle between Romanticism and Modernism thadalgroughout the twenty-five
years of the post-World War 1l era. The considerabdf this trio of assignments will also
inform the instructor as to the effectiveness efthosen style of presentation so that

future cycles of History 399 can be better congédicn order to meet student needs.
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CHAPTER VI

CONCLUSION

| believe that man will not merely endure: he ilévail.

It is his [the writer’s] privilege to help man enéuy lifting his heart, by
reminding him of the courage and honor and hopepaidié and compassion and pity
and sacrifice which have been the glory of the.paste poet’s [writer’'s] voice need not
merely be the record of man, it can be one of the$ the pillars to help him endure and

prevail.
—William Faulkner, Speech of Acceptance upon tharavof the Nobel Prize for
Literature, 1950

Humankind is not a collective agent that can dettgldestiny. If humans are
different from other animals it is chiefly in beiggverned by myths, which are not
creations of the will but creatures of the imagiomat

The point of showing the flimsiness of all thaseemingly solid is not to come
up with an immovable truth, and persuade the refadaccept it. Persuasion
is a missionary enterprise, the goal of which isvarsion. Instead the aim is to
present a record of what one observer has seenohwémders can use as they will.
—John Gray, Introduction tGray’s Anatomy: Selected Writing2009
In summarizing the preceding study, the mostgittéorward manner of
communicating its potential importance is to listaccomplishments. From a
historiographical perspective, the study identiffedecent break in the traditional
scholarship on the post-war era, which for decatiesacterized the 1950s as a time of
conservative, conformist culture that produced sénnge elements that, in the end, had
little impact on American culture. This view, gatemized by historian David Patterson

also viewed the 1960s as a distinct entity thdikerthe 1950s, was indeed responsible
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for the major social revolutions of the second lohlthe twentieth century. Now,
because of historians such as Alan Petigny, th@4 85being reassessed and dynamic
social and cultural forces have been identifiedeading that the entire post-war period
reflected the growing influence of Modernism, froetigion and psychology to sexual
behavior and Rock ‘n’ Roll.

Along with the shift in the secondary interpretatof the post-war era, the study
connected the changing scholarship to the culandlphilosophical observations
recorded by Ayn Rand, a philosopher and publidiedtual who spent the entire post-
war period commenting on the moral and culturatiaape in the United States. After
establishing Rand as an important thinker of th&-pa@r period, whose ideas and
writings have been largely ignored by academimhishs despite an enduring influence
that continues into the twenty-first century, thedy then moved into an examination of
Rand’s body of non-fiction cultural criticism.

While Rand’s prolific novel§he FountainheadndAtlas Shrugge@re her most
widely read works, a collection of essays thatwhae throughout the 1960s and
published in 1971 aBhe Romantic Manifesithronicled the same growth of Modernism
documented by Petigny decades later. Rand chawsttehe rise of Modernism in post-
war America, not as natural, but as the produetnchggressive war waged across the
1950s and 1960s in which the established scho@bafianticism came under threat and
was eventually defeated by the rampaging forcéddamfernism. Much to Rand’s
dismay, she watched as artistic abstractions degitte power of the individual to

achieve heroism and moral good became steadilgee@lin American culture with the
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image of the depraved and morally bankrupt becoraingre normal point of focus in
literature and cinema.

The joint consideration of the larger conclusioeached by Petigny and Rand,
both of which pointed to the idea that the post-erarshould be considered as a whole
rather than divided into decades, opened the awdhé application of their ideas to
various aspects of post-war culture in order tottesr legitimacy. Using the medium of
film as a case study, the preceding analysis cersida number of films across several
genres that were made over the course of the gragewar period to determine whether
or not Petigny and Rand were correct. After pnadiithe Western genre in a chapter
length case study and the remaining genres in cwreise intellectual critiques, there is
little doubt as to the validity of the argumenttttiee ideas associated with Modernism
began to infiltrate American culture in the immediaftermath of the Second World
Warr.

