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NO LAW
DEADWOOD AND THE STATE

MARK L. BERRETTINI

Deadwood’s final episode of season 3 opens
with a monologue from theatre operator Jack
Langrishe (Brian Cox), a relative newcomer to
the camp of Deadwood. Shown in a wide shot
that spotlights him on the dark stage of his
nascent theatre, Langrishe ostensibly speaks
to one of his companions, the actress Claudia
(Cynthia Ettinger), shown in one medium
reverse-shot. Yet Langrishe also speaks and
performs beyond the theatre to the residents
of Deadwood and to the program’s viewers
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extradiagetically as he sums up the tense state
of affairs within the camp:

This camp is in mortal danger. The man
Hearst is a murderous engine. My friend
Swearengen, aware their combat is unequal,
feels the appeal of the gory finish. Others
I've just come to know stand candidates in
the elections whose results they know may
be moot. What, one is disposed to ask, in
fuck ought a theatre man to do?!

Langrishe rightly summarizes season 3 as
a period dominated by the presence of the
mining magnate George Hearst (Gerald
McRaney), a ruthless, extremely wealthy man
who first appears in Deadwood at the end
of season 2 in “Boy-the-Earth-Talks-To,” an
episode that is named after Hearst’s “Indian
name.”? Hearst is bent on what he names
“consolidating purposes” within the camp, and
his stated goal is to own all of the mine claims
in the area and to make the camp into a com-
pany town.> As Langrishe notes, his friend Al
Swearengen (lan McShane) and other camp
dwellers actively oppose Hearst’s attempts at
consolidation, through the electoral process,
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the press, economic development within the
camp, camp gossip, and violence.

In this article I examine the opposition to
Hearst that Langrishe articulates and situate
it within the program as a condition of the
camp that develops throughout the three com-
plete seasons of Deadwood.* In seasons 2 and
3, Hearst’s consolidation is represented as the
work of an outsider and is seen as an interest
that will diminish or annihilate the existing
personal interests of camp dwellers. I consider
how the tension between outsider consolida-
tion and the “insider maintenance” of the
camp is represented throughout the program,
especially in relation to law and order and as
a struggle over the role of the camp within the
formation of the State.’

My thinking about the State and the
related concepts of ideology and subjectivity is
informed by Louis Althusser’s well-known for-
mulation of subjectivity and of the State.® For
Althusser, the repressive and the ideological
apparatuses that constitute the State operate
in concert to produce subjects: “you and I are
always already subjects, and as such constantly
practice the rituals of ideological recognition,
which guarantee for us that we are indeed con-
crete, individual, distinguishable and (natu-
rally) irreplaceable subjects.”” The problematic
element of this process that Althusser attempts
to address is that for the State, we are replace-
able as subjects through the process of interpel-
lation:

all ideology hails or interpellates concrete
individuals as concrete subjects, . . . ideology
“acts” or “functions” in such a way that it
“recruits” subjects among the individuals (it
recruits them all), or “transforms” the indi-
viduals into subjects (it transforms them all)
by the very precise operation which I have
called interpellation or hailing, and which
can be imagined along the lines of the most
commonplace everyday police (or other)
hailing: “Hey, you there!”8

I propose that in Deadwood, we might view the
attempted resistance to consolidation as an

attempted resistance to interpellation and to
the production of subjects. The strategies and
tactics that Langrishe outlines—combat and
elections—might function as “anti-interpella-
tion” even though these strategies and tactics
also function within the formation of the
State as repressive and ideological apparatuses,
respectively. As depicted within Deadwood,
anti-interpellation might lead to the creation
of an alternative State (or an alternative to the
State) and is the “rallying cry” of two charac-
ters: the camp cofounder, Gem Saloon owner,
and crime boss Al Swearengen (mentioned by
Langrishe), and the former Montana marshal,
new hardware store owner, and reluctant sher-
iff Seth Bullock (Timothy Olyphant).

