NTS
MAIOR EVE

no OTHER
g0 | WARS A

e Who Cané in

The SpY i
Sirategic AIT 4

Stri 1981, 1) 5 5
E:IEEPEifh(mg from Another World (19

(i L

The Third Marn (1949, F)

Torn Curtain {1966, F)4 )
Victory at Sea (19535 ,52 F)
Walk East on Beacor (1952,

Jrom the Cold (1965, F)

r (.?mrnr:mu;l (1955, F)

iy ‘ art Esseys
s gk)' ch}am. Towards a Nesf "(;!ohé :\;lfrng-;;_ .
Clmm:h .Currerrt Crisis and How We
o the L N
Iz Pantheon, 1982, -
(J-:ilc)lris John Lewis. The L(Ilig.PL:}t(:r
l H isr:er of the Cold War. New
versity Press 1987. j
__ The United Sm:r_strmrtim!s
ications; Reconstderatiors
1;::{";:[ Oxford University P re{:..»., :
Kennar:, George I “The Stm:;“; wio
A ; ('l] ulz‘ 113 W(‘II'I A Study in U.S.
i . Walter. The Go i
Llplll:T;:: Policy. New York: [-lypr:r. 19
Ma; Elaine Tyler- Homeward Boit
WYy i

[nguiries iuw.:hc
ks Oxford Uni-

the End of the Cold War:
Provocations. New

1992. o
{ Soviet Conduct.

o Americat! Fami-

. Basic Books,
lies in the Cold War Era. New York: Bas
ies
) 1
opon i America: Culture and o' e
p scasting . ire D
M IIRFR;,&J'{;{RJ:;SC”Is War. Chicago: University
in the
Chicago Press, 19891.'
Nitze, Paul H. From Hi

i ork: Grove Weideniel
g Y“Z‘fl'. Grand Expectatt

New York: Ox

Politics

roshinia: At the Center of Dect
nfeld, 1989, -
ons: The Um!wls
e 1“:: elS'?-I ford University
States, 40— .

B lbert Auster. A
yuart, Leonard, and A e
QUM;‘ Society Since 1945, New Yor 4
g 1 Reagan, the

i ichael. Rond
Rogﬁ‘;iisuMd;'[}:ePnIirimi Demonology- Berkele

e ot Press, 1987 A War View
sity nfp(,:::fnrma in Red: A Cold War
Rollins, Peter.

5 » ()hi‘l E.
of the Commy I'ut::;u;nf: gdf--, Amsriwnf
QCouneck ar'i_ g Filme: Tnkerpr *‘“‘TS e IIM{IYW;,;;Q.

History/Art '&'m: : New York: Frederick l%ngﬁ.} K
Image, ﬁﬁinﬁng Time: Films of the Col '
Sw;lee‘wN;':::iu Dial Press, 1982. Jd War. 2d

tlitilcllj. Stt.[?hl:li ] Jhl’. {24 df e he (]
2! i U)‘ 1) G
W Cd. Bah'lmﬂl (- ]()hﬂb H()Pklﬂﬁ UI“Ve[S ll‘f Press,

1996. .
williams, Wwilliam
can Diplomacy-

mrerican Fi Im
Praeger: 1991.
fovie: And Other
y: Univer-

“Nightmare
unist Revo
d Martin A. ]

Appleman. The Tragedy of Ameri-
New York: Norton, 1959.

| PHILIP 1. LANDON |

The Korean War

s Clay Blair explains in his appropriately
entitled The Forgotten War (1987), the
. WAmerican public never regarded the Ko-
rean War (1950-53) as a heroic crusade. An
advisor to President Harry S. Truman familiar
with events in Korea referred to it as a “nasty
little war” (Halberstam, 62). From the mo-
ment that the North Korean forces crossed the
thirty-eighth parallel into the Republic of
South Korea on June 25, 1950, the progress of
the fighting gave rise to misgivings about the
necessity of the war (see Cumings, The Origins
of the Korean War), the strategic goals to be
achieved (see Foot, The Wrong War), and the
battlefield performance of American fighting
men (see Leckie, Conflict). The war began with
a series of defeats for the South Koreans and
the American troops sent from Japan to aid
them. Although the communist-dominated
North and their supporters, the Soviet Union
and Communist China, claimed to be defend-
ing itsell against the aggressive policies of
South Korea's President Syngman Rhee, Pres-
ident Truman interpreted the attack as another
Xample of the dangerously expansionist pol-
Icies of the Soviet Union. The desire to contain
the spread of communism throughout the
orld, a policy articulated in what became
n:":’s‘:lﬂ 4 the Truman Doctrine, prompted a
ml.;lhxnh?“ldup of American forces in the
- tip of the Korean Peninsula.
':E“i“'nil‘n?\""m!c, the United Nations authm:—
Wression ¢rmational force to halt the Nf)rrh s
» and the war became officially
“police action.” Led by General