Early examples of civic indifference, moral rel&im and a growing lack of
positive metaphysical abstractions showcased ttreasing isolation, and at times
degeneration, of the heroic individual in films BuasHigh NoonandRebel Without A
Cause and thus provided a springboard from which ma@rioworks of Modernism,
ranging from low-budget nihilistic drive-in filmsush asThe Wild Angelso the
masterful yet morally indifferenthe Last Picture Shqwould be launched into a cultural
landscape in which Americans were already growmegdaasingly cynical and fearful as a
result of the ever-present threat of nuclear destm, divisive conflicts such as the
Vietnam War and a changing moral framework that enodt films only helped to

reinforce and legitimize. Thus, the emergence adraplete work of Modernism such as
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Dr. Strangeloven the mid-1960s cannot be explained away as aangstic mode of
expression, but rather as the end product and atiéitniumph of Modernism over
Romanticism in the war contested over the courgbeoéntire post-war period.
Considered together, these factors all support Radentification of the war between
Romanticism and Modernism and Petigny’s argumeattttie traditional historiography
of post-war American culture erred in its insistetizat the 1950s and 1960s should be
considered as separate cultural periods.

While it is important that the conclusions of tetady confirmed the strength of
the recent shift in the scholarship on the posteiod, its pedagogical implications
represent the logical place to end this concluberause the intellectual determinations
reached are only of value if they can be preseiateshdergraduates in a manner that
ensures student understanding. The profile of @aMNickberg's ideas about intellectual
history in chapter one provided convincing evideasé¢o the importance of viewing
ideas as antecedents to all other actions. Ofl @qyartance was Wickberg’s adamancy
that intellectual history should not be containetbag the ideas of high profile
individuals, but rather should include any sourgenected to a discernible idea. Thus,
in Wickberg’s view, low culture documents such iamg are of equal importance to
intellectual treatises penned by renowned thinkéiss point provided academic
justification for pursuing the case study usingtpear film to identify the existence of a
major philosophical conflict, assessing how theeré@mphasis on the conflict has
impacted the current historiography of the period then using the dynamics of the

conflict to construct a course on post-war intellat/cultural history.
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With film established as a legitimate source fovak of intellectual history,
chapter four demonstrated that the artistic medias also relevant as a classroom tool.
Beginning with the work of John E. O’Connor and Nael T. Isenberg in the 1970s, and
culminating with the more recent publications o&AIS. Marcus, the academic literature
pertaining to the use of film in the undergradudssroom overwhelmingly points to the
fact that, if implemented properly, film can broadbe relationship between the
professor and students by allowing for a co-owngrehstructured discussions while
also working toward the liberation of intellectdiagtory from its previous emphasis on
written sources generated by elite minds, a pbit ¢choed the ideas of Wickberg.

Moving into the elements that comprise the costagcture of History 399, the
remaining sections of chapter four outlined thecpss by which, over the course of a
sixteen week semester, students will be presenitbdie ideas of Rand and Petigny as
to their interpretation of the rise of Modernisndats conflict with Romanticism during
the post-war era, then introduced to Rand’s meti@halyzing literature and film to
determine its philosophical bent. Students willteew a series of films across several
genres that spanned the entire post-war perioddier @o apply Rand’s methodology and
in the end determine whether or not Rand and Petagare on track in terms of their
conclusion about the aggressive presence of Masharim post-war American culture
from beginning to end. Successful completion sigrenents along the way requires that
students demonstrate an understanding of coursialdiy first affirming their
understanding of Rand’s ideas and methodologicaleinaa a written review of he
Romantic Manifesto Shifting from specific to broad, the written pon of the final

examination will confirm the level at which studeatre able to articulate the general
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intellectual ideas that drive the course by disioigsthem in the context of the films
viewed during class and in relation to the couesalings as well as their outside
research.