Langrishe’s estimation of the situation
within the camp is correct, but it is more accu-
rate to note that Swearengen’s and Bullock’s
opposition to consolidation and anti-interpel-
lation techniques actually precede Hearst’s and
Langrishe’s arrivals within the camp during
seasons 2 and 3, respectively.” For Bullock and
Swearengen, interpellation and consolidation
run up against their financial and personal
interests within the camp. In Althusser’s terms,
Bullock’s and Swearengen’s actions indicate
that they believe that they are concrete indi-
viduals and that their transformation into sub-
jects will demolish their interests within the
camp. As pioneers, Bullock and Swearengen
oppose any outside elements that threaten
their interests, of which Hearst is the most
recent and most potent example.l°

To better understand Swearengen’s and
Bullock’s characters, I first sketch out the
representation of Deadwood the camp’s his-
torical status—what HBO and the program’s
creators refer to as “the real Deadwood.” |
then discuss how Deadwood, as a Western,
situates Swearengen’s and Bullock’s pioneer-
ing spirit in relation to ideologies of law and
order and as anti-interpellation. The program
represents cooperation between Bullock and
Swearengen as the vanguard of the camp’s
opposition to consolidation and its attempts
to enter the United States in a manner that
will, for instance, maintain the individual



property rights that exist in the camp (a claim
that overlooks the camp’s illegal status within
designated American Indian land). Finally, I
will return to Hearst to offer a brief conclusion
about consolidation as it relates to the estab-
lishment of the State.

THE CAMP: REPRESENTING “THE REAL
DEADWOOD”

In “The Real Deadwood” documentary
included on Deadwood, the Complete First
Season DVD collection, series creator David
Milch says:

Deadwood was a place created by a series
of accidents. A kind of original sin—the
appropriation of what belonged to one
people by another people—was enacted
with no pretense at all. . . . They were an
outlaw community, and they knew it. . . .
Not only was there an absence of law, there
was a premium on the continued absence of
law. Economic forces organized the settle-
ment.!!

Milch’s sense that “economic forces organized
the settlement” explains much about his repre-
sentational vision of the camp for the program,
as does his sense that the “original sin [of the]
outlaw community” was the open theft of
land. As many critics have noted, Deadwood’s
mise-en-scéne is best described as extremely
dark, with the camp itself defined by the large
amounts of mud, blood, and human and non-
human animal excretions that fill its cramped
streets. With this visual palette in place, the
program’s “dark” narrative focus is upon the
1876 establishment of an illegal gold mining
camp of non-American Indians—whites of vari-
ous ethnic backgrounds, with some African
Americans, Mexicans, and Chinese—in the
Black Hills. In fiction and in history, the
camp is a territorial violation of the 1868 Fort
Laramie Treaty between the U.S. government
and the Sioux Nation, also known as the
related Lakota, Dakota, and Nakota tribes. The
treaty created the Great Sioux Reservation
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and associated lands, and stipulated “that no
white person or persons shall be permitted
to settle upon or occupy any portion of . . .
Indian Territory; or without the consent of the
Indians, first had and obtained, to pass through
the same.”!? The gold-seeking territorial viola-
tion—Milch’s economic forces and appropria-
tion of what belonged to one people—is the
result of widely publicized claims of large gold
strikes in the Black Hills, an area virtually at
the center of the treaty territory and sacred to
the tribes.

Before Milch’s vision of the camp is shown
in the program, however, viewers hear about
the camp’s existence within a conversation
that opens the program’s first episode. The
episode opens at night in “Montana Territory,
May 1876” outside a jail (the territorial loca-
tion and the date are shown in a subtitle).
The camera cuts from a wide, panning shot
of building exteriors and an empty street to
the interior of a jail where Bullock, in his first
appearance, is shown writing in what view-
ers learn is a journal. Almost as soon as the
scene opens, the only prisoner (James Parks)
in the jail, shown behind bars across the room
from Bullock, starts a conversation about
traveling to Deadwood. Extreme chiaroscuro
lighting and a shot/reverse-shot pattern depict
the conversation, during which viewers learn
that Bullock is the marshal in this part of the
Montana Territory, but only for a few more
hours. He plans to leave his post and travel to
Deadwood to open a hardware store with Star,
his current law-enforcement partner. After this
aspect of Bullock’s character is established,
the prisoner, shown in a close-up, says, “No
law at all in Deadwood. Is that true?” Bullock
responds with the fragment “being on Indian
land.”

