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Introduction

Prior to exposing the reader to the very contents of this thesis it is the author’s great honour and pleasure to express respect, gratefulness and thanks towards Professor David Crystal and his wife Hilary for the helping hand they have provided in the form of advice concerning the manners in which a linguistic sign may be treated. Despite the diminutive length of our interview its outcome has become one of the pillars of this thesis, and namely Mr. Crystal’s guidance on Saussure’s Axis of Successions should be regarded a quintessential example of linguistic mastership in practice. 

Further on, the work of Jonathan Rosenbaum, whose precise insight into the work of Jim Jarmusch and namely Dead Man has been used here as a platform for further analysis of the film, should be given a special appreciation by the author. Especially Rosenbaum’s 1996 interview with the director and his book Dead Man have been ones of the most important sources of information both on the film and the director.  

As the author of this thesis will attempt to find allusions in the film to works of art significant in western (mainly literary) canon, references to some non-English written texts appear in the thesis. This applies especially to Dante Alighieri’s The Divine Comedy the structure of which is used here as a notional scaffolding to the plot describing part of this thesis. In such cases, the author(s) of translation are stated only once, namely after the first appearance in the body of the thesis; all following translations of the same origin are to be understood as the work of the same translator Henry Wadsworth Longfellow, in the case of The Divine Comedy). 

The purpose of this study is to find, identify and describe allusions in the motion picture Dead Man (written and directed by Jim Jarmusch in 1997). Extra attention is paid to the intertextual influences of the western literary canon on the structure and/or form of narration in Dead Man. The first part, Classic or Acid? observes the development of the cinema genre of Western throughout the 20th century. The second part, Intertextuality and Allusion, provides explanations and examples of phenomena after which the chapter is titled, and the third part, Instances of Artistic Referencing in the Plot and Settings of Dead Man, is a description and analysis of the particular instances of authorial (sic) artistic referencing as they appear in the plot of the film as a textual scaffold for the further analyses and descriptions of artistic referencing. In order to outline the terms that appear in this text, let us mention intertextuality (the influence of other texts on author’s writing), allusion (author’s deliberate using references to other texts or pieces of art), acid western (a branch of Western films that is marked by psychedelic visual effects and characters’ altered states of mind), or code (or a set of culturally qualified clues necessary for successful decoding of a linguistic sign or a set of them).   

The plot of the film is quite simple: a young inexperienced accountant Bill Blake is on a train from Cleveland to the West of US, namely a town named Machine. On his way he witnesses white men killing buffalo by dozens, his fellow-travellers’ clothing suggests late 19th century. When he arrives he finds out the job has been taken and decides to spend his last money on alcohol. Outside the bar he meets Thel, a beautiful ex-prostitute selling paper flowers. They end up in bed together and later that night Thel’s suitor appears unexpected in Thel’s room. There is an argument between him and Thel in which he and Thel die and Bill is deadly wounded. 

Bill flees on the suitor’s pinto and a chase for him begins. The owner of the town sends three bounty hunters and two marshals to catch Bill but eventually they all die. Bill meets a Native American named Nobody in the bushes and they make friends. When Nobody finds out Bill’s name, he becomes absolutely sure that the accountant is the reincarnation of the English poet, sent back on Earth to shoot his way through the desolate Wild West to Heaven (or the Mirror of Water as the Indegene names it). 

After a series of ill-fated encounters with “crazy white men” they arrive in a Makah vilage from where Bill is to depart to Heaven on a canoe. Just before he dies numb and paralysed, he watches Nobody’s death from the hands of one of the bounty hunters, Cole Wilson, who is shot by the Indegene simultaneously. The film ends with the view of the canoe floating off the shore. 


CHAPTER ONE

Classic or Acid?
A 1.0

Andre Bazin’s Views On Western

To be able to define the characteristic features of a so-called acid Western, the author should now attempt to define the qualities of the so-called classic Western. Unfortunately, there seem to be as many definitions as viewers and film critics. In his Development of Western (1955), for instance, André Bazin, the famous French film critic and theorist  mentions (not unlike Jarmusch) the 1930s and 1940s as the golden era of the genre. To provide some names and films, he notes especially the work of John Ford, namely his Stagecoach (1939) as an ideal example of classic Hollywood Western. According to Bazin, in this film an ideal equilibrium of Western ingredients (social myths, historical evocation, psychological plausibility of characters and traditional themes) has been established. To add some more examples of the prime of Western films, Bazin adds King Vidor’s Northwest Passage (1940), Dodge City (1939) and Virginia City (1940) by Michael Curtiz, Fritz Lang’s The Return of Frank James and Western Union (both shot in 1940), Ford’s Drums Along the Mohawk (1939), William Wyler’s The Westerner (1940), and Destry Rides Again (1939) by George Marshall. The following paragraph identifies common features of the Western films with regard to their cultural background.

A 1.1

ÜberWestern

All of these Westerns were shot in the Roosevelt era of national awareness in the USA, their point in common being the glorification of (North) American history – a feature that is intentionally criticized and negated in most of Jarmusch’s films, and especially in Dead Man, where the anti-American criticism is supported by (partly pseudo-) historical reconstruction of a picture of Wild West seen as the window-case of America (see Jarmusch’s note on Ford below). To illustrate the difference between the Roosevelt era of American self-esteem and the way Jarmusch (and other counter-cultural artists of America) perceive the American history (or the American Dream, so to say), let us use a figurative depiction of “what is being sold”. While the classic Western shows the viewer polished and impressive Pontiacs and Mustangs in the notional car sales, acid Western depicts dumps through which the main characters usually crawl only to realize that there is no escape (but death, as in Dead Man). Such shift in the perception of one nation’s history, provided to the viewer via the film medium and the genre of Western, did not, of course, happen at one certain point in time. The first wave of re-defining the ideal qualities of the genre came after the year 1945. 

During the Second World War the genre was replaced in American cinemas by war-focused films to re-appear after 1945 in the form of what Bazin calls the “ÜberWestern” (Bazin 1955). The term refers to genre / form deviations from the 1940s standard – the genre, according to Bazin, felt ashamed of being itself, which resulted in more or less successful attempts to refresh the form and/or contents with aesthetic, sociological, psychological, political or erotic aspects, thus gaining (till then extremely improbable) intellectual dimension, a feature Dead Man surely has. Über Western by Bazin’s definition possesses refinement and often cynism instead of artlessness, humour instead of characters’ and/or plot’s stern dullness. To exemplify this, Bazin adduces two Westerns that are prototypes of über Western: Fred Zinneman’s High Noon (1952) and Shane (1953) by George Stevens. The former is a combination of moral drama and picture composition aesthetism (the story could just as well take place in a different genre), the latter, according to Bazin, an example of “überWesternization” driven to excess (the picture of a lonesome knight seeking the Grail is at hand) – Stevens seems to justify Western by using Western techniques and approaches to filmmaking. 

One last thing to be mentioned here in connection with Western seen through Bazin’s vision is the one quality that makes certain films of that genre interesting to him (and possibly to most of art-film “spoilt” cinema goers) – Bazin praises the presence of what he calls “novel-likeness” in Western, ie. adding psychological glamour to the themes, the characters, the plot. It is without any doubt that Dead Man is a Western in which this type of glamour shines brightly through the black and white mood – the viewer can observe changes in Bill’s behaviour and ideas concerning local society (from a “nameless” accountant he grows into the anger-driven hallucinatory quasi-reincarnation of the poet William Blake), Nobody’s bitterness does not concern only the white man’s culture but also his own people, the bounty hunters (especially Cole) also stand outside framework of respecting the civilised behavioral patterns (his cannibalism), the “three bears” are an instance of what may happen to human psyché when left without a normal conversation for a couple of months, and the list could continue  as almost everything in the film is psychologically pregnant. 

A 2.0

Jarmusch’s Anti-American Doctrine 

As for Jim Jarmusch, the director of Dead Man himself has defined the term classic western in relation to aspects closely related to the topics of this thesis, thus rendering maximum authenticity of intertextual clues, both for the author of this study and all its readers. The following lines are Jim Jarmusch’s thoughts on western films produced by major Hollywood companies, that is the absolute opposites to Jarmusch’s strict doctrine of author’s total (because not re-scripted for the needs of “cinemarket,” ie. mainstream audience) control over the film. Not only is there a difference in terms of economy, but, logically enough, also the contents of Hollywood western films provide a polar opposite of what acid western films (see below) are concerned with. The following lines are taken from an interview between Jarmusch and Jonathan Rosenbaum, published in Rosenbaum’s Dead Man of 2000. 

JARMUSCH: … In Hollywood westerns, even in the 30s and 40s, history was mythologised to accommodate some kind of moral code. And what really affects me deeply is when you see it taken to the extent where Native Americans become mythical people. I think it’s in The Searchers
 where John Ford had some Indians who were supposedly Comanche, but he cast Navajos who spoke Navajo. It’s like kind of saying ‘Yes, I know they are supposed to be French, but I could only get Germans, and no one will know the difference.’ It’s really close to apartheid in America. The people in power will do whatever they can to maintain that, and TV and movies are perfect ways to keep people stupid and brainwashed.
The director’s view of the genre is of great importance to us as it provides a description of a certain cultural framework or literary paradigm that in the director’s hands changes its structure to make way for Jarmusch’s own ideas and attitude towards the Western as a genre, and the White West as a culture he longs to criticize (following and developing the intertextual string of a non-mainstream author). Obviously the director criticizes here the “strictly white” filmmaking, in this instance taking the form of Westerns. Jarmusch’s preoccupation with cultural friction between the Native Americans and white settlers (and whose fault the practical extinction of the Native Americans was) will be dealt with elsewhere within this study (see CHAPTER THREE), so let us now concentrate more closely on defining the term “acid Western”. 

As the first wave of shifts in Western form and contents has been marked by the Second World War, the second one came in the 1960s, under the influence of the Beat Generation, in the “psychedelic” era of American culture. Generally speaking, the milestones of the sub-genre are, the harbinger of the Western scion, Monte Hellman’s The Shooting
 (1966), Dennis Hopper’s The Last Movie
 (1971), or the favourite film of John Lennon and David Lynch, El Topo
 (1970). These acid Westerns, however are not the topic of this thesis, so let us now proceed on to intertextual linking which is why the following participant of the great intertextual highway leading from Divine Comedy to Dead Man. In order to provide the reader with a direct intertextual and formal clue, Rudolph “Rudy” Wurlitzer’s work should be mentioned here, as, in terms of intertextuality (see the relevant chapter for definition and more), he is the person through which the greatest volume of obviously compatible (and, of course, relevant to the topic of this thesis) information has been filtered.
A 3.0

Let Wurlitzers Play

As Jonathan Rosenbaum notes, Rudolph Wurlitzer
, originally Jarmusch’s co-screenwriter of the first version of Dead Man (his co-operation with Jarmusch, however, did not last long and the original screenplay was discarded to make way for only Jarmusch’s treatment), is the father of the sub-genre as he has practically invented it in 1960s. Together with scripts and co-directorship in films mentioned in the footnote, Wurlitzer wrote a visionary script of the early 1970s Western about trappers named Gone Beaver by Lorenzo Mans and Jim McBride which has never been realized. The reason why Wurlitzer’s role is being emphasized here is that his writing and lifestyle provide a perfect example of intertextual linking between art work and real life in the context of certain era(s) in which a particular genre is found throughout decades. Starting to write and make (über)Western films in late 1960s, he can be regarded if not a representative of the 1960s’psychedelic culture then at least an author whose work has been marked by the cultural, temporal and spatial circumstances (which are all important factors, seen from the intertextual viewpoint) under which it was being created, thus rendering him a part of the counter-culture.

A 4.0

What Is Acid Western?

Rosenbaum (who coined the term “acid Western) develops a notional list of classic Western film qualities further on, claiming that in most classic Western versions of the east-to-west journey the character’s travels that way are headed towards freedom and bonus fines, unlike in Dead Man where everything goes the worse the further westwards the characters are – the more deaths there are, the grimmer the landscape becomes, the worse Blake is. Sharing the anti-American views on white society with Jarmusch, Rosenbaum uses cultural anthropology terms instead of linguistic ones to describe the crucial qualities of an acid Western: 

    … (the acid Western) involves the replacement of capitalism with alternative models of social exchange proposed by the counter-culture that took root during the (19)60s. In the novels of and scripts of Wurlitzer, a practicing Buddhist for the past quarter of a century, this has often involved the deliberate relinquishing of power, which represents the closest thing in his work to utopia. In the comics of a counter-cultural artist like Robert Crumb
, it entails a mistrust of institutions, a mockery of certain contemporary fashions and nostalgia for certain older forms of American pop culture. And in Jarmusch’s own work, this has involved a nostalgie de la boue – a stylistic, existential and bohemian embrace of downscale modes of living. All these attitudes can be found to some degree in Dead Man, and this is far from being an exhaustive list. It demonstrates that certain political allegiances play a much more important role in such alignments than particular generations because Jarmusch is about ten years younger than Crumb and sixteen years younger than Wurlitzer – making him only seven years old when the (19)60s began. 

Just as the 40s, 50s and 60s … were largely informed by the political divisions that took shape in society in relation to the ferment and challenges of the 30s, one might argue that the 70s, 80s and 90s were no less affected by the divisions formed in relation to the 60s. From this standpoint, Dead Man may have even more to do with the 60s than it does with either the decade in which it is set or the decade in which it was made. (Perhaps to the same degree, the more recent American Beauty (1999) offers a quintessential expression of the values of the 70s.) … (Rosenbaum 2000: 55)

The core of the sub-genre Rosenbaum sees “in revisionist Westerns in which American history is reinterpreted to make room for peyote visions and related hallucinogenic experiences, LSD trips in particular.” (Rosenbaum: 2000, 54) He claims that acid Western (or as some may call it – pot Western) depends on re-evaluating white and non-white cultural experience to see certain counter-cultural forms of social behaviour, habits, styles and socially behavioral stereotypes in relation to models derived from Westerns. The crucial difference resulting from such re-evaluations Rosenbaum observes in their  “generational biases, which lead them respectively to overturn or ironically revise the relevant generic norms.” (ibid.: 51)

What Rosenbaum attempts to point to is that there is a direct link between the (American) counter-culture and its representatives (Wurlitzer and Jarmusch, in this case), their life style (Buddhism or minimalism) being projeted into the forms of art they perform (ÜberWestern and Acid Western), and means utilized by them (allusion, pastiche, quoting, adding connotative meanings to signs, and other deviations from a notional norm) to express certain ideas in/through their artwork, rendering the viewer of Dead Man to make use of the code s/he shares with Jim Jarmusch. What the author of this thesis attempts to add is the description of the intertextual and referential background of such linking as the film in question is the direct intertextual result of western literary canon. In this case the canon (and the Western film as its product) is juxtaposed to counter-cultural view on white American society, using the spirituality, lifestyle, literature and social or cross-cultural behaviour of late 19th century North-West white Americans. Not only does this juxtaposition result in an extremely authentic (and sad) film, it also discovers the poetry of Native American philosophy by juxtaposing its representative (Nobody) to a representative of its white counterpart (Bill Blake).

