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Syftet av detta examensarbete ar att undersokeddianvands i filmer av Western
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som ar typiska for genren, ett verktyg for karakening och som betecknande av maral
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1 INTRODUCTION

It would not be too bold to claim, that throughthg nearly 120 years of cinema, no genre has
meant as much as the Western only to then be stiywtemounced and discarded. Which is not to
deny that Westerns have their faults, but thegafén the world's most influential national film

industry is equally undeniable.

It is difficult, from this geographical and tempbdistance, to imagine the importance Westerns
used to have both for Hollywood and for their viesvélready in 1910 as many as 21% of titles
produced in the US were Westerns, and that pergemtia not fluctuate much until the decline of
the genre that began in the late 1950s (see Busc@8%8:39 and :48), and some 7000 films were
produced during the #century (Buscombe 2006:23f). Due to their ubiqustpresence over so
many decades they became interwoven with Ameria#tore at large in a unique way, and though
new releases are few and far between these da&ysirtpact can still be seen in other films, in

language and even politics.

It is because of this special place the Westerdshiol film history, and consequently the cultural
history of the 28 century, that it is an appropriate genre to studther. There are many intriguing
aspects of Westerns that are worth a closer lagtkthie focus for this thesis will be on a particula
convention that runs right through the historyha genre and is one of its defining and crucial
clichés; violence. As Richard Slotkin writes in BBEl Companion to the Western (ed. Buscombe
1988:233):

Since both form and ideology require that the etssleconflicts be resolved in a violent confrontedj it
may be said that the irreducible core of the Wesséory-line is to provide a rationalizing framewor
which will explain and perhaps justify a spectacualet of violence.

And as another writer points out; “Whenever somediae in a Western one must ask: why? The
reason invariably has to do with the ideologicalgaription embodied and illustrated in the film.”
(Tuska 1985:230)

The use of violence in the films that will be arsdg for this thesis is very telling. Points of net&

will be who dies, who kills and how, and why thergts unfold as they do, in an attempt to learn



something about the narrative structures of Westeam 1939 onward. From this it should be

possible to explicate what the ideological presimis mentioned in the above quote actually are.

The other angle of approach in this thesis is éawthe genre via the changes that it has gone
through. Writing in 1998 Jim Kitses (ed. Kitses &Rman 1998:19) suggested that, while there has
long been a strain of Westerns that question aedhat to reshape both the genre itself and
perceptions of the hirstorical era it draws itsjsabmatter from, revisionist films ought to be
recognized as “a discrete, dominant type” as tlvay ‘be seen now to make up the primary focus of
the genre”. On that basis one would expect Westeons different decades to show these

developments.

1.1 Research questions and hypotheses

The relevant questions for this research can budtated as follows: What is the role of violence

in the narrative of, and the values espoused bgtékies? And how has that role changed over time?
My hypotheses are:

» That violence is an integral part of Westerns, ppsheven one of the defining elements

* Violence is used to convey moral values and idgologhe films

» The way violence is portrayed in the genre has gbdras the public's sensibilities have

changed

» As the portrayal of violence has changed, so hagiology behind it

1.2 Limitations and material

In spite of the broad and rich history of Westeordan fact because of it, it would not be possible
delve into it in its entirety in the scope of thiesis. Therefore the extent of the research will b

limited by certain imposed restrictions.

Due to difficulty in accessing them, no Westermsrfrthe silent era could be included, nor any B-

Westerns. As there was a slump in the productiokfesterns in the 1930's, all the films
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considered for use in this research are from the following the turning point of 1939. The boom

in Westerns signalled by that year will be addrdssehe second chapter.

As the sheer quantity of Western films in existerae=n excluding everything prior to the 40's, is
so extensive, the focus of the thesis will be apexcific variant. There are certain charactergsplo
and settings that crop up repeatedly in this gdfoeinstance, the stranger-gunfighter, who saves a
community and usually makes it possible for cidtinn to progress in the way that the audience
knows it did. Films of this type, when made as silze Westerns, generally exhibit a more or less
formulaic story of a conflict spiralling into anugtion of violence, thus making them fertile and

highly relevant subject matter.

To illustrate the changes in the genre, from thesdd its 'golden age' to the post revisionist éra,
will compare and contrast two film$he Tin StaX1957) andJnforgiven(1991). These films share
many key elements but handle them very differenathy should therefore provide a good example
of the developments in Westerns.

Other materials referenced in this thesis are i@tyaof literary sources. Some are concerned with

Westerns specifically, some with film in general.

1.3 Method and theory

The second chapter of the thesis will consist fafrmation about the Western genre and about
violence in Westerns and in film in general in ortdeprovide some background. This will be

followed by an analysis of the two films mentioradzbve, with a focus on violence and narrative.

As articulated by Andersson & Hedling (1999:7) thex no one valid way of analysing a film, but
rather a variety of approaches one can choosedmmording to what is appropriate for the task at
hand. For the purposes of this thesis the methggtohall inevitably be qualitative in nature, as the
analyses will depend largely on individual obseiorag and interpretations, not quantifiable data.

Naturally, one can not in earnest assume that di@linformation in a film, whether visual, aural



or contextual, all individual viewers would notittee same exact things in the same way.

There are a myriad of things to observe in a ffhom the tiniest details to the overarching themes,
and many theorists have proposed ways of clasgifgimd prioritizing the information received by a
spectator. These concepts include fabula, syuztiestyle, as explained by David Bordwell
(1995:49-53). Simply put the syuzhet is the plothef film, the actual presentation of information
on the screen, the style refers to the “cinematiéaks” used and the fabula is the story that tesul
from the two. The story, of course, includes infation that is not explicitly shown in the film

itself, as the spectator can infer e.g. a backsibtlie characters. In the analysis the fabula and

syuzhet will be referred to as story and plot.

Another concept that may be useful is the divisibthe fabula into diegetic and nondiegetic
elements. The diegetic elements are sounds, sigldtgny other information that a spectator can
regard as beingart of the story world, whereas the nondiegetic elemargaboutthe story world

and only presented to the spectators and noneeaftthracters. (Branigan, 1996:35)

2 BACKGROUND

2.1 Defining the Western genre

What is generally meant by genres, when speakirignofis different types or categories of films,
defined based on common elements. For instanceethesattings or typical plot devices can be
taken to signify genre adherence. As Barry Keitarstates in a quote used by Peter von Bagh
(2009:12), what is crucial to the emergence andimoad existence of a genre is a familiarity
developed through repetition.

According to Rick Altman (2002:80f) genres haveittiogigins in cycles of films that share some
similarity, that become so popular that their tiygeomes a staple for the production company in
question. As other producers rush to capitaliza earrent cycle the genre is established and

becomes fixed through this industrial imitating tfAan 2002:151). This certainly applies to
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Westerns, as will be made clear in the sectiorherhistory of Westerns.

But what is it that makes Westerns a discrete gefhe conventions that Jim Kitses mentions are
history, themes, archetype and icons — meaningMeaterns are set in a certain time period,
portraying certain recurring and pervading ideames of which are represented in a way that,

through repetition, acquire a symbolic meaning alde. (ed. Kitses & Rickman 1998:67)

Many who have attempted to define the Western pasgéed quite strict boundaries regarding
temporal and geographical setting. For instanceest®vn must be set between 1865-1890 — the
quarter century between the end of the Americail @Giar and the massacre of the Lakota Sioux at
Wounded Knee, marking the end of the American imavar. A Western must also be set west of
the Mississippi north of the Rio Grande and sotitthe 49" parallel.(e.g. Bagh 2009:22 and French
2005:13). However, many concessions are usuallyertmahclude films set in other parts of the US
and Mexico, and actually, there are many films #ratconsidered Westerns but are set during the
first half of the 18 century. So called post-Westerns or modern Westan be set in any period

up to the present day.

A characteristic list of typical settings, plotssituations depicted in Westerns is to be fountha

American West in Film (Tuska 1985:24-38), comprisédnly seven variations:

1. The pioneer achievement story

2. Picaresque wanderers and searchers
3. The ranch story/town Western

4. The justice/revenge theme

5. The Indian story

6. The outlaw story

7. The law man story

The list is in part characteristic because oflitsrecomings, principally that in reading it it is



immediately clear that there are other variatiam$ @mbinations. This supports Altman's point
that while critics like to emphasize pure genrésiss like to mix things up (2002:173). He further

asserts that genres never cease evolving (2002:91).

In view of these differing perceptions of genresiasultaneously mutable and immutable, another

of his statements emerges as particularly saliémlescribes genres as discourses between studios,
audiences and other parties (Altman 2002:150), higisighting their function as descriptors. A
genre is a blueprint, a structure, a name tag arayeeement, and the concept is only useful as long

as it remains consistent from makers and distriisutthe audience (Altman 2002:26).

