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The Statue Near the Wall 
The Vietnam Veterans Memorial 
and the Art of Remembering 

Karal Ann Marling 
Robert Silberman 

Frederick Hart, Three Fightingmen (detail), 
dedicated 1984. Bronze 

It was appropriate, somehow, that 
the last act of the whole gaudy spec- 
tacle should be played out in Holly- 
wood for three, almost four, long 
hours before the unblinking eye of 
the television camera: it had been a 
war of flickering images, waged for 
years on end in prime time. In a 
letter home from a fire base along 
the Cambodian border, one grunt 
wondered whether his family had 
already seen him on NBC news, 
dragging the bodies of his buddies 
toward a helicopter: "I saw, I 
believe, Ron Nessen... and they 
were taking pictures," he wrote, the 
glimpse of a media celebrity almost 
as affecting as his own long, hard 
stare at mortality.1 

And all the celebrities were out 
in force for Oscar night 1979.2Jane 
Fonda - once photographed in 
Hanoi searching the skies for her 
countrymen through the sights of 
an anti-aircraft gun, once quoted in 
the press branding as "hypocrites 
and liars" those gaunt POWs who 
spoke of torture in the North - was 
named Best Actress for her role in 
Coming Home, a movie about phys- 
ically and psychologically wounded 
veterans. In real life, war protesters 
had called homebound vets "baby 
killers," while those who came to 
regard hippies as the American 
wing of the Viet Cong wore buttons 
noting "Jane's Fonda Commies!"4 
But during the long American twi- 
light after the Tet Offensive, disillu- 
sioned combat troops could also 
dismiss charges of her treason. "A 
traitor? God bless her!" thought one 

GI, just discharged and en route to 
upstate New York, when he read 
about Fonda's latest conversations 
with the North Vietnamese. "If she 
can end it, communicate, maybe all 
the guys over there can come 
home."' They hadn't come home, 
not right away, and 58,130 of them 
never did, and in the spring of 1979 
Jane Fonda won an Academy Award 
for Coming Home.6 

John Wayne tottered on stage 
next to read out the name of the 
Best Picture of the Year. His own 
name had become synonymous 
with spit-'n'-polish, gung-ho, 
movie-matinee bravado, the kind of 
term writers of memoirs on the 
Nam enter in self-important "glos- 
saries" that separate vets from stay- 
at-homes. "IfJohn Wayne wasn't 
God then he was at least a prophet," 
the hero ofJames Webb's Fields of 
Fire decides. 

Hodges and a half-dozen friends 
would walk the five miles into Hills- 
ville on Saturday afternoons and 
sit in awe through The Sands of Iwo 
Jima, The Bridges at Toko-Ri, The 
Guns of Navarone, Anzio, The Battle 
of the Bulge, and dozens of others. 
It was all there on the screen. Stand- 
ing up and fighting back.7 
When Sly Stallone, as Rambo, tries 
to tell the MIAs he is bringing home 
about "The World," he starts with 
the movies and the same John 
Wayne trope. Star Wars, muses the 
taciturn superhero, is a dangerous 
fantasy because it is a "clean depic- 
tion of war. If you had your hand 
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cut off, you got a new one. In the 
movies. Yeah, John Wayne, Ronald 
Reagan, and the movies.""8 

But in Dispatches, one of the first 
important books about the grisly 
actualities of the war, Michael Herr 
conjures up his memories ofJohn 
Wayne and Henry Fonda in Fort 
Apache, in which Fonda plays a 
maniacal cavalry colonel whose 
command is wiped out as a conse- 
quence of his foolhardy bravery.9 
"More a war movie than a Western, 
Nam paradigm, Vietnam not a 
movie.., no jive cartoon either 
where the characters get smacked 
around and electrocuted and 
dropped from heights, flattened out 
and frizzed black and broken like a 
dish, then up again and whole and 
back in the game, 'Nobody dies,' as 
someone said in another war 
movie."'0 

"I keep thinking," he admits at 
the end of his account of the rela- 
tionship between observer and 
observed in the Southeast Asian 
conflict, 

about all the kids who got wiped 
out by seventeen years of war mov- 
ies before coming to Vietnam to get 
wiped out for good You don't 
know what a media freak is until 
you've seen the way a few of those 
grunts would run around during a 
fight when they knew that there was 
a television crew nearby; they were 
actually making war movies in 
their heads, doing little guts-and- 
glory Leatherneck tap dances 
under fire, getting theirpimples shot 
offfor the networks .... [Combat] 
was the same familiar violence, 
only moved over into another 
medium; some kind ofjungle play 
with giant helicopters and fantastic 
special effects, actors lying out there 
in canvas body bags waiting for the 
scene to end so they could get up 
again and walk it off But that was 
some scene (you found out), there 
was no cutting it. 1 

The scene played out on the 
stage of the Dorothy Chandler 
Pavilion ended in a similar muddle 
of realism and high drama as the 
old make-believe soldier gave the 
prize to Michael Cimino's The Deer 
Hunter Meanwhile, insiders mind- 
ful of the $30 million already spent 
on the still unreleased Apocalypse 
Now wondered if the spate of cine- 
matic vets and major stars "hump- 
ing the boonies" in tiger utilities 
meant that the war was finally 
over. 2 

Inside the auditorium, to be sure, 
a truce had been declared between 
hawks and doves, insofar as that 
label really suited the indefatigable 
Miss Fonda, who had, without bene- 
fit of viewing it first, called The Deer 
Hunter a "racist, Pentagon version 
of the war. "" Outside, a delegation 
from Viet Nam Veterans Against the 
War loudly protested Cimino's neg- 
ative portrayal of the Vietnamese. 
Nor was New York Times war cor- 
respondent Gloria Emerson, who 
had earlier bemoaned the nation's 
apparent determination to forget 
Vietnam ("Nobody wants to listen. 
We are like voices from the tomb""4), 
pleased with Hollywood's abrupt 
about-face: "Cimino has cheapened 
and degraded and diminished the 
war as no one else," she insisted.'9 

But just as boonie hats, rock 
lyrics, flak jackets adorned with the 
countdown calendar of the "short 
timer," and the story of the guilt- 
ridden, disoriented survivor taunt- 
ed for baby killing became manda- 
tory elements in formulating the 
first collective war story of the Viet- 
nam years and, thus, influenced the 
movies of the late 1970s, so too the 
response to those films was funda- 
mental to the rather different and 
painful process of remembering, of 
looking back toward Vietnam down 
the long, far-off vista of retrospec- 
tion. To those ex-soldiers who tried 
to make sense of their frightful rite 
of passage during the 1980s, The 

6 Sp'ng 1987 

This content downloaded from 128.197.26.12 on Wed, 02 Sep 2015 13:47:06 UTC
All use subject to JSTOR Terms and Conditions

http://www.jstor.org/page/info/about/policies/terms.jsp


Deer Hunter became a kind of 
symbolic landmark, a signal that the 
time for meditation on the past had 
finally arrived, a talisman of bygone 
innocence as evocative as a boonie 
hat or a Purple Heart. 

'The Deer Hunter was the first 
Vietnam movie that I have seen," re- 
called one of the anonymous troop- 
ers interviewed by Mark Baker. The 
vet went on to confess that he had 
been arrested on the spot after 
crawling down the theater aisle 
while in the throes of a combat 
flashback. 

I went with a young lady. I said, 
'Let's go see this picture The Deer 
Hunter. It's about the Nam."I'm 
walking in there thinking that this is 
an ordinary picture, like The 
Green Berets with my man John 
Wayne that I saw on TV That wasn't 
no Nam. I laughed about it. But 
Deer Hunter was a different story. 16 

Joe Klein's ex-marine informants, at 
least one of whom had been "out- 
raged" by The Green Berets - "It 
was nothing like the Vietnam he 
had known" - were stunned by 
the texture and realism of The Deer 
Hunter. John Wakefield waited until 
his wife was out of town: 

... he walked out as soon as he saw 
Robert DeNiro standing next to a 
hooch wearing the camouflage 
fatigues that had been issued only 
to those in Recon. He didn't say why 
he'd walked out - in truth, he 
didn't know - and she, knowing 
the tension and evasion that would 
result if she asked him, didn't pur- 
sue it.17 

"I think the war started to creep 
back into my life in the spring of 
1980," mused John Ketwig, who had 
arrived at Tan Son Nhut airport as a 
nineteen-year-old Pfc in 1967. 'The 
Deerhunter [sic] had won a bouquet 
of Academy Awards. I thought Viet- 
nam was far behind me, but the 

prisoner-of-war scenes started me 
shaking uncontrollably, and then 
I was crying, and I had to leave the 
theater and smoke a cigarette."'8 
"Dink dau," as they used to say in 
the First Air Cay, in the Americal. 
"Dink dau."'9 

For some of those looking back 
toward the boonies, however, no 
book, no movie, no ordered and 
mediated account of Vietnam could 
measure up to the reality and the 
very real emotions that only 
seemed to sharpen with time. 
Writers were, paradoxically, too 
dramatic in their selection of salient 
incidents and not dramatic enough 
as accounts of recollected fears and 
privations. Because of such contra- 
dictions, Jerry Dickmann, one of 
the sixty-five former members of 
Charlie Company who took part in 
a reunion in 1981, rejected the 
make-believe of Hollywood 
illusions. 
'You see these movies like The Deer 
Hunter and all that.... Ain't noth- 
ing close to what it was like, really 
like, over there. They don't tell you 
about what really happened over 
there. They don't tell you about 
people being without showers for 
thirty or forty days, about people 
that never ate hot meals for a whole 
month, or any dry socks, or boots 
that didn't have no soles on it. "He 
was angry now, almost shouting. 
'They didn't show anything that 
was really truthfully happening 
over there. It's allfictional. Guys 
hallucinating things, guys smoking 
pot, guys taking drugs, guys raping 
women, guys molesting kids - 
that's all you hear about in this 
country. Like today is the first time 
all of us ordinary people get to 
come here and say, 'Hey, we're here 
and we're ordinary people.' "2o 

In March 1979 another ordinary, 
twenty-nine-year-old guy with 
eleven pieces of a grenade still 
buried in his hide went to see The 
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1Hart'ssoldiers look toward the Wall that was 
designed by Maya Lin and dedicated in 
1982. 

