What Is Mormon Cinema?
Defining the Genre
Randy Astle
Latter-day Saints made their first known cinematic appearance in
1898 in Salt Lake City Company of Rocky Mountain Riders, part of a series of very short motion pictures depicting American troops in the
Spanish-American War. Since then thousands of films and television
programs have dealt with Mormonism; at present the Mormon Literature and Creative Arts database lists 4,591 such items. This vast corpus includes a broad array of styles and subject matter, with motion
pictures by non-Mormons, by Church members, and by the institutional Church. The diversity of content is evident in titles such as the
independent missionary feature God's Army (2000), the inspirational
drama Windows of Heaven (1963), the anti-Mormon video The Godmakers (1983), the cult favorite Johnny Lingo (1969), the prosaic instructional film Teaching with Chalk (1956), and even the temple endowment, which was first presented on film in 1955. Fiction films,
documentaries, instructional pieces, experimental works, filmed sermons and presentations, and even home movies all hold an important place in the historical corpus of Mormon film.
Since the 1910s, various terms have been applied to Mormonism's cinematic tradition and its various components: "Mormon cinema," "LDS cinema," "BYU films," "Church films," "seminary videos," "Sunday School films," and so on. These terms have been historically mutable. A "Mormon film" in the 1910s was a vastly different object than a Mormon film in each of the subsequent decades.
In 1912, for instance, the trade journal Moving Picture World ran
the headline "Mormon Pictures in Demand," yet the pictures in
question were the sensational 1911 Danish film A Victim of the Mormons and six similar anti-Mormon productions that followed quickly
in 1912, illustrating what the general public thought constituted a
Mormon picture at the time. 3 But by 1928 the Cleveland Ohio News
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christened the film All Faces West, produced primarily by non-Mormons under official guidance from Church leaders, "the first Mormon picture,"4 demonstrating a changing public perception. New
manifestations of Mormon cinema could be seen in 1940 when
Twentieth Century-Fox released its large-scale production of Brigham Young, in 1953 when the Church established a Motion Picture
Department at Brigham Young University, and at other times until
2000 when Richard Dutcher released God's Army. At that point his
website called God's Army "the first . . . Mormon film,"5 and commentators quickly agreed. As one example among many, in 2003
BYU's student newspaper the Daily Universe called Dutcher "the creator of the first LDS film 'God's Army.'"6
If both A Victim of the Mormons and God's Army could be hailed by

the press as preeminent examples of Mormon cinema in their day,
then it seems profitable to examine just what the term means, both
historically and now. Before doing so, however, two important questions must be addressed. First, what can we gain by approaching
Mormon film from a taxonomical perspective? Second, given the
wide diversity of individual films (doctrinal, comedic, nonfiction,
dramatic, anti-Mormon, etc.) and the plethora of generic labels
(Church films, Mormon films, LDS films, etc.), each with its own
connotation concerning production, content, and audience, is it
possible to speak of one monolithic Mormon cinema, or is it a
blanket term covering several distinct traditions?
To answer the first question, there are many potential benefits to
filmmakers and critics in identifying the center and the periphery of
Mormon film. Many of these are endemic to the films themselves;
for example, understanding Neil LaBute's relationship to Mormonism provides greater insight into his work. But other benefits move
beyond the films to deal with the Church's place in the contemporary world. Mormon cinema, in fact, can often be seen as a synecdoche for all of Mormon society; along with music and temple architecture, it is the most prominent Mormon art form, continually invoked by the Church in its public relations and proselytizing efforts.
Church leaders and members obviously believe that motion pictures
can be an effective means of shaping public opinion.7 Hence, understanding the films that the Mormon community holds up as representative of itself, as well as those it rejects, increases our compre-
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hension of Mormons' self-perception and self-presentation to the
world. Likewise, understanding what films outsiders have used to approach Mormonism helps us situate the Church in its broader social
context. Thus, understanding Mormon film as a genre helps us
comprehend the entire Mormon movement and its social milieu,
again both historically and at present.
Answering the second question—what is Mormon cinema?—is
more difficult. As mentioned, the term has constantly shifted, avoiding any single definition. However, Mormon film does have components in common with film genres, certain ethnic cinemas, and even
national cinemas, among other precedents. It can therefore be useful and not inaccurate to describe Mormon film as a genre, or at
least approach it from that perspective. To be more accurate, however, we must define Mormon cinema as a religiously based ethnic
cinema that is continually developing characteristics of an actual
genre or even multiple genres. Thus, positioned in the interstices between genre and ethnic cinema, Mormon film exhibits characteristics of both but complete adherence to neither.
To examine Mormon cinema as genre, a helpful entry point is an
essay by Mormon film enthusiast Preston Hunter, co-founder of the
popular website Ldsfilm.com, followed by two case studies that
probe his arguments. I will then turn to two non-Mormon academics: first, film and social theorist Hamid Naficy, to investigate the
characteristics that Mormon cinema shares with certain types of ethnic cinemas, and, second, Rick Altman, one of the most influential
contemporary film genre theorists today, to examine how Mormon
cinema does and does not constitute a genre.8
What Is Genre?

The French word genre (pronounced zhan'-ra) entered English
around 1770. It comes from the Latin genus (which itself has a Greek
root), meaning a kind, sort, style, or class of items; in biology, genus
indicates a distinct subgroup, generally containing multiple related
species, within a broader family. Genus and its related prefix generate the roots for such English words as generate and genesis (the creation or origination of something uniquely new and distinct); generation (a group of individuals born of the same parent or at the same
time); gender (a group of individuals sharing the same sex characteristics); and of course genes and genetics (literally, "pertaining to ori-
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gins," which geneticist William Bateson popularized in the early
twentieth century to indicate the biological units that endow individuals with their distinctive characteristics). All of these words indicate
groups of items that share certain characteristics with each other but
differ from items outside the group. This is perhaps the best way to
approach genre as well.
In everyday English, genre is used less frequently than its adjectival form generic. Often this word has connotations of low quality, including B-films, store-brand groceries, or cheap medication, but this
is not the thrust of its literal meaning, which is simply to pertain to a
certain genre, genus, class, group, or kind of related items. Today
brands, trademarks, and advertising try to distinguish items from a
competitor's similar products—a point we will return to in discussing
Rick Altman—but they nevertheless all belong to the same genre.
With films, even if viewers do not use the term genre, they easily
distinguish between westerns, science fiction, comedy, horror, and
other categories. The concept is as familiar as the layout of a video
store. Grouping films by genre makes them more accessible and also
tells consumers what to expect: no bloodbaths at the end of a romantic comedy, for instance. Film scholar Dudley Andrew has pointed out
that genre criticism is the blood brother of auteur theory: the first
looks at similarities in films of similar content regardless of the director, and the second looks at similarities in films by one director regardless of the content. "Both these methods . .. follow an organized
approach and some invariable principles which can be applied to a series of films, one after another," Andrew says. "But even this is not
theory in its pure sense, for its goal is an appreciation of the value of
individual works of cinema, not a comprehension of the cinematic capability. We might call [genre and auteur] criticism 'applied film theory,'just as we call engineering 'applied physical science.'"9
Thus, even though a generic study does not deal with film theory proper—in other words, it remains strictly on the taxonomic
level—we can still apply a generic analysis to Mormon films in order,
as Andrew says, to appreciate their value, both individually and collectively. In turn, I believe this will provide a framework from which
to reach increased insight into how cinema—and in particular Mormon cinema—functions.
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Preston Hunter and www.ldsfilm.com
Though many Latter-day Saints may not know of Preston Hunter
and Thomas Baggaley, since 2000 they have been two of the most influential people in Mormon cinema. As co-webmasters of www.
ldsfilm.com, launched not long after the release of God's Army, they
created an online repository for everything related to Mormon film:
news articles, information on upcoming productions, box office statistics, biographical material, and other information. As a result, the
site is an excellent research aid and a resource in the creation of a
Mormon film community.10 While considering all films relating to
Mormonism, Hunter and Baggaley placed special emphasis on theatrical releases made since God's Army. To cohere and identify these
films, Hunter posted a brief essay, "What Is LDS Cinema?," on April
30, 2001. Slightly amended in February 2005, it has appeared on the
site ever since.11
It is important to situate this article historically. Hunter was writing immediately after the release of Dutcher's second theatrical film,
Brigham City (2001), and thus was literally the only one writing on
Mormon cinema at the time. Since he was attempting the difficult
task of writing on the cusp of a new movement, he exhibited wonderful foresight but also an inevitable lack of knowledge about Mormon film's history, parameters, and future. This fact increases the
essay's historical importance, capturing how one thoughtful observer perceived a new movement at its very beginning. More importantly, Hunter established the vocabulary used on ldsfilm.com; thus
far, its definition of Mormon cinema has been generally if implicitly
accepted by the larger community without much critical assessment.
Without denying the essay's importance, the time now seems right
for such an evaluation.
Hunter begins by praising Dutcher as the first Latter-day Saint to
create a feature film about Latter-day Saints. In promoting God's
Army, Dutcher essentially established the parameters of "LDS Cinema" (the term consistently used on the website, often with a capitalized "C"), which Hunter spends the body of the essay investigating.
Taking an exclusionary stance, he states that calling it "cinema" immediately excludes anything not released in commercial movie theaters, such as videos, televised films, and official Church productions. Films must also be "made for a wide aspect ratio ('wide-
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screen'), not a television set." He acknowledges the importance of
excluded productions—specifically the documentaries of Lee Groberg—but says they "clearly belong in a different category. And it is
useful to be able to talk specifically about 'cinema' without frequent
reference to often incompatible audiovisual media of other types."
The "LDS" modifier, on the one hand, excludes films made by
Mormons but without Mormon content, like Casablanca (1942) and
The Land Before Time (1988), and, on the other, films about Mormonism directed by non-Mormons, such as Brigham Young (1940) and
Orgazmo (1997). Hunter realizes that a hypothetical film about Mormon scripture would disrupt his unstated definition, however, so he
allows that what can be included are, in his quotation marks, "films
with overtly Latter-day Saint characters or themes."12
Returning to an exclusionary stance, he appraises the intended
audience and rules out anything not marketed primarily or exclusively to Latter-day Saints, such as the irreverent sci-fi spoof Plan 10
from Outer Space (1994). He continues this train of thought into his
conclusion, where he implies that LDS cinema must be orthodox: no
Mormon villains, for instance. Comparing Mormon films with African American films, he points out that the filmmaker's orthodoxy is
a problem unique to religious cinema, for while either a director is
black or not, an ethnic Mormon may not be active in the Church.
". . . A film which was highly offensive to most Latter-day Saints
would [not] be recognized as 'LDS cinema'"—and would not make
much money anyhow. Then, to his credit, he wisely leaves the entire
essay open to interpretation, commenting that future films "will
force re- evaluation of the term. It will be interesting to see what
develops."
Although Hunter never states his definition outright, it may be
thus inferred: An LDS film is a feature-length (of at least roughly
ninety minutes) fictional film released after God's Army in mainstream commercial cinemas which is marketed specifically and exclusively to Latter-day Saints, is directed by a faithful Latter-day Saint,
and favorably depicts faithful Latter-day Saints or characters based
in ancient LDS scripture.
Such a definition may describe the heart of Mormon cinema as
enthusiasts envision it in the early twenty-first century, but it fails to
completely map the terrain. It does not help, for instance, to demar-
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cate a place where Mormon cinema ends. All of Hunter's criteria are
exclusionary except for the single positive characteristic that a film
should depict "LDS characters or themes." This methodology, to define the platonic center of a genre by excluding everything it is not, is
very common in genre studies; in fact, it is possibly the preferred
methodology for most critics. So this approach is not to Hunter's discredit, but it does omit a great many films that thoughtful critics—and the writers at Moving Picture World and the Cleveland Ohio
News—may want to include.
His first exclusion, of non-theatrical releases, is somewhat troubling for a movement that has produced so much material for video,
television, subsidized film distribution (in meetinghouses), and other outlets. His concession to Lee Groberg suggests that Hunter recognizes the problem, but including even one such production would
open a Pandora's box for his definition. Defining "cinema" as referring only to commercial theaters discounts many historical precedents in various national film industries that have had to rely on distribution outlets like agitprop trains, special screenings in civic venues, government subsidies, and video. The vast majority of Mormon-related films—well over 90 percent, by my guess—was designed
for similar distribution models, and excluding them would remove
the context for the remaining 10 percent.
Hunter has good reason to exclude secular films created by Latter-day Saints, but the cases of Casablanca and The Land Before Time
are interesting for their disparity. The former is presumably mentioned because the screenplay passed through the hands of Casey
Robinson, a Church member and one of Warner Bros.' top screenwriters at the time. After two other screenwriters had already done a
great deal of work in adapting the original play Everybody Comes to
Rick's, Robinson began working on the Ingrid Bergman character
and the love story. Simultaneously, two other writers, the Epstein
brothers, hashed out the male characters and the war material; a few
months later, staff writer Howard Koch was also brought onboard,
staying throughout production for rewrites that included changing
the entire climax and ending. Robinson, by then well into a successful career, refused to share screen credit, a decision that cost him an
Oscar.13 Also, his limited involvement produced no Mormon characters or themes. In contrast, director Don Bluth's extensive involvement with The Land Before Time (discussed below) yielded a picture
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that demonstrates how an ostensibly secular film can indeed contain
"overtly Latter-day Saint themes" and be revelatory of the Mormon
experience. The wisdom of excluding such films from the corpus is
therefore debatable.
Hunter's next point is that LDS cinema cannot include anything
"made," presumably meaning directed, by non-Mormons. Ironically,
his example of director Henry Hathaway's Brigham Young provides
the perfect argument against his point, as Church members—including Heber J. Grant and John A. Widstoe—were extensively involved
in its creation. From sympathetic portrayals of lightning-rod issues
like polygamy to the use of Mormon hymnody in its score, the film is
thoroughly infused with Mormonism. Hunter's second example is
the completely thematically unrelated Orgazmo, an NC-17 picture in
which a returned missionary acts in pornographic films to pay for
his temple wedding. In analyzing these two productions Hunter says:
"But neither Hathaway nor [Orgazmo director Trey] Parker are Latter-day Saints, which seems to be the deciding factor, because both
films (and many others made by non-Latter-day Saint filmmakers)
predated God's Army" This sentence requires a small leap of logic, as
it is difficult to make the connection between God's Army's release
date and Henry Hathaway's religion. There is obviously no causality
between the two, and hence Hathaway's faith is not "the deciding
factor." This slip does, however, tacitly reveal Hunter's most important criterion: that all LDS films must be released after God's Army.
Finally there is the issue of the intended audience, a troubling
point for all genre studies. As Rick Altman amply demonstrates,
most films are marketed as different genres to different potential
customers, with broadsides reading, "Action! Comedy! Romance!"
Hollywood studios do this because they seek the largest audience
possible, and Mormon filmmakers are no different, even if it means
marketing to two different groups. Brigham City, for instance, reportedly was packaged in two different cases for its initial DVD release.
One, designed for sale in Mormon-oriented outlets, featured headshots of the actors and the tagline, "Nothing attracts a serpent like
paradise," while the other, designed for general retailers, featured
blood and much more implied violence. Are half of the Brigham City
DVDs Mormon cinema and half not? Similarly, New York Doll's
(2005) video release came in two edits, a family-friendly version and
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a "mainstream" (i.e., uncut) version with slightly more profanity.
Pride and Prejudice (2003) had most of the already scarce Mormon
references from its theatrical version excised for DVD.
Not only can marketing and content vary for individual titles,
but the entire concept that a genre or ethnic cinema must be marketed exclusively to one group seems invalid. Fiddler on the Roof
(1971), a favorite prototype for many Mormon filmmakers, would
no longer be considered Jewish cinema by this definition because it
was popular with a general audience. The same is true of Schindler's
List (1993), Woody Allen's films, or any ethnic movie that seeks success beyond the filmmaker's demographic. In fact, most theatrical
Mormon films of the past decade have sought crossover success,
which by this definition would exclude them from the Mormon
canon as well.
Even if Hunter's criteria do not entirely withstand scrutiny, his
intention—to identify a group of films beginning with God's Army
that share distinctive characteristics in terms of both content and
production—is laudable. Films like God's Army, The Other Side of
Heaven (2001), The Singles Ward (2002), The Work and the Glory
(2004), and The Errand of Angels (2008) appear to form a historically
cohesive group with greater similarities in style and content than differences. They therefore seem to mark the beginning of something
like a new wave. Indeed, some of Hunter's most perplexing omissions are films like the 1977 Brigham, the 1931 Corianton, and the
1915 The Life ofNephi, which otherwise fit all of his stated criteria;
they are excluded, however, simply because they predate God's Army
and are not part of Mormon cinema's modern movement. While
there should be accessible terminology for these post-God's Army
films, it is unfortunate that Hunter uses the broad term of "LDS Cinema" for such a small and historically cohesive group, as of 2009
constituting barely one-twentieth of Mormon film history since
1898. The effect is to appropriate the name of an entire movement
for its most recent manifestation. If these few theatrical films constitute "LDS cinema," then what are we to call everything else?14
This is perhaps an overly harsh critique of Hunter, who needed
to establish a working definition for these films when only two had
been released. As the discussion of Rick Altman will show, if questions of Mormon genre are ultimately beyond Hunter's initial essay,
it is because the questions of film genre are often beyond all of us, to
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a much greater degree than previous generic studies have admitted.
Still, Hunter does raise several profound issues about Mormon film
that warrant further scrutiny. Perhaps the most important of these is
the religious affiliation of production personnel who work on
supposedly Mormon films.
Categorizing Mormon Films in Terms of Production
Many discussions of Church-related motion pictures mention
whether they are made by Latter-day Saints. In this sense, Mormon
cinema resembles ethnic cinemas like Jewish or African American
cinema, where the boundaries frequently blur around the edges,
particularly when content and authorship are at odds. How does one
classify a film about African Americans produced by Jews or Caucasians? Does one include a film by a famous African American director if it features white characters? Such films fall in the liminal space
between cultures and hence often have their genricity contested, a
pattern that holds true for Mormonism as well. For instance, Wagon
Master (1950), directed by John Ford, a Catholic, is arguably one of
the most resonant Mormon-themed films in existence, yet it is virtually never included in discussions of Mormon cinema. Religious cinema experiences further complications when the filmmaker's devotion to the faith changes or is enigmatic or problematic, as with the
Catholicism of The Gospel According to St. Matthew (1964), endorsed