In trying to ascertain which components make upsthgcture of a Western Tuska has found that
they are “perhaps best derived from exemplary waik885:13). And, perhaps, for the purposes of
this thesis the genre may be allowed to revedr ¥gethe films chosen to exemplify it in the tHir

chapter.

2.2 Prehistory of the Western

In their essay Six Creeds That Won the West (1980)gnat & Simmon propound that Westerns
have always “staked their claim as symbols, someieven documents, of American history” (ed.
Kitses & Rickman 1998:69). They then continue binping out that, in spite of these claims, a

more genuine interest in historical accuracy hdg m@tently gained traction in the genre.

Durgnat & Simmon also ruminate on how interchangetii® words “history” and “myth” have
been used by some when discussing Westerns. Wheihs imave been presented as facts,
unpleasant facts have been dismissed as harmleks,rapd so “Westerns, far from being apolitical
and non-historical, are myths in the sense of beatgrated with ideologies and assumptions” (ed.
Kitses & Rickman 1998:69). Tangentially, as Altm(@002:41) indicates in his writing on genres,
unlike films that stand alone, genre films tendititize “intertextual references” extensively and
Westerns can therefore be considered re-enactrokatkser Westerns more than of the history of

the American West.
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The reasons for the confusion over Westerns asoaicesl, and yet of historical value, is elucidated
by Harry Schein in a section of his 1954 essay @gmpiske cowboyen, quoted in Westerns
(French 2005:95)

[...] White America is no older than Gutenberg. Ihizwed economic and consequently cultural
independence (an essential prerequisite for a noglgaf its own) about the same time as the novel
made its artistic breakthrough and started reachipgblic. It is no coincidence that James Fenimore
Cooper is America's first original contributor ttetature. It is just as natural that the cineméeoed
the Western from the start. In less than a lifetohene generation it has developed from something
seemingly insignificant to a tightly designed myltigy following its own laws, to become the young
America's own folklore.

By the time the first Westerns were produced tlséohy of the frontier had already been

fictionalized in literature and theatre, and it whis tradition that was reproduced in cinema. ausk
(1985:263f) questions whether it would even be ipes$o make a historically accurate film about
the American West that would still be recognisasea Western, as the tradition has been so deeply

rooted in myth for centuries.

The first captivity narratives were written and fisited in the 18 century (Buscombe 1988:18)
providing both the settlers and European readdtstaies of exotic adventures. These were
followed by very popular publications of travelogusf explorers and mountain men. Paintings of

the majestic vistas and savage natives of the NevidAMere also sold far and wide.

The germinal figure of the Western as a genreeéndture is usually considered to be James
Fenimore Cooper (cp Bagh 2002:28), whbeatherstockingeries were published between 1823-
1841 but set in the mid to Iate”leentury. The main character of the series wasyNRttmppo, a
trapper and hunter known variously as Hawkeye, Slager and Leatherstocking. It is interesting
that even in these early days of the genre anaaegjrain was present in Cooper's writing (French
2005:82), a mourning for a lost wilderness and whlffe pushed aside by an encroaching society.
This nostalgia for the frontier as a place and tpegpetually between two states - between desert

and garden, wilderness and civilization — is a tamtly recurring theme in the Western.

Another feature of the Leatherstocking books thas v be found in much of later literature and

cinema was the way in which Native Americans wegicted. They are divided into distinctly
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good and bad Indians, a dichotomy that is foundughout the genre, even as recentl{pasces

with Wolveq1990). Bad Indians are shown to be murderousgesvand unyieldingly hostile
towards the Whites. Good Indians on the other lmadisually depicted as noble savages, civilized
to some degree (as defined by European/Americawlatds) and stoically resigned to their role as
The Vanishing Americans (Buscombe 2006:141). Ing@os most famous nov&he Last of the
Mohicansthe bad Indians are exemplified by Magua and tleeldyy Leatherstocking's friend
Chingachgook and his son Uncas. Likewis®ances with Wolvesn spite of its reputation as a

progressive Western, the sympathetic Sioux stasthirk contrast with the fearsome Pawnees.

Cooper was followed by many more writers settirgjrttories on the frontier. Apart from serious
literary endeavours there were also the wildly papdime novels that later inspired many B-
Westerns. They also helped individuals such as BiilldHickock, Buffalo Bill and Jesse James

gain fame and notoriety. (Buscombe 1988:19f)

In the latter part of the focentury Bret Harte wrote stories of a more docuaréam leaning,
combined with a touch of sentimentality foreshadaytihe film of John Ford (von Bagh 2002:28).
But one of the most important literary contribusdio the genre was Owen Wistérfse Virginian
(1902), which predicted the centrality of the cowlotaracter in films from the silent era onward.
And the story itself was adapted to the screemabyen of times (Buscombe 1988:240).

Aside from literature, the Western tradition wasoaihfluenced by other art forms, notably the stage
plays and Wild West shows. There were many popléys in the late 19th and early 20th centuries
set in the West, some of them drawing huge crowdzrbviding visual spectacles. There were
action oriented plays that would stage such elaba®t pieces like “horse-riding, gunfights, fires

and even train crashes”. (Buscombe 1988:20)

Landscape photography and paintings had alreadplesied the look of the Western terrain in the
minds of Eastern Americans and Europeans by thegti 19" century. And painters like
Frederic Remington and Charles Russell, who focusae on people and animals caught in
motion, were part of setting the conventions of lcmwboys, Indians, horses and cattle were

visually represented. (Buscombe 1988:20)
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2.3 History of Western Cinema

Due to this wealth of artistic and folkloric tradit established well before its advent, it is hardl
surprising that cinema showed an interest in Wasteom its earliest beginnings. As Buscombe
(1988:21) puts it; “by the time cinema was readpedborn, a repertoire of available forms and
formats” had already been fashioned. Kitses (1868d. .Kitses & Rickman 1998:62) posits that

this “complex inheritance meant that from the outise Western could be many things”.

It is an oft repeated, albeit oft contested, fattbat Edwin S. PorterBhe Great Train Robberig

the first Western ever made (Buscombe 1988:22) fiféidNesterns were shot in the Eastern US,
but from 1907 onwards the success of the Selig emylp Colorado based productions encouraged
film-makers to venture West (Buscombe 1995, inketses & Rickman 1998:115).

Audiences responded well to the authentic locaténsit soon became a big selling point, giving
the American production companies an important exlge their European competitors in the
Western genre (Buscombe 1995, in ed. Kitses & Rarkmil998:116). So successful were they, that
access to appropriate locations, and an abunddmmevboys and ranch hands suitable for work as
extras and trick riders, was one of the reasongrib@uction companies came to be centred in
California, and for a long time the steady marketre of the series Westerns was the bedrock of
Hollywood (Buscombe 1988:35).

As mentioned in chapter 2.1 genres develop thrausgries of film cycles aimed at making money,
the types of films that do well enough will contento be made while others will not. Sporadically
producers will decide to experiment with the foreyudnd if these attempts pay off it will either

spawn a new cycle or become a part of the regatandla.

It was this form of cinematic Darwinism that shapleel Western in its early years. There were some
films starring Native Americans, but they did nastl There was a cycle of films set in Mexico and
starring Mexicans, but that was also not to be.Westerns with all Black casts were not much

more successful. Nor did Westerns focusing on raadare well in the long run.
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One of the first strike gold was Gilbert Andersamo decided to adapt a bret hartesque story by
Peter Kyne to the screen in 1910. In it he play&bad Badman who mends his ways in order to
help a sick child. One of the outcomes of the fijpepularity was that Anderson ended up making
nearly 500 one- and two-reelers directing and gamthe charact&roncho Billy(Hitt

1990:180f). Other consequences were the inducfitimed‘cowboy as rolling stone” into the
permanent set of Western characters, as it wasrstmie an ideal guise for series heroes
(Buscombe 1988:25).

By 1920 Anderson had already been sidelined byraydes and developments; the Western had
found its more mature facet and feature lengthsfibmad become the norm (Buscombe 1988:25).
The next big star whose influence on the genrestfibe felt was William S. Hart, who was born

at the close of the Civil War and was thus perdgmr@@nnected to era the Westerns depicted. In the
films he directed and starred in between 1914-1B2%ndeavoured to show a more authentic West
than the antics of Broncho Billy and his ilk cowlonvey (Buscombe 1988:348f).