Deer Hunter A former grunt, a 
rifleman with the army's 199th Light 
Infantry, Jan Scruggs had volun- 
teered to go to Vietnam. When he 
walked into a darkened theater in 
the Washington suburbs to watch 
Christopher Walken die in Saigon 
and John Savage condemned to life 
in a wheelchair, it had been almost 
a decade since he had seen half his 
company killed or wounded "in 

country."-" Scruggs didn't sleep 
much that night: 3 A.M. found him 
alone in his kitchen with an empty 
bottle, incoming mortar, and his 
fallen comrades. "The names," he 
thought. "The names. No one 
remembers their names." By morn- 
ing, he had resolved to "build a 
memorial to all the guys who 
served in Vietnam. It'll have the 
name of everyone killed."22 

The call of destiny may not have 
been quite the cinematic revelation 
Scruggs wants to remember: he'd 
already plowed through Robert Jay 
Lifton's study of delayed stress 
among Vietnam veterans, he could 
quote Archibald MacLeish's "The 
Young Dead Soldier" with eloquent 
ease, and he later cried in public 
when he cited the powerful passage 
in Philip Caputo's A Rumor of War 
describing the unheralded death of 
a friend in a nasty little firefight.-- But as his subsequent tenacity in 
building a Vietnam memorial dem- 
onstrates,Jan Scruggs was no run- 
of-the-mill Spec Four either and is 
entitled to his own extraordinary, 
self-created war story, told in his 
own 

way.-' According to that story, 
Scruggs called a press conference 
exactly ten years from the day that 
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2 Three Fightingmen, installedaspart of the 
Vietnam Veterans Memorial, u'as dedicated 

on 11 November 1984. 

he lay bleeding in the jungle recit- 
ing the Our Father and announced 
that his new Vietnam Veterans 
Memorial Fund (VVMF) was going 
to erect a monument in honor of 
those names, in tribute to all those 
uncommemorated deaths, and 
without benefit of federal funds 
(figs. 1, 2). 

Television comics scoffed. On the 
"CBS Evening News" Roger Mudd 
reported, with a smile, that the fund 
had contrived to solicit exactly 
$144.50 in its first month of opera- 
tion.-' In the end, however, Scruggs 
raised more than $8 million and 
survived a government audit of his 
stewardship of the contributions, 
which ranged from approximately 
$170,000 from H. Ross Perot to 
dimes from Gold Star Mothers."6 
Enabling legislation authorizing use 
of a two-acre site near the Lincoln 
Memorial "in honor and recogni- 

tion of the men and women of the 
Armed Forces of the United States 
who served in the Vietnam war" 
wound its way slowly through Con- 
gress; a national design competition 
was held; 1,421 anonymous entries 
were judged by an eight-member 
jury of architects and sculptors; and 
the winning scheme - a pair of 
black planes angled into the earth 
- by Maya Ying Lin, a twenty-year- 
old Yale student, was unveiled to 
the press on 6 May 1981.27 On 13 
November 1982, at the climax of a 
national salute to those who had 
served, the Vietnam Veterans 
Memorial was dedicateda 

In a sense, although the officers 
of the memorial fund deliberately 
removed themselves from the 
selection process,Jan Scruggs got 
the monument he had envisioned. 
In his first Memorial Day press 
conference, Scruggs conjured up 
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3The Seabees Memorial,Arlington Cemetery 
was designed by Felixde Weldon and 

completedin 1973. 

4 TheRough Riders memorial in Arlington 
emsetery was dedicated by Theodore 

Roosevelt in 1902. 

visions of a "small park with a black 
marble obelisk thirty feet high 
containing the names of those who 
died in Vietnam."- 

Later statements 
commented on the peacefulness of 
the setting ("serene rather than 
inspiring") and a "low-level sculp- 
ture presentation" to complement 
an honor roll of 57,661 American 
names.0 "We do not seek to make 
any statement about the correctness 
of the war," Scruggs affirmed in the 
White House Rose Garden as 
President Carter signed the bill 
granting him a plot on the Mall. 
"Rather, by honoring those who 
sacrificed, we hope to provide a 
symbol of national unity and recon- 
ciliation."3' 

There is no shortage of monu- 
ments to war heroes in Washington, 
of course. Some are black in color; 
some are obelisk in shape; and 
some, like the venerable Rough 
Riders' marker at Arlington or the 
First Infantry Division Memorial, 
feature the names of the dead (figs. 
3, 4, 5). Indeed, a set of modest 
bronze tablets, listing the unit's 
Vietnam-era martyrs, was added to 
the latter in 1977.2 Thus, Scruggs's 
emerging concept of a suitable 
memorial was by no means revolu- 
tionary in that local context. 

While Maya Lin's wall would not 
resemble any of these prototypes 
closely, it is clear that the design 
requirements of the competition 
and, hence, her winning entry were 
shaped by a concept that virtually 
ensured a geometric design with a 
minimum of sculptural embellish- 
ment, with primary emphasis on 
the names of the dead, a tonality 
conducive to their readability, and a 
lack of narrative 

content.-3 
The pose 

of a figure, its size, or gesture, all 
seemed fated to revive arguments 
on one side or another in the divi- 
sive controversy over the morality 
of American involvement in 
Vietnam. The competition rules 
booklet concluded with a plea for a 
work devoid of excuses for 

renewed bitterness: 

Finally, we wish to repeat that the 
memorial is not to be apolitical 
statement, and that its purpose is to 
honor the service and memory of 
the war's dead, its missing, and its 
veterans - not the war itself The 
memorial should be conciliatorv, 
transcending the tragedy of the 
war.4 

Yet, despite the rhetoric of con- 
ciliation, the competition program 
and, in fact, the whole memorial 
enterprise rested on a series of 
arguable assumptions tinged with 
strong ideological biases. That a 
successful monument could be 
created by acts of avoidance or 
negation was one such error, since 
Felix de Weldon and his confreres 
had arrived at their variously black, 
geometric, and albumlike concep- 
tions in an atmosphere of consen- 
sus or benign public indifference. A 
certain formal discretion often suits 
the direct, declarative statement 
best and, as the ugly battle over 
Maya Lin's wall would demonstrate, 
a reticent style does not necessarily 
favor the cause of apolitical ambigu- 
ity - to be abstract is not always to 
be tolerantly vague. 

Nor did the language of the 
instructions support the cause of 
reconciliation between hawk and 
dove, the living and the dead, when 
it directed them to rise above the 
"tragedy of the war." The war was 
not regarded as a tragedy in all 
quarters. Candidate Reagan spoke 
for many when, in a speech to the 
VF'W, he called it a "noble cause"; 
and President Reagan, arriving at 
the National Cathedral for a cer- 
emonial reading of the names of 
the war dead during the dedication, 
said, "the tragedy was that they 
were asked to fight and die for a 
cause that their country was unwill- 
ing to win. 

"- In effect, to transcend the "trag- 
edy of the war" was also to tran- 
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5 The Veterans of Foreign Wars monument, 
designed by sculptor Felix de Weldon, bears 
twelhe bronze panels depicting wars in 
which Americans have fought since 1776. 

scend the fractious reality of that 
war and discordant memories of 
the war, all of them etched in the 
pain of a pervasive loss that spilled 
across the spectrum of private and 
public consciousness, from the 
death of a beloved son to the 
demise of national honor, the twi- 
light of American resolve. Is the 
death of a son indeed a tragedy, if 
the soldier lays down his life pro 
patria? Or is his passing a tragedy 
- a tragedy to be transcended, that 
is - only if one assumes from the 
outset that his nation's cause was 
not worth the sacrifice? Insofar as 
Maya Lin's design scrupulously 
followed the agenda of the Vietnam 
Veterans Memorial Fund, it was, 
like the great military cemeteries of 
history or the ossuaries from the 
battlefields of Europe, a funerary 
monument, a grave marker buried 
in the Mall amongst all the bright 
shrines to principle and promise.6 
"We the living," she declared, "are 
brought to a concrete realization of 
these deaths" by walking past the 
granite walls. "Brought to a sharp 
awareness of such a loss, it is up to 
each individual to resolve or come 
to terms with this loss. . . [f]or 
death is in the end a personal and 
private matter.3..., And despite the reflections of 
the Lincoln Memorial and Washing- 
ton Monument that play across the 
names, Maya Lin's beautiful wall 
transcends the possibility that the 
war is yet another element of our 
common life - like those struc- 
tures of gleaming white marble 
with their affirmation of hope and 
healing - precisely by deciding 
that the thousands upon thousands 
of deaths of soldiers named WillieJ. 
Washington, Gary Lincoln, and Jose 
Antonio Castro should remain a 
"personal and private matter." Her 
scheme included no mention of 
Vietnam, no hint that America had 
sent the men and women listed on 
the Wall to meet their fate, no clue 
- except the odd reflection of 

official Washington - that some- 
one, all of us, might bear responsi- 
bility. Instead, she proposed to list 
the names in the order of death, to 
chart the dying that made up the 
unnamed war, and, as she told Art 
in America, "to return the vets to 
the time-frame of the war."' "The 
mode of listing the names makes 
them individual deaths, not deaths 
in a cause," the NationalReview 
rightly concluded; "they might as 
well have been traffic accidents."39 
The New Republic, from the oppo- 
site side of the political fence, 
concurred: 

[There is] no mention of Vietnam, 
war, duty, country, sacrifice, cour- 
age, or even tragedy. This memorial 
says one thing: only the dead, noth- 
ing besides, remain. ... . It is an 
unfortunate choice of memorial. 
Memorials are built to give context 
and, possibly, meaning to suffering 
that is otherwise incomprehensible. 
We do not memorialize bus acci- 

dents, which by nature are context- 

less, meaningless. To treat the 
Vietnam dead like the victims of 
some monstrous traffic accident is 
more than a disservice to history; it 
is a disservice to the memory of the 
57,000. It is an act of arrogance for 
us to assign them the status of vic- 
tims, nothing but victims. These 
people saw themselves if not as 
patriots at least as soldiers. Many 
went to Vietnam, fought, and died 
because they thought it right, or at 
least their duty, to do so.A# 

James Webb, among others criti- 
cal of what they considered the 
nihilism of the winning design, 
would argue that members of the 
jury harbored an anti-war bias and 
made their choice accordingly.4 It 
might be equally reasonable to 
conclude, however, that having 
sifted through entries featuring a 
"building-sized military helmet," 
gaunt groups of soldiers "looking 
skyward for a helicopter," and infi- 
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nite variations on the "fallen com- 
rade" theme, the jury selected the 
design least likely, by virtue of its 
simplicity and modesty, to occasion 
public outrage over brazen Hueys 
littering the Mall, and the most 
congruent with the guidelines man- 
dating a gingerly avoidance of the 
complexities of remembering Viet- 
nam in all its contradictory reality." 
"For purposes of this competition," 
read a codicil to the original call for 
drawings, a "political statement 
regarding the war is any comment 
on the rightness, wrongness, or 
motivation of the U.S. policy in 
entering, conducting or withdraw- 
ing from the war.' 