by the Vatican but directed by avowed atheist Pier Paolo Pasolini.
This issue touches Mormon cinema with the recent work of Richard
Dutcher, such as Falling and Evil Angel, made after his public disassociation from the Church.
Even with the possibility for such complex relationships, a simple schema of production personnel's religiosity can be a useful tool
in allowing differentiation within the vast corpus that includes both
The Godmakers and God's Army.

The first two tiers in Figure 1 deal exclusively with who made the
films: the institutional Church, Mormons acting independently, or
non-Mormons. The final tier addresses content: secular or religious.
Demarcating this split is not necessary in an exclusively personnel-based discussion, but it does identify, for instance, how the secularJohnny Lingo qualifies as a Mormon film; any taxonomy that deals
with films strictly in terms of the Mormonism of their content would
exclude this work, regardless of its historical importance. For this
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FIGURE 1.
WHAT Is MORMON CINEMA?
Mormon Films
By Mormons

Official Church
productions

Not by Mormons

By independent
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/

Films about
the Church or
about the gospel

Educational lilms
not dealing with the
Church or gospel

/
Films about
the Church
or gospel

\
\
Films on
other
subjects

reason, not just to accommodate content-based discussions, understanding personnel is crucial to understanding Mormon cinema,
and that includes secular films made by Mormons as well.
One could hardly discuss Jewish cinema without including the
"nonjewish" work of William Wyler, Billy Wilder, Mel Brooks, Ernst
Lubitsch, Josef von Sternberg, and a host of others, and the same is
true here: Mormon cinema is very much shaped by the secular work
of Neil LaBute, Hal Ashby, Lyman Dayton, Kieth Merrill, T. C.
Christensen, Ryan Little, and others (and not just directors), let
alone the hundreds of Church-produced educational productions
like Johnny Lingo. But admitting Johnny Lingo, Napoleon Dynamite
(2004), and Battlestar Galactica (1978) into the corpus of Mormon
films returns us again to some of the issues that Hunter dealt with by
excluding such productions. To further assess whether this uniform
exclusion is indeed appropriate, we must examine some films that
appear to be near the periphery but whose content makes them
prime examples of the expression of Mormonism in film.
Looking at Content: How Mormon Is It?
As this cursory analysis of production models reveals, there can
be no linear scale of "Mormonness" for a film. Films are complex
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works that should be evaluated individually, often with unexpected
results. A film that initially appears to have nothing to do with the
Church might, in fact, be quite thoroughly infused with Mormonism, while one that is apparently full of Mormon content might be
rather devoid of it.15 Disagreement on this issue largely fueled the
controversy over States of Grace in 2005. Dutcher's supporters averred
that the film used unconventional situations to explore the Mormon
understanding of the Atonement, while his detractors saw it as a
worldly film about sex and violence disguised under a Mormon veneer. 16 This disagreement merely shows that the religious content of
a film may be different than anticipated and that Mormon material
may appear in unexpected places, such as the mainstream cartoons
of Mormon director-producer Don Bluth and the 1969 musical western Paint Your Wagon.
Don Bluth
Don Bluth began his animation career at Disney but left in 1979
to found his own studio, finding his greatest success in the 1980s with
films like The Secret of NIMH (1982), An American Tail (1986), and The
Land Before Time (1988). He has continued working in films, video
games, and books up to the present. Many of his films' narratives,
which he helps construct, invite a typological reading in which the
events on screen are symbolic of larger mythological or theological
patterns. Foremost among these is his use of the hero's journey, in
which the protagonist travels from an initial heavenly union through
earthly isolation and back to a more mature heavenly state.17 In An
American Tail, for instance, the young Fievel Mouse- kewitz is separated from his family en route to their new Zionistic home in the
United States. He navigates through a dreary world that tests and tries
him, longing to be with his family eternally. Eventually, the family's
Utopian vision is realized when their reunion transforms America into
an earthly heaven.
Mormon author Benson Parkinson has identified an even more
intricate typology in Bluth's 1997 film Anastasia, which depicts the
surviving Russian princess several years after the fall of the Romanov dynasty. In Paris and not knowing her real identity, Anastasia
must strive to remember her past life and reunite herself with her
grandmother, overcoming the attempts of the undead Rasputin to
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assassinate her. Eventually Anastasia and her grandmother recognize each other by matching amulets. Parkinson says:
Read typologically, Anastasia holds up better . . . than the Disney
films. Think of the St. Petersburg palace as a regal, pre-existent, celestial home, mostly-forgotten, towards which we grope, with little more
than hope to guide us most the time. We are opposed by a sinister
member of the court who has been expelled, and we have to be diligent
and pure, and help each other, to overcome the obstacles he puts in
our path. We're given emblems that help us recognize our heavenly
parents when we find them, and once we're united with them we can't
be separated again. Typologically speaking, Disney shows tend to boil
down to, "True love (i.e. romantic love) conquers all." Anastasia boils
down to, "If you're diligent in your quest, you can find your true identity and be sealed to your family eternally."
How we think of typology depends partly on what we see the author doing. It's perfectly legitimate to find Christian allegory in Snow
White or The Lion King, whether the authors intended it or not, because
one view of typology is that these patterns in all the world's stories are
pre-existent—they resonate because we knew them before we came. I
think Anastasia is different, both because of Bluth's LDS background
and because he's explored these same themes in his otherfilms:discovering one's identity in The Secret of NIMH, andfindingone's family in
An American

