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THE AMERICAN WAR-JOY CHOREOGRAPHY
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Abstract: | intend to analyze some cultural works that circulated in America in the time of World
War |I, and suggest that they were building the image of an American War-Joy Choreography, a
supposedly cohesive (and joyful) movement that would be involving all Americans, who were
foreseeing a better world, a world led by the Americans and the American Values.

Resumo: Pretendo sugerir a existéncia, entre bens culturais que circularam nos Estados Unidos durante
a segunda guerra, da imagem de uma Coreografia Americana da Alegria da Guerra, uma suposta uni&o
alegre e dancante de todo o pais em torno do ideal de vencer a guerra e disseminar os Valores
Americanos pelo mundo inteiro, um mundo que por isso se tornaria muito melhor para todos.
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A wonderful time — the War:
when money rolled in
and blood rolled out.

But blood

was far away

from here —
Money was near
(Langston Hughes)

1‘ Universidade do Sul de Santa Catarina

From my Doctored Dissertation, War-Joy and the Pride of Not Being Rich: American and
Brazilian National Identities through the Discourse of Carmen Miranda, defended at PGl (Pos
Graduagdo em Inglés — Letras e Literaturas Correspondentes), UFSC (Universidade Federal de
Santa Catarina), September 2001.
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Ontheeveof WorldWar I1,in September, 1939, theU.S. waslill facing some
consequencesof the Depression, with about 10 million unemployed — morethan 17%
of thelabor force. InAugust 14, 1945, after the announcement of Japan’sunconditional
rendition, millions of euphoric peopleinvaded the streets of most American citiesto
celebrate not only the end of thewar, but aso the country’s position astheworld's
strongest economy. “We had saved theworld from an evil that was unspeakable. Wehad
something no other country had. Wewere aGod-sanctioned invincible holy power, and
it wasour destiny to prove that we were the children of God and that our way wasthe
right way for theworld. . . . Good timeswere going to go on and on; everything was
going to get better. It wasjust awonderful happy ending.”?

Specialy after September 11, 2001, it might beweird to propose theimage of
agreat happinesstaking over thewhole United Statesof Americabecause of ahorrendous
war, But that iswhat | want to proposein thisessay. Actually such animage may beall
but weird, sinceit wasquite clear inasurprisingly large amount of textsand filmsthat
circulatedinAmericaduring WWII. Moreprecisely, | arguefor theimage of an American
war-joy choreography, characterized by ajoyful choreographic movement taking over
the country, supported by the hope for a shining future of wealth, freedom and
happiness, in anew worldled by the U.S.. A set of great expectationsthat could not
include great demonstrations of hatred against the most probable world’s savior and
new democraticleader.

Inorder toargueinfavor of suchanimage, | first point out some historical
reasonswhy such movement of people can be seen asajoyful one. Secondly, | explore
someaspectsof aninterchange of people, ideasand methodsamong theartsand literature,
thearmed forces, and the defenseindustry, aprocessthat could be clearly noticeablein
thewar timeall over the country, and suggest the choreographic character that appeared
in representations of the country at the time. Then, | show this joyful national
choreography as cohesive and national. | do al this by analyzing some common
representations of America, proposed by some Americans, and coming from three
different cultural fields: (1) reportsonthewar and military actionsat war time, including
drawings, graphs, cartoons, and illustrationsin general; (2) reports on the defense
industry, also including visual elementsin the press; and (3) artistic and literary
productionsof thetimeinvolved inadefinition of American national identity regarding
thewar or the defenseindustry.

* Interview with Laura Briggs of Jerome, Idaho. Cited in Harris et al. 255.
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War-joy

How could therebejoy about World War 11, themost terriblewar of al?Inthewar
time many intheU.S. had great expectationsof aworld much better than beforethe Depression
inthecaseof theAllies victory. Even before Pearl Harbor, moreand moreAmericansstarted
to seethat they could benefit from thewar. In 1939, Congress approved abudget of $1,5
billionfor defense—whichin 1943would reach $81 billion— and dlowed Americansto <l
amamentstothe British. Thedefenseindustry promoted then an explosion of employment,
creating aboom that started to affect many regions. At the sametime, American farmers
benefited from good weether and new agriculturd policies. Anintenseoptimismwasgrowing,
together withthenotion of Americansasthe peoplewho could overcometheNazi threat and
leed theworld, whiledisseminatingthe Americanvaues’. Internationdist (anti-isolationist)
discoursegot moreand morespaceinthepress, with anintensely patriotic apped, asHenry
Luce, director of the powerful Time-Lifegroup exemplified:

Onceweceesetodidract oursdveswithlifd essargumentsaboutisolationism, weshal
beamazedtodisoover that thereisa reedy animmenseAmericaninternationaism.
Americanjazz, Hallywoodmavies Americandang, Americenmechinesand petented
products, areinfact theonly thingsthet every community intheworld, from Zanziber
toHamburg, recognizesincommon. ... Americaisareedy theintellectud, soientific
andatidiccaitd of theworld. . .. \WWemust undertakenow tobethe Good Samaritan
of theentireworld (Luce).

