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FOREWORD

The Western, having long been pronounced deadgebastly
shown signs of coming back to life in American plapweulture.
The HBO television seridBeadwood2004-2006) demonstrated
without question that creative possibilities remiaima genre that
had seemed to be exhausted. The critical and coomhsuccess
of the Coen Brothers’ remake of the moVieie Grit(2010)
offered more testimony to the vitality of the WestéMost
recently, the History ChannelHatfields & McCoyg2012) drew
viewers in such numbers that TV executives throughize
industry took notice. Although the Western hasnetiirned to the
extraordinary level of popularity it enjoyed in theddle of the
twentieth century, a trickle of films and TV shoighe genre
seems to have turned into a steady stream. We rakypeav
entering a new age of the Western.

And that should not surprise us. The Western veaya been
the most distinctively American of pop culture gesirand has
served Americans well in their attempts to comgrtps with their
experience as a nation. To be sure, many Westaers édnd TV
shows are exactly what people have in mind whey speak of
mindless entertainment, but it is remarkable hoterothe genre
has facilitated the serious exploration of somAmikrica’s central
social and political problems. In the sharp drametinfrontations
that the Western invites and in fact demandspadit a TV show
can raise such issues as the individual vs. themaamty, freedom
vs. order, or the vigilante vs. the law. Studyihg Western can tell
us a great deal about how Americans understandsiiges and
the political community in which they live. At a m@nt when the



issue of freedom is being debated anew in Amernpcditical
discourse, it is understandable that the Westeronsng back to
life.

Ryan McMaken’sCommie Cowboyselps us to sort out what
the Western has meant over the years in Americpalpoculture
and to understand why the genre might be curremitiergoing a
revival. He provides a thoughtful and wide-rangamglysis of the
Western, principally in films, but with some exampbf TV series
and even a few references to fiction. The book gdledbe way
back to Western films in the silent era and conoewdrd almost
to the present day. The heart of the book is atysisaof the
classic Westerns of John Ford, Howard Hawks, anthdxry
Mann and of the revisionist work of such directassSergio
Leone, Sam Peckinpah, and Clint Eastwood. One mioiesave to
agree with every one of McMaken'’s interpretatiohgdividual
films to profit from his attempt to make senseldd genre as a
whole.

Academic critics of the Western have tended tovvteas a
politically conservative genre and to argue thaffiérs a prime
example of the American capitalist entertainmedustry self-
servingly providing ideological support for capisah. The rugged
individualist as hero in the Western is often vievie Cultural
Studies as an icon of the solo competitor in a etagkonomy.
McMaken’s book is particularly valuable for chaligmg this one-
sided interpretation of the Western as a genre faétehat the two
most famous stars of Westerns, John Wayne and Edisitwvood,
have been identified with politically conservats@uses may have
misled critics into thinking that the genre itsslinherently
conservative. In fact, the American West has prdeeile ground
for liberal and even left-wing storytelling. As M@&Wen shows,



Westerns have often developed anti-capitalist migiohl
positions. Crooked and corrupt businessmen pebplé&dntier in
many Westerns. In particular, owning land, espgciafge tracts
of land, is often presented as the epitome ofiewVesterns,
which tend to take the side of the little guy—th thrmer, the
sheepherder, or the shopkeeper. Often some kipdhdic
official—a sheriff, a U.S. marshal, or a frontieflitary
commander—is shown to be necessary to curb thel gued
selfishness of a cattle baron or a saloon ownethdsame time,
many Westerns celebrate the power of governmeatjfsmally the
federal government. When they ask how the Westwaas often
their answer is: through federal land grants aedothilding of the
transcontinental railroad on the basis of fedarbbkglies. It is no
accident that the man who made many of the cla¥sistern
films—John Ford—also made the classic New Deajadaar, The
Grapes of WrathAnd would Kevin Costner ever have gotten
involved in a genre that is politically conservativy nature?

With his perceptive analyses and steady accunoulati
evidence, McMaken makes us take a fresh look ai\testern and
re-evaluate its place in American popular cultivthatever your
ultimate take on the Western may be, you will ndgek at it quite
the same way after reading this book.

Paul A. Cantor
Harvard University, Cambridge
October 2012



PREFACE

My first job was on a cattle ranch near Elbert|d€ado when
| was fourteen years old. | dug postholes and ¢igbd fences and
cleaned tack and shoveled manure. They gave mkl gpowder-
blue Ford pickup truck to drive around. The trarssian didn'’t
work terribly well, so | had to make sure | nevet the truck in a
place where | would need to use reverse.

While | never thought that I'd be getting into agynfights
with outlaws, or doing anything incredibly excitimdnen | took
that job, | was nevertheless struck by how tedtbaswork truly
was. Few things ever happened that one would veaadttually
record in any Western film that featured cattlectees or cattle
barons. Even if | had worked on that ranch a huhgears earlier,
and had been subject to all the hazards of theiémpihe work
would have been largely the same, and not likelyetgpunctuated
by any range wars or Indian wars.

The real story of the West was one of tedium apettitive
agricultural and mining work, of course, and nosbbwdowns on
Main Street. Most people know on some level thatiétas are
really very fanciful when compared to the real-N&est, but I've
come to realize that Westerns aren’t really aboetWest at all.
They're just myths that use a frontier setting takena point
through literature. That point is often political.

This book comes out of a combined interest in \&festiims
and the intellectual history of nineteenth-centémgerica. | began
to wonder what the political ideologies were of fe®mple who
actually rode in covered wagons across the plaimg,it gradually
became clear that there was a big difference betweeworld
view contained in a Western from the mid-twentie¢htury, and



the world view of the people who actually settled Western part
of North America during the nineteenth century.

L.P. Hartley wrote that “the past is a foreign vy, they do
things differently there,” and this is certainlyérof America’s
past. The Westerns of the twentieth century webmae to think of
as the defining, classical form of the genre aaly@bout the
twentieth century, and the nineteenth century aahdrely
glimpsed in the background of a Western from 1955960.

This isn’t a novel observation of course, bukelio think that
some of the observations in this book will conttédbsomething
new to how we look at Westerns.

Having been active in the libertarian movementhamre than
fifteen years, I've long been told that Westerresiaherently pro-
capitalist and freedom-loving films. Yet, when d&géd to really
watch them, | found that to not be the case aWdisterns, just as
often as not, tend to be anti-capitalist and autiwean, which
might explain why someonservativetike them, but it's hard to
understand why any libertarian would ever wantntify
Westerns as a whole with his own ideology.

That's not to say that Westerns aren’t increddayertaining
to watch. The final showdown ifhe Good, The Bad, and the Ugly
is among the most entertaining eight minutes euépp film, and
as a kid, | must have watch8&dveradomore than twenty times. |
also know about every word of Louis L’'amour’s exatshort
novel The Tall Strangerwhich, by the way, was made into a very
boring movie in 1957.

But fundamentally, the Western is a genre thabifgeoercion
over reason and war over peace. My readers cadalé#c¢hat’s a
good thing or not.

This book began as an essay published at thediisamtweb
siteLewRockwell.combout eight years ago. That essay turned out
to be guilty of over-generalizing, and was in marays



incomplete. This book is a greatly expanded, upatsrised, and
improved version of that essay. Since 2005, newbliphed
criticism of the Western genre has justified a hegk at the old
essay. | have expanded several sections and add=d section
on theLittle House on the Prairiseries and Rose Wilder Lane,
plus dozens of explanatory and bibliographical sote

Ryan McMaken

Denver, Colorado
November 2012
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Commie Cowboys

l. Introduction

In 1916, Charles Goodnight, an aging rancher witblikad
the history of the great cattle drives across thsp, made a
movie about the West. His filnQld Texasfeatured no
showdowns, no saloons, and no bandits. It waseafahe West
as remembered by a man who liveddtd Texaswhich is now
lost, never found an audience. By 1916, the WesternHgioh
already been taking shape for more than a decadeha gunmen,
the hostile Indians, and the final showdown wepadig becoming
the dominant images of the American frontier imfilThe
primitive landscape, the moral certainty, and tiodewice of the
Western dominated cinemas for decades more.

As a real-life frontiersman, what Goodnight didrgalize
was that few Americans of the twentieth centuryenaterested in
the story of the real West. They were interesteal wersion of the
West that consisted of fables featuring the gunégh a wild
land. Eventually, the story of the gunfighter wodlminate
popular culture during the twentieth century andibequaled in
popularity by any other genre of film. The Westbatamehe
American popular art form at mid-century.

Although Westerns no longer dominate the airwathes,
gunfighter, whether in the form of a cavalrymargrsify or
wandering frontiersman, retains his position aswegrful political
and cultural symbol. Many fans of the Western Hang
contended that there is something inherently Anaerit the core
of the Western genre, and that the taming of a laitdd and the
civilizing force of the gunman embodies what thetebh States is
and what it proposes to do across the globe.

To this day, politicians, artists, and militaryioffrs employ
imagery of the American cowboy and gunfighter folitcal
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effect. Many treatments of the Western have exdithe close
connection between the Western genre and Americkincp and
culture in great detail. Tom Engelhardt, for exagpirites
extensively inThe End of Victory Culturen the importance of the
Western to American narratives glorifying World Weand
justifying the Cold War-

According to Engelhardt, during the immediate poat-
period especially, the Western repeatedly invokedage of the
gunfighter as an affirmation of the proper rolgled American
state in the establishment of an American valugesy$oth in the
old American West and worldwide.

With the onset of the Second World War, and int th
1950s and 60s, millions of Americans learned thhoiingir
popular culture that peace and order are not cdibéenwithout the
efforts of the gunfighter and his ability to pawe tway for
civilization.

Although the gunfighter is most associated with tBrsion
made popular during the 1950s and 60s, the nuaiche
gunfighter’s place in society have varied over tinoen Owen
Wister’s 1902 noveThe Virginianto Clint Eastwood’s 1992 film
Unforgiven® Even beforéThe Virginianbegan to make its
influence felt in both literary circles and in thrass market for
popular middlebrow fiction, the old frontier-themeuine novels
were already being translated to the big screaoine of the
earliest silent films mad®All of the elements we now associate
with classical Westerns took time to develop, hasveiarly silent
Westerns of the 1900s, 10s and 20s, and then tis¢éeYideB-
movies of the 1930s, borrowed much from earlieradimvels,
from the frontier works of James Fenimore Cooped, @en from
nineteenth-century Victorian literature. As the mveth century
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progressed, the genre slowly developed into whatamsider to
be the “traditional” or “classical” Westerns thae avell-known
today. By World War Il, the genre had developead e form
that would come to dominate television and filncempletely that
by 1959, “adult” Western programming would makealipost
one-quarter of all network nightly offerings.

Since the Vietnam War, the status of the Westethes
dominant genre of American popular culture hasided| and the
gunfighter of the classical Westerns is now ofteswed by many
Americans as a symbol of a sexist and racist Amanalue
system that is best left in the pagt the same time, many
Americans who look with favor on what they perceivde
traditional American values are likely to regard WWestern with a
nostalgic eye and as a genre that preserves thesvaf earlier and
presumably more virtuous generations.

In the modern political culture wars, this hastie@ case
in which the American right wing is likely to lodk Westerns as a
laudable genre, while the left regards is as & mdla more unjust
age. Film critic Robert Ray, writing on “left angjint” cycles in
Hollywood moviemaking, regards post-war Westernpas of the
“right” cycle in films, and points to later flmaish asDirty Harry,
which capitalize on what he calls the “right win¢pyalty to the
classic Western formuld.”

Conservative columnist Zachary Leeman, writing loa t
television Westerilell on Wheel$2011- ), praised the series
claiming “it's a perfect show for Western loverslasonservatives
alike.” He went on to praise its portrayal of “mawlad,” “faith,”
and service to God.Spencer Warren, writing for the American
Conservative Union, writes that the Western is ‘st
conservative of genres” combating relativism analiegyianism ?
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Warren specifically points to John Wayne Westerigesterns
made during the post-war classical period - agth®me of the
Western genre. Michael Talent, writing for the camsative
guarterlyCounterpoint states “the Western genre of flmmaking
... is already inherently right wing”

The militant anti-communism of the American rightgy
during the post-war period helped to solidify tretationship with
the Western genre. The gunfighter’s role in defegdhe innocent
from outlaws served as an analogy for the Amergtate’s role in
defending the free world from Soviet dominationishivas not lost
on a generation of Cold-War Americans. Even outtieeUnited
States, the imagery was very powerful and was fatyaised in a
poster designed by the Polish Solidarity movemeortnoting the
1989 election, an election that was a referendur@@nmunist
rule!®

The point of bringing up the conservative affinity
Westerns is simply to take note of at least onegaf Americans
likely to look with favor on what they regard asdtitional”
values. Those who look back to an earlier Amercarfsights
about what are traditional values are not all praltconservatives
of course, but in the culture wars that have arisghe United
States since the 1960s, the Western has becométsogef a
lodestar for the proponents of a value system #ssgciate with
an earlier American way of life.

But what are these supposedly traditional values?
Generally, defenders of the classical Western ti@tthe genre
embodies the values of hard work, private propéatyily,
community, and a Christian (sometimes broadenédumeo-
Christian”) moral framework. These are values histdly
associated with the nineteenth-century Americardiaidlass, and
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as such, with what one might refer to as “trad@idmmerican
society. Even decades after Westerns ceased todtarthe
airwaves and movie reels, the way that Westerrnframdier
iconography and idiom has been used by politiceuth as
Ronald Reagan and George W. Bush speaks to ther pbtese
symbols in harkening back to a set of values peeckio be
synonymous with traditional American civilization.

In the analysis of the conservative fans of the'getme
classical Western is promoted as an artistic foroviding an
example of virtuous behavior. This is believed ¢onlost true of
Westerns from the post-war classical period, winemy people
living today may remember from childhood. Additidgait is
often assumed that the Western provides an imiedenple that
points us toward an admittedly romanticized buirdete way of
life involving family and community.

It is difficult to package a complex set of value® a
single term, but here | will refer to this set @llwes as “bourgeois
liberal values.” This is a heavily-loaded phraseaidrse, and in
Europe during various periods, and among Marxietsterm
“bourgeois liberal” might have many different meags. Indeed,
the term is still used today by Marxists and oteti-capitalists as
an insult term or epithet designed to denote aupbwr plutocratic
ruling class. In America, however, bourgeois litiera (using
“liberalism” in the historical and classical sens@yht also be
considered in an unbiased and matter-of-fact wasimaply the
dominant ideology of the American middle class dgrihe
nineteenth century.

Much like its counterpart in increasingly liberaiitain
during the nineteenth century, the American miditss was
focused on wealth accumulation, private property,
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industrialization, domestic life, religious devatjand anti-
authoritarian politics. It is during this periocathwe see the rise of
Victorian America, which in many ways mirrors Bsii Victorian
society and its values. Due to the lack of an Bingiral aristocracy
in the United States, however, American Victoriamiwas even
more closely associated with middle-class libenalisan was the
case in Britain! Victorian society is historically marked by
significant growth in the middle classes, indusization, formal
education, scientific inquiry, and by the growimgjuence of
women in cultural and literary trends. The politickeology of this
period in America was heavily influenced by thesslaal
liberalism of the late eighteenth-century Americawolutionaries,
and was sustained through art and literature #iegrated the
assumed virtues of the “Founding Fathers.” Theaaders were in
many cases very wealthy patricians, but were neeglEss revered
by the American middle class¥s.

Connecting the Western to the historical period it
purportedly dramatizes, proponents of the clas$hedtern often
assume that these nineteenth-century values aralies
supported and endorsed by the narratives of theaaneBim. But
are they really?

In this essay | will explore the cultural message o
prominent Westerns of the classical period (extegdtiom
approximately 1945 to 1965) and contrast classiasterns with
later revisionist Westerns.

Although few watch them today, | will also briefyxamine
how early silent and B-Westerns differed markedbyrf what we
now consider to be traditional Westerns. Certaitiig, films made
from the late 1890s through the 1930s were impoitathe
development of the genre, but they exert muchdesst influence
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in modern popular culture and political discoursant the classical
Westerns. When politicians and American film audemthink of
archetypal Westerns today, they are almost alwafgsring to the
Westerns of John Ford and other Westerns of th@sl 9950s and
1960s. It is the values of the classical Westean dine still closely
associated with the genre as a whole. This valseByis
generally supposed to reflect bourgeois liberad, s solid
middle-class ideologies, but an examination of ililke High
Noon(1952),Rio Bravo(1959), andshe Wore a Yellow Ribbon
(1949), suggest that an altogether different sebhfes is being
put forward by the classical Western.

Ironically, the post-classical revisionist Westersisch as
the works of Sergio Leone and Clint Eastwood, ottenided as
being opposed to these bourgeois values, are jorgashetic to
such values than are the classical Westerns, aydésemble
older pre-classical Westerns in some of their pididn and anti-
authoritarian themes.

The structure and content of the classical Wegierme is
largely incompatible with the bourgeois liberalwes of the
Americans who actually lived during the historipafiod depicted
within the films themselves. The extent of thisampatibility
varies over time, but is evident in the fact thnt most popular
literary forms of the mid- and late-nineteenth centvere very
different in form and content from the Western gerys Jane
Tompkins contends iWwest of Everythinghe Western as a genre
is in many ways a revolt against the dominant celbf the
Victorians and is a rejection of the domestic agldyious
environment that accompanied the rise of liberaksm
industrialization:* Ann Douglas also explores this theme in
Terrible HonestyandThe Feminization of American Cultuteln
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the works of Tompkins and Douglas, we find thatlitezary and
artistic conventions of the twentieth century, Western among
them, attempt to do away with the assumptions &adacteristics
of the nineteenth-century Victorian literature whlargely mirrors
middle-class bourgeois values of the nineteenthucgn

Central to the narrative of the classical Westsrihe
assumption that the frontier was uncommonly vigland that
Victorian bourgeois values were unsuited to sublarah
landscape. In the Western genre’s typical narrabeergeois
middle-class values would eventually be establigirethe
frontier, but only after the gunfighter successfudmed the land.
The imagery of the violent frontier would proveld® immensely
successful in de-valuing the bourgeois lifestyleckhn the
Western genre is incapable of sustaining itselfout the
intervention of a sheriff or a cavalryman or a séenal gunman.

In recent decades, historians have challengedidng of
the violent American frontier, and | will examirteetlevel of true
violence that existed on the real frontier and Iogvffers from the
image offered by the Western.

Finally, I will look at one form of the Western thectually
does reflect the liberal bourgeois values tha¥\akterns
supposedly endorse: thétle House on the Prairi€1974-1983)
television series. It can be argued, however, ttigtittle House
series is not part of the Western genre at dkcks any gunfighter
as a central character and it is far less viollean tthe typical
Western television show or feature film of the pear period.
With its emphasis on family, schooling, women, dodhestic life,
the series in many ways rejects the conventionat@ve in favor
of a system of values for which the classical Whestarrative has
little room.
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Influential scholars of the Western like John Caingid
Richard Etulain have long sought to specificallfimethe
Western and what sets it apart from other gehiriiss not enough
that a storyline take place on a frontier locatiomake it a
Western. Willa Cather’s nov€ Pioneers]! for example, is rarely
considered to be a Western although it takes madée frontier.
A similar, although rarely-asserted, argument migdhtnade about
Howard HawksThe Furieg1950), which could be described as a
family drama that happens to take place in a fesrgetting.
Whether a Western or not, the immensely poplulkile House
series, by offering a contrasting vision, helpgsttate how the
classical Western embraces a much different valsies than
what many of its proponents think it does.

Other elements that are often considered esséntiaé
genre include an arid landscape, a setting inl&atiuntry,” and a
specific time frame restricted to the period betwte end of the
Civil War and the official closing of the frontier the 1890s.

Any casual survey of the early silent Western filnauld
illustrate that Westerns have not, in fact, alwmaken place in arid
climates, in cattle country, or during such a leditime period.
Historically, Westerns have included ante-bellungaratrain
dramas and adventure stories of the early nindiezmmttury. Many
early Westerns also used tales from James Feni@uper’s
Leatherstockingeries, which took place during the eighteenth
century. Often the settings of these early filmsena heavily
wooded areas and in riparian landscapes that wmikktremely
rare among the classical Westerns of the post-Wdd Il period.
Indeed, to restrict Westerns to only the desertishagh plains, one
would have to necessarily exclude most Westernatalasse
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James for example, or any films featuring mounkanuscapes
such as'he Naked Spuyr953).

The fact that Westerns are so closely associatddoattle
drives and desert landscapes, however, illustthgealmost
hegemonic influence of the classical Western oltartlaer
variations of the genre. From the 1940s to the $9%9(esterns
would become nearly synonymous with cactus, tuméésls,
Apaches, and cattle barons.

The classical Western themes and settings aradgpif
the films of three directors. During the 1940s &0d, as the
Western grew to the height of its popularity, thoé¢he most
influential and popular directors of Westerns wévan Ford,
Anthony Mann, and Howard Hawks. These men helpgdldp
the Western film into the iconic genre we know tpdand they
dominated Western films for decades with their gd
influential big-budget Westerns. Films likert Apache(1948),
Winchester ‘731950), andRio Bravo(1957) are considered
defining films in the history of the Western, amdhese films and
others by these directors the canon of the cldsdieatern took
shape.

Later revisionist Westerns also provide additianaights
into how the Western can evolve over time. Sergiorle, Sam
Peckinpah, and Clint Eastwood revolutionized thesi&t@ in the
1960s and 70s. In fact, before the traditional \&feshad even
disappeared, Leone and Peckinpah were reworkeugylit
guestioning many of the original themes and conchss The later
Westerns could be critical of the classical Westebuit they, with
a few exceptions, never totally abandoned the tkesatout from
the earliest days of the genre.
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Il. The Gunfighter vs. Classical Liberalism

In analysis from Marxist historians like Eric Holastim to
classical-liberal historians like Paul Gottfriedetpolitical
liberalism that dominated the nineteenth centurg s@closely
tied to the rise of the bourgeois middle classoasetvirtually
inseparablé® As Gottfried describes it iAfter Liberalism the old
classical liberalism of the nineteenth century aestered on the
values of the rising middle class that glorified thusiness-
oriented private property own&trThese middle class liberals
valued self-responsibility, a commitment to faméyd an
acceptance of long-term obligations to both hontkthe
workplace. The “good” man of the nineteenth-centuigidle class
planned for the future with sound savings and itmegt. He was
a part of the complex economic and social systdrfenailies,
markets, and political institutions, all of whick bsed to forward
bourgeois goals. He was also, for the most pa#ligious man.

Liberalism dominated politics throughout Americalan
Western Europe at various times during the eighlkeand
nineteenth centuries as members of the rising lewisglasses,
chafing under the yoke of ancient systems of gawemnt privilege
and control, set out to gain access to power.dnebf the old
regimes, the bourgeoisie wanted nation-statesdiyeioward free
trade, low taxes, large-scale business enterpasespolitical
liberty. And they wanted peace. When one is theeswah a major
economic enterprise dependent on internationaéfranless one is
politically well connected, war can be extremely lbar business.
The American wars that were fought in this perguth as the
wars with Native Americans and with the Mexicansyeavjustified
on the grounds that they would eliminate the needavars in the
future!®
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The aversion to war had been obvious among American
liberals from the late eighteenth century. WritindL795, the
former American revolutionary James Madison conetuthat

Of all enemies to public liberty, war is, perhaibg most to
be dreaded, because it comprises and develop&tired)
every other. War is the parent of armies; from ¢hes
proceed debts and taxes; and armies, and debtteasl
are the known instruments for bringing the manyauride
domination of the few?

Referring to Madison’s view on war, historian RalRaico writes:

This was the position not only of Washington andlidan,
but of John Adams, Thomas Jefferson, and the otleer
who presided over the birth of the United States.dver a
century, it was adhered to and elaborated by @alirhg
statesmen. It could be called neutrality, or narwvention,
or America first, or, as its modern enemies dubbed
isolationism?®

There were always some proponents of aggressiviangar
of course, as with Henry Clay and his nationaliisvertheless,
the influence of the early American liberals, givbair stature in
American political discourse, extended nearly ®ehd of the
nineteenth century.

In Britain, the corresponding anti-war positionRithard
Cobden and his Manchester liberals further reirgdrithe
relationship between the Victorian-era bourgedisrialism and a
preference for commerce over violence.
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The bourgeoisie were naturally criticized for thisersion to
war. In the nascent days of liberal dominance itaBr, Napoleon
is said to have scoffed at the British as a naticshopkeepers,
concerned with matters of commerce when they shioaNe been
tending to more glorious pursuits such as #W&ome critical Brits
theorized that their countrymen, the Manchestaréts, would
gladly have accepted military conquest by the Hreas long as it
produced new business opportunities. In Americatorian-era
exemplars of liberalism, men like Edward Atkins@oynder of the
Anti-lImperialist League, and William Graham Sumneere seen
as excessively attached to peace and free tradeenmd
denounced as seditioffsWriting on Sumner's 1899 condemnation
of the Spanish-American War, Raico notes thatithe-honored
game of international intrigue and victory on ttatlefield was
indeed the way of the great powers. But, accorthrfgumner

it was not theAmericanway. That way had been more
modest, more prosaic, parochial, and, yesldle classlt
was based on the idea that we were here to liveuut
lives, minding our own business, enjoying our ltgeand
pursuing our happiness in our work, families, ches; and
communities. It had been the “small politi

This apparent liberal pre-occupation with the ecoito
sphere has been linked historically with liberalisimce its early
years in the writings of John Locke. Locke, consedeto be one of
the earliest liberal theorists, was key in fasmagrthe importance
of private property and its protection as a cerdoahponent of
liberal ideology. For Locke, the acquisition ofyaie property
exists in the state of nature, and the cultivaéinod protection of

13



Ryan W. McMaken

wealth is one of the foundational elements behnedférmation
and perpetuation of human society.