There was, in any case, little 
chance that Maya Lin would find 
such facts of interest. For, although 
the fund had compiled a bibliogra- 
phy listing historical studies of 
America's involvement in Southeast 
Asia and personal accounts by 
Caputo and Webb that re-created 
the texture of life in combat, Maya 
Lin refused to read any of them, an 
action that Scruggs still finds puz- 
zling and irksome.* "It didn't enter 
my world," she said of the Vietnam 
War. "I remember there were riots 
and my parents would never let me 
out of the house when there were 
riots. Later on, the realization of the 
youth of the people involved came 
to me - that they'd been killed in 
the war, or while protesting."'' "I 
don't read the papers," she told a 
reporter. "I just ignore the world."'b 

The Wall bespoke her essential 
detachment from a war that raged 
from 1959 to 1975 in a specific 
country with its own unique cos- 
tumes, language, mores, ethics. And 
in that sense - inasmuch as her 
sunken register of deaths bespoke 
the attitude of an outsider looking 
back toward an unfamiliar stretch of 
historical terrain and extracting 
from it only the sadness and finality 
of death - Maya Lin's memorial 
was abstract. In the best-known and 
best-timed attack on her design, 

Tom Wolfe, writing on the morning 
the Commission of Fine Arts was to 
decide whether to add a statue and 
a flagpole to the complex, made her 
design stand for all abstract art and 
for the bankruptcy of the modern 
tradition. He argued that the vener- 
able "Mullahs of Modernism," pro- 
grammatically predisposed to inflict 
their aesthetic minimalism on ordi- 
nary folks like so many doses of 
castor oil, had struck again. "Put a 
gun at the temple of one [of the 
jurors]," Wolfe ranted, "and you 
couldn't make him sculpt a realistic 
figure of a soldier to put up on a 
pedestal."' If the world of Maya Lin, 
by her own admission, excluded 
history books and newspapers and 
television pictures, the jurors' 
world was "as bizarre and totally 
removed from the rest of American 
life as anything any soldier had ever 
run into in Vietnam."'8 She was too 
young, but the jurors were too old 
to appreciate the experience of the 
veteran. 

Even though his title for the mon- 
ument, "Tribute to Jane Fonda," 
would prove perennially popular, 
the Vietnam Memorial dispute was 
just another chance for Wolfe to flay 
modernism in general, and liberal 
elitism in particular. His opportun- 
ism was by no means unique. 
During various skirmishes in the 
ongoing campaign, all manner of 
fierce combatants took up arms 
briefly only to melt away in time to 
return to their own wars: There 
were ideologues of the right wing 
who seemed to have believed 
America had won those "hearts and 
minds" in Southeast Asia after all; 
representatives of the art establish- 
ment, incapable of admitting any 
distinction between a fine work of 
art and a good monument; and 
even an emerging class of profes- 
sional veterans fighting anew, 
across the black slabs of polished 
granite, for the leadership of their 
movement. Christopher Buckley's 
chilling day-by-day chronicle of the 
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battle over the memorial makes it 
clear that there was enough blind- 
ness, stupidity, duplicity, racism, 
sexism, ageism, and egomania to go 
around.49 But despite the memorial 
editorials, the feature articles, the 
impassioned speeches, and an 
episode of "60 Minutes," all taking 
positions on the much broader 
issues of vgilant anti-Communism, 
anti-war activism, freedom of artis- 
tic expression, and old-fashioned 
patriotism, it does not follow that 
the "controversy was more about 
politics than esthetics."'50 

Nor does it follow that Lin's work 
was misunderstood or disliked 
because it was formally offensive, 
illegible, a piece of abstract art. The 
problem was, in some fundamental 
way, one of content - content 
purposefully omitted - not style. 
That content - the brooding pres- 
ence of absence - was readily 
grasped, thoroughly understood, 
and incapable of making a suffi- 
ciently complex response to a wide 
range of private memories not yet 
hardened into public recollections. 
Consider the case of the old couple 
standing, early one rainy morning, 
next to Frederick Hart's bronze 
statue of three battle-weary GIs, 
some seventy feet from the south- 
western edge of the stone V. Care- 
fully, with his Instamatic, he takes a 
snapshot of her inspecting the 
sculpture. She doesn't look up 
when the flash goes off: in her pain, 
it seems, she cannot acknowledge 
the camera. So he swings his lens 
away, toward the Wall. "Don't, Jack! 
Don't!" she cries, her face set in a 
rigid mask of rage and grief. "Don't 
take a picture of that. It's just a black 
wall!"5l 

Consider the case of Tom 
Carhart, a West Point graduate twice 
decorated for wounds received in 
Vietnam and an early fund raiser for 
the memorial project, who, "out of 
love for the whole effort, in order 
to participate in the fullest way 
possible," entered one of the many 

"fallen comrade" designs, his first 
attempt at sculpture. When he saw 
the drawings of the Wall he called it 
a "black gash of shame and sorrow 
because there was no flag of 
national dedication, no statuary to 
help explain the blackness, the 
unstoried deaths, or the "trench" 
sunk below the level of Washing- 
ton's other monuments. Maybe the 
jury should have included veterans, 
he told the Commission of Fine Arts 
through his tears, because "can 
there be any doubt that [they] chose 
a design that reflects only their 
interpretation of the war they saw 
here at home?" What about the 
soldiers who survived? What about 
their memories? "I don't care about 
artistic perceptions," Carhart con- 
cluded. "Please extend to us the 
grace and the dignity to choose our 
own Memorial that will fairly repre- 
sent our Vietnam experience to 
posterity."52 

The rhetoric of death that speaks 
so powerfully to posterity from the 
Wall subsumes the living in its mir- 
rored surface. It is too final; too 
impersonal, despite the uniform 
ranks of names; too grandly dra- 
matic to find room for the ordinari- 
ness of flesh-and-blood survivors, 
like Tom Carhart or Jack and his 
wife. It is too rigid in its planar 
majesty to deal with people who 
came back from war to ordinary 
lives as lawyers, accountants, bus 
drivers, schoolteachers, nurses, 
criminals, and cops.53 It cannot 
share the ordinariness of lives that 
go on, day after day, with an empty 
place at the table.54 It cannot, in the 
end, accommodate the ordinariness 
of the war itself. "That was one of 
the great problems with Vietnam," 
remarked Bill Broyles. "It was hard 
to tell friend from foe - it was too 
much like ordinary life." In country, 
the high-flown rhetoric and the big 
statements were left to the generals; 
in ordinary hooches, the worst 
tragedies elicited a mumbled 
"Don't mean nothin'. " Then, the 
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6 Visitors leave items like these in the drainage 
channel below the Wall every day. 

ordinary things had been real in a 
way the big, extraordinary ones 
were not. Now, the battered can of 
C-ration cinnamon nut rolls, the 
birthday cards, the single flowers 
stuck in the drainage channel 
below the Wall reify memories 
dematerialized and depersonalized 
despite the litany of names above 
the offerings.56 

When it became apparent that 
Rick Hart's sculpture would finally 
become a constituent part of the 
memorial, Maya Lin accused him of 
"scabbing on other artists' work. I 
can't see how anyone of integrity 
can go around drawing mustaches 
on other people's portraits."'s But 
on the night after the Wall was dedi- 
cated, veterans brought along their 
own flag and lit it with a flashlight, 
to add something to the monument 
and its meaning (fig. 6). Perhaps 
Terry McConnell's comments best 
express the veterans' feelings: 
"They didn't have to put up a flag 
for us .... We take care of our own. 
We always did; we always will."'8 
For that unemployed vet, the act of 
putting his flag at the place where 
the walls meet was creative, a 
remaking of a memorial whose 

very inadequacies are exposed with 
every pair of worn cowboy boots 
propped up against its sleek sur- 
face. And yet, the strength of the 
same dark form is its physical 
receptivity to "mustaches" of all 
sorts. Like an almost-blank slate, it 
awaits a text most often written in 
roses and fingerprints. The objects 
(fig. 7) left daily by the Wall assert 
the claims of ordinariness. They tell 
stories for those without the elo- 
quence of Webb. And, like Carhart's 
do-it-yourself sculpture, they betray 
the need to make art, to make a sort 
of resolution out of war stories, 
boonie hats, and Kodachromes of 
disemboweled VCs, posed with 
beer cans in their stiffened hands. 

By some twist of cosmic irony, 
the plaster (fig. 8) from which 
Three Fightingmen was cast now 
shares a federal warehouse with the 
objects left at the Wall.9 There are 
flags, boots, hats, and dog tags 
("Anderson, R.C. USMC. 094098. 
Presbyterian"; four R. C. Andersons 
are listed on the Wall). in that 
Maryland repository. There are 
whole uniforms ("Pants and shirt 
belonged to Chuck Louviere," reads 
the homemade tag; the name of a 
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7 The hundreds of objects, including these 
decorated and otherwise "enhanced"flags, 
left at the Wall are collected and stored in a 
Maryland repository. 

8 The plaster i'ersion from which the young 
officer was cast now resides in a government 
warehouse. Note the tightness around the 
e'es and the anxious stare. 

Marvin John Louviere from Louisi- 
ana appears on panel 18W) care- 
fully laid out along the walkway 
with the tacit understanding that 
they would be kept "as part of a 
future exhibit."'' There are snap- 
shots of GIs and sometimes their 
graves in Arlington, mounted on 
sheets of corrugated cardboard, 
decorated with neatly printed let- 
ters and poems, and wrapped in 
plastic to keep out the rain. These 
artfully disposed and composed 
artifacts are, in truth, so many small, 
populist memorials to Vietnam, so 
many tangible specifics fleshing out 
the abstracted iconography of 
remembrance. And the content of 
Rick Hart's statue - either because 

he was attentive to the behavior of 
the veterans who came to the Wall 
or because their acts of homage 
were earnest attempts to supply just 
those ingredients most wanting in 
what many of them call the "Wall of 
Hurt" - replicates the content of 
their offerings.62 

In both cases, small and ordinary 
things define the memory of war 
and are, in turn, blessed by the 
extraordinary care taken in preserv- 
ing and arranging them. Hart says 
that he would put the "folds of 
those [bronze] fatigue jackets and 
pants up against the folds of any 
mediaeval angel you can find": 
ideas, in both cases, become con- 
crete things; the dead past comes 
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9 Hart used Jim Webb's boots as the mnodelfor 
the statue's boot with the dog tag. 

10 The artist's attention to detail is evident in 
the meticulous handling of the towel, web 
belt, dog tags, and gun. 

alive.63 Hart's boonie hat, his boots, 
his dog tags, his flak jacket, his ban- 
doliers, his canteens, the khaki 
towel, the "leech cloth," the baggy 
pockets of his jungle rags, all turn 
up in the park rangers' periodic 
sweeps and in the recollections of 
veterans who came back to remem- 
ber those who didn't come back, 
and to remember too the young 
green soldiers of their bygone 
selves. Most of these objects were 
"things to wear that brought luck," 
totems to keep the image of im- 
pending death at bay. 

[B]eads, necklaces, tokens, symbols, 
rings, boonie hats with girls' names 
on them, scarfs worn like head- 

bands, which stopped the sweat. The 

Marines, needing to be perverse, 
liked to wear big disks that spelled 
out war. Most of the troops wore 
their dog tags not around their 
necks but outside their boots, strung 
through an eyelet. There were rit- 
uals and taboos to be observed. 

.... When the boots looked old and 
deformed the men loved them at 
last. They were proof of the ordeal. (' 

The boots in the statue with the 
dog tag strung through the laces are 
Jim Webb's (fig. 9); the placement, a 
rueful gesture in a land of clay- 
mores and "bouncing betties. "6 "I 
couldn't tie the laces on my left 
boot before I got my right boot on," 
admitted a grunt who came home 
intact. 