The prisoner then suggests that Bullock
free him so that they might travel together to
Deadwood and rob “two scores” that the pris-
oner knows about on the road to the camp, a
request that Bullock denies. Soon after, a lynch
mob arrives outside the jail and forces Bullock
to make a unilateral decision: he hangs the
prisoner off the front porch of the jail, as he
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FIG. 1. Deadwood Camp. Courtesy of Adams Museum, Deadwood, SD. [97-119]

says, “under color of law,” before the mob can
kill him. Bullock then turns over his badge and
a letter dictated by the condemned man to a
member of the mob before he and Star immedi-
ately set out for Deadwood in a covered wagon,
guns drawn on the mob.!?

What this opening sequence establishes
about Bullock’s relationship to the law and
about the camp’s legal status is vital to the
program’s development. The camp is a space

where jailer and jailed might become partners
or where a sheriff might overlook the past
crimes of his condemned prisoner. Also, the
camp is a locale that attracts both criminal
and law enforcer with prospects for a better
future, even if for Bullock the law enforcer, this
future is created within an illegal context. For
Bullock, it seems that in this sequence and in
the program the ideology and the enforcement
of the law is contextual. With no law at all



and without the State, Bullock will function
as a hardware store owner in the future, but
before that time within his current territorial
and professional boundaries, he will function
as a Montana marshal until all of his duties are
fulfilled because he believes in the spirit and in
the force of the law.

It is from this characterization of Bullock
and this introduction of the unseen camp
that the program fades to black and then fades
from black into shots of a wagon train in the
hills outside Deadwood, a location and time
indicated by the subtitle “The Black Hills, July
1876.” In a series of shots, a stalled wagon train
is shown in the hills above the camp, before a
wide shot of the wagon train pans right to an
eventual stop on the first image of the camp,
shown in the valley below.* This wide shot
then cuts to shots of Bullock driving a wagon
into the camp and completes the story event
that has been introduced in the Montana
sequence.!’

The date and the location of this new
sequence closely follow Custer’s defeat at Little
Bighorn on June 24, 1876, an event that is men-
tioned by Swearengen and others in season 1
as the challenging background for the current
status of the camp and for questions about its
future. Will the U.S. government break the
Fort Laramie Treaty to allow white settlement
within a new treaty? Will the federal govern-
ment uphold the Fort Laramie Treaty and once
again throw out all non-American Indians?
(This is, as Swearengen notes later in the pro-
gram, the second attempt at a camp; the U.S.
Army removed Swearengen and others from the
first encampment.) Will the tribes themselves
drive out the non-American Indians? These
questions are answered historically in favor of
the white settlers, but the program uses them
to create a kind of narrative suspense over its
three seasons and to offer even more questions
about the (fictional) camp and its inhabitants.
What will happen to the camp’s inhabitants in
light of the very real sense that the camp will
be disbanded or will be taken over by outsiders?
Swearengen, Bullock, and others might want to
chart their own futures in Deadwood to avoid
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the economic forces and the consolidation
that define the territorial United States, but
how will this happen? Will no law at all aid or
deter their goals? In the program, Swearengen’s
and Bullock’s words and actions indicate that
they surmise that the continuation of no
law at all as a foundational ideology for the
camp is unlikely. Since organized economic
forces cannot pass up the gold and therefore
cannot allow the camp to remain outside the
State with unending lawlessness, Bullock and
Swearengen’s shared anticipatory fears focus on
how the arrival of the law—or more precisely,
the State in the form of the United States—
will impact their personal economic interests.
What complicates Swearengen’s and Bullock’s
fears about the arrival of law or of the State is
that while they share an opposition to outside
influence and consolidation, they are opposed
to each other in ideological terms, according
to Western genre convention and by virtue of
their subject positions as a crime boss and as a
former law enforcer.