MacArthur,  the uvemrhe!ming;y_

American UN forces staged a series of successful
counterattacks, and by the end of September
the North Koreans had been badly defeated and
pushed back across the thirty-eighth parallel.
MacArthur continued driving north and by
November had nearly reached the Manchurian
border at the Yalu River when the Chinese
joined in the fighting. By the spring of 1951, the
Americans and their allies had retreated to the
thirty-eighth parallel; Truman had dismissed
MacArthur from his command; and the war
had reached a stalemate that continued until the
truce arrived at in July 1953,

Feature Fllms

Americans, who had little enthusiasm for the
Korean War when it began, were increasingly
disillusioned with its progress. A country that
had emerged triumphant from World War II
had little taste for a limited war that would not
end in victory. It became even more unpopular
as disagreements over its conduct led to the
sacking of a popular general, as information
about American POWSs’ collaborating with the
Communists surfaced, and as Americans con-
tinued dying on the battlefield because truce
talks stalled. The mood of disillusioned resig-
nation is captured in Sam Fuller’s The Steel
Helmet (1951), released just six months after
the war began. The central character, Sgt. Zack
(Gene Evans), is a tough, cynical veteran of
World War II who trusts no one and regards
war not as a noble enterprise but as condition
of existence. He sees little difference between
his Korean enemies and his Korean allies.
Events appear to confirm his suspicion when
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a group of enemy soldiers arrives disguised as
Buddhist monks fleeing the communists. Un-
like in the films of World War 11, the furious
combat achieves no noticeable goal, and the
flm ends with the ominous epitaph: “There is
1o end to this story.” Fuller’s next film, Fixed
Bayonets (1951), uses the Korean conflict to
explore the responsibilities of leadership in 2
brutal war without clearly defined goals. Cpl-
Denno (Richard Basehart), embittered by what
he sees as the futile sacrifice of fellow soldiers,

refuses to lead them until the death of his pla-
Spt. Zack from The

g2 | WARS AND OTHE

toon sergeant (the same
Steel Helmet) makes him realize that “no one
looks for responsibility” and leads the survi-
vors of his platoon back to their regiment.
Fuller not only made two of the best-crafted
Korean War films, but he also revealed the
ways in which the generic conventions estab-
lished during World War 11 could be adapted
to the circumstances of the fighting in Korea.

The war films of the 1940s focused on small
groups of military men representing a Cross=
section of American society. Their ability to
transcend internal conflicts and fight as a team

proved the key to success in a climactic battle,
and winning that battle was portrayed as cru-
cial to America’s ultimate victory (see “World
War 1I: Feature Films” and “The American
Fighting Man”). But in Fuller’s films there arc
no climactic bat tles, and there is no assurance
of a final victory, only the hope for survival.
Those best suited t0 fight such a war are cold-
blooded professimmls like Zack or the hero
(Robert Mitchum) of Dick Powell’s The Hunt-
ers (1958). Nicknamed “the lceman,” he de-
clares, “I'm regular Air Force. I don’t have to

be told [why we arc fighting.”

More frequently, however, the prutagmiist‘s
doubts about his mission become central to
Korean War films and are exemplified in Mark
Robson’s The Bridges at Toko-Ri (1954) and
Pork Chop Hill (1959).
hener’s well-received no-

Lewis Milestone’s
Based on James Mic

vella published a year carlier, The Bridges at
Toko-Ri focuses on Lieutenant Harry Brubaker