CHAPTER TWO 

Intertextuality and Allusion 

Before proceeding to what role they play in our analysis of Dead Man, let us now define some of the terms and expressions whose frequent appearance on the following pages renders the necessity of their having been defined and/or explained even more exigent. The expressions are a mixture of strictly lingustic terms (sign, intertextuality, allusion), film reviews language (art film, blackout, whiteout, tongue of literature studies and that of philosophers.  May the title of this thesis serve as the first source of “WANTED” terms.

B 1.0

Intertextuality 

The term was coined in 1966 by Bulgarian-French philosopher, literary critic, psychoanalyst and linguist Julia Kristeva (* 1941) as a reaction to Saussurean semiotics (dealing with the meaning of a sign as a whole of two components, the signifier and the signified, within the structure of a text) claiming that every text (including a film
, a book, a genre, etc.) is a mosaic of references to other texts, genres, and discourses. According to Kristeva, who, in coining the word “intertextuality” was also influenced by Bakhtin‘s dialogism
, series of inter-relationships are present between all signs, or sets of them – every text is an absorbtion and transformation of another. All signifying systems, from poems to film, are the result of transformation of previous signifying systems, that is, being recognized and put into effect they modify earlier systems. Moreover, as the linguist logically suggests, meaning is never transferred directly from the author to the consumer of a text – instead, it is filtered through “codes” (see below) adopted and modified both by the author and the reader / viewer / listener as the result of their previous experience with another texts. 

Gerard Genette proposed the term transtextuality as a more inclusive term than intertextuality. He listed five subtypes: intertextuality (quotation, plagiarism, allusion), paratextuality (the relation between a text and its 'paratext' - that which surrounds the main body of the text - such as titles, headings, prefaces, epigraphs, dedications, acknowledgements, footnotes, illustrations, dust jackets, etc.) architextuality (designation of a text as part of a genre or genres), metatextuality (explicit or implicit critical commentary of one text on another text, and hypotextuality (the relation between a text and a preceding 'hypotext' - a text or genre on which it is based but which it transforms, modifies, elaborates or extends, including parody, spoof, sequel, or translation). (Genette 1983) 

Another linguist concerned with the topic, Roland Barthes, sees intertextuality in his The Death of the Author, an essay first published in the Aspen journal, as a tissue of quotations, where the meaning of elements constituting an artistic work is not given by the work itself but by the way the reader (or viewer / listener) interprets it. Barthes seems to put it clearly claiming that codes are but the feeling of “deja lu”, and readers, in whom these codes dwell, may be thought of as the representatives of general intertextuality. “I,” writes Barthes, partly in accordance with Kristeva, “is not an innocent subject that is anterior to texts.... The I that approaches the text is itself already a plurality of other texts, of infinite or, more precisely, lost codes (whose origins are lost)”. (Barthes 1967: 102) 

Finally, according to  M. L. Ryan, Kristeva and Barthes see intertextuality as “the practice of integrating a variety of foreign discourses within a text through such mechanisms as quotation, commentary, parody, allusion, imitation, ironic transformation, rewrites, and decontextualizing/recontextualizing operations,” (Ryan 2001: 6 in Falcone 2002) For futher information on intertextual codes, see below and/or Daniel Chandler’s Semiotics For Beginners (2007). 
B 2.0

The Code 

To say the least, a brief outline of intertextual codes follows as suggested by Chandler and other linguists. Chandler claims that a great deal of successful “decoding” signs or sets of them depends on the code. The code enables the meaning of a sign to be retrievable by the consumer as the meaning depends on the code (it provides a framework within which signs make sense). Nothing can be given the status of  a sign if it does not function within a code. Given that the relationship between a signifier and its signified is relatively arbitrary, interpreting the conventional meaning of signs  requires familiarity with appropriate code – reading any text (or watching signs on screen) thus involves relating the signs to relevant codes. Codes are interpretive frameworks which are used by both producers and interpreters of texts. In creating texts we select and combine signs in relation to the codes with which we are familiar “in order to limit... the range of possible meanings they are likely to generate when read by others“ (Turner 2003: 17 in Chandler 2007). Usually the appropriate codes are obvious, given by all sorts of contextual (or intertextual) cues. The medium employed clearly influences the choice of codes. (par. Chandler 2007)

Understanding even the simplest texts we employ a wide range of social and textual codes without even knowing it. Literary texts tend to make greater demands. Eagleton argues that even during the process of reading a text (or, in case of cinemagoers, watching a set of signs on screen) the code undergoes revision and transformation; continuing to read (or watch, listen) with this same code, we discover that it now produces a 'different' text, which in turn modifies the code by which we are reading it, and so on. Eagleton further claims that this dialectical process is in principle infinite and thus it is not enough only find the right code for what we are perceiving. Literary texts are “code-productive“ and “code-transgressive“ as well as “code-confirming“. Logically, even the codes we utilize to view and decode Dead Man change throughout the film (e. g. our perception of Bill may depend on changing the codes of visual arts, musical codes, etc. as Bill’s speech, the contextualization of the character, and his deeds, change). (par. and quot. Eagleton 1983: 125 in Chandler: 2007)

Finally, the primary code, according to Chandler and others, in any society is its dominant language, within which (as with other codes) there are many 'sub-codes'. As for the relations between the individual sub-codes, Stephen Heath gives an example related to the codes of film-making: “codes are not in competition with one another ... there is no choice between, say, lighting and montage“. Also stylistic and personal codes (or idiolects) are often described as sub-codes. (par. and quot. Heath 1981: 130 in Chandler 2007) Jim Jarmusch touches the issue in the 1999 Guardian interview: 

Language can be abstracted, language can be used as a very beautiful code in poetry, the nuances and the multiple meanings of things, it has a music to it. It has so many things in it. It is also reduced from prose and therefore can be both mathematical, or very, very abstract. A lot of poets too live on the margins of social acceptance, they certainly aren't in it for the money. William Blake - only his first book was legitimately published. For the rest of his life, he published everything himself and no one had any real interest in it during his lifetime, which is true of many, many poets, so I think of poets as outlaw visionaries in a way. I don't know. I like poetry. Dammit, I like poetry; anyone got a problem with that?! 

(Jarmusch 1999)

B 2.1
Types of Code According to Raymond Chandler 

1) Social Codes

- verbal language (phonological, syntactical, lexical, prosodic and paralinguistic subcodes)

- bodily codes (bodily contact, proximity, physical orientation, appearance, facial expression, gaze, head nods, gestures and posture)

- commodity codes (fashions, clothing, cars)

- behavioural codes (protocols, rituals, role-playing, games)

2) Textual Codes

- scientific codes including mathematics

- aesthetic codes within the various expressive arts (poetry, drama, painting, sculpture, music, etc.) including classicism, romanticism, realism, etc. 

- genre, rhetorical and stylistic codes: narrative (plot, character, action, dialogue, setting, etc.), exposition, argument and so on 

- mass media codes including photographic, televisual, filmic, radio, newspaper and magazine codes, both technical and conventional (including format)

3) Interpretative Codes

- perceptual codes: e.g. of visual perception (Hall, 1980: 132; Nichols, 1981: 11ff in Chandler 2007)
 

- ideological codes
 

- more specifically, we may list the “isms”, such as individualism, liberalism, feminism, racism, materialism, capitalism, progressivism, conservatism, socialism, objectivism, consumerism and populism
 

Furthermore, these three types of codes correspond broadly to three key kinds of knowledge required by interpreters of a text, namely that of: 

1) the world (social knowledge); 

2) the medium and the genre (textual knowledge); 

3) the relationship between 1) and 2) (modality judgements) 

(Chandler 2007)

B 2.2

Decoding Dead Man 

Intertextually heavily charged, Dead Man expects the viewer to know quite a high number of codes. Perhaps the chronologically first code the viewer may be made to utilize in decoding the message of the film is the textual code as the genre of Western and its variations modify the meanings of signs used in Dead Man – according to some linguists, the name Nobody, for example, was used by Jarmusch as a partial reference to the spaghetti western My Name Is Nobody.
 (Rickman in Rosenbaum 2005: 55) The reader of this thesis is free to decide which codes to utilize when watching the film. The author will merely suggest some clues and possible explanations for doing so. As for intertextuality, for example, the fact the film divides into three parts, or acts if the kind reader pleases, will become central for our purposes. 

Acts One to Three can generally be perceived as the result of intertextual influence of western literary canon  represented for example by Dante Allighieri’s Commedia as there start to appear clues in the film suggesting possible intertextual (ie. unintentional) connections between the components of the film (the characters, the plot, the settings, etc.) and the above mentioned renaissance artist: Bill passes through the notional three realms of death: from Inferno through Purgatory to Heaven, in the film represented by the town of Machine, the wilderness, and “the Mirror of Water” respectively.    

As a matter of fact, apart from Dante’s metanarrative, the ternary division of a text is also one that William Blake utilized in his work, for our purposes, perhaps Blake’s Milton: A Poem is of highest importance for not only does is it divided into three parts, but it also resembles Dead Man and Commedia in that it describes the main character’s progress through various difficulties and pieces of experience towards what is represented by the famous phrase “Requiescat In Pace”.
 Referring to the doctrines of Calvinism, Blake asserts that humanity is divided into the "Elect", the "Reprobate" and the "Redeemed". Inverting Calvinist values, Blake insists that the "Reprobate" are the true believers, while the "Elect" are locked in narcissistic moralism. At this point Milton appears and agrees to return to earth to purge the errors of his own Puritanism and go to "Eternal death".

Apart from the “allusive” (ie. deliberate) presence of William Blake’s work and ideas in the film (for instance in the form of quotations – see below), it should also be pointed at the fact that Blake’s poetry was added to the film as the result of resonating in Jarmusch’s mind together with works written by Native American authors: 

JARMUSCH: Blake just walked into the script right before I was starting to write it, up in the woods. He was sort of a late development because I was reading a lot of books by Indians, and to take a break from that, I just picked up a copy of the collected works of Blake there and started reading Proverbs of Hell. And that’s when I thought,  ‘Wow man, this is so close to the other stuff I’ve been reading.’ You know – ‘Expect poison from the standing water.’ All those little aphorisms.  … (Rosenbaum 2000: 75) 

This Jarmusch’s confession, no matter how informal it sounds, lets the precious reader identify the major difference between allusion and intertextuality in that it describes both mechanisms being processed in the same medium (film). Not only does it exemplify the difference between the “deliberate” and “unconscious” presence of Blake in the film, it also exemplifies the textual progress from one (Jarmusch’s recognition of the similarities between Blake and Native American literature) to the other (Jarmusch’s deliberate recontextualization of Blake – both the author
 and his work – in the film). Whereas the former is the result of the authors’ intentions (as we shall see later), the latter comes into question when authors’ subconscious dispositions develop into a piece of text that can be identified as the result of the author’s familiarity with previously written texts. This is also why Blake’s work appears on at least two levels in Dead Man: the intertextual and the allusive.   

Perhaps one of the reasons why Blake’s poetry resonates so well in Dead Man is that there could be found some similarities between the lives of William Blake and Jim Jarmusch, namely those concerning educational issues. When the student Jarmusch submitted Permanent Vacation as his final thesis at New York University's Tisch Film School, it was rejected but later the tutors started to mention his name as merchandise and would deliver his honorary degree diploma retrospectively, him being long gone from the school and looking back with a slightly ironic amusement in an interview with Geoff Andrew on 15th November 1999: 
I'd wanted to be a writer and when I came back to New York worked as a musician too, but I found my writing starting to get more and more referential to cinema. I was writing prose poems, but they were starting to echo not film scripts, but descriptions of scenes in a cinematic way. Then I didn't have any money and I didn't know what to do with myself, and I applied to graduate film school at NYU. I'd never made a film, but submitted some writing and I guess to fill in their group of students with some potential writers, I go "financial assistance" and I was accepted there and really it was just a whim that I applied and then studied there for two years. I didn't get my degree there … I didn't get the degree because in my last year, for my thesis film I made a feature called Permanent Vacation and they'd given me a scholarship, the Louis B Mayer fellowship and they made a mistake. Instead of sending it to the school for tuition, they sent it directly to me, so I spent it on the budget of the film. The film school did not like the film, nor did they like the fact that I hadn't paid tuition and used the money for the film and I didn't get a degree, but later they started using my name in ads for the school and I said in an interview, ‘That's odd, cause they didn't like my film and they didn't give me a degree.’ And then they sent me a degree. [Laughter] And with that degree and a $1.50, you can buy a coffee in New York. (Jarmusch 1999)
His looking back seems to suit the style of Dead Man realization indeed. The film depicts an “unfitting” man’s struggle, a struggle of an authority deprecating man for acceptance and survival in an environment that is rule-setting and role-imposing, in the Wild West. See also B 2.0 for more. In fact, neither William Blake, as his biographers observe, was not too great a friend of systematic institutional education – Frederick Tatham
 explains that “Blake so much despised restrictions and rules that his father did not even risk sending him to school. ... He learned on his own, the best way he could.” (Tatham in Ackroyd 2000: 17) As we can see, parallels can be found between the lives of William Blake and Jim Jarmusch – both of them sooner or later became people rejecting authorities, especially in the field of education. Both of them were able to express their more or less unique ideas in works that became milestones of the genres in which the authors created their works, although in Jarmusch’s case it may take some time before this classification proves fully right or wrong.

Apart from similarities between the authors’ lives which may be seen as resulting in  certain (intertextually, and thus culturally qualified) form of revolt against society in Dead Man, Homer’s Odyssey should be listed here as it also provides an intertextual clue – although Jarmusch says he has read Odyssey, he had forgotten when he scripted Dead Man that in Book IX, Odysseus introduces himself to the Cyclops as Nobody; maybe this was an unconscious influence, but if so, the possibility had not occurred to him until he reread the passage. (Rosenbaum 2000: 76) 

Another example may be William Blake’s poem To Nobodaddy of Blake’s Notebook (1791-1792):

                                                     To Nobodaddy

Why art thou silent & invisible
Father of Jealousy
Why dost thou hide thyself in clouds
From every searching Eye

Why darkness & obscurity
In all thy words & laws
That none dare eat the fruit but from
The wily serpents jaws
Or is it because Secresy
gains females loud applause?