Tail a n d The Land Before Time. . . . I see B l u t h a s a Lat-

ter-day Saint trying consciously to give these themes a purer expression
so they will resonate with people and prepare them for the gospel, or at
least help make them truer to their natures.18
Parkinson may be more correct than he suspects. In a 1989 Church
News interview, Bluth commented, "Everything I do is centered
around the gospel. Even our films are, although the secular world
would never realize it."19
Bluth made this statement soon after completing The Land Before
Time, and this film is perhaps the strongest example of his point. Set
in the age of dinosaurs, it tells the story of the young brontosaurus
Littlefoot. Initially his herd consists of himself, his mother, and two
grandparents. His mother teaches him about the Great Valley,
where they must go, before being killed by a Tyrannosaurus rex. Unable to find his grandparents, Littlefoot forms a new herd of orphaned or abandoned herbivore youngsters and begins leading
them to the Great Valley. Despite internal dissensions and the continuous threat posed by the prowling Tyrannosaurus, Littlefoot succeeds in leading his friends, after many challenges, safely into the
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Great Valley, where they are reunited with their families, including
Littlefoot's grandparents.
There are two legitimate ways to read the film typologically. The
first posits Littlefoot as a Christ figure: His birth is auspicious—he is
described as the herd's "last hope for the future"—with no physical
father present. Later a leaf described as a "tree star" descends upon
him like the Holy Ghost at Christ's baptism. He thereafter becomes a
spiritual and literal leader of his people. This typology fails, however,
to be completed via a Passion or Atonement process. In fact, it is his
friend Petrie who is seemingly resurrected after the climactic battle
with the Tyrannosaurus. The second and thus more consistent
typology sees Littlefoot as an everyman undertaking a hero's journey, which is enhanced by his role as a prophet as he guides others to
the Edenic Great Valley. Encouraged by visions of his dead mother,
Littlefoot is described as the only one who knows the way. Like Anastasia, he overcomes a being like himself but completely infused with
evil20 immediately before finding his way to the valley and reunion
with his family. At this point the film's title seems purposely engineered to give a double meaning to this extra-temporal heavenly
state. Here, Littlefoot's ancient grandparents may represent heavenly parents he vaguely remembers from long ago; the facts that
there are a mother and father and that he has retained a veiled memory of them begin to move clearly in the direction of doctrine specific to Mormonism.
There is, however, a third way to interpret the film, one that
connects it to the historical Church as well as to Mormon theology. Key to this interpretation is the simple fact that the Great Valley is explicitly to the west, as the caravan is told to follow the shining circle—the sun—day after day over increasingly rough terrain.
Thus, their journey becomes a representation of the 1847 pioneer
trek: The previously acceptable surroundings in the east are no
longer hospitable; the migrants have never seen the valley but believe they will reach it if they obey and persevere, walking every
step of the way; the land becomes more arid and mountainous as
they proceed; and the Great Valley itself (a simple rechristening
of the Great Salt Lake Valley) is fertile but surrounded by deserts
and mountains (something, admittedly, historically true in Utah
only after irrigation). Littlefoot is both a Joseph Smith—he sees a
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pillar of light and receives heavenly visitors—and a Brigham
Young—he leads his followers across the plains. The film's closing
line of narration even sounds as if it comes from a Church production on the pioneers: "And they all grew up together in the valley,
generation upon generation, each passing on to the next the tale of
their ancestors' journey to the valley long ago."
What Bluth has done, therefore, is to create a typological plan of
salvation structure overtly patterned on the trek of the Mormon pioneers, creating a three-way equation between the dinosaurs' physical
journey, the pioneers' physical journey, and everyman's spiritual
journey. By rooting the narrative in physical, tangible, and relatively
recent historical events, the film opens up new meaning on Church
history: the pioneer as a type of each of us in mortality. The shadow
of the pioneers has been consciously included. Don Bluth's secular
films, then, are part of the religious tradition of the Latter-day
Saints.
Paint Your Wagon
Bluth's insertion of his own faith into his films is not astounding,
but Paint Your Wagon (1969, based on the 1951 Broadway musical) is
a more surprising achievement. This movie was made with no Mormon involvement and treats Mormons comically, but it is still revelatory of LDS beliefs. Opening in No Name City, California, in 1848—
the year between the Mormon pioneer trek and the California gold
rush—the film shows how a hen-pecked Mormon man auctions off
one of his wives, Elizabeth (Jean Seburg), to Ben Rumson (Lee
Marvin), who immediately marries her. She in turn falls in love with
his Pardner (Clint Eastwood) and eventually lives consensually with
both men outside of town. As the city grows and civilized values encroach, this arrangement is found unsatisfactory. Elizabeth and
Pardner evict Ben and pretend to be legitimately married until their
desire for feigned monogamy becomes real. Eventually Ben leaves
town of his own accord to seek greener, less civilized pastures.
Any discussion of the film's Mormon content must take into account the genres of the musical and the western. Paint Your Wagon is
not the only musical western (or western musical) in history, but it
seems to be peculiarly torn between the sensibilities of the two genres
in a way that films like Oklahoma (1955) and Seven Brides for Seven
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Brothers (1954) are not. The film features semantic and syntactic elements of both genres but gives precedence to the semantic elements
of the western—guns, horses, and cowboys—and the syntax, or events,
of the musical—a romantic narrative and even the fact that Elizabeth
and Pardner essentially decide to "put on a show." In essence, the visuals belong to the western while the major plot points belong to the
musical; the musical therefore eventually dominates, forcing the western (along with Ben) out of the narrative completely. The rough and
tumble frontier town of No Name City is gradually subsumed into a
musical milieu, and in the end Pardner and Elizabeth enact the musical syntactic conclusion of the boy getting the girl. Ben rejects this musical world in favor of the western. He literally and symbolically destroys No Name City, making it collapse in on itself as his underfoot
mine implodes. Then he disappears, bound for a new frontier. The
generic contrast at the conclusion is complicated immensely by the
fact that Ben is singing the title song while Pardner and Elizabeth resolve their relationship in a showdown almost as terse as Eastwood's
earlier spaghetti westerns. In these moments, Paint Your Wagon can
seem torn apart by its conflicting generic affinities, and Mormonism
is caught in the middle.
On the surface, the film's Mormon influence is minimal and
rather inaccurate. Elizabeth's first husband Jacob is a completely
comical figure, caught between two feuding women and complaining under his breath how Brigham Young can handle all his wives
but he can't get along with just two. After Elizabeth's auction, Mormonism is completely eradicated from her character. This position
suggests that Mormonism's only characteristic is plural marriage
and that when Elizabeth loses her Mormon husband she also loses
her Mormon identity; true religion is represented later in the film by
monogamous Protestant families. Given this quick dismissal of Mormonism, however, it is interesting to realize that the entire body of
the film is essentially a meditation on the ethics of polygamy. When
Pardner falls in love with Elizabeth, he tells Ben and plans to leave to
avoid disrupting their family life. It is Elizabeth who rejects this plan
because she loves both men. If "my husband had two wives," she reasons, "why can't I have two husbands?" After some thought they all
agree that on the frontier—that is, in the world of the western—people can do whatever they like. Polygamy and polyandry are accept-
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able whenever there are no civilizing structures to dictate otherwise.
The logic of this libertarian self-governance is so compelling that
marriage ceremonies are dispensed with and Pardner moves in
immediately.
Thus in 1969 a Hollywood film apparently accepted and even
defended polygamy, the most controversial if antiquated of Mormon
beliefs. The film could end at this point with a happy polyandrous
resolution were it not that gold is discovered, the city booms, and the
urban world of the musical begins encroaching, deftly utilizing the
western's traditional play between frontier and civilization. The family's home lies outside of town and hence outside the troublesome
parson's influence; but when Protestant families arrive, Elizabeth is
forced to provide shelter for one, thus bringing her cottage within
the confines of Protestant civilization. From this point on, the western is left behind and with it the compelling frontier logic that had
allowed the protagonists to justify plural cohabitation. Elizabeth
evicts one of her husbands simply for appearance's sake. The film's
complete acceptance of Mormon thought thirty minutes earlier
proves limited and conditional. It is just a matter of time, now, until
the musical wins and plural marriage must disappear entirely.
Ben never fits in the new environment. While the others are becoming civilized, he busies himself corrupting a Protestant youth in
the new whorehouse, and thus Pardner becomes the active dramatic
character in the film's final third: He must choose between the dialectic forces of civilized/musical/Protestantism and uncivilized/
western/Mormonism. He picks the former, and he and Elizabeth
are described as "a real family after all" and "like a real husband and
wife," implying that, in the musical, polygamous families are in some
way false. Now the rejection of Mormonism seems complete, but it is
a dissatisfying denouement given the fact, left over from the period
of western dominance, that no marriage was ever performed between Pardner and Elizabeth, or for that matter a divorce between
her and Ben, let alone with her Mormon husband. Thus, plural marriage remains the driving force behind their de facto union, strongly
undercutting the Protestant ending with a lingering sense of polygamy's validity and importance. Ben's decision to rediscover his western frontier is sound, given that the No Name City which Pardner
and Elizabeth have adopted is not only full of prostitution, greed,
and gambling, but has literally just fallen from its foundations, a
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house built over notjust sand but empty air. It is possible at this point
to feel that Mormon thoughts and values are more solidly founded
than those of "civilization" and that they are afforded a permanent
place where Ben is going, where they may not only interact with
Protestant notions but even hold their own against them. The frontier—traditionally the place of freedom and opportunity in American mythology—is also the place where Mormonism can thrive.
There is some validation of the faith after all.21
Paint Your Wagon thus provides a very complicated view of both
LDS theology—at least as seen through the prism of polygamy—and
film genres. Its complexity does not allow it to endorse or condemn
plural marriage. Rather, it creates a space where polygamy can exist
as part of a functioning society, dependent on generic norms. Paint
Your Wagon, for all its camp, is therefore perhaps the most sophisticated fiction film ever made on American polygamy. Similar examinations could be made of many films and filmmakers, revealing in
each case an unforeseen degree of consonance—or dissonance—with
Mormon mores and beliefs.22
Hamid Naficy and An Accented Cinema