Key to Locke’s philosophy, and of particular imgorte to
an evaluation of the Western genre in relationkteralism, is the
fact that Locke accepted that order in society a@ainable
without the interference of a state apparatus. $Mhilcke can
accept the presence of a limited state apparatsiscring pre-
existing property rights, societal order itselfgrdes the state and
as such is not based on coercive power.

As literary critic Paul Cantor notes in his anadysf
Deadwood “Locke can imagine an economic order independént
the political order?* and this proves to be important in our
evaluation of the genre in which the gunfightesasoften a figure
analogous to political power.

The Western stands contrary to the liberal emplaasis
both peace and commerce. As we shall see, the rdniedtive
behind the classical Western is that the spreaiviization and
economic prosperity is not possible without thespreee of a
nation-state apparatus or at least a state-likarajpys in the form
of the gunfighter. The gunfighter, like states tisefues, employs
coercive and war-like force to mete out punishnzamt to gain
compliance, and this is portrayed as the foundatiaot of
civilization. Eventually, this narrative met withthusiastic
acceptance from millions of Americans for whom 8exond
World War and the Cold War were defining eventtheir lives.

The necessity of violence in making civilizationsgible is
especially evident in the cavalry sub-genre ofWestern. IrShe
Wore a Yellow Ribbo(1949), the narrator in the film’s prologue
informs the viewer that “one more such defeat ast€is and it
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would be a hundred years before another wagon dicaied to
cross the plains.”

Historically speaking, this statement almost coitfyca
exaggerates the threat that the Native Americase@to the
Westward expansion of whites. Even without thisdrple,
however,She Wore a Yellow Ribb@md John Ford’s other cavalry
films, Fort ApacheandRio Grandg(1950), all assume that the role
of the cavalry is to pave the way for civilization the frontier.
The option of co-existence between the whites hadrtdians in
these films is assumed to be unworthy of even tbst terse
discussion. The classical Westerns assume thatauaton
involving the Indians and the whites living neacleather would
result in a state of total warfare. The only optiben, is total
removal or eradication of the Indians, made posdilyla strong
United States cavalry.

The role of the cavalry in ushering in civilizati@also
presented symbolically in John For@tagecoacl{1939) in which
the passengers of the stagecoach are only abl#dmsafe
passage through the frontier via the interventibthe United
States cavalry. The stagecoach, America in microcastempts to
cross the hazardous wilds, and is finally escostddly to its
destination. The heroes of the film, who would hbeen
massacred had it not been for the cavalry, aredbnto get on
with the business of building civilization.

On a smaller scale, Winchester ‘73the only reason
peaceful city life is possible in Dodge City is base the town’s
sheriff, Wyatt Earp, has instituted a draconianqyodf gun
control in which no one but official law enforcemefficers are
permitted to carry guns within city limits. Outsittee town, where
no official law enforcement exists, the main ch&gesare subject
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to murderous Indians, unscrupulous businessmena aedpetual
state of war.

This choice between a war of all against all, and a
government strong enough to eradicate the Indiadsanfiscate
firearms, is a frequent theme in Westerns and pltwe gunfighter
(in these cases a cavalryman or sheriff) at théecer civilized
life. Although John Locke may have been able togima a
functioning society that existed before governmtre,Western
film clearly cannot.

In contrast to the coercive power of the gunmaiinmare
the concerns of the typical middle-class Americathe real-life
frontier period. With liberalism as the primary pickl ideology in
America, private commercial and domestic concererevef chief
importance. The middle-class bourgeois culturaleadhat
accompanied this ideology were equally importanth@nhistorical
frontier. Dignity, restraint, prudence, thrift, aptactical
commercial skills were viewed as important valued provided a
solid foundation for the preservation and advanggragChristian
civilization. The role of self-defense by force wastainly not
ignored, but it was not given primacy above allentskills.

Indeed, one of the most notable characteristicdasiical
liberalism was its departure from medieval sociatains that
placed soldiering and war-making at the summituwhln societal
values. In some of the most wealthy and most lilseaieties,
such as in the Dutch Republic, the image of theaganh or
aristocrat as soldier and military hero had beg@haced by the
image of patricians who were businessmen or buratsidressed
in sensible black clothes as in Rembrandt’s icpaiating “The
Syndics of the Drapers’ Guild.”
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In the real-life settlements of the American Wés,
settlers carried this liberal civilization to a néwntier. Back in
the East, the older agricultural way of life wasigg way to the
new urban way of life, and many Americans foundrikelves
working in factories instead of on farms and livingcities instead
of small towns. Wealthier Americans began movinthefirst
suburbs, and railroads made travel available ta maddle-class
Americans. Early factory life and urban living eygaa negative
reputation among many today, but for the Victorjgdhsse
developments were a sign of progress and the spfead
civilization.

The gunfighter in film, however, whether wanderiager,
sheriff, or military man, is not part of this Victan liberal world,
and is very rarely a member of the bourgeoisieant @f a
bourgeois family structure. Very few of the protagpts from
Westerns of the classical period are businessmémualy men.
Most are cavalry officers, sheriffs or marshalthalgh Anthony
Mann’s protagonists are often small-time proprigtiarthe form of
bounty hunters and guns for hire. Even the few Arast
protagonists with children, such as Tom Dunsonr{Jdayne) in
Red Rive(1948), are unmarried or estranged from their wiaesl
among television Westerns, which tended to be rfeondly-
themed, patriarch Ben CartwrightBbnanza(1959-1973) and
Lucas McCain off he Riflemar{1958-1963)for example, are both
widowers.

Typically, the gunfighter does not own propertyaoly
consequence, and he does not have savings or madstments.
He rarely has a family, and he rarely has any oseeligion at all.
In the Western, this figure so contrary to bourgesgnsibilities
remains always at the center of the action. Theghthe a
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businessman or family patriarch somewhere in tldpraund, but
such figures remain more or less as props viewirgttion with
little more input than the audience sitting in theatre. More often
than not, businessmen are villaffis.

The classical Western centers not on bourgeoisegabf
commerce and hearth and home, but on martial valuglsysical
courage, skill with weaponry, and power throughHeamgoe. Perhaps
there is nothing to dislike about things such agage and skill in
battle. Yet what we find in the classical Westerithiat these
values, as personified in the gunfighter, are ootglementary
values to the bourgeois world, but generally areanflict with it.
Through its literary conventions, the Western tuhesvalue
system of the historical frontier on its head.

In the classical Western, bourgeois liberal valares
viewed not just as irrelevant to the final resauotof the plot, but
are portrayed as a hindrance to the neutralizamhpunishment
of the villains. Whats essential to the proper resolution of
conflicts in the Western is the frequent applicatod deadly force
upon both the white and Indian residents of thatfeo.

lll. Violence and Money-making on the Frontier

In a typical storyline from the classical Westdheg
bourgeois society of the town must subject itsethie authority of
the gunfighter or face annihilation. The choicet flages the
townsfolk is to either accept the supremacy ofgiefighter, who
personifies the state in the classical Westert accept
oppression at the hands of Indians, outlaws, oseud®eldefense
provided by the community itself is rarely an optioor would it
be sufficient. For the bourgeois settlers, consubetheir petty
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commercial and domestic pursuits, little can beedexcept to
meekly submit to superior physical force.

To establish ideal conditions for the extensiotheffable,
the classical Western makes two assertions thatesteal to the
life of the genre. First, it creates the imageroPanerican West
that is extremely violent. Second, the genre reguihat the
residents of the frontier be incapable of defendimegnselves so
that they may only be saved after they abandom tizéve
bourgeois ways and embrace militarism and gunfighttheir only
hope in avoiding destruction.

This image of the historical frontier was challeddiétle
during the years of the classical Western, butesthe 1970s, there
has been a growing body of research debunkingtige of the
bloody and Wild West. In spite of this, the powéthe Western
genre in the minds of Americans has proven itsistggower. The
myth of the Wild West remains.

In their 1979 study on Western violence, Terry &rston and
P.J. Hill write that

The taste for the dramatic in literature and other
entertainment forms has led to concentration on the
seeming disparity between the Westerners’ desirerfier
and the prevailing disorder. If the Hollywood imagehe
West were not enough to taint our view, scholars of
violence have contributed with quotes such as the
following: “We can report with some assurance that
compared to frontier days there has been a signific
decrease in crimes of violence in the United States
Recently, however, more careful examinations of the
conditions that existed cause one to doubt theracgof
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this perception. In his bookyontier Violence: Another
Look W. Eugene Hollon stated that he believed “that th
Western frontier was a far more civilized, moreqeadal,
and safer place than American society is today€ Th
legend of the “wild, wild West” lives on despite It
Dykstra’s finding that in five of the major cattiewns
(Abilene, Ellsworth, Wichita, Dodge City, and Calehy
for the years from 1870 to 1885, only 45 homicidese
reported—an average of 1.5 per cattle-trading seaso

In Abilene, supposedly one of the wildest of thevco
towns, “nobody was killed in 1869 or 1870. In fawpody
was killed until the advent of officers of the la@mployed
to prevent killings.” Only two towns, Ellsworth 873 and
Dodge City in 1876, ever had 5 killings in any ogmear.
Frank Prassel states in his book subtifiedegacy of Law
and Order that “if any conclusion can be drawn from
recent crime statistics, it must be that this festtier left
no significant heritage of offenses against thesqey
relative to other sections of the countfy.”

Modern perceptions of violence on the frontier swe

shaped by the fictional accounts from the Westenrgthat they
are nearly impossible for many people to distiniydrem the
actual historical facts about the frontier.

Historian Richard Shenkman noted “Many more pebphse
died [i.e., been murdered] in Hollywood Westerremtlever died
on the real Frontier”” According to Dykstra and Richard M.
Brown, while the Kansas code gave mayors the ptoveall a
vigilante group from all the men in the town whogad in ages
from 18-50, it seems, at least in Kansas, thaag rarely done. In
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a span of 38 years, Kansas had only 19 vigilanteements that
accounted for 18 deaths. In addition, between E8itb1886, no
one was lynched or hanged illegally in Dodge &itpeadwood,
South Dakota and Tombstone, Arizona (home of thé QOorral),
during their worst years of violence saw four aive murders
respectively. Vigilante violence appears to nothbgen much
worse.

Given the money to be made by exploiting the exgiti
reputation of the frontier, it is not surprisin@tibodge City was
hardly alone in manufacturing tales of blazing gtmattract men
seeking adventure. Towns like Tombstone, Abilend, a
Deadwood all played up their supposed historidsonitier
violence. On closer inspection though, the recarésnot nearly as
exciting.

If the movies and novels about the West are urinielja
what can we learn from documented cases aboulifeeaiolence
in the West? Certainly, a case that resemblesuhmtagsential
blood feud in the West would be the Lincoln Countyr of 1878—
81, which largely made the reputation of notorigusfighter Billy
the Kid. As the name of the “war” implies, this legsantness was
quite disruptive to southern New Mexico, and pragtlquite its
share of dead bodies. But even then, we find a lbodnt
intolerably low by Hollywood standards.

When the smoke cleared from this unusually violent
conflagration, the legend remains far more viotbéah the reality.
After all, authorities have only been able to prtvat Billy the
Kid, generally regarded as the most blood-soaketicgzant in the
Lincoln County War, killed three people. Most agtieat he may
possibly have killed as many as three or four npe@ple, but
considering the circumstances, it is difficult sxartain how The
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Kid managed to gain a reputation as a “psychop&ilie” or how
stories began to circulate of how he had “killedh2dn by the time
he was 212

Much of the confusion was due, as Richard Shenkndinates, to
American movies. Films lik€hisum(1970) (which portrays Billy
as a rather sympathetic character) ¥ndng Gung1988) (which
makes Billy look a bit more crazy) play up the eiote of the
Lincoln County War for obvious reasons. Howevegrev
considering the rather alarming body count (by eomgorary as
well as modern standards), events like the Lin€anty War
were hardly everyday occurrences.

The existence of a real-life frontier where a waip
gunfighter is not actually needed is something tiesgds to be
ignored in the world of the Western genre. In fda) one of the
remarkable characteristics of the frontier is thatas more or less
self-policing. In most cases, it was little morarita loose
confederation of municipalities and local governtsdreld
together only by economic interests. National pddesisted of
little more than a loyalty to a far-off national\ggnment that in
the early days of the frontier was virtually intlg, and even in
later times was still represented by only small eavdly-seen
bands of cavalry. In other words, it was a socwtgre political
power was locally controlled, economic dealingsewartually
unregulated, and defense of an individual's propeds usually
the responsibility of the individual.

The frontier was a place where people went to make
money, and they stayed there if they made it.df/tfailed, they
returned to the East. Certainly, many people diguleasant deaths
on the frontier from disease, accidents, and génasdortune, but
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such things were sure to befall travelers undeantakimilar
endeavors anywhere in the world in the nineteeettuy.

The truly important question is whether or not hama
beings on the frontier were less prosperous, miatent, and
generally more barbaric than their counterpartmane “civilized”
parts of the world. If this can be proven to becdhse, then the
case for active government, commercial regulatowl an
aggressive police apparatus is granted much mereray in the
minds of Americans. Not surprisingly, the classi&dstern film
became a useful tool in promoting an active anerugntionist
government in post-World War Il America. If theentention of a
well-trained cavalry and a steady-handed sherifewehat made
civilization possible on the frontier, then the sacould be
justified on a global scale during the mid-tweritieentury or
today.

In reality, the settling of the American fronti@presents
some of the most undirected, spontaneous and étdimg of land
seen since the ancient world. All modern fronttates (i.e.,
Australia, Canada, and the Latin American countrnexe settled
for largely economic reasons by settlers willingptave an
unknown geography, but nowhere was the state hesdvied in
this settlement than on the American frontier.

For example, the wagon train phenomenon so closely
identified with the settlement of the West, wagédy started in
the early 1840s by the Mormons fleeing religiousspeution in
the settled United States. They enjoyed little gcbon from U.S.
marshals or cavalry. Once on the frontier, the Mamsquickly set
up shop in their new environs and began trading taith the
Americans in the east and with the Mexican settherthe West
Coast (as well as Indians). While many other Anargcbegan to
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brave the plains to travel to the riches describetie guidebooks
about Oregon and California, the trend only begareally
accelerate after the discovery of gold in Califarim 1849. By
1850, there were thousands of wagon trains orrdied
California with one train rarely out of sight ofather>°

The wagon trains created a large mobile econonsitesy
that moved across the plains. Entire industries/gne around
getting people to their destinations and servimgrttonce they got
there. Scouts, guides, equipment, guidebooks amdsters were
all readily supplied by enthusiastic entreprenedWfagons and
families moved from one train to another as coodgiand
preferences dictated. This image, of course, ®trast to the
movie version of the wagon train experience in \wlooe wagon
train moves alone and isolated across the plaidssasubject to
Indian raids and outlaws with nowhere to look felhbut the
steady hand of the gunfighter.

In fact, as Louis L'amour has noted, many wagoimsraf
the day had been organized like small private aspuemplete
with embroidered uniforms that resembled “an army
detachment These steps were made to ensure self-sufficiency i
private law enforcement, but on a day-to-day bagnst
concerned these settlers most was not law enforteone
gunfights with hostile Indians. Far more pressiregerhe
problems of obtaining food and other resourcescaiihg
children, enjoying some leisure time, and makingheyo One
would hardly get this impression from a Hollywoodgtern.

Often, the model of the frontier settler that stis myth-
maker is the model of the settler-as-victim. Thas been quite
popular in novels and in film simply for its vensigy as a plot
device, but it sends a clear message. Anthony Malrire Tin Star
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(1957), for example, features a town of gulliblélses easily led
astray by a resident outlaw, and who are best toyeal sheriff
with an iron fist. InNShang1953), the settlers are incapable of
defending themselves until a wandering gunfighédftessly
provides the protection they need. This plot depiessists even
into early revisionist Westerns such as Sergio k& Fistful of
Dollars (1964) in which the Man with No Name stumbles upon
terrorized village and proceeds to eliminate crfroen the town
with a fast gun and a Machiavellian mind.

Probably most notable in the defenseless-villagbr s
genre, however, isligh Noon(1952) with Gary Cooper fruitlessly
attempting to recruit a posse to beat back invadirttaws. By the
end of the film, Marshal Will Kane (Cooper), distergwith the
lack of courage in the town, tosses his star inéodust of the
frontier town “too dishonorable to deserve protmuti®?

As film historian Thomas Doherty notes, the “slamdes
central conceit” oHigh Noonwas that “the Old West was packed
with no-account yellow-bellies.” Notably, the cawby
townspeople are concerned about real-estate vaheeboring old
business matters rather than with settling scorgstive bad guys.
The government marshal is heroic. The local mershaire
cowards.

The Western repeatedly sets up a tale of gunfighter
(themselves almost supernatural in their wisdomiawiacibility)
who are beyond the comprehension of ordinary pebtgety. The
gunfighter serves a near-messianic role on thdi&oas he saves
the bewildered townspeople from their enemies sphém away
from their petty bourgeois concerns, and unifiesihn a struggle
against evil.
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Unfortunately for any Hollywood scriptwriter aimirigr
historical accuracy, the American West was far egsting than
the Westerns would lead people to believe. Thetifemmen knew
this themselves. In his old age, Buffalo Bill Codye of the most
flamboyant architects of our perceptions of the ¥V@senly
admitted to lying about his violent exploits tolsabre dime
novels. He was, after all, wounded in battle witdidns exactly
once, not the 137 times he claimf@®uch tales were also
immensely popular with Americans of the mid-twetitieentury
who seemed open to believing almost anything atteutWest as
long as it was simultaneously exciting and violent.

Kit Carson, one of the earliest heroes of the pWwstern
literature of the mid-nineteenth century, was ttedbate in life by
the image many had of him as a frontier hero:

In 1849, Kit Carson was searching through New Mexic
for a white woman taken captive by the Jicarillaaglpes, a
certain Mrs. J. M. White. Locating their camp, laticed
among the debris an abandoned book, which turnetbou
be a novel about the scouting exploits of Kit Carso
probably one published the same year tikgdCarson:
Prince of the Gold Hunterg\s it happened, the real Carson
could not match the skills of his fictional doubded Mrs.
White was found dead. He long remained troublethby
thought that she must have been given hope indpivity
by reading this Western “in which | was made a gheao,
slaying Indians by the hundredf”

One can argue, as has conservative columnist Gany N
that the violence of the Western is nothing moentharmless
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attempts to capitalize on public thirst for adveatand excitement
in cinema®® There is no doubt that the popularity of the Wieste
genre during the first half of the twentieth cegtuand its
popularity in the form of the dime novels during thineteenth
century, is at least partially explained by itslgid content.

As Engelhardt has shown The End of Victory Culture
however, the classical Western at mid-century becamportant
as a mechanism for reinforcing American perceptebsut the
need for the use of military force and the helpiess of civilian
populations in the face of menacing foreign enenAdétbough the
treatment of civilian “polite” society and violenee&s often more
complex and less absolutist in early silent Westettme fact that
earlier Western source material set the stagéhéontyth of the
ultra-violent frontier enabled later makers of th@ssical Western
to enhance both gunfighter violence and villaggsotence. The
sheer volume and repetitiveness of this messageassical
Westerns during the 1940s and 50s would help nfek&testern
into an important vehicle for reflecting and reirdimg American
sentiments during the Cold War.

Additionally, the Western played a key role in perating
inaccurate stereotypes about the American froaterits viability
as a society unregulated by civil government. Adby
Anderson, Hill, and Shenkman, the Western is lgrgebe
blamed for American misperceptions about violent¢he
frontier, which in turn have been used to argué Amaerican
settlements lacking the imposed order of a cegtvaérnment
have been uncommonly violent.
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IV. The Gunfighter vs. Capitalism

A recurring theme in the Western is a distrust of
industrialized societies and complex economic systeAs
Tompkins suggests, just as language is to be distitbecause of
its symbolic nature in a sophisticated society, eyms a
representation of economic value, is also to beuwlited in the
Western®® Contracts, bank notes, and deeds are all symbols o
economic value that cannot immediately be undedstath the
physical senses and are therefore suspect. Lagjedsses in the
Western are particularly threatening. EverywherthenWestern,
the railroads are a sign of Eastern decadence@ngiption. Large
ranchers and industrialists commonly attempt tdakihe honest
people of the West, and private companies areggatk as
vultures preying on the new settlers.

One of the commonly known examples of this is Georg
Stevens’Shang(1953) in which a number of small farmers move
onto land that has been run for years by Rykerptbprietor of a
vast cattle ranch. The film’s central assumptiotiha the farmers
have a right to Ryker’s land for a reason thagfsunexplained in
the film, except to note that Ryker is motivatedgoged. When
Ryker objects to the farmers’ squatting, he isnaged as a villain.
The film doesn’t provide a convincing explanatiata why,
exactly, Ryker should give up his land to the farsn&ince the
farmers are small underdogs and Ryker is a bighembiowever,
he is assumed to be in the wrofigh similar conflict appears in
The Man Who Shot Liberty Valan@62), in which the big
ranchers oppose statehood and a central goverriarehe
territory because it would break their stranglehmidand in the
region. The small ranchers are victorious, thowgite nationalist
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sensibilities and democracy are brought to thédeyrand the
fiendish big ranchers are defeated.

In Rio Bravq after a wealthy land baron’s brother is jailed,
the baron hires a gang of killers to overrun theriéf’s office
where the protectors of the honest townsfolk atechap.El
Dorado(a 1966 remake dRio Bravo) naturally employs a very
similar plot device. In Anthony Mann’s Westernsywneettlers to
the West are constantly in danger of conniving fessmen
seeking to exploit and defraud anyone who comestireir
territory. How exactly these exploiters managet&y #n business
is never explained. Yet, in bofthe Far Country(1954) andBend
of the River(1952), the central threat to the townsfolk is ltheal
large businessman who is responsible for the cbompf law and
order, while Hawks’'S he Big Sky1952) features an euvil fur
company that attempts to violently crush all contjoet. In
Mann’'sThe Man From Larami€1955) the local cattle baron not
only rules the local town of Coronado with an ifest, but also
collaborates with hostile Indians who threatenwéey existence of
the town.

These story lines all follow a basic pattern in ethihe
townsfolk are threatened by an aggressive andesihess that
seeks to exploit all for its own interests. Theyathing standing
between these businessmen and their sinister aiths i
gunfighter, who is often a government agent, pestaagheriff,
cavalryman, or a federal marshal. Sometimes, tbplpéeg for
deliverance from their capitalist oppressors, &haneand
sometimes they are oblivious to the true extentsawerity of the
threat posed, as ifhe Man from Laramie

Private property is certainly a theme in Westebuos,
“property rights” is understood as the crushindgaofie business
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enterprises for the good of “the people.” The vi@business in
the Western is the view one would expect from agémat
reached its greatest popularity among a populdkiah
overwhelmingly supported the New Deal. Everywhargé
business interests are out to crush small businesgsts and must
be neutralized. An aversion to the complexitiesdtistrialized
bourgeois life is again apparent as simple one-openations are
looked upon with great fondness in the Western|drge
enterprises and sophisticated business practieasodito be
tolerated.

The Western takes a dim view of the free markettier
ways.Stagecoacl{1939) features a banker stealing the payroll
owed to the workers, a particularly insidious ddtheft. The
banker then proceeds to extol the virtues of theeAean business
class. His hypocrisy is obvious.

Not even small businessmen are safe from the Wester
anti-commerce viewsdVNinchester ‘73, Fort Apache, and She Wore
a Yellow Ribborall feature small-scale merchants who engage in
the apparently unforgivable act of attempting tal& guns and
other goods with the Indians. IndeedFort ApacheandY ellow
Ribbon a central purpose of the cavalry is to enforader
embargoes against the IndiansYkllow Ribbon, The Man from
Laramie,andWinchester ‘73the merchants are murdered by the
very Indians with whom they are trying to do bussmé/Nhy the
Indians would kill those who supply them with edsdrgoods is
not explained, but the message to the audiendeas. Such are
the wages of trading with the enemy:Tlne Man From Laramigt
is revealed that the villain plans to sell riflestihe local Indians in
an effort to keep the Army away so he can rulecthtae
countryside with an iron fist. One member of therpupon
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hearing of the plot, declares “some people will aglthing to
make a profit.”

The contest between large and small property-owisers
dramatized irRed Riveiin which settler Tom Dunson builds a
small cattle empire in the grasslands of Texasoigefie can begin
his herd, however, he must confront the Mexican @bo owns
the land. In a showdown with one of the Don’s gunpigunson
and his assistant learn that the Don lives hundrédsles away,
presumably at the other end of a vast estate. "St@d much land
for one man,” Dunson’s assistant declares. “Ittadecent.”
Moments later, Dunson shoots and kills the Donisngan,
apparently settling the property dispute permagentl

Dunson proceeds to squat on the Don’s land, ansoe
of ownership never comes up again. The complexiti¢zsnd
ownership in the American borderlands are reducebe
simplistic notion that the Don had “too much laond dne man”
and that he presumably “took it from someone dfisst.