Hart was another Good Badman, often playing araautvho in the end is redeemed by the love of
a good woman. Thus he enforced the position oftyipie of character in the genre, but also added
his own variation. The men he played were seriogsraature, always prepared to shoulder
whatever burden was placed on them, and he wascarngor of such stars as John Wayne and
Randolph Scott. His films tended to have a sensmsfalgia, perhaps understandable in the works
of someone who had experienced the time of thdiéofirst hand, but this wistfulness became an

enduring element of the genre. (von Bagh 2009:23ff)

As the 20's came to an end the transition to secanded some upheaval in the production of
Westerns. The genre relied heavily on outdoor lonatand shots with lots of movement and the

new equipment was simply not suitable for thes@@sgs (cp Cook 1990:275-278).

This temporary lull in production turned in to acedde long slump as the pressure of exerted by the
depression took its toll. Series Westerns contirtaduk fairly secure investments, but A-Westerns
were considered too risky, which wasn't helpedvy éxpensive failures right at the start of the
30's;The Big TrailandCimarron (Buscombe 1988:41, 43). As a result only 5 % of\dkterns
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produced between 1930 and 1941 were A-featuresc(uise 1988:39).

The year 1939 brought about a change in this efaiffairs, as it saw the release of the hugely
successfuStagecoach, Destry Rides AgaindJesse Jame&/ore triumphs in the Western arena
followed already the next year with films liHdne WesterneandWestern Union(Bazin 1955, in
ed. Kitses & Rickman 1998:49)

Andre Bazin speculated in his 1955 essay The Ewonlutf the Western that this renewed interest in
the genre was due to pre-war nationalism in th€ediSKitses & Rickman 1998:49). The war years
have also been associated with a general darkehith@ mood in cinema, most notable in the cycle
of noir films of this era. This trend is also foumdWesterns, that had begun “grow up” (Buscombe
1988:44).

Two of the films that exemplify this maturing oftlgenre ar@he Ox-Bow Incidentl942) andrhe
Outlaw (1940, released 1943). The former introduced sodigcism to the Western, as well as
fallible heroes who are not immune to the corruptmfluence of an iniquitous community. It
centres around a lynching that may or may not béfigd, and it has some commonalities with
courtroom dramadshe Outlavs contribution to the genre was simply an ovestieism.
(Buscombe 1988:42ff)

Many films in the 40's attempted to portray chagestvith greater psychological depth, which was
connected to a Freudian influence also seen irr géreres at the time. This created a type of
Western that was not only more complex, but fretjydaatured heroes with complexes. Troubled
characters of this variety became more and morevamin the 50's, all be it in a subdued form.
(see von Bagh 2009:179, Buscombe 1988:44)

Not everyone welcomed these new developments. ABdzéen, writing in1955, felt that the new
Westerns of the 50's were overreaching themseheearding to him the films he dubbed
“superwesterns” were too focused on aestheticsalsiguolitics etc, that is to say, things that do n
fall within the remit of the traditional Westerred, Kitses & Rickman 1998:51)
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For many others the 50's are the pinnacle of aehewts in the genre, and it is considered the last

decade of the Western's golden age. It was alisoeafor even greater changes.

One such change signalled by the 50's was in tlyeNaéive American's were represented, not a
thorough sea change but a noticeable improvemeand tie lessBroken Arrow(1954) by Delmer
Daves is invariably mentioned as the first pro-amdiilm since the silent era, and after it found
success others followed along similar lines. Toaalenn viewer these films may not seem very

progressive, but at the time they caused quite.g\&tn Bagh 2009:250ff)

The 50's also saw the demise of the B-Westerneaith considered to be the last series Western
was released in 1954. Television Westerns quiakdk their place to an extent, and briefly
dominated the ratings in the US. But even the Aféfasbegan to lose its audience by the end of
the decade; their percentage of all films madeatiysood sank from 27% in 1953 to 9% in 1963.
(Buscombe 1988:46-48)

While the Westerns decreased in number the elegiac that had been present in the genre since
before the advent of cinema, became more noticeBlbdhas such as John Ford'se Man Who Shot
Liberty Valancg1962) not only conveyed a faint impression o$ thistfulness, but centred the

story around the passing of the old West. But, themold guard of Western stars all passed the age
of sixty during the 60's, a decade of social uphkawmd the birth of a new youth culture. So it is
perhaps not surprising that the genre was lossngréviously dedicated following and the makers

were not exactly on the cutting edge of modern life

Which is not to say that the Western just laid damd died. With the changing winds of the 60's
also came a shift towards revisionism, where bo¢hhistory of the US and the past of the genre
itself was put under questioning. Much of this feed on the way Native Americans had been
treated, but many such films managed to seem nmir@stablishment than pro-Indian. This is
surely fitting for a time of counter culture andiamar agitation, but it did once again leave Nativ

Americans as mere plot devices just as surelyeshihd been as whooping savages.
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The Western of the 60's was also more internatitvaad it had previously been. With both
American and Italian films being inspired by Jaman&amurai films, and the Italian Westerns in
turn inspiring American Westerns, the genre waarbjeno longer tied to the culture of a specific
time and place. And, while this development hastehe decline of the traditional Westerns, it did

reinvigorate the genre through new variations grues. (Buscombe 1988:48ff)

But the draw of the Western had definitely weaker8mience Fiction offered new and exciting
frontiers and a new type of action film offered mantense and, often literally, more explosive
thrills, so Western continued to wane. By the eeghthere were only a handful of new releases per
year, and many declared the Western dead.

While the genre is undeniably diminished from isrg days, it is not the first time the death ksell
have been rung for the Western. Already in 19)eax after the Western had attained a 21 %
market share, one industry journalist declaredytivee played out (Buscombe 1988:24). Such

pronouncements been made periodically ever simekyet the Western survives.

The Western will surely never again be a pillaHoflywood the way it once was, but following the
critically well received and very profitable hitsthe early 1990'dDances with Wolveand
Unforgiven the industry's faith in the genre was sufficigmédstored to finance the occasional film.
And even in the ZELcentury some directors have been roused to tiy thed at adding to the

frontier saga.

2.4 History of violence in the Western

Ever since the 1890s violence in cinema has bderlyadebated issue (Slocum in ed. Slocum,
2001:5). By the time the Hays Office was formed @22 American film-makers and distributors
had already faced a number of attempts at cengoshil the Supreme Court had passed a ruling
declaring that films were not protected as freeespédy the First Amendment of the American
constitution (Cook, 1990:229).

17



Initially the Hays Office (officially the MPPDA -he Motion Picture Producers and Distributors of
America) was a self-regulatory trade organizatlaat bnly provided guidelines for the content of
films and the conduct of their stars. But afteeidified criticism following the addition of soutwl
cinema, and a cycle of very popular gangster filitns,“draconian” Production Code came into
effect in 1934 and remained in effect until the rBidls. (Cook 1990:229 and 298n)

As many of the provisions of the Code were conadrmigh depictions of violence, its influence on
Westerns was considerable. It was not until a s@fieindermining court rulings between 1952-
1958, most notably films were declared as free cdipebat these restrictions were discarded and
eventually replaced by an age related ratings sy8te1968 (Cook 1990:535n). This means that
throughout the three decades widely referred tha@¥Vestern's golden age, 1939-1959, the
stringent restrictions of the Code marked the dgwalent of the genre.

As Henry Bacon writes, “violence is often used @&eiatral narrative element. It is the force that
launches the events of the story, determines thtehpists, solves the problems that arise and
releases tensions [set up during the story]” (2019). This is a very accurate description of the
functions of violence in Westerns. So much sa, Wi@dence may in fact not be a central element of
them, but the defining one. And as such any regtnis placed on this element of the films will
unavoidably restrict the ability of film-makersutlize the Western genre framework to its full

potential.

Devin McKinney, referenced by Bacon (2010:120nyjd#s violence into to variants; strong and
weak. Strong violence encompasses acts that avendiooccause severe, if not necessarily realistic
damage, whereas weak acts of violence does néy stalw the consequences of the acts and thus
does not invoke very strong emotional responsesomBaosits that weak violence may “exploit a

fantasy of invulnerability” (2010:121).

Due to the restrictions of the Production Code woald expect pre '60s Westerns to utilize these
variants of violence differently than later exansptd the genre. Certainly the lack of blood in olde
Westerns is rather conspicuous to modern viewetszdompletely in line with a strict reverence for
the integrity of the human body written into thedédBacon 2010:129).
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A change came in the late '60s with films |Bennie and Clyd¢1967) and Sam Peckinpah's
WesternThe Wild Bunclf{1969). These films, and the many derivative waheg followed them,
ushered in a new style and attitude of depictirdevice. As Cook puts it the directors of these two
films “insisted for the first time in American cima that the human body is made of real flesh and
blood”. (Cook 1990:884)

As the genre had always had a preoccupation witlence, and as producers were already aware of
the success of Italian Sergio Leone's brutal také/esterns, the frontier showcased in the '70s was
considerably bloodier than that of previous decadésle violence had rarely been shown in
classical Hollywood movies, and instead left far Hpectator to imagine (Rothman in ed. Slocum,

2001:40), from the late '60s onward it was dwelaad revelled in.

