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Issue 48–2 inaugurates a new Framework feature. The journal will now carry a
war focus. How is the U.S. actually dealing with the war? There are surprising
conflicts, many made covertly apparent through media representation,
which, in at least three cases, platforms some of the country’s subconscious
stresses. This manifests in how soldiers are represented, how crushing issues—
such as torture—are approached and how practitioners in the media identify
(or don’t) their war politics. On the one hand, there is a plethora of daily
information and many questions: Does the war have a precedent or is it
unprecedented? Does it mirror Vietnam or deflect it? Is it a greed fest by a
few White House Neo Cons? Is it a banner of new American imperialism? Is
it an imperialistic Götterdämmerung? 

But what are the real underlying questions that the public is grappling
with? On the other hand, while our media, radical or conservative, is inun-
dated with opinions, critiques, biographies, narratives, documentaries, articles,
exposés, blogs and interviews, and Congress struggles with the White House
for control of the war budget, many U.S. soldiers express an estrangement from
their home country, despite unprecedented representation of their voices. An
often quoted Army perspective is, “The United States is not at war. The U.S.
Army is at war but the United States is at the mall.” Despite the frantic media
industry around the wars in Iraq and Afghanistan, there’s truth to that. What
does this mean? How is the visual media handling the subject of war, much less
contributing to its arguments or to the transformation of the war itself? 

There are many contradictions. One example is the issue of torture. Alex
Gibney’s documentary, Taxi to the Dark Side (US, 2007), investigates the tor-
ture of prisoners in Afghanistan, Iraq and Guantanamo and is one of the first
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theatrically released films to fully discuss these crimes. It sidesteps the
broader scope of torture as a battle tactic and concentrates on official culpa-
bility, on torture’s failure and on its murderous nature. Furthermore, in
spring of 2007, a Department of Defense study revealed that over 40% of
Marines and soldiers felt that torture was legitimate. It could be argued that
this in-your-face focus represents the desire for an American public to know
the truth and, in many ways, it does. But strangely, torture, of all things, plays
another role in American turmoil about the war. We seem to identify not with
the torturing aggressor (in this case, ourselves) but with the victim. Since the
incidents at the Abu Ghraib prison became public in 2004, questions of tor-
ture’s efficacy, legality and morality have swamped the debate. Little has
been resolved politically but there has been, in the last three years, an escala-
tion of torture imagery in film and TV. If the media reflects an inner U.S. cri-
sis, then torture and the frighteningly ambivalent questions that its potential
use evokes has become a psychological hole for our confusion. It appears in
films ranging from cartoons (The Incredibles, Brad Bird, US, 2004) to parodies
(Team America: World Police, Trey Parker, US, 2004) to spy thrillers (Syriana,
Stephan Gaghan, US, 2005) to horror (Saw I-III, US, 2004–6 or Hostel, Eli
Roth, US, 2005). In these and other fictionalized depictions of torture, it is an
American who is tortured not the torturer, suggesting that Americans transfer
grim ambivalence about the war into a sense of victimization. This has
heightened in the last few years. Now, popular TV shows such as 24 (US,
2001–) and Lost (US, 2004–) exploit torture as a necessary means to an end. It
regularly features on 24, as a method to save Americans and, in Lost, the writ-
ers went so far as to have an Iraqi Republican Guardsman, one of the show’s
heroes, professionally torture a mild, petite American man. But torture
revealed him to be a super-villain. That torture, of all aspects of the Iraq War,
should be so culturally appropriated is another mysterious reflection of our
inability to articulate this war and place it in context with past wars.