After Pearl Harbor, when eventhe most adamant isol ationistslike Henry Ford
abandoned that pogition, optimism regarding an American futurethrough victory at war met
withnoresstanceat dl. Thefeding of agoodwar, of thewar-joy itsalf, appearsparticularly
clearinanissueof Time Magazinereleased in January 2, 1942, i.e., only four weeksafter
Pearl Harbor. An exultant editorial wasaready giving Pearl Harbor amythical dimension:
that “ sunny December” had put an end to what Time called “the long nightmare of the
‘undeclared war’” (my italics). Headed by Luce, Time changeditscriticd attitudetowards
Roosavelt and portrayed himonitscover as“Man of the Year,” giving asurplusof reasons
foritschoice

Never beforehedal. S. Presdent faoed sogregt ataskinunifyingthecountry thet hed
madehimPresdent, of summoningupthespirit thet wouldmakethefactoriesproduce
onascdeequd totheneadsof theworld sworg war. ... Hissmiling courageinthe
faceof panic, hisresourcefulnessin meeting unprecedented thregtstothendtion's
economy andmorde, hissanguinewill placehimthere Theintensity of hisfedingfor
wheat Americacanbeandthereforewill be— afeding thet awakened thecountry to
magter itscregping pardyss— thesequalitiespreparedthendtionfor itssruggleinthe
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depthof depresson(“Manaf theyea™).

Therewas sometimes even euphoriaabout thewar, asitisshowninthevery
textua structure of areport: oneof itsparagraphsbeginswith “ For Americaisbuilding
ships” and endswith“ Americaishuilding ships!’; between both clausestherecome some
impressivedefensedataon ship building. Inseverd other paragraphstheauthor just replaces
dataand the keywords at the beginning and end, according to the subject — for “ ships,”
“planes,” “tanks” “an Army;” or for “building ships” “training pilots.” Theaopening of this
paeanto the defenseindustry setsup theexcitement:

Fromcoadt tocoadt, from Galvestonto Michigan, thefaceof Americaischanging. Itis
changing....asnew shipsdidegracefully intothechangd essses, changing asplanes
violaewithnoisetheremotest revessesof our sovereignskies Thedefenseprogram, as
yetinitsgawky adolesoence, hasneverthdessmedeitsmark uponacontinent....New
dtiesaregrowing—dtiesof meninuniform; andnear massproductionfactoriesof the
MiddleWes, inshipyard townsand aircraft centersnew buildingsriseto housethe
menbehindtheguns(Badwin).2

After atour of 60 plantsin 21 citiesand 13 states, areporter wasglorified by
“Americanindustry inaction”; seeing al thosefrenetic factories, amazing equipment and
excitedworkershetegtified that they *“ makeyou feel better! They makeyou fed that you
can stand up and cheer for your country, thecountry that isproducing al this, and that you
canwavetheAmericanflag, just ashard and ashigh asyou please, without fedingintheleast
apologeticaboutit” (Shalett).

Many testified that the war effort opened their horizons, giving them great
expectationsfor thenear future. Dueto full employment and thehigh wagesof thedefense
industry, money wasflowing asmany peoplehad never seenit do before. “ Older men of the
white-collar classare. . . earning much more money than they ever did when they sold
dressesor kept booksfor aliving” (Shatt). For many defenseworkers, infact, “ everything's
new andwonderful,” as John dos Passosdefinesit. “ They canbuy radios, they cangotothe
pictures, they cangoto beerparlors, bowl, shoot craps, bet ontheponies. ... Girlscangoto
beautyparlors, get their nailsmanicured, buy readymadedresses’ (dosPassos94). More
than earning much money, however, thered wonder, capableof changing people sdefinitions
of themselves, was combining it with an overwhelming new horizon, open for great
possihilities.