I don't know where Ipicked up that 
green towel. It was a useful thing. 
You used that towel all the time. I'd 
hang it around my neck and tuck it 
down into myflakjacket. It became 
my lucky green towel. If l didn't 
have it, I wasn't comfortable. I felt 
naked. I felt vulnerable. But when it 
was around my neck, it was like an 
invisible protective shield. Every- 
thing was complete and I was ready 
to go and meet whatever Ihad to 

meet. It was good to touch, too. 
Maybe it was that if l died I'd make 
a good-looking corpse with the 
lucky green towel around my neck. 6 

There was an intensity in war that 
still resides, spookily sometimes, in 
the magical things they wore, the 
talismanic things they carried. The 
grizzled veterans who man the MIA 
booths around the memorial dress 
like 19-year-old refugees from boot 
camp to keep the past alive. Hart 
respects the power of these totems 
with a patina that marks the slight- 
est tonal distinctions between a 
sun-bleached hat and oil-worn 
canvas webbing.6" 

Grunts, especially those in need 
of powerful magic, notice the 
details Hart provides (fig. 10). Ordi- 
nary objects acquire extraordinary 
resonance because one particular 
person thought to write her name 
across the sweatband or another 
chose to hug his chest with bando- 
liers crossed just so. Thus are the 
three soldiers of the memorial 
individualized. On 18 May 1982, the 
day after he was asked to work up a 
"fully refined bronze model of the 
sculpture... showing all details," 
Hart sat at his dining room table 
turning over a lump of clay in his 
hands. (A special panel of veterans 
was empowered by the fund to add 
a statue to the complex; without 
such a concession to serious oppo- 
sition, Lin's wall would almost cer- 
tainly not have been built.c") He 
had finally been given his chance 
because he'd been on the scene 
and interested from the very start. 
Rick Hart, after all, was the one who 
had introduced Webb to Scruggs 
before anybody thought of holding 
a competition, and he was, demon- 
strably, the first to work up a design 
for a hypothetical memorial. It was 
based on a Buddhist pagoda and 
"contain[ed] two works of sculp- 
ture, one a realistic depiction of two 
soldiers and the second a more 
abstract form of plexiglass with 
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11 Danger creates intimacy in Hart" group. 

12 De Weldon" IwoJima Memorial (19.50-54) 
is coldly heroic in its 

anlonfl)mit, 
and 

crushing scale. 

?' 

internal images."''69 
Later, collaborating with a firm of 

landscape architects, he placed 
third in the official contest: "I had a 
circular wall with the names on it. 
There were two groups of soldiers 
on either side reaching out to each 
other. That was the whole idea - to 
reach back across a huge gap. I 
wasn't happy with it."70 But a new 
concept began to take shape at the 
meeting with the sculpture panel 
- a multifigural work, instead of 
the single statue originally contem- 
plated, that could stand up to the 
scale of the Wall and that would 
recognize the racial diversity of 
those who went to Vietnam (Webb's 
officer-father insisted on that!).7' A 
traditional, heroic soldier-on-a- 
pedestal statue, standing for a col- 
lective or composite idea of all the 
boys in Charlie Company, yielded 
to the pointed specificity of this hat, 
that M-16, the materiel of the most 
technological of all wars, the speci- 
ficity of a black boy, a white boy, 
and a brown boy who went to war 
alone, who died one by one or 
straggled home alone, momentarily 
united in collective action.72 

The clay sketch worked up on 

Hart's dining room table and the 
maquette unveiled six months later 
show three young soldiers on 
patrol, moving cautiously on tiptoe, 
stopped suddenly by the sight of 
something up ahead.7 The officer 
with the sidearm signals a halt with 
his hands; his companions draw 
close, and the man wearing the hat 
reaches out to touch him on the 
back in a gesture of mingled alarm, 
reassurance, and solidarity (fig. 11). 
"They wear the uniform and carry 
the equipment of war," the sculptor 
told a press conference. 

[T]hey are young. The contrast 
between the innocence of their 
youth and the weapons of war 
underscores the poignancy of their 
sacrifice. There is about them the 
physical contact and sense of unity 
that bespeaks/sic] the bonds of love 
and sacrifices that is the nature of 
men at war And yet they are each 
alone. Their true heroism lies in 
these bonds of loyalty in the face 
of their aloneness and their 
vulnerability.74 

The soldiers of the IwoJima 
Memorial (fig. 12), their faces hid- 
den in their helmets, are coldly 
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heroic in their anonymity and 
crushing scale.75 The vulnerability 
Rick Hart sought, on the other 
hand, is underscored by the even- 
tual placement of his group on a 
base that rises only inches from the 
ground: we look directly into the 
faces of soldiers who seem no 
larger, no stronger than ourselves 
and we wish that we could take 
away their awful wartime vision.'6 Their vulnerability and our empa- 
thy are functions, too, of the realism 
of those faces. The triad was part of 
the concept from the beginning, 
with the clean-cut suburban kid in 
the middle, the black at his left, and 
the third figure, originally sugges- 
tive of southern, countrified good 
looks, on the right. In the end, the 
third soldier acquired "ethnic fea- 
tures in a sense." "He could be 
Jewish, Lebanese, Indian," Hart 
declared, although the model was a 
24-year-old Latino from Maryland, 
the brother of a friend.7 "I really 
chose him for the youth in his face," 
said the artist: 

The fact that he's Hispanic doesn't 
mean anything to me, other than 
the fact that Hispanics made a ter- 
rifically high percentage contribu- 
tion to those in combat.... That's 
information, that's data, that's fact. 
If someone told me they never wore 
that kind of 

belt... 
. I'd say, 'Fine." 

I'd put in the one that's right. 7 

But the evolution of the studies 
also shows a countervailing move- 
ment away from fact and toward 
generalization, a quality equally 
crucial to the emotional power of 
the finished bronze. Individual 
figures came to stand for significant 
groups of veterans. Between 
January and June of 1984 a series 
of photographs of work in progress 
on the full-size clay model shows 
that the most noticeable idiosyncra- 
cies of their facial expressions were 
gradually eliminated.7 The lean, 
long, almost angry face of the black 
man, for instance, was softened, 

rounded, widened.? In the end, 
one of the strongest bonds among 
the three infantrymen is a faint 
physical resemblance one to the 
other that underscores their cama- 
raderie. "These guys are the only 
country I know of, they're what I'm 
defending," thinks the soldier-hero 
ofJayne Anne Phillips's Machine 
Dreams?. "The veterans.., seem 
confused by the communion 
beyond fellowship they experi- 
enced in Vietnam," Mark Baker 
sadly concludes. 
Ten years later, many of them 
attribute the hollow ache inside to 
an overly hearty slap on the back in 
Nam - or they don't mention it at 
all. But the friendship, the honest 
human love is all they wanted to 
bring back from there, and it was 
the one thing they couldn't seem to 
hang on to. The guilt, the pain, the 
scars are intact. The lessons of 
fiiendship and compassion are 
lost.82 

In that one detail - the faces 
(fig. 13) - Rick Hart's statue sacri- 
fices the startling physical realism 
apparent in the guns and uniforms 
capturing instead a different kind of 
fact, a truth of the heart that was the 
best of the Vietnam experience. So, 
too, his bronze insists upon the 
reality of a common bond of fellow- 
ship between its survivors, a bond 
forged in the weary terror of com- 
bat. "Nothing like youth ever lasted 
in their faces for very long," Herr 
wrote of the kid-marines of Khe 
Sanh. 

It was the eyes: because they were 
always either strained or blazed out 
or simply blank, they never had 
anything to do with what the rest of 
the face was doing, and it gave 
everyone the look of extreme 
fatigue or even a glancing 
madness.83 

They called it "The Horror," "The 
Look," "the thousand-yard stare."84 
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13 Note the "long stare," the faint resemblance 
of eadc soldier to the others. 

"An afternoon spent under fire 
when a patrol was caught in an 
open paddy would age them all a 
year, tighten their faces until the 
eyeballs bulged," Webb remem- 
bers."8 Those are the eyes Larry 
Burrows and David Burnett saw 
through the lens of the camera, the 
eyes Don McCullin photographed 
in Hub in 1968.Y Crank the awful 
tiredness down a notch, and those 
are the eyes of Hart's three soldiers, 
staring in wary disbelief at the Wall, 
where pilgrims, looking back in 
time through their own reflections 
on the names of the dead, leave 
smiling pictures of sons and bud- 
dies and awful ones of dead men 
holding beer cansY. 

The photographs left and those 
taken away from the Veterans 
Memorial are souvenirs, the stuff of 
memory, of that time, then, cap- 
tured for all time in the blink of a 
shutter. Like a picture shot in Hue, 
Hart's work is full of what was 
there: his style is photographic in its 
attention to humdrum detail." But 
it is also photographic in its insis- 
tence on the worth of a given 
moment in time. The soldiers stop, 
forever now, in the midst of life, 
and call us back to their frightened 
moment of truth and the ordinari- 
ness of the boys who went to war 

and then - some of them, at any 
rate - came back. The statue is a 
war story, no more. No heroics: 

War stories. That was what 
remained: a few stupid war stories, 
hackneyed and unprofound. Even 
the lessons were commonplace. It 
hurts to be shot. Dead men are 

heavy. Don't seek trouble, it'llfind 
you soon enough. You hear the shot 
that gets you. Scared to death on the 
field of battle. Life after death. These 
were hard lessons true, but they 
were the lessons of ignorance; igno- 
rant men, trite truths." 

The stories are trite in themselves, 
but, there on the Mall, they evoke a 
somber narrative of young life 
trembling on the brink of death. 
Hart's admirable humility, his faith- 
ful stewardship of other people's 
memories, summons up our own 
confusions about sacrifice, young 
lives, and war, about what hap- 
pened then and why. As we watch 
them, the watchful young soldiers 
file out of the sheltering grove of 
saplings, creep just past the tree 
line, and stop short where the grass 
slopes down into the earth toward 
two long black walls.9 "One Marine 
who saw the model wrote to me: 
'They are searching for their own 
names.'" Hart thinks he may be right. 
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It's as if they had come unexpect- 
edly upon the wall as a kind of 
vision, or a metaphor for the war 
itself- a brooding, unknowing, 
unknowable, tragic presence 

.... 
I see the wall as a kind of ocean, a 
sea of sacrifice that is overwhelming 
and nearly incomprehensible in its 
sweep of names. Iplace these figures 
on the shore of that sea, gazing 
upon it, standing in vigil before it, 
reflecting the human face of it, the 
human heart. 92 
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16. Mark Baker, Nam, The Vietnam War in 
the Words of the Men and Women Who 
Fought There (New York: Berkley 
Books, 1983), pp. 284-85. 

17. Klein, Payback, pp. 121-22, 226. 

18. Ketwig,... And a Hard Rain Fell, 
p. 324. 

19. See, for example, the 
glossary. appended to Webb, Fields of Fire, 

p. 412. 