Despite the potential utility of studies such as these, Mormon
cinema cannot be treated exclusively as a traditional film genre.
Given its nature as a religiously based ethnic cinema, Mormon film
also shares many characteristics with traditional ethnic cinemas, but
these are highly modified by Mormonism's condition as a subculture within a larger national context. In examining Mormon film's
ethnic components, it is therefore useful to explore the work of film
and cultural scholar Hamid Naficy. Naficy, an Iranian immigrant to
the United States, has identified a new type of ethnic filmmaker arguably most akin to Latter-day Saints: exiles and displaced people
who are working in a host culture other than their own. Although
most Mormons are not geographically exiled, their Mormon ethnic
identity is remarkably similar to those exilic cultures discussed by
Naficy, as can be seen through two key points. First, all members of
the Church have a distinct national and racial identity in addition to
their religious identity: they are just as black, white, Jamaican, Afrikaans, Chinese, Bolivian, or Indian as their non-Mormon counterparts. This prompts them to think of themselves as having a multivalent nature, including religious, racial, and national components.
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Second, Church membership and hence Mormon culture is spread
across the globe, from Heber to Hong Kong. This means that all
Mormons, in adopting Mormon culture—whether as converts or lifelong members—accept their dualism and find themselves living, in a
sense, as a minority in a host culture that both is and is not their own.
This dualism is exemplified to a degree by the popular maxim that
one should be "in but not of the world." A globally dispersed culture
like Mormonism will manifest itself differently in each national/ethnic culture where it exists. In that sense, comparing Mormonism
with diasporic and exilic filmmakers can prove quite profitable.
Hamid Naficy has studied Third World and Iranian cinema as
well as theories of exile, displacement, and diaspora and their manifestations in popular culture. His 2001 book, An Accented Cinema:
Exilic and Diasporic Filmmaking examines similarities across a broad
range of filmmakers who for various reasons have left their countries
and are now working in host cultures. To my knowledge the first
Mormon to suggest a connection between Naficy's accented cinema
and Mormon cinema was Heather Bigley, in a paper presented at
the University of Toledo in 2004. Bigley offers this cogent summary:
[Naficy] works out qualities of postcolonial alternative cinemas. Careful
to remind us that these cinemas are too diverse to categorize as a genre,
he divides postcolonial cinema into three groups: Exile, Diaspora, and
Ethnic/Identity films. All three worry over the relationship of the main
character/filmmaker to the homeland and to the refuge country.
Naficy calls them "accented" and then extends that name past postcolonial cinema: "all alternative cinemas are accented, but each is accented in certain specific ways that distinguish it."23
Despite the rather broad group of alternative films this definition
may imply, Naficy's emphasis is decidedly on exilic filmmakers. Their
films are generally differentiated from the mainstream in both their
artisanal mode of production—using small multitasking crews—and
their nonconformist aesthetics. They are often self-aware, autobiographical, or both; and they tend to emphasize issues like personal
space, travel, communication, borders, and language. The very term
accented, in fact, implies a linguistic precedent. Naficy points out that
we all have accents for various reasons, including religion, but the cinema in question here "derives its accent from its artisanal and collective production modes and from the filmmakers' and audiences'
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deterritorialized locations. Consequently, not all accented films are
exilic and diasporic, but all exilic and diasporic films are accented."24
As a consequence, Mormon cinema, while accented, shares only
certain characteristics with exilic or diasporic cinema. Although Mormons may expect to eventually build Zion in Jackson County, Missouri, they generally do not have a sense of exile like nineteenth-century pioneers or a yearning for what Naficy calls "a homeland yet to
come" like modern Palestinians. Because Mormons are so completely
subsumed within their national cultures, Mormon cinema most closely resembles Naficy's category of "postcolonial ethnic and identity
filmmakers," focusing on life "here and now in the country in which
the filmmakers reside"25 rather than life in the homeland, a stance
consistent with the modern Mormon emphasis on building Zion
wherever Church members live. Consequently, Mormon films lack
some important characteristics of much accented cinema such as polyglotism, a focus on geographical and other borders, written text on
the screen, and, for that matter, politics.
Mormon culture, however, obviously remains distinct from its national host cultures, retaining unique beliefs and practices and adapting other national norms to fit these beliefs. Because temple worship
has no equivalent in most contemporary societies, it is completely
unique to Mormonism. Dating and courtship, in contrast, are general
phenomena but are modified by Mormons to include provisions
against premarital sex and teens dating before the age of sixteen, as
well as substituting many culturally specific activities not based on
theology or morality (such as, possibly, watching Mormon movies). In
the United States, some Latter-day Saints embrace the hyphenated
term "Mormon-American," simultaneously indicating their national
affiliation and their resistance to complete homogenization within it;
rather, they accept a native discourse that "lies[s] outside ideology and
predate[s], or stand[s] apart from, the nation."26
Simultaneously, they also share a "horizontal and multisided [consciousness] involving not only the homeland but also the compatriot
communities elsewhere,"27 Zion throughout the world. There is a
sense of fellowship and commonality within the Church despite differences in geography and national culture, and in general Mormons
are concerned with how the Church is faring in distant lands. This international interest provides one way in which Mormon cinema
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proves similar to exilic accented cinemas, despite Mormon film's tendency to mimic mainstream cinematic aesthetics. This international
interest is often quite literal, as Mormon films frequently feature a displaced protagonist either as a pioneer emigrant or, perhaps more
commonly, a missionary. Also, like other exilic films, Mormon pictures set in the Church's pioneer era almost invariably include geographic movement from one place to another. Ironically, however,
this migration—which is usually undertaken en masse and not, as in
most exilic films, by individuals—is not the central focus of most Mormon movies as it is in pictures like Gregory Nava's El Norte (1983,
about two Guatemalan immigrants trying to enter the United States).
Migration, for example, plays a relatively minor role in the Work and
the Glory films and even Legacy (1993). In fact, there has only been a
handful of fiction films in which migration has actually been the narrative's key focus: titles like the Church-sponsored All Faces West
(1928), the major studio production Brigham Young (1940), and John
Linton's PerilousJourney (1983) and Kels Goodman's Handcart (2002),
both about the 1856 handcart expeditions.
Because missionary films are more common and tend to consistently feature many of the same semantic elements in similar syntaxes, they are sometimes considered the most developed subgenre
within Mormon cinema. Missions, unlike pioneer emigrations, are a
modern phenomenon with which all Church members are familiar.
By definition mission stories trade in culture shock, foreign languages, homesickness, departures, homecomings, and letters—all
components of accented cinema. Letter writing, for instance, figures
heavily in both The Best Two Years (2004) and The Other Side of Heaven
(2001). Letters form a significant preoccupation for the elders in the
former and the spine of an otherwise cyclic narrative in the latter.
Letters also figure in the plots of other films: a missionary's written
request for advice to his father in A Labor ofLove (1990), a Dear John
letter in John Lyde's The Field Is White (2002), and Julie's letters, or
lack of them, to her missionary boyfriend Wally in Saturday's Warrior
(1989). Departures and homecomings also appear in many missionary films, including those just mentioned as well as The RM (2003),
Return with Honor (2007), and, most poignantly, States of Grace, although in that case it is the disgraced missionary's mother who
journeys to him.
But in the use of foreign languages, where one might most ex-
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pect to see components of accented cinema, Mormon cinema circumvents expectations. The majority of missionary films obviates
the problem of language by locating the missionary within his own
country. Even when the missionary learns a foreign language, many
recent films remain in English by either implying that the characters
are speaking a foreign tongue when the actors are not—Tongan in
The Other Side of Heaven—or contriving the plot so that the characters
will continually speak English despite a foreign location—Holland in
The Best Two Years. In contrast, accented films often assume a bilingual audience and dispense not only with English but with subtitles,
something hardly done at all in Mormon pictures. One excellent exception, however, is the brief use of American Sign Language in Michael Schaertl's Christmas Mission (1998).
Two non-American Mormon directors living in the United
States may have given us the best examples of diasporic Mormon
cinema so far. Ryan Little, from Canada, has worked on numerous
Mormon and mainstream films, including directing two Mormonthemed features, Out of Step (2002), a romantic comedy about a Mormon girl from Utah attending the dance program at New York University, and Saints and Soldiers (2004), about an American Mormon
soldier serving in France during World War II. Despite their divergent subject matter, these films are strikingly similar in their use of
exilic themes. Both are about characters from the Mormon heartland journeying outside of it. Both emphasize the geographic displacement of their protagonists and how it affects them psychologically, leading to a decrease in mental acuity and preexisting skillsJenny's dancing and Deacon's marksmanship. Both characters struggle to communicate their faith and decisions to their peers and companions, and both long for a connection with their distant parents.
But Saints and Soldiers goes further than Out of Step: its German is not
subtitled, and it is important that Deacon (played by Corbin Allred,
the same actor who used ASL in Christmas Mission) is the only bilingual person in the film, having served a mission in Germany. A subtle scene with a French farmwoman is centered entirely around the
characters' desire to communicate across language barriers. The
film's ending also features virtually the only border crossing in Mormon film as the protagonists attempt to cross from German to Allied territory. Finally, Little also functions as his own cinemato-