The major research/film analysis paper that sttederil complete outside of
class will provide the ultimate evidence as torthiderstanding of the ideas and
material presented during the course as this assighrequires that they create their own
studies based on the model they experienced ogardiwrse of the semester. The pre-
fabricated model is important because the creatiaresearch model is typically one of
the toughest steps in the process of developindhestgrical study, especially for
students who at best will have only minimal expseegewith the research tools used by
historians. Providing students with a model thiegaaly understand removes an
important obstacle that will allow them to focusetp on generating their own original
analyses. As alluded to in the introduction,gh&cess of writing the research/film
analysis paper serves the ultimate practical goHisiory 399; to get students to think
and write like intellectual historians. On a peralp and perhaps more meaningful level,
the research/film analysis paper allows studentsrta their ideas with only minimal
disturbance from methodological constraint, andg tinees them to make their own foray

into the ever-abiding conversation about the huomardition.
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AFTERWORD

No historian ever began with a blank consciousresss,
isolated idea or a genuinely universal doubt, fumenof these is
a possible state of mind. He begins always wilgstem of postulates
(largely unexamined) which define the limits of theught, and
with a specific view of the course of events, aw@nsonant with his postulates.
—Michael OakeshotExperience and Its Mode$933
Upon completion of the preceding project it camenly attention that because
this study, which is being presented as a workistbhy, emphasizes the heavy use of
film as well as the ideas of a controversial thinls®me historians may be skeptical as to
its legitimacy both from the perspective of contentl pedagogy. It is the express
purpose of this afterword to consider several ga@epoints of contention that could be
leveled at the study from the perspective of aitic@uhl historian and to answer them

fully. Thus, each heading represents a general@rpossible criticism under which

specific details and instances will be addressed.

Who's Afraid of Ayn Rand?

As has been apparent since | initially undertoak $tudy, the serious
consideration of Rand as a thinker from someoné&wgwithin the academy is a
decision that draws far more criticism than suppétbwever, accolades and support
were not the reasons why | completed the studyhodigh | had been long been

acquainted with Rand’s work, it was only recenligittl became aware ®he Romantic
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Manifesto Having studied post-World War Il film for mangars, including the writing
of a master’s thesis on the subject, Rand’s cetigithat era proved inviting because it
rendered an idea that accounted for the major r@lighifts that occurred during the time
period as well as for the changes in art that lesshlof interest to me for quite some
time. |invited Rand’s ideas about post-war adt anlture into my realm of thought with
the words of the political philosopher/historianddiael Oakeshott ringing in the back of
my mind; “History is experience, the historian’sndoof experience; it is the world of
ideas, the historian’s world of idea$?” Obviously Rand’s ideas about art, Modernism
and anything, for that matter, are subjective gmehao debate by others who hold
different viewpoints. Furthermore, this study dimt seek to promote the litany of
individuals who stand against Rand. Such an emateawuld have been outside the
scope of the project. My goal in chapter one rm&of Rand was simply to articulate
the main currents of her philosophical outlookhighlight the fact that she wrote
seriously and influentially about the American awdil landscape of the post-war period
and that she has been largely marginalized if aotpietely left out of the mainstream
historiography dealing with that era of Americastbry. In terms of the latter point, if
stating what is an easily discernible fact rendeesguilty of being partisan, then | cannot
escape such a charge.

As far as Rand’s ideas driving the study, | caresziape that charge either. |, as a
historian, chose to put Rand’s ideas about arttla@darger conflict between
Romanticism and Modernism to the test by engagirecase study in order to determine
if there was any correlation. By default, the fidett Rand’s ideas were being tested

meant that they were at the forefront of the stuliythis case, | was not concerned about
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what other people had to say about Rand’s ideasheR | wanted to know how accurate
Rand’s ideas were when considered alongside aatuateated during the post-war era.
In the end, | have no doubt thEte Romantic Manifest&creen Guide for Americans
and everything else that Rand wrote are all partiscuments. However, my project
was not an examination of partisan philosophicéipal treatises during the post-war
era. It was, in fact, a test of a particular idsao what forces shaped the post-World

War 1l cultural landscape.

The Historical Value of a Narrowly Defined Projectand Course

It has always been my understanding that a ddgboogect/dissertation is by
nature supposed to be highly focused. Thus, exagithe post-war period, which ran
for twenty-five years, represented a manageabiegbef time, but one in which quite a
number of major cultural events and changes ocdur@ne need only to glance at the
regular history offerings at the University of NoDakota to find courses that examine
the Second World War, the Viethnam War, the Unitetes: 1920-1945, the French
Revolution and Napoleonic Era, 1789-1815, all ofchltover time periods nearly equal
to the one considered by my project and the caursspired.