As Jarmusch assures, he was not aware of this poem when writing the film. (Rosenbaum 2000: 75-76) The poem, however, is cited by Johnny Depp in the original musical score to Dead Man, namely in track four which is named after the first line of the poem. It only seems to be the influence of intertextuality that the poem was put in the soundtrack during the process of making the score.  
B 3.0

Allusion And Referencing According to R. F. Thomas

As R. F. Thomas suggests in his Virgil's Georgics and the Art of Reference (1986), there are several types of allusion (actually the prefered term here is “reference”, see Thomas 1986: 59). They are listed below but only as a sort of a clue or, to put it better, to create a semantic environment of the part of the thesis in question. The term allusion has never been one with stable meaning as it has been used by linguists and thinkers throughout decades of sign re-evaluating efforts they have made in order to (once again) redefine the social-cultural framework of the Western world. Thomas’s sub-definitions of the term are used here because they provide a sufficient source of more or less relevant (depending on the keen reader’s preferences) topic-related entries: 

1) Casual Reference, "the use of language which recalls a specific antecedent, but only in a general sense" (Thomas 1986: 118) that is relatively unimportant to the new context; this can be examplified by Nobody’s lines in which Blake’s poetry mix with Native Americans‘ proverbs and reactions to Bill’s deeds so that is often difficult to tell when one or the other is uttered. 

2) Single Reference, in which the hearer or reader is intended to "recall the context of the model and apply that context to the new situation" (Thomas 1986: 177); such a specific single reference in Virgil, according to Thomas, is a means of "making connections or conveying ideas on a level of intense subtlety"; in Dead Man, the real Blake’s life can be observed by some viewers and readers in Bill’s miserable travel. Both Blakes met the same person named Schofield (the spelling differs according various sources), both of them were alienated and socially outcast (although in Bill’s case the levels of alienation and desperation result in shooting and poetry written with blood, to use Nobody’s words – see below), both have experienced altered states of mind. 

3) Self-Reference (ibid.: 66), where the locus is in the poet's own work; for presence in of self-reference in Jarmusch, see below. 

4) Corrective Allusion, where the imitation is clearly in opposition to the original source's intentions, and Apparent Reference "which seems clearly to recall a specific model but which on closer inspection frustrates that intention" (ibid.: 171-198); this point may depend on the addressee’s level of cultural awareness and/or literacy.

5) Multiple Reference or Conflation, which refers in various ways simultaneously to several sources, fusing and transforming the cultural traditions. Thomas reckons that it “ … allows the poet to refer to a number of antecedents and thereby to subsume their versions, and the tradition along with them, into his own" (ibid.: 193) Perhaps it should be pointed that this type of reference may be seen  or presented (by both the authors and the consumers) as intertextuality, as the target reference may not always be absolutely clear and the author may not have a particular piece of art in mind that s/he wishes to refer to. 

Thomas also writes that allusion differs from the similar term intertextuality in that it is an intentional effort on the author's part. The success of an allusion, according to Thomas,  depends in part on at least some of its audience "getting" it. Allusions may be made increasingly obscure, until at last they are understood by the author alone, who thereby retreats into a private language. 

Another set of terms closely related to allusion (actually replacing the signifier “allusion” with “pastiche”) can be found in I. Hoesterey’s excellent Pastiche: Cultural Memory In Art, Film, Literature (2001) in which the author gives an exhaustive list of terms closely related to the ones above but presented in somewhat more appliable (as for the volume of explanations and examples) to our idea. The terms are: Adaptation, Appropriation, Bricolage, Capriccio, Cento, Collage, Contrefaçon, Fake, Farrago, Faux, Imitation, Montage, Palimpsest, Parody, Plagiarism, Recycling, Refiguration, Simulacrum, and Travesty. The individual terms (both sets as presented here), however, may refer to the same action, state, style, perception level, or entity in Dead Man concurrently, thus rendering the scope of naming methods rather secondary compared to the form in which they are brought forth and/or perceived. It also depends on the volume of the “receiver’s“ (cross-/counter-/intra-) cultural awareness, and the reviewer’s ability to start a dialogue with the whole piece of art and stand on its scaffold planks (referencies such as the below presented example in the form of a dead detective’s head being trod upon). Last but not least, also the receiver’s momentary state of mind, or how successful is the author in sending out his (Jarmusch’s) message  (as far as the successful transmission of information from the author to the viewer is concerned) must be taken into consideration. The individual signifiers, to use structuralist dictionary, are related to signifieds too blurred to be tied into precise meanings. 

The above mentioned Multiple Reference or Conflation may be, for instance, used to signify the same sign as the trifle more obscure term Casual Reference in the case of Lee Marvin’s (the division of one character into a two-actor set is another example of post-modern features of Dead Man) iconic head in the fireplace (see The Plot and Settings of Dead Man. Marvin’s head can also be described using Hoesterey’s (dark humour) Parody, Refiguration, or Contrefaçon, or Kristeva’s Quotation, varying according to the above mentioned factors (to name few of them). Similarly, Thomas’s Self-Reference can only be used in the context of the lot of Jarmusch’s work (the same actor, the same lines, as in the case of Gary Farmer in Ghost Dog quoting Nobody: “Stupid fucking white men.“ Let us therefore not concentrate on particular terms but what they refer to in analyzing the references made in Dead Man. 
CHAPTER THREE

Instances of Artistic Referencing in the Plot and Settings of Dead Man
C 0.1
The Divine Comedy

Before taking a closer look at mostly allusive filming methods described below, some similarities between Dante’s Divine Comedy (1308 – 1321) and Dead Man caused by intertextual potentials of both should be described. The director once said: “… poetry is a really strong, beautiful form to me, and a lot of innovation in language comes from poetry. I think that Dante was hip-hop culture because he wrote in vernacular Italian, and at the time that was unheard of; people wrote in Latin or Petrach wrote in high Italian, and so Dante was talking street stuff. And so poets are always ahead of things in a certain way, their sense of language and their vision.” (Jarmusch 1999) It may be because of Jarmusch’s knowledge of the fact that Blake illustrated Divine Comedy or not, the structure, some actions (known from Divine Comedy and from even earlier texts by other authors) and their variations as well as variations on some characters could be seen in Dead Man. Certain points should therefore be made about the triangle Dante-Blake-Jarmusch. 

First, the plotline of the Comedy as well as that of Dead Man describe a journey through two other stages or worlds the main character has to make in order to reach the last one – enlightment and/or death. Second, in the triangle William Blake plays the role of an intertextual mediator – not only was he a great admirer of Dante, but he also illustrated his crucial piece and thus he contributed to the western literary canon as the source of intertextual inter-relations. Third, Jarmusch sends the dead poet back on earth to go through Hell (Machine) and Purgatory (the wilderness) to Heaven (“the mirror of waters”). As for Blake, he believed these places to be a part of the real world: "these States Exist now. Man Passes on, but States remain for Ever." (in A Descriptive Catalogue of Pictures 1809) These three States, as Blake calls them, serve in CHAPTER THREE of this thesis as sub-headings. Moreover, the gunfight between Nobody and Cole at the very end of the film shows it metaphorically – Bill is leaving on a sea canoe while the representatives of the “States” struggle to death (perhaps only to be revived for another similar purpose); see C 6.3 for more. Another (although partial) parallel between Comedy and Dead Man can be seen in the advisor characters – in Comedy it is Virgil who guides Dante on his travels through Hell and Purgatory and Beatrice who guides him in Heaven. In Dead Man it is Nobody who helps Blake in all three realms and Thel who shows Bill the Hell and starts his escape to notional Purgatory before she dies. 

C 1.0

The Prologue

The film opens with Henry Michaux’s epigraph: It is preferable not to travel with a dead man.
 In this sentence the lot of the story is being presented as a mini-summary both of the film and of its stylistic preface, Act 0 – The Prologue. As the kind reader shall see further, this seemingly nonsense quote contains words (travel and dead man, namely) that are symbolically, visually and literally present in the film. It also, due to its absurd tone, suggests a certain level of symbolism necessary for the successful decoding of the message of the film, i.e. it proposes symbolic thinking on the account of following the “mere“ plotline, which, by the way, is one of the reasons to look at the film as an acid western rather than the classic western film – the less straightforward the film is in presenting entertainment in ways classic western viewers would possibly appreciate, the more entertainment it provides to art-film audience. The genre of this piece, however, is being dealt with elsewhere within this thesis, so let us first briefly concentrate on the plotline. 

C 1.1

Alienation

The first shot of the film focuses on the turning wheels of a train
 (all in black and white fast motion, with sharp detail, steam being driven away by the speed of locomotion; see Appendix, Fig. 1) carrying a young accountant Bill Blake (Johnny Depp), from Cleveland, Ohio to a town in the West of United States named Machine. He carries an employment-promising document sent to him by the management of a certain Mr. Dickinson’s (Robert Mitchum) Dickinson Metal Works. At first there are mostly average-looking people on the train, seen from the viewpoint of clothing traditions and habits of late nineteenth century. The story takes place in the 1870s (Berg: 2001), but as the train moves more to the West and the landscape becomes harsher and more deserted, farmers, trappers, drovers, pioneers, and mountain men start to preponderate in the train’s carrieges. The overwhelming majority of them are carrying guns of all kinds, bandoleers and ammunition belts, cowboy hats, their mustaches and beards are shaggy, the furs on their hats and clothes look barely half-dead, guns are obviously loaded and quite probably also primed. 

Blake’s countenance, on the contrary, his overdressedness, his manifest cleanliness and effeminate face seen through the eyes of mountain men, as one can observe in their facial expressions, invoke quite an anxious or heavy atmosphere. His obvious inappropriateness, however, is depicted with a sense of slightly gleeful humour. He falls asleep and wakes up, each failure to stay awake or to stay asleep is marked by quite a long (2-4 seconds) whole-screen blackout, the settings becoming gruffer and more unfriendly each time he awakes. Camera (Robby Müller) shoots the details of the interiors of the carriage and the trappers‘ raw faces, their expressions varying from dull, drunk or desolate to curious, prying and even amused, as if seen through the eyes of Bill Blake. They stare at him with unconcealed curiosity, or just slightingly in front of themselves. He pretends not to notice in the former case, and shows a relatively appropriate level of aloofness in the latter. 

C 1.2

The Fireman’s Prophecy

One moment Blake wakes up to see the grungy face of the train fireman (Crispin Glover, see Appendix, Fig. 2), who, during their short obscure interview, tells Bill he would never trust words written on a piece of paper, and that Bill is likely to find his own grave in Machine. Perhaps the most interesting part of the scene is the fireman’s monologue at the beginning of it. He makes references to Bill’s alleged previous experience (which both the viewer and Bill know nothing of) in which Blake, according to the fireman, was lying in a boat and watching the landscape which seemed to be in motion while the boat seemed to be still. The intratextual reference to previous un/realized action is made without any attempt to provide the viewer with information concerning the veracity of the fireman’s description or fabrication of Bill’s boat trip, and yet the fireman’s speech is so absolute and manic that not even Blake dares to ask for explanation or affirmation, leaving the viewer out for the bulk of the film. In the epilogue, as the keen reader shall see later, it is indicated that the fireman’s reference was being made to future action within the film. 

The result is a very gloomy or fanciful and yet quite vivid impression or atmosphere and it strongly resembles the quasi- / or sur-narrative techniques known from films made by another world-known art film director, David Lynch. Also in Lynch’s movies utterances performed by obscure characters often lack appropriate qualitative (and quantitative) context in the first plan, often containing words and sentences seemingly unrelated to the plot. It is also this scene, among others, which made art film critics mark Dead Man as acid western – in classic western there is no space for unintelligible speech. To investigate the author’s intentions linguistically, the following sub-chapter will attempt to apply some thoughts written almost a century ago on the time line of the film.

C 1.3

The Railway Innuendo

As the trainman’s „prophetic“
 (self-) reference is made as the only significant plot deviation in Dead Man, and its most probable semiological decoding depends on the perceiver‘s ability to (mentally) manipulate the temporal structure of the particular piece of art, a film in our case, it may be useful to further investigate into the concept of time in film. Luckily enough, the Czech structuralist Jan Mukařovský has done so in his thesis Time in Film (Čas ve filmu) in 1933. According to Mukařovský, the time that exists within a film or an epic work and in which the scenes and acts take place, is completely separate from time in which the film’s viewer lives her/his life. To exemplify this, the reader of this thesis may imagine an ardent reader of Robinson Crusoe reading the book again and again (the reader’s possibility to resume reading the text is, by its nature, infinite) or skipping from one favourite chapter to another. The time line in the book, hovewer,will not change – in other words, not matter in what order the chapters will be read, their structure will remain the same as the author has left it. (Mukařovský 1933)

In Dead Man, if the viewer was given the possibility to wind the film forward and then back to the beginning of the film, he would have found out that the fireman is refering to the final scene where Bill is carried off shore in a canoe just before he dies. This, however, is impossible in the cinema, which leaves the total control over the film to the author, thus rendering him able to refer through the mouth of the fireman to what has not happened on the screen yet. The result is some sort of vision that the fireman has in the reality of the film when he speaks of the boat experience. Maybe this could also be seen as some sort of allusion to William Blake’s life, namely to his famous “visions”. (to learn about Blake’s visions, see Ackroyd 2000: 29)

C 1.3.1 

Re-setting William Blake

Time is also important to us for another reason. In a personal interview of the author of this thesis with Prof. David Crystal suggested that the diachronically varying intertextual load of the sign “William Blake”,  his work as a set of signs created (or recorded, as one may claim) by the author of that name – we are now speaking of a metonymical “embodiment” of the author in his work or vice versa – and the relation between the constant signifier to the varying signified should be mentioned. (interview with Prof. David Crystal; see Appendix) As we shall have seen in C 3.5.1, in the 1870s the number of white or Native Americans (or even Britons, for that matter) familiar with poetry written by William Blake was infinitesimal. Jim Jarmusch, however, treats the character of William Blake (who is imposed the role of the real William Blake by another character in the film, Nobody) in the way that he starts to represent the poetry of his post-mortem appreciated namesake. Diachronically, the person possessing the intertextual load and influence gained after his death, the “yeatsicised” Blake (see below), is re-contextualized by Jim Jarmusch in Dead Man into a) different geographical settings, b) the relatively same temporal settings, c) different genre and socio-geographic settings. 

In the film the different genre settings may represent the alienation and loneliness of both Blakes – the feelings of inappropriateness are evident for both (Blake: 1980, 65). On the temporal axis, which is now in the centre of our focus, the signified represented by the signifier “William Blake” is re-set by Jarmusch in a loop back in time, this time possessing the intertextual load of the late 20th century appreciation and respect as an author he did not possess in his days – in other words, Jarmusch a) recognizes how underestimated and alienated William Blake feels in 19th century, b) re-sets or re-contexts Blake in the Wild West, and c) through Nobody he provides Blake with the halo of a visionary by making Bill metonymically “realize” that “his” poetry should now be written with blood, giving Blake the “licence to kill” in the name of, as one might feel, poetry.