As a business owner, even Dunson inevitably bec@nes
villain as his commitment to drive his cattle frdraxas to Kansas
slowly turns into violent megalomania. Dunson begimurdering
any employee who expresses doubts about the vemhae things
begin to go poorly.

Given the Western’s origins, there is nothing sisrpg
about its anti-capitalist stand against the ningteeentury and all
its factories, corporations, stock markets androtbenponents of
an economically advanced civilization. In the Westé is alright
to do business, but ntwo muchbusiness lest one become
corrupted. Contrary to the nineteenth-century beaigliberals
who saw free trade and markets as a source of iagduiosperity,
peace, and cooperation, the Western sees busimg$sade as a
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zero-sum game where exploitation is much moreyikiean
cooperation.

Free-market defenders of the Western have argad th
although the Western seems to portray businessmeiad light,
the genre iseally showing a conflict between truly private
business interests and politically influential cangttists in league
with government official§® North, for example, bases this claim
on the fact that, on the historical frontier, hoteaslers came into
conflict with open-range ranchers who grazed cattléederally-
owned lands; thus, the conflict is between privaimesteaders
and federally-subsidized ranché&f&Vhile this was true in real life,
the facts of the matter are virtually never artitedt in classical
Western films themselves. The role of the Ameritateral
government as subsidizer of open range is not adddeinShane
nor is it addressed iihe Man Who Shot Liberty Valanicewhich
the big land owners employ the homicidal Libertyiaree to
enforce their will. Nor is a theme of governmentision with
business used iesse Jamgd.939) in which the railroads are the
chief villains, in spite of the fact that the ra#ds were notorious
supporters of corporate welfare on the real-limfrer.

If these films really wanted to point to the stasethe
source of conflict, why do they virtually never neak government
agent a villain? The villains are, almost withoxteption,
businessmen or Indians or the people who collabavéh them.
Government agents are usually heroes.

When large business interests do appear as friendly
protagonists in film, they are notable for thenitsa Andrew
McLaglen’s WesterndcLintock(1963) andChisum(1970)
present two exceptions to the usual rule, and #8ssymed that
there is “no conflict between the frontier aristtcand the public
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welfare.”® Both McLintockandChisumwere later Westerns,
however, withChisumbeing made well into the period of
revisionist Westerns when the structure of thesotas$ Western
had almost completely broken down. According toihan, during
the 1950s and the high tide of the classical Wastamly two
major WesternsThe Broken Lance and Ten Wanted Men
employed the same themes\sLintockandChisum

In most classical Westerns, when capitalists apaear
villains the conflict is generally framed as a slenmatter of big
business versus small business or small-time farnier claim that
there is a subtext of free-markets versus goverhswsidy in
classical Westerns is to invent a theme and sulpgiete none
exists. On the contrary, the economics of the Westequite well
with a primitivist view of modern economies in whiadvanced
economies exploit workers, coerce the public, aidmen and
women of their right to live off the land.

This romantic view of subsistence living works tedurn
the value placed on industrialization and capitales held by the
Victorians and the bourgeoisie and ignores the @ronrealities
of modern societies. Murray Rothbard pointed thisio his
critiqgue on the division of labor and primitivisiRothbard
contended that not only is modern industrializanecessary to
keep the significant bulk of humanity alive, buatimodern
civilization offers the best hope for a decent d&ad of living for
most of the human radéEven the Marxist historian Eric
Hobsbawm concedes that the rapidly urbanizing woflithe
nineteenth century was marked by substantial apdegedented
improvements in the standard of living for a veaggle portion of
the populatior? These wages were made possible by increases in
productivity that resulted from new economies @flsand major
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industrial development. The industrial revolutioade it possible
for the bulk of humanity to rise above the mosteblasels of
subsistence living for the first time. One certgiwlouldn’t learn
this from watching Westerns. Even from its earlassys the
Western embraced an unsophisticated view of froettenomics
where all men live in a state of virtual equalisythey work their
lands and trade simple goods for simple necessitid®e general
store.

V. The Classical Western and Nostalgic Primitivism

While liberalism developed and enjoyed its greatest
influence in an industrializing world where intetioaal trade, the
division of labor, and the urban landscape becammieasingly
important fixtures of life, the Western would caiafe primitive
modes of living while portraying cities and advathe@Eonomic
systems as an effeminate corruption of the “natimamnan
condition.

The Western in its post-dime-novel and cinematimfbegan
in the age of “nostalgic primitivism” where novelsd early silent
films used the genre of the Western as a mean®tefine the
nature of masculine identity in a society incregbimegarded as
‘overcivilized’ and ‘feminized.” Referring specdally to the early
Westerns of Douglas Fairbanks, Gaylyn Studlar iflestthe
Western in these early years as part of a “widespedfort to
redefine American male identity in response to @eed threats
from modernity.*

Perhaps the chief popularizer of this revolt agatottured
urban life at the close of the nineteenth centuag Wheodore
Roosevelt, a privileged Easterner who had convimteself that
his travels in the American West had somehow madentuch
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more masculine than most of his fellow American niRoosevelt,
like countless others at the turn of the centuejighed that
camping out in the woods was the best way to aelfielvaracter
development” in young boy%.According to Studlar, “character-
builders embraced a nostalgia for a primitive mhsepast. The
strongest evidence of the past in contemporarynde the
instinct-driven ‘savagery’ of boys.” Ernest Thomps®eton, head
of the Boy Scouts of America, would claim that higithe
primitive life was an “antidote to ‘city rot’ anth¢ ‘degeneracy’ of
modern life.”

In Western after Western, from the earliest daythef
genre to even modern times, the hero is set up asaultured
man of the frontier who is quite contemptuous ef ¢ffeminate
and urbanized Easterners who cross his path. @eardurse of a
typical Western tale, the urban fool must learnvilag's of the gun
or be destroyed. The representative of complereffactive
Eastern values has little to contribute to the npane and
primitive order established by the tough men of\West.

In John Ford’d~ort Apache(1948), this theme is
immediately clear as Colonel Thursday (Henry Foradteyes in
the Arizona desert quickly declaring that he’d muather be in
Europe than the American West. Thursday simply aibes
understand the ways of the West, and when he efosshake
hands with a low-ranking cadet, it is apparent ftairsday is far
more concerned with the letter of the law practicethe East than
with the more primitive (and presumably better) €od honor that
governs the Army on the frontier. Thursday happibrks within
the restrictions imposed by the civilian governmehtle Kirby
York (John Wayne), Thursday'’s frontier-bred numtweo; strains
under its burden of bureaucracy. At every turn,Easterners are
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far less honorable and effective than the frontimens who know
better. Thursday’s ambition and attachment to Eastays
eventually brings about his downfall as he leadsldated charge
against the Apaches.

This theme is repeated Rio Grande(1950) as Kirby
Yorke’s (he’s “York” in Fort Apache but “Yorke” inRio Grandé
son must be schooled in the ways of the frontiairey the
objections of his mother. IBheyenne Autum{i964), Ford
portrays the frontier cavalry as guilty only ofleaving orders
when the Eastern bureaucrats hand down ordertetichto the
annihilation of the Cheyennes.

In Ford’sThe Man Who Shot Liberty Valan(62), the film
opens with Ransom Stoddard (James Stewart) retutaithe
small town of Shinbone where he had once beendiérdawyer.
Stoddard is now a successful politician havingtlhg career on
his reputation as “the man who shot Liberty Valahd@@rough a
series of flashbacks, the audience learns thattyib&alance was
once an outlaw in Shinbone who terrorized the p=opthe town
and enforced the will of corrupt ranchers who ogolostatehood
for the territory. Stoddard had initially traveleShinbone in
order to bring learning, law, and the blessingsiafization to the
people of the town. On his way to town, Stoddarddalf is
attacked by Valance who tears up Stoddard’s lavk®abus
highlighting the irrelevance of book learning oe frontier.

The people of the town, led by an out-gunned mérsloa
nothing to protect themselves. Eventually, smafletirancher Tom
Doniphon (John Wayne) takes it upon himself to I&tpddard
defeat Valance. In a showdown, Stoddard, who igtingth
firearms, amazingly kills Valance and becomes allbero. The
death of Valance paves the way for the defeat@btf ranchers
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and for statehood and the flowering of modern iaation across
the territory.

Throughout the film, Stoddard is the symbol of effe
Eastern sensibilities that are in tension withithed-boiled frontier
skills of Tom Doniphon and Liberty Valance. Stodiles
concerned with teaching, journalism, the writtem,land a variety
of other intellectual pursuits that are quickly egpd as useless
skills on the frontier. Eventually, Stoddard aceepiat order
dispensed from the barrel of a gun is what pavesviy for law
and order, and in one scene, Stoddard poignargbesra phrase
he had written on the blackboard of the town’s sthtducation
is the basis of law and order.”

Although Stoddard had been made out to be a hetbeby
townsfolk for his killing of Valance, we eventuallyarn that he
had not killed the outlaw at all. It was Doniphaiding in the
shadows, who shot Valance when Stoddard firedisgun (and
missed) during the showdown with Valance. Donipkelflessly
allows Stoddard to take the credit. Being meretymble
frontiersman, Doniphon believes himself unfit fdeadership role
in the rapidly civilizing West.

In all of these cases, the film presents the gtitdig—who
in Ford’s films is usually a government agent—asdhly truly
competent defender against threats to the estaidistof law and
order. Whenever the “simplicity” of the West is tadous over the
complexity and corruption of the East, it is du¢he Eastern
interloper attempting to use law and reason totéchavail while
the gunfighter functions much more successfullyplmd instinct.
Stoddard keeps attempting to reason his way tdudi@o with
Valance, but in the end, this proves useless,asrily thing the
men of the West understand is brute force.
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Defenders of the Western as exemplar of America’s
traditional values might claim the Western denigsat
industrialized society in order to emphasize thpartance of self-
reliance and independence. While this may be atgualgarding
themythof the frontier, it nevertheless runs up againstréality
of the historical frontier in which self-sufficiepavas an
unobtainable ideal. As noted by Douglas J. Den by can argue
“no one in a pre-civilized state can be self-sugint because the
goods needed are simply not availaifeThe gunfighter,
ironically, depends on mass-produced firearms i®wvbcation;
and on the real-life frontier, few settlers atteetptself-
sufficiency” in a way attributed to the gunfight&tost everyone
depended on trade, contracts, family connectiams caurch
organizations to make a go of it on the fronti&elf-sufficiency”
of the gunfighter type would have had few adherantseng the
bourgeois classes of nineteenth-century America.

The impetus behind this fondness for savagery and
primitivism, as Studlar notes, is a distinct reactagainst the
urban bourgeois life that characterized the indaistation of the
nineteenth century. Richard Etulain attributes soirthe
popularity of the Western to “the conflict betweaedustrial and
agricultural America and the resultant nostalgiattfie past.”®
Nostalgic primitivism isn’t simply fondness for guer ways, but
an active aversion to the economic system of tiecoporary
world during the early twentieth century. Referrioghe early
Westerns of Fairbanks, Studlar writes

In his films, without literally becoming a chil®ouglas
Fairbanks seemed to achieve a change that manyiéaner
men in routine-driven, sedentary, bureaucratizéd jo
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yearned for. The onerous psychic and physical ddmah
masculinity could be held in abeyance by a hero who
embodied qualities of intensity, vitality, and instual
liberation which seemed to many, to be increasingly
difficult to acquire and retain among the complagen
compromise, and consumerist comfort of modern benigg
life.*”

Criticizing modern bourgeois life and the capitiadigstem it
created then becomesason d’'étreof the Western early on, and
the theme of the competent and honest frontiersagamst the
incompetent and duplicitous Easterner becomes @i
symbol.

VI. The Gunfighter vs. Bourgeois Life and Ideology

The revolt against the effeminate Easterner in Wradiim is
closely related to the revolt against bourgeoisetpin general.
The Easterner represents a refined, cultured,itardte society at
peace. In the worldview of the Western, this sbdaxiety does
not produce people suited for self-reliance or slodecision-
making on the frontier. While the gunfighter ascetallevels of
great virtue and importance in the Western, thetuiens of
peaceful and private society are regularly mocketi@ortrayed as
corrupting at best, and ridiculous at worst.

While we know that the landscape of thistorical West is
primarily a landscape of farms, ranches, shopsicties, and
homes, the landscape of ttieematicWest is a landscape of war
inhabited primarily by gunmen and their victims.idfocus on the
frontier society’s dependence on the gunfightehpasall
institutions of civilization to the margins and drces a genre that
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portrays constant violent conflict as a romantid esdemptive
activity. Meanwhile, religious devotion, economiarguits, and
domestic concerns are shown to be secondary asiand
superfluous luxuries that owe their very existetacthe quick
draw of the gunfighter.

In the traditional Western, the gunfighter is Nestzean
Ubermensctand Hobbesian Leviathan rolled into one. He exists
enlighten others and to impose order on a dangevodd simply
by being more proficient at the use of force thenememies. He is
a man apart. He is above the contemptible purstibsdinary
daily life, and only after he imposes order is akcivilization
possible. The classical Western thus comes to poritant
conclusion: without the gunfighter, civilizationimmpossible.

Reviewing the themes of the classical Westerrgebimes
apparent that the Western is well situated to essticlaims in
favor of an authoritarian garrison state of theurajustified by
rhetoric of the Cold War or the War on Terrorisntidg the mid-
twentieth and early twenty-first centuri€dn the Western, those
who remain preoccupied by economic and domestecests live
rather trite and naive lives until they embracevitag of the gun.
Thereal conflict is between the non-gunfighters of thentrer,
who represent the outdated and dangerous noticas itif
conceived bourgeois society, and the heroic gutdigla symbol
of a twentieth-century society much better suitedeal with the
harsh realities of the world.

Anthony Mann’s gunfighters ithe Man From Laramie
Winchester ‘73The Naked SpuBend of the RivegndMan of
the Wes{1958) are all men who emerge from the wilderraess
use their skills as former outlaws or wild men tegerve justice.
In some cases, they must be always moving, eithavaid danger,
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or to escape their pasts, or simply to satisfyedrfer a transitory
life. As a part of the wilderness itself, they egeeto protect the
settlers and society in general from the menacdsettist out in
the wilds. Their status as uncivilized and wildvisat qualifies
them to be effective as defenders of the hapleassrgepublic in
these films, for if they had actually been an cagynmember of
civilized society, they would be incapable of defemg themselves
and others in the aggressive manner required irtéffes

In Mann’s Westerns especially, the hero is vittuasdcapable
of existing in normal society for he is “near psgtib” as film
scholar Paul Willemen describes hiftHe is motivated by the
basest desires such as revenge and greed, bthig wildness and
lack of control that makes him so valuable to thdirary people
in need of his protection.

In Ford’s films, the hero is less feral, althoughktjas aloof
to being attached to the responsibilities of ordirsciety. In all
four of his cavalry filmsCheyenne Autum{i964) She Wore a
Yellow Ribbon, Fort Apache, and Rio Granttee hero, always a
cavalry officer, has virtually no obligations toyafamily or
property, and his affections are reserved stricthithe Army.

Only in Rio Grandedoes the hero, Kirby Yorke, have living family
members at all, and even then he is estrangedtirem and
unfamiliar with the responsibilities of family life

The hero attains his value as an extremely effididiing
machine that is uncomfortable filling roles normalksociated
with an ordinary middle-class lifestyle. In thedms, the hero is
more comfortable in the saddle than in a chairrande
accustomed to sleeping outside than in a bed. lgatroe tamed
for an evening to engage in the niceties of ciatiian, such as a
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bath and a shave, but he must always return twilderness
where the important action—the heroic action—tghase.

The gunfighter attained his status as protector and
indestructible man through his many years away foodinary
civilized people, and he therefore carries with aimatural virtue
not possessed by the new arrivals in the West pfingtivist
influence on this aspect of the Western is peneadtieroism is
learned and acted out in the wild, while cowardind pointless
talk take place in the cities and towns and liviagms.

In some cases, the gunfighter’s abilities becomezmo
enhanced the less civilized he becomes. In Antidagn’s last
WesternMan of the WesLink Jones (Gary Cooper) is a family
man from the town of Good Hope who is trying tadfe teacher
for the town’s school. Jones finds himself forcetbithe company
of a criminal gang that has kidnapped the innotamntle singer
Billie Ellis (Julie London). Ellis serves as a syohbof civilization
in the film, continually at risk of being raped akitled by the
criminal gang. Only Jones stands between the gaad-His, and
it is eventually revealed that Jones is a formenical himself,
and a murderous and brutal one at that.

In order to protect Ellis from rape, and in ordefdil the
plans of the criminal gang, Jones must embractohiser criminal
self. As he does so, he becomes more cunningféeiee as the
film’s hero. His progression from domesticated figrman to
criminal illustrates the contrast between the wss#less of cultural
refinement in settling the frontier in the facecaminal elements.

Mann used this same deviceBend of the Rivein which
protagonist Glyn McLyntock (James Stewart), a farmlaw,
wants to become a settled member of the commumityhich he
is serving as a scout for their wagon train to ©re¢Vhen
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outlaws attempt to steal the wagon train’s food|ijdtock finds
that he must draw upon all of the skills he learag@n outlaw to
defeat the thieves.

This opposition to law-abiding bourgeois behaviwtt
permeates the Western further serves to soliddw#iues of
primitivism in its audience. Link Jones is victiraiz as he tries to
find a schoolteacher for his town, but as he rettiorhis outlaw
instincts he becomes adept at defending himselthdsame time,
the seasoned frontiersmenkart Apachereject the formalism and
refinement of the East, as symbolized by Thurstereby saving
their comrades. Ransom Stoddard gives up on makingation
the basis of law and order, turning instead togine.

Through the bare-bones efficiency of violent action
employed by the gunfighter, instinctual action &mahtier justice
can be shown to be morally and practically supgadhe more
civilized notions of systematic thought and thesrof law. Writing
on the consequences of primitivism’s view of thielilect, Murray
Rothbard noted:

Civilization is precisely the record by which maashused
his reason, to discover the natural laws on whish h
environment rests, and to use these laws to aker h
environment so as to suit and advance his needs and
desires. Therefore, worship of the primitive isessarily
corollary to, and based upon, an attack on intellecs this
deep-seated “anti-intellectualism” that leads the=eple to
proclaim that civilization is “opposed to natureidg[that]
the primitive tribes are closer to it. . . And besa man is
supremely the “rational animal,” as Aristotle ptithis
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worship of the primitive is a profoundly anti-human
doctrine®®

The gunfighter, not one to rely on deep philosophy
complex argumentation, relies instead on instimc¥Winchester
‘73 for example, Lin does not need to deliberate akilutg his
own brother. He just “knows” that Dutch was bori é@he only
explanation provided for his criminal behavior)das therefore
incapable of redemption. Lin cannot realisticaliempt to
rehabilitate his brother since, in the Western ppeare simply
good or evil. In classical Westerns, good guyslydrecome bad,
and bad guys rarely become good no matter how ringghmay
wish to make a change. The conventions of theicksd/estern
require little moral uncertainty or ambiguity, feuch things might
call into question the absolute righteousness efittal
showdown. This extends to relations with Indianscantrast to
earlier Westerns, classical Westerns almost unaumsiyidreat
Indians as a uniformly malevolent force.

Essential to this equation as well is the cheapafrihe
use of language. Talk, which can express more oexrgoid
ambiguous ideas than fighting, is viewed with egie@ suspicion
and is usually the central weapon of the villaiaiagt the hero.
The most reliable plot device to exhibit this axiofrthe genre is
the positioning of a slick, charismatic villain agst a socially
awkward, simply-dressed hero. Hawks uses this dauiEl
Dorado(1966) andRio Bravq but Anthony Mann is particularly
proficient at this as shown Winchester ‘73TheMan From
Laramie, The Far Countpyand Bend of the Rivém which the
villains talk almost constantly with glib tonguesie the hero sits
in stony silence. The punch line of course comesnithe
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antagonist’s fondness for talking is revealed as qfehis villainy
and weakness. Real men, the Western tells uspdéalvith
actions. Fools and villains, on the other handfussthings with
talk.

The final lesson to be learned here is that theieirs
Westerner has no need of finely crafted words #oll seasoning
to make his way through the frontier. A contraaimmecessary
when a handshake will do and a group discussionapeoposed
plan of action is foolish when the hero can jump ithe saddle
and accomplish something. It is always better tsilemt and
strong. This is the impetus of Nathan Brittles’ cwuls advice in
She Wore a Yellow RibbofNever apologize, son. It's a sign of
weakness.”

VII. The Gunfighter vs. The Victorians

While the Western has little patience for the ecoito
complexities of the market and the industrializestld; it is even
more contemptuous of the social and religiousdiféhe Victorian
bourgeois world that dominated American culturetghout
much of the nineteenth century. The nineteenthurgmmerican
middle class, much like the middle class throughtestern
Europe, was dominated by bourgeois assumptions dfvewole of
the domestic world in the larger society.

Proper domestic conduct was no small affair. Theekiic
sphere in the bourgeois world was seen as the foeaizl
building block of Western civilization. Contempoyatefenders of
the bourgeoisie from Vienna to San Francisco oftartended that
it was the family home that made civilization fuinat® Indeed,
beyond the factories and merchants, the bourgeoselwaghe
symbol of modern liberal society during much of tieeteenth
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century. The liberal movements during the nineteeentury that
attempted (often unsuccessfully) to restrain thenestate
through constitutions and representative governgwete, to a
large extent, executed with the goal of makingstag¢e more
accommodating to the property-related pursuitsonfr@eois
families and individual§®

As the nineteenth century progressed, family andetic
relationships began to change. As the wealth aredfithe middle
classes throughout America and Europe continuggiaw, a
considerable number of ordinary families, for thstftime in
history, could subsist on the income of a singles@e working
outside the home. This was virtually always thebans!, so
household governance became the central focugofitres.
“Home economics,” as we now know it, became verriyea
science during the nineteenth century as middlsscl&omen spent
many hours a day in household management and igeling the
wages earned by their husbaniti many cases, the wife was
largely responsible for household management imatuthe
physical maintenance of the home, planning forreutwousehold
needs such as furniture and utilities, and cousitbéiser chores
considered essential to the economic stabilitheffamily. In
Europe especially, even weddings became in mang way
business transaction in which the long-term econand cultural
concerns of families were addressed through ecaradinisavvy
matchmaking.

Thanks to the surpluses made possible through
industrialization, education for women became widead and
homes, educational institutions, and churches becaonlds often
dominated by women. Women attained more poweren th
domestic sphere and in churches, where the middés-gvomen
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who were fortunate to have discretionary time waiddote their
resources to a variety of pursuits. Eventually, warwould
become very active in political movements, whethel were in
favor of relieving poverty or abolishing slaverys fe century
came to an end, women would be at the forefroth®peace
movements against the Spanish-American War andstgai
American entry into the First World War. Women'sgps
marched against imperialism, slavery, drunkenrass anything
else they saw as a threat to bourgeois domesit! Mot all of
these movements were necessarily compatible wéttheibsez-
faire and capitalist sensibilities of many claskiiteerals of the
period, but the centrality of the bourgeoisie tesd movement and
ideological currents was undeniable.

Today, the Anglo-American version of the bourgedesal,
Victorianism, is often viewed with disdain, and ¥idan imagery
is used to conjure up thoughts of sexually-repitssemen and
psychologically-damaged children living at the nyeo some
monstrous patriarch. But those who actually livethie bourgeois
world often saw things differently.

Ann Douglas’s extensive literary study of this peiThe
Feminization of American Culturexplores the role of women and
domestic life in the evolution of religious institens and literature
during the second half of the nineteenth centtifyouglas
contends that while women remained legally anducaily
constrained in their ability to participate in tineustrial and
political spheres, they asserted themselves thrdughultural
realm and were able to significantly influencegilus and
cultural institutions through literature and edumaal institutions.
These female architects of domestic and literalycel“exercised
an enormously conservative influence on their ggciand that
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“between 1820 and 1875...American culture seematidre
establishing a perpetual Mother's Day.”

Douglas does not necessarily view this as a pesitiv
development’ She connects the rise of Victorianism to the ofse
consumer and mass culture and concludes that thieatproblem
for the Victorians was consumerism, and that et@nulture,
which at times relied on both religious and secaértimentalism,
became a type of consumerism itself. According taiddas, the
literature of the age was geared toward mass coptsomby
readers who were attracted to the middlebrow emalism of the
Victorian literature of Susan Warner and Harriee&er Stowe.

Douglas believes that this sentimental, woman—cedte
culture sets up the twentieth-century literary teagainst it.
Highbrow literature of the second half of the neezith century,
such as the writings of Herman Melville, was alyeadti-
Victorian, while the middlebrow writings remainedurgeois and
middle-class in their outlook. Often attaining lsedier status,
these Victorian novels produced dismay among sohwe w
regarded this literature for the masses as contblapnd
prompted Nathaniel Hawthorne to declare “Americads/ wholly
given over to a damned mob of scribbling womer..”