20. Goldman and Fuller, Charlie Company, 
p. 304. Begun in the course of prepar- 
ing a special issue of Newsweek on 
Vietnam (14 December 1981), the book 
was first published in 1983. 

21. Christopher Buckley, "The Wall," 
Esquire 104, no. 3 (September 1985): 
62; and Jan C. Scruggs, "We Were 
Young. We Have Died. Remember Us," 
Washington Post, 11 November 1979, 
B-4, cols. 1-5. 

22. Jan C. Scruggs and Joel L. Swerdlow, To 
Heal a Nation (New York: Harper & 
Row, 1985), p. 7. Scruggs told the 
authors (26 March 1986, Washington, 
D.C.) that Orion Pictures has plans to 
produce a made-for-television movie 
from his story. 

23. For Scruggs's account of his war experi- 
ences, his early congressional testi- 
monv on stress on Vietnam veterans, 
and his idea for the memorial, see 
Henry Allen, "Epitaph for Vietnam, 
Memorial Design Selected," 
Washington Post, 7 May 1981, F-i, col. 4. 
For Scruggs's reading of Lifton, see 

Bucklex, "The Wall," p. 64. See also 
Robert Jay Lifton, Home from the War: 
Vietnam Veterans - Neither Victims 
Nor Executioners (New York: Simon & 
Schuster, 1973); and Nancy Howell 
Koehler, ed., Vietnam: The Battle 
Comes Home, A Photographic Record 
of Post-Traumatic Stress with Selected 
Essays (Dobbs Ferry, N.Y.: Morgan & 
Morgan, 1984). For Scruggs's 

literary. references, see Bernard Weinraub, 
"Ground Broken in Capital for Memo- 
rial on Vietnam," New York Times, 27 
March 1982, p. 1, cols. 1-2; and Caputo, 
A Rumor of War, p. 213. 

24. On self-generated war stories, see 
William Broyles, Jr., "Why Men Love 
War," Esquire 102, no. 5 (November 
1984): 61-62. For the problems created 
by not having a story to imagine or 
remember, see. Christopher Buckley, 
"Viet Guilt," Esquire 100, no. 3 (Sep- 
tember 1983): 68-72, which retells the 
story of a friend who recalled meeting, 

a full three years before Deer Hunter 
opened, a bowman who had been a 
river patrol boat runner on the 
Mekong. 

25. The best accounts of the competition 
include Catherine M. Howett, "The 
Vietnam Veterans Memorial: Public Art 
and Politics," Landscape 28, no. 2 
(1985): 1-9; "A Sweeping, Impressive 
Tribute," in Program Souvenir, 
National Salute to Vietnam Veterans 
(McLean, Va.: Tyl Associates, 1982), pp. 
8-9, 34; and Grady Clay, "Vietnam's 
Aftermath: Sniping at the Memorial," 
Landscape Architecture 72, no. 2 
(March 1982): 54-56 (Clay was the 
foreman of the jury). See also "Student 
Wins War Memorial Contest," New York 
Times, 7 May 1981, A-20, cols. 1-6. For 
an account of the fund at the time of the 
dedication, see Robert W. Doubek, 
"The Story of the Vietnam Veterans 
Memorial," Retired Officer 39, no. 11 
(November 1983): 18. 

26. U.S. General Accounting Office, Report 
by the Comptroller General of the 
United States: The Vietnam Veterans 
Memorial Fund's Operations Were 
Properly Accounted for and Reported, 
23 May 1984, pp. 58-59. 

27. Public Law 96-296, "Joint Resolution to 
Authorize the Vietnam Veterans Memo- 
rial Fund, Inc., to Establish a Memo- 
rial," 1 July 1980; and "Report of the 
Vietnam Memorial Design Commis- 
sion," 1 May 1981. The latter document, 
signed by a jury that included such 
luminaries as Pietro Belluschi and 
Hideo Sasaki, was prepared under the 
direction of Paul Spreiregen, the pro- 
fessional advisor who ran the competi- 
tion on behalf of the fund. Both of 
these documents are in the Vietnam 
Veterans Memorial Fund (hereafter, 
VVMF) file of the Commission of Fine 
Arts, Washington, D.C. We are grateful 
to Charles H. Atherton, secretary of the 
commission, for granting access to 
these records. The documentation 
generated by the VVMF has recently 
been donated to the Library of Con- 
gress with the proviso that it be sealed 
for a period of five years; hence the 
primary materials in the commission's 
files assume some importance. 

28. "The Vietnam Memorial," Washington 
Post, 13 November 1982, A-18, cols. 
1-2. 

29. "Vietnam Veterans to See $1 Million for 
a Monument," New York Times, 28 May 
1979, A-8, col. 6. Lee Friedlander, The 
American Monument (New York: The 
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Eakins Press Foundation, [1976]), 
unpaginated pl. 47, shows a six-foot 
black memorial obelisk in Watertown, 
New York, inscribed: "In Honor of 
Those Who Served in Vietnam. In 
September 1981, South Boston 

-- "Southie," where enlistments and 
combat casualties were high 

-- unveiled the first monument to receive 
official sanction from the president and 
the armed forces. This memorial to the 
American war dead of Vietnam was a 
booklike tablet of dark granite listing 
the dead and inscribed: "If you forget 
my death, then I died in vain." See Myra 
MacPherson, Long Time Passing, 

Viet- 
nam and the Haunted Generation 
(New York: New American Library, 
1984), pp. 

76-77. 
30. Richard Halloran, "Vietnam Veterans 

Plan Memorial in Capital as Reconcilia- 
tion Sign, New York Times, 25 Febru- 
ary 1980, A-15, col. 5-6; "House 
Approves Bill to Establish a Memorial 
to Vietnam War Dead," New York Times, 
22 May 1980, A-24, col. 6. 

31. Bernard Weinraub, "Carter Hails 
Veterans of Vietnam in Signing Bill for 
War Memorial," New York Times, 2 July 
1980, A-14, cols. 1-2. 

32. In 1977 bronze tablets honoring those 
who died in Vietnam between 12 July 
1965 and 3 April 1970 were added to 
the First Division memorial. We are 
grateful to the Short Term Visitor 
Fellowship Program of the Smithsonian 
Institution and the Dean of the College 
of Liberal Arts, University of Minnesota, 
for the generous funding that allowed 
us to visit and photograph Washing- 
tons war memorials and interview 
those most directly involved in the 
addition of a statue to the Vietnam 
memorial. 

Karal Ann Marling presented a paper 
to the annual meeting of the American 
Art Forum (10 May 1986), held at the 
National Museum of American Art, 
Washington, D.C. Prof. Robert 
Rosenblum of the Institute of Fine 
Arts, New York University remarked on 
the possible influence of holocaust 
monuments - with their bleak litanies 
of names - on the design for the Wall. 

33. Sculptor William Lasansky, who 
entered the competition, mentioned to 
Marling that the stated requirements 
virtually mandated a wall of some sort 
to accommodate the thousands of 
names. Once that premise was 
accepted, it followed that the Wall 
would have to be black in order for the 

text to be visible in sunlight. Doubek, 
"The Story of the Vietnam Veterans 
Memorial," which traces the prehistory 
of the competition from the fund's 
vantage point, makes it clear that 
Scruggs was not the only one to have a 
mental image of the ideal memorial. 
He mentions, for example, West Point's 
sculpture-free memorial park that was 
known to the members of the planning 
group which selected the competition 
director and helped draft the competi- 
tion program. On abstraction and 
memorial designs, see Philip C. John- 
son, "War Memorials, What Aesthetic 
Price Glory?" Art News 44, no. 1 
(September 1945): 9-10ff. For the 
philosophic and aesthetic problems 
inherent in memorializing evanescent 
events in concrete, see William H. Gass, 
"Monumentality/Mentality," Opposi- 
tions 25 (Fall 1982): 127-44. 

34. "Vietnam Veterans Memorial Fund 
Competition" (descriptive booklet in 
the files of the Commission of Fine 
Arts), 31 December 1980, p. 16. 

35. Quoted by Tom Carhart in "Statement 
to the U.S. Fine Arts Commission," 13 
October 1981, p. 1, in the files of the 
Commission of Fine Arts; quoted in 
Francis X. Clines, "Tribute to Vietnam 
Dead: Words, A Wall," New York Times, 
11 November 1982, B-15, col. 1; and 
"Reagan Makes His First Visit to Viet- 
nam Memorial on Mall," New York 
Times, 2 May 1983, A-15, cols. 1-2. 
(Reagan did not visit the Wall or 
acknowledge its existence until May 
1983.) In a televised report prepared 
by producer Pamela Kahn for ABC's 
"Nightline" and broadcast in part in 
November 1982, the Reagans are 
shown arriving at the National Cathe- 
dral for the reading of the names the 
night before the Wall was dedicated. 
"The tragedy," he says, "was that they 
fought and died for a cause we were 
unwilling to win." We are grateful to 
ABC News and Kahn for calling our 
attention to their coverage of the 
National Salute at the Wall and the 
design and execution of the statue. 

In an interview with Elizabeth Hess, 
Frederick Hart, whose sculptural 
addition to the memorial touched off a 
second controversy, remarked, "if the 
monument was meant as a Vietnam 
War Memorial - then even I couldn't 
argue with it because the war was a 

tragedxv But that wasn4t what the 
memorial was supposed to be. It was 
supposed to give a little dignity to the 
people who fought the war - the 19- 
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year-olds, not the generals. The piece 
rubbed them absolutely raw." Quoted 
in Elizabeth Hess, "A Tale of Two 
Memorials," Art in America 71, no. 4 
(April 1983): 124. 

36. For discussion of monuments Maya Lin 
clearly knew, see Shirley Neilsen Blum, 
"The National Vietnam War Memorial," 
Arts 59, no. 4 (December 1984): 12; and 
Wolf Von Eckardt, "Storm over a Viet 
Nam Memorial," Time 118, no. 19 (9 
November 1981): 103. Among these 
monuments is Edwin Lutyens's Thiep- 
val Memorial on the Somme; see 
"Vietnam Memorial War," ARTnews 81, 
no. 1 (January 1983): 11, andJames 
Stevens Curl, A Celebration of Death 
(New York: Charles Scribner's Sons, 
1980), pp. 316-17ff. See also John T. 
Bookman and Stephen T. Powers, The 
March to Victory, A Guide to World War 
HiBattles and Battlefields (New York: 
Harper & Row, 1986); and John S. 
Patterson, "A Patriotic Landscape: 
Gettysburg, 1863-1913," in Jack Salz- 
man, ed., Prospects, vol. 7 (New York: 
Burt Franklin & Co., 1982), pp. 315-33. 
We are grateful to Prof. Wilbur Zelinsky 
of Pennsylvania State University for 
sharing his thoughts on American 
monuments and his excellent bibliog- 
raphy with us. 