The concept of re-contextualization, by the way, was not unknown even to William Blake, as one can see in his Invention of a portable Fresco known from Blake’s Exhibition and Catalogue of 1809: 
A Wall on Canvas or Wood, or any other portable thing, of dimensions ever so large, or ever so small, which may be removed with the same convenience as so many easel Pictures; is worthy the consideration of the Rich and those who have the direction of public Works.  If the Frescos of APELLES, of PROTOGENES, of RAPHAEL, or MICHAEL ANGELO could have been removed, we might, perhaps, have them now in England.  I could divide Westminster Hall, or the walls of any other great Building, into compartments and ornament them with Frescos, which would be removable at pleasure.

Also Blake’s fascination with works by Albrecht Dürer can be seen as resulting in intertextuality; for more information, see Ackroyd 2000: 34 and 74.
C 1.4

“Stupid White Man”

The prologue also contains the first instance of Jarmusch’s criticism against “stupid white man’s America“ which can be seen in the scene where the other passengers fire at buffalo (Appendix, Fig. 3) and the stoker says "Government says… killed a million of ‘em last year alone." In A Gun Up Your Ass: An Interview With Jim Jarmusch the director says: 

“I think in 1875 well over a million were shot and the government was very supportive of this being done, because, ‘No buffalo, no Indians.’ They were trying to get the railroad through and were having a lot of problems with the Lakota and different tribes. So that's factual. I even have in a book somewhere an etching or engraving of a train passing through the Great Plains with a lot of guys standing upright on the top of cars firing at these herds of buffalo, slaughtering them mindlessly.” 

Bill’s face expresses fear, he grips his suitcase as if it were a life-jacket and with the noise made by the shooting trappers the screen blacks out. Stylized titles accompanied by Young’s guitar solo follow, resembling the feeling one may experience on moving trains or boats when watching the landscape: the landscape (in this case represented by the way the subtitles pass one by one) moves, it passes by the viewer who feels deadly motionless.  

As we shall see further on, the film has strong tendency to depict and juxtapose contrasts of all kinds, and even the train journey provides plenty – the white man’s “civilized” culture embodied here by the trappers shooting buffalo (and Natives as well) by hundreds in contrast to the raw but somehow peaceful landscape and nature of the “uncivilized” new continent and its original inhabitants. Also the fact Dead Man is shot in black and white plays its role in helping the viewer understand Jarmusch as an art film director rather than the Hollywood western type of one. The director himself explains the use of black and white material in a 1997 interview with D. Schwartz: 

SCHWARTZ: You said you could have got more money if you shot in color, Dead Man in color. Why is that? 

JARMUSCH: Because I think a lot of really old guys who make these decisions remember when they were, like, the first people on the block that had a color TV! (Laughter) So they think color’s more valuable. So they force a lot of people to believe that color is worth more on TV, because people don’t want to see black-and-white because they paid for their damn color set! Why would they want to see black-and-white? (Laughter) I think that’s why. I think it’s arbitrary. I think black-and-white is very – I love to watch films on TV that are black-and-white. It’s somehow soothing. And it depends on the story. So I really think it’s that.

(Jarmusch in A Pinewood Dialogue 1997) 
C 2.0

ACT ONE: Machine 

(Inferno)

Per me si va ne la città dolente,
Per me si va ne l'etterno dolore,
Per me si va tra la Perduta Gente.


Giustizia mosse il mio Alto Fattore;
Fecemi la Divina Podestate,
La Somma Sapïenza e 'l Primo Amore.


Dinanzi a me non fuor cose create
Se non etterne, e io etterno duro
Lasciate ogne speranza, voi ch'intrate!

*    *    *

Through me the way is to the city dolent;

Through me the way is to eternal dole;

Through me the way among the people lost.

Justice incited my sublime Creator;

Created me divine Omnipotence,

The highest Wisdom and the primal Love.

Before me there were no created things,

Only eterne, and I eternal last.

All hope abandon, ye who enter in!

Dante Alighieri, la Divina Commedia, 

Inferno, Canto III, 1 – 9

C 2.1

The Disillusioning Interview

In the following part of the film William Blake walks through the muddy streets of Machine which the viewer can see through the eyes of Blake. There are piles of animal skulls and furs mingled with human ones on his left (Appendix, Fig. 4). Local undertaker on the right. There are horses, donkeys and lesser animals everywhere. A mother cradling her child in a basinet on the veranda of a house that might collapse in any second. Detail of a urinating horse.
 Trappers with stacks of furs hanging down their guns. Bill stops in astonishment when his eyes spot a couple in a back street having oral sex, the man’s sight crosses Bill’s and he aims his Colt at Bill (who meanwhile starts to run away, but runs into the prostitute’s pimp). Finally he finds his way to Dickinson Metal Works. 

The factory looks like an industrial hell. Bill asks his way to the main office and speaks with Mr. Dickinson’s subordinate, John Scholfield (John Hurt, see below). Scholfield (Appendix, Fig. 6) tells Bill his inviting letter is two months old and introduces the company’s new accountant, Mr. Olafsen (John North). Bill does not agree, claiming he has been promised a job and insists on talking to Mr. Dickinson tete-a-tete. The staff finds it worth having a good laugh at, which they do, and let Bill enter Dickinson’s office. Dickinson (see Appendix, Fig. 7) does not want to talk to Bill. He aims his gun at Bill saying the only job Blake is going to get there “is pushin’ up daisies from a pine box”. Bill thanks Dickinson and leaves the factory in abasement. From now on every character Blake meets in the film will eventually die.

C 2.1.1

London in Machine
Watching Bill walk through the repulsive and harsh streets of Machine (see Appendix, Fig. 8) and being familiar with the contents of William Blake’s poem London (1794), one can not repel the picture of a city as described by the poet in Songs of Experience: 

LONDON

I wander thro' each charter'd street,

Near where the charter'd Thames does flow.

And mark in every face I meet

Marks of weakness, marks of woe.

In every cry of every Man,

In every Infants cry of fear,

In every voice: in every ban,

The mind-forg'd manacles I hear

How the Chimney-sweepers cry

Every blackning Church appalls,

And the hapless Soldiers sigh

Runs in blood down Palace walls

But most thro' midnight streets I hear

How the youthful Harlots curse

Blasts the new-born Infants tear

And blights with plagues the Marriage hearse

The type of reference (if there is a reference) to poetry of William Blake perhaps falls into the rank marked by Thomas as Single Reference (see B 3.0). Another approach to decoding the exteriors and characters in Machine is driven by the principle of authenticity in Dead Man – in such case, the presence of London in Machine perceived by the reader in this manner is the result of intertextuality (present this time not in the author’s subconsciousness but in the viewer’s mind). As for authenticity, Act Three contains more text regarding it. 

C 2.1.2

John Scofield

Despite being present only in the form of a slightly mispelled name (in the film, as the curious reader shall see later, a lot of allusions are made through names and naming processes) in Dead Man, William Blake’s 1803 contemporary appears on the screen. In the years 1800 – 1803 Blake lived in Felpham, Sussex.  On 12th August 1803 he had an argument in his garden with a certain John Scofield (Schofield, Scholfield, Scoffield in Blake’s books), a British soldier of minor importance, which resulted in a trial. Scofield reported that in the argument Blake called all King’s soldiers (who were in Felpham in case Napoleon’s army attacking Britain) “slaves” and he execrated King George III himself. (Ackroyd 2000: 233) The seemingly trifling quarrel had consequence greater than one would have expected because of Blake’s political ideas and the radicals he knew quite well – Joseph Johnson
 and William Sharp
. The case took some time and meanwhile Blake moved back to London, but eventually, in January 1805 he was found unguilty due to differences in the witnesses’ allegations. (ibid.: 240)   

C 2.2 

Thel

Bill goes to a saloon, buys a bottle of bourbon and outside the saloon he meets Thel
 (Mili Avital, see Appendix, Fig. 9), a young woman who makes and sells paper flowers. She invites him to her apartment and they make love (symbolized stylistically by another screen blackout). Later on that night, Thel asks Bill for some tobacco. He answers he does not smoke and when he tries to place the pillow more comfortably, he finds a revolver under it. He asks Thel why she has it. “’cause this is America,” she answers, fully respecting Jarmusch’s critical doctrine. Suddenly Thel’s former fiancé and Dickinson’s son, Charlie, appears in the door and tries to re-confess his love to Thel saying he is leaving but she tells him she never loved him anyway. Charlie becomes enraged and shoots at Bill (who meanwhile ridiculously tries to hide in the duvet) but Thel catches the bullet. The shot runs through her chest and wounds Bill as well. She is dead. Blake shoots back in defence and after a few inaccurate shots he kills Charlie by shooting him in the neck, obviously as the result of fortune rather than good aim. Bill climbs out of the window and falls into mud of the street. Camera shoots a meteor in the black sky, as if it was to represent the visualisation of the birth of an anti-hero (or an anti-star, to use “cinematese”). From this moment everyone who meets Bill on his desperate journey will eventually die. Bill Blake escapes on Charlie Dickinson’s pinto. Blackout.

C 3.0

ACT TWO: The Wilderness 

(Purgatorio)

Nel mezzo del cammin di nostra vita
Mi ritrovai per una selva oscura,
Che la diritta via era smarrita.

*    *    *

Midway upon the journey of our life

I found myself within a forest dark,

For the straightforward pathway had been lost.

Dante Alighieri, la Divina Commedia
Inferno, Canto I, 1 – 3

C 3.1

Tobacco 

Bill awakes lying on the ground. He can only see an Indegene (Gary Farmer, see Appendix, Fig. 10) with a hunting knife leaning over him. Camera shoots the detail of Bill’s chest being cut with a knife as the tribesman tries to remove the bullet from Bill‘s flesh. When the Native finds out the bullet is too deep inside and too close to Bill’s heart to be taken out he calls Bill a “stupid fucking white man” and starts to search through Bill’s belongings. “Do you have any tobacco?” the Native asks, and Bill answers: “I don’t smoke.” The tribesman starts to yell in his mother tongue
, probably complaining about his fate, and the screen blacks out. The director says:

The joke about tobacco is for indigenous American people. I hope the last line of the film, "But Nobody, I don't smoke," will be like a hilarious joke to them: 'Oh man, this white man still doesn't get it.' ... I have a real respect for tobacco as a substance, and it just seems very funny how the Western attitude is, "Wow, people are addicted to this, think of all the money you can make off it." For indigenous people here, it's still a sacrament, it's what you bring to someone' s house, it's what you smoke when you pray. 

Our cultural advisor, Kathy (Whitman), is a member of the Native American Church and even uses peyote ceremonially. We used to go up on these hillsides sometimes early in the morning before shooting, usually with just the native people in the cast and crew, and pray and smoke. She'd put tobacco in a ceremonial pipe and pass it around, and you'd wash yourself with the smoke. She prays to each direction, to the sky, to the earth, to the plants and all the animals and animal spirits. And what cracked me up is, as soon as the ceremony was over, we'd be walking back down the hill and she' d be lighting up a Marlboro. She was very aware of the contradiction herself because I used to tease her about it.  
C 3.2

The Three Harriers

Tobacco constitutes a link with the following setting: the next scene shows three bounty hunters (see Appendix, Fig. 11), Johnny 'The Kid' Pickett (Eugene Byrd), Conway Twill (Michael Wincott) and Cole Wilson (Lance Henriksen), in Dickinson’s office (paralelly with Bill’s meeting the Indegene), one of them asking the others for some extra tobacco. They have been invited by Dickinson to find and bring Bill to Machine, living or dead, “though I reckon dead would be easier,” Dickinson adds. At first they refuse to work with one another, claiming they are all used to working individually, but obviously Dickinson is not a man who one can refuse. The trio is presented in an extremely humorous way as long as the viewer realizes they are there to kill the main character. A deal is made and the hunters begin their chase. 

C 3.3

The Birth of Blake

 “Did you kill the white man who killed you?” Nobody (which is the English translation of the native’s name, as the patient viewer shall see later) asks at fireplace at night. “Huh, I’m not dead,” Bill answers, but in fact he actually is. Nobody also asks what Bill’s name is and upon finding out the stupid white man’s name is William Blake, Nobody becomes totally excited. He thinks it is a lie or a white man’s trick at first, obviously not being aware of naming habits in white western culture. He cites the famous Blake’s lines of Auguries of Innocence:

Every Night & every Morn

Some to Misery are Born

Every Morn & every Night

Some are Born to sweet delight

Some are Born to sweet delight

Some are Born to Endless Night

Bill, however, does not understand as he does not know the poetry of William Blake. Nobody, on the other hand, is absolutely entranced by the “fact” he is meeting the dead poet and Nobody seems to see Bill as Blake’s spirit re-visiting the world of the living to smite stupid white men. Obviously, he still does not understand (“You were a poet and a painter and now you are a killer of white men.”), but Bill’s name earns him Nobody’s everlasting sympathy.  It is probably this moment since which one could perceive Nobody as the notional Virgil of Dead Man – he becomes Bill’s advisor in what one could see as a parallel to Dante’s Divine Comedy (see C.0.1) 

A blackout leads the viewer into what is happening in the trio’s camp paralelly with the two outcasts’ interview. The three trappers are asleep but Kid wakes up. He spots a fetish – a woolen teddy bear under Cole’s arm and hears Cole murmur “Makin’ biscuits, mommy” and “Sweetheart”. Cole wakes up at once but too late to hide the teddy bear. He threatens The Kid not to tell anyone and they get back to sleep.
C 3.4

This Constant Chase For Blake

The next day Bill wakes up and before he faints again he watches Nobody trying on Bill’s hat, mimicking white men. Bill’s physical state is getting worse and worse, his weariness begins to make his mind pass out, his eyesight, represented by the camera taking fragmented and somehow unanchored first person shots of the landscape, starts to change the genre from mere “western” to “acid western”, although there is an indication of it at the very beginning of the film, in Bill’s train experience (see The Prologue). Here and there the viewer can see the Indegene performing some rituals, probably his attempts to bring Bill back to normal. During their travel through the wilderness, Nobody drops bits and pieces of Blake’s work, for instance when Bill is told they are being hunted and asks what to do, Nobody replies “The eagle never lost so much time, as when he submitted to learn of the crow.” To Bill, however, these words sound as the Indegene’s proverbs, he does not know they are a Proverb of Hell. Screen blacks out once again.

 During the trio’s stop to bivouac the viewer gets a chance to know the head hunters’ psyche more closely. The scene begins with a line Cole utters: “Ever wish you were the moon?” only to be answered: “Geez, my henry's cold.” Cynicism of the three is ballanced by their trapping abilities and so soon Cole realizes that the fireplace they are sitting at has been dug by an “Injun.” The following Twill’s vexatious complaint (before he is alarmed by some noise) is relieving and humorous: “We ain't trackin' no goddamn Injuns, Cole. I mean, uh, hell, Dickinson didn't say nothin' about trackin' no goddamn Injuns. I mean, the boy's name is William Blake. You know a lotta Injuns, do ya, named William Blake ? I mean, ‘Howdy, Chief Billy ...’”