* In the same edition which selected Roosevelt as Man of 1941, exalted Henry Ford's thorough
conversion from pacifism to war just after Pearl Harbor, declaring that he would deserve the title
of “businessman of 1941".
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| had never seenabattleship or destroyer inmy life. When| saw my firgt bettleship|
couldn't believetherewassuchathingintheworld. Andto seetheoceantoo. ... |
fdtlikesomethinghad comedownfrom heaven. | went fromforty centsanhour toa
dollaranhour....| fdtlikeatlastI'mgetting upintheworld. | wasabletobuy some

working dlothesfor achange, buy asuit—| didn’t haveto depend on somebody’s
hand-me-downsanytime. It just made a different man out of me.*

Brazilianmusician AloysiodeOliveira, leader of theBando dal ua, thegroup that
accompanied Carmen Miranda, whowasworking at Disney then, tellsof anair-raid drill,
reinforcing thenotion of agood mood & thetime:

[ wasdrivingonenight on SantaMonicaBoulevard, Hollywood, whenthedarm
whistled. | didexactly what | wastoldtodo. | stoppedthecar, and thefirst door | could
sewasabar's Srangecoindidence Thebearwascrowded, notonly withitscustomary
patrons, but withthoselikeme, who had just followed ingructions. That night was
oneof themog sensationd inmy life. After dosngthedoor, | gotamerry gresting.
Everybody wasalittletipsy, and people seemed to beonebig family. It wasa
brotherhood cdlebrationfeedby e cohal andby afeding of imminent denger, likesaying
farewel tolife(Oliveira98-99).

Gridsand choreography

Theimageof ajoyful interaction of people, ideasand methodsamong thearts, the
armed forces, and the defenseindustry isalso not challenging at all. Thethree kinds of
activity — military, indugtrial, and artistic— may have much moreaffinity thanisusualy
supposed, especialy when collective artistic productionsaretaken into account. Itistrue
that artigtic production a so reliesheavily on emotion, impulseandintuition, whereasinthe
military and industrid fieldstheseare secondary. However, itishard to deny, intheartistic
field, thedemand for rational planning and organization of spectacles, and for efficient,
raiond training of artigts.

Theaffinity between artistic productionsand military andindustria activitiesis
particularly clear inthecaseof choreography. Onecanthink, paradigmetically, of military
parades, with their choreographic movementsto brassand drum music, but theaffinity isat
adeeper levd. By thesaventeenth and el ghteenth centuries, asFoucault pointsout, disciplinery

* Interview with William Pefley of Greencastle, Pensylvania. Cited in Harris et al. 39-40, my
italics.
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mechanisms spread over Europe. Modelsof organization specificto certainingtitutions
becamegenerd formulasfor eachfield of human activity. Decisively affecting educational
systems, disciplinewasturnedinto ahigh socid val ue, whileadisciplined body, abletowork
smoothly with othersinacollective organization, becamean asst.

Choreography wasreportedly bornin France, precisaly inthishistorical context.
It wasproposedin 1700, by Feuillet, as“|’ art de décrireladanse par caractéres, figureset
sgnesdémongtratifs.”> Choreography, thus, may be seen as part of the samerationdlity,
proper to modernity, which shaped many activities— military andindustrial among them.
llustrating theinterchange between military choreographicactivitiesinthewar time, aNew
York Times reporter, after atypica dancefor soldiers, declared that AmericanforcesinWWII
were*the dancingest Army and Navy ever.” Dancingwaspart of military life, astestified by
asoldier: ** Theboystold mel hadto danceto beasuccess” (Greenbaum).

Itispossibletoextend the concept totheaffinity of industria and military activities
with spatial representationsin genera, and thuswith severd artisticfields, not only with
choreography. Mechaniamsof disciplinarizationtha goreedinthedassica agehadincommon
the organization of spacesbased ontheideaof grids. Disciplineismade possibleby the
“Principleof dementary location or partitioning. Eachindividud hashisownplace; andeach
placeitsindividua.” Inmilitary action, aswell ason shopfloors(andin prison, a school, in
hospitals, companies, or ingportsetc), spacesaredesignedin such away asto associateeach
individua withasection of amap, anintersection of alineand acolumn, avoiding therandom
formation of groups. “ Disciplineorganizesan anaytical space’ (Foucault, 143).

Gridsaredsoseenindrawings, ingpatid representationsingenerd, thusin severd
atigticfields, astheanalytical organization of the surfacefor drawing. Rosalind Krauss
recognizesingridsthe property of dealing both with the concrete (rationdity, logic, science,
meateridity) and thefictional (asan absiract, non-redist figurethat, when pre-imposedona
figurativedrawing, organizing thespacefor representation, indicatesfiction, illuson.® When
oneseesmilitary platoons, marchingin aparade, asemblemsof disciplineand power, thegrid
they form hel psemphasizetheir emblematic character, their dimensionasasign, their action
onthelevel of representation. Movementsof troops, tanks, planesand shipsthrough European
battlefieldswerereported at largein the American press. Thevery grid of platoonsin
particular, and the spatial organization of movementsplanned by strategists, hint at theidea
of disciplinary methods having movementsin common with choreography. Whenever a