This change was spurred on by the kind of audieesgonses the new films were met with. In test
viewings The Wild Bunch was negatively receivedabput 60% of audiences, but of the 20% who
enjoyed the film a majority were of the highly sbugfter segment of 17-25 year old viewers
(Bacon 2010:133). In the hopes of cashing in ortréred the studios churned out cycles of ultra
violent Westerns, horror films and films of the naetion genre, the latter slowly pushing aside
Westerns. The result of the proliferation of actiibms only served to amplify the vogue for violent
films. As Marsha Kinder points out about the “hypelent” films of the '90sPulp Fiction(1994)
andNatural Born Killers(1994), “they show that violence has become symmus with action,
making its antonym not peace but boredom” (in éoci8n, 2001:77).

2.4.1 Function of Violence in Western

A common narrative device in films, and ubiquitausVesterns, is to justify any acts of violence
perpetrated by the characters signified as 'gogd'gand thus justify set piece action sequenges, b
making sure the audience is on their side. As H8agon puts it (2010:121) film-makers like to
appeal to a more primal sense of justice, onethigaspectators can safely indulge in through films.

This is in line with the ways that Bacon posits e most typically used to justify violence in
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narratives; revenge, punishment, restoring a judtlawful state, and resorting to violence as a
means to prevent a greater evil (Bacon 2010:145 .these actions that are the source of cathartic

release at the climax of the films, that resolveg dramatic conflicts set up by the story.

Robert Warshow, writing in 1954, described somthefgenre conventions that governed how the
inevitable violent resolution would come aboutohder to appeal to audiences the Western hero
must be seen to be “on the side of justice andrgrdeen though ,according to Warshow, fighting
for these things is not really what he is for. Ratle fights for honour simply for the sake of
fighting for it because that is all he exists #hich is why he follows the rules of combat eveit if

means prolonging the conflict and seemingly rigirlg. (ed. Kitses & Rickman 1998:38)

Naturally, by following rules like never shootinigst and always facing one's opponents eye to eye,
the narratives of Westerns can stretch some duiteptots into 90 minute features without needing
any other explanation than the character of the.Héris pattern may later have been one of the
reasons behind the decline of the genre once afiltios began to gain popularity, as this new genre
with equally thin plots often provided audienceshwihe thrills of gunfights and explosions right
from the opening scenes. Later Westerns tried nopete of course, but is a Western still a Western
if it doesn't follow the typical pattern of buildjrup tension through conflict and making the

audience wait for the violent climax?

3 The Films

TheTin Sar

Director Anthony Mann has been considered oneefltrectors responsible for changing the
Western into a more serious genre with adult themes less of an idealized stage for epic heroism.
His films have been labelled demythologizing, mircthe vein ofThe Ox-Bow IncidenfThe
GunfighterandHigh Noon (Cook 1990:511ff)

Mann made several Westerns during the 1950s, juite@verge of the changes that would hit the
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genre in the following two decades, one of whiclihe Tin Stafrom 1957. It tells the story of
bounty hunter Morgan Hickman, played by Henry Fondao rides into a frontier town and helps a
fledgling sheriff called Ben Owens, played by AntlgdPerkins, take control of both his life and the
unruly elements of the town. He also takes up wittidowed mother by the name of Nona
Mayfield, played by Betsy Palmer, who is ostracibgdhe rest of the town because of her half

Native American son Kip.

Unforgiven

In contrast to Mann's film, which is still firmlytaaditional Western in spite of elements considere
modern at the time of its releasdnforgivenis very much a revisionist Western. Directed binCl
Eastwood and released in 1992, it is brutal ankkmtpand takes a very iconoclastic approach to the

Western hero.

Unforgiventells the story of Will Munny, played by Eastwoadthief and killer who has seemingly
been reformed by the influence of his wife. At thert of the film his wife has already passed away
and he is left looking after his two children os biwn, and unsuccessfully keeping pigs. Once he is
approached by the young Schofield Kid, played bsndaNoolvett, who needs a partner for a paid
killing, he slowly turns back into his old self. &itwo men are joined by Munny's old friend Ned

Logan, played by Morgan Freeman, who has also giyelnis old criminal ways years before.

The two cowboys with a price on their heads ardétygof mutilating a prostitute in the dismal little
town of Big Whiskey, which is run by an autocratleeriff known as Little Bill Daggett, played by
Gene Hackman. Little Bill dislikes bounty huntenmsdagunslingers and is prepared to resort to

torture to run them out of town.

3.1 Analysis

Beginnings
There is an established convention for how Westeegin; with a lone cowboy riding through the
wilderness. As Robert Warshow wrote in his esBag Westernein 1954 Westerns are “an art form

for connoisseurs, where the spectator deriveslaaspre from the appreciation of minor variations
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within the working out of a pre-established ord@d. Kitses & Rickman 1998:42). This means that
any deviation from conventions has a meaning. Wthideopening of The Tin Star clearly conforms
to tradition as we are treated to a montage of tdaxk on his horse, riding through rocky hills, the

opening of Unforgiven is static.

Unforgiven begins with a wide shot of a small hotis#t forms a silhouette against the warm glow
of a sunset. There is also a swing set, indicdtiagchildren live there, and on the right sidehaf
frame we see a man digging next to a tree. The@nelas is toiling like this becomes clear as text

begins to scroll up across the screen.

In just two short paragraphs we are told that \atliMunny is a known murderer and thief, “a man
of notoriously vicious and intemperate dispositicaid that his wife has died. It is her grave that
Munny is digging. This is a very economic way dbiming the viewers of relevant background
information, that could have required more than exene had it come up in the course of dialogue

for instance.

To viewers who are familiar with the genre's coni@rs the description of Munny still leaves room
for the assumption that he might be a “good badmafigure that has been common in Westerns
since the silent era. This assumption will evemyuad challenged throughout the film and

ultimately shattered.

Unlike the traditional Western hero Munny is shawrbe still, he has put down roots and settles
down. This is already a marked reversal of tradjteind the exact opposite of the opening of The
Tin Star. In the latter Hickman rides from the wifdess into a town, packhorse in tow, very much
the traditional Western hero. And, of course, Hdfopnda was a traditional Western hero as he had
been acting one in multiple films since the 30ss Ih light of his established screen persona that
the close up of a lifeless hand of a corpse wrappedsheet on his packhorse just a couple of
minutes into the film tells us we should be on m&s. Hickman clearly is not a squeaky clean

lawman.

As Hickman enters the town, no exact location de damentioned as is common in Westerns, the
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nondiegetic music changes from a light, summeliyteria an ominous warning. The people of the
town gather round and follow him, someone rundda ghe mayor. It is obvious that dead bodies
are not an every day sight in this well establistos¢h, they have grown and developed to a stage

of civilized community that will not allow uncheatteriolence.

As if to make things easier for the concerned eitizHickman heads straight for the sheriff's office
where he finds a the young Ben Owens practisingihgihis pistols in an ostentatious manner. In
the 50's it was very common to pair an older skarfFonda with a young actor like Anthony
Perkins because, even though the old guard of Wissteere still attracting audiences they were
already well into middle-age, and the decade thattbe release of films likRebel without a

Causeneeded to appeal to a younger crowd with youniges.s

This first interaction of the two leading men ldlge ground for their teacher-pupil relationship.
While Owens is young and inexperienced Hickmanresaay a seasoned killer, and while Owens
tries to appear like a tough gunslinger, Hickmast js what he is and has no need for posing and

doing fancy tricks.

What follows next is a confrontation with the tosvmayor and other dignitaries, who view bounty
hunters as mere murderers. It was during the Fasthunty hunters began to feature in Westerns as
good guys, when previously they had been decidadlied by their morally dubious profession.
Thus Hickman is a character that gains depth aratrariguous position due to the era in which the

film was made.

The questionable morals of working as a bounty éate very much to the fore in the scene in the
sheriff's office. The town's leaders question Hiekr's right to kill a man for money, but he instead
places the blame on the people who put up a retedrdgin with and suggests that extrajudicial
actors such as himself are still needed on thei&oantil the formal system of upholding the lasv i
fully established. Again, this is very common indMans; a hero who exists on the boundary

between wilderness and civilization.

The scene in question also sets the stage forothfiat between Bart Bogardus, a local hothead
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who happens to be the cousin of the man Hickmarkiied. It is soon made clear that there
already exists some tension between Bogardus areh§was Bogardus is vying for the position of

sheriff in order to dispense justice to his ownatage and convenience.