In terms of the specificity of the content, thejpct adhered to the mandate of a
focused academic study, not a general survey.séfams as though my examination is
too narrow because of its strong reliance on thekwbRand and historian Alan Petigny.
Such a focus was purposely built into the studg. stated in the previous section, Rand’s
ideas, as well as those of Petigny, were beindgtlte test. Writing a more general

survey of broader cultural shifts in the post-waripd did not need to occur as Petigny
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had just completed that task in 2009. Once | ifledtthat Petigny confirmed many of
the cultural impacts of Modernism that Rand ideadiffrom a polemical perspective
during the period, | felt | could contribute toghistorical discourse by putting those
ideas to a test in a case study. Such case stdidairly common within the discipline
of history; consider for example Lee Benson’s 1@@tk, The Concept of Jacksonian
Demoncracy: New York as a Test Cagdthough focusing on the political records of a
single state, New York, Benson brought into serigusstion Arthur M. Schlesinger, Jr.’s
popularly held concept of the Age of Jackson bypelisng the notion that the leadership
of both the Democratic and Whig parties broke alstnigt socioeconomic lines. While
that particular historiographical debate continieesage, Benson’s narrowly focused case
study remains an integral part of the historioggaphthe Jacksonian EF&> In the
tradition of a historian such as Lee Benson, litmked at a larger study, Petignyree
Permissive Societyvhich seemed to represent a distinct shift inhilseoriography of the
post-war period (I also chronicled other works lagdip to Petigny’s that seemed to
represent the beginnings of a paradigm shift),dewlded to launch my own case study

to test both his ideas and those of Rand.

Contextualizing the Cold War

As American Cold War culture played a significamierin much of the work that
resulted in my master’s thesis, “The Duke and the@ger: John Wayne, Jackson Pollock
and Created Images of Masculinity in Cold War Arogfi | am aware that even today

the mentality still exists to paint every aspecAaferican culture from 1945 to 1991 in

% | ee BensonThe Concept of Jacksonian Democracy: New York Bessa Cas€Princeton: Princeton

University Press, 1961), 331.
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light of the Cold War. It would almost appear thia hysteria of the time has bled
deeply into contemporary historical discourse. M/acknowledging the importance of
the Cold War and its impact on American cultuneust declare that this project is not
focused on the Cold War. The Cold War is certagrlg important aspect that is
considered, but the project’s true goal, as stabee, is to test the ideas of Rand and
Petigny as to the collision of Romanticism and Moadan during the post-World War li
era, which overlapped with part of the Cold War. dram well aware that historians
have and will continue to examine Hollywood durthg post-war era and the films it
created from the perspective of the Cold War. $atiyhave done that very same type of
analysis. However, as will be discussed in the segtion, this project is about a
different set of ideas, of which the Cold War i¢ tiee major consideration. | know that
John Wayne was a rabid anti-communist and membtreaJohn Birch Society, just as |
am aware that Rand appeared as a friendly witrefsseothe House Committee on Un-
American Activities. While these facts are valwabhd have been examined by those
interested in Cold War culture, the next sectiol fvghlight in depth why this study is
less interested in the activities of artists suelRand and Wayne as opposed to the

specific works of art they produced.

Films as Primary Documents

This topic is one in which | expected some degifddawback because it remains
outside the realm of typical history courses tofilseas the central primary source.
Before justifying that decision, it is first necasgto address those who may argue that

films should not even be considered as primarycasur | have always operated under
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the view that films, like any other sources, carbbth primary and secondary sources.
For example, a film from the World War Il genre twbbe considered a secondary source
if one is interested in the accuracy of the evérdepicts. However, the same film could
be considered a primary source if one intends &omexe it from the perspective of how it
reflects not World War I, but the time in whichwais made. This dual function is no
different than the way in which certain books axareined. A classic example of this
point would be Edward GibbonHistory of the Decline and Fall of the Roman Empire
which can be considered as part of the secondatgriagraphy of the Roman Empire,
but also as a primary source that reflects thesiéea sentiments of the British
Enlightenment.