® Feuillet (1660-1710) is reputed inventor of the Feuillet dance notation; he is known by his work
Chorégraphie, ou I’art de décrire la danse par caractéres, figures et signes démonstratifs (“The
art of describing dance by means of characters, figures, and signs) (1700). Cited in Bremser.
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troop movement isreferred to, onecan easily imaginethetypical platoon marching asif
choreographed, legsand armsmoving Smultaneoudy, andal bootshitting thegroundinthat
unison binary beat, sothat thewhol e platoon moves cohesively asablock. Inabattle, such
collectiveskillspermit the“troops’ to obey aspecific planof action. Itisalmost adanceby
that “ dancingestArmy and Navy ever.”

By thesametoken, thehuge (indugtrial) production of representationsinliterature,
theartsand film may & so be seen asademonstration of the capacity for organization and
disciplineintheartisticfidd, aswel| asinthearmed forcesandinthedefenseindudtry.” The
Disney Studio, usudly referredtoasa” funfactory,” and deeply involvedinthewer effort,
isperhapsthebest exampleof asynthesishetween playful imaginationandindustrid efficiency,
described asaplaceinwhich“atwentieth century miracleisachieved: by asysemastruly
of themachineageasHenry Ford'splant at Dearborn, trueart is produced.”®

Inwar timethe presence of artistsin the barrackswas nearly ascommon asthe
presence of themilitary in studiosand on stages. Finewar posterswere distributed in
barracksand defenseplants® songson war were broadcast al over, spectaclesand filmson
thewar and thedefenseindustry wererd eased, Hollywood starsmadenationd tours, either
doing showsfor soldiers or dedicating spectaclesto improving war bonds sales. The
“dancingest military ever” weredirectly involved with art productions: soldiers painted
“noseart” onairplanes, military speciaistsclosdy supervised Walt Disney’ s production of
dozensof didacticfilmsfor training soldiersand “how to” filmsfor new weagpons.*®

® Krauss stresses that treatises on physiological optics written on the nineteenth century were
generally illustrated with grids. In modernist abstractionism grids themselves were thematized
(she quotes Jasper Johns, Agnes Martin, Robert Ryman, Mondrian, Joseph Cornell, Albers, Kelly,
and LeWitt), and they may be seen in narratives and poetry, if one reads them, for instance, in
a structuralist fashion, rearranging sequential features into a form of spatial organization.

It is not surprising to find an increasing amount of behind-the-scene films, from the 1930's on,
showing demanding directors and people working under industrial modes of production. See, for
instance, Babies in Arms, 42nd Street, or Busby Berkeley’s Gold Diggers of 1933 and Gold
Piggers of 1935.

Walt Disney, whose greatest hero was Henry Ford (“The Big Bad Wolf,” cited by Steven Watts,
167), showing a similar temperament and several affinities with him, was “childishly enchanted
by factory methods” (idem, 169). In 1939 Mickey Mouse was considered by Eisenstein as
America’'s most origina contribution to culture. In 1937 Hitler tried to ban Mickey Mouse as
“the most miserable ideal ever revealed,” but “was forced by popular demand to rescind his order”
(Shale, 11-13). Even before Pearl Harbor, “90% of Disney’s 550 employes [sic] [were] making
films that bear directly on the war. At least six major branches of the Government have engaged
Disney to reach the public. . . . The Navy is Disney’s best customer, having ordered more than
50 films on every war subject from bombing and gunnery to paratroop training” (“Walt Disney
goes to war” 63). Disney artists also drew insignias for Army and Navy corps, and Disney puppets
were on tanks, minesweepers, bombers and fighting planes’ (“Speaking of pictures’). By May,
1941, the studio had produced over 200 designs, and was expecting to do at least 500 more.
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Thecomicrevue This Is the Army isemblematic of suchinterchange. It was
performed by some 300 sol diersfrom Camp Upton, and was madeinto Broadway’snumber
onehitinJuly, 1942, with proceedsearmarked for theArmy Emergency Relief Fund.™ Itis
aprototypeof war-joy: “ They canmaketheaudiencerall intheaidesasthey do stuff inall
sortsof outlandish get-ups— andlook likeamillion dollarsin their own regulation Summer
kheki” (Hal).