In Unforgiven the opening scene of Munny diggingrave cuts to a rainy night in Big Whiskey
two years later, and the act of violence that setee events of the film. Unlike in The Tin Staew
know exactly where we are and when, as a title tedlit is 1880 and that Big Whiskey is in
Wyoming, and this kind of specificity is probably attempt at greater realism. The dismal little
town itself is a fine example of the genre's cotieenthat any white settlement consisting of more

than two buildings can be designated a town, arsiiels a cradle of civilization.

Big Whiskey consists of two short rows of housesiig each other, and on the night in question
the only signs of life seem to come from the hetdtion where a number of prostitutes are
conducting their business upstairs. They are impéed by the cries for help of one of their own,
Delilah, who is attacked by two cowboys. One acteads to a reaction, Delilah insults one of the
cowboys by laughing at his penis, he cuts her ¥ate a knife, Skinny, the owner of the saloon,

stops them at gunpoint and sheriff Little Bill &lled.

That is when the chain breaks, or rather an achdititoop is added to it. Because Little Bill decde
not to whip the perpetrators after all, but instestely fines them in the form of five horses that
are to be handed over to Skinny who is effectitké/owner of Delilah and considered the real
injured party. But in Westerns, and the frontiextisupposedly portray, an act of violence must be
followed by another act of violence. So the prostis take matters into their own hands and put up
a reward of a thousand dollars for anyone who HKikkstwo cowboys. Little Bill is a man who does
not normally shy away from using violence, but¢fi®ice to avoid it in this one situation is what

sets off a chain of events that culminate in eveaigr violence and his own death.

The towns in the two films exist in different stag# civilization, or the process of turning the
wilderness into a garden. While the town in The Siar has developed past the time when men like
Bogardus could be in charge, Big Whiskey has altbev@ery similar man to elect himself sheriff

because they do still seem to need his brand téntigustice. It is his failure to fulfil this rolas

24



dispenser of violence that in the end gets hine#tjlbecause he fails to find a civilized yet just

punishment that would adequately replace the whippi

In The Tin Star the more civilized way of meeting fustice, in the form of imprisonment or lawful
hangings, has failed because the law has failedrng in the man that Hickman has then killed.
But the town does not thank him for it, insteadhld to leave as soon as he has received his
reward, he is turned away from the hotel and ttwrironted by Bogardus who turns him away

from the livery stables he runs.

Violence and the Other

However, at the stables Hickman happens upon Kig,itais through Hickman's interactions with
the boy and his mother that The Tin Star show{f itsde a posBroken Arrom\Western. The way

in which Bogardus refers to Kip's “kind” is intertd® mark him as a bad person, whereas
Hickman's uncomplicated attitude towards the pbsoeial outcasts is meant to reinforce the
audience's assumption that he is a good badmaroHigrsations with Nona Mayfield also serve
as a convenient exposition of his past; like WillidMunny he has been widowed, but unlike Munny

he has also lost his child and therefore has ngttariie him to his past save his memories.

In a similar way to Bogardus' racism, Little Billssmissive attitude towards the prostitutes of Big
Whiskey marks him as someone the audience is eeghétdislike. His decision to treat Skinny as
the aggrieved party, as he is Delilah's pimp, casitavery well with many viewers. When
challenged by a prostitute called Strawberry Alieences Fisher), he belittles the violence the two
cowboys have committed because he sees them abkwioaking boys who was foolish” and not
“given to wickedness in a regular way”, at whichmd\lice interjects - “like whores”. Justice does
not serve everyone equally on the frontier, as e¢m by the violence that women in Unforgiven
and Native Americans in The Tin Star are subjettednd by the attitudes other characters have to

their plight.
Youth and inexperience

The Tin Star and Unforgiven both feature pairinfgaung and older actors, Perkins and Fonda in
the former and Woolvett and Eastwood in the latted in both films their relationships are used to

contrast the ambitions of youth and the settledneadf middle age. This is not an uncommon
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element of Westerns, but the two films analysee luise different variations on the idea.

Unlike the rootless bounty hunter Hickman, Will Mynhas both a home and a family, and it is in
this context we are first shown him up close. Hense for all the world like any hapless pig farmer,
trying to make sure his two children are fed amdhad, but it is made clear that he is not doing

very well.

An opportunity to improve his circumstances arriirethe form of the Schofield Kid, the nephew

of an old associate. He does not ride slowly fromdistance like Alan Ladd fBhane but appears
abruptly and out of nowhere at the side of Munpygspen just in time to see the haggard man
clamber up from the dung his fallen into. In smitdeing on horseback the Kid is only shown

static, again breaking the genre's traditions ofsshg the characters moving through the landscape.
When the Kid asks Munny if he is the man he is logkor, we find out, through Munny's denial,
that he might have a past worth hiding from. Thigiipretation is lent more credence when the Kid

starts to list the crimes committed by the mandeks - murders and theft.

In the subsequent dialogue between the two meHKitheecounts his uncle's description of Munny
in more depth. Perhaps viewers ought to be warffedbsignating Munny the hero of the film by
the description “meanest god-damned son of a hiigk”, but his assurances of being “cured” of
his old ways by the influence of his departed gii# leave the 'good badman' option open. The
fact that the emphasis of the Kid's propositioarighe mutilation of a woman as the reason behind
it, as opposed to the money, also serves to gant as honourable men. Or, at the very least, more
honourable than Little Bill perhaps. It is worthtimg though, that injuries suffered by Delilah are
greatly exaggerated in the Kid's retelling, asatgmmetry of violence — facial scarring versus two
murders — may not be sufficiently plausible motivatotherwise. The exaggeration of Delilah's
wounds functions in the story as a reason forwltepotential killers to delude themselves into
thinking they are in the right, but in the ploalso functions as a way to delude the audience into

thinking they are watching two ultimately good men.

The Kid is portrayed as a poser right from thetstar claiming to be a Kkiller, by his general

demeanour and especially by his patently ridiculiakname, The Schofield Kid “on account of
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[his] Schofield model Smith&Wesson pistol”. But,spite of obviously seeing right through the
Kid's tough guy facade, Munny is interested indpportunity to make some money. That much is
clear from the way he is shown wistfully gazingeatihe Kid, as he rides off towards the horizon.
In these shots, about 13 minutes into the filmrahe finally a hint of movement. But even nowsit i
contrasted with shots of Munny, having once agakqu himself off the ground in the pig pen,

standing still and literally enclosed.

Once Munny gets out his gun to see if he canlstith target it is evident that he is woefully ofit
practice. But after failing with a pistol he tries)d succeeds, with rifle, and we begin to see
glimpses of the killer in him. Before he rides attee Kid he is still shown as unfitting for therpa
of a Western hero, as he initially fails to eveha@ehis horse. More than his bumbling attempts to
get on the horse, the audience ought to pay aitetdgiwhat he tells his children is the reason
behind the horse's reluctance to let him get irstaille. He blames the horse's behaviour on
himself, saying it is retribution for “the sins [piis] youth” when he was given to mistreatment of
animals, and as anyone who is familiar with thergéimows, true Western heroes do not mistreat

their horses.

While the ambitions of the Kid draw Munny away frdms settled life, the ambitions of Owens in
The Tin Star draw Hickman into the town and itaaff. Of course, the characters and their
motivations are very different. Owens is a tradiéib respectable Western character, a man who just
wants to be able to do 'what a man's gotta doil bmiearns how to do that he pretends he already
knows, making him just as much a poser as the Kidritrying to seem like a ruthless criminal.

The difference between their motivations is onéhefthings that make both films products of their

times.

The Kid is merely interested in personal gain aoibrnety, not an ambition that will benefit the
process of civilizing the Wild West. Owens, on ttker hand, wants to become sheriff and serve
his community. While he may be motivated to somemxby the social status that would come
with the job, his ambitions still align with the enall ambitions of American settlement in the West,
i.e. the gradual shift from lawless wilderness tmdern towns and then cities. This is the legend of
the frontier that is reiterated over and over agaWesterns, and while many heroes in the genre

can never truly be part of civilized communitieslzast would mean shedding their guise of frontier
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hero, they nonetheless facilitate the process.Hagkis such a hero, one who lives just at the edge
of community and civilization, but cannot be ofiimeHis part is instead to help Owens make sure

that progress marches on.