37. Maya Ying Lin, "Design Competition: 
Winning Designer's Statement" 
(undated memo on VVMF letterhead), 
in the files of the Commission of Fine 
Arts. The Wall has, in fact, become a 
kind of cultural symbol for unresolved 
feelings about the war and for grief of a 
less focused kind. Recent paperback 
editions of MacPherson's Long Time 
Passing and Emerson's Winners and 
Losers now include photographs of the 
Wall. The ambiguities are perhaps best 
revealed in television series: in an 
episode of "Magnum, P.I." (31 October 
1985) the veteran-hero, whose attitude 
toward the war is depicted as a contra- 
dictory affair, weeps at the Wall; a 
young black doctor on "St. Elsewhere" 
(aired during the 1985-86 season) 
visits the Wall in great emotional dis- 
tress to try to cope with his resentment 
over his brother's death. "You don't set 
out and build a national shrine," 
Scruggs remarked, after the statue had 
been dedicated. "It becomes one." See 
Kurt Andersen, "Hush, Timmy - This 
Is Like a Church," Time 125, no. 15 (15 
April 1985): 61. 

38. Quoted in Hess, "A Tale of Two Memo- 
rials," p. 122. In an interview with 
Lawrence Weschler (University of 

California, 1977), Edward Keinholz 
proposed that a war memorial com- 
posed of 50,000-odd surplus army 
uniforms, tied at wrists and ankles and 
pumped full of slurry, be disposed at 
random over a defoliated 75-acre site. 
After the cloth rotted and the clay 
dissolved, the field would then be 
plowed and sowed with alfalfa. 

39. "Stop That Monument," National 
Review 33, no. 118 (18 September 
1981): 1064. 

40. [Charles Krauthammerl, "Memorials," 
New Republic 184, no. 2 (16 May 1981): 
43; also quoted in "Remembering 
What?" Wall Street Journal, 1June 
1981, p. 25, an editorial decrying the 
reluctance "to carve . . . the name 
'Vietnam'" on the memorial. This 
editorial is part of a long file on nega- 
tive public reaction to the model for 
the Lin Wall that was sent to the Com- 
mission of Fine Arts. In a letter to the 
Wall Street Journal (30 June 1981), 
Scruggs noted that the "basic concept 
... will have to go through a develop- 
ment and refinement process." In the 
end, several short inscriptions in which 
Vietnam was mentioned were carved at 
the vertex. On the right flank, adjacent 
to the date 1959, the text now reads: "In 
honor of the men and women of the 
armed forces of the United States who 
served in the Vietnam War. The names 
of those who gave their lives and those 
who remain missing are inscribed in 
the order they were taken from us." On 
the left wall, adjacent to 1975, we read: 
"Our nation honors the courage, 
sacrifice and devotion to duty and 
country of its Vietnam veterans. This 
memorial was built with private contri- 
butions from the American people. 
November 11, 1982." According to 
Bernard Weinraub, "Ground Is Bro- 
ken," p. 1, cols. 1-2, many advocates of 
placing a sculpture at this spot found 
the words inadequate and proposed 
others for the base of the statue, includ- 
ing the words uttered by former POW 
Jeremiah Denton on his return from 
captivity: "We are honored to have had 
the opportunity to serve our country 
under difficult circumstances. God 
Bless America!" See note 68 for other 
proposed solutions. 

41. James Webb, "Reassessing the Vietnam 
Veterans Memorial," Wall Street Jour- 
nal, 18 December 1981, p. 22. Charles 
Krauthammer, "Downcast Eyes," New 
Republic 187, no. 21 (22 November 
1982): 42, wrote, in regard to the 
flagless, inscriptionless walls proposed: 
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"Directors of the memorial, perhaps 
sensing something political beneath 
this apolitical statement, and perhaps 
believing that war is death but also 
more than death, decided that a modest 
explanation be added before. . the 

. names." 

42. Clay, "Vietnam's Aftermath, p. 55. 
Christopher Hitchens, "Minority 
Report," The Nation 235, no. 16 (13 
November 1982): 486, argued that the 
"gravestone-like appearance of the final 
work is not due to Jane Fonda or any- 
one like her. It is due, as such things 
usually are, to a panel of cautious 
judges seeking to avoid controversy 
The committee deliberated, and 
came up with the lowest common 
denominator." 

43. "Questions and Answers," no. 222 (10 
February 1986): 15, in the files of the 
Commission of Fine Arts. Robert 
Doubek used the same language to 
describe the Lin design in testimony 
before the commission on 7July 1981 
(transcript, p. 20). 

44. Frances Fitzgerald, Fire in the Lake 
(New York: Vintage Books, 1972), was, 
at that time, the primer on the Ameri- 
can experience in Vietnam. Jan Scruggs 
raised the issue of Lin s indifference to 
the recommended texts in an interview 
(Vietnam Veterans of America, Wash- 
ington, D.C., 26 March 1986, conducted 
by the authors), adding that Joel 
Swerdlow, his coauthor, had put the 
question to her 

directly. 
Scruggs and 

Swerdlow (To Heal a Nation, p. 76) 
stress her preoccupation with the 
aesthetics of the design and her status 
as an alien to the world of the VVMF: 
"She had never taken a college-level 
history course. She had never read a 
book or seen a TV film clip about 
Vietnam. And she had never read All 
Quiet On the Western Front, A Farewell 
to Arms, or any of the other basic 
literature on war. 

45. Henry Allen, "Epitaph for Vietnam, 
Memorial Design Is Selected," Wash- 
ington Post, 7 May 1981, F-I, col. 4. 

46. Quoted in Scruggs and Swerdlow, To 
Heal a Nation, p. 76. 

47. Tom Wolfe, "Art Disputes War: The 
Battle of the Vietnam Memorial," Wash- 
ington Post, 13 October 1982, B-3, col. 2. 

48. Ibid., col. 1. 

49. Bucklex; The Wall, p. 62. For sexism 
and the problem of understanding 
Vietnam, see Susan Brownmiller, 
Against Our Will: Men, Women and 

Rape (New York: Simon & Schuster, 
1975), pp. 86-113. For particular 
emphasis on the aesthetic debate, see 
Nicholas J. Capasso, "Vietnam Veterans 
Memorial, in Tod A. Marder, ed., The 
Critical Edge, Controtersy in Recent 
American Architecture (GCambridge, 
Mass.: MIT Press, 1985), pp. 188-202. 
We are grateful to Prof. Marder of 
Rutgers University for calling this fine 
essay to our attention. Finall, 

for a 
trenchant examination of the problems 
presented by abstract public monu- 
ments, see June Hargrove, "A Social 
History of the Public Monument in 
Ohio,' in Marianne Doezema and June 
Hargrove, The Public Monument and 
Its Audience (Cleveland, Ohio: Cleve- 
land Museum of Art, 1977), pp. 58-63. 

50. Howett, "The Vietnam Veterans Memo- 
rial," p. 7. Benjamin Forgey, 

"The Statue 
and the Wall," Washington Post, 11 
November 1984, makes essentially the 
same point. See also the transcript of 
the Morley Safer segment "Lest We 
Forget," first aired on "60 Minutes" on 
10 October 1982. 

The VVMF clipping file at the Martin 
Luther King Library, Washington, D.C., 
was very useful. We are grateful to the 
staff of the Washingtoniana Collection 
for their courteous assistance and to 
George Gurney of the National 
Museum of American Art for directing 
us to the library 

51. The authors observed this little inci- 
dent for themselves. The placement of 
the Hart statue, now grouped with the 
flagstaff to form a kind of vestibule to 
the memorial site, came about as the 
result of intense negotiations mediated 
by J. Carter Brown, chairman of the 
Commission of Fine Arts. As the tran- 
script of the commission hearing of 13 
October 1982 makes plain, if propo- 
nents of a sculptural addition wanted it 
at the vertex, opponents wanted it 
isolated and all but invisible, some 120 
to 170 feet from the Wall. Architect Kent 
Cooper, who translated Lin's sketch 
into a structure, and landscape archi- 
tect Joe Brown, Hart's original collabo- 
rator, worked out the final placement 
with Hart, who had designed his work 
to complement the Wall and wanted to 
make sure the location did just that. 
When the workmen lowered the statue 
into place, they inadvertently skewed it 
slightly out of frontal alignment with 
the Wall - the glances of the young 
men now slide across the Wall, rather 
than confronting it head-on. Delighted 
by the mannerist qualities of the place- 
ment, Hart left it that way (conversation 
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with Marling on 10 May 1986). 

52. Carhart, "Statement to U.S. Fine Arts 
Commission," pp. 4-5. Other remarks 
were not so moderate in tone; for 
example, "open urinal," quoted in 
Buckley, "The Wall," p. 67. Charles E. 
Wheeler, "After the War, The Fight 
Continues," Washington Times, 12 
November 1984, is a conservative 
denial of any political motivation on 
Carhart's part: "He was made to seem 
what the 'pro-wall' orthodoxy had 
rumored to sympathetic listeners that 
he was: a crazed right-winger who had 
never gotten over the war." 

53. For a new interpretation of the "crazed 
vet" convention, prominent in the 
media and Rambo films, see Susan 
Jefford, "Friendly Civilians: Images of 
Women and the Feminization of the 
Audience in Vietnam Films," Wide 
Angle 7, no. 4 (1985): 13-22; and 
Michael Webb, ed., Hollywood: Legend 
and Reality (Boston: Little, Brown & 
Co., 1986), p. 84. James Kirkwood's 
comic novel, Some Kind of Hero (New 
York: New American Library, 1975), is 
another good example of the trau- 
matized GI hero. See also Arthur 
Egendorf, Healing from the War, 
Trauma and Transformation after 
Vietnam (Boston: Houghton Mifflin 
Co., 1985). On the recent electrocution 
in Florida of a murderer who was 
denied a clemency appeal based on 
'war-triggered stress," see "Vietnam 
Veteran Executed," Minneapolis Star 
and Tribune, 23 April 1986, 3-A, cols. 
3-4, with a UPI photo of the deceased's 
picture, in dress blues, propped up 
against the Wall. Almost without fail, 
Vietnam memoirs create drama by 
contrasting the just-like-you-and-me 
lives of vets with the strange and trau- 
matic interlude of the war, in which 
ordinary people often found them- 
selves in extraordinary circumstances. 

54. This is the theme of the brilliant novel 
by Bobbie Ann Mason, In Country 
(New York: Harper & Row, 1985). 
"Sam" has the added shock of finding 
her own name - her father's, of course 
- on the Wall, among the dead. 

Under the title of "Abstraction or 
Realism: Vietnam Remembered," the 
authors delivered their first ideas about 
the Veterans Memorial before the 10th 
Biennial Convention of the American 
Studies Association (San Diego, 1 
November 1985). We are grateful to 
Dean Michael Sundell, Cooper Union, 
New York, and Prof. Michael Steiner, 
Department of American Studies, 

California State University at Fullerton, 
for their helpful comments. The latter 
brought Mason's book to our attention. 