Thesamegood humor provided Hollywood with new opportunitiesof highbox-
officeproductions, chiefly throughwar comediessuch asCaughtinthe Draft or Inthe Army,
full of thosegagsprovided by clumsy, mal adroit sol diers—whowerenot sedom madeinto
heroes, which also hel ped build theimage of the ordinary manwho wasableto makea
differenceinthewar. In June, 1941, Life choseashot of oneof these soldiers, thoroughly
muddied — Bob Hopein Caught in the Draft—toillustrate“the U.S. cinemaindustry’s
newest approach tothewar.” Oneyear &fter thet, in Yankee Doodle Dandy, James Cagney
impersonated GeorgeM. Cohan, an Americanmusician and dancer who proudly dedicatesa
largeamount of hiswork to both world wars; thefilm combineswar-joy with good humor,
musica taent, tap danceand choreography, showing, inbrief, an euphoric patriotism toward
thewar, combined with asuper efficient artistic production.

Inthesamemerry mood, Hollywood stars” hit theroad” aspart of thewar effort.
Inadditionto showsexclusively for soldiers, they madetoursto general audienceswhose
(sometimeshuge) takesweredirected straight to theArmy and Navy. InApril, 1942, oneof
thesetours, thetwo-week Hollywood Victory Caravan, with 22 moviestars(including Bing
Crosby, Groucho Marx and James Cagney), 8 starletsand some 70 musiciansand technical
experts, performed for about 125,000 peopleintwo weeks, travelling 8,000 milesfrom
Bostonto Houston, and accumulating $600,000. Inthe White Housethetroupewasgreeted

° Poster-maker Jes Schlaikjer once said that his mission in the war was “to arouse in the heart of
every soldier a feeling of pride in his particular branch of the service and a determination to
represent its traditions worthily.” He was employed by the War Department (at the Graphics
Section of the Bureau of Public Relations), and found his models in camps near Washington,
taking them to his studio in the Pentagon Building, “where generals and corporals watched them
grow into these representations of young America at war” (“Young America at war”).

' Such films combined cartoon and live footage. One of them, for which some artists of Disney’'s
staff learned to fly, seeking to “simulate real flight,” showed details of piloting under different
conditions (fog, lightning, ice etc). Another one, on navigation rules, reproduced a real disaster
(at Hallifax, 1917), which could be avoided by the observance of the rules. Another one was a
kind of filmed moral fable, with the characters acting within a Nazi's head, arguing for the
privilege of reason over emotion. See “Walt Disney goes to war.” See also Shale.

 This is the Army had a Hollywood version, with Ronald Reagan, in 1943, directed by Michael
Curtiz.
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by the President with ateaparty; in Boston, cheerswere* solong and soloud that both Joan
Blonddl and Cary Grant dissolvedintears” in Philadel phia, Bob Hopetossed cookiestothe

throngs.

Both lifeinthe armed forces and the uninterrupted movement of peopleand
machinesin defenseindustrial plantswere usually described by journalistsin musical/
choreogrgphicterms whileartistsingenerd (not only choreographers) used either to coordinate
collectiveworksthrough methodswhich resembl e choreographic activities (asinashop-
floor) or to portray thewar and defenseindustry, asreportersdid, by meansof musical/

choreogrgphicimages

Such common useof musica and choreographic metgphorsintextsonthedefense
industry isquiteunderstandable, sinceindustrid efficiency dependsstrongly ontheharmony
among s mplemovementsrhythmically repegted by individua bodies. Onereporter described
those*“rat-a-tat-tat of endlessrivetsbeing driven home,” and thework of agirl a aSaint
L ouisordnance plant, who turned out bulleissinging to hersdlf “intimewith theclicking of
themachine, ‘Kill-a-Jap, kill-a-Jap, kill-a-Jap'” (Shalett). Another reporter classified skilled
workersasvirtuosos who“ play by ear,” who* can makethe machinery and blueprintscome
diveasaToscanini bringsnotesoff paper” (“Battleof Detroit”). Thischoreogragphicindus-
trid movementisjoyfully portrayed asan astonishing, opera-like spectacle, with drametic
notes, inaNew York Times Magazine story entitled “ Crescendo in Detroit.”

WhenyouseeDetrait plants . .. youdohear arisng crescendo that soonwill burst
inviolent music on distant batt/efronts. . .. A bomber section, theafter part, isa
beauitiful, shiningthing, propheticof theloveliness thet evenanindrument of destrudtion
canhave ... TheshdIsarepantedincolors. . . andthey areparadedinsymmetricd
rows, likemetallic soldiers ingtrangearmor. . . . Youwill havemany pictures, of
machinesand peaple, andthey will merge, until youseethet thisisapart of thegrestest
mechanizedamy thet ever marched. Herearesamplesaf power: power of mind, power
ofhand and muscle, power of machine, power of the humanwiill. Power forwar. Power
forvictory (Duffus myitdics).