Confrontations

The parts they are to play are outlined in the seés®equence Hickman and Owens encounter each
other. It is preceded by a dialogue between Owedshis girlfriend Milly, in which he makes clear
that he will persist in his chosen career in spfther fears for his safety. It transpires thatfaéner
was the previous sheriff and that he was shot deatie job, giving her good cause to worry and
adding to the death toll in the story world of fie. The town's doctor chimes in at this pointhwvit

a rather heavy handed comment about not evading msponsibilities, meaning that, as a man,
Owens cannot turn his back on the town that neepmd sheriff and that, as woman, his Milly
cannot turn her back on the man who needs a goatawolt is quite obvious that in this world
facing and perpetrating violence are masculineeduiimed at paving the way for civilization, and

having babies and making a man happy are feminitiesd

Once Hickman enters the office talk turns to thener's affidavit confirming that Hickman has
indeed killed the right man and that there is rasom to suspect him of killing him unjustly. As
they are filling in the reward claim, the sight asainds of a decidedly unjust killing interrupts
them. A man runs out of the saloon across thetstrakis repeatedly shot in the back, and they

immediately know the shooter is Bogardus.

The confrontation between Owens and Bogardus gedtm a way stereotypically associated with
Westerns, they face each other on the street, teadtaw. Owens is shown as the underdog,
through a shot with Bogardus in the foregroundin@@away from the camera. Due to the low
camera angle and lack of light from behind himdhiape is tall and dark and dominates the frame,

whereas Owens appears small in contrast as heagh@® his opponent.

At first the onlookers outside the saloon withdifa@m Bogardus in fear of a shoot-out, but they
remain in the doorway as it becomes apparent tieasheriff is not in charge and not even a threat.

The shots of Bogardus are still from a lower angleile the shots of Owens are from a slightly
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downward angle. The moment Bogardus tells Owertsnaome close enough, the other stops, a
clear sign of weakness. The dialogue reveals ibtitrvwas a “half-breed”, and through his racism
Bogardus portrayal as a bad guy is reinforced.tblotention that no good guy in a traditional
Western would shoot a man in the back. Another sfgdwen's weaker position is the fact that he
feels the need to draw first, but the ultimateuialon his part is that he then lowers his pistoiciv

means that Hickman has to step in to save him \Bogrardus covertly draws his weapon.

Afterwards Hickman advises Owens on everythingideandong, chiefly that pinning a star on his
chest to begin with was the biggest mistake hedcbal’e made. At the end of the dialogue it is
revealed that Hickman himself used to be a sheudfftinuing the steady trickle of background

information designed to make him seem more and syrgathetic.

Haunted Pasts

In contrast, in Unforgiven, the more the audie@@s about Munny's past, the less likeable he
becomes. Generally in Westerns, and in other gesceses where the protagonist is reunited with
an old friend help the audience to warm up to thiemn that is not the case for the meeting between

Munny and his old partner Ned Logan.

When Ned does not warm up to Munny's suggestiamefmore killing, and protests that the old
days are long gone, it is somewhat disconcertingainder just what those old days entailed. It is
suggested in the dialogue that their mutual pastdes murdering people for money, and Munny
even uses the promise of the reward as motivatiohléd to join him now. He does not respond to
this, though, so just like the Kid, Munny triesaffer the injuries sustained by Delilah as a valid
motive for killing the two cowboys. It is tellindpat he exaggerates the injuries even more than the
Kid did, and is obviously trying to psych himseifs partner and the viewers up to the inevitable
violent punishment. Ned points out that Munny womtd be going after the cowboys if his wife
was still alive, which hints at the possibility thee has not really been cured of his violent watys

all, but is just concealing that side of himself.

Regardless of Ned's claims that he is no longerHik old self, he eventually agrees to go along.

There is a shot of the moment he begins to chaisgmind in which the camera tracks backward in

29



front of Logan as he walks through a doorway infftume, and as the camera simultaneously tilts
upward a rifle mounted on the wall above the deaevealed. His proud statement that he “can still

knock the eye out of a bird flying” does not supgos purported change of personality.

As the pair of old-timers camp for the night antl @ehance to talk more, it seems less and less
likely that Munny is going to turn out to be a 'gbguy. He reiterates his claims of having been
completely altered by his wife, cured of drinkingdeother vices, but immediately contradicts
himself by emphasising how quickly he had turneHiltong when he needed money. As if to

remind viewers what kind of man he is, he follows by confessing to Ned that he is still troubled
by the memory of a man he shot through the head/iyears earlier, without any reason beyond
being drunk. As he recalls, even the members obldisrew used to be scared of him, and based on

his descriptions of his past they had good caue toary.

Little Bill and English Bob

Munny and his two associates are not the firstigatdrs to arrive in Big Whiskey, that short lived
advantage belongs to a Briton going by the namdignBob (Richard Harris) and his sycophantic
travelling companion Mr Beauchamp (Saul Rubinekje Teputation of English Bob precedes him,
but the thing he seems to be known for is “workimgthe railroad, shooting Chinamen”, which
hardly sounds heroic. He is, however, not someaség as a killer, in spite of his pretence of
upper class status, he is the real deal like Musingut, unlike Munny he not only has no regrets,

he is more than happy to aggrandize and explondisriety.

Already on the train to Wyoming he is shown to heeacellent shot with a fearsome reputation, but
as soon as he is confronted by Little Bill Daggettl his deputies he stops in his tracks, his accent
falters and he suddenly becomes very apologetiatahe revolver he is carrying, when a few
moments earlier he had openly and gleefully flodtedtown's ban on firearms. It is not a case of
two men squaring up against each other, like irctdrontation between Bogardus and Owens in

The Tin Star, instead Little Bill has English Balr®unded with no chance of defending himself.

While the Owens merely took Bogardus' guns inte &akping and left it at that, Little Bill decides

to make an example of English Bob. As a warningtter gunslingers hoping to claim the reward,
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he beats up English Bob in the street in full viglveveryone in town. As an ominous piece of
nondiegetic music begins to play it is plain towées that he is taking the punishment too far, the
expressions on the faces of the onlookers teh@same thing. But unlike in The Tin Star, no one
would dream of questioning the authority of théiesff. From the dialogue between Little Bill and
English Bob it also becomes apparent that theyeshdnit of history, and that Little Bill has not

always used a tin star as an excuse to indulgédient impulses.

Lessons

Upon finding out that Hickman is not just a bouhtynter but also a former sheriff, he becomes
convinced that Hickman would be an ideal mentdrelp him prepare for his next confrontation
with Bogardus. They begin with a shooting lessdiong time staple in Westerns where being

proficient with a gun is a mark of masculinity aadlulthood. An as befitting an initiation ritual of

sorts, the lesson Hickman gives Owens is about thaire just hitting marks.

Hickman underscores the importance of confidenameaty, having the confidence to end a fight
with one shot. When Owens protests that he doewawot to kill anyone Hickman responds by
saying that “a decent man doesn't want to kill,ibybu're gonna shoot, you shoot to kill”, which
pretty much encapsulates the ethos of a lot of ogviieroes. Before being interrupted by two men
riding by, Hickman tells his protégé about the imoce of taking one's time before firing a shot,
because that split second can mean the differegteeebn life and death. The two men who ride
past them are the McGaffey brothers, Zeke and Bd, will later be behind the murder that the plot

turns on.

Interestingly, Little Bill repeats Hickman's adviaknost exactly, while giving a very different kind

of shooting lesson to Mr Beauchamp in his jail.itAsirns out, Beauchamp is a writer, who has
lately been working as English Bob's biographes. lboks about the “Duke of Death” seem like
nothing more than dime novels, and one would asghataneans that he agrees with the sentiment
made famous by the journalists in John Foftie Man Who Shot Liberty Valan(#62) — when

the legend becomes fact, print the legend. But tvedeears Little Bill's more accurate retelling of
one of English Bob's 'heroic' exploits, it is evitléhat he is sickened by his complicity in turnang

cold blooded murderer into some kind of idol foupg boys.
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The lessons taught by Little Bill are starkly diffat to those of the well meaning Hickman. His aim
is not really to impart any great knowledge, busitaultaneously impress and humiliate. And
Beauchamp is suitably impressed and cowed, anddbrigbb is humiliated and broken. In fact, the
writer is so impressed that the next day, when iEBnddob is put on a coach out of town, he decides
to remain in Big Whiskey and become Little Bill®grapher instead. One of the more important
messages the makers of the film seem to want teesspupon their audience is the frame of mind
that a killer must have in order to kill. By hangdia loaded revolver to Beauchamp during their
lesson about shooting, and telling him to take magint at his chest, Little Bill gives Beauchamp a
concrete demonstration in how hard it would benfiany to become killers. The visibly shaken
writer cannot even find it in him to aim the weagdriittle Bill. But how does this reflect on
characters like Munny, who we know has repeatedti himed and fired upon other human
beings?

Despite the presence of an eager, young tougleifotim of the Kid, neither Munny nor Ned are
prompted to teach him any skills. And as it trarespthat the Kid is in fact severely short-sighted
the use of giving him lessons would be questiondtie weak vision does explain his need for a

partner, though, and gives some of his posturibig af depth.