THE WESTERN AND THE COMPLICATION OF
LAW AND ORDER

The classical Western representation of the
“inevitable” settling of the frontier and the tri-
umph of law and order over criminality are two
generic conventions of the Western that are
alluded to within Deadwood. In ““The Horse
Doesn’t Get a Credit’: The Foregrounding
of Generic Syntax in Deadwood’s Opening
Credits,” Amanda Klein writes:

[Deadwood’s] opening sequence . . . effi-
ciently establishes the central syntax of the
Western genre, namely the archetypal strug-
gle between civilization and savagery. . . .
[TlThe Western . . . revolves around a binary
opposition [between] the establishment
of law, order, and democratic regulation
in order to build a stable society [and] the
anarchy, independence, and freedom associ-
ated with America’s frontier days. . . . [T]he
Western resolves its central conflict through
the violent elimination of one side of this
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binary, [and] it is almost always the savage
side of the conflict, typically embodied
in the character(s) of an outlaw, a hostile
Indian tribe, or an entire depraved com-
munity, which must be eliminated in order
to make way for the establishment of social
order.16

The elimination of the savage side and the
establishment of social order clearly motivate
Bullock within his Montana introduction,
a sequence which, like the opening credits
sequence analyzed by Klein, suggests what
might develop within the program: Bullock
becomes a “town tamer” sheriff in the camp
and vanquishes Swearengen and his minions.
This type of character arc also seems possible
because Bullock is introduced within in the
initial position of so many classic, law-abiding
Western heroes. He is the former lawman head-
ing into or operating within outlaw territory,
but still committed to the ideals of justice.

Two clear cinematic forerunners for Bullock
are Wyatt Earp (Henry Fonda) in My Darling
Clementine and Will Kane (Gary Cooper) in
High Noon. Earp, himself a former marshal, is
introduced within My Darling Clementine by
way of his initial refusal to take up law enforce-
ment in the lawless town of Tombstone, while
Kane is introduced just as he is married and
just before he relinquishes his law enforcement
position in anticipation of leaving the town
that he has tamed. After their introductions,
both characters quickly return to law enforce-
ment because they cannot ignore their calling
and their central participation within the
struggle for justice. Earp’s reluctance to become
a marshal in Tombstone is overcome by per-
sonal interests when his brother is murdered,
and he has to—or wants to—bring the killers
to justice, while Kane learns about the impend-
ing arrival of a gang leader that he had sent to
prison and therefore stays on as marshal despite
the protests of the townspeople.!”

Given the generic terms noted by Klein
and demonstrated in these films, it stands
to reason that Bullock’s introduction within
Deadwood indicates that his character will

develop in a fashion similar to that of Earp
and Kane. His Montana introduction and the
prospect of law coming to the camp, however,
do not motivate Bullock to take up his old
profession of law enforcement through much of
the program’s first season. Instead, the season
depicts Bullock’s hesitance to become involved
in many aspects of the camp’s civic life, the law
included, so as to focus on his personal-private
business. As such, the topic of law enforce-
ment in relation to Bullock remains spectral
throughout most of the season until a crucial
conversation between Bullock and Swearengen
occurs in episode 11 of season 1.18

This conversation scene takes place in
Swearengen’s office above the Gem Saloon,
with Bullock killing time so that Star can have
consensual sex with prostitute Trixie (Paula
Malcolmson) in their hardware store. When
he arrives at the Gem, Bullock finds that Con
Stapleton (Peter Jason), a buffoonish criminal
resident of the camp, has been sworn in as sher-
iff (Bullock does not know that Stapleton wants
the position so that he can take bribes). This
creation of and appointment to the position
of sheriff runs counter to the agreement that
Bullock, Swearengen, and other camp leaders
made when they formed the “ad hoc municipal
organization,” which was formed in “No Other
Sons or Daughters,” episode 9, season 1.1 Tom
Nuttall (Leon Rippy), another saloon operator
and broker of the sheriff deal, tells Bullock that
the position was “reconsidered as inevitable,” so
Bullock goes upstairs to Swearengen’s office to
register his displeasure. Before Bullock arrives
in the office, the program cuts to Swearengen,
who stands on his outdoor balcony surveying
the camp, his standard location within the
program. In this instance, Swearengen watches
the increasingly deteriorating Reverend Smith
(Ray McKinnon), who most likely has a brain
tumor and has progressing dementia, as the
reverend looks at the genitals of an oxen team
and preaches about circumcision and the trans-
gression of the law. After Swearengen returns to
the interior of his office, Bullock enters and asks,
“Why’d you let Stapleton have a badge?” The
question reveals that he knows the sheriff deal is
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FIG. 2. Seth Bullock (Timothy Olyphant), Sheriff of Deadwood, with Al Swearengen (Ian McShane), owner of the
Gem Saloon. From Deadwood, season 3, episode 30, “A Rich Find.” Courtesy of Home Box Office, Inc. (HBO).
Photo by Doug Hyun/HBO.