(William 1 lolden), a naval aviator stationed on
an aircraft carrier off the coast of Korea. The
World War Il veteran s understandably bitter
at having been recalled to duty at the expense
| law practice. Nevertheless, he

of his successiu
political in-

refuses to use his father-in-law’s
fluence to secure a noncombat assignment and
1e attack on the bridges at Toko-

takes part in tI
ut Brubaker’s

Ri. The operation is a success, b
plane is forced down behind enemy lines. He
dies wondering how he wound up “ina smelly
ditch in Korea” fighting “the wrong war in the
wrong place.” American Admiral Tarrant
[Frcderic’k March) praises the dead lieutenant
(who reminds him of a son killed in World
war I1) for selflessly helping to stop the sp read
of Communism. But the desolate image of
Brubaker’s body lying in the Korean stream-
bed encourages an ironic reading of this con-
cluding eulogy-

The same ambivalence concerning the lives
sacrificed in Korea appears in Pork Chop Hill.
The film recounts a fierce struggle to recapture
a hill of no strategic value, a struggle that had
come to symbolize the American dilemma in

Korea, as military historian S. L. A Marshall
points out in his 1956 book of the same title.
The peace negotiators al panmunjon hope the
effort will symbolize American resolve, con-
yincing the Communists that the UN forces
will not accede to improper Communist de-
mands in order gain an carly cease-fire. De-
spite his own doubts and his awareness that
his men see their mission as futile, Lieutenant
Joe Clemons (Gregory Peck) orders his com”
pany to attack and defend Pork Chop pill. The
assault succeeds, but his company is decimatet
by the Chinese defenders and then—in @ com”
mand that bewilders and angers the combil
ants—ordered (o abandon their prize

Rapid advances followed by equally 1
treats marked the sudden reversal of 1¢

in the Korean fighting, and one of the L'f’
quences of these qwift movements
both sides took many prisoners: ! "
public discussions of Americans e’

id 1

washed and of . .
collaborating with their captors THE KOREAN

bec i
b il“}r:; tﬁhle (iominaiit themes of a subgenre of
FHongt earin. n'arratlves of life as a POW. Al-
e gf evidence suggests that, despite the
¢ ethere forced to endure, the vast
el rpe.r aps 9? percent) of American
e dizswted their captors (Harrison), the
few who di .colla"t{orate were used as exam)ples
o dec.]i nu. 11; militai'y discipline and the gen-
ke : (f)i American cultural values (Kin-
peac). e rst of the Korean prison camp
(195;)’ o ursew Morton’s  Prisoner of War
i és on bot}i collaboration with the
o it 011imuriist brainwashing tech-
e rﬁerlcan.mtelligence agent (Ron-
ks allows himself to be captured i
Koreano see firsthand conditions in the Nori}ri
Korean, pt;‘ls(Xl camps. H? sees the brutalities
o a)rrl amemcan prisoners, but it turns
out that pparent collaborator is also an
Amer gent on the same mission, and th
muniicans e-stabhsh their immunity to Co i
m f1asctﬂrenan;p.ulation. Not much better thTri
e sz;ii improbable piece of propaganda
) Vi er.s Bamb'oo Prison (1955), a Ko-
L ersion of Billy Wilder’s World W
rama Stalag 17 (1953), in whicha;

falsely accu
sed collabo
American. rator proves to be a loyal

FIGURE 10. Pork Ch ]

(Gregory P op Hill (1959). Lt, Joe

|¢n,_-,_.g mr); h:;l:’ leflt forf’.ground) stands in st{)ic frf? one

rasecie 5% ”‘uu;.pl ol leading his men on a poi Ilva—

g ssion in Korea that will surely iiillp fm i
pany. Courtesy Melville Production i

(1962). Part psychological thrill
L . . . er
?E:;Ir :::z:ehlt is the story of Rayaiiligri; rStlil(z«—/
veteran who,a:;t?r’)’l):inc:ﬁgated o
g . napped a
)m (;trejs tt(labzainwashing by his Ciines?dczli:
il mf ni)(i)rs, returns to the United States
B— t;y otf the experience. He has been
o 1% e (})1 ey commands given to him
i K St :m alidler, an(.i his mission is to
s e erican presidential candidate.
ot Cle_l si imt to be his own dominating
o ga . ]dllsiiury), a deep cover agent
ki Cg :szwmg, communist-hunting
aor (Jame ta; | gory) st'ecred to run on the
et e Hg:ted candidate. With the help
ot f,'ledlgence officer (Frank Sinatra)
i I.w ft I.ltf » and Raymond manages lt;
=i in;lu i(:jus mother and McCarthy-like
The cartoonisﬁdchzi:l‘tirp rESiierlllﬁiﬂ e
s and,the im
:}elilillllzlsceb u?ft (e)w;;nts diminish the ﬁlli:iozasblz
S ers an insight i iti
paranoia of Cold War AnsilegrlilctalI\l/;l(l)ilt(z1 ;OI;:?}:;C;I