Beyond the basic criticism of using films as prigngaources, it is likely that the
decision to analyze the films as finished produatser than detailing the process by
which they were made could be a source of criticetontent. In order to answer such a
criticism, | would first point to the fact that hranot pretending as though any film is
made in a vacuum and not impacted by contemporamyts. If anything, the premise
that films were impacted by contemporary eventbeskey point that underlies the study.
Going back to the issue of the Cold War discuséede, | am aware that post-war films
will always be considered for their relationshipdold War culture. | acknowledge this
point in the study by highlighting classic inter@atgons of films, which often relate to the
Cold War. Also, there is an entire series devesfeetifically to films directly related to
the Cold War. In terms of the course inspiredhi®ydtudy, chapter four details the
process by which the students are made aware @dlteWar as well as other cultural

events that impacted the art of the period. Howates not the stated intention of this
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study to critique the films of the post-war eraenms of the behind-the-scenes politics or
intentions of those who made them. While | undardithe value of such an approach
and have engaged in that type of analysis in tlsg gas my view that the films as
finished pieces of art offer a great deal of hisermeaning in their own right, and not
only from the perspective of the Cold War, but afsbght of the conflict between
Romanticism and Modernism identified by Rand anerlay Petigny.

Returning to Wickberg’s thoughts on intellectustbry profiled in chapter one,
my method of analysis in this study sought to cdeispost-war films as “expression[s]
of thought.®®® In attempting such a task, my goal was that efiiflying the “conceptual
sensibility” that emerged from individual films, weh in turn helped to identify
“patterns” of Romanticism and Modernism, whichthe end, served to confirm the
notions of Rand and Petigny as to the conflict leetwthese two schools of thought
during the post-war periotl! While | realize that my method of analysis repres one
of many possible avenues of exploration, one caescape the fact that films can speak
for themselves and represent what Rand called ‘phgtacal abstractions” of the artist’s
“sense of life.3°® Transferred to a historical perspective, theset&physical
abstractions®® can be considered alongside each other in orderderstand “the
patterns of mind that shaped” théfi.In the end, adhering to the premise “that the way
to understand ideas is to see them in the confenther ideas,” | was able to confirm,

using film as a case study, that there was indattuggle between Romanticism and

¢ Wickberg, “Intellectual History,” 390.
*7 Wickberg, “Intellectual History,” 390.
%% Rand,Manifestq 26.
*» Rand,Manifestq 26.
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Modernism during the post-war era as noted by Rasavell as the fact that, as asserted

by Petigny, Modernism achieved cultural dominangéhe end of the periotf*

Pedagogy

In thinking about possible criticisms of the stuahd course from a pedagogical
perspective, a return to the potential issue ofavafocus represents a good starting
point in terms of whether or not a course with sadbcus is of value to students. At the
beginning of the process by which | settled onpactéor my project and decided to make
my required History 399 course an outcropping af thiork, | did not consult nor was it
suggested that | consult pedagogical studies iardaddetermine what type of course |
should offer. Instead, | turned to what | believealld be the best general guide for that
endeavor, the University of North Dakota Undergetdicatalog. As described above, |
found courses whose subjects and time periods eggnenensurate to the time period |
wished to cover in my course. Also, | found suppar my decision in the description of
courses taught under the History 399 designatidigiwstates that these courses are
focused on “specialized subject[$f? Having come to an understanding of the nature of
History 399 courses at the University of North Diakd submitted a course proposal and
syllabus that were subsequently approved by thergislepartment.

In testing the accuracy of Rand’s notion of a tonbetween Romanticism and
Modernism and Petigny’s conclusions as to the altewvictory of Modernism in post-
war America, the students are in no way being &ohio a restricted field of historical

vision. Petigny’s work, which is assigned readimgt students not only discuss in class

! Wickberg, “Intellectual History,” 394.
“%2 University of North Dakota, University of North Data Undergraduate Catalog 101, no. 3 [July 2011]:
136.
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but also consider in formal writing, is a broadiaband cultural history of the United
States in the post-war period. Thus, it is nahasigh the students are only being
encouraged to think only about Rand and Petigre idleas of these individuals happen
to represent the general framework through whiatm lasking them to consider the post-
war era.