Although it dominated book sales during the ninetiee
century, Victorian literature was not unchallenggdther fiction.
Even before the Western became an influentialrdiig’ form
with The Virginianin 1902, Victorian literature faced significant
competition from the frontier-themed dime novelsre
nineteenth century. The dime novels appealed tog®eumales,
and they were bestsellers, especially among th&imagclasses.

It would be a mistake however, to conclude thatian
novels were for the upper classes, selling relbtifeav copies,
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while the dime novels were for mass consumptiothdlgh
Douglas herself takes a dim view of mass consumptie
commercial success and popularity of Victorianidictspeaks to
its success and influence. Victorian literature waddlebrow, not
highbrow, and as such was accessible to a largs-s®@ction of
American society. Books likEhe Lamplighte{1854) andlrhe
Wide, Wide World1850) were bestsellers, selling hundreds of
thousands of copies and spawning countless otlukstseeking to
capitalize on the success of the Victorian literatinat came
before.

Ann Douglas observes that “Harriet Beecher Stowaevr
the century’s biggest best-selleflimcle Tom’s Cabir{1852) and
consolidated the virtual stranglehold of America@men authors
on the fiction market ... White middle-class womeun aized the
reins of national culture in the mid- and late-\¢iéan era.

By the time dime novels were being made into siWestern films
and Owen Wister and Zane Grey were transformingyémge into
its modern literary format, Victorian literature sveeginning to
cede ground to the Western. In her botkest of Everything
Tompkins views the Western as an assault on bethadhkirgeois
world of the nineteenth century and on the women whre such
an important part of that world. Tompkins’ analysasts on the
juxtaposition between the popular literature of timeeteenth
century and that of the twentieth. Granted thatttestern was the
most popular and commercially successful genraetarly
twentieth century, Tompkins looks to the Victoriaovels that
dominated popular fiction through much of the neegith. The
literature of the nineteenth century, pioneeredidnyale authors
like Stowe, Warner, Maria Cummins, and others, dodt have
been more unlike a traditional Western:
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In these books (and I'm speaking now of books like
Warner'sThe Wide Wide Wor]d&towe’sThe Minister’s
Wooing and Cummins’§he Lamplightera woman is
always the main character, usually a young orphédn g
with several other main characters being womenNtost
of the action takes place in private spaces, atehom
indoors, in kitchens, parlors, and upstairs chasb&nd
most of it concerns the interior struggles of tikeedmne to
live up to an ideal of Christian virtue — usualhywolving
uncomplaining submission to painful and difficult
circumstances, learning to quell rebellious ingsnand
dedicating her life to the service of God throughvsg
others...there’s a great deal of bible reading, pgyhymn
singing, and drinking of tea. Emotions other thagex are
expressed freely and openly. Often, there are |drayyn-
out death scenes in which a saintly woman diesw@rala
death at home. Culturally and politically, the effef these
novels is to establish women at the center of tbddis
most important work (saving souls) and to assettitihthe
end spiritual power is always superior to worldlight.

Tompkins continues:

The elements of the typical Western plot arrange
themselves in stark opposition to this pattern,just
vaguely and generally, but point for point. Firgad, in
Westerns (which are generally written by men),rtfan
character is always a full-grown adult male, andast all
of the other characters are men. The action talees p
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either outdoors —on the prairie, on the main stredr in
public places — the saloon, the sheriff's offidee barber
shop, the livery stable. The action concerns playsic
struggles between the hero and a rival or rivaid, a
culminates in a fight to the death with guns. la tourse
of these struggles the hero frequently forms a heitfl
another man — sometimes his rival, more often aradm
— a bond that is more important than any relatignkle
has with a woman... There is very little expressibn
emotions. The hero is a man of few words and espres
himself through physical action — usually fightirend
when death occurs it is never at home in bed lvedyd
sudden death, usually murdér.

The dominance of the Victorian literature would mtvelly
be targeted by what Douglas calls “the modernsinduthe early
twentieth century. The shift from the Victorianstb@ moderns in
culture would consist, according to Douglas, ohift from
reform-oriented, serious-minded, middlebrow religiand
intellectual discourse to the lighthearted, stréstwand more or
less secular popular and mass arts as Americasechmeans of
self-expression.” In order to complete this chafige the
sentimental narratives to the more hard-nosed “sthmarratives
of the modern world, the moderns needed to overcitimee
powerful white middle-class matriarch of the recermtorian
past.” The Western, so opposed to the value systdhe late
Victorians, fits well within this new shift in popar culture®

During the time of the Victorians, however, thentes of
Christian virtue and personal endurance of affiictiarely failed
to please audiences. To further illustrate thisnpkins points to
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Charles Sheldon’s 1896 botk His Stepswhich chronicles the
evolution of a congregation as it attempts to Avadically
charitable Christian lifestyle. This book was wyigopular. It was
translated into 21 languages and sold hundredsoofsands of
copies. In this same period, books such as the 1begfzelleBen
Hur (1880) and the popul&uo Vadig(1895) featured heroes who
do not triumph by killing their adversaries butiogekly enduring
a series of trials, and ultimately perseverindhieitt faith in God®?
Tompkins’ conclusion is that the Western, beindnastile
to Christianity and to domestic virtue, is at itestbasic level
designed to negate the role of women in Americamnesp She
undoubtedly has a point here, but she misses tyerlpoint. Her
observations on how the Western jettisons mostyévieg dear to
middle class Americans during the nineteenth cerie.,
domestic Christian values) take us closer to tintrThe non-
essential roles that women play in the Westerrcarinly
emphasized in the films, but the women are notwashen in the
Western; they are also representatives of bourgeaigty. As the
nostalgic primitivists made clear with their opgas to
industrialized society and with their program fehgeving
manhood in a mud hole, the real loathing being agaped by the
Western is not just for women, but for the urbawluistrial,
bourgeois world that had so radically changed Waste
civilization. The primitivists may have been (anoipably were)
misogynists, but their overriding interest was oty in subduing
women but also in subduing the larger society tlepyesented.
By mid-century, the Cold War had increased the tnpe
to devalue the domestic in favor of a global idgadal struggle.
During the 1950s, popular art like Westerns remihdewers that
few considerations could take precedence overéked to rid the
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world of communist evil, whether by six-shootergr
intercontinental ballistic missif&.

An examination of the Westerns of the very earlysdaf
the Western film, however, suggests that Tompkiag be
overstating her case regarding early Western dilems. The
earliest Westerns of the silent era provide a défietake on the
genre in numerous ways, from the physical settniip¢ treatment
of Indians.

According to Scott Simmons, authorTfe Invention of the
Western Filmthe earliest Westerns surprise in several ways:

When we go back and watch surviving silent Westerns
chronologically, there are a pair of subsequentrises,
because of how different the genre looks and becalis
what different things is has to say in its earlgsises,
especially from around 1908-1910. In landscape,t@vies
from this era are lush, woodsy, and wet: filledhwiakes,
streams and canoes, of chases through the undeylofus
hand-to-hand fights through forest clearings. Iratave,
many of these Westerns are set entirely withiratrib
communities or feature a “noble redskin” as guideavior
to the white hero. Only later, around 1911, do wgib to
find the wide vistas, rolling grasslands, arid deseand
those savage Great Plain Indians wars that nowaasoe
fundamental to the genre.

These trends only last for a few years at a thmépeing the

earliest days of the genre in film, they set tlagstfor numerous
later Westerns.
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The early years of the genre were marked by vdfgrdnt
sensibilities, particularly in regards to Native Arnitans. In
addition to the “noble redskin” that Simmons mengipthe earliest
Western films in many cases made the white setblerso be
villains by comparison. According to Simmons, “Whit
characters...arrive as villainous disruptions to $ordylls, as with
the land grabbing pioneers Dhe Redman’s Vie@.909) or the
doctor inMohawk’s Way(1910).”

As a brand-new industry, the film industry of this was
composed primarily of small firms located on thestt@ast.
Often, if not usually, Indian characters were pthpg actual
Native Americans. In some cases Native Americarectiid the
films, as in the case of James Young Deer who fona was an
influential flmmaker in the industry. This praacicame to an end
as the industry slowly relocated to southern Catifm but it is an
illustration of how much the industry changed betw&910 and
1950.

By the era of the classical Western, Indians haahbe
relegated almost entirely to roles as villains. Shmewhat pro-
Indian classical WesterBroken Arrom(1950) is notable
precisely because a Western film sympathetic tarttins had
become such a novelty during the post-war periadifig 1910,
however, there would have been little novelty t® phot ofBroken
Arrow, which casts the Apache leader Cochise in a peditt.

As late as the 1930s, Indians were portrayed mumte m
sympathetically than in the post-war films. In thevie serialsThe
Miracle Rider(1935), starring Tom Mix, the protagonist becomes
an advocate for the Indian tribes, and early inserges, being told
that one group of Indians are traveling cross-aguntth a large
amount of cash, the hero rushes off to protectrii@ns from
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possible highway robbers. He’s too late, howewved, the Indians
fall victim to marauding white men.

In a major departure from the classical Westermisies
early Westerns cast the Indians not only as synetiatbharacters,
but as examples of virtuous middle-class behavior.

In The Miracle Riderthe ambushed and robbed Indians
had been carrying savings they had accumulatecder o begin
farming operations as part of an effort to setdesd and become
like the white middle-class settlers.

In the earlier full-length silent filliawatha: The Indian
Passion Play1913), the Indians welcome Catholic missionaries
into their settlement displaying an openness tasithnity
exhibited by few gunfighters of the classical Waste

Indians repeatedly exhibit values of hearth antda
contrast to the shiftless white settlers who disagtablished ways
of life. In early Westerns based on the worksashds Fenimore
Cooper, the iconography of the frontier hero islleimged with
story lines featuring “talkative Indians and longided Natty
[Bumppo, the protagonist] himself [who] seem famfr
Hollywood’s taciturn cowboys®

Director D.W. Giriffith, certainly a defender of (glo-
Saxon) bourgeois values Birth of a Nation(1915), brings his
own Victorian sensibilities to some early Weste®isamons
describes Griffith as “the most consistent, andtrivogorian, in
assigning the highest ethics to women” in his Wesfigms while
exhibiting a “lingering Victorian obsession” withosy lines
related to the protection of the innocence of ckind®

This isn’t to say that the early Westerns were &fiein
narratives taking place in a wilderness settinge d¥erall
elements of nostalgic primitivism are presentsa$e gunfighter
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who metes out justice from a well-aimed rifle. Netkeless, the
early Westerns contradict the core values of nerdtecentury
bourgeois literature to a much lesser extent thaim mid-
twentieth-century descendants.

The hero of the silent Westerns remains a maneoWlds,
at least initially, and his intervention is keygaving the way for
civilization. He has little use for civilized sotyen his role as a
gunfighter, although he will usually settle dowrttwa woman
once the villains have been killed.

Indeed, the centrality of women to the gunfightemiuch
more prominent in many early Westerns than is #se curing the
classical period. While revenge, male camaradand,noble
ideals usually motivate the gunfighter of the dieasperiod,
winning over a woman is a major motivator for thufighter of
the early Westerns. Ifhhe Return of Draw Eagaii916), the
protagonist (William S. Hart), an outlaw who hasked the
residents of a town into making him marshal, dexiego straight
permanently and settle down after falling in lovéhwihe mayor’s
daughter, who is “the kind of girl he had heardof never
believed to exist.” IMumbleweed§1925), the hero Don Carver
(Tom Mix) is a drifter but his love for a woman mattes the
principal action of the film involving an Oklahontend rush.

The gunfighter’s desire for the heroine is cerivahe plot
in these early Westerns. In contrast, while numegunfighters of
the classical period also eventually settle dowtt wiomen, the
primary motivation of the protagonist stems fromesire for
money, as iMhe Naked Spuagr revenge, as iwinchester ‘73
The eventual love interest tends to show up lateerfilm and
does not alter the central conflict between protégjcand
antagonist. IrRed Riverfor example, the love interest (not for
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protagonist Dunson himself, but for his adopted) stvows up
only in the third act, and iRio Bravq the female lead, Feathers,
while a charming character, has no motivationaafbn the
sheriff's faithful execution of his law-enforcemehities. Just as
often, the gunfighter ends up not settling dowalbas inThe Man
From Laramie, Fort ApachendShane.

The early Westerns are often much less authonitahian
the Westerns of the classical period as well. Téreds of silent-
era Westerns are often outlaws or Indians, andttiaws are
frequently on the run from ineffectual agents of Enforcement.
In John Ford’'sStagecoacl(1939), the last of his pre-war
Westerns, the Ringo Kid is reminiscent of the chagnand mostly
harmless outlaws played by Tom Mix and William Srtturing
an earlier period. After World War Il, Ford depafrsm this
model completely and never again features an owtkahis
protagonist. None of Hawks’ heroes from the claggeriod are
outlaws, although Anthony Mann, notable for his entedgy”
Westerns, employ®rmeroutlaws as his heroes Bend of the
RiverandMan of the West

Although her critique applies partially to Westéitms of
all periods, Tompkins’ critique is most applicabled trenchant
when applied to the post-war classical Westernsh\all their
sparse landscapes, militarism, masculine focusabsdnce of
religious faith, the classical Western presentditeenes of the
Western in their most stark and serious termsokatig the
Second World War, the vestiges of Victorianismha Western
are excised almost completely. Women recede evea mto the
background, while religion, commerce, and domesiitcerns
become even sparser and of less relevance. Inbléamne almost
uniformly a force for evil, while sheriffs, cavaland other
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symbols of government power become even more re\aave
unchallenged.

VIIl. The Gunfighter vs. Women

In many Westerns, women serve a function simildhéo
effete males of the East. They lack an understgnafithe ways of
the West, and they fail to grasp the monumentabnance of the
work being performed by the gunfighter.Rmo Grande for
instance, Yorke’s estranged wife is told by her 8@t Yorke is a
“great soldier,” and she responds that “what makdiers great is
hateful to me.” The viewer is not supposed to syimpa with
Kathleen when she makes this stateni&Bly the end of the film,
she modifies her value system to matdd) and Yorke remains
unchanged. We are led to conclude that she singegrt
understand the sacrifices that must be made towdhke blessings
of modern government on the frontier.She Wore a Yellow
Ribbon the hero’s wife is long dead, so the hero remagmBee to
act asRed River'sTom Dunson, who deserts his love interest to
build his ranch.

Red Riveremoves any role for women on the frontier
through a conversation in the film’s opening scdhgnson
explains to his unnamed love interest that he neaste her,
declaring that frontier life is “too much for a wam” To this she
replies, “You’ll need me. You'll need what a womeam give you
to do what you have to do.” The classical Westkeawever,
makes it clear that a man like Dunson doesn’t rre@dman at all,
and he rides off leaving her with the wagon tr&he is killed by
Indians several hours later. Dunson then stumiges a young
orphan in the wilderness. The subsequent adopfitremrphan
allows Dunson to acquire an heir without the incamence of
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having a relationship with a woman. It also progidgehandy
excuse to avoid any themes of domestic life infilhe even
though the film is ostensibly about a family dyryast

Often, women are just obstacles to be overcomerdd
Zinnemann’sHigh Noon Mrs. Kane allies herself with the
cowardly townsfolk and tries to convince Marshahkdo leave
town before the villains arrive. Similarly, The Searcher§l956),
after a woman and her older daughter have beenl i
murdered by Indians, and a second daughter kidngiiban
Edwards, the hero, is told by an older woman toemaburage the
young men to waste their lives in vengeance. Edsvaabres her.
He then leads the men on a multi-year, but ultilgageccessful,
revenge-fueled spree across the desert.

In other films, women more explicitly represent
civilization. InMy Darling Clementin€1946), Clementine
attempts romantic attachment to Wyatt Earp, yep Egjects her
so he can ride off to a showdown with the Clantéteseventually
leaves Tombstone altogether (without her) so asamog
compromised by the civilized ways of the growing/to In The
Naked Spurprotagonist Howard Kemp (James Stewart) is
ultimately faced with choosing between the domd#ggand the
life of an amoral bounty hunter. Lina (Janet Leigignages to
convince Kemp to settle down with her, but in hisrender to her
feminine plan, Kemp’s bitterness at leaving thefgyimer’s life
behind is apparent.

One exception to this trend is Hawk3'se Big Sky1952)
in which Teal Eye, an Indian woman, is a centrarahter, and
assists the two protagonists, Jim Deakins (Kirk @)as) and
Boone Caudill (Dewey Martin), in reaching their tlestion where
they wish to trade with the Blackfeet Indians. Altigh the film
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takes place on a frontier, and the villain is a opmilistic fur
company, the movie has little in common with thesféens of the
classical period. The fact that one of the mainmratiars decides to
stay in Indian country with Teal Eye sdise Big Skypart from
most Westerns of this period, as does its settirige 1830s. Its
inclusion of an Indian woman who assists white msesmother
remnant of the early-silent period that makes &y wmto a few
post-war Westerns. The treatment of Teal Eye cbaldontrasted
with the subplot infhe Searchers which Ethan Edwards’
adoptive nephew accidentally buys an Indian wifee Woman is
regarded as an impediment to the search partysaneated with
general contempt.

Sometimes the women might as well be mei.Ha Man
From Laramie protagonist Will Lockhart is assisted by Kate
Canady, a mannish spinster. If women are to bailisafthe
frontier, it's helpful if, like Canady, they acké men. Canady also
presents the film’s theory that the villain was mad by a woman.
In one conversation, Canady examines the origirtkeof
murderous behavior of Waggoman'’s spoiled bratsidra Dave. It
is revealed that Dave has turned to a trite andical life because
his mother, a refined woman of the East, coddledihihis youth.

The choice between a woman and the life of a heroic
gunfighter illustrates the fundamental incompaitipithat the
classical Western assumes exists between bourgedety and
the life of a self-sufficient frontiersman. Althdugnany early
Westerns portray the retirement to domestic lifehasnatural
progression of the gunfighter’'s career, later Westef the
classical era much more frequently present a ghtdighero who
is a widower or who is generally unresponsive tonga. Tom
Dunson ofRed RiverEthan Edwards ofhe Searchersand Kirby
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York of Fort Apachehave little need or use for women. Wyatt
Earp refuses to be tied downMy Darling Clementineand Will
Lockhart ofThe Man From Laramieides back into the wild alone.
Shane of course cannot manage a normal middleddiass

IX. The Gunfighter vs. Christianity

While women are symbols of domesticity in the Westehey
also often represent religion. Atagecoaclopens, Dallas, the
whore with a heart of gold, is being run out of toly the more
conventional and shrewish women who have creatszhtier
version of the National League of Decency. Dallasés are
increased by the prejudices of the bourgeois pgsssmon the
stagecoach, with the exception of the charmingaaytlThe Ringo
Kid. In Mann’sThe Far Countrythe women (most of them saloon
girls) enthusiastically talk about building churste some time in
the distant future, implying that when churchesvarrthe process
of settling the frontier will have been complete.

Westerns in general are dotted with occasionateates
to God, usually made by women, at which point thefighter is
reliably shown to be made uncomfortable or to shoffighe
importance and relevance of religious faith tocbeflict at hand.

Christianity in the nineteenth century was not sach
marginal and infrequent topic of conversation. Asnpkins and
Douglas note above, the popular literature of \fieito America
was steeped in Christianity. The popular statusooks likeBen
Hur andQuo Vadidllustrates thathe Victorian world was a
Christian world, and the bourgeois families thegd in it
identified themselves as Christian and subscribed@hristian
worldview. Christianity was prominent in their liggure,
education, and politics. We know that the people a#ttled the
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West carried their Christianity with thethCatholic and Protestant
missionaries crisscrossed the frontier, and chsgrsbeang up
wherever new towns were founded. In spite of athed however,
the classical Western either ridicules or ignoedgion as an
important part of the story of the West.

Gunfighters are never religious men. Engaged in the
primitive world of the kill-or-be-killed frontierthe gunfighter has
no time for such immaterial pursuits. He knows ame thing—
physical survival—and no amount of praying is eyeing to do
him much good. In fact, in some cases, the gurdighimself
serves as a sort of divinity, doling out death aedgeance without
the slightest thought that his judgments mightlaedéd or that he
might be gunning down the wrong man. The gunfiglgelways
right, he always wins the final showdown. He is @itaneously
omniscient and omnipotent, and he doesn’'t need {6otheis a
god of sorts—impervious to the dangers and trtads would
destroy a lesser man.

This aspect of Westerns is closely related to the a
intellectualism of the genre, which is not suiteccdomplex
philosophical questions. Instead, the Westerng&iea moral
structure of simplistic dichotomies between good awil. Later
Westerns are notable for their moral ambiguity,thetclassical
Westerns create a world where the gunfighter degstitee villain
with the help of the gunfighter’s infallible instits. When it comes
to one’s status as a member of the elect or thenddnihe
characters in Westerns often lack free will sirree fwill would
imply an ability to repent of one’s evil ways ognversely, to fall
from a state of grace. That fact that characteWasterns virtually
never do either illustrates the Western’s needdpathse with
anything that might complicate the moral landscape.
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Since eternal souls don’'t matter in Westernsgctreepts of
the elect and damned retain only a worldly statusthey are
nevertheless extremely important in providing jicstion for the
dependence on violence so central to Westernské&ltiie
Victorian novel where saving souls is an imporiorisideration,
the Western, through omission, denies the existehaespiritual
world, and exists only in the physical world whetenination of
the enemy is the only goal worth considerfAGunfighters
occasionally exhibit religiosity, but only in a $erand dismissive
fashion.Red River'sTom Dunson mocks Christian Scriptures
when on several occasions he guns men down for pi¢inses,
buries them, and blithely recites the ScripturesgéiThe Lord
giveth and the Lord taketh away,” before gettingaoth the day’s
chores. InThe Searcherkthan Edwards angrily disrupts a funeral
for his dead relatives and then quickly exits tbene. He'd rather
be on a horse getting important things done thading to
spiritual trifles. Later, Edwards refers to Chiasiity as “what you
preach” when speaking to Reverend Clayton, putuhdjtional
distance between himself and Christianity.

The afterlife is apparently a source of great csiuini in
Westerns. Following the bloodbath incompetentlyieeered by
Colonel Thursday ifrort Apache York (to the strains of the Battle
Hymn of the Republic) declares that the dead sdmren’t
forgotten because they haven’t died. They're livilgipt out there
and they'll keep on living as long as the Army BvePiles of
corpses don’'t occasion one to mention God—jusitimey. In a
genre so replete with death, one might think thatdharacters
might consider from time to time a man’s ultimaaéef but such
thoughts never occur to a gunfighter.
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For the gunfighter, what matters is physical swualiand
the central concern must be physical life and ptaysieath. The
Christian-biblical doctrines that “to die is gaiof that it is better
to endure an evil than to commit one, are meangsgle the
Westerr?? The Christian ethic is all the more ridiculouscginin
the Christian worldview, death may have to be atszkfor the
sake of defending a larger moral principle. Buthie Western,
death is defeat, and victory goes to those who Tit.e Christian
God has no value because he is of no use in tesicé Western’'s
utilitarian world. The only things that can be tadgin the Western
are a ready gun, a steady horse, and a fast dteswganfighter
may ride for the greater glory of his countrymed #me United
States of America, but he most certainly isn'triglfor God.

Just as Ford used caricatures of puritanical woases
symbol of religion, Westerns use churches as gésgnabols of
the surrounding bourgeois socidtligh Noonuses this device as a
means to exhibit the town’s cowardice and hypoctisypking for
help against the outlaws, Marshal Kane is deterdhinegather
support from the local church. He interrupts thedy service as
the minister reads Scripture. While he urgentlksdelp, Kane is
curtly reminded that he didn't “see fit” to be mad in that
church: “What could be so important to bring youeheow?”
Kane simply replies: “I need help.” He admits thatisn't “a
church-going man,” and that he wasn’t married thevecause his
wife is a Quaker. “But | came here for help, beesiinere are
people here.” The cruel and oblivious congregatiffers no help.

There are only so many scenes that one can ciether
illustrate the Western’s dim view of Christianitgdause the
deafening silence with which the Western treatgstianity and
religion so permeates the genre. Neither Mann, FamdHawks
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ever see fit to include Christianity as anythingestthan a minor
consideration of those who tend to be an irritarthe hero
gunfighter, further illustrating the Western’s dragnd lasting
departure from the Victorian popular entertainnmarthe
nineteenth century.

In The Feminization of American Cultyigouglas points
to the influence of the American Victorian womenrehgious
institutions of the period, as well as the percéighortcomings of
their religious culture. Referring to the Victorgrbouglas again
employs her view of the Victorians as sentimenta eonsumerist
and contends that “their debased religiosity, teeitimental
peddling of Christian belief for its nostalgic valuis crucial in
understanding American culture in the nineteenttiurg.””

On this topic, Douglas constructs a theory in whilah
disestablishment of the churches in America (treadrstate-
supported religious institutions that came afterAmerican
Revolution) led to major changes in American Priaiets
Christianity during the nineteenth century. Wherias
Christianity of the eighteenth and early ninetearghturies was
more on the hard-line model of Jonathan EdwardsCifristianity
of the late nineteenth century took on a much softe
accommodating tone.

