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Chapter 1

1
Interested readers may find the texts of some of Allen’s films in Woody Allen, Four Films of Woody Allen: Annie Hall, Interiors, Manhattan, Stardust Memories (New York: Random House, 1997) and Woody Allen, Three Films of Woody Allen: Zelig, Broadway Danny Rose, The Purple Rose of Cairo (New York: Random House, 1987).


2
Susan Sontag, Against Interpretation (New York: Farrar, Straus & Giroux, 1961), 6–7.


3
Stig Bjorkman, Woody Allen on Woody Allen: In Conversation with Stig Bjorkman (London: Faber and Faber, 1994), 124. Bjorkman’s book, a series of interviews with Allen on each of his films, is an invaluable source for the study of Woody Allen’s art.


4
Bjorkman, Woody Allen on Woody Allen, 121, 122, 124, and 128. Allen explains that critics “got angry because I was that character, Sandy, the film director, and I said that they were stupid for liking my comic films. If I did think that, which I don’t, I would be smart enough not to say it in a movie,” 128.


5
See, for example, David Denby, “Woody’s Poison-Pen Letter,” New York (October 13, 1990), 61.


6
See Allan Bloom, “Interpretive Essay,” to The Republic of Plato, trans. with notes and interpretive essay by Allan Bloom (New York: Basic Books, 1968), 428–29.


7
Bjorkman, Woody Allen on Woody Allen, 263.


8
What does the “autobiographical” approach do, for example, when the character whom Allen plays in Husbands and Wives resists the advances of an attractive young woman? Should we not find more self-criticism here than self-justification?


9
Bjorkman, Woody Allen on Woody Allen, 126–27.


10
Bjorkman, Woody Allen on Woody Allen, 200 and 139.


11
Bjorkman, Woody Allen on Woody Allen, 213–14.


12
See, for example, Bjorkman, Woody Allen on Woody Allen, 161.


13
Bjorkman, Woody Allen on Woody Allen, 97.


14
Bjorkman, Woody Allen on Woody Allen, 262–63.


15
Bjorkman, Woody Allen on Woody Allen, 244–45.


16
Bjorkman, Woody Allen on Woody Allen, 8–9.


17
Bjorkman, Woody Allen on Woody Allen, 98.


18
See Allen’s description of how, when he is writing a script, his “unconscious is cooking,” Bjorkman, Woody Allen on Woody Allen, 263, and also 77, 92, and 249 for other examples of Allen’s instinct at work.


19
Susan Sontag attributes to D. H. Lawrence, for example, the statement, “Never trust the teller, trust the tale”(Against Interpretation, 9). She interprets the significance of this differently, however.


20
Bjorkman, Woody Allen on Woody Allen, 252.


21
Bjorkman, Woody Allen on Woody Allen, 252.


22
Bjorkman, Woody Allen on Woody Allen, 6. Even apart from his earlier comedies, Allen describes the more recent Manhattan Murder Mystery as “nice, light entertainment,” 255.


23
“My Apology,” Side Effects (New York: Ballantine Books, 1975), 49–57.


24
Bjorkman, Woody Allen on Woody Allen, 209–11. Allen contrasts the themes emerging from Kierkegaard and Dostoyevsky with those of linguistic philosophy: “dramatizing linguistic philosophy . . . is not much fun,” 209.


25
“The Kugelmass Episode,” Side Effects, 59–78.


26
As Lee points out, Rick himself utters a version of the line to Sam, “You played it for her, you can play it for me. Play!” (Woody Allen’s Angst, 27). Is the misquote a misquote of Ilsa, or a misquote of Rick?


27
Bjorkman, Woody Allen on Woody Allen, 6.


28
He actually uses this expression to refer to Rilke (Bjorkman, Woody Allen on Woody Allen, 200).


29
“My Apology,” Side Effects, 49.


30
Bjorkman, Woody Allen on Woody Allen, 6.


31
Lee, Woody Allen’s Angst, 27.


32
“Selections from the Allen Notebooks,” Without Feathers (New York: Ballantine Books, 1972), 10.


33
Diogenes Laertius, Lives of Eminent Philosophers (Cambridge: Harvard University Press, 1966), trans. R. D. Hicks, Vol. I, Book III. 5.


34
Bjorkman, Woody Allen on Woody Allen, 5–6.


35
Allen, “Selections from the Allen Notebooks,” Without Feathers, 10.


36
God, in Without Feathers, 129–190.




Chapter 2

1
Girgus, The Films of Woody Allen, 12. See also Lee, Woody Allen’s Angst, 26. Play It Again, Sam was directed by Herbert Ross; the screenplay was written by Allen, itself an adaptation of his original Broadway play. I agree with Girgus, however, that “Allen’s creative imagination as articulated and presented in the screenplay clearly dominates the film and places it within the Allen canon,” 12. See also Lee, Woody Allen’s Angst, 35.