If pressed to defend the value of the course’ssgagentions from a pedagogical
perspective, | would point to the ideas of Mich@akeshott, who, as a historian of
political thought, wrote widely about issues pertiag to university education and the
role played by history and the other humanitiedinithat larger context. In an address
delivered to recently arrived undergraduates attmelon School of Economics,
Oakeshott spoke generally of what “academic” thougeans'®® To Oakeshott, “being
‘academic’ is being concerned, not with prescripsi@and injunctions, not with learning
what to do and how to do it, not with discoveringraly how things work and what they
can be used for, but wigxplanations'*®* He went on to note that “the world. . . . is
something to be understood, not used; somethibg ttiscerned and made intelligible,
not exploited.*®

In a related lecture, Oakeshott described thegs®of learning, which he defined
as “the comprehensive activity in which we comé&riow ourselves and the world

around us.®° What Oakeshott believed the process of learniagenpossible for every

human was the chance to claim knowledge and urastetisty of the “inheritance of

% Michael Oakeshott, “On Arriving at a Universityri What is History? and Other Essays
(Charlottesville, VA: Imprint Academic, 2004), 337.

% Oakeshott, “University,” 337.

*% Oakeshott, “University,” 338.

%% Michael Oakeshott, “The Character of a UniversituEation,” inWhat is History? and Other Essays
(Charlottesville, VA: Imprint Academic, 2004), 374.
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human achievements,” which included “feelings, eons, images, visions, thoughts,
beliefs, ideas, understandings, intellectual aratral enterprises, languages,
relationships, organizations, religions, canonsmaaims of conduct, procedures,
rituals, skills, works of art, books, musical corsjtions, tools, artifacts, and utensif§™
For one to enter this world via learning, Oakeshetteved that “there is no other way
for a human being to make the most of himself thyatearning to recognize himself in
the mirror of this inheritance of human achieveniéfit To aid in this process, the
teacher oversees “the deliberate and intentionmztion of a pupil into the world of
human achievement, or into some part of2."For Oakeshott, the teacher was not
simply present to be a cheerleader for what hagptmbe en vogue at the time. Rather,
“the part of the teacher . . . is to hold up theramiof human achievement before a pupil;
and to hold it in such a manner that it reflectsmerely what has caught the fancy of a
current generation, but so that it reflects sonmgtlwvhich approximates more closely to
the whole of that inheritance. . . . to bring teitmotice what the current world may have
neglected or forgotteri**

Perhaps the most useful tool that can be impaotadstudent as a result of being
exposed to knowledge in the aforementioned marsniei ability “to recognize and

411
S

enjoy the intellectual virtues™ As further defined by Oakeshott, possessionisfgkill

gives one “the ability to detect the individualahigence which is at work in every

7 Oakeshott, “Character,” 375.
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utterance, even in those which convey impersorfatiimation.**? Furthermore, “Every
significant act or utterance has a style of its pavpersonal idiom, an individual manner
of thinking of which it is a reflection®*® After pointing out that this skill “cannot be
learnedseparately” nortaughtseparately,” Oakeshott concluded that “learningnt is
acquiring the ability to feel and to think, and thepil will never acquire these abilities
unless he has learned to listen for them and tograze them in the conduct and
utterances of otheré™

In relating Oakeshott’s ideas to my own study ustrfirst say that having taught
for several years, it is always my highest godiring students into a discourse about the
human condition, which they have inherited andadse experiencing in their own right.
This point is directly correlated to Oakeshott'salission of “explanation'® and “the
inheritance of human achievements”The thoughts that led to the current study and
subsequent course centered on my belief that fdwad what was for me a new and
intriguing set of ideas (Rand and Petigny), or wbhakeshott called a “personal idiom,”

about the American cultural landscape during thet-pgorld War Il erd’*’