Itisnoteworthy that “the greatest mechanized army that ever marched” isdsothe
“dencinges ever.”

Poster production, too, resembled ajoyfully coordinated movement of artists
toward victory. “Inconceivablewoul d beawar without posters. Likebands, parades, flags
and patriotic speeches, they are designed to rouse peaceful citizensto deedsof daring and
hardwork. Already, in World War I1, theU. S. hasbeen bombarded with such poster art”
(“Thesearedefensepogters’). InNovember, 1942, The New York Times Magazine reported:
“Artistsof every ageand rank [from 43 states] responded to the number of 2,224 whena
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nation-widewar poster competitionwasannounced last Summer” (“ Postersfor victory,”
my italics).2 About 200 posters (10% of thetotal) were selected for the honor of being
exhibited at the Museum of ModernArt, in New York. The collection thenwasto tour the
country, and the prize-winnersto be reproduced for national distribution by the Office of
CivilianDefense

One of the best metaphorsfor the national war-joy movement of music and
choreography isgiven by onewar pogter by Cy Hungerford distributed throughout industri-
a plants. It showsacountry boy representing what could be considered the“ ordinary
American,” happily singing and playing an organwith hishugehandsand agilefingers. The
organitsdlf isadefense plant, withitspipesasthefactory chimneys, throwing out smoke
and soot together with eighth notes. On the plant roof/organ body onereads” Defense
Production;” among the notes, risesthe song “ God BlessAmerica.” The*message” is
complemented by thetext: “ Anditwill be* god hd pAmerica if theorgan breaksdown!! You
areaproduction soldier... America sfirg lineof defenseishere’ (“ Defense postershy Cy
Hungerford”).

“A nationinflux”

Ontheonehand, the press, writersand artistshel ped to establish asense of war-
joy suffused with American values and the sense of agrand historic opportunity; onthe
other hand, they alsohdlped to divulgethemiraculousresultsof thedefenseindustry through
choreographic means made possible by American ingenuity. Theimage of awar-joy
choreography, thus, wasbeing established asintringc toAmerican culture. Moreover, the
netiondl character of thisimage, thesenseof acohesivemovement throughout thenation, was
aso highlighted by frequent totalizing metaphors. A New York Times Magazine reporter
sad: “Menand machines[are] making over thefaceof America Sowly thestream of khiki
moving through our streetsturnsinto atorrent; dowly thegreat shipsgrow and gather upon
theseas, fadter thelatheswhir and thedrillers[sic] turn, and the planestake shapeto darken
theskiesof America Here isa land in flux; hereisanationin change, thearchitectsof its
degtiny thebrain and brawn of apeople” (Badwin, my itaics). A Time reporter reinforced
theidea “ThewholeU. S. nationwasgoing toroll upitssleevesand fix Armageddon”
(“Battleof Detroit”).

2 Eight categories were set — Production, War Bonds, The Nature of the Enemy, Sacrifice,
People on the March, “Deliver us from Evil’, Slave world or free world, Loose talk — and nine
prizes of $300 each were offered, two in the category of sacrifice.”
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Sometimesreportson military actionsin thewar wererepresented intermsof
imagesof the coordinated military movementsof awholenation, aswasthe case of atwo-
pagestory inLife: “U.S. Setsits Sightsfor Victory,” issuedin January, 1942. The story
reported on forecastsfor American war production inthenext oneor two years, with an
intensevisua apped. Theastonishing statisticswereturnedinto neatly drawn graphs, all of
them showing figuresof giant gridsof armamentstaking over enormousgeographic spaces.
Oneof thesefiguresencouraged thereader toimagine 185,000 planesin rowsof 5, spaced
100ft gpart from nosetotail; such aflying platoonwoul d cover 900 miles, dmost thelength
of Japan. In another one, fighter planes deployed over bomberswould form two flying
“blankets” inaflying military choreography capableof coveringanareaof 1x 117 miles,
another graph suggested asingleline of 120,000 tanks, going from Salt Lake City to New
York (“U.S. setsitssightsfor victory”). Thevery logic of grids, itsvery geometric monctony,
dlowsonetoimaginewhat isnotineachframe, i.e., theway inwhich each grid of planesor
tankswould go on and on, beyond the space of thepicture. But thereisa soablack square,
occupying amost awhole page, with 60,000 white dots, representing the 60,000 planes
predicted to be producedin 1942. Here, with thewholegrid actualy drawn, imaginationis
askedtowork differently, not extending thegrid, but transforming dotsinto airplanes, aso
visudizingthewholegrid of planesmoving together — now to cover dl of Manhattan I9and.