40

DIALOGUE: A JOURNAL OF MORMON THOUGHT, VOL. 4 2 : 4

grapher, doubling a production role as is common in the artisanal
methods employed in much accented cinema.
Christian Vuissa, from Austria, has consistently devoted more
of his output to Mormon films than Little, including founding the
LDS Film Festival in 2001 and organizing it every year since.
Vuissa's first feature, Baptists at Our Barbecue (2004), was a disappointing comedy that relied heavily on Hollywood aesthetics. But
his earlier short film, Roots and Wings (2002), was much more complex, rewarding, and accented.29 It featured a Mexican family living
in the United States and dealing with the pressures of acculturation: a teenage son who plays basketball and won't speak Spanish, a
brother/uncle who exhorts the father to return to Mexico with
him, and the invasion of an American religion—Mormonism—that
threatens to subvert their Catholic faith and pull the family apart.
Significantly, the script was a semiautobiographical work by Mexican-American Maria Augustina Perez.
Vuissa co-wrote his second feature film, The Errand of Angels
(2008), with Heidi Johnson, who similarly created a semiautobiographical script from her mission experiences in Austria, Vuissa's
homeland. Besides the fact that this is the first film to ever feature female Mormon missionaries in the central roles, the most refreshing
aspect of the picture is its extended use of German, not only with the
natives but among the missionaries themselves. The film uses subtitles, and the American missionaries' poor language skills have been
criticized by some as purposely disrespectful of the quality of fluency achieved by actual missionaries,30 but the fact that German is
used as extensively as it is marks a major milestone in the representation of missionaries on film. This film is also the missionary film
most concerned with culture shock and acculturation, rather than
proselytizing and the conversion of investigators.
While crossing borders and adjusting to new cultures is not the
point of Mormon cinema in its broader sense, we can take the examples of these exilic films and build upon them as we examine all
Mormon pictures, including those set right in the heart of modern
Utah. Virtually all Mormon films are accented in certain ways other
than those explained above, and it is these that, again, help increase
our understanding of what Mormon cinema is and how to characterize it as an ethnic or generic cinema. The two most important such
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characteristics are the films' incorporation of, first, Mormon language and, second, Mormon values.
Employing a vernacular language without translation for the audience is perhaps the most common and important way for alternative
cinemas to express their independence, and Mormon films have excelled at this since their inception. God's Army was partly seen as revolutionary because it used missionary lingo without explanation, but
older BYU films from Judge Whitaker's tenure (1953-74) likewise did
not explain terms like "the elders' quorum presidency" in When Thou
Art Converted (1968), "home teaching" in Worthy to Stand (1969), or
even "tithing" in Windows ofHeaven (1963). In recent years HaleStorm
Entertainment has proven the most adept, if comically, at exploiting
Mormon jargon. The best example from HaleStorm's productions is
The RM, which employs an alphabet soup of LDS acronyms and features a pun-intensive restaurant location. The trend continued with
other producers. Napoleon Dynamite, made by Latter-day Saints for a
general audience, created a nationwide fad with its vocabulary, a
heightened and stylized language based in actual Mormon profanity
like "gosh," "heck," "freakin'," "retarded," "sweet," "dang," "fat lard,"
and the less-common "butt-load." The Best Two Years bases an entire
subplot on one character's use of the missionary cussword "flip."
When non-Mormon filmmakers get the vocabulary or basic customs
wrong, as in Angels in America (2003), September Dawn (2008), or the
HBO series Big Love, it is painfully obvious to insiders.
Not incidentally, music may function like language, enhancing
authenticity and invoking increased meaning when Mormon tunes
are employed. When Max Steiner's score for Brigham Young quotes
"The Spirit of God," it has much greater resonance for the Mormon
viewer than the general viewer because the former is thoroughly familiar with that hymn's lyrics and history as well as, perhaps, personal experiences in which that hymn was involved with spiritual or
emotional manifestations.
On the second point, to say that Mormon films invoke Mormon
values may sound quaint, but it is the logical and much more important extension of invoking Mormon language. The worldview of Latter-day Saints is different than that of non-Latter-day Saints, even
within the same nationality, race, and economic class. Sharing that
worldview makes Mormon films engaging for their audiences, but
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non-Mormon viewers, who do not understand the "accent," can react with incomprehension or apathy. As a hypothetical example, a
film about a recent convert's temptation to drink coffee could be
gripping to Mormons but inconsequential and boring to others. At
its best, when not trying to pander to non-Mormons by watering
down its Mormonism, Mormon cinema is full of references to theology, doctrine, scripture, culture, and history that enrich the experience for the culturally literate viewer.
Given that understanding, however, it is still helpful to recognize
the diversity that exists within Mormonism. The Singles Ward, for instance, is not a film about Mormonism in general but a specific
group, single adults, in a specific location, Utah Valley, thus leaving
many of the jokes and references incomprehensible for Church
members as close as Idaho, let alone India. The Singles Ward was
much criticized for this approach, but such a level of specificity can
be beneficial as long as it is not treated as a true synecdoche for the
whole of global Mormonism. It is also important to remember that
the spiritual components of Mormon culture are fairly universal despite ethnicity or national host cultures. It is these spiritual characteristics—faith, repentance, family, revelation, and so on—that form
the heart of Mormon identity and hence Mormon cinema.
Thus, while Mormon films do not always reflect accented cinema's emphases on internationality, they generally do reflect a Mormon culture superimposed upon a host national culture. Understanding this duality can help us relate Mormon films to the broader
non-Mormon world, cinematic or real.
The final and most important way in which Hamid Naficy's theories aid an understanding of Mormon cinema, however, is in relating them back to Mormon society, including both the films' supporters and critics. The result is a much richer comprehension of how
Mormon films function within their own social context. As mentioned, Mormon filmmakers are not marginal or subaltern but interstitial, emanating from where dominant and minority groups interact: "To be interstitial . . . is to operate both within and astride the
cracks of the system, benefiting from its contradictions, anomalies,
and heterogeneity." This duality affects the thinking of all members
of accented communities, not just the filmmakers; thus, most "ethnic communities are highly sensitive to how they are represented by
both . . . outsider and insider filmmakers. They often feel protective
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and proprietary about their 'image,' sometimes even defensive—all
of which forces accented filmmakers either to accede to the community's self-perception and demands or to take an independent path
at the expense of alienating the community and losing its support."
Naficy terms this dilemma "accented cinema's extraordinary burden of representation."31
Richard Dutcher is without doubt Mormonism's prime example
of this dilemma. Indeed, Naficy's descriptions of Atom Egoyen and
other filmmakers could have been written about Dutcher.32 Like
Egoyen, an occasionally controversial Armenian-Canadian director,
Dutcher is an artisanal multitasker who has appeared in his films
and incorporated autobiographical elements, principally in God's
Army and Falling. Like Ryan Little, Dutcher depicts Mormon community members dealing and communicating with the outside
world, whether on missions in God's Army and States of Grace or by
bringing the outside into the cloistered Mormon heartland of Brigham City. In this light, we can see that the negative response of many
Latter-day Saints to Dutcher's work is not dependent so much on the
films themselves as on preexisting social issues within the Mormon
community. Accented communities exert tremendous pressure on
filmmakers to create super-films, containing "all of the best that the
'original' or the 'authentic' culture is perceived to possess and to represent as fully as possible the diaspora community,"33 a task which is
not only impossible but which can lead to films that whitewash the
group's image and become artistically sterile. Despite criticism,
Dutcher has eschewed this temptation, creating instead honest films
that depict Mormonism with all its intricacies intact.
Those who object to Dutcher's films seem to do so for one of
two reasons: either for portraying the faults of his Mormon characters, as occurred most publicly with the outcry over States of Grace, or,
inversely, for depicting priesthood ordinances, a concern that preoccupied most critics of God's Army. On the surface these criticisms appear diametrically opposed—the one for showing faults and the
other for showing spiritually private experiences—but they actually
both stem from the same concern over a non-idealized cinematic image. Naficy gives many examples of the first type, such as the response of Indians against Mir a Nair's India Cabaret (1985) for its exotic female dancing and Salaam Bombay! (1988) for its depiction of
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poverty.34 As for depicting ordinances, Naficy examines similar criticisms against showing the traditional Muslim slaughter of a sheep to
welcome a new bride in Ghasem Ebrahimian's The Suitors (1989):
These [negative] reactions .. . show that the exiles felt betrayed by a director who exposed and signified upon aspects of the native culture
from an insider perspective but did so for the benefit of outsider audiences. This is because Ebrahimian violated two norms of Iranian collective identity: maintaining a clear separation between self and other, and
loyalty to the insider group. . . . When indigenous practices are both
produced and viewed outside their naturalized contexts, they become
defamiliarized and may be devalued, particularly if viewers are defensive about those practices. If viewers are not defensive [perhaps
Dutcher's goal], then defamiliarization may produce the promised critical awareness and pedagogical effect that Bertolt Brecht theorized.35
This critical awareness has been made available to Dutcher's viewers. When my brother first saw the scene in God's Army in which the
missionaries bless and heal the cripple Benny, he assumed an ironic
and detached attitude at the event's improbability. But after further
introspection, he realized that such a blessing is indeed possible, an effect that might not have occurred had he heard the story in a traditional setting like a Sunday meeting. Precisely because it was presented
in the defamiliarizing context of a movie theater, he paid greater attention to it and felt increased faith in priesthood power.36 Still, accented filmmakers must be careful not to overstretch and offend too
much of their target audience—as Dutcher has apparently done with
Falling—or, particularly, potential investors for future pictures.
Culturally specific films have a much harder time securing financing and distribution than mainstream films, adding to the appeal of crossing over into the mainstream. 37 After Saints and Soldiers,
Ryan Little switched to mainstream films, as have Dutcher, Andrew
Black, Kurt Hale, and a host of other Mormon directors. Even Atom
Egoyen has become increasingly homogenized into classical norms
as his popularity—and budgets—have grown.
I believe that the Mormon accent diffused throughout Mormon
film best exemplifies how it can be considered an ethnic cinema, particularly in explaining its reception among Mormons and non-Mormons and how anticipation of that reception can influence filmmakers' choices. In the context of this cultural setting, Mormon films do,
however, exhibit characteristics more traditionally assigned to film
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genres. Thus, while recognizing Mormon film's ethnic components,
investigating its generic characteristics will lead to a comprehensive—if evolving—understanding of how Mormon cinema exists in the
interstices between a singularly ethnic and generic identity.
Rick Altman
Rick Altman is a well-known film historian and theorist whose
specialties include film sound and genre. In 1984 he published the article "A Semantic/Syntactic Approach to Film Genre" in Cinema Journal in which he proposed a new approach to film genre that reconciled two divergent strains in previous genre theory. Not only has the
essay been extensively republished, but its approach has been widely
accepted and applied in the ensuing years, including in Airman's own
1987 book, The American Film Musical. He remained troubled, however, by flaws in his theory and, in 1999, published Film/Genre, a book
which revises his original thoughts. 38 Throughout the rest of this article, I will put Mormon film through the same evolutionary process,
following Altman's theories from 1984 to 1999.
"A Semantic/Syntactic Approach to Film Genre"
In his original essay, Altman begins with a summary of film
genre studies up to that point. He posits that these contain three fundamental contradictions, two of which concern us here. The first is
that recent genre criticism had taken a structuralist stance, treating
genres as neutral constructs in an ahistorical space rather than as
evolving phenomena generated by a linguistic community, generally
Hollywood, and intended for a specific audience. In other words,
they are treated as ahistorical artifacts when they are in fact historically mutable. Second, different people often discuss a single genre
in vastly different terms: half take an inclusive stance, often compiling unwieldy lists of every possible film, and half take an exclusive
stance, usually written as an essay, that proposes an elite group of
films as the fundamental core of a genre. Altman illustrates this discrepancy in an invented dialogue comparing Elvis Presley films with
Singin' in the Rain; Presley, because he sings, must be grudgingly admitted into the corpus, but Singin' in the Rain is "a real musical."39
We have already seen this problem in Mormon cinema: the list of
4,591 films included in the Mormon Literature and Creative Arts
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Database represents the tautological, all-inclusive approach. In contrast, Preston Hunter's essay delineates what he sees as the core of
Mormon film, not by creating positive inclusive criteria but negative
exclusive ones that whittle the genre down to its classical ideal.
How do these divergent positions exist simultaneously? A close
look reveals that the first position deals with the semantics of genres,
the second with syntax. Semantics in this case means elementsnouns—that usually make up a genre's content, like the guns and
horses mentioned earlier as part of westerns. The syntax is the way in
which these elements are composed or arranged—the verbs. Guns
and horses may also appear in period romances and war films, but
when they are arranged in a syntactic narrative structure that uses
them in a way distinctive to the frontier—the main street showdown or
charging cavalry, for instance—then the film can be called a western.
Thus, guns and horses semantically exist in a broad range of films but
are used in a specific way only in a narrower syntactic group.
The relationship between semantics and syntax is the area of
play where Altman suggests the study of genre be located, thus alleviating the contradictions that had hitherto plagued the field. For
example, genres historically may be created by either a stable set of
semantic elements being arranged into a new syntax or by an established syntax taking on new semantic elements. Also, the discrepancy between critics who create broad tautological lists and those
who focus on an elite corpus of highly similar texts would diminish
as they both investigate what genres consist of and how these
elements are arranged at both the center and the margins.
Applying this theoretical model to Mormon-themed films quickly shows that they cannot be considered a single genre, for the semantic and syntactic elements are too broadly drawn and too
sparsely shared. Some semantic elements include temples, pioneers,
missionaries, baptisms, covered wagons, handcarts, sacrament meetings, prayer, testimonies, meetinghouses, scriptures, family home
evenings, and priesthood leaders—in other words, elements of Mormon history and culture. Arranging them syntactically, however, is
problematic, as no body of films has used enough of them similarly
enough to establish consistent patterns. This is true despite the fact
that a few films share a handful of syntactic elements, such as a character repenting or undergoing conversion. Even if we examine just
one semantic element, such as priesthood leaders, its syntactical
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placement from film to film varies significantly; note for example
the difference between Jared as the elders' quorum president in The
RM and Wes as the bishop in Brigham City, or the difference between the home teachers of The Home Teachers (2004) and Worthy to
Stand. If we recognize that the most common semantic element is
Mormon characters, then we quickly see that the range of their
syntactic use renders discussion useless. No single definition can
aptly summarize all Mormon films.
There are, however, similarities among smaller groupings of
films. Two pictures like Legacy and Saturday's Warrior could not seem
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farther apart, yet both feature a romance between a young woman
and a man converted by a missionary she knew beforehand, the rebellion of the oldest son against his father's faith, the rebellious son's
return, and cultural conflicts between Latter-day Saints and the society around them, personified in street gangs/mobs. Furthermore,
in God's Army, The Other Side of Heaven, The Best Two Years, and States

of Grace, mission presidents reprove and encourage missionaries, a
semantic element used in a specific syntactic manner. Similar examples proliferate throughout Mormon film, allowing us to create a
taxonomy of potential genres and subgenres within the larger corpus of Mormon cinema.
In suggesting these schemata, I am including only films in which
Mormon elements play a major role, excluding the Church's educational films and films that include only passing reference to Mormonism. Also, I am not specifically including nonfiction films, although many will fall within the same categories. (See Figure 2.)
The boundaries between these categories are plastic and permeable. Because they are also fairly self-explanatory, rather than list
pertinent titles for each I would like to mention a few points illustrating how these schemata relate to Altman's original thesis.
The first division, between traditional and instructional narratives, is based upon a syntactic difference. The Church has produced
many films for classroom and training purposes that subvert traditional narrative structures by pausing the film for class discussion,
inserting portions of general conference sermons or other direct address, or inserting diagrams or other instructional materials. Otherwise, such films retain all of the semantic elements expected in
Mormon films.
Films with traditional narratives can perhaps most easily be divided by their historical setting, whether in this or in past dispensations or eras. Those in the latter category are essentially set in the
context of ancient scripture like the Bible and Book of Mormon. Of
these, some adhere faithfully to ancient texts, including essentially
every film to depict Jesus Christ, while others take narrative liberties. The Testaments of One Fold and One Shepherd (2000) embodies this

division as its scenes from the Bible adhere strictly to the scriptures
and even classical painting (primarily by Carl Bloch) while all the material set in America is completely invented. A similar dichotomy can
be seen in the Living Scriptures cartoons of the New Testament
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from the 1990s, where much dialogue and action are invented for
other characters, including those in the parables, but virtually never
for Jesus himself.
Many films set in the present era feature traditional Mormon semantics but not always in ways favorable toward the Church. AntiMormon films like A Victim of the Mormons and Latter Days (2003)

have many of the same elements as pro-Mormon films but deploy
them in remarkably different syntaxes, such as, in Latter Days, a missionary finding liberation in accepting his homosexuality.
With both negative and positive films on Mormonism, it is interesting to note that, with very few exceptions such as The Other Side of
Heaven, they are either set in the present or before 1900; if more
films were set in the early twentieth century then a new division
would be in order. Pioneer-era films can either cover the Church's
whole nineteenth-century history, as with Legacy, or focus on only
one specific historical period, such as that of frontier Utah. Films
with these settings often exhibit syntactic affinities with films set in
the present (e.g., repentance or romance); but as period pieces, their
semantic elements are remarkably different.
I have divided modern films into four categories, though there
could be more. At this stage, many of the semantic elements, the
physical trappings of modern Mormon culture, are shared. The divisions are thus based upon semantic emphases: a character's repentance, conversion, or spiritual epiphany; a traditional romance;
achieving a goal not directly related to religion; or executing a
Church calling. Repentance films can center on any type of spiritual
awakening and often overlap with another plot such as a romance or
mission service.
I have further subdivided romantic comedies depending on
whether both characters, or only one, are active Latter-day Saints,
with a further division for films where the love interest is inactive or
non-Mormon (as in Charly, 2002) or the protagonist is (The Singles
Ward). Likewise, "nonreligious quest films" refers to pictures that
feature Mormon characters who are pursuing traditional secular
goals, such as solving the murders in Brigham City or becoming rock
stars in Sons ofProvo (2005).
Films about Church callings can also be subdivided into several
categories. Because of the disproportionate number of films dealing
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with missionary work, I have made them a separate category, subdivided by whether the protagonist is the missionary {The Errand ofAngels) or the investigator {Roots and Wings). The majority, though not
all, of films dealing with other Church callings have been produced
by the Church itself to inspire members to greater service; most of
these were commissioned by the Sunday School or other auxiliary
organizations in the decades when they held their own annual conferences. Examples include Teacher, Do You Love Met (1986), No
Greater Call (1967), Continue to Minister (1988), It's the Ward Teachers

(1956), and so on. A significant subset of these films, which I have
called "brother's keeper films," depicts those who, acting in their
callings, reach out to someone who has strayed or is in spiritual peril,
as in What About Thad? (1968), That Which Was Lost (1969), Come
Back, My Son (1954), and of course My Brother's Keeper (1961).