This issue’s dossier on War, Documentary and Iraq is a selection of papers
given at the Yale conference of the same name held on February 1–4, 2007.
The conference screened some twelve documentaries (a few from the Viet-
nam era) and experimental works, and had mixed panels of filmmakers, aca-
demics and journalists. But even here, the oddities of our war climate
emerged. One panel set up a “you and us” atmosphere, going so far as to
question the “Yale” audience’s suitability to comment on actual war experi-
ence. This tone was struck by journalist Michael M. Phillips, who was not a
soldier but simply embedded with a battalion, and this was then reinforced
by filmmaker Deborah Scranton (War Tapes, US, 2006), who had never set
foot in Iraq. Where is this identification with the field soldier coming from?
How is it that this romanticized affinity absents itself from actually comment-
ing on the war itself or, even stranger, not feeling solidarity with an anti-war
point of view? This is another anomaly of the Iraq War: some war films are
not always clear about their politics. Scranton is emblematic of this, hedging
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her film (which is composed of active duty soldiers’ personal video diaries)
and defending the soldiers as if they were under leftist attack. Why does “pro-
soldier” preclude “anti-war?” Strange days! How is it possible not to have an
opinion? This murkiness was also true for Jon Alpert and Matthew O’Neill’s
film, Baghdad ER (US, 2006), which surveyed the army Emergency Room
operations. But, in my opinion, the film was structured in such melodramatic
terms that it bordered on an army recruitment film. Yet Alpert is a renowned
leftist reporter who has covered our wars since Vietnam. 

A mini “Iraq doc” industry has emerged in the last few years and, with it,
polemics that both obscure the war and reveal it. In some sense there is so
much reportage it becomes a wall that we don’t have to really look beyond,
i.e., to where we would proactively protest the war. In another sense these
same films, especially ones such as No End in Sight (Charles Ferguson, US,
2007) and Iraq for Sale: The War Profiteers (Robert Greenwald, US, 2006) serve
as editorials, exhorting us to see the facts. With so much war footage crowd-
ing the television, movie houses, academy award shows, HBO, and YouTube
(recently banned to soldiers by the army), it’s easy to think that this is
 commonly-seen material with a particularly opinionated audience. Many
films, such as War Tapes, Baghdad ER, and Iraq for Sale (represented by their
filmmakers at the conference), are publicly known. But how well known?
And generating what viewpoint? The dossier covers some of these anomalies.
Pat Aufderheide looks at viewer statistics. Charles Musser sifts through the
myriad of war documentaries to try and form a lineage of perspective and
production. Jane Gaines looks at the notion of the image itself. Patricia Zim-
merman examines the public war forum and finds that there are many areas
full of energized discourse. 

A theme of underlying freedom or a new activity within the image also
permeates this issue. Authors Rashna Wadia Richards, Noa Steimatsky and
Laura Hinton trace a subtext of a film or an idea through small details, exam-
ining minutiae to make a wider cultural case. Richards joyfully follows the
incidental in 1930s films and argues that it makes up a classification of its
own; Steimatsky follows hidden realms in Hitchcock’s use of the facial close-
up in The Wrong Man, arguing that the face contains, in its wholeness, an inef-
fable state which counters rigid social policies; by a deconstruction of
gestures, Laura Hinton re-examines the circuitous course that a female
viewer takes to express her desire for a male star by comparing an I Love Lucy
episode to Hitchcock’s Notorious (US, 1946).

There is also a theme of the close-up as an avenue into a loose,  non-
proscribed world as explored by Steimatsky and by the great  Swedish-
American avant-garde filmmaker, Gunvor Nelson, who is represented in
another dossier. Though one is a theorist and one a practitioner, both use the
close-up to open a zone of liberation and inarticulacy. Nelson’s work was
recently given a retrospective at New York’s Museum of Modern Art (Octo-
ber, 2006), programmed by Danish expatriate Jytte Jensen. The audiences
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were thin because, unlike other filmmakers such as Stan Brakhage and Bruce
Baillie, her work is not well known. But in my estimation, Nelson is the pin-
nacle of what could be called the late-20th-Century avant-garde triumvirate:
that is Gunvor Nelson, Bruce Baillie and Stan Brakhage. Brakhage rightly
considered her work to be “more true to the intrinsic possibilities of film than
any but a few in the history of the medium.” Her films and videos, over some
forty-plus years, tap into much experimentation: animation, stop frame,
scratching or painting on film or objects, inventions with lenses, with sounds,
with interiors, with framing and with nature. Chris Holmlund, John Sund-
holm and Astrid Söderbergh Widding examine her work and try to expand
the context of her art and her place in cinema history.