the result of Swearengen’s actions, not one made
by the municipal organization. Swearengen
calms Bullock by stating that it is a “ceremonial
position” to comfort Nuttall, but Bullock notes
Stapleton “ain’t right for the camp” and that
he will not make the camp safe for women
and children (Bullock has made plans to bring
his wife and child to Deadwood). He sums up,
“That job shouldn’t go to a shitheel,” to which
Swearengen retorts, “Oh, where my feelings
would be it should go to a shitheel as it’s shit-
heel work.” After Bullock answers, “It doesn’t
have to be,” Swearengen half-mockingly
says, “No? Mr. Bullock, would you sit down a
second? [ want to tell you something about the
law. Please.”

Swearengen ushers Bullock to a chair near
his desk, shown in a medium two shot that
remains as Swearengen details two related mat-
ters. The first is a recap about the formation

of the municipal organization, but the second
matter is about a side deal of sorts that Bullock
does not know about: Swearengen has agreed
to pay Magistrate Claggett a personal bribe
of $5,000 in order to suppress an arrest war-
rant for Swearengen on murder charges. The
warrant has arrived in Yankton from Chicago
(the magistrate is Yankton’s “representa-
tive” to Deadwood), and Swearengen readily
admits that he killed a Chicago police officer
just before he set out for Deadwood. Having
followed through on the deal, Swearengen
reports that Claggett has not kept up his end
of the bribe and now demands more money.
Swearengen concludes, “I give you the law,” as
the program cuts from the medium two shot of
Bullock and Swearengen to a shot/reverse-shot
pattern of close-ups of them, which starts with
a shot of Bullock’s response: “It doesn’t have to
be like that.” Swearengen’s demeanor changes
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at this remark, as he squints at Bullock and
becomes serious: “Now, if you were fucking
sheriff, and you said ‘do this, do that, I'd con-
sider it ’cuz you’re not a fucking whore.” Bullock
begs off with a claim of “personal responsibili-
ties,” but Swearengen persists, “I'd follow your
career 'cuz you're one of those pains-in-the-balls
who thinks the law can be honest.” Bullock
again says he doesn’t want the position, and as
he leaves the office, Swearengen says that he
thinks Bullock would “be alright as sheriff.”2°

The sheriff conversation between Bullock
and Swearengen is their eighth meeting in
season 1, including meetings that have involved
Star and/or other characters, such as the for-
mation of the municipal organization. These
previous meetings have anticipated the sheriff
conversation since questions about law enforce-
ment within the camp previously have been
raised and since the meetings have traced a
gradual détente that develops between Bullock
and Swearengen. Crucial to this development
is their fifth meeting, their first quasi-congenial
interaction since they don’t threaten each
other, during which Bullock and Swearengen
discuss a possible new federal treaty with the
American Indians that will replace the Fort
Laramie Treaty to make the Black Hills a part
of U.S. territory. Bullock remarks that “before
you know it, we’ll have law here and every other
fucking thing,” while Swearengen suggests that
the two of them will need to “paddle in the
same direction” to protect their established
interests.2! In addition, before Swearengen and
Bullock discuss the law and the proper role of
a sheriff, Swearengen has told others within
the camp that if the treaty comes, Bullock will
make a “perfect front man,” and he has taken
to calling Bullock “your holiness.”?* What is
not clear is why Swearengen wants to paddle
with Bullock as sheriff? Is it that Bullock will
be a good front man, so that we might interpret
Swearengen’s discussion of Bullock as sheriff to
be misdirection, or does Swearengen actually
believe in some kind of legitimate execution of
the law, which is impossible with corrupt figures
like the magistrate and Stapleton but is possible
with pains-in-the-balls such as Bullock?