Later that night, while unsaddling the horses, the other two talk about Cole. A story is told according to which Cole killed, raped and ate his parents. From this moment the trio starts to suffer from paranoia and mutual hatred. As if in an attempt to raise even stronger aliention among the bounty hunters, shortly after hiring the trio Dickinson also annouces public bounty on Bill and has two more hired people, Marvin and Lee, trace Bill. 

C 3.5

Nobody

“That weapon will replace your tongue. You will learn to speak through it, and your poetry will now be written with blood,” says Nobody, referring to Bill’s revolver. Later on Nobody describes the origin of his name and how he became familiar with the white man’s culture. The next day he tells Bill his blood is a mixture of two tribes and that this mixture was not respected. His description of his life journey is full of spiritual vocabulary and what may seem to a “civilised” man a strange mixture of poetry, folk tales, travel account, and a romantic novel. The visual form of Nobody’s speech is marked by whiteouts, which gives his account look more like some kind of visions than a life experience. Also the settings change, the two are now in a wood whose trees’ bark seems to have eyes (literally – either there is such kind of tree, or it is the staff’s work). 

We find out that as a young boy Nobody was captured by English soldiers and brought to Toronto, Philadelphia, and finally to London, where he was exhibited, a practice common in 19th Century (see Appendix, Fig. 12). Hoping the white men could lose interest in the young savage, Nobody started to mimick them (not to seem so savage and to become uninteresting to them) and imitate them, but instead their interest only grew. Nobody was given “white” education, and it was school where he first came into contact with the work of William Blake. “They were powerful words and they spoke to me,” says Nobody. Eventually he managed to escape and come back to America. Unfortunately, he continues, his stories angered Nobody’s people and they called him a liar. “He who talks loud saying nothing” they called him and that is where the origin of the name Nobody is. He says he was then left to wander alone. A detailed description of Nobody’s captivity story follows: 

My blood is mixed. My mother was Ohm Gahpi Phi Gun Ni. My father is Abso Luka. This mixture was not respected.  As a small boy, I was often left to myself. So I spent many months stalking the elk people... to prove I would soon become a good hunter. One day, finally, my elk relatives took pity on me, and a young elk gave his life to me. With only my knife, I took his life. As I was preparing to cut the meat, white men came upon me. 

They were English soldiers. I cut one with my knife, but they hit me on the head with a rifle. All went black. My spirit seemed to leave me. I was then taken east in a cage. I was taken to Toronto, then Philadelphia and then to New York. And each time I arrived in another city, somehow the white men had moved all their people there ahead of me. Each new city contained the same white people as the last, and I could not understand how a whole city of people could be moved so quickly. Eventually, I was taken on a ship across the great sea over to England, and I was paraded before them like a captured animal, an exhibit. And so I mimicked them, imitating their ways, hoping that they might lose interest in this young savage, but their interest only grew. So they placed me into the white man's schools. It was there that I discovered in a book the words that you, William Blake, had written. They were powerful words, and they spoke to me. But I made careful plans, and I eventually escaped. Once again, I crossed the great ocean.

I saw many sad things
as I made my way back to the lands of my people. Once they realized who I was, the stories of my adventures angered them. They called me a liar. "Exaybachay." He Who Talks Loud, Saying Nothing. They ridiculed me. My own people. And I was left to wander the earth alone. I am Nobody.

C 3.5.1

The Nobody Glitch

The fact that Nobody knows the poetry of William Blake from the times of his captivity is startling, the true probability of almost anyone knowing Blake’s work, however, is near zero for the time settings of the film as far as history is concerned.  When Nobody tells Bill how he came to know the work of William Blake, he tells Blake the captivity story and, given that (in C 1.1), Bill meets Nobody in the 1870s, when he was a child it must have been around 1850s, according to Nobody as a child in the part of the film showing Nobody in captivity.
 For many years after his death (1827), however, Blake was appreciated only by a reduced circle of mainly artists and poets. M. Booth has mounted some facts supporting this violation of historic probability in Dead Man: 

The poet and painter, Dante Gabriel Rossetti (1828-1882), bought one of Blake's sketchbooks for 10 shillings, which he later lent to Blake's first biographer, Alexander Gilchrist, and then to Swinburne in 1868, when he wrote his landmark critical essay on Blake. William Butler Yeats participated in the preparation of an edition of Blake's works in 1893, and in 1920 T.S. Eliot published an essay in The Sacred Wood, which brought the visionary English artist to the attention of the post World War I public. (Booth 2007)

 As we can see, once again ideas are more important to Jarmusch than realism. One could argue, for example, that poetic thinking has taken over the author in some sort of metaphysical presence of the “famous” or “appreciated” or “Yeatsicised" Blake (at the expense of the relatively poor and totally alienated real William Blake of the early 1800s). Supporting this approach, the scenes in which Nobody is shown in the film as a boy are the only ones in which there are white-outs instead of black-outs. Perhaps Jarmusch’s intention was to “excuse” this violation of otherwise relatively realisitic tone of Dead Man by the means of violating his formally idiosyncratic techniques (the same technique of black-outs is used for example in Night On Earth or in Broken Flowers, shot by Jarmusch in 1991 and 2005) of editing and pacing the film. 

Another allusion is made in Nobody’s story, namely one to Shakespeare’s Romeo and Juliet (believed to be written between 1591 and 1595): 

ROSENBAUM: Why did you make Noody half Blood as well as Blackfoot? 

JARMUSCH: Well, I wanted to situate him as a Plains Indian, so I chose those two tribes that did intermix at certain points historically but also were at war with each other. So his parents were in my mind like Romeo and Juliet … (Jarmusch in Rosenbaum 2000: 21)

C 3.6

The Three Bears 

As the night falls the duo comes near a clearing where they can see three deranged trappers: Big George Drakulious (Billy Bob Thornton), Benmont Tench (Jared Harris), and Salvatore “Sally”Jenko (Iggy Pop) who is wearing a dress (see Appendix, Fig. 14). Jenko tells the other two the children’s bedtime story of Three Bears
  mixed with fancies and images while he is serving some beans: “ … The bears got home. The Papa said ‘somebody here ate all our porridge.’ ... and he scalped her and he tore her head off her body. ... And he took that golden hair, and he made a sweater for baby bear. … “ Then he continues with a grim but flaming lecture: “ … For the entertainmentof his guests, Nero would illuminate his whole garden with bodies of live Christians covered in burning oil, strung up on flaming crosses, crucified. And at dinner, he would have the Christians rubbed by his guards with aromatic herbs and garlic and sewn up into sacks. And then they'd throw these sacks to the wild dogs. … ” 

Before they start eating, Jenko quotes “a grace outta the Good Book”: 

This day will the Lord deliver thee into mine hand

And I will smite thee, and take thine head from thee

And I will give the carcasses of the host of the Philistines this day

Unto the fowls of the air and the wild beasts of the earth.

In the reality of the film Nobody is trying to make sure his speculation about Bill as the resurrected dead poet, coming back to Earth to re-write his poetry in the manners of 19th Century American West, was a pregnant one. Nobody wants Bill to meet them as a test – he believes that William Blake must now write his poetry with blood of white men. “What if they kill me?” Bill asks. “Nobody will observe.” So eventually Bill climbs down the hillock from which they have been observing the trappers and comes to the fire. Obviously the three trappers have spent a long time without a contact with society, they ask him what his hat’s name is, if he has some tobacco, and eventually an argument begins in which Big George Drakulious and Jared Harris claim their right to kill “this Philistine” (meaning Bill). Jared shoots Big George in the foot, and Drakulious turns his anger to Bill, saying “Well, goddammit, i guess nobody gets you.” There is a lightning in the night sky and suddenly Nobody appears from behind a tree, cuts Big George’s throat and grabs his rifle. Bill manages to shoot Jared with his Colt and Nobody’s new rifle shoots a bullet that kills Jenko by accident. Nobody throws the rifle to Bill and leaves. Bill finishes the beans.

C 3.6.1

Musical Allusions in Dead Man
At this point it should be useful to point at the presence of another code in Dead Man, namely that of (more or less contemporary) music. Jim Jarmusch’s relation to music seems to be a cordial one as his work has always been somehow connected with music and musicians. For a short period of time the director even played a Hammond synthetizer in a rock band named The Del-Byzanteens, who produced a minor underground hit in 1982. Jarmusch also appears on a Wu-Tang Clan 2005 album Wu-Tang Meets the Indie Culture in some form of “Infomercials” as they are called on the album, quoting Yehudi Menuhin (“Music creates order out of chaos: for rhythm imposes unanimity upon the divergent, melody imposes continuity upon the disjointed, and harmony imposes compatibility upon the incongruous.”) and J. S. Bach (“It is easy to play any musical instrument. All you have to do is touch the right key at the right time, and the instrument will play itself.”)
, and the members of Wu-Tang Clan appear in his films in return, both acting themselves (as RZA and GZA together with another Jarmusch’s favourite, Bill Murray, in Coffe And Cigarettes), and appearing in the musical score (Ghost Dog: The Way of the Samurai of 1999). 

To return back to Dead Man, let us first take a closer look at the bears’ names: The name of Benmont Tench is a borrowing from a name of an existing person – Benjamin Montmorency Tench III (born 1953), who is an American keyboardist, best known as a founding member of Tom Petty and the Heartbreakers, along with Tom Petty, Mike Campbell and Ron Blair. Tench is also known as a skilled session performer, having recorded with dozens of notable artists, including Johnny Cash, Bob Dylan, The Rolling Stones, Alanis Morissette, Green Day, or The Cult. Tench, however, is not the only person who enters the film from the musical world: (Big) George Drakoulious is a  music producer for the rock bands famous mainly in the 1990’s: The Black Crows, Reef, and, again, Tom Petty and the Heartbreakers. Also he is the producer of the song I’m So Ronery featured in the 2004 film Team America: World Police.
 All good things are three – the mere presence of Iggy Pop
 leaves no one in doubt that music or musicians are another centre of Jarmusch’s allusive intentions. Let us therefore merely add some other appearances of Iggy Pop on the silver screen: of Jarmusch’s work, besides Dead Man Pop appears also in Coffee And Cigarettes (2003), other appearances may be represented by The Crow: City of Angels (1996) or in another ÜberWestern (see above), Attolaredo (1995). 

Also the bounty hunters’ names are a musical allusion: from Cole Wilson and Johnny ‘the Kid’ Pickett one can easily extract “Wilson Pickett”, which is the name of an American R&B and soul singer, the author of In the Midnight Hour, Mustang Sally, or Funky Broadway, all major hits in American music of the second half of the 20th century. One of the above mentioned marshals, Lee, as Jarmusch says, has a name inspired by Lee Hazelwood (1929-2007), the American country and pop singer whose singing style in 1960s and 1970s is now refered to as “Cowboy Psychedelia” (Michel 2007), and finally (according to Jarmusch in Rosenbaum 2000, 46), Nobody’s Indian nickname, He Who Talks Loud Saying Nothing, originates in James Brown’s Talking Loud And Saying Nothing of 1972. The name of the style Hazelwood made his songs in provides another intertextual clue, by the way, to proper understanding (decoding) the term Acid Western.   

Not only is (mostly rock) music in Dead Man presented and alluded to in the form of some characters’ names and presence, it is also contributing to the film in the form of an excellent musical score performed by Neil Young. He improvised the score watching the film only with an electric guitar, an acoustic guitar, a pump organ and a detuned piano, which is an action that can be compared to an impromptu Greek chorus in a tragedy immediately responding to action on stage (Stehlíková 2005: 132-134), or the musical accompaniments of silent cinema before the introduction of sound in film. Generally the score sounds as a never-ending guitar solo with repetative tendencies in a minimalist manner, and it resembles the music of Jimi Hendrix, Miles Davis, or Eric Clapton. The pacing and rhythm derive from the film, as Young said: “To me, the movie is my rhythm section and I will add a melody to that.” (Rosenbaum 2000: 44) One can but agree as the visual and acoustic components of the film are perfectly balanced into a set of minimalist blocks of narration in Dead Man. The soundtrack as such, by the way, contains some anachronisms – the sound of a passing-by ’48 Chrysler (Pinewood Interview 1997), for instance. It is also the musical score where the poem To Nobodaddy by William Blake is cited, although it does not appear in the film or in the script (see Chapter Two). The co-operation of Jarmusch and Young (whom Jarmusch had long admired), however, does not end with Dead Man. In 1997 the director shot a (Jarmusch’s first, by the way) documentary following Neil Young and Crazy Horse, his band, on a tour of 1996. 

C 3.6.2

Expect Poison From the Standing Water

The next morning Bill finds out from a sheriff’s notice on a tree trunk that a reward on his head has been set for his having brutally murdered Thel Russel and Charles Dickinson. Later that day the viewer can see the trio enter the place with $500 reward announcements and the idea they may lose the blood money by the hands of “some stinkin’ bean-suckin’ pelt skinner” instead of their hands, adds to the atmosphere of mutual anger and fear. There is an argument in which Johnny Pickett calls the other two lunatics and does not listen to Cole’s advice not to drink from a puddle. A hidden reference is made here to Proverbs of Hell – one of the proverbs reads: “Expect poison from the standing water.” Although the water Johnny drinks is not poisoned, he eventually dies as Cole shoots him in the head. One may see this as a dark-humour reference made by the director to William Blake (see Appendix, Fig. 15).

C 3.7
The Ritual


In their next night camp Nobody preforms a ritual in which he ingests peyote in order to have “sacred visions”. When the medicine starts to work Nobody observes Blake and sees a skull (the symbol of death; he is sure he is travelling with the dead poet, see Appendix, Fig. 16 and 17) instead of Bill’s face for a moment. After that he puts some paint on Bill’s face and says he finds it strange that Bill does not know his own poetry. When Bill complains he is hungry and thirsty Nobody tells him that a quest for vision is a great blessing and that he has to be fast in order to be recognized by the sacred spirits. Then Nobody leaves on a horse and Bill stays alone.

C 3.7.1

Hallucinogens In Indegene Cultures

Returning back to chapter A 4.0, let us recall the role of psychedelics in the American (counter-) culture as altered states of mind may provide a point of intersection of most factors constituting an interpretative platform of Dead Man. Psychedelics (namely peyote) were used by Native Americans in rituals in order to provide informational channels between Nature and the Indegenes, the Indegenes and their dead, or triangularly between all three sides. Such usage of psychedelics in South Americas’ indegene peoples has been taking place for millenia. As for North American tribes, ritual peyotism has not spread sooner than between 1700s and 1880. (e. g. Schultes in Pahnke 1966: II, 5) Nobody confirms this: “I have just ingested the food of the Great Spirit and Father Peyote.” “Do you think I could have a little bite of it?” asks Bill. “It's not for use even for William Blake. Flowers of the medicine give you sacred visions that are not for you right now. My southern brothers were prohibited from using it by the Spanish devils. But now, even the Notoemne and the Dene
 know of its loving ways.”