owing the acts of
the  later. Lee Harvey Oswald a year

Films
g Oftll::i rcliealt more thoughtfully with the
A V\fashlng and collaboration were
i .Ia ‘01::‘ tfi. vindicate the accused. In
ey (‘p:ij s The Rack (1956), an .ex-
 on o ;h t!)\lewm'fm} is guilty of collabo-
e blame is attributed to his trau-

mla:tic childhood
Officey (Rich .
alse con fes
(1957)

= Ba.?nmlar[y, an  American
oy sehart) accused of signing a
¥ dt‘fendmd Karl .Maldcn’s Lime Limit
:\, O reveals than :;1 at his trial by an attorney
€ lives of o e-POW hasact .
i S of sixteer, oo as acted to save
most f; ) 2
themeg of famous film to dramati
- collaborayj .
. ation and i
fu fuab) ' 1d brainwashi
M deglip 4 one of the two best o
: 2 with the K st American
Norean War) is John

s The '
Manchurian Candidate

The other film i
classic set i
e ¢ in Korea, Rob
Cemez:in ‘i] i\/}IlASH (1970), is probably more coeif:[
cerned. hlt the political issues of the 1960
with the Korean War itself. The ﬁlm’:
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-.machrunisrns (smoking ma.n}u;e;?;,l::;
examp'lc) suggest that t.'rfe w;.u‘ li e
: han in Korea inspired the fi mn “
”“Uﬂ‘}f ::u‘; of the film is a mobile surgical h(:ﬁ .
" '::11 Lan {1111c)vatiunn in treating battle c;?su'jlll'::i:
?hat'saved many lives during L}‘\e \p\r;::'ri ;15 n:; Uks;s
the subject of an earlier ﬁlm: T.{u..h‘.}r . drm,.-mn
Battle Circus (1953), 2 gerious 1 5 d\ o
reatment. MASH, on 'Fhe nthe; u‘::” ,ideals
black comedy that satirizes the ho.he pleg
and windy pieties that justify 'fmt 'L ot
the military system conducting 1t 1 gumer-
yrgeons, Hawkeye pierce (Donald "
) ‘d Trapper John Melntyre (EH".-:‘!H
léni?id}anbattles the bureaucratic .lxypf)crls}es
a:d mc:dical incompetence cmbndlc;:ll meil:i; -
perior officer (Robert Duv.jl:cz::: alnrz Séwed
- ted Altman as a major ¢t ; . L
tzht;(:: jr::)del for one of teiavisif)rT 5 :’1\;‘:1 Fg(llf_,
ular and 'lnng,e:st—running series (_‘le 0[.‘ Ko:
1972-83). By the early '.9‘7(}5, t‘ne. cy; iy 4
rean War films had run its course. éx Kli.man
Terence Young's Incht::n ( 1?38:3.: z:quy ;m“ ;i
ction that has found 118 !
}t"::i:detlwmst-mtwies {ists, Korea w?:; n:) ';(;Elglir_
the subject of American feature 11:1\1:e it
wood had lost interest ina war that

jcan public had largely forgotten-

taries ‘
?:: T}l:::e?u:deih anniversary of the l?.orez?szr\i;;
appmached, historians bﬂ%‘:‘.l:l :;;5 re;:ﬂ:;“g e
: . and television N€ orks, §
i::jlc:jl ':nterest in Korea, tu rned .m.ut a (11:1:‘3:;
of dncumentari‘es tjhat reﬂcc.:i ‘::;e ;:1 : el;ﬂieﬂ
inﬂfnlc(::tt:;]r:ﬁ::’:: E:i(:s:::emarics, whi‘ch be-
;5.:1 :u appear shortly after the ho‘s}ﬂ:msh'::;
gan, were staunchly prn—hmcyufl “.(h "
ford’s This Is Korea (1951) e?(p'.a.mh ..;:m o
necessary o resist Commuiist 'f\?;g!r:s:,a -
Korea, as does Joseph )?l‘ﬂWl‘lBh T(;‘ ;. o
Cmnrrmnism in the Pacific (1953).‘ ,lﬁ,rp;
which was produced by the Army S;gna ;wa
and broadcast on NBC’s Youth Wa‘u‘ts to 4
television series, features James Michener,