The interpretation of Swearengen’s motives
is complicated in the final episode of season 1,
“Sold Under Sin,” when Bullock does become
sheriff. Before this change of heart is shown, a
scene occurs in which Swearengen refuses to
pay the additional bribe to the magistrate and
instead bribes the magistrate’s employee Silas
Adams (Titus Welliver) to slit the magistrate’s
throat during a meeting in Swearengen’s office.
Swearengen then is able to retrieve the war-
rant from the dead magistrate’s pocket after the
murder, and soon after, he and Bullock have a
follow-up meeting of sorts, again in the office
above the Gem. Bullock enters the office and
notes the bloodstain on the floor—he does not
know about the murder of the magistrate—but
mostly ignores it to instead proclaim, “I'll be
the fucking sheriff” (earlier in the episode,
Bullock has exposed Stapleton as corrupt and
has single-handedly deposed him as sheriff).?3
Swearengen supports this decision, instructs
Bullock about the placement of the sheriff star
on his chest “above the tit,” and then toasts
Bullock with “huzzah” as they drink together.
Swearengen then asks that on his way out of
the office, Bullock ignore the bloodstain that
has appeared “mysteriously” on the office floor.

The irony of the bloodstain rests not just
in the new sheriff ignoring it, but also in the
fact that it is the blood of Magistrate Claggett,
recently murdered in the space where the new
sheriff has been installed. Another irony that
we might consider is that largely personal
factors have influenced Bullock’s decision to
resume his public law enforcement career, a
decision that has the unilateral backing of
crime boss Swearengen, not the municipal
organization meant to represent the public. The
personal elements that provoke Bullock’s sense
of professional duty are not notable within the
Western (again, Bullock resembles Earp in My
Darling Clementine), but the involvement of
Swearengen in Bullock’s decision is. Unlike
other Western villains, Swearengen sanctions
Bullock as sheriff, perhaps because he wants
Bullock as a perfect front man, but also perhaps
because Swearengen recognizes the possibili-
ties of having Bullock as a legitimate sheriff.24



In his pursuit of law and order, Sheriff Bullock
will not give into corruption and might then
favor the established individuals within the
camp over outsiders. Here we do not see the
clear success of law over criminality present
in so many Westerns, but rather the operation
of law alongside criminality to resist consolida-
tion, outsiders, and interpellation. As Klein
summarizes:

Deadwood’s . . . opening credits foreground
[the] opposition between civilization and
savagery precisely because these concepts do
not appear as oppositions within the series
itself. . . . Simply put, Deadwood is different
from its televisual and even its filmic prede-
cessors because it does not work to disavow
what the viewer knows to be true—that
the differences between civilization and
savagery, which the Western labors to estab-
lish, are nonexistent. . . . Deadwood implies
not only that our present civilization was
built on a foundation of savagery, but also
that there was never a difference between
the two in the first place.?’

Over the course of its three seasons, Deadwood
offers the consistent representation that is
articulated by Klein, civilization built upon sav-
agery, but this does not mean that Swearengen
and Bullock do not have conflicts. “A Lie
Agreed Upon, Part One,” the opening episode
of season 2, depicts a savage fight between the
two men that starts in Swearengen’s office,
spills over the rail of his second-floor balcony,
and ends in the street when Swearengen stops
short of slitting Bullock’s throat, “unmanned”
by the sight of Bullock newly arrived son (Josh
Eriksson). But this is a conflict over an insult,
not over law enforcement—from his perch
on the balcony of the Gem, Swearengen sees
Bullock in the street below and “calls him
out” with a public insult about Bullock’s secret
affair with Alma Garret (at the end of season
1, while on the Gem Balcony, Swearengen lets
Bullock know that he is aware of the affair). To
maintain the personal nature of the conflict,
Bullock removes his badge and his gun before
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he attacks Swearengen, so again, Bullock’s
motivation comes from the personal, similar to
his decision to become sheriff.26 From this con-
flict, Swearengen and Bullock rather quickly
repair their relationship so that throughout
seasons 2 and 3 they might jointly oppose
Hearst.