William Blake’s spiritual visions (Ackroyd 2001: 28) probably did not have the same psychedelic background as those of the Natives, the altered states of mind, however, are present in both. Also the American counter-culture is well known for its experiments with altered states of the mind, and since Rosenbaum’s first mention and definition of “Acid” Western has already been made a point of analysis, we may say that psychedelics play a crucial role in attempting to understand Dead Man – the terms “acid”, “ritual”, “altered states of mind” or “spirituality” belong roughly to the same semantic environments, and, of course, as such they are shared by certain parts of society, which renders them identifiable as semantically “compatible” or intertextually “communicative”, proving our hypothesis of intertextual clues being provided partially by psychedelics. Having described the role of psychedelics in Dead Man, let us now take a closer look at Jarmusch’s treatment of religion.

C 3.8

Poetry Written With Blood

The following day Bill can not find Nobody so he starts looking around when suddenly the two detectives, Lee and Marvin, appear. Their bold heads and the identity of their gestures make them somewhat comic characters, yet this humour is to be balanced by their own near death. Bill gets back to the camp and sights Marvin and Lee. They ask him whether he is William Blake. The response is “Yes, I am. Do you know my poetry?”, upon which he shoots both of them and re-quotes a line of Auguries of Innocence: “Some are born to endless night”. The head of one of the detectives rests in the fireplace and it strongly resembles some iconic painting.

After another blackout the viewer can see Cole and Conway Twill enter the camp, Bill, of course, meanwhile having left. They find the dead detectives, realizing the dead marshals are a fresh kill (without any tobacco), and Twill says that if Blake keeps on killing marshals, Conway might start to like him (“Oh, goddamn Dickinson. You mean to tell me he's even got the law involved in this now?”). Cole notices the iconic look of the head in the fireplace (“Looks like a goddamn religious icon.”) and stamps on it with his heavy boot. The skull snaps and its insides spoil the imaginary icon (see Appendix, Fig. 18 and 19).

C 3.8.1

Crushing the Icon

Apart from most other  deaths and instances of violence in the film (more or less possessing features of black humour), the marshal’s head in the fireplace carries a heavy referential load. It refers to everything spiritual, poetic, “high”. First, intertextuality allows the viewer to recognize a religious icon (not only does Cole mention an icon, but also a mere glance at the head in the fireplace support Cole’s utterance). Second, spirituality, to which the head refers as a symbol, is broken by the heavy boot of pure violence (in the following scenes the viewer is going to witness Cole’s cannibalism and in general we could say Cole Wilson is a violent person indeed). In other words, Wild West is symbolically described here as a place where God is dead. It is ironic that it is the white man who “kills” white God, despite the disdain for “Injuns” whom the whites reckon uncivilised or sub-human (ie. lacking the correct spiritual values). 

It is obvious that since film is mostly a visual medium, for the successful analysis it is necessary to employ the visual code of intertextuality. Intertextually, the added meaning being implied by making the head the visual centre of the take, with stones and twigs in a circle surrounding it with half burned-out branches as a form of halo is obvious. The take conspicuously refers to – probably mediaeval – Christian iconic fine arts, or maybe even to some of Blake’s pieces – Blake’s interest in (modifying) Christian mythology and iconography is a well-known fact and rather than his Joseph of Arimathea Among the Rocks of Albion (1773), one of Blake’s contributions to Christian iconography, the detective’s head resembles Blake’s Christ in the Wilderness.
 As for the allusive potential of this scene, one could find it a reference to Luis Buñuel and Salvador Dali’s Un Chien Andalou of 1929, namely the scene in which an eye is hacked by a razor. Jim Jarmusch adds more recent allusive targets:

ROSENBAUM: Was it an homage to Sam Raimi
?

JARMUSCH: Not specifically Sam Raimi, but I was aware of that genre of films, whether it be something from The Evil Dead or even Raúl Ruiz
. I was definitely conscious that it was somewhat out of style in relation to my previous films, and maybe this film too, but I left it in. It’s stylistically over the top, but it seems to fit that guy’s character. … The cannibalism, too, is over the top.  

C 3.8.2

The Sons of Lee Marvin

The marshal’s head, apart from the reference to and destruction of christian symbol, carries a heavier semantic load or potential that one might expect. First, Marvin and Lee are an example of splitting one name between two characters.The marshals are named after Lee Marvin (1924-1987), an Academy Award-winning American film actor (e.g. The Dirty Dozen, 1967).  Second, the director himself is a big fan of the actor
 and a co-founder of a semi-secret organization called The Sons of Lee Marvin. This fact has to do with intertextuality indeed – despite the fact the organization is supposed to be a secret matter, in an interview for Venice Magazine in March 2000 Jarmusch said: 

“ … It all started years ago with an idea I had for a movie where Lee Marvin was a father with three sons who all hated each other, and he was an alcoholic guy and lived in a barn somewhere. It was one of those ideas that gradually became more interesting to me, then Lee Marvin crossed over to the other side." (Jarmusch in Hertzberg 2008)

The members of the organization (see Appendix, Fig. 20 – 23)are supposed to have some physical traits rendering them seemingly related to the actor. The co-founding members are Tom Waits, John Lurie and Richard Boes. Other members include for instance Nick Cave or Thurston Moore of Sonic Youth. Given the facial proportions of Lee Marvin, the organization, as its members often re-mention, excludes women. 

The intertextual clue is in the stereotype of a “tough guy” the actor has co-created, and Jarmusch further explains the code for understanding Marvin’s semiotic load: "Just the idea of Marvin's characters being outsiders and very violent appeals to me. Some seem to have a very strong code - even if it's a psychotic one - that he follows rigidly.” (ibid.) The fact the director uses linguists’ language (code) here shows that linguistics do not have to be understood without humour. Also it could be said that by setting up the organization the director inter-connects media (film and music) in somewhat deeper practice than one can see for example in music videos on MTV.  
C 3.9

The Lone Harrier

Having inspected the scenery, the two bounty hunters speed up the chase to the sounds of Twill’s chattering about his family (he says his ancestors were from Scotland, their tartan was purple and gold, etc.). He has been doing so for the major part of their afined journey, which arouses anger in Cole, but he does not say anything, nor does he show discontent. On top of that Twill asks Cole about his (Cole’s) family (“Kinda figured you for a German, huh? I mean, am I right? Am I close? Austrian?”), which is obviously a mistake. The screen blacks out and there is a sound of a gunshot. Convay Twill stops talking. In the next scene the viewer can see Cole Willson eating a broiled human hand with great delight (Appendix, Fig. 24). 

Apparently Bill is moving deeper into areas unsettled by whites except the few with arrows in their bodies he sees on his way nowhere. His face paint seems to protect him from being attacked by the area’s native inhabitants, which is what happens to Cole when he appears at the same place a few hours later. But the head hunter survives the arrow in his chest and keeps tracking Bill. The sound of a howling animal can be heard and the howling provides an acoustic link to the next scene in which Bill finds a dead fawn. Half-hallucinating, he takes some of the fawn’s blood, mixes it with soil and with this mixture he improves his face paint to show compassion with the slain innocent animal (see Appendix, Fig. 25). The atmosphere is immensely grim and desolate, quite likely just as Bill’s feelings about his future. The scene with the fawn is one of the most poetic ones in Dead Man. Night falls with the blackout. 

C 4.0

Drive Your Cart and Your Plow…

At night Bill finds Nobody by accident. He interrupts Nobody in a “very romantic moment” with a beautiful Native woman who expresses her anger at Blake’s presence in words of her native language
 that, though not understandable, send to Blake a clear message. After their humorous reunion there is a blackout. In the morning Nobody wakes Bill up saying “Don't let the sun burn a hole in your ass, William Blake. Rise now and drive your cart and plow over the bones of the dead,” which is another Proverb of Hell
, and after the obligatory request for tobacco they set forth. It is obvious that Bill cannot handle much more travelling and his poor physical (and psychical) state is illustrated by weirdness of the landscape they are passing through. Immensely huge trees resemble a gothic cathedral’s piling and vault, rays of light shooting through the trees’ canopy only add to the tenebrist feeling of Blake’s illustrations of Commedia. 
In addition to visual allusions, Nobody tells Bill he is going to take him to “ … the bridge made of waters. The mirror. Then you will be taken up to the next level of the world. The place where William Blake is from. Where his spirit belongs. I must make sure that you pass back through the mirror at the place where the sea meets the sky.” After these few sentences there remains little doubt the film pertains to the spiritual company of both Blake’s and Dante’s works – clearly “the next level of the world” has to do with the main character’s spiritual passage from earthly being to life after death; a concept known both from Christianity and Native American spirituality. The film thus presents (via the poetic-narrative methods Jarmusch has used) a precise depiction and a possible explanation of how the two beliefs began to influence each other, and also it could be said that it illustrates the sameness of human beings in their need of belief.

C 5.0

The Trading Post

Finally the two pilgrims come to a trading post and a river near which it is built. There are signs everywhere with Bill’s face and the notorious “WANTED” note. Inside there are notices everywhere with Christian proverbs and aphorisms and in the tradesman’s (Alfred Molina, see Appendix, Fig. 26) speech there is strong accent on God, or, to put it more precisely, white God. He welcomes Bill with a wide smile and an almost threateningly submissive Christian greeting and before Nobody enters the tradesman assures Bill that “This latest batch (of ammunition) was, in fact, personally blessed by the archbishop of Detroit.” When Nobody comes in the tradesman’s face turns rather venomous: “May our Lord Jesus Christ wash this earth with His holy light and purge its darkest places from heathens and philistines,” he hisses through his clenched jaws. Upon this rather unfriendly welcome greeting Nobody replies: “The vision of Christ that thou dost see is my vision’s greatest enemy. Do you have any tobacco?” Instead of tobacco, which he claims not to have, the tradesman cynically offers Nobody beads or a blanket. Here, once again, Jarmusch addresses Native Americans. 

During the white man’s invasion to America many diseases were brought there that were lethal to Native Americans. The most important was the smallpox infection spread among Natives via blankets they bought or were given by white settler, tradesmen and soldiers. Tzvetan Todorov describes the fall of Native American culture in his Conquest of America: the question of the other (1984) in numbers: “… it will be recalled that 1500 the world population is approximately 400 million, of whom 80 million inhabit the Americas. By the middle of the sixteenth century, there remain ten. … If the word “genocide” has ever been applied to a situation with some accuracy, this here is the case. It constitutes a record not only in relative terms (a destruction in the order of 90 percent or more), but also in absolute terms, since we are speaking of a population diminution estimated at 70 million human lives. None of the great massacres of the twentieth century can be compared to this hecatomb.” (Todorov 1999: 133)

When Bills asks for the same commodity, the tradesman, however, does not fail to have some saved for good friends only. Suddenly he recognizes Bill’s face and asks him for an autograph in an attempt to detract Bill’s attention, secretly drawing a gun, clearly with the intention to collect the bounty. But Bill is faster and before the tradesman pulls the trigger he shoves the pen into the back of the tradesman’s palm. “There’s my autograph,” he says and in the following gun fight he kills the tradesman and two trappers, he himself getting shot in the back. Eventually Bill and Nobody embark on a canoe and set out on their final journey. 

C 5.1

The Vision of Christ That Thou Dost See

The line Nobody drops at the trading post is another quote from Blake, this time of The Everlasting Gospel, which contains a typical example of Blake’s morals: 

…

God wants not Man to Humble himself

This is the trick of the ancient Elf

This is the Race that Jesus ran                                 

Humble to God Haughty to Man

Cursing the Rulers before the People

Even to the temples highest Steeple

And when he Humbled himself to God

Then descended the Cruel Rod

If thou humblest thyself thou humblest me                       

Thou also dwellst in Eternity

Thou art a Man God is no more

Thy own humanity learn to adore

For that is my Spirit of Life

Awake arise to Spiritual Strife

…

If one can see similarity between The Everlasting Gospel and Bill’s behaviour (and probably feel compassionate with either of Blakes) it is quite probably the result of Jarmusch’s authorical genius. For easier comparison of different religious attitudes the interiors of the post are embellished with sheets of paper and wooden planks containing quotes from the Bible, for instance there is a notice on the door of the trading post (through which one of the trappers is literally shot out of) that reads “Work out your own salvation” (see Appendix, Fig. 27) In fact it is a qoute of the Philippians which further reads: 

Therefore, my dear friends, as you have always obeyed – not only in my presence, but now much more in my absence – continue to work out your salvation with fear and trembling, for it is God who works in you to will and to act according to his good purpose. … Do everything without complaining or arguing, so that you may become blameless and pure, children of God without fault in a crooked and depraved generation, in which you shine like stars in the universe as you hold out the word of life …

A better example could not possibly be found of how much Blake’s vision of christianity differs from the conventional one. Moreover, Blake’s Gospel serves in the plot as a form of blessing to Bill – his deeds are “excused” by Blake’s poetry and on top of that it is obviously more universal than “stupid white man’s” Bible in that it even managed to address a Native. It also provides quite an elaborate metaphorical comparison of the counter-culture (Blake and Jarmusch) and mainstream culture (white man’s god, the “civilised” social system and values). In fact, Blake’s vision of spirituality as such contains some features completely strange to christianity: 

ALL RELIGIONS are ONE                              
The Voice of one crying in the Wilderness

The Argument    As the true method of knowledge is experiment

the true faculty of knowing must be the faculty which

experiences.  This faculty I treat of.

PRINCIPLE 1st  That the Poetic Genius is the true Man. and that

the body or outward form of Man is derived from the Poetic

Genius.  Likewise that the forms of all things are derived from

their Genius. which by the Ancients was call'd an Angel & Spirit

& Demon.

PRINCIPLE 2d  As all men are alike in outward form, So (and

with the same infinite variety) all are alike in the Poetic

Genius

PRINCIPLE 3d  No man can think write or speak from his heart,

but he must intend truth. Thus all sects of Philosophy are from

the Poetic Genius adapted to the weaknesses of every

individual

PRINCIPLE 4. As none by traveling over known lands can find out

the unknown.  So from already acquired knowledge Man could not

acquire more. therefore an universal Poetic Genius exists

PRINCIPLE. 5. The Religions of all Nations are derived from

each Nations different reception of the Poetic Genius which is

every where call'd the Spirit of Prophecy.