Upon further
exploration, | discovered that Rand’s ideas haceived little serious consideration
within the academic world despite the fact thaigPgts work seemed to confirm at the
very least the growth of Modernist culture in postr America. Taking to heart

Oakeshott’s point about the need to expose studeats of the human inheritance and

not just the portions that have been deemed populaolitically correct, | chose to

2 Oakeshott, “Learning,” 59.
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engage in a study to examine a particular formostjvar art, film, through the
“personal idiom” of Rand*® Engaging in such a study forced me to considesqs of
art and American culture that | was very familiathan a way in which | had never
considered before. Carrying this new approachegobst-war period into my course, |
introduced students to Rand’s “personal idiom” togkther, we set about trying to
understand the post-war €. Early and often, other idioms intersected ouhpatany
purposely inserted by me, and were welcomed irgarilx and added great depth to our
attempt at making sense of the post-war culturaddaape through the films it produced.
As far as the specific course assignments areecoed, they were all created
with the express purpose (the details of whichlm&afound in chapter four) of allowing
students to interact with the ideas of Rand, Pgtayrd twenty-five years of films, and to
demonstrate their ability to function within thiargcular idiom. Far from simply
directing the students to replicate my own worle, phimary objective in terms of the
course and its assignments goes back to Oakespuitisotion of “learning to recognize
and enjoy the intellectual virtue$?®® An assignment such as the film analysis paper,
which was in fact modeled after my own exploratdmpost-war culture via Rand’s
“personal idiom,” is a positive instance of “teawlpiby example” in that students are
presented with “a concrete situatidi™” Thus, “in imitating the example [students]
acquire not merely a model for the particular omoasbut the disposition to recognize

everything as an occasion. It is a habit of listgrior an individual intelligence at work

¥ Oakeshott, “Learning,” 59.
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in every utterance that may be acquired by imitpéirieacher who has this habt* In
the end, when most of the students in my class luageforgotten the individual films
we watched together and even many of the ideasdhéyated during class discussions
and in their own writing, it is my pedagogical hdpat when they encounter a work of
art, be it a work of literature, a poem, a paintma film, they will be able to recognize
and make sense of “the reflection of a mind at work language” expressing insight

about the human conditidf®

*?2 Oakeshott, “Learning,” 60.
2 Oakeshott, “Learning,” 61.
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APPENDIX



Appendix
What Went Right and What Went Wrong: Initial Obsgions of History 399
Nearing the End of the First Course Cycle

As the first cycle of History 399 entered its fimeeeks, it seemed wise to
consider how the class progressed to that poiotder to determine if any major
components of the course needed to be reconsigerned forward. While the two major
culminating assignments, the film analysis paperthe final examination essay, remain
unknown entities as to student performance, mae #émough time had passed in order
to make an initial determination concerning thedamental issues of the course
structure, presentation of primary and secondartgnads and class discussion. Within
this context a great deal of positive signs becapparent. However, areas that could be
bolstered proved noticeable as well.

The decision of the instructor not to reveal thecific selection of films proved
to be a success. Without knowing what film theyengoing to screen, the students
approached each viewing with a mind free of preeosgd notions. This point stood in
direct support of the course method presenteduttests during the first class session,
which simply identified the perception by certamtellectuals and historians of a conflict
between Romanticism and Modernism during the postiWVvar Il era. The instructor
purposefully remained neutral in terms of commaeantn the validity of such claims
beyond presenting the evidence cited by those widese were under consideration.
From the beginning it was known by the students lthstory 399 represented a
historical/intellectual experiment that sought twinculcate them with a particular
mindset but rather to bring them into the middl@eabnversation about the human

condition from a historical perspective.
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The absence of excessive pre-viewing contextuaizallowed students to more
freely make their own determinations about the eoh&and meaning of the films they
encountered. This fact proved enormously benéficithe post-film discussions. As the
weeks passed a growing chorus of student voiceheasl during the discussion
periods. What made the student participation nreesiningful proved to be the insightful
commentary they offered and which typically develdgpontaneously after an opening
salvo of initial reactions. The students’ demcetstd their familiarity with the ideas
surrounding the belief that a conflict between Roticesm and Modernism existed
during the post-World War Il period in the Uniteth®s by commenting on what they
viewed in relation to the ideas and thinkers uradersideration. As the facilitator of
these discussions, the instructor had ample oppitytto weave the cultural/historical
contextualization of the films into the conversatio a manner devoid of constraining
ideology or method.