—Drake Stutesman

8

Framework: The Journal of Cinema & Media 48.2

005 fm-edit 48-2 (1-8)  8/20/07  3:38 PM  Page 8



<<
  /ASCII85EncodePages false
  /AllowTransparency false
  /AutoPositionEPSFiles true
  /AutoRotatePages /All
  /Binding /Left
  /CalGrayProfile (Dot Gain 20%)
  /CalRGBProfile (sRGB IEC61966-2.1)
  /CalCMYKProfile (U.S. Web Coated \050SWOP\051 v2)
  /sRGBProfile (sRGB IEC61966-2.1)
  /CannotEmbedFontPolicy /Warning
  /CompatibilityLevel 1.4
  /CompressObjects /Tags
  /CompressPages true
  /ConvertImagesToIndexed true
  /PassThroughJPEGImages true
  /CreateJDFFile false
  /CreateJobTicket false
  /DefaultRenderingIntent /Default
  /DetectBlends true
  /DetectCurves 0.0000
  /ColorConversionStrategy /LeaveColorUnchanged
  /DoThumbnails false
  /EmbedAllFonts true
  /EmbedOpenType false
  /ParseICCProfilesInComments true
  /EmbedJobOptions true
  /DSCReportingLevel 0
  /EmitDSCWarnings false
  /EndPage -1
  /ImageMemory 1048576
  /LockDistillerParams false
  /MaxSubsetPct 100
  /Optimize true
  /OPM 1
  /ParseDSCComments true
  /ParseDSCCommentsForDocInfo true
  /PreserveCopyPage true
  /PreserveDICMYKValues true
  /PreserveEPSInfo true
  /PreserveFlatness true
  /PreserveHalftoneInfo false
  /PreserveOPIComments false
  /PreserveOverprintSettings true
  /StartPage 1
  /SubsetFonts true
  /TransferFunctionInfo /Apply
  /UCRandBGInfo /Preserve
  /UsePrologue false
  /ColorSettingsFile ()
  /AlwaysEmbed [ true
  ]
  /NeverEmbed [ true
  ]
  /AntiAliasColorImages false
  /CropColorImages true
  /ColorImageMinResolution 300
  /ColorImageMinResolutionPolicy /OK
  /DownsampleColorImages true
  /ColorImageDownsampleType /Bicubic
  /ColorImageResolution 300
  /ColorImageDepth -1
  /ColorImageMinDownsampleDepth 1
  /ColorImageDownsampleThreshold 1.50000
  /EncodeColorImages true
  /ColorImageFilter /DCTEncode
  /AutoFilterColorImages true
  /ColorImageAutoFilterStrategy /JPEG
  /ColorACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /ColorImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000ColorACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000ColorImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasGrayImages false
  /CropGrayImages true
  /GrayImageMinResolution 300
  /GrayImageMinResolutionPolicy /OK
  /DownsampleGrayImages true
  /GrayImageDownsampleType /Bicubic
  /GrayImageResolution 300
  /GrayImageDepth -1
  /GrayImageMinDownsampleDepth 2
  /GrayImageDownsampleThreshold 1.50000
  /EncodeGrayImages true
  /GrayImageFilter /DCTEncode
  /AutoFilterGrayImages true
  /GrayImageAutoFilterStrategy /JPEG
  /GrayACSImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /GrayImageDict <<
    /QFactor 0.15
    /HSamples [1 1 1 1] /VSamples [1 1 1 1]
  >>
  /JPEG2000GrayACSImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /JPEG2000GrayImageDict <<
    /TileWidth 256
    /TileHeight 256
    /Quality 30
  >>
  /AntiAliasMonoImages false
  /CropMonoImages true
  /MonoImageMinResolution 1200
  /MonoImageMinResolutionPolicy /OK
  /DownsampleMonoImages true
  /MonoImageDownsampleType /Bicubic
  /MonoImageResolution 1200
  /MonoImageDepth -1
  /MonoImageDownsampleThreshold 1.50000
  /EncodeMonoImages true
  /MonoImageFilter /CCITTFaxEncode
  /MonoImageDict <<
    /K -1
  >>
  /AllowPSXObjects false
  /CheckCompliance [
    /None
  ]
  /PDFX1aCheck false
  /PDFX3Check false
  /PDFXCompliantPDFOnly false
  /PDFXNoTrimBoxError true
  /PDFXTrimBoxToMediaBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXSetBleedBoxToMediaBox true
  /PDFXBleedBoxToTrimBoxOffset [
    0.00000
    0.00000
    0.00000
    0.00000
  ]
  /PDFXOutputIntentProfile ()
  /PDFXOutputConditionIdentifier ()
  /PDFXOutputCondition ()
  /PDFXRegistryName ()
  /PDFXTrapped /False