PRINCIPLE 6 The Jewish & Christian Testaments are An original

derivation from the Poetic Genius. this is necessary from the

confined nature of bodily sensation

PRINCIPLE 7th As all men are alike (tho' infinitely various) So

all Religions & as all similars have one source

The true Man is the source he being the Poetic Genius

C 5.2

The Poetry of Dead Man
As Blake speaks of Poetic Genius as the motive power of mankind, let us take a brief look at the word “poetic” as seen by Kent Jones in his review of Dead Man:

In film criticism and café conversation, the word ‘poetic’ generally applies to films that evoke a lofty feeling of ‘poetry’ (Wings of Desire
, The Piano
). Dead Man is actually structured as an epic film poem with rhyming figures … and refrains … . Jarmusch also employs the rapid fades to black started during the train journey throughout the film. Sequences have no standardized shape, and the blackouts create an effect of pockets of time cupped from a rushing river of life. (Jones in Rosenbaum 2000: 65) 
Perhaps Jarmusch’s treatment of poetic elements in his films is the reason why his films resemble European (noir or neo-noir, as some may perceive it) cinema. Especially the above mentioned Wings of Desire, in which Peter Falk appears as himself in the role of an ex-angel, is very similar to Dead Man at least in pacing. The film is also shot in black and white and as such can be added to the notional canon of black and white films made in the last third of the 20th century or at the beginning of 21st century (most of them carry a poetic load, they are similar in the tone or mood, the main characters are often social outsiders) – to name few, one could adduce Eraser Head or The Elephant Man
, Take Care of Your Scarf, Tatiana
, the Czech Razor Blades
, π
, The Man Who Wasn’t There
, or even Jarmusch’s Coffee and Cigarettes of 2003. As for the above mentioned “European” mood of these films, rather than geographically, the films are understood as such because the mood they are made to evoke. Kevin Smith, the director of such films as Clerks (1994), Mallrats (1995), or Dogma (1999) puts it clearly: “I don’t feel that I have to go back and view European or other foreign films because I feel like these guys (i.e. Jarmusch and others) have already done it for me, and I’m getting it filtered through them. That ethic works for me.” (Smith in Rosenbaum 2000: 19) What these films share is the mostly dismal undertone of desperation in the main characters’ lives and deeds, and, to use William Blake’s words, the Poetic Genius, whether it be the general mood of the film or the use of metaphoric devices (as in Dead Man where Bill’s journey is a metaphor of human life). The director himself finds Europe more poetic a place than America:

Once I was in a working-class restaurant in Rome with Roberto (Begnini) at lunchtime. They had long tables where you sit with other people. We sat down with these people in their blue work overalls, they were working in the street outside, and Roberto’s talking to them, and they started talking about Dante and Ariosto and twentieth-century Italian poets. Now you go out in fucking Wyoming and go in a bar and mention the word ‘poetry’, and you get a gun stuck up your ass. That’s the way America is. Whereas even guys who work in the street collecting garbage in Paris love nineteenth-century painting. … There’s a subculture (in America) now that even reads, that’s really cool, but they are not in any sense any kind of majority; that’s not normal American life… . And you know, if the media notices it, it isn’t a subculture any more.

(Jarmusch in Rosenbaum 2000: 63)

Perhaps these Jarmusch’s words are applicable to the social environment Bill has to interact with in Dead Man, too. There is Nobody with William Blake’s (European) spirituality and poetry on one hand, and Dickinson with his head hunters representing the cold-blooded machinery of invasive economics without rules on the other. And, as in real life, the individual can not face the machinery without being defeated.  

C 6.0

ACT THREE: The Makah Village

(On the Way to Paradiso)

 O buono Appollo, a l'ultimo lavoro

fammi del tuo valor sě fatto vaso,

come dimandi a dar l'amato alloro.
…

O good Apollo, for this last emprise

Make of me such a vessel of thy power

As giving the beloved laurel asks!

Dante Alighieri, la Divina Commedia, 

Paradiso, Canto I, 10 – 15 

The door of the trading post can be seen as a notional entrance to ACT III. As the two are leaving the trading post on the canoe, the pinto follows them whinnying a good deal of way along the riverbank – there seems to have risen a bond between the horse and the rider. Shortly after their departure (the blackout takes only about a second) the viewer can see Cole embark on another canoe as if he did not even need to think where the duo may have left the scene. Bill’s blood runs down his sleeve and mixes with water as his arm is hanging down the rim of the canoe and Nobody sings what sounds like a chant: “William Blake is a legend now… He’s a good friend of mine,” and soon they pass by a burnt-down Native American’s village as a mark of white man’s former presence. Actually the burnt-down village is the same one that appears at the end of Nobody’s captivity story (see C 3.5 and the Appendix, Fig. 28).

C 6.1

The Village 

Their entering the “uncivilised” wilderness is marked by a totem pole the wanderers pass and finally they reach the Makah settlement. When the tribesmen see Nobody it is easy to see scorn on their faces. Nevertheless, one of them helps Nobody carry Bill through the village to a longhouse (Appendix, Fig. 29). As they are passsing  through the village, delirious Bill observes its dreamlike exteriors – tanners’ tools and furs, a mother with two little children, whose circumspect looks express suspicion both towards the white man and Nobody, there are bones and horns everywhere, and finally the two reach a huge longhouse gate covered with Native sacred paintings and symbols. Nobody lets Bill have a rest and together with other tribesmen he enters the gate to talk to the elders of the tribe. Half hallucinating, Bill can see the Natives carry a corpse, knowing that their fates are the same. Some of the locals come and watch him with knowing faces. As his sight wanders around the place, skulls, bones and wooden Native artifacts mingle in a manic amalgam whose absurdity is emphasized by an accidentally spotted broken hemming machine. Once again the camera work adds to the atmosphere by swinging there and back as Bill’s head swings in delirium. Once again, the “acid” element of the film is emphasized. More emphasis, however, is put on the Native elements in the village, so may it be the topic of the following sub-chapter.    

C 6.1.1


On Natives And Authenticity

The fact that Jarmusch intended to address Native American audience has already been mentioned (see C 3.1, C 4.0, C 5.0). actually the director had invested quite a lot of energy and budget money to reach maximum  authenticity as far as the Native culture is concerned. One could speak of success in that matter. In film this appreciation of Jarmusch’s efforts to address Natives can be seen in 1998’s Smoke Signals by Sherman Alexie and Chris Eyre where an allusion is made to Dead Man. There is a scene in which Arnold (Gary Farmer – Nobody in Dead Man) asks Victor (Adam Beach) who his favourite Indian is. Victor replies “Nobody”. Also the Native American analysts Ward Churchill and Jacquelyn Kilpatrick appreciate Dead Man as a kind of phenomenon in 20th century North American cinema as far as authenticity and de-stereotypisation of Native cultures is concerned, this time on the academic field. 

Chruchill reckons Dead Man “undoubtedly the best of the few of white-constructed North American films defining a genuine break with convention in its handling of Indian themes”. He continues further on in his analysis claiming Dead Man to be “a well crafted and accessibly surrealistic black&white travelogue across late nineteenth-century North America, replete with biting literary metaphors and analogies to contemporary circumstance.” (Churchill 2001:167) Kilpatric labels Dead Man simply “a very realistic film” and continues claiming that Dead Man “shows a significant effort to depict a Native existence stripped of the stereotypes of the last hundred years of filmmaking.” (Kilpatrick 1999: 169, 176) The reasons why Jarmusch succeeds in presenting and addressing the Native cultures are numerous. For the purposes of this chapter, let us take a look at the level of authenticity. Not only is the film permeated with Native American spirituality (which, more or less, happens to be in concord with the poetry of William Blake, and which, in some points, interfers with the existential issues in Dead Man), it also shows the Native culture in great detail. The exteriors of the village stun the viewer with perfectly elaborate architecture and Jarmusch explanins why the North American Natives’ buildings were so decorative:

I don’t really know of any ficiton film where you see a Pacific northwest culture. … their culture was so rich because where they lived provided them with salmon, and they could smoke that and exist all winter long without having to hunt very much. Therefore they spent a lot of time developing their architecture, their carving, their mythology and their incredibly elaborate ceremonies with these gigantic figures that would transform from one thing into another, with all kinds of optical illusions and tricks. That’s why the longhouse opens that way in Dead Man, when Nobody goes inside to talk to the elders of the tribe and eventually gets a sea canoe from them. It seems to open magically, but it’s based on a real system of pulleys that these tribes used.  (Jarmusch in Rosenbaum 2000: 48; also see Appendix, Fig. 30)

The architecture in Dead Man has even become the topic of an MA thesis written by Todd J. Tubutis who interviewed some of the Makah set artists and actors. He discovered that the director modelled the set on Ozette longhouses and old photographs so the set would appear genuine. Also he brought actual museum artifacts to  decorate the set, and hired Makah artists to construct the artwork. In order to achieve maximum authenticity, Jarmusch even consulted the Makah Cultural and Research Center and hired a First Nations Cultural Advisor to “certify” the set as appropriately “Native”. Tubutis’ conclusion in this matter is: “Following cultural protocol equates to being authentic”. (Tubutis in Rosenbaum 2000: 49)

C 6.2

The Mirror of Water

After a series of blackouts Bill wakes lying on a grainy beach, wearing different clothes than he wore before. Nobody sets the sea canoe ready for him, strewing it with cedar boughs and furs: “It’s time for you to leave now, William Blake. Time for you to go back where you came from,” he says. “You mean Cleveland?” “Back to the place where all the spirits came from and where all the spirits return.” “Found some tobacco,” says Bill, showing a tobacco twist. “The tobacco is for your voyage, William Blake,” Nobody responds and before he gives the canoe a push so that it can set out for Bill’s final journey Bill tells him he does not smoke, still not understanding Jarmusch’s joke. 

As the canoe is leaving the shore it starts to rain and raindrops mix with tears on Nobody’s face. Bill tries to look at him for the last time and suddenly he spots Cole crawling along a cliff with a rifle in his hands. However, he is too exhausted to warn Nobody and Cole shoots at the Indigene. He misses, probably as the result of himself having been wounded, and Nobody turns around. They load and prime their rifles simultaneously and in the following duel they kill each other (see Appendix, Fig. 31). The deadly wounded accountant bends his head backwards and watches clouds that seem to be moving while the boat seems to be still. It is the last sight of Bill Blake’s fleshly life. 

C 6.2.1

Blake Is Dead

The last chapter sees one of Classic Western’s main features, a gunfight, as the notional struggle between Good and Evil (for better understanding its participants are clad accordingly – Nobody is wearing light buckskin clothes whereas Cole has his black semi-uniform on). Generally one could speak of bi-polarity
 as one of the main principles in Dead Man
 – besides the black and white film material
, there is always a contrast of some kind: naturalistic features in the way the special effects are utilized (blood pumping out of Charlie Dickinson’s neck after he is shot in it by Blake) in contrast to poetic sceneries of the wilderness, there is love and hate, life and death, 
the industrialized white man’s “civilization” versus the Indegene peoples’ culture, the head hunters versus Nobody and Bill, white christianity versus the mixture of Native and William Blake’s spirituality, the just versus the unjust. One could also perhaps speak of poetic injustice (or maybe Blake’s potic justice) – neither wins, no one survives. Also the ending is being refered to intratextually by the train fireman’s monologue in the prologue (see C 1.2): while Bill’s canoe (and his life) is passing away, it seems to be still when he looks up at the sky, but everything around him (the clouds, the water) are on the move. The shooting incident also corresponds metaphorically with with Blake’s vision of the world (see C 0.1), and also may by some be perceived as the struggle between the Freudian Superego and Id. Finally, Bill’s canoe reaches the open ocean (his death, enlightment, paradise, heaven) while the two metaphorical representatives of earthly life remain on the shore (or in the real world where they, according to William Blake, belong). Blackout.

CONCLUSION

In Intertextuality And Allusion In Dead Man the author describes some relations between Native Americans, the so-called Acid Western, the western literary canon, the independent US sub-culture of the second half of twentieth century, explains the concepts of and difference between intertextuality and allusion (the former being an unintentional reference to a previously created piece of art, the latter its opposite), and administers these concepts in an attempt to analyse their occurrence in Dead Man. Having done so, the author realizes that apart from being an allegory of human life, Dead Man describes the cultural clash of two social systems. There is the Indegene peoples’ culture on one hand, and the white man’s culture on the other, the poetry of William Blake serving as a mediator between the two (both literally and filmically). Depicting Nobody’s perception of the sign “Blake” the way he does, Jarmush actually performs his version of the familiar post-modern fiction-in-fiction and reality-in-fiction (although reality in this film only seems to be a mere scaffold utilized by the author with the intention to wrap this scaffold with fabric of meanings, provided by the deviations in the use of signifiers and their relation to extralinguistic reality) pattern, adding highly poetic language, imagery, and undertone as the unifying semiotic and semantic glue. In other words, Dead Man, unlike Classic Western films, makes poetry the (anti-) hero’s moral or ethical code, which enables Bill to “drive his cart and plow over the bones of the dead”, and which serves as a type of spiritual excuse for his deeds. 
The space Jarmusch leaves (by being deliberately obscure as the author) for the viewer to insert her or his part into the process of co-creating meanings inside the film is perhaps the most significant and sympathy-winning element in the author-viewer communication in Dead Man. Through the prism of Jarmusch’s deviations in naming of characters one can see references (whether intentional or not) to Dante’s Divine Comedy and William Blake’s poetry (and the western literary canon as such). Referencing continues through nearer past (the film being an Überwestern, or, as Jarmusch puts it, a period movie) to the present (cameo appearance of Iggy Pop or John Lurie and referencing to US independent culture in the form of presence of the two music producers’ names used as signifiers for entities chronilogically remote from the time the film is set in). The result is a touching story of an outcast on his progress to notional redemption where (not only William Blake’s) poetry plays a role as important as the roles of the main characters. 