The decline of state support for churches ledrieed for
Protestant clergy to augment financially-supportierch
membership by avoiding unpleasant or controvetsfts. During
this period, Douglas contends, the role of Chnmstkergy became
geared more toward popularization and softeningadpel
themes, and toward supporting women and childré¢imes of
emotional need. Ministers switched the focus towdaging a
supportive role instead of a demanding and moedisolutist
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leadership role, as had been the case in earlturdes. Doctrinal
rigor took a back seat to filling the pews with paybelievers.
Many saw this as a positive development, and Deugleounts a
“vision” related by one Unitarian minister who iniagd that the
Christian church had transformed itself from anleag symbol of
the older faith, into a dove that ministered tdaren. Although
the Unitarian minister meant this to be receivesitpeely, this
trend within American Christianity, some complainbdd
produced a “largely pacifist” clergy that “hovered the edge of
the battlefield.** According to critics, this was true of both litera
wartime battlefields and of moral and philosophicaitlefields.

As a result, critics increasingly saw the Americtargy as
effeminate and intellectually immature. By the gawentieth
century, as bourgeois liberalism gave way to pregjregsm among
Victorians, this version of the faith gave birth wwhat is now
known as the “social gospel” of left-wing Victoriaeformists.

The movements spawned by the social gospel were mor
post-Victorian than Victorian, peaking in the eashentieth
century. Closely associated with the Progressiveament, the
adherents of the social gospel were largely argitalst which
puts them at odds with the bourgeois liberal Vietos of 50 years
earlier. It is easy to see, however, how the s@oapel and the
supremely mild version of Christianity describedyuglas could
be thought of as synonymous with the Victorians laoargeois
liberals of the nineteenth century.

This new mild and pleasant gospel, now associattdtiae
late Victorians, would lead to a backlash. Reflegton these new
strains of Christianity, Richard Niebuhr eventuagdhpnounced his
judgment on what he saw as the deterioration of #gae
Christianity during this period, declaring that Aneans had
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embraced a gospel in which “a God without wrathulgtd a man
without sin into a kingdom without judgment throuityie
ministrations of a Christ without a cross.”

According to Douglas, the moderns of the twentieth
century dispensed with what they saw as this copiieous
religious tradition. The moderns introduced verfyedent religious
sensibilities in twentieth century literature imegeal, represented
across the spectrum from Hemingway to Fitzgeraldlémcken.

In a similar way, the Westerns’ response to Nietsuhr
complaint was not to embrace a more doctrinal od-hae version
of the faith, but to replace Christianity’s deifyogether. What
could be a better answer to the feminized VictoGa than the
gunfighter himself? With no true God of any consatee to exact
vengeance, the classical Western’s gunfighter Himseuld
supply wrath and judgment while bearing a crossotifude to rid
the world of sin’?

One of the most well-developed examples of the énurd
carried by the gunfighter is found in John Fortfee Searchers,
which emphasizes the gunfighter’'s separation from domesiil
bourgeois society. Edwards is an extreme versiathar post-war
heroes in John Ford’s Westerns. Ethan is not odgrfederate,
which makes him rare among Ford protagonists, buléo has a
sketchy past in general, as emphasized by an umarplthree-
year absence. Almost all of Ford’s post-war hearesormer or
current lawmen, or are military men. Edwards, andther hand,
was on the wrong side of the Civil War, which p@ghanade it
easier for the nationalistic Ford to make Edwardbaacter filled
with such a thirst for vengeance.

Film critics and modern fans have made much of Edsia
hatred of Indians, especially Comanches. This Hatreves him to
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nearly murder his own niece, Debbie, who had beconeeof the
wives of the Comache Chief Scar. Many now assuieRord
was making an impassioned argument against racigmilive
Searchersbut that is not clear. Edwards’ hatred is not Haze
some arcane and pseudo-scientific theory of racke as those
employed by many white supremacists. Nor is hiseldadirected
toward all Indians. Ethan’s hatred of some Indi@rnsased on very
concrete experiences in which Indians have rapddramrdered
his family members. He’s motivated more by revetige by a
theoretical idea of race. The Indians are in no m&gsunderstood
innocents inThe Searchersand while we learn that Scar is also
motivated by a similar thirst to avenge the deafttsis children at
the hands of white men, the film’s focus is nevelgks on the
violence committed by Indians. Ethan’s hatred es¢fore
understandable and arguably justified in the mooakext of the
film. Ethan only steps over a line (according te fim’s moral
code) when he tries to kill his niece. Thanks ®ititervention of
Debbie’s adopted brother Martin, she is sparecen,. &than
repents of his hatred for Debbie, and after scglfoar, who was
killed by Martin, Ethan takes Debbie, who doesnmesist, home to
her white family.

Although Edwards’ character is seen by many today a
commentary on racial hatred, he is more propey ss well
within the tradition of the flawed gunfighter hesoén fact, his
character is reminiscent of Anthony Mann’s revedggen
characters, such as LinWinchester ‘73vho guns down his own
brother. In spite of his animalistic hatred, Lim@&ns the hero.

Unlike Lin, however, Ethan Edwards remains isoldtech
the community in the model of ShaoeWyatt Earp irMy Darling
ClementineThis is famously emphasized in the final scenére
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Searchersn which the door of the family cabin is shut otvmiards
who remains outside and alone. What comes imméylia¢fore
the closing of the door, however, is important atee scene in
which Debbie is brought home to her family for gqgos, if
bittersweet, reunion.

Obviously, Ethan Edwards is the man who made this
happen. It was his obsession, drive, and frontiemkhow that led
to the family’s reunification and the death of theious Comanche
Scar. Although she had initially resisted beingime¢d to her
white family, Debbie is clearly not resistant te tkdea by the end
of the film. Edwards’ hatred of Indians was not egio to blot out
his role as the man who saved a young woman arttieitfontier,
with the help of official law enforcement officers, at least one
band of rapists and murderers.

Ethan’s ultimate isolation as nature’s instrument o
vengeance and justice are dramatized in severa,wastuding
his explicit rejection of religious matters, in therson of
Reverend Clayton, and everyone else, including tteventional
ideas of morality. Emphasizing his status as a apant and as one
who is only hindered by the ordinary people of filoatier,
Edwards declares: “Well, Reverend, that tearsrithi-now on,
you stay out of this. All of ya. | don’t want youtiv me. | don’t
need you for what | got to do.”

X. The Gunfighter vs. The People

Few Westerns offer as stark a portrayal of thesatas
Western’s dim view of American bourgeois societyrasd’'sTwo
Rode Togethef1961). In it we see the development of many of the
anti-bourgeois themes that permeate his films.filimeis laden
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with stereotypical portrayals of gullible Eastesttkers, cynical
businessmen, and spiteful, gossiping women.

The film opens with Army officer Jim Gary (Richard
Widmark) recruiting Guthrie McCabe (James Stewtart)elp him
track down abducted whites living among the IndidnisCabe is a
corrupt and jaded lawman, but he agrees to thaffel he secures
some attractive benefits for himself. At the sestleamp, McCabe
is accosted by numerous parents still looking ieirtchildren who
had been abducted by the Comanches years eafieichance of
finding the children (now adults) and determininigieth ones
belong to which parent is extremely low. The pasert desperate
and pathetic. Sheriff McCabe, on the other hahithes as a
paragon of manly virtue and courage next to thieisglortant
businessman, Mr. Harry J. Wringel, who cynicallpkns that all
he needs ianywhite male he can pass off to his wife as their. so

Eventually, McCabe manages to bring back two captiv
from the Comanche camp: one white male and one ddaxi
woman. The white male, a teenage boy, now thinksrogelf as a
Comanche and no longer speaks English. McCabe sages!
compassion for the young man, but the settlers tenbothered to
do much other than lock him up. The bigotry of skettlers
prevents them from seeing him as one of their @amd, the settlers
treat him more poorly than he was ever treatechbydomanches.
The young man turns out to be the brother of onéefemale
settlers, but before his sister can figure this batkills one of his
captors and is lynched by a vicious mob of settleaer, the
women of the settlement ostracize the Mexican woElana, the
other former captive, for being an Indian’s concgbiThe settler
women believe that Elena should have killed hersgifer than
submit to such an unseemly fate. In the end, Mc=tiares the
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townspeople on their lack of tolerance, and hesrulé of the
settlement with Elena.

So ends another Western, with naive, selfish, and
hypocritical townsfolk being shown the virtuoustply the
sheriff, the military man, or some other gunfightéro can rise
above the insipid prejudices and dysfunctional geais ways of
the people he is selflessly serviigvo Rode Togethas one of
Ford’s last Westerns and, likdne Man Who Shot Liberty Valance
andCheyenne Autumitwo Rode Togethés a more melancholy
and pessimistic film than his earlier efforts. Y& anti-bourgeois
attitude is very much in line with the Westerngtef 1950s. The
settler-gunfighter dynamic ifiwo Rode Togethas extremely
similar to that found iThe Tin Sta1957) andHigh Noon(1952)
where the gunfighter educates the settlers on baabide by their
own professed valueswo Rode Togetheananages to posit a
scathing critique of Eastern bourgeois society &vkétting the
gunfighter in a position of moral ascendancy. kn imitive state
he is nonetheless more civilized than the hypacrtbo claim to
be civilizing the frontier.

The relationship between the gunfighter and the
townspeople in George Steve@ianas more subtle. In this case,
the gunfighter is merely contrasted with the peoatber than
pitted against them. Although the townspeople waodiglly like
to rid themselves of Ryker, the local oppressiiedaron, the
townspeople lack the knowledge, courage, and do® so.
Farmer Joe Starrett does have the courage, bubechuse he
doesn’t understand the magnitude of the threaepted by
Ryker’'s gunmen. When Starrett tries to defend elenthimself,
Shane beats him up and incapacitates him, presyrfaaliis own
good, so that Shane can dispense justice himdehehere
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exemplifies the wandering gunfighter archetype senes as a
sort ofdeus ex machinaf the frontier who makes civilization
possible. Shane explicitly states he is a reliaroéarlier age, but
in the end, civilization is not possible withouettootless
wanderer who intervenes unasked and makes thedaferfor
civilization.

The ending oShaneharkens back to FordMy Darling
ClementineWhile Wyatt Earp leaves Tombstone voluntarily,
however, Shane leaves the town because he simpgnddit in
there and cannot stay. He can't settle anywheremtis travel
from place to place, perhaps making civilizatiosgble for other
towns. He has nothing in common with the townsfetio owe
him everything, but who for the most part don'tlisait and
likely are not properly appreciative of Shane’srol

The wagon train sub-genre of the Western ofterufeat
similar relationships between gunfighter and settteAnthony
Mann’sBend of the Rivef1952), Glyn McLyntock has been hired
by the wagon train members to act as trail guidenfMissouri to
Oregon. McLyntock, however, carefully hides a smahis neck
from a time he was nearly hanged during his daymasutlaw in
Bleeding Kansa&® He hopes to be accepted as a member of the
community some day, but knows that if his pastissalered, he
will be expelled from the community. Although thedgence can
plainly see that McLyntock is on the level, the pkecof the wagon
train are not as perceptive, and the prejudiceimtoterance for
“bad apples,” as the film puts it, is a major plevice in the film.
The villain of the film, Emerson Cole, who is vesiynilar to
McLyntock, nevertheless decides to return to adiferime
precisely because he despairs of being accepte@mordinary
community like that of the wagon train. McLyntoekmains
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hopeful, however. Even after many trials in whiehrbpeatedly
proves his loyalty to the wagon train, Jeremy,|#agler of the
wagon train, still doubts that McLyntock can redily trusted to be
one of them. Only after McLyntock finally kills Gedoes Jeremy
decide that McLyntock isn’t a bad apple after all.

In Henry Hathaway’'Jrue Grit(1969), the semi-comedic tone
of the film did not, according to Lenihan,

negate the sincerity of the contrast between thihable
rugged individual and an unappreciative, settleziedyp.
Instead of thanking [protagonist] Cogburn [playgdlbhn
Wayne] for capturing notorious outlaws, the townirto
righteously questions his being too quick to kil Quarry
rather than bringing them to trial. The same sgdieat
condemns Cogburn’s violent ways is seen earlyerfitm
turning a public hanging into a festive celebration

Here we find themes similar to those developetwio
Rode TogetheMNamely, judgmental, incompetent settlers fail to
understand the more virtuous way of the gun, yiénsanage to
find macabre and hypocritical joy in hangings.

In Bend of the RiveandTrue Grit,the hero, who is clearly
trying to save the lives of the members of the waigain or
settlement, is nevertheless regarded with suspieiot even
sometimes derision, until he finally proves himgbibugh a wide
variety of harrowing trials. The reluctance of fheople to accept a
clearly virtuous outsider into their community sluates their lack
of generosity and openness to the gunfighter wkkils have
made the safety of the community possible.
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Sometimes the gun-slinging outsider saves the eptee
townsfolk from oppressors by pursuing a personateéa. InThe
Man From Laramigprotagonist Will Lockhart (James Stewart)
frees an entire town from an overbearing cattl®band his
criminal son. While this is ultimately a public gee, Lockhart's
is motivated by a selfish desire to find the mamwaselling rifles
to the Apaches.

The film begins with Lockhart entering the viciniy the
dusty town of Coronado. We find out quickly thatike
investigating the sale of repeating rifles to theahes and that
this is a personal matter for him since his yourigether, a
member of the U.S. Cavalry, was killed in a redgpéche raid on
a Cavalry detachment.

Lockhart soon runs afoul of Dave Waggoman, the
irresponsible son of local cattle baron Alec WagganThe father
and sonand most everyone else Lockhart encounters in town,
repeatedly attempt to get him to leave town permtydt is a
“‘one-man” town, he is informed, and everything ‘it a three-
days’ ride” belongs to Waggoman. As the mysteryld¥,
Lockhart learns that Dave Waggoman and Waggoman@hr
foreman Vic Hansbro are indeed selling repeatifigsrio the
Apaches.

According to the film, this is insidious on severlels.
Not only did the sale of such rifles make the kiliof Lockhart’s
brother possible, but Lockhart makes it clear tuattinued sales
of rifles to Apaches will make a general Indianising possible,
leading to the destruction of Coronado and theosunaling white
settlements.

When confronted with the fact that women and cleidr
would die in such an uprising, Dave Waggoman, baicgpitalist
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motivated primarily by greed, declares, “they arenine.”
Although he is unaware of the sale of the gunsfillmeimplicates
Alex Waggoman as a collaborator with the Indians af
illustration of Waggoman’s concern with petty medtef business
rather than the more important business of subjugdhe Indians,
the film reveals that Waggoman allows the Indiankunt on his
land as part of “the deal.” Waggoman even challsrige film’s
assumed innocence of the U.S. Cavalry by decldahatin the
battle between Lockhart’s brother’s unit and theépes, “I don’t
know who shot first, do you?” Lockhart does of cmiknow who
shot first, telling Waggoman, “I know the U.S. Chyd

Lockhart, unlike Waggoman, and unlike the peoplthef
town, is not motivated by the bourgeois concernsohey and
land. He states, “I've never owned any land, amd Hever wanted
to.” The audience eventually finds out that Loaklsin fact a
former cavalry officer and not just a mere privatezen. As a
military man, he is motivated by higher ideals.

As he gets closer to solving the mystery, an Inavao
works for Waggoman as a clerk at the mercantilmés Lockhart
for murder, and Lockhart is locked up by the usebdseriff who
clearly does little more than the Waggomans’ bigdiate
Canady, a small-time rancher who is the only pemsdawn who
offers Lockhart any concrete help, eventually baus Lockhart.
Even Canady, however, admits she is primarily nadés by her
desire to cripple her competition, Waggoman’s ranch

After Lockhart’s meddling begins to endanger tlamsfer
of rifles to the Indians, Vic Hansbro kills Dave Ygoman in self-
defense after Waggoman begins wildly threateningltdiansbro
and almost everyone else he knows. Later, Hansimidentally
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forces the elder Waggoman over a cliff in an effortover up
Dave Waggoman'’s killing and the sale of the rifles.

At the climax, Lockhart gets the drop on Hansbrd an
forces him to push the wagon of repeating riflédsobh cliff.
Lockhart then runs Hansbro off unarmed, and Hansbsabject to
the typical fate reserved for men who dare do lassiwith the
enemy: He is killed by the same treacherous Indrtram he had
attempted to furnish with weapons.

Although they remain blissfully unaware of the kruand
had tried to rid themselves of him, the peopleneftown of
Coronado owe Lockhart much. Lockhart, after algrsg the town
the misrule of petty tyrant Dave Waggoman. He a[sared them
death at the hands of the Indians who would haea hemed by
parochial-minded capitalists looking out only foemselves.

While gunfighters often face foolish, clannish gmdgmental
settlers and townsfolk, we must consider two exoeptto this
model among classical Westerns: John Fordégon Master
(1950) andrhe Magnificent Sevegi1960), directed by John
Sturges.

The Magnificent Sevdeatures freelance gunmen who
intervene for the sake of a village, but in thisegaheir assistance
is solicited and financed by the villagers themssIvlhe film
offers a contrast to many Westerns featuring ldvezifs or
gunfighters resisting an invading group of villaiiée contrast is
found in the fact that the villagers are activedglsing the
assistance of the gunfighters and are in chargieea$ituation. The
villagers are in a business relationship with thefgyhters and are
their employers, albeit there is an element olessdhess on the
part of the gunfighters who are working for low p#ys the
villagers who initiate and take action to protéwtrhselves from a
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ruthless band of outlaws. At the climax, the vilegyeven join
forces with the gunfighters, attacking their crialioppressors
with chairs, axes and clubs. This sort of mob viokagainst
villains in classical Westerns is noticeably raned reasonably so,
since the heroism of the gunfighter can more e&&lpccentuated
when compared to a village full of cowards.

In Wagon Masterthe wagon train, composed of Mormons
who must deal with the prejudices of the non-Morsthmoughout
the frontier, hire two horsemen as guides and ggciihe two
men eventually prove invaluable in protecting tregan train
people from attacks by a murderously criminal gemgpposed of
members of the Clegg family.

Wagon Masters unlike any other post-war Ford Western.
It is relatively non-violent, features peacefulargctions between
white men and Indians, and focuses more on the wago’'s
physical obstacles in the frontier than with thelgem of criminal
elements. There is more than one dance sequerttéhen
soundtrack is composed largely of optimistic fabkgs sung by
the Sons of the Pioneers. The hired gunmen iniltheafe
portrayed more as laborers than professional gotgig, and the
wagon train members themselves are portrayed ag peiite,
accepting, and generally savvy.

In other wordsWagon Mastedeparts from the classical
Western in a number of ways. In its lack of violernd its
emphasis on family and community life, it resemiftesd’s pre-
war silent films. Indeed, numerous critics note tha film in both
style and content is in many ways a throwback taSqre-war
style* The fact thaWWagon Mastefs so different from the
classical Westerns of the post-war period helpstiate the
changes that took place from the relatively optilmiand family-
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oriented silent Westerns of the 1920s to the maient and bleak
Westerns of the 1940s and 50s.

Wagon MasteandThe Magnificent Seveare both unusual
for the post-war period in their portrayals of tamn and
community life as competent and courageous, arteiag at least
as important as gunfighters in the preservationsattling of the
frontier. They stand out from a crowded field adsdical westerns
in which settlers are craven, ungrateful, and iabdg of self-
defense. Whether it's the parochial and greedjesetbf Two
Rode Togetheor the selfish townsfolk dfligh Noon the common
folk of the classical Westerns are rarely deserahte
magnanimous services provided by sheriffs and cawvan and
lone gunfighters, yet it is these cowards and fobkhe villages
and towns who are presumably the progenitors ofemod
American society in the West.

XI. The Transformation of the Western

By the mid-1960s the Western had changed. Theield v
of the settlement of the frontier as triumphantgoess in the face
of savagery had broken down. While the Westernneagr static
as a genre, big-budget Westerns of the 1940s antddgenerally
followed reliable formulas that we now easily recizg as part of
the tradition of classical Westerns.

Part of the reason for the change was the factlleat
directors dominating Westerns for two decades weaehing the
end of their careers. In 1964, John Ford releagelh$t Western,
Cheyenne Autummtioward Hawks continued to make Westerns
until 1971, although both Westerns produced afé&9lsRio
Bravofollowed identical traditional Western plot formala
Anthony Mann directed no Westerns after 1958.
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Every scholar of the Western has a theory abougdinee’s
evolution from its classical form to the darker andre ambivalent
revisionist form. The Westerns of the post-cladsaage would
prove to be more pessimistic, more graphic in pgels of
violence, and far less likely to portray the frentas a place of
rejuvenation. A common explanation for this chaisgenat the
Vietnam War and the crisis of legitimacy that theitedd States
suffered during the 1960s and 70s fueled a breakdowhe
traditional mythology of the West. Perhaps it was @#assassination
of Kennedy, the Age of Aquarius, or Watergate,dn# thing was
clear: the image of the American gunfighter as imadr of
civilization in a wild land no longer had the sameral authority it
once held.

It had been six decades since the first full-lenyyistern
novel, The Virginian,had redefined the Western as serious adult
fiction apart from the dime novels of the ninetéecentury and
spawned a new era for the genre. Regardless chilse for its
decline, the classic Western no longer seemedve tmaich to say
that the American audience wished to hear. Conselyuéhe new
directors who came on the scene began to reworemstern in
new and inventive ways. By 1965, Sergio Leone aad S
Peckinpah had created new Westerns with much difterisions
that lacked the triumphant militarism of the trazhial Westerns.

XIl. The Rise and Decline of the State in the Weste

When comparing the classic Westerns with the late
Westerns, what becomes most immediately obviotigislecline
in the prestige of government institutions. Thd that late
Westerns have a largely negative view of the nagtate is not in
dispute, although the causes for this are debatedee this, we
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need not look much further than the portrayal offgyhters as
lawmen in Westerns.

In the classical Western, the gunfighter is masgj@iently a
government agent of some kind. Cavalry officerdefal marshals,
and local sheriffs were all popular gunfighter resr0As noted
above, almost all of John Ford’s post-war Westéature
government agents as the protagonists. There aréhoae
exceptionsWagon MasterThe Man Who Shot Liberty Valance,
andThe SearcherdVagon MasteandLiberty Valanceapproach
the American nation-state explicitly as the ingvigaresult of
progress, although the state itself is largely ab&em the screen.
In The Searcherdhowever, government agents play an important
support role in the elimination of the ComancherSca

This cooperation is particularly interesting inhitgf
Ford’s treatment of former Confederates througlasifilms.
Ford’s nationalism comes through in his repeatéarmeto the
theme of reunification between North and Southifncavalry
Westerns, it is common to find a scene in whicloaf€derate
veteran who has joined the U.S. Cavalry followihg tvar is killed
by Indians. The other soldiers, all Northernershgaaround to
commemorate the Confederate’s passing as the sauhkditlays a
few bars of Dixie. The point of course is to shdw valor in
Southerners fighting for the Union and to illustréte rise of
American unity since the war, with Northerner joigiSoutherner
in the fight against the savages on the frontier.

Anthony Mann employs a similar deviceWinchester ‘73
when Lin helps a group of Union cavalry soldiensd®ff a band
of Indians. The commanding officer declares “I wistad you
with me at Bull Run.” Lin responds that he had baeBull Run,
but on the Confederate side. The two former enestiake hands
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and bond over a pile of nearby Indian corpse#&nbush at
Cimarron Pas41958), which included an early starring role for
Clint Eastwood, embittered former Confederatesmeit® with
Union soldiers on the post-war frontier in ordectmfront the
hostile Indians. Former divisions within the natstate itself are
put aside in the classical Western so that a comgnemy, the
Indians, may be defeated.

In addition to delivering messages about nationélyuthe
classical Western often goes to great pains torerthat the
violence employed by the gunfighter is sanctiongdthie
community at large. An often-seen exchange in abkgVesterns
is a scene in which the good guys are all deputizetthe sheriff or
the marshal right before the final showdown. Thiargye in legal
status for all the heroes involved naturally sugplegitimacy and
legal immunity to the gunfighters as they prepargun down
their enemies. Howard Hawks§o0 BravoandEIl Doradoare
particularly notable for the careful attention thgay to the issue of
legitimate and illegitimate power. In both filmbgtsheriff collects
a band of scrappy allies to defend the town agdiesvillainous
ranchers and outlaws beyond the edge of town. Tose-&nit
band of deputies combs the town for outlaws andysrjhe
support of various townsfolk in the process. Whatomes to the
showdown, however, the sheriff and his deputiessaiated by
their elevated status as professional lawmen, laey must protect
themselves until additional official law enforcemh@ersonnel can
arrive from far off federal installations. This pemof legitimacy is
conferred on select men by the sheriff himself, ywhe are shown,
also confers the approval of the entire community.

Sheriff John Chance (John Wayne), whose benevolént
maintains peace in the cow town of Rio Bravo, Tegasninates
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the storyline oRio Bravo(1959). Chance arrests a man for
murdering an unarmed bystander in a saloon. Tlestaad man
turns out to be Joe Burdette, the brother of wgattincher Nathan
Burdette. Following his brother’s arrest, the pdwkeBurdette lays
siege to the town in order to prevent Chance framdimg over Joe
for trial. Realizing that he needs help to defdmeltbwn from
Burdette and his men, Chance sets to work orgapaiposse and
enlisting help from townspeople.