Transformations

As mentioned earlier, the true natures of both Musmd Hickman are gradually disclosed as the
respective films progress., but the charactersldpva effectively opposite directions. While
Hickman opens up to the other characters to reweat about how he has become the cynical and
mercenary man he was at the start of the film, Mimpast is by others around him, through his

denials and avoidances that speak louder than wandsinadvertently through his own slips.

When the three prospective killers approach thentofnBig Whiskey, a rainstorm strikes. Munny's
old habits come briefly to the fore as he losegdnsper and swears at his horse, something he had
solemnly told his children he no longer did. He sle8ll refuse Ned's offer of whiskey to warm him
up, and later once they've found their way to SKmealoon he stays seated in the bar while his

partners avail themselves of the services of SteamylAlice and the other women.
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Munny's steadfastness results in a rapidly risavgf, and what is worse, a severe beating
administered by Little Bill. Throughout the savdmting the sheriff lectures Beauchamp about
why he punishing Munny in this way, which makeslé@ar that he violence is for display at least as
much as it is a tool to uphold the law. As for Mynhis attempts to return to his dubious glory days
has landed him on his hands and knees once agdie, @awls out into the rainy street. Little Bill
then sets off upstairs to threaten and questiowtmen. When Alice tells him he just beat up an
innocent man his response is tells us a lot abgutibws on laws and justice in what he considers
'his' town - “Innocent? Innocent of what?”

This is the first real blow to the Kids admiratiohMunny as a dangerous killer. He cannot fathom
why Munny didn't draw his gun even in the face exerIming odds. Later his image of Munny
finally shatters, when he and Ned are taking catheoinjured man. Munny babbles incoherently in
his fevered state, describing horrific visionslo# people he has killed over the years. “Don't tell
my kids none of the things I've done” he asks of,Nan understandable last request for a man like
him to make. To the Kid it just doesn't make sesse&e he still thinks being a notorious Killer is

something to aspire to and brag about.

Young sheriff Owens also has his moments of daubgn Doc McCord suggests Hickman may
have lied about having been a sheriff. Unlike Murtigkman is only nominally evasive and
discloses the truth of his past. It turns out he mat been hardened by violence, but by the harsh
treatment he received from his community when hfe and child were dying. Just as the truth has
come out, and Hickman has been paid his rewardsarmdy turn his back on community once
more, a coach that has been held up careens totradberiff's office. The gathering crowd soon
finds out that a coach driver has been shot ateblkiand that one of the two thieves has been

injured. A posse is sent out to track the killéngt, they are unsuccessful.

Turning points

The shooting of the coach driver sets off a newrchhviolent events, but it is not really the aft
violence that functions as the turning point of piat that leads to the climax. Nor is the inevitgab

shooting of the two cowboys in Unforgiven the masicial killing in that film.
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The consequence of the stagecoach hold up is taM2Cord is asked to tend to the wounds of
the Zeke McGaffey, and immediately realises thehens must be the two men everyone is looking
for. The thanks he gets for saving Zeke's lif@ibé shot by older brother Ed as he is on his way

back to town.

It has been well established in several sceneiaiMcCord is very well liked and respected in
the town. The outrage following his death is sagthat Owens has no chance of controlling the
large posse intent on retaliation. In an almogralsingly convenient plot device Owens discovers
that Doc has written down the details of his vigithe McGalffey brothers' ranch in his notebook,

that the audience has been made aware of in aecotiphrlier scenes.

The unruly mob that forms the posse becomes evea bloodthirsty when the mayor agrees to put
up a monetary reward for anyone who brings in tle&kffeys, dead or alive. This is blatantly
hypocritical in view of his attitude to Hickman @ the beginning of the film, hinting at a more
relativist take on violence. Owens once more adsk&rklan for help, but he refuses to be deputised.
It is not until he finds out that Kip has riddeneafthe posse that he is forced to use his taéngs
tracker to help the Owens and the town.

In Unforgiven Munny recovers over a few days arehth is time to do what they came to Big
Whiskey to do. They scout out the ranch where tveboys work, find a place to lie in wait and
then they hit. But there is no glory or glamour @bibie killing. During the first murder Ned shoots
the horse of one of the cowboys, cannot bring himsehoot the man after all, so Munny takes the
shot instead. While they have both been sayingtliegt have changed and “aren't like that no

more”, it seems that only Ned really has lost thiditg to murder.

Shocked by what he has done and participated id,déeides to ride home, but is caught by some
ranch hands before a posse has even been sebinawtare of this Munny and the Kid go on to kill

the second cowboy.

It is quite possibly one of the least glamorousenoic killings the genre has seen. The morbid

eagerness with which the Kid looks forward to shapainother man, Munny's lack of emotion, and
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the setting, an outhouse, are not the stuff ofldgeAfter hiding near the outhouse through the
night they finally see the man they are lookingdatering it. The Kid rushes over, and after a few

seconds of hesitation he shoots the cowboy thmeestiand then they make their getaway.

What Munny and the Kid don't know is that whileytheve waiting for their chance to kill the
cowboy, Little Bill has been torturing Ned to deattthe jail. It is his death that brings about the

climax of the film and peels off the final layeriunny's pretence of being reformed.

Resolutions

In The Tin Star the final resolution is not reacldil both the McGaffeys and Bogardus have been
dealt with. When Bogardus takes control of the pp&wens knows that he must find the brothers
first if he is to take them alive. Bogardus' idégustice is to burn down the McGaffey ranch, and

Owens wants nothing to do with it.

At the same time Hickman is tracking Kip, who happ&o follow the McGaffeys' dog that leads
him to the cave where they are hiding. As a reQulens and Hickman end up following the same
tracks and their different attitudes clash. Owershes to take them in alive and give them a fair
trial whereas Hickman is mostly concerned with diral unnecessary heroics and staying alive,

while preferably also collecting the reward.

This is connected to the Western's function as imy#presentation of American history,
specifically the history of civilizing the frontiemd making it safe for more than just the cowboys.
The film never really presents Bogardus and histiymob as a plausible option, the town has
demonstrably passed that stage already. But thestélia question of just how far it will develdip.
might stall at the stage represented by HickmamnaKilling is still an unfortunate necessity. Or it

might, and of course audiences know that it wilbvea forward to match the vision Owens has.

For a moment it seems like Owens' way is doomédditabecause how does one fight violence
with principles alone. Despite continuing to ref@eens' offers of a deputy's badge, but

acquiesces to using his wits instead of his si#le& marksman, and manages to take the McGaffeys
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alive. Which is a victory for civilized communityd for Hickman's character development, but still

leaves Bogardus.

By the time Bogardus and his posse ride back oumtthe sheriff already has the McGaffeys in
custody. Seeing as how he has failed in captuhiagtiminals, Bogardus instead resolves to make
sure that their punishment is to the liking of famd his “white man's jury”. The McGaffeys have
some Indian blood, which is not obvious but hasibmentioned in a previous scene, and Bogardus

is eager enough to have already bought some rope.

In the end Hickman is the only one who will stamkinto Owen, even agreeing to wear a badge. He
does not need to do anything to help his frienaeveéher, because thanks to his lessons Owens is

now ready to take in Bogardus.

The two men square up to each other in a repetitidgheir confrontation in the first half of the
film, except that this time Owens is portrayed mgqual opponent. And this time he does not draw
first, but still ends the fight with one shot, piry that he has mastered the code and the skills of

the Western hero.

In the final scene everything is neatly wrappedwifh Hickman, Nona and Kip forming a new
family together, Owens a fully fledged sheriff addly a dutiful girlfriend and future wife. As
Hickman says to Owens: “You got nothing more tadedaybe | learned from you, a man can't
run away from his job. (...) I'll find me a town thateds a sheriff.” And then he and his new family
ride out of town with townsfolk shouting friendlgrewells in an atmosphere completely opposite

to that of the first two scenes.

In the world of The Tin Star, violence used in tight way, by the right people and for the right
reasons will lead to success in both relationshigscareers on both the personal and societal level
It is as if making the frontier safe for women,ldhén and democracy is simply a matter of

removing one bad apple, in this case Bogarduswdnade towns can be fundamentally altered.

The resolution of Unforgiven offers no such eassveers, and violence merely begets more
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violence. There is no pride or honour at stakis, jiist a matter of killing the other guy before he

kills you.

The Schofield Kid, after all his bragging and postg, has finally found out what it is really like
kill someone, and has already sought comfort frdmotde of whiskey while he and Munny wait for
their reward. Munny is decidedly nonplussed byekperience, the only difference to the old days

seems to be that this time he was sober.