In terms of intertextuality (and/or allusion), film (as Dead Man proves) as a system of signs enables its author to modify and re-utilitate previously-originated sets of signs (books, poems, songs, paintings, genres, etc.) in a new product. This becomes apparent in the musical score, in the plot and settings, on the literary level – Jarmusch uses Blake’s poems as a part of the script in dialogues and monologues, some of characters’ names (ie. signifiers) are identical or slightly modified (e.g. Thel, John Scofield) when being applied to signifieds other than they usually are, thus integrating parts of twentieth century real life discourse within the context of the film describing nineteenth century West American social reality via allusion as a de- or re-contextualizing mechanism. Meanings in Dead Man do not have single or individual sources, they are the outcome of relationships between texts (ie. intertextuality). The meanings are not the products of a language itself, as the structuralists would claim, but an outcome of cultural habituation (or, as Foucalt woud say, an outcome of discursive practices embedded in a particular culture and/or society). 
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� The Searchers is a 1956 epic Western film directed by John Ford, based on the 1954 novel by Alan Le May, which tells the story of Ethan Edwards, a bitter, middle-aged  loner and Civil War veteran played by John Wayne, who spends years looking for his abducted niece.While a modest commercial success upon its 1956 release, The Searchers received no Academy Award nominations and was certainly not regarded by then-contemporary reviewers as a potential classic. In recent years, however, the film's prestige has risen and it is now widely acknowledged as one of the best Westerns ever made, being named the Greatest Western of all time by the American Film Institute in 2008. It also placed 12th on the American Film Institute's 2007 list of the top 100 greatest movies of all time. [wiki]





� The film stars Will Hutchins, Warren Oates and a young Jack Nicholson, and was anonymously financed by Roger Corman. The Shooting subverts the usual priorities of the Western to capture a sense of dread and uncertainty that characterized the counterculture of the late 1960s. [wiki]





� The Last Movie is a 1971 drama from Universal Pictures. It was written and directed by Dennis Hopper, who also played a horse wrangler named after the state of Kansas. It also starred Peter Fonda, Henry Jaglom and Michelle Phillips. The movie won the Critics Prize at the Venice Film Festival; despite this, it failed financially and critically after a two-week run at New York City's Cinema 1. The film's initial failure led to Hopper's virtual exile from Hollywood, one that lasted well over a decade. While he had disparaged the film in the past, Hopper now says it was ahead of its time, and only recently have audiences and critics started to understand his artistic vision.[wiki]





� El Topo (The Mole) is an allegorical cult western movie and underground film, directed by and starring Alejandro Jodorowsky. [wiki]





� Rudolph "Rudy" Wurlitzer (born 1937) is an American novelist and screenwriter. His books include Nog, Flats, Quake, and Slow Fade. He also wrote a non-fiction book Hard Travel to Sacred Places. Among his many screenplays are Glen & Randa (directed by Jim McBride, 1969), Two-Lane Blacktop (directed by Monte Hellman in 1971), Pat Garrett and Billy the Kid (directed by Sam Peckinpah, 1973), Walker (directed by Alex Cox, 1987), Candy Mountain (co-directed by Robert Frank and Rudy Wurlitzer in 1988), Homo Faber (aka Voyager, directed by Volker Schlöndorff, 1991), Wind (directed by Carroll Ballard, 1992), or Little Buddha (directed by Bernardo Bertolucci, 1993).He wrote the libretto for Philip Glass' opera In The Penal Colony, and has also written four TV scripts for 100 Centre Street, directed by Sidney Lumet. His latest novel is The Drop Edge of Yonder, released spring 2008 from Two Dollar Radio. [wiki]


� Robert Dennis Crumb (born August 30, 1943), often credited simply as R. Crumb, is an American artist and illustrator recognized for the distinctive style of his drawings and his critical, satirical, subversive view of the American mainstream. Crumb is said to be a founder of the underground comix movement and is regarded as its most prominent figure. Though one of the most celebrated of comic book artists, Crumb's entire career has unfolded outside the mainstream comic book publishing industry. One of his most recognized works is the Keep on Truckin comic, which became a widely distributed fixture of pop culture in the 1970s. Others are the characters Devil Girl, Fritz the Cat, and Mr. Natural. [wiki]


� According to Jan Mukařovský, film is structurally connected with other arts – lyrics and epics, drama (audio-visual sensory stimulation), painting (visual sensory stimulation), music (auditory stimulation). Drama (together with epics), in terms of structural design and the way it is presented as for sensory stimulation, is the art closest to film making – both of them usually make use of and are based on presenting a number of (mostly) fictional actions and sequences of actions related to the theme of the piece, immediate emotional and sensory feedback eliciting presentation, presence of characters, level and type of discourse dynamism, presence of the audience – usually in the form of a certain type of  mass (audiences in theatres and cinemas), deliberately chosen degree of realism/objectiveness (and its probable deviation or abberation from the standard of the genre) in the way the piece of art refers to real world, etc. (Mukařovský 2007: 454-462)


� A concept used by the Russian philosopher Mikhail Bakhtin in his work of literary theory, The Dialogic Imagination. Bakhtin contrasts the dialogic and the "monologic" work of literature. The dialogic work carries on a continual dialogue with other works of literature and other authors. It does not merely answer, correct, silence, or extend a previous work, but informs and is continually informed by the previous work. Dialogic literature is in communication with multiple works. This is not merely a matter of influence, for the dialogue extends in both directions, and the previous work of literature is as altered by the dialogue as the present one is. [wiki]


� In a broader sense all semiotic codes are’social codes’.


� Also ‘representational codes’.


� There is less agreement about these as semiotic codes.


� Note that this code does not assume intentional communication.


� More broadly, these include codes for 'encoding' and 'decoding' texts - dominant (or “hegemonic”),     


    negotiated or oppositional (Hall 1980; Morley 1980 in Chandler 2007).


� Note, however, that all codes can be seen as ideological.


� Directed by Sergio Leone in 1973.


� The poem is alluded to by many other artists. In the episode Full Frontal Nudity (Episode 8, Season 1) of Monty Python's Flying Circus, produced in 1969, it is Jerusalem that must be sung to get a salesman to remove a bag over his head. Also, it is used repeatedly in the episode Owl-Stretching Time (Episode 4, Season 1) as Eric Idle sings it from the Cardiff rooms, Libya (although he replaces the word “feet” with “teeth”). After singing the line about "England's mountains green...." it cuts to a Rustic monologue, which is broken up by the Colonel. Also, in the sketch Salvation Fuzz/Church Police, when they arrest a man for murder, they "conclude this arrest with a hymn", and they proceed to sing this song. The song is also used in many other episodes of Monty Python's Flying Circus, and appears in The Fairly Incomplete And Rather Badly Illustrated Monty Python Song Book as Jerusalem. [wiki]





�  In a sort of mystical way. 


� 1805-1878, a British artist and a member of the Shoreham Ancients, a group of Blake’s followers. After Blake’s death he looked after Blake’s wife. After her death he destroyed some of Blake’s works as the result of his meanwhile having become a member of a millenarian sect that claimed a great number of Blake’s works were inspired by the devil.


� Henri Michaux (May 24, 1899 - October 18, 1984) was a highly idiosyncratic Belgian poet, writer and painter who wrote in the French language. Michaux is best known for his esoteric books written in a highly accessible style, and his body of work includes poetry, travelogues, and art criticism. Michaux travelled widely, tried his hand at several careers, and experimented with drugs, the latter resulting in two of his most intriguing works, Miserable Miracle and The Major Ordeals of the Mind and the Countless Minor Ones. The quote itself is taken from one of Michaux’s short pieces, The Night of the Bulgarians (La Nuit des Bulgares). Also, see Intertextuality and Allusions. [wiki]


� The wheels of the train may be seen by some viewers as a reference to wheels or circles used by Blake and Dante (among others) as symbols – e.g. Satanic wheels  in Jerusalem, and Circles of Hell in the Comedy.





� The word is used here with a purpose – seen through Bill’s eyes the trainman is likely to be something like a prophet; also in terms of this thesis “prophecy” is an important word as William Blake’s famous visions and prophecies have become the topic of  great many a study, they have been filtered through Jarmusch’s mind perceiving the work of William Blake, and they have been re-contextualized or re-set by him in Dead Man in the form of a character possessing the same (no matter how plausible, for the purposes of expressing their existence in the form of a figurative reference where William Blake’s above described alleged ability is the very core of the author’s message) abilities as a historical allusion to the real William Blake’s putative mental states – in fact, it seems that by placing Bill on a boat in the epilogue, Jarmusch reveals “trust” in the existence of William Blake’s visions, because they are a part of the phenomenon denoted by the signifier William Blake.


� All translations of Dante are taken from the Henry Wadsworth Longfellow 1867 translation.





� Whether the horse be an allusion or not, it also appears on Einstürzende Neubauten’s 1989 album cover for Haus der Lüge; see Appendix, Fig. 5.


� Blake’s employer. He published texts written by the radicals Mary Wollstonecraft, William Godwin or 


    Joel Barlow. (Ackroyd 1995: 81-83)





� Engraver. Adherent of the self-described religious prophetess Joanna Southcott (Ackroyd 1995: 85)


� The name of the ex-prostitute is clearly used by Jarmusch with the intention to allude to the poetry of William Blake, namely his great The Book of Thel, via the so-called Casual Reference, to use R. F. Thomas’s term. It is also notewothy that Thel is actually probably the only woman in the film who speaks (also see C 4.0). On another level, Thel could be decoded as Dante’s Beatrice in the Divine Comedy (see C 0.1).





� Actually, Nobody speaks four languages in the film: Blackfoot, Cree, Makah, and English. None of the dialects is subtitled. Jarmusch: “I didn't want it subtitled. I wanted it to be a little gift for those people who understand the language. … Makah was incredibly difficult; Gary [Farmer] had to learn it phonetically and read it off big cards. Even the Makah people had trouble, because it's a really complicated language.” [ibid.]


� See the Appendix, Fig. 13 and C 6.0. 





� In the passage describing Nobody’s mental trip to childhood the viewer can see the young indegene open a thick volume and on the first page there is a poem with the title TO THE QUEEN. It is a question whether or not Jarmusch was aware of the factual impossibility of what he narrates. The title was used by Blake in dedication to Blake’s illustrations to Robert Blair's poem, The Grave which is a gothic meditation on scenes of desolation, written in 1743. It was printed in 1808.


� Originally an anonymous story, first printed in 1837 as a prose story composed by R. Southey in his The Doctor.


� Quoting from the Bible Salvatore cites 1 Samuel 17:1, Goliath’s Challenge. 


� The quotes themselves seem to explain the director’s profound interest in music and lack of stagnation as far as the range of styles is concerned.





� Written and performed by Trey Parker, creator of South Park. Parker voiced the marionetted North Korean leader Kim Jong-il in this song. The song is an interior monologue of Kim Jong-il lamenting his loneliness. Many words in the lyrics, including its title, have the letter 'l' replaced by 'r' ("Poor rittre me" = "Poor little me"), imitating the difficulty Korean speakers face trying to differentiate between the two apical approximant consonants (rhotacism). [wiki]


� James Newell Osterberg, Jr. (born April 21, 1947), better known by his stage name Iggy Pop, is an American rock singer, songwriter, and occasional actor. Although he has had only limited mainstream success, Iggy Pop is considered an innovator of punk rock, garage rock, and other related styles. He is sometimes referred to by the nicknames "the Godfather of Punk" and "the Rock Iguana". Iggy Pop was the lead singer of The Stooges who became infamous for their live performances, during which it was not uncommon for Pop to consume narcotics, self-mutilate, verbally abuse the audience, expose himself and leap off the stage (thus being the first or among the first to "stage dive"). Countless subsequent performers have imitated Pop's antics.Pop's popularity has ebbed and flowed throughout the course of his subsequent solo career. His best-known solo songs include "Lust for Life", "I'm Bored", "Real Wild Child", the Top 40 hit "Candy" (with vocalist Kate Pierson of The B-52's) and "The Passenger". [wiki]





� The Dene (Dené) are an aboriginal group of First Nations who live in the northern boreal and Arctic regions of Canada. [wiki] 


� Christ in the Wilderness. Water color, c. 1816-20. Butlin 545. The Fitzwilliam Museum, Cambridge





� Samuel Marshall "Sam" Raimi (born October 23, 1959) is an American film director, producer, actor and writer. He is best known for directing the cult classic horror film The Evil Dead and the blockbuster Spider-Man films. [wiki]


� Raúl Ruiz (born 25 July 1941 in Puerto Montt, Chile) is one of the most prolific filmmakers of the last 50 years.He spent some years at the Catholic University of Santa Fe, Argentina's cinema school. Back in Chile he directed his first feature film Tres tristes tigres in the the late sixties, winning the Golden Leopard at the Locarno Film Festival. He was something of an outsider among the politically oriented filmmakers of his generation, such as Miguel Littin and Helvio Soto, his work being far more ironic, surrealistic, and experimental. In 1973, after the coup d'etat led by the dictator Augusto Pinochet, he left Chile and settled in France. After several years producing and directing low-budget telefilms, he began working with larger budgets and "name" stars in 1996 with Three Lives and Only One Death, Marcello Mastroianni's penultimate film. The following year he directed Genealogies of a Crime, starring Catherine Deneuve. John Malkovich starred in Le temps retrouvé, Les Âmes fortes and Klimt. [wiki]


� “One actor I’m a big fan of is Lee Marvin. My favorites of his are The Wild One (Laslo Benedek), The Big Heat (Fritz Lang), The Man Who hot Liberty Valance (John Ford), The Killers (Don Siegel), the Aldrich films Attack and The Dirty Dozen. My favorite of all is Point Blank (John Boorman) from the book by Donald Westlake writing under the name Richard Stark - one of the Parker book, all of which I’d read before I saw Point Blank. Just the idea of Marvin’s characters being outsiders and very violent appeals to me. Some seem to have a very strong code - even if it’s a psychotic one - that he follows rigidly. Like in Prime Cut: There are some amazing things in that, especially the scene where they drive this Cadillac Fleetwood into a thresher and it grinds up the car. These guys are selling drugged-up naked girls in stalls the way you would sell cattle, and Marvin goes there as a hired hitman outsider and rescues Sissy Spacek, who’s one of these naked girls in this barn. That’s a wild film.” (Jarmusch in Hertzberg 2008)


� “Well Michelle Thrush, who’s in the film, spoke Cree and is Cree. We wrote some dialogue together    


   and then she translated it with someone else who was even more fluent. … I didn’t want it subtitled. I  


  wanted it to be a little gift for those people who understand the language.” 


   (Jarmusch in Rosenbaum 2000: 24, 23)





� Once again, Jarmusch combines Blake’s grim vision of the world with humour. 


� Philippians 2:12, 14. Jarmusch quotes from the New International Version published by Zondervan, 1978 – another anachronism comaparable to the Nobody Glitch (see C 3.5.1).





� Shot in 1987 by Wim Wenders.


� Directed by Jane Campion in 1993. 


� Shot by David Lynch in 1977 and 1980.


� Pidä huivista kiinni, Tatjana, Aki Kaurismäki, 1994.


� Žiletky, shot in 1994 by Zdeněk Tyc.


� Darren Aronofsky, 1998.


� Directed by Joel and Ethan Coen, 2001.


� Which, by the way, is an approach known since the very beginnigs of drama or tragedy, in white man’s  


    culture starting with Aristotle. 


� The plan of manifest contrast between pairs / opposites has also been widely utilized by makers of the 


    Classic Western films.


� Speaking of black and white, it is also noteworthy that people who provided Jarmusch with unexposed and specially exposed film material were Wim Wenders, known for his relish for the potential of black and white material (Der Himmel über Berlin, which, as declared in Nathan Wolfson’s PoMo Desire? 2, by the way, is known for being inspired by Prague’s Jewish-German author, Rainer Maria Rilke), and Jean-Marie Staub, famous for co-operation with Danièle Huillet on the making of the French version of Franz Kafka’s novel Der Verschollene / Amerika.
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