Recalling that maps are also drawn upon grids, and that nations are usually
represented by maps, those two pages of statistic graphsthrough grids proposed by Life
megazinemay beseen asaespecidly Sronginvitationtoimagineanationa choreography of
thewholeU.S. a war—andajoyful one, giventhenationd pridein Americanvauesandthe
gloriousgoa mentioned above, whichinturn could beachieved by theimpressiveoutput of
thedefenseindustry, portrayed by the satisticsthemselves.

Therewere, of course, millionsof “exceptions’ tothisnationa enthusiasm, people
who could not or did not want tojoinup or get digned withthewar effort. Anexampleof this
wasafarmer from Jerome, Idaho, who moved with spouse and 3 children (including a
newborn) to Long Beach, Cdifornia, towork inadefenseplant, but gaveit up and went back
homeonly 3monthslater. Looking from hislittlesquarewindow at al thosehousesinarow
with no space between them, hecomplained: “How intheheck canyou go outsideand even
takeapeewithout someneighbor watchingyou?’ (Harriset a. 35). Exceptions, however,
werenot redly takeninto account by reports, commentatorsand artistsswho encouraged the
imageof nationa cohesion, availing themsalvesof gaisticsonthemajority.

Andtherewasredly amgjority involvedinthewar. Of every war fought by the
U.S., World War 11 wasthe onewiththegreatest popul ar support, which hel ped establishthe
imegeof awar-joy choreography asredlly national. Lessthan two monthsafter Pearl Harbor,
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salesof war bonds (in banks and post offices, through formal application) had already
reached $1.3hillion, whilestamps, from 10¢ to $5 each (sold & storecounters, street corners,
schoals, offices, grocery stores, or by newshoyseverywhere), brought in $55 million. Besides
bondsand stamps, thewholewar cogt, about $200 billion ($186in federa expendituresfor
war production aone), was supported with capital coming from many popular sources.
TherewereVictory Taxes, anovelty peopledid not quitecomplain about. Food wasrationed
—and"“themgority of peopleatebetter under rationing thanthey did during the Depresson”
(Harriset d. 64). Gaswasa so rationed: peopleweregiven A, B, C or E (emergency)
priorities, and anational 35-mile-an-hour speed limit was established; yet, asanostalgic
witnessrecaledintherecession of theearly 80s, “ nobody went into agas station and hit
each other with fissswhenwe had gasrationing theway they did afew yearsagowhenwe
had agasshortage” (Harriset d. 64). Even fashion wascregtively adapted to face metal
demand; fabriclacesand buttonsproliferated, hatscamewithout metal hat pins.

In addition to new agricultural policies, which, combined with good wegther,
occasioned an agricultural boominthecountry, fromamost every spaceavailableinurban
sditings— backyards, parking lotsetc— thefashion of “Victory Gardens’ exploded. “ Then
everybody grew avictory garden. . .. Our carrotsnever got bigger thananinch. Yet weall
wantedtodo our part for thewar. You got caught upinthemesmerizing spirit of patriotiam.”
By 1943, 20.5million Victory Gardenswere planted, producing about 1/3 of dl vegetables
eaten inthe country the entireyear. At the sametime, people responded with the same
enthusasmtoaGovernment campaignfor scrgpand fat— oneold shovel could provideiron
for four hand grenades, whileone pound of fat would yield enough glycerinfor one pound of
black powder.

Suchapowerful homefront, with somany people” doing their bit”, madeit feel as
if the country had acquired anew technol ogy, capable of providing “one peopl€e” with
ubiquity. A reporter remarked of agirl whoinspected airplanepartsinaplant: “ Thisgirl is
dangerous. shemay saveapilot'slifeand the pilot may shoot down anenemy. Thisiswar,
too” (Duffus). Working “ over here,” Americanscouldtekepartinthewar andfed asif they
were" over there.” Oneworker at anew Monsanto plant in Tennesseeexplained: “‘Wejust
say tohell with everything and everybody except the United Statesand the United Nations
(Shalett). If thisshowsanintense dedi cation and enthusiasm by unskilled workers, inplants
hastily planned for dealing with absol utely new technology and processes, built onthe
metaphor of abattlefield at home, theimagecarried over intothecost in casudties indudtrid
accidentswereofficialy reportedin January 1944 asmorenumerousthan Americaninjuries

" Interview with Sheril Jankovsky Cunning of Long Beach, Ca. Cited in Harris et al. 255.
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inthebattlefields.