Rio Bravois often described as a responskligh Noonin
which the townspeople refused to help the marséi@ndl the
town. Rio Bravopresents a scenario in which the townspeople are
generally helpful, although the film is no lessharitarian. It is
Chance’s force of character and his status asfstieai makes the
defense of the town possible. Learning that Chae&gempting to
put together a defense force, the benevolent met&aeeler
starts spreading the news that Chance seeks assis@hance
tries to put a stop to this, however, noting that\wrong elements
might use this information to their advantage. Tibithe frontier
version of loose lips sinking ships, and the auckdiearns that
Chance’s efforts are best protected by maintenahstate
secrecy.

Chance deputizes a rag-tag group composed of sldeki
Stumpy, recovering drunk Dude, and a young gunefing
Colorado. Chance makes Dude’s contribution pos&ipleelping
him overcome his alcoholism. Chance also attengptieputize
Colorado who initially refuses to help, claimingttfminding my
own business” is what he’s better at than gunfightAfter
Burdette’s men murder his employer, Colorado attsrtgjoin
Chance’s group but is angrily turned away by Chdace
Colorado’s earlier lack of civic-mindedness. OnfteaColorado
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helps Chance kill some of Burdette’s men is hellfinallowedto
come to the town’s defense. Chance and his growlyi
neutralize Burdette and his private gang, andadsvs the federal
government to arrive and take Joe Burdette awayatad trial.

Meanwhile, there appears to be no civilian govemmnoé
any consequence Rio Bravo.Chance has total authority to make
unilateral choices at will. The enemy, predictaldya rancher
using his wealth to unleash murderous cowhands thgotown.
Chance’s unimpeachable conduct and the behaves\aral
townspeople who are not only helpful, but also krib®ir place in
relation to Chance, turdigh Noonon its head without challenging
the position of the lawman at the top of the towm&rarchy.

Hawks made two more films very similar in plot and
structure tdRio Bravq with El Dorado(1967) andRio Lobo
(1971). Even in the second half of the 60s andnduttie early 70s
when Peckinpah and Leone were already challengimg t
conventions of the classical Western, Hawks waskisij to the
tried and true classical formulRio LoboandEl Doradorelied on
the same overall messages of law and authorityJahd Lenihan
notes thaRio Bravoand the two remakes assume a frontier where
“law and order depends upon professionalism indingl a gun.
The hero of Hawks’s films stands with his profeasiccolleagues
between order and chaos, with little direct rel@anpon the larger
society.”®

Gunfighters might also receive legitimacy througitljc
acclamation. ImThe Far Country(1954), it is significant that when
the public demands that Jeff Webster (James Steeantront the
corrupt sheriff from the neighboring town (he’sedl with some
villainous business interests), itrist suggested that Webster
confront the sheriff as a private citizen. Firs,rhust accept public
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election as the town’s legitimate law enforcemdmeét Only then
may he pursue a showdown. The film uses this appartunity to
compare private, selfish interests (such as teniroge’s private
property), with serving the common good as a gawemt agent.
At first, Webster is inclined to mind his own busss and work his
claim. The moral repugnance of such a self-intecepbsition is
belabored repeatedly in the film until Jeff finatlgcants and
accepts responsibility as a public servant, sentfiagnessage that
bad things happen because good men aren’t wilirgr for

public office.

While public acclamation is good when the sheofbe is
a good guy, it's necessary to keep a tight lid owgr when
undesirables might end up in power. In Manie Tin Star
(1957), Anthony Perkins plays Ben Owens, an indepeed
sheriff who takes charge only after his father,ghevious sheriff,
has been killed in the line of duty. The town aigitaBart
Bogardus, who is quite convinced that he could detter job as
sheriff, torments the sheriff from time to time.riemately for
Owens, Morg Hickman (Henry Fonda) rides into tovaveals that
he is a former sheriff himself, and agrees to t€@alens how to
deal with agitators like Bogardus. Owens learnsfidickman that
“if the Sheriff doesn’t crack down on the first maho disobeys
him, his posse turns into a mob.”

Mob rule is a big problem for Owens since Bogandus
always inciting the townspeople to rebel. Muchto$ tstems from
Bogardus’s militant racism, which is exposed whendfuses to
be disarmed after shooting a half-breed Indian: SNeriff's gonna
disarm no white man for shootin’ a mangy Indian.are ya, an
Injun lover?” The townspeople ifhe Tin Staare putty in the
hands of whoever is most adept at bullying themO8ens learns
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to bully them. If Bogardus, the racist small bussraan, is
allowed to retain control of the mob, then chaok ieign; but if
the sheriff takes charge and “cracks down” on tivalse disobey
him, order will be restored. The sheriff eventudlhs to face down
his own town as they attempt to lynch his prisonBogardus is
reined in, mob justice is avoided, and goodnesggise

Lenihan has pointed out thahe Tin Stadraws heavily on
High Noon,which also features a sheriff who must confroet th
ignorant and cowardly people of his own towhe Tin Star
however, goes a step further in saying that thefbastier towns
are those where the sheriff keeps the citizenrtherstraight and
narrow with a fast draw and a big shotgun. Outlaven’t the
problem. It's the entire population that’s the gesb, and only a
police state will keep the mob in line.

Such depictions of a benevolent order secured &ytinck
draw of the gunfighter would grow increasingly rasethe 1960s
progressed. As with Morg Hickman Trhe Tin Starthe gunfighter
of the traditional Western eventually provides $esvices with
benevolence and compassion. They might show relcetat first,
but in the end they always chose to defend the aamitynin need,
sometimes even at potentially great cost to self.

The Westerns of Peckinpah, Leone, and Eastwootheon
other hand, feature gunfighters who held no suehrigs of good
will. Leone’s stock character, The Man with No Nampkyed by
Eastwood in three of Leone’s films, is a thorougbdyf-interested
loner who only for very brief moments expresses imuaterest in
anything other than private profit. Peckinpah’stagmnists can be
actively menacing.

Peckinpah’dViajor Dundeg(1965), for example, is a
cavalry film where the cavalry is led by a nearlgarUnion
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commander. The commander, Amos Dundee (CharltotoHgs
commonly abuses his own men, invades Mexico agandstrs,
picks a fight with the occupying French forces, gadakes in not
one, but two bloodbaths as the film draws to aecltisPat Garrett
and Billy the Kid(1973), Pat (James Coburn), newly appointed
sheriff, betrays his old friend Billy (Kris Kristtdrson) and guns
him down as a service to the New Mexico territogaternment,
which is controlled by a corporate-crony regimebath cases, the
cavalryman and the sheriff, traditionally heroi@rdcters in
Westerns, are suddenly murderous villains sowisgaid
wherever they go.

Sergio Leone’s Westerns seldom feature any goverhme
agents as prominent characters. In general, swattam Leone’s
Westerns are either irrelevant or corrupt a®mnte Upon a Time in
the Wes{1968) andrhe Good, the Bad, and the Ug@\966).
Union soldiers inThe Good, The Bad, and the Uglse particularly
monstrous, and the federal soldiers prove to benbst snarling,
violent, and corrupt people on the frontier. The &mion soldier
with a conscience can only manage to face the ditguf it all by
maintaining a perpetual state of drunkenness. i§ta#i part of the
film’s profoundly critical view of the nation-state in wiare.
Taking place against the backdrop of the New Mexaatre of
the American Civil War, the film portrays the war @ pointless
sideshow to the much more interesting and reaseraldiness of
finding buried gold on the frontier. The greed ué protagonists
appears quite sane, and even charming, againsetiseless
carnage of the war that surrounds them. “Blond@ing
Eastwood) even offers a puff on his cigar to a gy@onfederate
soldier in a poignant scene displaying the mercjhefoutlaw
contrasted against the brutality of war.
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A decade later, Clint Eastwood’s owhe Outlaw Josey
Wales(1976), drawing upon the many films about Jesseeda
featured the exploits of an unreconstructed Comégdeaguerrilla
that heads West to escape the disgraceful UnitgsStavalry. In
the end, he guns down a detachment of the UnitaigSArmy
with the help of a little old lady and her settl@mily from Kansas.
The repudiation of John Ford’s position on forment@derates is
clear.

In Unforgiven Eastwood further expands on the brutal
nature of official law enforcement. When EnglishoB®&ichard
Harris) attempts to bring a gun in the town of Bipiskey, the
sheriff, Little Bill (Gene Hackman), beats Bob witlan inch of
his life and confiscates the gun. The gun contrehsure,
predictably, also fails to prevent the bloodbatthatend of the
film. This is a reversal of the gun-control stondifound in the
classical Westerivinchester ‘73n which Wyatt Earp, sheriff of
Dodge City, confiscates the protagonist’s gun whéds in town.
In this case, gun owners willfully submit and thengcontrol
measures are even shown to be effective in prengriolence
within the town. Wyatt Earp does not deliver angios beatings
in the film.

The contrast between law and ordevWimchester ‘73and
in Unforgiventypifies the change that takes place as the Wester
genre moves from its classical form to its revigbform. In the
earlier era, willful submission to government auityas assumed
for all but violent outlaws. In a later era, howguée brutality of
government agents is an ever-present threat.

Abuse of power also appears to be endemic amongéaw
within the revisionist Westerns. While some classWesterns
featured crooked lawmen, such portrayals wereyarel
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commentary on power itself. In a classical Westdra problem of
abadlawman was usually solved by the intervention gbad
lawman, while in the revisionist Westerns, powselitis what
makes a bad man bad.

XIIl. The Persistence of Traditional Elements

We cannot assume that negative portrayals of atdhan
government in revisionist Westerns necessarily naean
rehabilitation of the image of bourgeois societyhase later films.
The Outlaw Josey Walés quite an exception in its magnanimous
view of middle-class Kansas settlers who form @e&lobond with
Josey as they build a homestead in the wilderness.

An anti-capitalist and anti-bourgeois bias is oligian
Peckinpah’sThe Wild Bunclt{1969) for example, when the
opening scenes establish that the outlaws’ prirfaey are the
local railroad conglomerate. The tyrannical andhdmrable
railroad men (“We represent the law,” they tell asg contrasted
with the honorable killers of the Wild Bunch itselho hold to a
code of outlaw honor. The railroad company makesibnstrous
nature all the more clear when its hired gunmemdijpe on the
Wild Bunch, even though a Temperance League pdrasle
wandered into the crosshairs. The resulting blottdaad the
images of bodies of men, women, and children straaout Main
Street serve to further elevate the outlaws abloeevicked
railroad.

Nameless, faceless business interests are in icoilusth
the territorial government of New Mexico Rrat Garrett and Billy
the Kid(1973). The shadowy businesses are motivatedvi® ha
Garrett rid them of The Kid because he has becothera in the
side of the large ranchers who are attempting tsaladate their
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power in the region. Garrett thinks he’s his owmiraut in the

end, it's revealed that he has not escaped themang influence

of corporate America. A man with no name appeatsastwood’s
High Plains Drifter(1973) to avenge the murder of the late sheriff
who discovered that the corporation ruling the tawth an iron

fist is engaged in illegal mining activities. Nadlly, the company

will murder to protect its profitf?ale Rider(1985), a loose

remake ofShane pits small-time miners against large-scale miners
with the large mining interests eventually resatio hiring

corrupt marshals to force the small miners offrtipeoperty.

Sergio Leone appears often to be silent on thigisé/hile
there are groups of men who band together forxpeess purpose
of making money (as iRistful of Dollars(1964) and-or a Few
Dollars More(1965)), such gangs are portrayed as traditional
criminals and not as representatives of business.eQception is
Leone’s vehemently anti-corpora@mce Upon a Time in the West
(1968) featuring Morton, the railroad baron wholwibp at
nothing to crush an entrepreneur who has gottéimeimailroad’s
way. As the film progresses, Morton serves as eosyiof
Manifest Destiny in addition to being a personifica of
corporate greed. He repeatedly looks at a paimtirige Pacific
Ocean and talks at length about how nothing cavepitehim from
reaching all the way to the Pacific. In a particiyldaroque touch
by Leone, Morton suffers from a rare bone diseas@at this
symbol of Westward expansion is literally disintgrg from the
inside out.

The role of religion is more varied in the revisdst Western
than in the classical Western. Some hold to thaittcaally hostile
view toward religion. Peckinpah in particular istgudown on
Christianity. Most of his Westerns feature crazgit))e-thumping
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preachers and fundamentalists with words of vengean their
lips. The Temperance Union featuredrime Wild Bunch
obviously a symbol of bourgeois Christianity, igtpayed as
innocent but is nevertheless a rather ridiculowsigrRide the
High Country(1962) andPat Garrett and Billy the Kidboth
feature actor R.G. Armstrong as a venom-spittingesthumper.
In Pat Garrett and Billy the Kidhe can barely restrain himself
from shooting an unarmed and shackled Billy infd. InThe
Ballad of Cable Hogu€1970), Hogue’s friend, the Reverend
Joshua Sloan, is a womanizer and con man who spends
evenings seducing married women.

Clint Eastwood, on the other hand, places superatu
elements into two of his Westermdigh Plains Drifter(1973)
suggests that the hero is some kind of ghost arging angel. He
forces the townspeople to literally paint the towd and renames
the town “Hell” before burning it to the ground. & HPreacher”
(Eastwood), as he is calledfale Rider appears in the film as a
girl reads Scripture: “And behold a pale horse: hischame that
sat on him was Death, and Hell followed with hiffilt is
suggested that the Preacher, perhaps murderee Isathe men
who do the mining company’s dirty work, has retarfrom the
dead to even the score. The Preacher wears a,¢wlace his
name, but trades in his collar for a gun beforestim@vdown. He
also seduces another man’s fiancée. The Preagiresence
provides some oblique references to Christianitifoagh the
Preacher’s origins and his intentions remain ousigue.

Indeed, only in Leone’s work do we find any
unambiguously positive portrayals of Christianiguched as a
commentary against war. Trhe Good, the Bad, and the Ugly
Blondie and Tuco (Eli Wallach) stumble upon a Fracan
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monastery where the friars care for the casuatfi¢ise war. The
head friar makes his contempt for the war known raotés that
they care for the dying regardless of the colahefuniform they
wear. Later, Tuco’s lapsed Catholicism and his enter with his
brother, who has become a monk and who is portraged
sympathetically, are shown to be a source of cenalile unease
and possible regret for Tuco.

While occasional references to God and the supgadat
manage to make their way into some of the latertéves, it
would be a mistake to conclude the standard cortténpeligion
that dominated the Westerns at mid-century hadaeasgd in later
representatives of the genre. Nor can we say hledfundamental
building blocks of the Western as described by Jamepkins
have disappeared. The central action of the Westéinevolves
around the gunfighter, and the gunfighter attaissdbminant
position through a superior command of the prineifandscape
where intellectual and economic considerationaextremely
limited importance. Essentially, the gunfighter&hlavior remains
unchanged, although the context has shifted corabtle

In this respect, Sam Peckinpah’s Westerns are very
traditional, although his dark vision of the Westdis inventive
portrayals of violence on film were novel for hismieé. Peckinpah’s
Westerns (indeed his films overall) rarely featwamen, and the
action is generally driven by very violent men whdnile vicious,
can be quite sympathetic. The gunfighters as showmeWild
Bunch,for example, are men of action and self-sufficiegues
who have no need of religion or women or even iziatlon. In
Peckinpah’s films, the gunfighter is destroyed omhen
civilization catches up with him, and the Westasiguered by the
modern world.
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In The Ballad of Cable Hogu@970), Hogue is killed
when an automobile, one of the first he has even,s®lls over
him and crushes him. The message against mode&srigrd to
miss’’ (The Ballad of Cable Hogu@&owever, remains a very
unconventional Western, which exalts Hogue as &ereneur
who uses cunning rather than violence to protecbhsiness
interests.) The judgment against modernity is wigtvould
expect from Peckinpah, since we find in his woskigmificant
preoccupation with masculinity and violence in erytive world,
a preoccupation that gives his films much in commith the
Westerns of Mann, Hawks, and Ford.

XIV . Deadwood, Spontaneous Order, and Progress

Though Westerns have not dominated popular cuitutiee
20 years since the release of Eastwood’s revigitmorgivenin
1992, numerous Western television series and fedtars
continue to be madeélell on Wheel§2011) and the Kevin Costner
vehicleOpen Rang€2003)are relatively high-budget and notable
contributions. Perhaps one of the most populaticathy-
acclaimed, and groundbreaking Westerns of thisodesias the
HBO seriedDeadwood2004-2006), featuring the mining town of
the same name that once flourished in the Dakotatdiey.
In a detailed examination of the series, Paul Gademntifies the
series’ highly sympathetic view of spontaneous onrideadwood
according to Cantor, takes the position that oi&xenan
societies can arise independent of the interverdfany
established law-enforcement entity, and that tlsosgeties are
held together by economic self-inter&5as we have seen, this is
an extremely unusual position for a Western to.taktassical
Westerns overwhelmingly take the opposite view rmadhtain that
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true order is finally only established with theeintention of a
cavalryman, sheriff, or gunman who can pave the foay
civilization.

In Deadwood on the other hand, order arises immediately
out of the self-interest of miners and merchante sdek riches
and appreciate that peace and a functioning ecansystem are
essential for prosperity.

In the series, Al Swearengen (lan McShane), theeowh
the The Gem, a local saloon and brothel, domirthsown of
Deadwood. Swearengen, while calculating and brigahotivated
to maintain as much peace and order in the towossible for the
sake of business. He is also motivated to avoetfietence from
the federal and territorial governments, and wdrkguently with
local magistrates and business rivals to ensurpdhtcal
interdependence of Deadwood and a relative stgteade.
Swearengen’s chief antagonist is Seth Bullock (o
Olyphant), who eventually becomes sheriff of Deaddvget fails
to ensure order. In typical style for a Westere, ¢bntral villain in
Deadwoods a mining magnate who manipulates political
authorities and engages in other forms of fraudamcuption to
the detriment of the town.

Noting thatDeadwoods “as close to philosophical as
popular culture ever gets,” Cantor viel¥sadwoodas an
examination of the philosophies of Thomas HobbekJain
Locke. As far as the origins of order are concerhedke
approaches the question by asking (as paraphrgsgdrior):

Can human beings spontaneously arrive at rulesrbkée
possible and facilitate their productive sociaénaiction, or
are they dependent on the central authority oftate to
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create and enforce law and only thereby to makarif
society feasible®

Locke’s eventual answer to this question is “yegilev
Hobbes’ answer is an emphatic “no.” Hobbes, whodiasty
contends irLeviathan(1651)that life is “nasty, brutish, and short,”
provides the overarching political and moral fraroekfor the
classical Western. In Ford’s cavalry films, the UC&avalry must
clean out the Indians and impose order, end trattelmdians, and
generally provide the blessings of government-irepgseace. In
The Tin StamndHigh Noonthe sheriff imposes order on a chaotic
and disorganized population, andLibberty Valance“progress” is
defined as the gunning down of outlaws followedHwy arrival of
the nation-state and all its trappinGgeadwoodepudiates all of
this, Cantor claims, and describes Deadwood aace pihere
“there was order and no law whatsoeV&r.”

It is significant that the message@&adwoodreflects the
classical liberalism that is so characteristic o€ke’s philosophy
and is a key component of later bourgeois libemalig/e find yet
again that it is aevisionistWestern that takes a sympathetic view
of the bourgeois liberal values of laissez-fairgkats and small
decentralized government. The classical Westerth@wother
hand, supposedly representative of traditional Acaervalues,
reflects instead an authoritarian Hobbesian view.

Not only are economic interests of men like Al Sreegen
and the miners essential in holding together thitigad order, but
it also serves to domesticate the men to an eatahforce them to
set aside violence in favor of peace and collabmrafAccording
to Cantor:
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In Deadwood commerce is the chief force that works to
produce order without law. Above all, it seems ¢atie
only force that can get the alpha males to seeabielr
differences, give up their fighting to the deathq avork
together for their mutual beneftt.

In Hobbes’ view, this sort of collaboration is ingsible
since in his state of nature, “human beings witigly start killing
each other, and only the leviathan state can s@p t52

This is obviously not true in the vision Beadwood
however, in which the local merchants and minenmstweader and
are willing to band together in a variety of compé#nd creative
ways to do it, short of forming a permanent goveznn
There is eventually an “official” representativelaiv enforcement
in Deadwood Seth Bullock, the former federal-marshal-turned-
sheriff of Deadwood, ends up offering little to tiogvn, however,
and fails to understand the delicate and skillfetmods used by
Swearengen to protect the peace and independetice of
community. As Cantor describes it: “the intelledtcamplexity of
the series is evident in the way that Swearendgencitiminal, turns
out to be for order in the community, while Bullo¢ke lawman,
turns out to be a force for disordérBullock lacks the self control
and long-term thinking that Swearengen possessdghé impels
Bullock to act in ways that eventually work agaitiet interests of
the local social and economic order.

Few of the characters Deadwooddisplay what might be
termed heroic behavior, and in typical fashiongaevisionist
Western, the protagonists are more anti-heroesahgiming else.
In yet another twist on the classical Western, iariceeping with
the overall repudiation of classical Western valdids
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Swearengen, the foul-mouthed “criminal” of the towurns out
the be the closest thing the town has to an effec@presentative
of bourgeois liberal values. It's Swearengen whbilgits fortitude,
patience, and an ability to plan ahead, invest,laokl out for the
good of the community. It’s this brothel owner wémmes closer
to exemplifying the values of bourgeois Americantlaay
cavalryman, sheriff, or wandering gunfighter of #ra of classical
Westerns.

The relationship between the town of Deadwood aed t
territorial and national governments is also vaffedent from that
found in classical Westerns. In Ford’s cavalry 8lWinchester
‘73, andThe Man From Laramigor example, the cavalry itself is
a symbol of the assumed civilizing effect of theitdd States
government that makes the settling of the fromi@ssible. A
central theme in classical Westerns in generdiasthe story of
the West is one of progress toward modern civiliatThis is
often communicated with a wistful nostalgia, aShaneandMy
Darling Clementingbut the march toward civilization is assumed
to be inevitable and ultimately advantageous to Acaea society.

Deadwoogd as with many revisionist Westerns, takes a
different approach, bi?eadwoodakes the critique of centralized
government and its commentary on progress to a more
sophisticated level than is normally seen in WesteBothThe
Wild BunchandOnce Upon a Time in the Wésbk upon the end
of frontier life as the end of something goodThre Wild Bunch
andPat Garrett and Billy the Kigan older world of gunfighter
honor is being lost to a corrupt modernismOimce Upon a Time
in the Westthe gunfighter is almost literally buried by tfagroad
as industrialization replaces the way of the guereHve find all
the elements of nostalgic primitivism in which thnasculine
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gunmen are replaced by a more effeminate and corsplaety,
which in some ways resembles the industrializetespof
bourgeois liberal America.

Deadwooddeparts even from these lingering elements of
the Western and posits that something far more itapbthan
masculinity or gunfighter honor is lost in the nfaaf progress.
According to Cantor:

Elements of the Western myth of progress are ptasen
Deadwood especially in season 3, when outside forces
truly begin to transform the town. But [series toea
David] Milch evaluates the transformation quitefeliéntly,
and refuses to view it simply as progress. Mora tnay
other Western | knowpeadwooddwells upon what is lost
when a town makes the transition to civilization an
becomes part of the nation-state. What is logeisdom.

In Deadwoodterritorial and national officials are viewed
as thieves and bureaucrats whose primary inteseséaling from
the Indians, and, when they can get away withiotnfthe white
civilians also. “They’re too busy stealing to studyman nature”
one character remarks, while a local saloon ownend the
second season declares:

Who of us here didn’'t know what government was teefo
we came? Wasn't half our purpose coming to get sified
the cocksucker? And here it comes again — to dd’svim
its nature — to lie to us, and confuse us, and sieat we
came to by toil and being lucky just once in owkia’
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lives. And we gonna be surprised by that, boyseguwent
being government?

Continuing a general trend in revisionist Westeaggnts
of the government iDeadwoodhot only steal, but are also
enablers for criminals and thugs who function tkente lives of
whites and Indians even more miserable.

Deadwoods perhaps the apotheosis of the revisionist
Western in its view of the central government. Westerns of
Peckinpah, for example, paint government agents as
simultaneously incompetent and menacing. Amos Deinde
Major Dundees nothing but an agent of chaos on the frontier
while the foolish and inept American lawmen whoetak the
Wild Bunch are stooges for a corrupt regime. Thewangers of
the central government ithe Good, The Bad, and the Uglyread
murder and discord while the marshals in EastwoBdls Rider
come to drive small businessmen off their land emidrce the rule
of might over right. Meanwhile, the outlaw Joseylgg¢dlees a
triumphant and murderous nation-state formed otit@fuins of
the bloody Civil War.

In Deadwoodwe learn that these tales of woe brought by
government in other Westerns are not isolated casgsire in the
very nature of the nation-state itself. If progresasists of the
march toward the consolidation of the Americanestater the
“lawless” frontier, then progress is something pleeple of
Deadwood can do without.

This is, of course, a very different view of proggehan
what is presented in John For@se Man Who Shot Liberty
Valance Like many Westerns of the 1950s and early 6Qsh(gs
Cheyenne AutumandShang the end of the Wild West is
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presented with a melancholy tone, hilierty Valancenonetheless
endorses the triumph of progress in a number obwiaiyst of all,
it is assumed that statehood for the territorygoad thing. We
know this because the villainous ranchers, in leagith the
barbaric Liberty Valance, oppose statehood, andspaperman
Dutton Peabody is even savagely beaten by Valaa §ervice
to the ranchers) for supporting statehood.