This taxonomy is obviously imperfect and incomplete—many
other potential categories could be added—but I hope it can help
stimulate discussion of specific patterns within Mormon cinema. It
is easier to discuss the semantic and syntactic similarities of films
that focus on fulfilling callings or pioneers gathering to Utah than
for Mormon cinema as a whole. It also provides a springboard for
comparisons among groups. We can now examine how a semantic
element like the temple is handled differently in the modern romance Charly than in a period piece like The Mountain of the Lord
(1993). Such comparisons can help us identify and negotiate the interstices between apparently unrelated films and thus better understand the general unity among all Mormon movies.
Film/Genre: A Semantic/Syntactic/Pragmatic Approach

The most prominent flaw with the preceding taxonomy is that it
still treats Mormon films as ahistorical entities, forever static and defined. Altman himself sensed that limiting discussion to semantics
and syntax ultimately did not solve this problem, prompting him to
return to the issue with a much more thorough and historically
based analysis in his Film/Genre. In order to properly evaluate film
genre, he examines the history and conception of genre itself, including predecessors of cinema such as literature and painting, before moving into a pragmatic analysis of how film genres follow
similar patterns.
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Since Aristotle, there has been very little agreement about what
genre actually means. Altman points out that "the term inconsistently
refers to distinctions derived from a wide variety of differences
among texts: type of presentation (epic/lyric/dramatic), relation to
reality (fiction versus non-fiction), historical kind (comedy/tragedy/tragicomedy), level of style (novel versus romance), or content
paradigm (sentimental novel/historical novel/adventure novel)."40
Essentially the only point of agreement is that genres exist, generally
as stable a priori entities, and that critics are independent of them.
Not only does Altman now dispute both claims, but he also asserts
that the descriptive criteria used to separate genres (form, source,
content, etc.) often render discussion futile.
A sampling of some of the generic listings on the Mormon Literature and Creative Arts Database illustrates the difficulty even
within the "genre" of Mormon literature: biographical fiction, children's book, criticism, devotional literature, diary/journal, drama,
Education Week presentation, humor, hymn, interview/panel, missionary story, one-person show, reference work, Relief Society lesson, romance, science-fiction, scripture-based fiction, tribute, young
adult fiction, and many more, including a catch-all of "unassigned."41 Such a broad range of generic characteristics often makes
genres impossible to compare and hence ambiguous; missionary stories, for instance, can be told in any number of formats. More importantly, these are still ahistorical categories, disregarding how Mormon literature has been perceived over time.
To be overly reductive of Airman's analysis, the answer lies in realizing, not only that genres are ever changing, but also that the change
happens cyclically, in predictable patterns. Whenever there is an established and successful genre, producers (authors, screenwriters, studio executives, etc.) immediately strive to differentiate their new work
from it by adding an original element. Often, a few of these will share
this new element (whether coincidentally or not), which results in a
new cycle. If a cycle solidifies and gains general acceptance and a sense
of permanence, then it has become a new genre.
A helpful analogy is to examine how generic products function
in the grocery store. Generic brands are not actually brand-less, but
have extremely plain packaging that simply explains what they contain: "generic products pay little attention to colour, shape and tex-
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ture, instead straightforwardly stressing the nutritional contents of
each item."42 Name brands, by contrast, exist precisely to sell a
name, not content. Packaging is designed to grab attention and differentiate a product from all others like it. Not only do marketers use
color, design, slogans, and mascots, but they are more likely than not
to misspell the product's name for emphasis, hence Rice Krispies,
Cheez Whiz, Jell-O, L'eggs, Rice-a-roni, and my favorite, Kibbles 'n
Bits Bac'n Cheez.43 Thus cereal, pantyhose, or films that are considered generic are identified by their content, allowing consumers to
know exactly what to expect from them, while those that strive for
brand recognition use every means available to emphasize the name
of the product and its uniqueness, thus discouraging equation with
similar products except to superlatively praise themselves, as with
"Most recommended," "Absolutely the Crunchiest," and "The greatest film of the year!" Thus film producers strive to actually eschew
rather than promote genre.44
If one studio has a hit, however, others will probably examine
what made that film unique from the preexisting genre and then
flock to copy its innovations. If this characteristic is imitated and varied by a number of films across the industry, then a new cycle begins. In certain cases, this new component becomes standardized as
a new generic quality, prompting producers to once again seek to
move beyond it via a new variation. If "Cheez" becomes standardized, then we must modify it with "Bac'n," "Eazy," or "Whiz"; if a
hardboiled detective becomes standard, then we might try making
him a woman or having him sing. This process of passing from cycles to genres can also be seen as passing from adjectives to nouns—
in other words, the appropriation of new semantics. When an adjective can drop the noun it modifies and become substantive by itself,
then a new genre is formed which, in turn, almost immediately receives new adjectives.45 For instance, such a process led from discourse to poetic discourse to poetry to dramatic poetry to drama to
comic drama to comedy to romantic comedy to romance to musical
romance to musical.46 If we modified this last group by making it a
"backstage" musical (films set in the theater, like The Broadway Melody, 1929, Gold Diggers of 1933, 1933, 42nd Street, 1933, and even the

remake of The Producers, 2005), then it is possible for these to cohere
into a new genre known as the "backstager." Since historically this
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term was never used, the musical remains the genre with backstage
musicals a cycle within it.
The process is very evident in Mormon film. There is at present
no monolithic genre known as "the Mormon." What we actually
have is Mormon mysteries, Mormon comedies, Mormon romances,
Mormon westerns, Mormon mockumentaries, Mormon dramas,
Mormon musicals, Mormon weepies/chick flicks, Mormon biopics,
and so on. Current Mormon cinema seems to be at a stage Altman
describes thus: "Before they are fully constituted through the junction of persistent material and consistent use of that material, nascent genres traverse a period when their only unity derives from
shared surface characteristics [here, Mormonism] deployed within
other generic contexts perceived as dominant."47 Currently, the
strongest nascent genre in Mormon film is, as mentioned, the missionary film, with pioneer films possibly coming in second. These
categories are the best candidates as fully fledged genres, not because they are the most uniquely Mormon but because they each
contain the most cohesive set of shared semantics and syntax across
a group of films.
Also, more than other categories, they can be seen as modifying
a preexisting subset of Mormon film rather than the reverse, where
a Mormon element modifies the dominant characteristics of comedies, romances, etc. World cinema has created many films about
missionaries—The Mission (1986), The Nun's Story (1959), Black Narcissus (1947), Nazarin (1959), Black Robe (1991), A Man Called Peter

(1955), and others—but they have never been considered a genre,
and Mormon missionary films certainly are not modifications of
them. If it hasn't happened already, Mormon missionary films will
soon be seen as viable and common enough to constitute their own
generic label, in which case producers will attempt to introduce new
cycles. Indeed, The Errand of Angels may become the vanguard of a
sister missionary cycle if more films follow in its wake; the publicity
surrounding it—promoting it as the first film about sister missionaries—certainly fits this mold.4 On the broader level, when Mormons
and Mormonism cease to be modifiers and become the modified,
then we will have a Mormon genre.
God's Army constitutes a key case. In March 2000 it was not the
first film in the new Mormon genre, for no such genre existed. In-
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stead it was essentially a drama, a buddy picture, or a coming-of-age
story. The Mormonism was God's Army's modification (the adjective) to its buddy picture/coming-of-age story genre (the substantive). Richard Dutcher, however, promoted it not as any of these genres but, in fact, as "the first of many unique and enduring Mormon
films."49 It may seem a risky endeavor to base a film's marketing
around a genre that does not yet exist, but the key lies in realizing
that Dutcher was promoting his company Zion Films as the creator
of those productions. In 2000 both he and Mormon feature films
were unique, and he could emphasize the supposed genre— and its
dissimilarity to Hollywood productions—to promote himself. By the
time Dutcher returned to similar territory with States of Grace, however, he had to differentiate from a plethora of existing Mormon
pictures—HaleStorm, for instance, had certainly established a
unique brand. As Dutcher said a few months after the film's release:
"I realized that people had just begun to associate me with them
[Hale-Storm]. In fact a lot of people have never seen God's Army but
they just assume that it must be like the HaleStorm [pictures] because that's what they're familiar with. So now I'm very outspoken.
I'm really trying to distinguish myself."50 This realization came too
late, however, as Dutcher's failure to promote his own brand of
filmmaking had a greater effect on States of Grace's box office receipts than the film's controversy.51
But like Naficy, Altman's most important point for Mormon cinema is the role of the community in creating genre. Genres are not
only defined by filmmakers and marketers but also by those who
consume and discuss them, both regular fans and formal critics.
Genres are functional categories and, as anarchic as it may sound,
the process of genrification—meaning the adoption and actual adaptation of a specific work into an existing genre—basically happens
whenever enough people agree that a specific film belongs to a specific category. A film is what people say it is.
Likewise, after new genres arise from recent cycles, past films
may be retroactively included in the new genre. This "regenrification"—it is "re-genrified" because it had previously been considered
part of a different genre entirely—is performed by the consumer
community. Film producers are too concerned with differentiating
present works to bother with categorizing yesterday's products.
Altman uses scores of primary sources from the popular press to il-
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lustrate this process with biopics, musicals, westerns, and other genres. For instance, nearly all historians, including Altman in his book
on musicals, have placed the heyday of the musical in 1929 and
1930, immediately after the advent of sound synchronization. Yet
now Altman provides a plethora of contemporary advertising sources that list these films as dramas, romances, and comedies. MGM
promoted The Broadway Melody (1929), commonly known as the
granddaddy of all musicals, as an "all talking, all singing, all dancing
dramatic sensation."53 Producers did not start grouping such films as
"musicals" until around 1931, when the term became a pejorative to
describe all that was wrong with them—in other words, differentiating the new films of 1931 from those released in 1929 and 1930. Historians then adopted this term with a positive connotation and used
it retroactively.54
Likewise, The Great Train Robbery (1903), often seen as the first
great western, was billed on its release as a railroad variation of the
popular travel film genre. Furthermore, it sparked a series of robbery
films, not westerns. Only later was it subsumed in the more stable
western corpus—again, after the term had passed through a pejorative
stage.55 With the backlash against the perceived low quality of many
recent Mormon films, perhaps we are closer to establishing Mormon
film as a genre than suspected. Be alert for advertising that separates
new productions from low-grade "Mormon films" of the past.
Today The Broadway Melody is a musical and The Great Train Robbery a western. Here, critics have been successful in claiming new territory through regenrification, a process in which power lies particularly in the hands of popular, rather than academic, critics. "If Leonard Maltin says Thelma and Louise is a road movie (rather than a
chick-flick or a buddy film), who are we to disagree?"5 Likewise, if
Preston Hunter and Thomas Baggaley decide to include or exclude
a particular film from Ldsfilm.com, then that is their prerogative. It
is, after all, their website. Genre criticism is the one area where populist critics like newspaper reviewers, bloggers, and even Blockbuster Video employees are completely empowered. If a clerk puts a
title in the horror section, then no amount of argument about its affinities with melodrama will transport it across the aisle. Hunter and
Baggaley decided that The Legend ofJohnny Lingo (2003) did not
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meet their criteria for a Mormon film, and thus it has essentially
been removed from generic consideration—for now.
This phenomenon speaks, not just to the power of Ldsfilm.com
and other online forums, but also to the people who visit them, for a
community is required to validate the critics. In this case, excluding
The Legend of Johnny Lingo could happen only because Hunter and
Baggaley already had authority in the community's eyes. Ultimately
it is the entire community, not just the critics, who define the genre;
however, it is the critics' not insignificant role to guide or reinforce
this consensus. The internet, for its part, has greatly facilitated this
process, cohering the diasporic or, to use Airman's term, constellated community of Mormon film fans by encouraging lateral communication that will continue to reinforce and redefine the generic
status of past and future films. It is difficult to see how the current
Mormon film movement could have taken hold without it.
Also worthy of notice is the LDS Film Festival, an annual physical
gathering that brings together enthusiasts to view new films which, by
very necessity of its title, thereby expands and redefines what LDS cinema is. If such a venue were to have retrospective screenings of A Trip
to Salt Lake City (1905) and Trapped by the Mormons (1922), then those

films would be retroactively regenrified into the corpus, shifting the
modern definition of Mormon cinema. So would the inclusion of The
Legend of Johnny Lingo or Napoleon Dynamited