Indl, morethan 15 million Americansserved inthe armed forces, and about 20
millionothers(15% of the population) moved for awartimejob. Migrationin Americahas
el dom beenthat intense. Eventhough new jobsand higher wagesweretheprincipa stimuli
for moving, thosewho moved generally had to consi der theimportance of what they wereto
doinorder to copewiththeir new troubles. “ Although hardships, shortagesand crowded
conditionswereafact of lifethroughout thewar years, most peopletook themin strideand
good humor. Complainersweremet with theuniversd retort ‘ Don't you know theré sawar
goingon?” (Harrisetd. 32) Asthedefenseindugtry geared up, femaeand black workers, for
thefirst time, were seen asimportant in thelabor force— inaugurating anew phaseintheir
history of strugglesfor equd rights.

Theideaof anation on the movethrough the defenseindustry also appearsin
aJohn dos Passos'sreport of March, 1943, describing awholehorizon in change, as
part of theboomin Mobile, Alabama— aprocesscommonin small townsall over the
country.

Satledby theroar of thebus, awhiteheronrisesout of thedry resdsof thesdt marsh
andflieswithdowwingflgpslandward. Now, al dongthehorizonacrossthebay from
outof agmudgeof smokebegintogppear thetdl daricksandthecrosssdamsof cranes
andthehoigsandthegreat Sed cradlesof theshipyards Alongthesandspitinfront
of theyardsasfar asyou can see, parked carsparkleendlesdy inthesun. ... . Inthe
outskirtsinevery directionyoufindacresand acresrawwithnew bilding. . .. Three
longlinesof smdl houses somedecently planned onthe” Americangtandard” moddl
andsomemereboxeswithasguarebrick chimney onthecenter, milesof dormitories,
great Yuaresof temporary ructuresareknockedtogether fromday today by amob of
condrucionworkersinasmdl of paint and freshsawed pinelumber andtobacoojuice
andswet..... Overitdl theGulf migt, heavy withamokeof soft cod, hangsingreks,
andglitteringthetraining planesendlesdy dirdeabovetheairfid ds(DosPassos). ®

Asacondusion, themilitary, thedefenseindustry workers(fromthemost unskilled
toindudridigs), and artistsof severd trends; together with thehomefront, gavetheimpression
of onesingle, well organized national community joyfully working together toward victory

" If we were to refer each one of those 15 million who served to four close relatives, whose lives
have been affected by such service, we would have 60 million people, aimost half American
whole population, mobilized or directly affected by the war, regardless those 20 million who
moved for a job — who may also have had close relatives in the Army. Regardles, still, (1) the
total number of people registered in armed forces, i.e., available for the service, which was not 15
but 31 million; (2) the unknown number of people who found new jobs and opportunities in their
own towns, precisely because of those who moved in.
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a what wasconsidered a“good war,” like*astream of khaki [that] growsinto amighty
flood” (Baldwin).

A Life cover (June5, 1944) provided thereader with another synthesisof national
war choreography. Theentire cover istaken up by apictureof soldiersonthemarch, seen
fromabove, and at anangletothegrid of the platoon, sothat spacesbetween soldiersdo not
appear. In addition, therectangular frame of themagazineisnot large enough to show the
outer rowsof the platoon. The photo also showsthe soldiers' faces, healthy and full of
conviction. Onceagain, thevery logic of thegrid of soldierssuggestsahyperbolic, powerful
group of meninuniform, compact, cohesive, well coordinated, and endless. Thesoldiers
brand new uniforms, helmetsand weapons, inturn, suggest that the defense program results
have been so hugethat no onecould seethewholeof it. Theideaof choreography ismade
clear by theinevitablesenseof smultaneity of thesoldiers movements, keepingal moving
armsand feet dwayspardlel, thefeet making that binary besat ontheground. Thecohesion
isreinforced by thesamenessof clothesand by al thosepardld rifles a anangletothecover
rectangle. All soldiersarelooking straight ahead, focusing onapoint inthefuture, out of the
frame, which can be easily associated with the country’sdestiny. Finally, the Life logo,
printed on the picture, together withthecaption, “TheU.S. Infantry,” impliesnot only the
“American-ness’ of thegroup, but soakind of sgnature, suggesting theroleof theAmerican
press(and oneof itsmost powerful groups), ligned with that powerful national groupon
marchtoward victory.

All thishappened only 60 yearsago. At thetimeof that issue of Life, futurewasa
good thing. World War I was felt asagood war, beinginterpreted al over in Manichean
terms— theevil being“ over there”. Not muchimportancewasgivento questionslike*what
thehd canother peopleshaveagaing America? Whatissurprising by nowisthemelanchalic
way inwhich thesameManicheanismisdtill trying to get credibility.
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