They talk about the experience of killing while Miy's eyes follow a woman approaching on
horseback. It is the first honest conversationweehave had and the Kid even admits to never
having killed anyone before and cannot handle kngwhat he is the reason that someone is never
going to breath again. “It's a hell of a thingJikij a man. You take away all he's got and all he's
ever gonna have.” says Munny. He understands wik&id is going through but doesn't seem to

experience any of those emotions himself, anddbigbtful whether he ever has.

It is not until the women reaches them and theit diacussing how to divide the money that they
find out what has happened to Ned. The womanttedis) his body has been propped up in front of
the saloon, with a sign marking him as a killerr #e first time Munny seems affected by the
events of the plot, when previously he has onlyregkemotionally connected to events in his past.
Ned has been killed because of the murders conthbiteMunny and the Kid, and the realisation of
his part in his friend's death is what finally drsvMunny to drink again.

As we see Munny fall right back into his old perslity we finally find out just what the

description “known murderer and thief” in the begirg of the film was referring to. The women
recounts what Ned has told Little Bill and the ethender torture; that his partner is William
Munny, who in '69 dynamited a train, killing womand children, and who was going to come and
punish Little Bill for what he was doing. As thedience is told of Munny's true identity, so is the
Kid, and his disillusionment with killing is compée “l ain't like you, Will", he says and refuseis h
share of the reward and lets Munny take his piStoé world of Unforgiven is very different to that
of The Tin Star. The men in this film are not redea with happy relationships or successful

careers.
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When Munny steps inside Skinny's bar his transféionaack into a cold blooded killer is
complete. He does not fear walking in among a rodhof enemies, and the reactions of Little Bill
and the others to the sight of him betrays their t& him. And they are right to be scared, because
Munny does not operate by anything like a cowbayec&Vhen he opens fire it is upon an unarmed
man. When Little Bill accuses him of cowardice hesgof it, Munny simply retorts that the man

should have armed himself before decorating a saldth one of Munny's friends.

After the bloodbath that follows, five men, incladiLittle Bill, lay dead or dying, but Munny is
unscathed. The rest of the uninjured leave volilptdéut Beauchamp lingers. He has finally seen
the kind of gunfight he has only written about efand cannot help but be intrigued by a man
who is a genuine killer. After seeing Little Bilefkat and humiliate English Bob he has now seen
Little Bill defeated in turn. There is somethingpabthe way he looks at Munny, and the questions
he asks him, that makes one wonder if he is plantarry to sell the character of Munny as a dime
novel hero too.

The penultimate words of Little Bill are the beveléd statement, “I don't deserve this, to die like
this”. To which Munny replies that “deserve's gotmng to do with it”, before shooting him in the
head. This is the same kind of thinking that LiBié himself has exercised when assuming

everyone must be guilty of something.

As Munny rides out of Big Whiskey he warns its iblants that if they don't bury Ned properly, or
if they ever cut or otherwise harm the prostitdbes he will return and kill everyone. While
Munny has removed the despotic Little Bill, he has put anything in his place, so there is no
progression of civilization to hope for. At bess tiireat of returning could frighten the people of

Big Whiskey to behave themselves.

Unforgiven and The Tin Star echo some of the sdramés, most noticeably the notion that a man
cannot hide his true nature any more than a leogamdutrun its spots. Whereas Hickman's true
nature is that of a thoroughly decent guy, Muniryie nature is that of a sociopathic, indiscrimgnat

killer. Where the films decidedly diverge is in ithéepictions of community, and of how the
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protagonists relate to them. While the charactefie Tin Star all come to contentedly accept the
responsibilities they have to each other, in Urife@g no one seems to get anything without taking
it from someone else by force or cunning. The @ealgse of community to be found in Big Whiskey

would appear to exist among the prostitutes.

Unforgiven closes on the same shot it opened withide shot of Munny's home and the tree that
shelters his wife's grave. Now the scrolling tetistus that he and his children have moved away,
possibly to San Francisco, where Munny may havegened in dry goods. Following the scene in
which he is shown to be a psychopathic killer #titempt at realism and historical specificity is

somewhat more disconcerting. It is hardly surpgsimat for most of the history of the Western the
films have portrayed men like Hickman and Owenthasuilders of America, rather than men like

Munny.

4 DISCUSSION AND CONCLUSION

Looking back at the hypotheses stated in thedhapter of this thesis, | would say they are mostly
supported by the what | have gleaned from the fiMislence certainly is integral to the genre,
although | could not confidently claim that it iglafining element any more than in many other

genres.

The films | have viewed for this work do satisfadioexemplify the importance of violence in
Western narratives, as | have found that in bdtihsfiacts of violence serve as plot devices and they
are used as part of characterization as well agjtofy character development. This also applies to
the characters' attitudes to violence, which ateonty used to convey information about individual
characters but also the culture they live in. Whilest Westerns are located on the frontier during
the latter half of the fcentury, that still leaves room for a lot of véiga regarding specific stages
of the communities' development and levels of mta As an illustration of this the town in The

Tin Star is manifestly at a more advanced stagavidization than Big Whiskey in Unforgiven,
necessitating different approaches to violent iithaks on the part of the lawmen in the respective

communities. Due to the differences the lawmen gelves are also afforded different levels of
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autonomy, which is why Owens has to worry abounhdp@ilected as the permanent sheriff while

Little Bill is free to run Big Whiskey how he plezs

Stylistically the depictions of violence in The Tatar and Unforgiven differ greatly, which is to be
expected as one was made before the final dissnlofithe Production Code and the other more
than two decades after. In Unforgiven the violeisgeortrayed ostensibly realistically, and the
severity and ubiquity of it is almost excessivetythl. The Tin Star, in contrast, only shows attlig
trickle of blood in a couple of scenes, neithewbich involve anyone actually dying. The deaths in
the film are all quick and painless, often partiymnolly off screen, completely unlike the deathis o

the cowboys in Unforgiven.

In The Tin Star the morality of the cowboy ethosti#l alive and well, and there is some distinctly
50s' community and family centred ideology at pldgforgiven on the other hand seems devoid of
any ideology or moral guidelines, in spite of conpdating both in the course of the story. | would
say that the influence of action films is readilggent in the latter, and should one wish to view i
as a mere example of violent entertainment thataveurely be possible. Something the two films
do have in common is the structure that compelsitheer to stick around until the end of the film
for the promised pay-off of violent resolutionsheit with different connotations. When the
Bogardus gets his comeuppance at the end of Th8t@imthe audience can join in with the sense
of achievement Owens feels, but the absence @&aa bero-villain dynamic in Unforgiven makes
the audience's demand for a violent climax ratlhestjonable, as their support makes them
complicit. It is as though we, the audience, aeeBrauchamp character, we reserve the right to be
horrified by violence, but are still more than wif to allow ourselves to be fascinated by it and

glorify it in culture.

Unfortunately, where the limitations of this thele&come an obstacle to drawing any generalized
conclusions. One could not possibly conclude froatclwing two films that no revisionist Westerns
have any ideological motivations, or moral conwintiBut one can perhaps venture a guess that
they have a greater moral ambiguity than theiriti@thlist counterparts, because revisionism in the
genre means not only questioning the conventiotisadftional Westerns, but also the version of
America's past that has been become legend thitigditeration in countless films, and there can

be no moral certainty in combination with histoligaccurate realism.
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One question that the comparison of these two filasraised for me, in relation to realism and
historicity, is whether it would have been possiibleAmericans to mythologize their past in
Westerns if the Production Code had not requiratiiiolence be portrayed in such a sanitized way.
If the violence committed in the course of thelbirg of their nation, towards their own and
towards Native Americans, had been depicted igaty reality, would Americans have been so

ready to claim those legends as facts?

Perhaps this discord between realism and myth jstraditional and revisionist Westerns treat
their characters in such different ways. For instathe Hickman and Munny characters are both
seemingly of the Good Badman type, a charactettsbeen part of Western lore since the silent
era, but only one of them follows the expected sewf development of such an archetype. While
Hickman is maligned in the beginning of the filmaamurderer, he reveals himself to be a man of

honour, but Munny fails to live up to the expeaas formed be Western convention.

Although, one could say that none of the charadteesther film really develop at all, they are
merely stripped of their masked and revealed fov tey have really been all along. Hickman was
really an honourable man all along, Munny was yealtold hearted killer all along, as revealed
through his aptitude for killing, and similarly tisehofield Kid was never really a killer, he just

needed to kill someone for that to be revealed.

It is through the final realisations of Ned and Kid that Unforgiven shows a lighter, more hopeful
side. Ned says he is not really a killer, and psa¥wt by not being able to shoot a man. The Kid
pretends to be a killer, but experiences an epipbgrthe end and so we know he will not turn out

to be another Munny.
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