The killing of Valance then paves the way for dtated,
and Stoddard, the assumed killer of Valance, iser@asenator of
the new state. The film views all of these develepta with
approval. It then goes an extra step and enddnsasse of the
Noble Lie to attain statehood, and, presumablyg@ss>"

As Stoddard begins to doubt himself, having bugt h
success on a lie, the film makes pretenses towand)lsubversive
by momentarily calling into question the legitimaafyprogress
attained through deception. Ultimately, howevee, fihm
concludes that the truth is best glossed over aneghtsunder the
rug and that any means to achieve progress is @didefecause
progress is both beneficial and inevitable.

In Liberty Valancethe truth is that civilization is made
possible by the frontier gunfighter. The lie istthavilization can
be attained through men like Ransom Stoddard elfi¢his
necessary to attain civilization, so be it, buttitueh will remain
the truth. Progress, specifically in this caseyaoable as to be
obtained though any means necessary, is the ettatdnt of a
modern, bureaucratic, and centralized governmeshibfirihe
advantages that brings.

ThatDeadwoods message is a departure from the message
of progress contained lriberty Valancevould be an
understatement. In the classical Westerns, thematate is
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indispensable thanks to its cavalry, its marstais, its eventual
establishment of official law and order. This is tharch of
progress in the Western, and a progress that ldeetmodern
United States, which in 1962 was perceived by mauiences as
the very symbol and embodiment of the free world.

By the late 1960s, the view of the American natstate
promoted by the classical Western had fallen od hares. The
frontier in film had become a different place, amas now plagued
by corrupt government officials checked only byradyand
irrelevant heroes whose days were numbered. Yet ievilais new
West, the old conventions of primitivism, redemptixiolence, and
villainous capitalists remains largely in tact. e 1990s,
however, even the gunfighter would face the doobfsmmakers.

XV. “Something To Do With Death”

In the historical West, gunfighters were margingiifes,
but in the cinematic West, they are everything—ahis upon
which the Western spins. Thus a Westmoutthe gunfighter, as
opposed to a Western tHataturesgunfighters, is really a Western
about Westerns. Two Westerns stand out as beirtigydarly
effective in this regard: Leone@nce Upon a Time in the Westd
Eastwood'dUnforgiven In both of these films, the Western comes
as close as possible to repudiating itself whilerstaining the
gualities of being a Western. In these late renisioWWesterns, the
gunfighter is no longer essential. Domestic bouigealues exist
in tension with the gunfighter ethic, and the outeas quite
different than what we would expect from a tradiibWestern.

Once Upon a Time in the Weghas Leone’s last Western.
Leone believed the Western’s days were numberebharsought
to produce a film that he believed would serveah lan elegy for
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the visual legacy of the Western and as a critmuéhe centrality
of death and violence.

Early in the film, Brett McBain, an entrepreneuash
purchased the only plot of land with water for migound. This
forces the railroad to use his water for the mehtae
locomotives, putting McBain in a position to makegof money
at the railroad’s expense. The railroad’s ownerrthtg concludes
that he will simply have McBain and his family mardd. He does
just this, and when the railroad’s hired gunmerostam unarmed
little boy at point-blank range, it drives home tiratality of the
frontier in cinema. Unfortunately for the railrodtywever, they
have not killed McBain’s new wife, who arrives sthpthereafter
on the train.

Jill McBain (Claudia Cardinale) quickly takes caitof
her late husband’s assets and faces down thea@dil&he does this
through a mixture of intellectual and sexual gbewhich she
manipulates Frank (Henry Fonda), the railroad’strdasigerous
gunman. Jill never arms herself with a gun, for gbeiously can’t
outgun her enemies. Instead, she coldly calculadesshe will
take advantage of her enemies’ weaknesses, pléyengompany
and its hired guns against each other. She istaddiy a nameless
gunfighter (Charles Bronson) who constantly playsamonica,
and a romantic outlaw named Cheyenne (Jason RQb&rdsk, a
sadistic killer who guns down women and childrethvgleasure,
only spares Jill so he can sexually assault hespdre thinks. Jill,
however, is not fazed by Frank, and as she makes
Cheyenne, not even Frank can stop her from malendglte-
husband’s investments pay off.

Visually, the film contrasts Jill and the gunfight through the
McBain estate itself, a large, sturdy house baifunction both as
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residence and whistle stop. The film establishedthuse as a
reliable fixture of the physical and moral landssaphile the
gunfighters wander the land, coming from nowhetre laeading
nowhere. Jill makes plans for the future while gn@fighters hunt
each other in endless chases and showdowns.

This juxtaposition of stalwart Jill and the epheate
gunfighters produces a situation which illustrates in Leone’s
vision, those with guns know how to unleash mudhtevice, but
they haven't a good idea about how to use it dffelst. Whether
or not Cheyenne and Harmonica are essential imgahfi's
ownership of the train station remains ambiguooisuftimately,
Frank and Morton destroy each other after a sefidseuble-
crosses. All Jill has to do is endure their crudlenapts at
intimidation until the villains ultimately self-desict.

As most Westerns d@nce Upon a Time in the Wedstilds
to a final showdown. The showdown, between Harneaid
Frank, has nothing to do with Jill, for the raildohas already been
neutralized. The showdown is a personal matteewdmge for
Harmonica who has been searching for Frank forsygaorder to
kill him for crimes he committed decades earlienriBg this final
showdown, Jill's attraction to Harmonica becomesgl but
Cheyenne talks her out of pursuing a relationshtp him, telling
her: “People like that have something inside — gihimg to do
with death.”

Jill, the symbol of the settled bourgeois life, ceaver
maintain a relationship with the gunfighter, beeatre two
lifestyles cannot be reconciled. The gunfighteras a complement
to the bourgeois life, nor is he its protector.islenstead either
irrelevant or damaging to the settlement of the W\Wesd and
prone to self-destruction. As the film draws td@se, Harmonica
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and Cheyenne ride away from Jill's estate to diggdtten and
useless in the dust.

Dedicated to Sergio Leone, Clint Eastwoodigforgiven
takes Leone’s critique of the gunfighter and présearfar darker
and much more devastating deconstruction of théghter and
everything he stands fadnforgivenopens in a brothel. But this is
not one of the well-lit, ribald brothels of the stacal Western.
Inside, a cowboy is cutting up a whore who has liedlgat his
miniscule genitals. His assault ends with the $hdiitle Bill
(Gene Hackman), demanding that the cowboy anddriagr
compensate not the woman who’s been cut up, buirtiteel
owner for destruction of his “property.” The sh&sifobvious
disregard for the concept of self-ownership andalasmingly
light punishment leads the whores to pool their eyato hire a
bounty hunter.

Enter William Munny (Eastwood), a vicious outlawavh
we are repeatedly told has killed women and childaed is a
former Civil War guerilla. Munny had turned awagtin
gunfighting while under the influence of his wiféaGdia, a
“respectable” woman who married Munny against hethar’'s
wishes. Yet by the time the news of the whoresritpueaches
Munny, Claudia has died and Munny has fallen omwl hianes.
Munny is recruited by The Schofield Kid (Jaimz Wgedt), a
youth who talks too much and obviously wants to enakiame for
himself with a few killings. Munny accepts the jiabgely out of
his desperate need for money (he has two childegr) he brings
on his old partner Ned (Morgan Freeman) for onejtds

As the film unfolds, Munny repeatedly refers to wha
Claudia would have wanted from him. “She cured férimkin’
and wickedness,” he tells Ned. He’s only doing thrsthe money,
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and to set things right for what the cowboy didhe whore.
Claudia haunts the film every step of the way, eneh in death
she is an enduring symbol of domesticity and pelheeas she
who turned Munny away from the life of the gunwhs she who
built a house with him, had children with him, amdrked a farm
with him. Now, by accepting this job, he is riskirgpudiating
everything she ever taught him.

Through most of the film, Munny holds fast to what
Claudia would have wanted. He invokes her namediksantra,
and, unlike his partners, he doesn’t patronizebtioghel or drink
any whiskey. He’s in town to make some money ahamgo his
children. Unfortunately, Munny runs into Little Bithe sheriff
who has scarcely any less experience in gunningdaem than
Munny does. Indeed, it may be that the only diffeeebetween
Little Bill and Munny is that Little Bill wears adulge.

Little Bill's viciousness was well established éarlin the
film when he administered a savage beating to Ehdiob
(Richard Harris), a gunfighter who had attemptelrtog a pistol
into town against Little Bill's regulatiorS. After the beating, Bill
shares with Bob’s biographer the secrets of beiggrdighter. In
this conversation, Bill essentially deconstruces thyth of the
gunfighter, pointing out that a fast draw and thieeolegends of
the dime novels of the time had very little to dithweality. In real
life, Bill tells us, winning a gunfight is abouttgjeg the drop on
your opponent, taking careful aim, and shooting town. The
showdowns of myth are ridiculous, Bill tells us.

At this point, Bill is just confirming what Munnyas been
telling us throughout the entire film. The Schafi&id continually
grills Munny, seeking to learn his secrets to wirghgunfights; yet
Munny himself isn’t even sure how he came out offremy
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gunfights on top. He attributes most of it to lutkve always

been lucky when it came to killin’ folks,” he saysd he owns
that he doesn’t remember much of it because hedwaek most of
the time. According to Munny himself, there isn’tiam that’s
courageous or interesting about being a gunfighteus Claudia is
confirmed as Munny’s salvation and as his rescumen fa world of
drunkenness and murder.

Munny feels the pull of the domestic life through h
memories of Claudia, but we know that Little Bika feels this
pull. We learn that Little Bill is building a houses a domestic
refuge from the violence of his job. The housedsrfy built, the
roof leaks, and “there’s not a straight angle i phace.” Little
Bill's shoddy house sets up a second symbol of dpmnis
domesticity set against the life of the gunfighfierst as Munny
cannot simultaneously honor Claudia’s memory anddpwn the
cowboys for the bounty, neither can Little Bill wha neat little
bourgeois life for himself at the same time heaiging blows
upon every man who dares question his auth8tity.

After Munny, Ned, and the Kid kill the offendingwboy
and his innocent friend for the bounty, Ned is aagd and tortured
to death by Little Bill. The final epiphany for Maog comes when
he learns of Ned’s death at the hands of Littlé Bihd Munny
takes his first drink of whiskey since his marriageClaudia.
Munny returns to town to shoot down Little Bill ardery member
of his posse, even shooting some of them in thk. hattle Bill,
dying on the floor, declares to Munny, “I don’t éege this, to die
like this. | was building a house.” Little Bill'sppeal to justice is
not that he was a good man or a good sheriff,Hatthe was
building a house, the symbol of everything thatgbhafighter is
not.
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Critical analyses of/nforgivenare common, and a
common conclusion among them is that the film ¢@mmentary
on the futility of violence. This is certainly truand we know this
from Eastwood himself. The film begins with a nethlal assault
on a woman and ends with a bloodbath. By the endeofilm, the
bounty itself, which had precipitated so much kil appears
excessive, for in fact, the whore’s scars fromdhginal assault
have healed and are already faded by the timartaeshowdown
commences.

Some have claimed that the film’'s coda, which teighat
after he returns home, Munny becomes a businessntan
Francisco, proves that Munny’s return to gunfightibore much
fruit. Yet we know that earlier in the film, Munrad confronted
his own mortality. He had seen “the angel of déatfas terrified,
and had seen the face of his wife, “all coveredanms.” Why
does the film include this? It certainly doesn’trdach to convince
us that Munny, after getting drunk and shootingwa imen in the
back, will be living happily ever after.

And while the role of violence is a central thertine
presence of Claudia’s memory and Little Bill's hews®rve to
illustrate the alternative for the gunfighter.dtthe peaceful
bourgeois life of the settlers. But neither LitB&l nor Munny is
capable of living this life. They are condemnedh® shiftless life
of the gun with no wife, no home, and nothing blifeaof endless
combat and death. The connectiofdiace Upon a Time in the
Westis clear, for Cheyenne and Harmonica were likewise
incapable of settling down. They were committethilife of the
gunfighter, and like the lives of Little Bill and ihny, the life of
the gunfighter is sterile. They create nothing dastroy
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everything. They cannot sustain themselves anchatély ride to
the horizon as ruined men to die.

XVI. A Victorian Western: Little House on the Prairie

In 1930, Rose Wilder Lane, a successful essagtshavelist,
encouraged her mother, Laura Ingalls Wilder, taenain
autobiography as part of a plan to help Wilder gagtream of
income from her writing. Wilder at that time hadopished little,
and her daughter Lane, who had already met withhnaucting
success during the 1920s, had spent several yeang dhe
twenties with her mother and father in Missouripived) her mother
develop her writing skills. With Lane’s help, Welds
autobiography, which was repeatedly rejected byipidrs, was
eventually reworked into fictional form and becaangeries of
books known today as théttle House on the Prairiseries.

While Rose Wilder Lane is still remembered for higthly-
influential libertarian essayl,he Discovery of Freedo(943), it is
Lane’s mother Laura Ingalls Wilder who is today there widely-
read author due to thattle Houseseries of books and the
television series and made-for-TV movies basecherbbokS?
While the books themselves have long been mostlgopmong
school children, the television show reached asonatiaudience of
all ages as a prime-time fixture on NBC for ninasss from
1974 to 1983, and continues in syndication on stwable
channels today.

While thought to be a Western by many viewers ouést
frontier settingLittle House on the Prairieas we shall see, departs
drastically from the form of the classical Westemgs lack of
gun violence and in its central emphasis on theshesmmerce,
family, women, children, education, and religioagH.
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If Jane Tompkins is correct, and the Western thginbu
repudiates the themes of the middle-class bourgexisl of the
late nineteenth-century, we find a partial resiorabf that
literature in the.ittle Houseseries.

Although the series is about the settlement offtmerican
frontier, gone is the gunfighter as savior of tmrsfolk, and gone
is the centrality of violence in general. The serestead
repeatedly focuses on the importance of commersetifing the
frontier.

The series centers on the Ingalls family, headeGhmrles
Ingalls (Michael Landon) and his wife, Caroline (Ka Grassle),
and their three daughters. Unlike the typical Wesiie which
women and children are only marginal charactees|ittes of the
female characters, and in particular the femalklam, are of
central importance to the drama. Charles Ingaitended to be a
model of masculinity in the series, rarely usesia. ¢fe is most
often seen performing domestic duties as a hushaddather and
engaging in commerce.

Domestic settings, women, children, shops and
shopkeepers, schoolhouses, and churches arecalefresettings
for the series. In the world of Walnut Grove, Miso&, where the
series mostly takes place, there would be no raomari
authoritarian sheriff like Ben Owens ©he Tin Stara violent
bounty hunter like Howard Kemp froirthe Naked Spupor a
drifter like the protagonist dhane

Law and order in Walnut Grove is maintained noiraiily
by a sheriff or by any formal law enforcement a#ils but by the
townspeople who work together to address conftiots crimes
that occur within the town. Most episodes featamify conflicts
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and drama that stems from challenges presentedrhing a living
on the frontier or from the physical environment.

In the episode “The Creeper of Walnut Grove,” fdatfs
are being stolen from the townspeople, who reattt dismay, but
deal with the thefts in a restrained fashion. bpmnse, Laura
Ingalls and a friend take it upon themselves tolcéte thief using
skills they have learned from reading detectiveat@vThe thief
turns out to be a young man who hopes to attendcalexthool
but whose father has suffered a debilitating hatack and is
unable to make a living. No gunfight ensues.

Sometimes the series features relations betweeesvand
Indians, although these episodes often emphaseziath that both
sides are highly motivated to avoid violence. la épisode
“Freedom Flight,” a group of Indians who must migr&com their
government-appointed reservation, which is on Ioalard, enter
the town to seek the help of a physician. The vghatiee distrustful
but wish to avoid violence, in spite of the prob#io rabble-
rousing of one racist member of the town. Dialogod conflict-
resolution skills are employed to avoid a bloodbath

This theme of Indian-white relations is also cleathe
original series pilot. The Ingalls family, whichsheecently re-
located to the Kansas Territory, meets the loadilaims in
numerous tension-filled encounters, although vicéeis always
avoided. The family is eventually driven off thadk but by the
U.S. government and not by the Indians. The fewalladites they
encounter are generally helpful and certainly nehating.

The episode “He Was Only Twelve” is one of the few
episodes that features truly dangerous criminalg, Charles
Ingalls’s adopted son James is shot and severeisethwhen he
walks in on a bank robbery in progress. The critsieacape. A
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lack of available law enforcement forces Charles lsaiah (Mr.)
Edwards to hunt the robbers on their own. The tveno eventually
catch up with the robbers, and Charles, filled witbe, nearly kills
one of them. After intervention from Edwards, Charthinks
better of it, and the robbers are subdued and duomer to the
authorities to stand trial.

Obviously, the narrative here is quite differeminfrthe
sorts of conflicts found in classical Westernsthis case, the
instruments of law and order are amateur gunmeahwdren the
climax of the chase comes, Charles and Edwardsimefiom
using deadly force even though they could havdyeasitified
doing so.

Aside from the rare violent criminal, the overwheim
majority of people encountered by the Ingalls fgramd their
neighbors are non-threatening and mostly concennigdearning a
living, raising their children, and finding some ments of leisure.
There are numerous cases in which scripture iseguatan
approving way, and, unlike the classical Westetmctvcheapens
dialogue, education, and economic profit, such eamcare
invariably treated with approval in the serfé# great number of
scenes take place inside the general store oeiadhoolhouse,
and, while such locations would only be featurethmclassical
Western as part of a prelude to a gunfight, sclooofis and shops
are the central theatre of the human drama fopd&ople of Walnut
Grove.

One could reasonably argue that Ltittle Houseseries
differs so significantly from classical Westermfs like the post-
war films of John Ford becaukétle Housewas made for
television viewing by families while the films oféhn, Ford and
Hawks were feature films for adult audiences.
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Television Westerns do tend to be slightly différentone,
and the intensity and graphic nature of violencelavision
Westerns of the 1950s and 60s is toned down sontdwina what
one might find in the feature films of Ford and Maithe story
lines are more varied, given the needs of filmingehs, if not
hundreds, of episodes for a single series. The tweeary story
lines results in more story lines that reflect aptrgovernment
officials, while few such story lines were foundnrajor motion
pictures of the fifties and early 60s. ProgramssagVagon Train
(1957-1962) antRawhide(1959-1965), for example, rely less on
established law enforcement than a typical 50s, fédlthoughThe
Lone Rangers ade factoTexas Ranger who acts alone. Family
themes were more common as well, since several chairacters
in The RiflemarandBonanzawere family relations.

The overall content and structure remains largehylar
however. Killings are a frequent eventRawhide, Bonanzand
The Riflemanand theWagon Trainfrequently employs Indian
massacres as a plot device. Typical story linéddiWesterns of
the 50s and 60s include kidnappings, range watsnamerous
varieties of homicide. The usual assumptions atfmithaotic
nature of the frontier are repeated, as in the flohelLone
Rangertelevision series in which the announcer statese'h
beyond the reach of law and order, ‘might was rigfft

Bonanzaa long-running television Western that occupied
prime-time scheduling very similar to thatloftle House on the
Prairie, helps to illustrate just how mutlittle Housediffered
from the typical Western set-up.

The main cast dBonanzafor instance, is completely
composed of men. The series follows the exploithefCartwright
family, which owns the Ponderosa Ranch on the Qalié-

111



Ryan W. McMaken

Nevada border. The family, however, has no liviegéle
members. Following the model establishe®Rad Riverthis
family patriarch has all male children without iheonvenience of
a wife. There is family conflict, but it is all veéen men, and the
drama frequently stems from the presence of inpers criminals,
cavalrymen, Indians, gamblers, and other threatisetdamily and
the ranch. Gunplay is frequent while the preseriahitdren,
woman, and schools are infrequently made known.

The setting of the series, on a ranch controlled by
powerful family separated from day-to-day town liefar more
reminiscent of the classical Western than anytfmogd in the
Little Houseseries. The difference in tone and violence betwee
theLittle Houseseries and the classical Westerns that came before
it cannot be explained simply by the differencenedia.

In its treatment of some contemporary issues sachce
and bigotry, the.ittle Houseseries shows signs of being updated
for a 1970s audience. But, in general, the seédsto the themes
explored in the original books written by Wilder.

In this essay, | have contended that the clas¥vestern
discounts and undermines nineteenth-century boigdgjberal
values of free commerce, small government, libenajifamily,
and religious faith.

The contrast between thétle Houseseries and the
classical Westerns illustrates just how greatesdifference
between the typical Western and frontier fictioniahhfeatures
family life and commerce apart from violence.

ThelLittle Houseseries reminds us that the Western
formula is not the only way of addressing the Arcami frontier
through fiction. Thetittle Housestories offer an alternate model,
as do the frontier stories of Willa Cather, for exde.
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In spite of a thoroughly different focus from thmtovided
by the Western, thkittle Houseseries does not question the value
of the Westward expansion of American civilizatittrsimply
contends that the expansion was far less violethithaotic than
what is shown in the classical Western. Wilder'sks and the
Little Housetelevision series as well, exhibit a substantrabant
of optimism about Westward expansion and sympatihtyhie
settlers themselvekittle Houseis not a revisionist Western in the
model ofThe Wild Bunctor High Plains Drifter.

Coupled with an examination of the importance of
commerce and local self-reliance, the focus orvittees of
nineteenth-century American frontier society foumdheLittle
Houseseries bears the marks of the influence of RoddaNLane.

The true extent of Lane’s involvement in the wigtiof the
Little Housestories has long been debated, but John E. Miller,
author ofLaura Ingalls Wilder and Rose Wilder Lane: Authapsh
Place, Time, and Culturg@roposes that Lane’s involvement was as
much more than “collaborator,” but still less tHanmposite
author.® It is significant that Lane, who is known for rempport
of laissez-faire economics and small and decenédli
government, would push a much different view offtioatier than
what is found in the typical Western with its tramhal themes.
According to Miller, in working on theittle Housebooks, Lane
“would follow the practice she had establishedhar[novel]Let
the Hurricane Roaand her Missouri book—injecting doses of
conservative political ideology...for the benefitrar readers®
Miller displays an inexact understanding of Lan@ditical
ideology here, but he is likely suggesting thatd.aras injecting
her own Lockean brand of liberalism into thiéle House
stories®
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Lane’s bourgeois liberal philosophy is also re#ekcin the
social structure of the American frontier, as featlin thelittle
Housestories and series. Unlike the classical Westehich
creates a myth of a totally self-sufficient guntighor military
man who is largely untouchable and lives apart fowiized
society, theLittle Houseseries emphasizes the need for community
action, education, cooperation, and family, whigdbeg
incidentally, out of an order established by thfess independent
of any powerful government institution.

As perhaps a final repudiation of the Western gamgkits
roots in nostalgic primitivism, Thieittle Houseseries of books re-
defines masculinity along much different lines. éing to Jim
Powell, writing inThe Triumph of Liberty

Pa was the great hero of the stories. For exar@plehe
Banks of Plum Creetold how, after locusts devoured the
wheat and hay which he had grown in Minnesotayhest
walked more than 200 miles east in his old patdieds,
to earn money harvesting other people’s crops. rather
occasion, walking home from town, he was cauglat in
sudden blizzard and lost his way, but he survivede
days in a hole until the blizzard was over. Agaid again,
Pa renewed everybody’s spirits when he picked ap hi
fiddle and filled their home with musfé.

In the classical Western, virtue is defined by¢bhmpetent
use of coercive power, while in thétle Housestories, as in the
television series, virtue is defined by one’s &pilo earn a living,
make music, and persevere though physical hardships

Powell attributed these themes in thitle Houseseries to
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Lane’s libertarian leanings and to her sizableuigrfice over the
writing of the books.

In a 2012 article in thBlew Yorketitled “A Libertarian
House on the Prairie,” Judith Thurman noted thiplessis on
community in Lane’s work and recalled that it wasoarce of
conflict with Lane’s contemporary and occasionalogsate Ayn
Rand. Thurman states that Rand took exceptionlvatte’s denial
that unrestrained self-interest was beneficiabitiety >

Taking for granted that Lane was instrumental & th
thematic construction of tHattle Housestories, Thurman
concludes by observing that one can “hear the cuabecho of
Lane’s polemics in [theittle Housestories], though tempered by
something more humane...[t]hey exalt rugged sel&nale, but as
Lane suggested rather plaintively in her argumaetit Rand, the
pioneers would have perished (in greater numbaears tiey did)
had they embraced the philosophy of every manifasélf.”

ThelLittle Houseseries provides a glimpse into what
frontier-themed film and fiction looks like when@pto bourgeois
themes of commerce, family, and self-governmentfiém
pretending that women did not exist on the fronterthat crime
was rampant there, the series instead focuseseanahe mundane
challenges of daily life, while nevertheless playup conflicts
within the town for dramatic effect. Crime did exisf course, and
this was often dealt with through the interventidrmprivate
citizens who sought the least-violent solutionssias. Militarism,
Indian massacres, abusive capitalists, and spseikagers are as
marginal inLittle Houseas they are front and center in the typical
classical Westerns.