In this regard we can make a profitable comparison with the
woman's film. This genre was created entirely by critics, not producers, by retroactively rereading existing films. For generations, studios released films under labels like melodramas or weepies that
dealt with purported women's issues such as love, self-sacrifice, and
domesticity. Then in 1974 Molly Haskell wrote a virtual manifesto
grouping all such genres under the label "woman's films"—not a new
term but one which had hitherto never been so broad—and condemning them as "emotional pornography," an opiate designed to
make women accept their social position. This essay did three
things: It identified a group of films as a cohesive genre that were not
so identified at the time of their production; it introduced a feminist
perspective into the evaluation of the films; and it led the way for
other critics and members of the feminist community to evaluate
the films and her essay, thus strengthening the concept of "woman's
film" as a genre. When in 1987 Mary Ann Doane published The De-

Astle: Defining Mormon Cinema

57

sire to Desire: The Woman's Film of the 1940s, she removed the quota-

tion marks from around the term, indicating that it had become fully
accepted as a genre.59 The elimination of quotation marks, though
inconspicuous, is actually quite indicative of a term's stability, showing that it has moved beyond the initial cyclic stage. Even Preston
Hunter, throughout his 2001 essay, placed the terms "Mormon cinema" and "LDS cinema" in quotation marks.60
The evolution of the woman's film also illustrates another of
Altman's points: that in the process of redefining which films pertain to which genres, there is a continual process of moving the margins to the center. Weepies were marginal, B-films, and emotional
pornography; but through their reclamation as feminist texts, they
and their original consumers moved to the center of the struggle for
women's equal recognition and representation in society. But as
feminism has become accepted and even chic, traditional feminists
now are often "contested and even supplanted by new alliances
among lesbian, gay and bisexual groups," illustrating a continual
margin-to-center movement in the sequence of women's films to
feminist films to lesbian films.61
Altman produces examples from other social arenas besides cinema. "The Star-Spangled Banner," written in 1812, did not become
the American national anthem until 1931. It later shifted emphasis
from national holidays to sporting events, with traditional renditions being supplanted by innovative popular ones. This movement
"involves the folding of the margins (a coalition of sports fans and
popular music fans) into a new centre, where the Super Bowl serves
as national holiday of a new America."62 Likewise Christopher Columbus began as the Spaniard "Cristobal Colon" in 1492, when
Spain was reaching the height of its power, yet eventually became
"Christopher Columbus," the father of English-speaking America,
in 1792. This new status coincided with the move of American patriots from their 1760s marginality to a 1790s centrality. In 1892, his
birthday became a national holiday and, as "Cristoforo Colombo,"
he became the father of all Italians as Italian immigrants moved
from the margin to the center. By the most recent anniversary in
1992, he became the first rapist of the New World as Native Americans, politically correct lobbyists, and other revisionists moved to
the center.63
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The same processes can be seen in Mormonism. In a church that
believes in continuing revelation, it is to be expected that certain
doctrines and practices will change over the years. In some cases,
however, Church members have completely recast—or regenrified—
how they consider these doctrines and practices related to Mormons
in the past, particularly concerning beliefs that have indeed moved
from the margins to the center. When polygamy was practiced,
therefore, "celestial marriage" referred to it alone. Since polygamy's
abandonment, however, "celestial marriage" has come to indicate
temple marriages, the doctrine that has moved to the center. Likewise tithing began its history as a marginal practice, peripheral to
and simultaneously supportive of the more central doctrine of consecration (D&C 119); but as consecration faded, tithing transformed into the Church's primary financial system.64 Similar patterns can be seen for the increasing importance of the Word of Wisdom,65 the disappearance of second anointings,66 the changing
meaning of the gift of tongues, the rise of family home evening, the
advent and transformation of Church auxiliary organizations, and
so on.
Even pioneers are subject to change. Before 1897 the term referred exclusively to those who had arrived in Salt Lake City in the
1847 companies, but in that year the Mormon community made a
conscious decision to redefine "pioneer" to include everyone who
had journeyed to Utah before the transcontinental railroad in
1869.67 In the 1900s "pioneer" came to often mean anyone who
lived in Utah in the 1800s, and by 1997 Salt Lake City's sesquicentennial was celebrated throughout the global Church as the Pioneer Sesquicentennial; the change since the 1947 Utah Centennial reflects
the global growth of the Church in those fifty years. By 1997 the
pedigree of pioneer heritage was extended to all Church members
throughout the world through means like the Church's documentary An Ensign to the Nations, which aired between general conference sessions that October and depicted "pioneers" in South Korea,
Africa, and other areas. In the April 2008 general conference, Dieter
F. Uchtdorf, a counselor in the First Presidency whose German family converted to the Church in his youth, said that though none of his
ancestors were among the nineteenth-century pioneers, "I claim
with gratitude and pride this pioneer legacy as my own," as could all
other Mormons, regardless of location or genealogy.68
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On the widest level, of course, the Church has been consistently
redefined as it has moved from the margins to the mainstream in a
process studied by Thomas Alexander, Armand Mauss, Gregory
Prince, and numerous other Mormon historians.69 This process
might happen naturally, but, like other marginal groups, Latter-day
Saints have a vested interest in speeding up the regenrification process and moving into an established position. Altman observes,
"Those at the centre . . . regularly exaggerate the age, rootedness,
and importance of current practice, openly resisting otherness, hyphenation and creolization, while those on the margins must use resistant reading practices, secondary discursivity and lateral communication to reinforce always frail constellated communities."70 Mormons were once seen as pariahs, terrorists, and anathema to the
principles of Christianity and democracy. Now they are often viewed as the pinnacle of conservative American values.
The name of the Church itself has signaled this process. Upon
its organization in 1830 it was legally established as the Church of
Christ. By the Ohio period, it had added "Church of Jesus Christ"
while the Missouri Mormons met under the name of "Church of the
Latter-day Saints." These titles remained interchangeable until an
April 1838 revelation combined them as "the Church of Jesus Christ
of Latter-day Saints" (D&C 115:4). Throughout this process Church
members referred to each other as Saints or Latter-day Saints, while
it was their enemies who began calling them Mormonites. The suffix was eventually dropped, creating the substantive term "Mormons." But it still had a highly pejorative connotation, indicating a
people who rejected the Bible in favor of new alleged scripture.
From the Brigham Young period onward, Church members appropriated the title as a favorable term but continued to place both
"Mormons" and "Mormonism" in quotation marks through at least
the 1910s;72 these faded away during the 1930s. This was also the
time the Salt Lake Mormon Tabernacle Choir gradually changed its
name, for publicity purposes in its new weekly radio broadcasts, to
the Mormon Tabernacle Choir. 3 The term "Mormon" became a
source of pride for Church members and reached such a level of
ubiquity that, in recent decades, Church leaders have striven to reemphasize the Church's actual name and its association with Jesus
Christ—for example, adding the subtitle "Another Testament of Je-
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sus Christ" to the Book of Mormon in 198274 and changing the
Church logo to emphasize Christ's name in 1996.
Given the early pejorative use of the term "Mormon," it is not
surprising that its first editorial attachment to a film was, as we have
seen, with A Victim of the Mormons in 1912. The cyclic nature of the
process was fully evident at the time: Nordisk Films, a large company
from the robust Danish film industry, created Victim as a prestige
production with top stars, a well-known director, and a practically
unprecedented running length of three reels, making it the longest
film released in Denmark in 1911. Its success in Europe and North
America prompted an immediate cycle of copycats, with The Flower
of the Mormon City from a Danish competitor of Nordisk and the
American films The Mountain Meadows Massacre, The Mormon, An Episode of Early Mormon Days, Marriage or Death, and The Danites, all

within one year. Then, however, the cycle of Mormon-tinged thrillers slowed and dissipated rather than crystallizing into anything
more than a minor cycle. Only half a dozen more such films were
released throughout the next decade.
Church leaders, meanwhile, decided to reappropriate their cinematic image, much as they had done with the term "Mormon" a generation earlier. By 1912 they were seeking to create an epic motion
picture of their own, telling a positive version of the Church's history; and in February 1913, One Hundred Years of Mormonism premiered to enthusiastic crowds in Salt Lake City—the "Mormon film"
had been regenrified from its "anti-Mormon" origins. Not only that,
but the success of One Hundred Years prompted another attempted
cycle among Mormon film enthusiasts, although The Life of Nephi
(1915) was the only other pro-Mormon film that reached immediate
theatrical release.
The pattern has repeated in recent years. Richard Dutcher has
often spoken of how his dissatisfaction with depictions of Mormons
in mainstream films like Orgazmo helped prompt his decision to produce God's Army. Then, following that film's success, a cycle of Mormon films emerged, with different variations—comedy, romance, adventure—upon the theme. Since 2005 the cycle has similarly slowed
and dissipated, but that does not mean that Mormon cinema is
dead. Rather, it means the audience and filmmakers are renegotiating what the generic components of Mormon film will be. What are
its standard semantic elements? Into what syntaxes will they be ar-
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ranged? This process is made exponentially more difficult by film's
high production costs and, as Naficy pointed out, the burden of representation Mormon audiences place on Mormon filmmakers.
When audiences reject elements of one film, it helps guide future
productions, a dynamic which may have contributed to the general
improvement between recent films and those of five or six years ago;
note, for instance, the positive change between Vuissa's 2004 Baptists
at OurBarbeque and his 2008 The Errand ofAngels in both production
quality and the choice of subject matter.
As this process plays out in the multiplex, popular and academic
critics can reevaluate past and current films, expanding and refining
the corpus of Mormon cinema to include anti-Mormon pictures, instructional films, viral videos on YouTube or MormonWebTV,76 or
whatever else speaks most pertinently to Mormon society. We will see
changes in Mormonism's ethnic identity as it expands into new host
cultures throughout the globe and as technology, including online
video, allows diasporized or constellated Church members to be in
closer connection with each other. As this ethnic identity evolves, it
will in turn affect the semantic and syntactic elements placed into
Mormon films. Mormon cinema as a genre will continue to depend
on the cultural identity of Mormonism as an ethnicity, and subgenres like missionary films and pioneer films will continue to emerge
and evolve as well. The movement will never be static, meaning that
Mormon cinema will always allow new insights into Mormon thought,
society, and self-perception, as well as Mormonism's relationship with
the rest of the world.
Notes
1. Mormon Literature & Creative Arts database, http://mormonlit.
lib.byu.edu/lit_genre.php?genre=Film (accessed June 1, 2009).
2. For a fairly complete history of Mormon cinema, see Randy Astle
with Gideon Burton, "A History of Mormon Cinema," BYU Studies 46,
no. 2 (Summer 2007): 12-163.
3. "Mormon Pictures in Demand," Moving Picture World 11 (February
10, 1912): 470, cited in Richard Alan Nelson, "Utah Filmmakers of the
Silent Screen," Utah Historical Quarterly 43, no. 1 (Winter 1975): 7.
4. Journal History of the Church ofJesus Christ of Latter-day Saints
(chronological scrapbook of typed entries and newspaper clippings,
1830-present), September 2, 1928, LDS Church History Library.