author of The Bridges at T Dk{J-Rf{‘ «u::;t;::ﬂ:};
young people’s questions about the
Ofll‘m'::nptlf:iz:’: ‘g;-i_cidu Attack Fl%i) L}e—
lorr\; tghe Chinese Commur.l'\sts’ dl‘:irecgz:zi ::.Z
Ll')'m: value of human life, while ()Tuf] ,_;,hl e
Cease Fire (1954), reenacts a‘b“?n e' uui, e
hours before {he 1953 '.11‘r‘('ntst1c.eI is e
Like the fictional Pnric ngf:sjf;?li;;:; sy
. es a similar battie,  k :
l:r:::iﬁ:i:nm:; iEN forces and 'I)‘lan“ECS th:ﬁ(.‘i::l
nese and North Km'clan .aggressn:im;u.c.‘ il
ey for the continuing bloods e‘ !
lsr;:mfugzld War ide(ﬂugyf ir:f:;rmgjr;:: d:::i;
8 eatments O
I\EEE;‘:’: f:::d in portraits (af. pniic'y mn‘;.ce:ﬁ
(Robert Foster’s survey of Harr.yb flniui:;.:s;
presidency, H.S.T., Days of [3ecasmr‘ L 1a;
: 'anuisTetunic’s culogy to Generd g S
"I‘\T cArthur, Old Soldier [19641) n.r ‘rcpnrl\s on
ihj: continuing tensions in the dwk:didnﬁ?:i
(for example, the CBS au':nunt uft. ; c ’;w 8
niversary of the arg\i;;tsce, Korea: 1
] it End, 1963).
”1]:; L\i‘if 1990s, however, the cr:.q 0{ ':)het ﬁ?li
war and the increasing popula.my 0 . is :1 i
revisionism brought a very d1Efcrc1\1fpl: il
mood to documentary ireaml\ents 0 ni .
rean War. The CB$ production Kag;:amwrs
gotten War (1987) and tbfc History ok
five-episode miniseries The Kore:;r: 5‘5;111,535
and Ice (1999) focus more on L e.]l o
made by the participants than on \1_( e oot
{ssues in much the same way that fi nl*ﬁe o
with Vietnam managed to honor L-deu'mgi-
'liﬁe soldiers without sta!gmg oul a'n ‘1 o Ui
cal position on the war itself. K_afn::. mduced
known War (1990), a six-part ef nr.'. E{m i
by Thames Television in assocmblame i
WGBH, Boston, Jays much uf.th:::\F g
{he Korean War (and the C-O'Id auﬂisl' i
eral) on the agﬁress'wcly almc.nmrﬂw rese ;
cies of a United States determin etl. 8 i o
its l.JL')Sl—’WUI"ld War ?.1 hcgen‘\tmg”:; i e
fairs. An Arrogant Display of SIT¢” p

L ons
Nﬂ“un
of the episode describing the Unite

counterattacks that drove the North Korean

forces back to the Yalu River, exemplifies The
Unknown War's ideological perspective.
CNN’s massive twenty-four-hour documen-
tary, Cold War (1998-99), tries to achieve
greater objectivity (or at least avoid conten-
tious issues) by granting equal weight to the
opposing interpretations.

These Korean War documentaries tend to
use the same familiar film footage to exemplify
radically different interpretations of the con-
flict. For example, the images of exhausted,
nearly frozen American infantrymen retreating
from North Korea has been used to illustrate
the sacrifices necessary to contain communism
(This Is Korea), the stoic resolve of the com-
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mon soldier (The Korean War: Fire and Ice),
and the bitter consequences of Douglas Mac-
Arthur’s hubris (The Unknown War). As a re-
sult, although none of the films can match the
scope and ideological balance of Clay Blair’s
book The Forgotten War, they provide exam-
ples of the ideological battles waged by jour-
nalists and historians over the past half cen-
tury. In addition, the best of the feature films
(The Steel Helmet, The Bridges at Toko-Ri,
Time Limit, and Pork Chop Hill) offer rich and
complex insights into the ambivalent and con-
flicted responses of the Americans who reluc-
tantly supported a war in which the objectives

were not clear and in which victory was im-
possible.
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