  /Description <<
    /CHS <FEFF4f7f75288fd94e9b8bbe5b9a521b5efa7684002000500044004600206587686353ef901a8fc7684c976262535370673a548c002000700072006f006f00660065007200208fdb884c9ad88d2891cf62535370300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c676562535f00521b5efa768400200050004400460020658768633002>
    /CHT <FEFF4f7f752890194e9b8a2d7f6e5efa7acb7684002000410064006f006200650020005000440046002065874ef653ef5728684c9762537088686a5f548c002000700072006f006f00660065007200204e0a73725f979ad854c18cea7684521753706548679c300260a853ef4ee54f7f75280020004100630072006f0062006100740020548c002000410064006f00620065002000520065006100640065007200200035002e003000204ee553ca66f49ad87248672c4f86958b555f5df25efa7acb76840020005000440046002065874ef63002>
    /DAN <>
    /DEU <>
    /ESP <>
    /FRA <>
    /ITA <>
    /JPN <>
    /KOR <FEFFc7740020c124c815c7440020c0acc6a9d558c5ec0020b370c2a4d06cd0d10020d504b9b0d1300020bc0f0020ad50c815ae30c5d0c11c0020ace0d488c9c8b85c0020c778c1c4d560002000410064006f0062006500200050004400460020bb38c11cb97c0020c791c131d569b2c8b2e4002e0020c774b807ac8c0020c791c131b41c00200050004400460020bb38c11cb2940020004100630072006f0062006100740020bc0f002000410064006f00620065002000520065006100640065007200200035002e00300020c774c0c1c5d0c11c0020c5f40020c2180020c788c2b5b2c8b2e4002e>
    /NLD (Gebruik deze instellingen om Adobe PDF-documenten te maken voor kwaliteitsafdrukken op desktopprinters en proofers. De gemaakte PDF-documenten kunnen worden geopend met Acrobat en Adobe Reader 5.0 en hoger.)
    /NOR <>
    /PTB <>
    /SUO <>
    /SVE <>
    /ENU (Use these settings to create Adobe PDF documents for quality printing on desktop printers and proofers.  Created PDF documents can be opened with Acrobat and Adobe Reader 5.0 and later.)
  >>
  /Namespace [
    (Adobe)
    (Common)
    (1.0)
  ]
  /OtherNamespaces [
    <<
      /AsReaderSpreads false
      /CropImagesToFrames true
      /ErrorControl /WarnAndContinue
      /FlattenerIgnoreSpreadOverrides false
      /IncludeGuidesGrids false
      /IncludeNonPrinting false
      /IncludeSlug false
      /Namespace [
        (Adobe)
        (InDesign)
        (4.0)
      ]
      /OmitPlacedBitmaps false
      /OmitPlacedEPS false
      /OmitPlacedPDF false
      /SimulateOverprint /Legacy
    >>
    <<
      /AddBleedMarks false
      /AddColorBars false
      /AddCropMarks false
      /AddPageInfo false
      /AddRegMarks false
      /ConvertColors /NoConversion
      /DestinationProfileName ()
      /DestinationProfileSelector /NA
      /Downsample16BitImages true
      /FlattenerPreset <<
        /PresetSelector /MediumResolution
      >>
      /FormElements false
      /GenerateStructure true
      /IncludeBookmarks false
      /IncludeHyperlinks false
      /IncludeInteractive false
      /IncludeLayers false
      /IncludeProfiles true
      /MultimediaHandling /UseObjectSettings
      /Namespace [
        (Adobe)
        (CreativeSuite)
        (2.0)
      ]
      /PDFXOutputIntentProfileSelector /NA
      /PreserveEditing true
      /UntaggedCMYKHandling /LeaveUntagged
      /UntaggedRGBHandling /LeaveUntagged
      /UseDocumentBleed false
    >>
  ]
>> setdistillerparams
<<
  /HWResolution [2400 2400]
  /PageSize [612.000 792.000]
>> setpagedevice