As with frontiersman Charles Goodnight’s frontigmf Old
Texas(1916), thelittle Houseseries, written by a woman of the
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historical frontier, does not rely on a myth in ainithe nation-state
and its literary stand-in, the gunfighter, are ssegy for order.
Order was formed in Walnut Grove out of the setérast and
long-term planning and cooperative efforts of @tig. In Walnut
Grove, a world with few kidnappings, massacresbeoies, and
killings, a gunfighter would find little to do expesettle down and
worry about making money and having children likergone else.

Little Housedoesn't directly compete with classical
Westerns, of course, because it does not fill #meesniche. There
is none of the sweeping sense of epic adventurdastbere the
cathartic violence of the final showdown. Suchis®have always
been popular in fiction and will likely always camie to be so, but
it is odd that their defenders continue to asse@ath adventures
with the far more mundane, commercial, and domestiges of
classical liberalism.

XVII. Conclusion

Writing in the early 1960s, Frank Chodorov, thehiyg
influential libertarian and proponent of laisserdacapitalism,
declared in a light-hearted but sincere column tieatvatches
Westerns, probably due to a “bad case of ‘juvemilis®
Chodorov goes on to assert that Westerns are “isirlgalevoid of
‘messages’ and that there is “nothing in them éntertainment.”
He also claims that the characters in Westerngd“fenthemselves
under all manner of adverse conditions,” ask “felphfrom
nobody,” and that “nobody preaches ‘togethernesgEverybody
is “sturdy, self-reliant, and self-responsible,ys&hodorov, and
he concludes that the Western is so pleasurabkubedt
repudiates all the humbuggery of his day.
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In all of these statements, Chodorov is demonstrabl
wrong. Obviously, the Western can’t be both dewditinessages”
while simultaneously encouraging self-reliance plaih-talking
common sense as Chodorov imagines. The genrehagmeone of
the most message-laden genres extant due totiis staa type of
American origin story. There’s much more in a Waestban mere
entertainment.

Additionally, so much of the genre is dominatedamak
citizens in need of protection from battle-hardegedfighters that
it would be wholly inaccurate to describe the chtees of
Westerns as people who fend for themselves whidegdor help
“from nobody.” One of the central conceits of numes Western
films is the need for help from a gunfighter, winorgetimes is a
private citizen but is just as often a militaryio#fr or lawman. In
the post-World War Il, Cold War World, the audietkceew who
the gunfighter was. He was the American state,henldad a big
gun.

From the farmers iShaneo the townsfolk offrue Gritor
The Man who Shot Liberty Valandbe settlers of the old frontier
were hardly self-reliant. They needed the gunmad,they needed
him badly. The heroes dGiwo Rode TogethemdHigh Noon
preach togetherness while the townsfolk look outHieir own
petty interests.

Additionally, the Western served to reinforce sacimof
what Chodorov would have considered the humbugginys day.
Chodorov specifically opposed the militaristic actimmunism of
the Cold War, yet the Western, as demonstratechtegly by
Engelhardt, was one of the chief elements of populture that
reinforced American prejudices about the justicprokecuting the
Cold War through superior firepower. The massacfes
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treacherous, back-stabbing Indians in film helgeplstify the
widespread killing of Japanese civilians during 8sond World
War, while the role of the frontier gunman as peaaleer
illustrated the need for a strong American statihé“anarchic”
international world that included Soviet communi¥m.

As a defender of classical liberalism and learned of
letters, if Frank Chodorov had somehow been mdgical
transported to the world of the classical Westerhni¢h is unlikely
since Jewish characters are virtually non-existeotassical
Westerns), he would certainly not have been castSiseriff
Chance or a Kirby Yorke. Instead, he would be jpydd as a
Ransom Stoddard or one of the cowering townsfaikifey the
important skills necessary to be of any value @nftbntier. He
would be depicted as prejudiced or perhaps unajainectoward
the gunfighter who protects him from a violent dnwdrible death.
In the end, the Chodorov character might finallgognize that
yes, civilization is made possible by the U.S. Arrtine man with
the badge or by the silent and strong former outléne paves the
way for prosperity and freedom on the frontier.

Chodorov’s enthusiasm for Westerns illustrates the
widespread misconception among many of its defenegarding
the value system promoted by the genre.

Far from being an exemplar of the bourgeois libeahlies
of an earlier America, the Western inveighs agdmest-markets
and defends the power of the nation-state. It kstdomestic life,
intellectuals, Christian civilization, and peace.

Far from preserving so-called traditional Americatues,
it instead seeks to overturn the value systemehtheteenth
century Americans who actually settled the frontier
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The Western repudiates the Victorian bourgeoisuceland
literature of the nineteenth century by offeringeay different
vision. This vision reached its peak with the past-classical
Westerns in which the people of the frontier, apektension the
audience, were given a choice between the wayeofjtim and
total subjugation. As a Cold War fable, the Westdrmid-century
took the elements present in the early Westerneapdnded them
to their most developed form in which the fronigr violent and
forbidding place made habitable only with the powakthe gun
and the gunfighter.

Not confined to the politics of mid-century, howeuwhe
core assumptions of the Western were handed downdo
century filmmakers by the proponents of nostalgimgivism of
the late nineteenth century. They emphasized aiprenlifestyle,
anti-capitalism, and masculine virtue in a wilddayver the
Victorian values of the cities and the bourgeoidgra of the East.

As Western films changed from the silent periothi®
post-war period, so did they evolve from the cleagperiod to the
revisionist period. It is not merely coincidentat as faith in the
American nation-state began to break down in thieeved
Watergate and the Vietnam War, the classical Wedtemula
grew out of favor. It was replaced by a revampgtesif Westerns
that saw corruption where the classical Western\seue, and
despair where the classical Western posited hdpeldgacy of
the Victorians became more complex in the latertéfas as the
genre shifted away from the more established foasul

Among the Westerns still being made today, theirmaig
formula often remains largely intact, however, aitiough the
Little Houseseries proved that a dramatic history of the feynt
need not be about showdowns and law and order iedpaisthe
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point of a gun, that image continues to shape Ataarideas about
the nation’s history and from where order and peoisp have their
origins.

Today, the Western has been largely replaced bymom
films, superhero epics, and gritty police dramasnAie films
provide similar story lines to the Indian externtioa narratives of
cavalry Westerns, while superheroes act as modatfigipters on
a global stage. Police dramas continue to offditeigus
indignation for the viewer in the face of repugnaatlaws. The
Western is more powerful than these other genmseter,
because it purports to be a type of American hystaithough it
does not reflect the reality of the historical Aman frontier, the
Western continues to form the imaginations of viewegarding
the role of the American state and American sodietile modern
world.
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Notes

! Engelhardt, Thomadhe End of Victory Culture: Cold War America
and the Disillusioning of a Generation.

% The Virginianis widely regarded as the first true Western nowiile
dime novels had included Western themes for maaysydt waslhe
Virginian by Wister and Grey'Riders of the Purple Sagkat set the
stage for the Western as serious adult literatay@id the comic-book-
like world of the dime novels. The book would prdeeoe immensely
influential on later Western film and fiction.

% One of the first silent films ever made was a WesfThe Great Train
Robberyin 1903.The Virginian the novel credited with doing so much
to create the genre, had been published only caeeglier in 1902.

* EngelhardtThe End of Victory Culture.

® There are at least dozens of scholarly and pojpaleks devoted to the
Western as an inherently authoritarian, racistraisbgynist genre.
Some are highly polemical. On the other hand, bdikkslohn Cawelti’s
Six Gun MystiquandSix-Gun Mystique Sequexamine these elements
in a more even-handed way.

® Ray, Robert BA Certain Tendency of the Hollywood Cinerh@30-
1980. Princeton, NJ: Princeton University Pres§51351.

" Breitbart.com. Aug 12, 2018ttp://www.breitbart.com/Big-
Hollywood/2012/08/09/AMC-s-Hell-on-Wheels-Desenasiell-of-a-
Chance

8 “John Wayne’s First 100 Yearsittp://www.conservative.org/wp-
content/themes/Conservative/bl-archive/lssues/&80&0707med.php
° “Apolitical Grit”
http://counterpoint.uchicago.edu/archives/winte@@fit. htmi

% The poster encouraged Poles to vote in the upapaiection, and
used an image of Gary Cooper from High Noon holdirzallot.
(http://chnm.gmu.edu/1989/items/show/$99

" The rise of liberalism in the 1830s and 1840siital is widely
considered to be closely connected to the Victosiasiety that came to
dominate during the second half of the nineteeattiwwy. Some
historians classify capitalist liberal Richard Cehdand his Anti-Corn
Law League and the liberal movement behind it asrgortant aspect of
the rising Victorian culture. The old conservataréstocracy in Britain,
however, opposed the middle classes. Samuel Te@yl@ridge, for
example, following the adoption of the Reform A€l832 in
Parliament, condemned the act for giving politipaver to the middle
classes and declared thgbl have agitated and exasperated the mob,
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and thrown the balance of political power into kfaeds of that class
which, in all countries and in all ages, has bé&enpw, and ever will be,
the least patriotic and least conservative of arly....

2 Victorianism, which is specific to the nineteentntury, is not
synonymous with classical liberalism, which extehdgond any one
time period. However, its close connections with tinban middle
classes of the nineteenth century create a hiat@yenbiosis between
both movements. One should also note that Vict@mmvas not
exclusive to liberals. Thomas Carlyle in Britaiaf £xample, was anti-
liberal and anti-capitalist, but was one of the nioBuential essayists of
the Victorian period. In the United States, howewdrere liberalism was
the dominant ideology, Victorianism was even masoaiated with
liberalism than was the case in Britain.

3 Tompkins, JanélVest of Everything: The Inner Life of Westerns
Oxford University Press. 1993

4 Douglas, AnnThe Feminization of American CultyrE977 and
Terrible Honesty: Mongrel Manhattan in the 1920895.

'3 enihan, JohnShowdown: Confronting Modern America in the
Western Film1980 University of Illinois Press. How the Westé&rn
defined depends has been a topic of contention g@momerous
scholars. In this essay, | have chosen to simplyl@ythe more popular
Westerns or those made by the more influentiattirs.

'® Hobsbawm, EricThe Age of Capital: 1848-187¥intage Books.
London. 1996.

' Gottfried, PaulAfter Liberalism: Mass Democracy in the Managerial
State Princeton University Press. Princeton. 2001.

'8 1n his lectures on classical liberalism, RalphdRaiescribes the pre-
Civil War attitude toward Westward expansion asigenotivated by a
“Fortress America” mentality. The idea was to hameAmerican
heartland surrounded by frontiers and oceans tbatdaprotect the
United States from any future need of standing @sror active foreign
policy. http://mises.org/media.aspx?action=category&ID=65

19 Madison. James. Letters and Other Writings of 3ahadison, Vol.
IV, p. 491
http://archive.org/stream/lettersandotherw04maalfiphge/490/mode/2u

p

0 Raico, Ralph. “American Foreign Policy — The TugnPoint, 1898—
1919” http://www.fff.org/freedom/0295c.asp

L Raico, Ralph. “Eugen Richter and Late German Mastet
Liberalism.” The Review of Austrian Economitsidwig von Mises
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Institute. Volume 4. 1990. Raico describes howGleeman
conservatives of the nineteenth century opposetitbeals in a variety
of ways. “Manchester liberalism,” the liberalisnsasiated with Richard
Cobden andhissez fairecapitalism especially won disdain from Otto
von Bismarck who contemptuously referred to “Margtae money-
bags” for Manchesterism’s support of free trade fa@e markets, and for
its connection to the newly wealthy middle classes.
http://mises.org/journals/rae/pdf/rae4 1_1.pdf

22 Not surprisingly, Sumner and Atkinson were bottripan types of
the Northeastern United States which culturally ohated during the
Victorian period in the United States. Both weré péthe laissez-faire,
anti-war school of American liberalism during tla¢el nineteenth
century. Atkinson famously authored a pamphletirmgtior American
soldiers to mutiny against their officers and tiwse to fight the
Filipinos during the American occupation of thatintry. Copies of the
pamphlet were seized by the United States govermen

3 Raico, Ralph. “The Conquest of the US by Spaint\ig von Mises
Institute. 2011. http://mises.org/daily/5275/TherGoest-of-the-US-by-
Spain.

4 Cantor, Paul A. “Order out of the Mud.” The Philosophy of the
Western University Press of Kentucky. Lexington. 2010.

% There are exceptions, of course, as in 3:10 to&(857) in which
family-man Dan Evans is the heroic protagonist,tbatmodel of an
unattached gunman as hero is far more common.

% Anderson, Terry and Hill, P.J. “The Not So WildjliMVest.” Ludwig
von Mises Institute, 19790{tp://mises.org/daily/4108This was also
expanded into a booKhe Not So Wild, Wild West: Property Rights on
the Frontier Stanford Economics and Finance. 2004.

2" Shenkman, Richardlegends, Lies, and Cherished Myths of American
History. William Morrow Paperbacks. New York.1992.

8 Dykstra, Robert RThe Cattle Townd.incoln: The University of
Nebraska Press, 1983. and Brown, Richard Max®éthin of Violence:
Historical Studies of American Violence and Vigilam New York:
Oxford University Press, 1975.

29 Shenkman.

%9 L"amour, Louis.Showdown TrailBantam Audio Publishing, New
York, 1987. In this edition, Louis L’'amour providas introduction in
which he discusses the nature of wagon-train life.

31 L"amour, Louis.Showdown Trail(Bantam Audio edition.)
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%2 Doherty, Thomas. "Western Drama, Cold-War Allegbhy The
Chronicle of Higher EducatiarSeptember 13, 2002.
http://archives.econ.utah.edu/archives/marxism/@@72msg00058.html
% Shenkman.

% Simmon, ScottThe Invention of the Western Film

% North appears to take the position that populiuceidoesn’t matter
in forming the perceptions and ideologies of viewdihis is a position
in opposition to both common sense and decadessefirch on the
effects of dramatized violence.
http://www.lewrockwell.com/north/north409.html

% Tompkins.

37 Students of land use in the West will know thak&yis probably a
free-range rancher on federal lands, and the fararer homesteaders.
There is no reason to assume that the typical acelimember watching
films using Shane’s central plot device would kv economic history
behind them, however, and the films fail to expldimgs in these terms.
% North. http://www.lewrockwell.com/north/north409.html

%9 North. http://www.lewrockwell.com/north/north409.html

“0Lenihan, JohnShowdown.

*! Rothbard, Murray. “Egalitarianism as a Revolt AgiNature.” In
Egalitarianism as a Revolt Against Nature and OtBesaysLudwig

von Mises Institute. Auburn. 2000.

*2 Hobsbawm..

3 Studlar, Gaylyn. “Wider Horizons: Douglas Fairbarsnd Nostalgic
Primitivism.” in Back in The Saddle Again: New Essays on The Western
Eds. Edward Buscombe and Roberta Pearson. Lon@68. 1

* Stiles, Anne. “Go Rest, Young Man.” January 204erican
Psychological Associatiomttp://www.apa.org/monitor/2012/01/go-
rest.aspx

*> Den Uyl, Douglas. “Civilization and Its Discontstitin The
Philosophy of the Westertiniversity Press of Kentucky. Lexington.
2010.

*® Quoted in Tompkins.

" Studlar.

8 Engelhardt examines the role of the Western ird @gr rhetoric as a
useful form of propaganda that justifies the exteations of threats to
the American nation state. One could also poilGdcet Garrett's
observation that in a nation that employs aggresikeign policy,
domestic concerns must be made secondary to fopeiigy concerns.
See Garrett'Rise of Empirg1952.
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9 Quoted in West, Russell. “This is Man’s Countryaddulinity and
Australian National Identity in Crocodile Dundeén”Subverting
Masculinity. Russell West and Frank Lay, (eds.) Editions Ro&80y.
2000.

* Rothbard.

° Stein, Susan Isabel. “A Woman’s Place: Ninete&ehtury
Bourgeois Morality and the Spanish American DonteSbmedy."Latin
American Theatre Reviewihe Center of Latin American Studies,
University of Kansas. 1992. Victorian domestic s @extended even
beyond the Victorian world. Stein examines sevétainestic
comedies” produced in Latin America during the h@&&ntury which
identified “the middle class household as the lamfudecency — the
moral core of the social organism.”

*2The proper governance of private life became mifiégnt concern for
cultural leaders of the bourgeoisie. The role ahdstic household
management became an important component of lpadigical and
economic concerns as well. See “Sweeping the GeNmasion:
Domesticity and National Identity in Germany, 181945.” by Tracie
Matysik.
http://muse.jhu.edu/journals/jsh/summary/v043/48atysik.html

>3 Hobsbawm.

** Among these threats to domestic life was “miscatjen” or racial
mixing. Douglas notes the white supremacist ovetqmresent in many
Victorian movements in America, although anti-slgveovements and
other reformist movements designed to limit the&§ of racism in
America also simultaneously came out of Victorianisty.

*> Douglas,The Feminization of American Culture.

* Douglas Terrible Honesty

>’ |bid, p. 9

%8 Frederick, John T. “Hawthorne’s ‘Scribbling Womeéhe New
England QuarterlyJun. 1975 The New England quarterly, Inc. 1975.
%) Douglas Terrible Honesty.

% Tompkins,West of Everything

®1 Ibid.

%2 Tompkins,West of Everything.

%3 Engelhardt.

% Simmons.

8 At the climax ofBirth of a Nation a white Victorian family is under
siege by mob of black former slaves, illustratingff@h’s fondness for
the Victorian family and white racial purity.
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% The vector of moral sensibilities here are ectingeaul Cantor’s
analysis of Star Trek and Gilligan’s Island foundsilligan Unbound In
those series, which also served as Cold War dra@@dpr notes, all
who came in contact with the parties representingeAcan culture (the
Enterprise crew or the S.S. Minnow castaways) wbake his or her
perspectives radically changed by contact withstiggerior and more
dynamic “Americans.”
6" According to Louis L'amour, in his introduction tiee audiobook
recording ofA Trail to the Wes{Bantam Audio), the novels of romantic
novelist Sir Walter Scott were particularly popudanong frontier
settlers, including cowboys and male laborers. Adrees of Scott's
novels were regarded as models for proper behawithne frontier,
L’amour claims, and he suggests that the populafi§cott’'s novels
were even influential in lowering the incidencevadlence against
women on the frontier. How Scott was regarded antbag/ictorians is
represented in an 1871 speech by Rev. CharleseRitlas “Sit Walter
Scott, the Christian Man of Letters” in which Ldaims that Scott’s
work “describe healthy, manly, Christian characterd in the
admiration which they necessarily call forth, thegd to create in the
reader a disposition to imitate the virtues whicltgglorifies in them.
Having shown that mental greatness should not e as a cloak for a
bad heart, but, on the contrary, that the possesdigreat qualities
should engender a deeper religious convictioflie(New York Times
August 28, 1871)
% Redemptive violence is a literary device that slatethe earliest
human myths. It states that creative good comes ¥iolence, such as
humanity being created from the blood of a murdgedl The term was
coined by Christian essayist Walter Wink.
9“To die is gain,” from Philippians, Chapter 1,iiself substantially
divides the Christian moral ethic from the Westgenre’s ethic. It is
repeatedly reiterated in Westerns that death isltimate defeat.
;(1) Douglas;The Feminization of America Culture

Ibid.
2 In the Pilot ofHell on Wheelsthe protagonist Cullen Bohannon is
asked if he believes in “a higher power.” His resgm “Yes sir, | wear it
on my hip.”
3 “Bleeding Kansas” was the name given to a periozivil unrest,
lawlessness and guerilla warfare in the Kansastdsrjust prior to the
U.S. Civil War. InUnforgiven(1992), it is also implied that William
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Munny was a guerilla fighter in Bleeding Kansas vehtee “killed
women and children.”
" Bruce Ederhttp://movies.msn.com/movies/movie-critic-
reviews/wagon-masteahd Glenn Erickson:
http://www.dvdtalk.com/dvdsavant/s3011wago.html
> Lenihan, JohnShowdown.
® Apocalypse/Revelation 6:8. This same verse is @gal inTombstone
(1993) to herald the arrival of Wyatt Earp.
" The Ballad of Cable Hogus arguably not a Western at all, and has
much in common with thkittle House on the Prairigeries in its
treatment of work, violence and domestic life.
8 Cantor, Paul A. “Order Out of the Mud.” The Philosophy of the
yg/estern University Press of Kentucky. Lexington. 2010.

Ibid.
8 David Milch quoted in Cantor.
8 Cantor, Paul A. “Order out of the Mud.”
8 Ibid.
% |bid.
8 I'm adding nothing new at all to Cantor’s analyisése, and
uncritically accepting his selection of quotati@msl his conclusions
aboutDeadwood
% Plato endorsed the use of the Noble Lie to mairgaier over the
presumably ignorant masses, and in this caseetiigyrof Doniphon’s
killing of Liberty Valance helped make progressgibke. Thus, the film
asserts that deception is preferable to truth.
% This may be a reference to the gun ban in ford2ddge City in
Mann’sWinchester ‘73
87 John Ford uses the device of house buildirighie Man Who Shot
Liberty ValanceTom Doniphon is adding a bedroom onto his house in
expectation of marrying the heroine. Later, afierdtatus as a gunfighter
is confirmed, Doniphon gets drunk and accidentlsnswdown his own
house.
8 Lane is remembered with Isabel Patterson and AgmdRs one of the
“Founding Mothers” of the libertarian movement.&riDoherty, in
Radicals for Capitalisnrefers to them as the “Three Furies” of the
libertarian movement.
8 Charles Ingalls is portrayed as a man who attetogdise up to a
Christian standard. Sometimes his wife will quoteif8ure in order to
make a point about household chores or the impontée of women in
the family, at which point Charles will usually dapate to her demands.
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' The Lone Rangg1949-1957), Episode 1, Season 1, “Enter the Lone
Ranger.”

1 Miller, John E .Laura Ingalls Wilder and Rose Wilder Lane:
Authorship, Place, Time and Cultutdniversity of Missouri Press.
Columbia. 2008.

2 Ibid.

% Miller refers to Lane’s ideology as “conservativathough it is
doubtful that Lane would self-identify as consematLane is more
recognized as a libertarian, and was not closéijadéd with the
nationalistic and militantly anti-communist moverhémat came to be
known as the American Conservative movement. Foensee Brian
Doherty’sRadicals for Capitalisnor Justin Raimondo’Reclaiming the
American Right.

% Powell, JimThe Triumph of LibertyThe Free Press. New York. 2000.
% Thurman, Judith. “A Libertarian House on the RedirTheNew
Yorker, August 17, 2012.

% Chodorov, Frank. “I Watch Westerngttp://mises.org/daily/4930

" EngelhardtThe End of Victory CulturéEngelhardt links the common
presence of “extermination” narratives in Westafihe period to the
need to justify the war on Japanese civilians. Jamanese were linked
to the Indians in wartime and post-wartime popaldture in order to
illustrate the incorrigible and alien nature of da@se society.
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Selected Filmography

Bad Company1972)

The Ballad of Cable Hogug 970)

Bend of the Rive1952)
BonanzgTelevision series, 1959-1973)
Bonnie and Clyd¢1967)

Bronco Billy(1980)

Butch Cassidy and the Sundance Ki€@69)
Cheyenne Autum{i1964)

Chisum(1970)

Dances with Wolvegl990)
DeadwoodTelevision series, 2004-2006)
Duck, You Suckd971)

El Dorado(1966)

The Far Country(1954)

Firefly (Television series, 2002)

Fistful of Dollars(1964)

For a Few Dollars Morg1965)

Fort Apache(1948)

Geronimo: An American Leger{#i994)
The Good, The Bad, and the UghP66)
The Great Northfield Minnesota Ra(ti972)
Hang ‘Em High(1968)

High Noon(1952)

High Plains Drifter(1972)

How the West Was W¢h962)

Jesse Jamgd.939)

Junior Bonnen(1972)

The Last of the Mohicar(¢992)

Little House on the Prairi€Television series, 1974-1983)
Lonesome DovfMini-series, 1989)

Lone Star(1996)

The Long Rider$1980)

The Magnificent Sevgri960)

Major Dundee(1964)

The Man From Larami€1955)
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Man of the Weg1958)

The Man Who Shot Liberty Valan(¥962)
My Darling Clementin€1946)

The Naked Spuyi1952)

Once Upon a Time in the W¢$068)
Open Rang¢2003)

The Outlaw Josey Wal¢$976)
Pale Rider(1985)

Pat Garrett and Billy the Kid1973)
Ravenoug1999)

Red River(1948)

Ride the High Country1962)

Rio Bravo(1959)

Rio Grande(1950)

Rio Lobo(1970)

The Searcherl956)
Serenity(2005)

The Seven Samur¢li954)
Shang1953)

She Wore a Yellow Ribb@h949)
Silverado(1985)
Stagecoacl{1939)

The Tin Sta(1957)
Tombstong1993)

The Treasure of the Sierra Mad{948)
3:10 to Yumg1957)

True Grit(1969)

Two Mules for Sister Sar@d970)
Two Rode Togethdd961)
Unforgiven(1992)

The Wild Bunct{1969)
Winchester ‘731950)
Yojimbo(1961)

Young Gung1988)
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