2
See, for example, Annette Wernblad, Brooklyn Is Not Expanding: Woody Allen’s Comic Universe (Rutherford, N.J.: Farleigh Dickinson University Press, 1992), ch. 1, “A Shlemiel [sic] Is Born,” 15–31, and Sanford Pinsker, “Woody Allen’s Lovably Anxious Schlemeils [sic],” Studies in American Humor 5 (1986): 177–89. Consider also the title of Maurice Yacowar’s perceptive study of Allen’s work, Loser Take All: The Comic Art of Woody Allen, New Expanded Edition (New York: Continuum, 1991).


3
For a good analysis of Dick’s own insecurities, see Lee, Woody Allen’s Angst, 33–34.


4
Lee, Woody Allen’s Angst, 35.


5
Girgus, The Films of Woody Allen, 18–19.


6
Girgus, The Films of Woody Allen, 13.


7
Girgus refers to the “invention of identity and reality” and “the continuous construction of the subject” (The Films of Woody Allen, 13; see also 11). When Girgus states that Allan Felix “overcome[s] his obsession with Bogart in order to become his own man,” he may therefore mean simply that Allan has achieved a kind of fluctuating self-creation that reflects the film’s own creation of him.


8
Girgus, The Films of Woody Allen, 18.


9
Diane Jacobs, . . . but we need the eggs: The Magic of Woody Allen (New York: St. Martin’s Press, 1982), 46.


10
Pogel, Woody Allen, 53–54 and 48.


11
As Lee observes, “the Casablanca of the first few minutes of Sam is not the ‘real’ Casablanca. . . . Major bits of action and dialogue are left out. For example, we see no Major Strasser, nor do we hear the famous line, ‘Round up the usual suspects’ ” (Woody Allen’s Angst, 27).


12
As Allen asks in one of his early sketches, “Did anyone I know have a ‘meaningful relationship’? My parents stayed together forty years, but that was out of spite. . . . Nobody’s relationship could actually be called happy” (Side Effects, 104).




Chapter 3

1
Bjorkman, Woody Allen on Woody Allen, 75. I agree with Sander H. Lee that Annie Hall “introduced, for the first time in a serious manner, many of the most important philosophical themes that would concern Allen throughout the next two decades” (Woody Allen’s Angst, 49).


2
Yacowar, Loser Take All, 171. See also Lee, Woody Allen’s Angst, 51.


3
Yacowar claims that “suddenly the clown’s mask drops,” Loser Take All, 171–72.


4
Girgus, The Films of Woody Allen, 31.


5
Sigmund Freud, Civilization and Its Discontents, trans. James Stachey (New York: W W Norton & Company, 1961), 22–24.


6
Four Films, 167–68. See Bjorkman, Woody Allen on Woody Allen, 3–5. In Hannah and Her Sisters, Mickey Sachs starts enjoying life while viewing the Marx Brothers’ Duck Soup. And in Mighty Aphrodite, Lenny Weinrib suggests naming their adopted son Groucho. And then of course there is the New Year’s party where almost everyone wears Groucho Marx masks in Everyone Says I Love You.


7
Girgus clearly states that “for Allen . . . Freudian theory fails as a total solution to life’s dilemmas” (The Films of Woody Allen, 9). The issue, however, is not whether Freud fails to offer a total solution for Allen, but whether Freud has correctly understood the character of life’s dilemmas. And, for that matter, did even Freud understand himself as offering “a total solution” to life’s dilemmas?


8
Allen claims that he firmly believes in the ideas in The Denial of Death (Bjorkman, Woody Allen on Woody Allen, 106).


9
Ernest Becker, The Denial of Death (New York: The Free Press, 1973), 99, 69, and 96.


10
Becker, The Denial of Death, 199.


11
Becker continues, “Neurosis is another word for describing a complicated technique for avoiding misery, but reality is the misery” (The Denial of Death, 57).


12
Girgus understands Annie Hall as “a retrospection” that returns to “the repressed and unconscious in a manner similar to psychoanalysis” (The Films of Woody Allen, 31).


13
Pogel, Woody Allen, 90 and Wernblad, Brooklyn Is Not Expanding, 64.


14
Wernblad, Brooklyn Is Not Expanding, 64.


15
Freud, Civilization and Its Discontents, 25.


16
Freud, Civilization and Its Discontents, 31.


17
Wernblad, who sees Annie as a humanizing life force, does note her neuroses, although she implies they come in a “healthier” form than Alvy’s: “While Annie is neurotic, her neuroses manifest themselves not in depression and paranoia, but in a tendency to babble, make silly sounds, and occasionally laugh out of context” (Brooklyn Is Not Expanding, 64).


18
Yacowar does an excellent job of pointing out how the movie is structured around this halfway point, with parallel scenes coming before and after. Alvy’s despair at the expanding universe at the beginning, for example, is matched near the end by his anxiety attack in Los Angeles. Before the dinner, Alvy encourages Annie to take adult education classes; afterward he expresses jealousy of her teachers when she does so. Alvy’s fear of commitment appears in his concerns over Annie’s moving into his apartment in the first half of the movie; Annie’s fears come out in her dream in the second half of the movie (Loser Take All, 176-77).