55. Broyles, "Why Men Love War," pp. 58, 
61. We are deliberately blurring the 
distinction between the memorable 
experiences of the average person and 
the average sort of experience one 
might expect on a given day. War and 
going about one's business are not 
exactly alike, of course, but the shading 
of one into the other (thanks to planes, 
troops could be in Vietnam one day 
and back home, eating Mom's apple 
pie, the next) is also characteristic of 
the popular literature on Vietnam. The 
war, like life, entailed long periods of 
boredom and mundane concerns 
punctuated by very few moments of 
action and great significance. "Ordinar- 
iness," as we describe it here, pertains 
to both kinds of experience. 

56. Material left at the Wall is collected at 
regular intervals by the National Park 
Service and, with the exception of 
perishable items, is stored and cata- 
logued at the Museum and Archaeolog- 
ical Regional Storage Facility (MARS, 
P.O. Box 283, Lanham, Md. 20706). 
David Guynes, the energetic and 
thoughtful site manager, provided us 
with access to the collection and shared 
his clipping file with us. See also James 
Carman, "Reflections of a 

War," 
National Parks 60, nos. 3-4 (March/ 
April 1986): 2-5. On 25 March 1986 the 
authors were interviewed by ABC for 
their opinions on the significance of 
the objects left at the Wall. 

57. Quoted in Rick Horowitz, "Maya Lin's 
Angry Objections, Vietnam Memorial 
Artist on Changes," Washington Post, 7 
July 1982, B-i, cols. 1-2. See Hess, "Tale 
of Two Memorials," p. 123, for Lin's 
opinion of why Hart took the job: "It 
wasn't necessarily going to be good for 
his reputation, but the price was right. 
They seem to be paying him 20 times 
what they paid me. He goes on and on 
about working with my piece rather 
than against it. But you can't really work 
with a piece if you don't have a dia- 
logue with it. He claims that my memo- 
rial is 'rude in its neglect of the human 
element.' How can someone like that 
work with my design?" It is still not 
possible to arrive at an accurate notion 
of who made what on the basis of 
records in the public domain. Lin won 
a $20,000 prize for her design, but the 
award carried with it a "commission" to 
work with the architects of record for 
an unspecified sum, which was not 
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A photograph of Hart's maquette is taped to 
New York City's Vietnam memorial, aglass 
wall that is inscribed with letters from 
soldiers, press dispatches, and poetry (see 
note 59). 

distinguished from the firm's total fees 
in the audit of the VVMF books. For 
equally deficient estimates of Hart's 
earnings, see note 65. 

58. William Broyles,Jr., "Remember a War 
We Want to Forget," Newsweek 100, no. 
21 (22 November 1982): 83. ABC 
footage of the dedication ceremony in 
November 1982 also shows a young vet 
standing at attention at the vertex, 
holding a flag. Harry Haines, "'What 
Kind of War?': An Analysis of the Viet- 
nam Veterans Memorial," Critical 
Studies in Mass Communication 3, no. 
1 (March 1986): 8, notes that the 
Newsweek cover marking the tenth 
anniversary of the end of the war 
"offers a color photo of a man, in 
camouflage, leaning into The Wall, 
pressing a folded American flag into 
the names of a panel while a hand grips 
his shoulder in an attempt to comfort him." 

59. Arthur S. Brisbane, "Visitors Relive War 
Daily at Vietnam Memorial," Minneapo- 
lis Star and Tribune, 10 November 
1984, 7-A, col. 1. On the casting pro- 
cess, see "Soldier for the Vietnam 
Memorial Takes Shape," New York 
Times, 4 August 1983, A-12, cols. 3-4, 
and Martin Weil, "Statue Erected to 
Honor Veterans at Vietnam Memorial," 
Washington Post, 30 October 1984. 

On 7 May 1985 a Vietnam memorial 
monument was dedicated in New York 
City. The glass-block wall, sixty-six feet 
long and six feet high, is inscribed with 
letters from soldiers, both living and 
dead; press dispatches; and poetry. The 
design competition, which filtered 
entries through a jury of "profession- 
als" and a jury of veterans, profited 
from the Washington experience. Not 
only does the monument have a strong 
and concrete narrative component 
derived in large part from vets and 
their families, it also features a built-in 
shelf to accommodate items left by 
visitors. See Edward I. Koch, Preface, in 
Edelman, ed., Dear America, p. 16; and 
Sidney H. Schanberg, "New York's 
Memorial to War's Pain, Passion," 
Minneapolis Star and Tribune, 9 May 
1985, 34-A, cols. 3-4. 

60. Barbara Cartan, "Private Mementos Are 
Special Vietnam," Minneapolis Star 
and Tribune, 9 July 1985, 1-A, 12-A, 
cols. 1-5. 

61. Louviere's uniform was left with a note 
from Pvt. J. Banton. See also a photo- 
graph of the Arlington marker of Philip 
Alan Purvis (12E, on the Wall) in the 
MARS collection. 

MacPherson, Long Time Passing, 
p. 733, reports seeing a note taped to 
the Wall (ca. Memorial Day 1984; note 
appeared in Washington Post article on 
that date): "This is my father, I never 
knew him. If anyone knows him, please 
write me." Almost every writer who has 
commented on the Wall has found an 
object like this one. See, e.g., Ketwig, 
... And a Hard Rain Fell, p. 333; and 
Kevin Cook, "Notes to Dead Heroes 
Gone, Not Forgotten," Washington 
Times, 27 May 1985. 

62. Hart is quoted on this point in Hess, "A 
Tale of Two Memorials," p. 124. For 
Hart recalling time spent at the Wall, 
see Andersen, "Hush, Timmy - This Is 
Like a Church," p. 61. The phrase "Wall 
of Hurt," adapted from the colloquial 
"world of hurt," adorns many home- 
made plaques and poems left at the 
Wall. The MARS collection includes a 
long poem in a black wooden frame, 
decorated with red and blue colored 
pencil, by Walter Eckes of New York 
City, titled "Wall of Hurt," and dedicated 
to Roy Butts, William Hanningan, and 
Leeland Zahn, all killed in action. 

63. Benjamin Forgey, "The Statue and the 
Wall," Washington Post, 10 November 
1984, D-8, cols. 2-3. 

64. Emerson, Winners and Losers, pp. 67, 
194. For towels, see p. 263; for pockets, 
p. 170. Empty boots lined up at atten- 
tion also stood for the dead in a rite 
called a "paratroopers' funeral"; see 
Herr, Dispatches, p. 23. 

65. William 
R. Veenis,Jr., Memorial (HVH 

Associates, 1984), unpaginated. This is a 
picture book sold near the memorial. 
Because Rick Hart and the VVMF hold 
joint copyright on the statue and have 
enforced it, there are few commercial 
photographs of the work on sale; see 
Vanessa Boran, "Don't Shoot," Ameri- 
can Photographer 14, no. 3 (March 
1986): 12. Because of recent disputes 
between the two parties over how 
much of Hart's $330,000 he would keep 
and how much would go into casting 
and overhead, the franchise situation 
remains tense; see Phil McCombs, "Arts 
Beat," Washington Post, 14 December 
1983; "Big Bucks," Washington Post, 16 
November 1983; and Don Shannon, 
Vietnam Veterans Memorial Leader, 
Artist Disagree Over Profits,"Minneap- 
olis Star and Tribune, 10 August 1984, 
15-A, cols. 5-6. 

66. Baker, Nam, pp. 85, 89. On bush and 
boonie hats, see Tim O'Brien, Going 
After Cacciato (New York: Dell, 1980), 
p. 195. 
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67. Lynda Van Devanter, with Christopher 
Morgan, Home Before Morning (New 
York: Warner Books, 1983), p. 270. Hart 
discussed the patina with the authors, 
(Washington, D.C., 25 March 1986). The 
ABC report on the making of the statue 
shows the raw surface of the bronze 
being pickled on 10 October 1984 at 
Joel Meisner's 

foundry. 
68. Scruggs and Swerdlow, To Heal a 

Nation, p. 115. For the special sculp- 
ture panel, consisting of Webb, Milton 
Copulos of the Heritage Foundation, 
Bill Jayne, and Art Mosely, see Webb's 
testimony in Commission of Fine Arts 
transcript, Washington, D.C., 13 Octo- 
ber 1982, pp. 61ff. At a meeting of the 
Senate Committee on Veterans Affairs 
(27 January 1981), General Mike David- 
son proposed that construction of the 
Wall go forward, provided a statue was 
added. It was then decided that the 
eighty-odd competition designs which 
included a sculptural component 
should be reviewed. At a second meet- 
ing to select a statue - Maya Lin and 
Ross Perot both attended - the com- 
mittee decided to place a commis- 
sioned statue at the vertex of the walls, 
with a flagstaff on the rise directly over 
the spot. The compromise, issued by 
Senator Warner and Jan Scruggs, called 
for a "strong, commanding figure 
symbolizing all who served in Viet- 
nam," to be placed in front of the walls 
with the inscription, copied in 1968 
from the wall of a bunker in Khe Sanh: 
"For those who fought for it, freedom 
has a flavor." See Weinraub, "Ground Is 
Broken," p. 1, col. 6. 

There are still pockets of opposition 
to the Wall. Recent attacks have been 
metaphorical, focusing on proposed 
monuments to war resisters - particu- 
larly the Kent State dead. A competition 
for a monument at Kent State has just 
been concluded under the direction of 
Paul Spreiregen, who managed the 
VVMF competition. See "Monumental 
Cowards," Soldier of Fortune 11, no. 3 
(March 1986): 28-29. 

69. Quoted in Scruggs and Swerdlow, To 
Heal a Nation, p. 50. For Hart's work 
with Joseph Brown and EDAW, Inc., see 
Benjamin Forgey, "Hart's Statue 
Unveiled," Washington Post, 20 Sep- 
tember 1982. 

70. Quoted in Hess, "A Tale of Two Monu- 
ments, p. 124. 

71. Buckley, "The Wall," p. 68. 

72. On dying one by one or two by two, 
see among others, Caputo, A Rumor of 

War, p. 182. Webb, Fields ofFire, p. 233, 
says of the war: "It happened only to 
individuals." For an ironic view of the 
technology of the war, see O'Brien, 
Going After Cacciato, p. 189: "Technol- 
ogy," Doc said. "You can't beat technol- 
ogy." See also "Sculptor Is Selected for 
Vietnam Statue," New York Times, 2 July 
1982, A-12, col. 6. 

73. "Model of Washington's Vietnam Statue 
Is Unveiled," New York Times, 21 
September 1982, A-22, cols. 2-4. Horo- 
witz, "Maya Lin's Angry Objections, 
Vietnam Memorial Artist on Changes," 
B-i, cols. 1-2, quotes Lin as saying that 
the statue would appear "to shoot you 
when you start walking down toward 
the walls." It would, she thought, "make 
one feel watched." The proposed 
height of the figures at that date was 
about ten feet, with a five-foot pedestal 
beneath them; there was also talk of 
scrapping the guns as "too provoca- 
tive." 

74. Quoted in "Vietnam Veterans Memo- 
rial," ca. 1983; unpaginated pamphlet 
distributed at the Wall by the National 
Park Service. 