While some readers of this analysis will argué tha time devoted to screening
films in class bordered on the excessive in His899, the in-class viewings had a
positive effect in that students had no other aldigt to engage with the source under

consideratior{?*

Had the students been charged with watchingiliine butside of class
it is likely that the same trend would have develbps so often occurs in courses that
require a heavy load of outside reading; many stisdeould fail to complete all or part
of the assignment and the attempt to engage in-alass discussion would result in a

frustrating and counter-productive experience fathlihe instructor and the students. As

424 Although one may further argue that a studentct@ufact “check-out” of the class altogether, thir
nothing an instructor can do for the students wéneehmade the personal choice not to engage.theis
view of the author that until a student makes tttividual decision to become a part of the disarssi
there is no valid consideration that should be iaggb them.
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it is, class time provides a captive audience wdents, many of whom are at their
highest peak of interest in the subject matter bsedhey have few if any distractions.
In addition to the positive aspects that cameégiut las a result of completing a
majority of the primary source analysis during slabe success of the practice also
forced the instructor to consider the main poiritdissatisfaction with History 399. The
first major assignment students completed duriregetrly weeks of the semester, the
critical review of Rand’§’he Romantic Manifestdemonstrated the danger of charging
students with completing a reading assignment apdating an acceptable level of
critical analysis. In a class whose roster coadisixclusively of upperclassmen, the
majority of whom were history majors, the submigasiéor the Rand review assignment
proved so unsubstantive, despite clearly commugtcakpectations, that the instructor
had no choice but to return the papers, none oflwimet the minimum criteria for
length, ungraded and allow two weeks for the sttglenrevamp their subpar efforts.
Although the criticism of the Rand paper submissioutline above may appear
harsh to some readers, one could not argue thatstractor expected to the students to
complete the assignment without meaningful guidascthe first two and one-half hour
class session was devoted to an extensive ouflitb@Romantic Manifes@nd how it
would be used in the course. The instructor atstqual additional streaming commentary
on the History 399 Blackboard page. While a smadup of ambitious students re-
worked their papers in order to at least meet tmemum requirements for the
assignment, many students submitted revisionssthidiacked the depth necessary to
complete the assignment successfully because #iled to stretch their papers to the

minimum page requirement (five to six pages), wiiehinstructor established
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commensurate to the breadth of the assigned reattingrder to glean something
positive from this lackluster performance, theruastor graded the papers critically, but
admittedly eased back on the recorded grades dgsetbtudents who met the minimum
length criteria with the understanding that theorded grades for the final examination
essay and the film analysis paper assignment wefiletct the instructor’s critical eye
toward active analytical engagement, developmestbstantive arguments and overall
familiarity with the discussed during class an@ssigned readings.

Going into future cycles of History 399, the issiie@nsuring student
understanding and accountability for the outsideliregs could be enhanced by devoting
an additional class session to outlining and dsiagsthe general framework of the
selections. Utilizing this approach would allow farther development of Rand’s ideas
during the first class meeting to be followed haageted writing assignment that would
be submitted and discussed in class the followiagkw While this alteration to the
course schedule would force the removal of one filbm the course list, it would
provide additional time and increase student utdedsng of the main ideas the course
seeks to explore.

In the end, while the two major writing assignnsefor History 399 have yet to
be submitted, the instructor is for the most p&aged with the general flow of the
course as the last few weeks of instruction apgrod&espite the issue with the first
major writing assignment detailed above, the oVetablent performance is
commensurate with that encountered by the instruicttihe two other courses he has
taught in the history department at the Universitilorth Dakota. The culminating

experience of teaching History 399 as the fingb stethe process of earning the doctor of
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arts degree has provided the foundation for a eostrsicture that is malleable and will

provide years of teaching possibilities in the fatu
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