19
Allen emphasizes the gulf that separates them not simply by the split screen, but also by the differences in the settings—the office of Annie’s therapist is bright, its furniture and art modern and sparse, while that of Alvy’s is dark, its furniture heavy and traditional (Yacowar, Loser Take All,175). The former recalls sunny California, the latter gloomy New York City. Yacowar points out as well that while Alvy lies on a couch, Annie sits up, supposing that whereas “Alvy is prone to stasis or regression, Annie is perched to advance” (Loser Take All, 175). While Yacowar is one of the most insightful of Allen’s critics, and sensitive to the complexities of Allen’s films, I disagree with his preference for Annie over Alvy. Allen’s use of images of light and darkness, as in the respective doctors’ offices, comes closer to that of Thomas Mann in “Tonio Kroger,” where light represents a kind of unself-conscious happiness or wholeness and darkness represents the conscious longing for that wholeness. Alvy’s lying on the couch rather than sitting erect might therefore indicate a greater depth of analysis rather than stasis or regression. See also Lee, Woody Allen’s Angst (63–71), who is also more critical of Alvy than I am.


20
For a different, but interesting interpretation of this scene, see Lee, Woody Allen’s Angst, 65–66.


21
As Allen says, “when you’re writing literary things, the fun has to be in the writing of them because there’s very little feedback on them. I’m never around when anyone reads them.” In contrast, “with a play or a movie you can actually hear the audience laughing. It’s a more vivid response,” quoted in Robert F. Moss, “Creators on Creating: Woody Allen,” Saturday Review (November, 1980), 42.


22
Four Films of Woody Allen, p. 53.


23
Four Films of Woody Allen, p. 105.




Chapter 4

1
Bjorkman, Woody Allen on Woody Allen, 101. See also 95 for Allen’s distinction between comedy and drama.


2
See, for example, Vernon Young, “Autumn Interiors,” Commentary (January, 1979), 60–64, especially 64. As Neil Sinyard writes, “Interiors seemed to many American critics a perverse denial by Allen of his unique comic gifts in favor of humorless pretentiousness” (The Films of Woody Allen [Lincoln, Neb.: Bison Books, 1987], 50).


3
Bjorkman, Woody Allen on Woody Allen, 95. See also Eric Lax, “Woody Allen—Not Only a Comic,” New York Times (February 24, 1985).


4
Bjorkman, Woody Allen on Woody Allen, 95.


5
When Bjorkman observes to Allen that the images at the beginning of Interiors are like still-life pictures, Allen agrees: “I wanted to set a certain rhythm at the beginning” (Bjorkman, Woody Allen on Woody Allen, 96).


6
This is how Allen describes an episode he heard about where a husband did this very thing—an episode that inspired this scene in Interiors (Bjorkman, Woody Allen on Woody Allen, 99).


7
As a character in a Hollywood movie actually does in Allen’s later Purple Rose of Cairo.


8
Maurice Yacowar points out that “in her first appearance, Pearl is shown from the waist up, as if to emphasize her bosom, her maternal softness and abundance” (Loser Take All: The Comic Art of Woody Allen, 188).


9
Pogel, correctly I believe, understands the camera’s lingering on Flyn’s tears to suggest “a genuine grief at her mother’s death, a display of emotion that makes her appear less beautiful in the conventional sense” (Woody Allen, 113; see also Yacowar, Loser Take All, 192 and 196).


10
Pauline Kael, When the Lights Go Down (New York: Holt, Rinehart, and Winston, 1980), 440.


11
Vernon Young, “Autumn Interiors,” 61.


12
Kael, When the Lights Go Down, 438 and 440.


13
Yacowar is a refreshing exception. See his sensitive analysis of Interiors in Loser Take All (186–96).


14
Bjorkman, Woody Allen on Woody Allen, 100–01.


15
Pogel, Woody Allen, 103. Diane Jacobs, similarly, finds a resemblance between Pearl and Miles Monroe in Sleeper, who like “the ‘alien’ [Pearl] comes to energize and threaten a homogeneous society” (... but we need the eggs, 123). And McCann claims that Pearl, the only Jewish character in the Interiors, “enters into the Gentile family causing the same kind of cultural discomfort that Alvy Singer brought to the Halls’ dinner table” (Woody Allen [Cambridge: Polity Press, 1990], 115. See also Yacowar, Loser Take All, 191).


16
Jacobs, . . . but we need the eggs,” 123.


17
Pogel, Woody Allen, 115 and 107.


18
Pogel, Woody Allen, 106–07. See also Jacobs, . . . but we need the eggs, 124. Allen, in contrast, calls Pearl “a vulgarian in the best sense” (Bjorkman, Woody Allen on Woody Allen, 101). For Joey and these critics, there is no good sense in which one can be a vulgarian.


19
Bjorkman, Woody Allen on Woody Allen, 98; see also 100.


20
For an excellent analysis of the camera shots in the scene in Renata’s study where she tries to create, see Yacowar, Loser Take All, 193–94.


21
Bjorkman, Woody Allen on Woody Allen, 96.


22
Critics have noted the similarities between Allen’s Interiors and European films, especially Bergman’s, but they have also claimed that there is something distinctively Woody Allen about Interiors. Nancy Pogel, for example, points to Interiors’ debt to Bergman, especially to Cries and Whispers, but claims that Interiors is nevertheless “made in Allen’s own
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