75. Hart apprenticed briefly with de 
Weldon, sculptor of the Iwo Jima 
Memorial, which is based on a famous 
photograph by Joe Rosenthal showing 
marines raising the American flag on 
Mt. Suribachi in the Pacific on 23 Febru- 
ary 1945; see Phillip H. Love, "Uncom- 
mon Valor Was a Common Virtue," 
Washington Star Pictorial Magazine, 
21 February 1954. Originally done in 
perishable materials and placed oppo- 
site the Navy Building on Constitution 
Avenue for a 1945 war bond drive, a 
permanent nine-foot limestone version 
was later made for the marine base at 
Quantico. The massive bronze version 
outside Arlington, the last of the three 
versions, was completed in 1954. 

Hart had then gone on to execute the 
tympana and jamb figures on the west 
facade of the National Cathedral; see 
Wolf Von Eckardt, "Creation of Adam," 
Cathedral Age 52, no. 4 (Winter 1978): 
6-8. 

76. The height of the figures - about 
seven and one-half feet tall - was 
carefully calibrated by the artist to give 
the effect of being life sized. Sculpture 
made to the exact measurements of the 
human body, like Duane Hanson's 
work, generally looks smaller than life. 

77. "Vietnam Figures Added to Memorial," 
Minneapolis Star and Tribune, 30 
October 1984, 1-A, cols. 4-6. For Hart's 
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thoughts on realism, see Frederick 
E. Hart, Letter to the Editor, Art in 
America 71, no. 10 (November 1983): 
5, written in response to the Hess 
attack. 

Since Hart's statue was dedicated, 
other special groups - most notably 
American Indians and nurses - have 
come forward with demands for statues 
of their own to be grouped with the 
three soldiers on the Mall. The Nurse 
exists in a thirty-three-inch bronze 
maquette for an eight-foot figure; 
sculpted by Roger M. Brodin of 
Minneapolis, it was commissioned by 
the Vietnam Nurses Memorial Project, 
Inc. (511 11th Avenue South, Box 45, 
Minneapolis, Minn. 55415). Obviously 
conceived with the iconography of the 
existing sculpture firmly in mind, it 
shows a hollow-eyed young woman in 
boots and fatigues wearing a stetho- 
scope and carrying her helmet bowl- 
wise in her arms. A number of models 
are currently on tour, as are at least two 
versions of the Wall. One, a kind of 
photo-mural showing reflections of 
Washington clouds and 

passersby, renders the names almost unreadable, 
according to those who have seen it in 
Salt Lake City The other is a half-scale 
black plexiglass replica currently in the 
custody ofJohn Devitt, who has exhib- 
ited it in parks in Santa Rosa, San 
Diego, Las Vegas, and, more 

recently, Atlanta. Like the Washington wall, it 
attracts its share of uniforms, notes, 
drawings, and other additions. Devitt is 
collecting them for use in a rolling 
museum. 

The three-soldier motif has also 
spawned imitations. In the spring of 
1986 an eight-foot-tall, three figure 
bronze statue by Alan Le Quire was 
added to a fifty-foot wall in Nashville on 
which appeared 1,289 names of the 
state's killed and missing. Paid for by 
the Tennessee Vietnam Veterans Lead- 
ership Program (TVVLP), the group 
shows infantrymen on active reconnais- 
sance, crouching defensively to ready 
their weapons at the sight of danger. 
One is calling in air support on a field 
telephone. See Keith Miles, "Memorial 
May Be Finished in '85," Nashville 
Banner, 13July 1984, 1-C, cols. 1-6. We 
are grateful to Fred Tucker, executive 
director of the TVVLP, for discussing the 
project with us and supplying publicity 
material. The intense activity of this 
grouping recalls the realistic mode of 
the most famous of American World 
War I memorials, the bronze Spirit of 
the American 

Doughbo,, designed with 

the sanction of the American Legion by 
E. M. Viquesney of Spencer, Indiana, 
and sold in town-square-sized replicas. 
Small household versions of the 
trooper, striding forward and hurling a 
grenade, came with a little barbed-wire 
fence and trench and were manufac- 
tured in Americus, Georgia. 

78. Jane Addams Allen, "Vietnam Memorial 
Gets a Spanish Face," Washington 
Times, 25 May 1984. It is clear that 
Hispanic groups, among others, had 
objected to the original ethnic compo- 
sition of the triad. It was noted that 
between 1961 and 1967, for example, 
22.3 percent of all marine casualties 
were Hispanic. This kind of personali- 
zation of the memorial is related to the 
theory of recent "privatization" of 
monuments advanced by John Brinck- 
erhoffJackson, The Necessity for Ruins 
and Other Topics (Amherst, Mass.: 
University of Massachusetts Press, 
1980), pp. 89-91ff. 

79. Veenis, Memorial, unpaginated photo- 
graphs by Donald Haefele. Although 
Hart stands firmly within the realistic 
tradition, in this one instance his 
procedure is almost neoclassical. In an 
interview taped for "Nightline" in Sep- 
tember 1982, Hart said he was after 
a "typical image.' 

80. See Wallace Terry, ed., Bloods, An Oral 
History of the Vietnam War by Black 
Veterans (New York: Ballantine Books, 
1985) for another significant minority 
view. The ethnicity of the statue recalls 
the diversity feature in Webb's Fields of 
Fire, with Hispanics like "Cat Man" (pp. 
254-55) and highly specific descrip- 
tions of the way "Snake" wears his flak 
jacket (p. 245). 

81. Jayne Anne Phillips, Machine Dreams 
(New York: Pocket Books, 1985), p. 368. 

82. Baker, Nam, p. 199. 

83. Herr, Dispatches, pp. 92, 129. 

84. Caputo, A Rumor of War, pp. 93, 98; 
Baker, Nam, p. 126; and Van Devanter, 
Home Before Morning, p. 130, all 
discuss "The Look." Some critics also 
thought they saw combat fatigue in 
Hart's figures. See Ellen Goodman, "A 
Monument to Our Discomfort," Wash- 
ington Post, 25 September 1982. 

85. Webb, Fields ofFire, p. 213. Irving 

Molotsky, "Changes Set in Viet Memo- 
rial," Neu' York Times, 14 October 1982, 
C-17, cols. 1-3, quotes the testimony 
delivered by Janice Connolly to the 
Commission of Fine Arts on behalf of 
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adding a statue: "What are the memora- 
ble images of the war in Vietnam? The 
photos of the guerrilla being summar- 
ily executed during the Tet Offensive, 
the naked girl running down a street, 
the students killed at the Kent State 
University demonstrations." She 
argued, therefore, for a comparable 
realism in the design of the memorial. 

86. Don McCullin, Hearts of Darkness 
(Don Mills, Ontario: General Publish- 
ing Company, 1980), pl. 40. For one of 
David Burnett's "long stare" pictures, 
see Time 125, no. 15 (April 1985): 58. 
Linda Wheeler, "War Photographer's 
View," Washington Post, 6 December 
1982, follows combat photographer 
David Douglas Duncan to the Wall: 
"This monument is not a monument. It 
is a formalized mass grave," he said. 

Among the famous people - sub- 
jects of Vietnam pictures - whose 
visits to the Wall were noted was Gen- 
eral Nguyen Ngoc Loan, subject of 
Eddie Adams's 1968 AP picture of the 
execution of the prisoner. See Caryle 
Murphy, "Area Vietnamese View Memo- 
rial with Interest," Washington Post, 
13 November 1982, B-i, cols. 1-2. For 
Nguyen Cao Ky's visit, see "A Famous 
Old Soldier Closes the Circle with a 
Visit to the Vietnam Veterans Memo- 
rial," People 22, no. 12 (17 September 
1984): 137. For a good collection of 
Vietnam press photography, see 
George Esper and the Associated Press, 
The Eyewitness History of the Vietnam 
War, 1961-1975 (New York: Ballantine 
Books, 1983). 

87. When Maya Lin finally saw the statue in 
place, she commented first on the 
expression on the faces: "It captures 
the mood. Their faces have a lost look." 
Quoted in Andersen, "Hush, Timmy 
This Is Like a Church," p. 61. Philip 
Leech, a veteran (1966-69) interviewed 
by ABC at the unveiling of the statue in 
1984, was also struck by the expression: 
"If this is worth a thousand words, the 
looks in their eyes and on their faces 
are worth more than anything I could 
possibly say. 

88. Philip D. Beidler, American Literature 
and the Experience of Vietnam (Athens, 
Ga.: University of Georgia Press, 1982), 
p. xiii, remarks that "the best writing 
about Vietnam does seem to have. . . a 
commitment... to an unstinting 
concreteness - a feel for the way an 
experience actually seizes upon us, 

seizes all at once as a thing of the 
senses, of the emotions, of the intellect, 
of the spirit." That is just what is so 
extraordinary, in fact, about the speci- 
ficity of Hart's statue. 

89. O'Brien, Going After Cacciato, p. 338. 

90. Quoted in "Vietnam Figures Added to 
Memorial," 1-A, col. 5. For the installa- 
tion, see also "Vietnam Memorial: Peace 
at Last," US. News and World Report 93, 
no. 17 (25 October 1982): 12. 

Hart's dazed figures exist in a kind of 
historical limbo. They have crossed 
over the line between the quick and 
the dead; they have joined us, on the 
Mall. In confusion and disbelief, they 
read their own names on Maya Lin's 
black wall. 

91. From Hart's testimony before the 
Commission of Fine Arts on 13 October 
1982 (transcript, p. 67). 

92. The kind of interactive recollection 
Hart's work invites is typical of contem- 
porary response to the war. See, e.g., 
Reflections, of Vietnam and Beyond, a 
new periodical subtitled the "magazine 
where the reader is the writer." The 
charter issue was published in Apple 
Valley, Minn. (P.O. Box 234, Chanhas- 
sen, Minn. 55317), in the spring of 
1986. There is some relationship 
between this kind of publication and 
the material collected and antholo- 
gized by Vietnam Veterans Against the 
War. See, e.g., Larry Rottman,Jan Barry, 
and Basil T. Paquet, eds., Winning 
Hearts and Minds, War Poems by 
Vietnam Veterans (Brooklyn: 1st Casu- 
alty Press, 1972); Wayne Carlin, Basil T. 
Paquet, and Larry Rottman, eds., Free 
Fire Zone, Short Stories by Vietnam 
Veterans (Coventry, Conn.: 1st Casualty 
Press, 1973); and Jan Barry and W. D. 
Ehrhart, eds., Demilitarized Zones, 
Veterans after Vietnam (Perkasie, Pa.: 
East River Anthology, 1976). 

Jan Scruggs, in our recent interview 
with him, said: "The statue, nice as it is, 
[was] so superfluous to the design . 
I do think now that it's there, it's good." 

For two recent discussions of Hart's 
statue very different from our own, see 
Michael Clark, "Remembering Viet- 
nam," Cultural Critique, no. 3 (Spring 
1986): 46-78; and Charles L. Griswald, 
"The Vietnam Veterans Memorial and 
the Washington Mall: Philosophical 
Thoughts on Political Iconography," 
Critical Inquiry 12, no. 4 (Summer 
1986): 688-719. 
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