THE MURDEROUS ENGINE AND THE
FORMATION OF THE STATE

Once Swearengen and Bullock begin to
paddle together, no law at all is no longer an
ideological element of the camp or a generic
element of the program that needs to be eradi-
cated in favor of law and order, as is suggested
by Deadwood’s opening credits, by the begin-
ning Montana sequence of its opening episode,
and by many of its Western predecessors.
Instead, no law at all is a divide for Bullock and
Swearengen to bridge in an attempt to create
a suitable socioeconomic structure within
the camp—the actual foundation that allows
a crime boss and a sheriff to work with each
other as partners. Yet this is not to suggest that
the program represents the camp as a utopia
(or a dystopia) where criminal and law enforcer
are able to work out easy agreements that avoid
violence. Since Bullock and Swearengen fear
the repressive apparatuses of the United States,
they try to avoid violence, especially in the
course of law enforcement, since such violence
might suggest the beginning of a new State
that could, for instance, challenge the author-
ity of the United States. Thus, they attempt to
lead the camp primarily through the contradic-
tory function of ideological apparatuses in the
service of anti-interpellation—the organiza-
tion and support of a municipality that at first
does not include a sheriff position; the promo-
tion of and participation in territorial elections
that are sanctioned by the United States; the
creation of a public health institution during
the smallpox outbreak; and the active partici-
pation in and support of a school, newspaper,
bank, and religious ceremonies within the
camp.Z” We might consider these practices in
Althusser’s terms, whereby Swearengen and
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Bullock attempt to avoid repressive apparatuses
by, in fact, acting as interpellated subjects:
when “subjects ‘work,’ they ‘work by them-
selves’ in the vast majority of cases, with the
exception of the ‘bad subjects’ who on occasion
provoke the intervention of one of the detach-
ments of the (repressive) State apparatus.”?®
Bullock, Swearengen, and the camp dwellers
generally function as “good” subjects (and
notably, as subjects, not individuals, since their
actions to organize the camp are social and
public), at least until their actions collide with
Hearst’s consolidation.

Hearst’s employee Francis Wolcott (Garret
Dillahunt) advances consolidation within
the camp long before Hearst himself arrives
within the camp at the end of season 2. Much
like Swearengen and Bullock, Wolcott avoids
violence when possible in order to pursue
ideological support for his economic agenda.
Wolcott purchases other miners’ claims in
the accepted financial manner of the times
and attempts to influence the public through
conversation, his “refined” appearance and
manner, and the information and rumor that
he wants placed in the newspaper.?’ When
Hearst arrives, he acts in a fashion similar to
Wolcott and begins to participate in a few
social niceties so as to appear to be a member
of the community. Hearst’s actions quickly fail,
however, because his reputation and his violent
practices elsewhere are too well known within
the camp. No one in Deadwood believes that
his arrival or his consolidation will benefit
them, and they correctly anticipate that his
agenda will involve violent conflict. When
most of the camp rejects Hearst—he appears to
tear up about this rejection in “Unauthorized
Cinnamon”—he is encouraged to live up to his
reputation and decides not only to consolidate
holdings but also to destroy the camp.3°

To advance consolidation and destruc-
tion, Hearst is backed up by the repressive
apparatuses of the State such as the army, as
well as less official repressive forces such the
Pinkertons and his unseen corporate organi-
zation throughout season 3. On his own or
through his subordinates, Hearst kills union

organizers and rivals, coerces people to sell
their holdings, threatens violence against
Bullock and Alma Garret, has unknown assail-
ants shoot at Garret while she walks in the
street, chops off one of Swearengen’s fingers
during a dispute, and finally, rigs the territo-
rial elections through Pinkerton intimidation
and through payment to federal soldiers for
votes.! The elections coincide with Hearst’s
consolidation of the major holdings within
the camp, and while the season ends before
official election results are in, the victory
looks assured enough for Hearst that he is able
to leave the camp for good.?? Just as Bullock
and Swearengen fear, Hearst’s actions (aided
by interpellation) annihilate their projects in
favor of his own interests and of the State.
Where no law at all allowed for cooperation
between criminal and lawman, it also allows
for a more elaborate and an ultimately success-
ful cooperation between the criminal Hearst
and the State. To extend Langrishe’s descrip-
tion as a conclusion, it is worth noting that if
Hearst is a murderous engine, then as such, he
is just the beginning of the train.
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