62

DIALOGUE; A JOURNAL OF MORMON THOUGHT, VOL. 4 2 : 4

5. "God's Army: A Richard Dutcher Film," Zion Films, www.
zionfilms.com (accessed June 12, 2000). This URL now leads to www.
mainstreetmovieco.com, and the essay is no longer posted. A full transcript from the original site is in my possession.
6. Chauntelle Plewe, "LDS Filmmakers Sacrifice Everything for
Their Movies," Daily Universe, August 22, 2003, 1. On his personal
website, Dutcher says God's Army "forever stamp[ed] Dutcher with the title 'The Father of Mormon Cinema,' a designation he soon came to reject." Richard Dutcher, "Biography," http://www.richarddutcher.com
(accessed July 17, 2009).
7. Many studies have dealt with the role of propaganda, including
film, in Church proselytizing efforts. For one example, see Randy Astle
and Lee Walker, "Propaganda and LDS Church Filmmaking: Gentle Persuasion or Ham-Fisted Handling?," Irreantum: A Review ofMormon Literature and Film 7, no. 3 (Summer 2006): 11-22.
8. There is some mild disagreement over whether to call the current
movement "Mormon cinema" or "LDS cinema." Some have informally
argued that "LDS cinema" refers exclusively to institutionally produced
films. However, given the term's broad usage—for instance, in connection with the very popular LDS Film Festival—I don't believe that to be
the case. In fact, while each term connotes distinct characteristics, I find
the difference largely immaterial. To adhere to the dominant usage in
journals like Dialogue, Sunstone, BYU Studies, Irreantum, the Journal of
Mormon History, and Mormon Historical Studies, I use "Mormon cinema"
in this article.
9. Dudley Andrew, The Major Film Theories: An Introduction (Oxford,
England: Oxford University Press, 1976), 5.
10. For a brief review of the entire website, see Randy Astle, "Mormon Cinema on the Web," BYU Studies 48, no. 1 (2009): 165-67, also
available at http://byustudies.byu.edu/reviews/pages/reviewdetail.
aspx?reviewID=721.
11. Preston Hunter, "What Is LDS Cinema?" Ldsfilm, April 30, 2001,
http://www.ldsfilm.com/lds_cinema.html (accessed July 20, 2003). All
further quotations in this section come from this webpage.
12. The Book of Mormon Movie, released in 2003, two years after
Hunter wrote this essay, shows the prescience of including this caveat.
13.Thomas Schatz, The Genius of the System: Hollywood Filmmaking in
the Studio Era (New York: Pantheon Books, 1988), 315-17.
14. In Astle with Burton, "A History of Mormon Cinema," I propose
an alternative classification system which groups films chronologically,
beginning in 1905, in five periods or waves of roughly twenty-four years

Astle: Defining Mormon Cinema

63

each, with God's Army appearing at the beginning of the Fifth Wave.
Though the term "Fifth Wave film" does not refer exclusively to theatrical releases, it can still indicate this group of pictures, obviating confusion with earlier but generically similar titles. If, however, another form
of film, such as online videos, becomes dominant during the remaining
years of the Fifth Wave, a new title would be necessary for these theatrical films from 2000 to 2009.
15. Though I do not present any analyses of such films here, a frequent criticism of films like The Other Side ofHeaven and The Testaments of
One Fold and One Shepherd (2000) is that they present a veneer of Mormonism but are rather devoid of doctrinal accuracy and commitment to
presenting the gospel undiluted.
16. Bruce Young, "Loving States of Grace—and Wondering Why Some
People Hate It," Irreantum: A Review of Mormon Literature and Film 8, no.
1 (2006): 143-54 provides a summary of the controversy and defense of
the pro-Dutcher view.
17. The hero's journey, perhaps most famously expounded by Joseph
Campbell, has become one of classical film narration's most standard
types. The hero begins in a stable position, is initiated into a world of trials
and challenges, overcomes them to reach a goal or obtain a talisman, and
is reunited with family or restores order to his world. Joseph Campbell,
The Hero with a Thousand Faces (Princeton, N.J.: Princeton University
Press, 1949); Christopher Vogler, The Writer's Journey: Mythic Structure for
Writers (Studio City, Calif.: Michael Wiese Productions, 2007).
18. Benson Parkinson, "Review of Anastasia," Association for Mormon Letters webpage, February 24, 1998, http://mormonletters.org
/Reviews/Review.aspx?id=3207 (accessed October 19, 2004).
19. Don Bluth quoted in Elayne Wells, "LDS Filmmaker Keeps Gospel
at Core of Work," Church News, November 25, 1989, 6; also online at
http://www.ldschurchnews.com/articles/18618/LDS-filmmaker-keepsgospel-at-core-of-work.html. Bluth adds: "The gospel gives you a pivot
point around which you can make a circle for your life. Because the gospel's permanent and doesn't shift or change, it provides a strong base in
all you do."
20. Rasputin hails from the same palace as the princess, and the
Tyrannosaurus is just another type of dinosaur. It is their motivations
that differ from those of the heroes. Like the scriptural Lucifer compared with Christ or everyman figures, the similarity of the villains' origin to the protagonists' does not prevent them from pursuing pathologically destructive goals.
21. One could argue that polygamy in the film represents the slip-

64

DIALOGUE: A JOURNAL OF MORMON THOUGHT, VOL. 4 2 : 4

pery slope toward sexual libertarianism and that Protestantism rectifies
this, which is in fact the traditional position taken by nineteenth-century
anti-Mormon works. Such a reading would be difficult to defend, however: the polyandrous trio is quite happy until the Protestants arrive, and
it is their presence, not the practice of plural marriage, that begins to disturb the protagonists' tranquility. Furthermore, Protestantism brings
with it moral ills such as greed, worldliness, and pride that, historically,
gold mining often fostered—and that Brigham Young firmly rejected. In
fact, my argument could be stretched with only a little extrapolation to
state that the values of civilized/musical/Protestantism are also aligned
with capitalism and its attendant ills such as class division, poverty, and
avarice. The values of frontier/western/Mormonism, in contrast, embrace egalitarianism, consecration, and even socialism, values perhaps
much more popular with politically liberal playwrights and filmmakers
in the late 1960s (although Eastwood's conservatism has been much discussed in the annals of film criticism).
22. Already such studies are beginning to appear. Michael Austin,
"Theology for the Approaching Millennium: Angels in America, Activism, and the American Religion," Dialogue: A Journal of Mormon
Thought 30 (Spring 1997): 25-44, provides a superb example in his
analysis of the stage version of Tony Kushner's Angels in America, analyzing the entire production through the lens of Mormon culture and,
particularly, theology.
23. Heather Bigley, "Representations of Religious Women in Mormon Cinema," 1, Paper presented at the University Film and Video Conference, August 2004, University of Toledo, Ohio.
24. Hamid Naficy, An Accented Cinema: Exilic and Diasporic Filmmaking (Princeton, N.J.: Princeton University Press, 2001), 23. These sentences directly follow the sentence that Bigley quoted above.
25. Ibid., 15.
26. Ibid., 16.
27. Ibid., 14.
28. In addition, American Tyler Ford's first feature film Picadilly Cowboy, later re titled Anxiously Engaged, depicts an American Mormon in England, with an extensive sequence shot in Scotland. (The film was produced while Ford was living outside London.) This film's affinity to accented cinema is very similar to Little's and Vuissa's films analyzed here.
29. In the interest of full disclosure, I served as one of two script supervisors on this film.
30. These critiques have been conveyed to me through personal conversations; to my knowledge none has as yet been published.

Astle: Defining Mormon Cinema

31. Naficy, An Accented Cinema, 46, 64-65, 82.
32. Ibid., 46, 48, 56-58.
33. Ibid., 65.
34. Ibid., 69.
35. Ibid., 82.
36. This anecdote can also be given a phenomenological reading.
My brother was serving at the time as the home teacher to Doug Stewart,
the actor who played Benny in the film. His proximity to the actor in a relationship that slightly mirrored that of the cinematic missionaries may
have caused him to place special emphasis on the scene and eventually
reach the conclusion he did. The phenomenological nature of such spiritual epiphanies and their relationship to Mormon cinema is one of the
most underexplored areas of Mormon film studies.
37. Jongiorgi Enos, "Why Crossover Is a Dirty Word," Irreantum: A
Review of Mormon Literature and Film 4-6, no. 1 (Winter 2003-Spring
2004): 21-33.
38. Rick Altman, Film/Genre (London: BFI Publishing, 1999), ix.
39. Ibid., 217. The entire article is an appendix to Film/Genre, pp.
216-26.
40. Altman, Film/Genre, 11.
41. Mormon Literature 8c Creative Arts Database; these and other
categories are listed in the drop-down menu.
42. Altman, Film/Genre, 114.
43. Ibid.
44. Ibid., 54-62.
45. Ibid., 50-68.
46. Ibid., 67.
47. Ibid., 36.
48. The film's title comes from the well-known LDS hymn "As Sisters in Zion": "The errand of angels is given to women; / And this is a
gift that, as sisters, we claim." The poster features a headshot of actress
Erin Chambers with a missionary nametag prominently displayed (and
in sharp focus, compared with the soft fore- and background fields).
Word of mouth about the unique feminine aspect of the film was strong
at the time of its release. At the LDS Film Festival where it premiered,
Vuissa spoke about the originality of making a film that told "the sister
missionary story" to contrast with "the well-known sub-genre" of the
male missionary film. Katherine Morris, "My Sister Katherine's Review
of'The Errand of Angels,' A Motley Vision, http://www. motleyvision. org/
2008/my-sister-katherines-review-of-the-errand-of-angels/(accessed April

66

DIALOGUE: A JOURNAL OF MORMON THOUGHT, VOL. 4 2 : 4

2, 2009). Likewise, screenwriter Heidi Johnson blogged about the film
under the title "The Sisters Movie"
(http://thesistersmovie.
blogspot.com/). Elsewhere she describes her motivation in writing the
script as a reaction against male missionary films like God's Army. Sean P.
Means, "The Errand of Angels," Day of Praise, http://dayofpraise.
blogspot.com/2008/08/new-lds-movie-errand-of-angels.html (accessed
July 7, 2009). Critics were quick to pick up on the same point. Gideon
Burton begins his online review by saying, "The Errand of Angels is the
first film entirely about female Mormon missionaries, and director
Christian Vuissa . . . gets the subgenre off to a vigorous start." Gideon
Burton, "The Errand of Angels," Association for Mormon Letters Discussion
Board, http://fonjims.mormonle1tere.or^
of-Angels.aspx (accessed July 7, 2009), and Catherine K. Arveseth begins
her review for Meridian Magazine by describing the feminine content as
"a first for Mormon Cinema. We've seen God's Army and The Other Side of
Heaven portray the challenges of missionary service for Elders. But
never before have we seen sisters in action." Catherine K. Arveseth, "The
Errand of Angels Soars," Meridian Magazine, http://www.meridian
magazine.com/arts/080822errand.html (accessed July 7, 2009).
49. "God's Army: A Richard Dutcher Film," www.zionfilms.com.
50. Richard Dutcher, untitled presentation to an undergraduate
course in LDS Cinema, Brigham Young University, March 28, 2006, transcript in my possession.
51. "Dutcher's Army Is Back—But Can It Stay?" Sunstone, Issue 139
(November 2005): 79, discussed the film's poor financial return and
commented: "Dutcher, along with others, including Deseret Morning
News columnist Lee Benson, speculates that the film's poor box office
showing comes from the low expectations audiences now have for
LDS-themed films, given the glut of poor-quality movies (with few exceptions) that followed in Dutcher's wake."
52. Altman, Film/Genre, 77-82.
53. Ibid., 32; emphasis Altman's.
54. Ibid., 31-34.
55. Ibid., 34-35.
56. Ibid., 93.
57. Astle, "Mormon Cinema on the Web," 161-81.
58. Altman, Film/Genre, 161-63, 169. A large number of secular
films produced by Mormons screen at the festival each year, implying, as
I argued earlier, that all films made by Church members have a place in
or at least influence on the canon.
59. Ibid., 72-77.

Astle: Defining Mormon Cinema

67

60. Hunter, "What Is LDS Cinema?"
61. Altman, Film/Genre, 204.
62. Ibid., 203-4.
63. Ibid., 202-3.
64. Hugh Nibley, Approaching Zion (Salt Lake City: Deseret Book,
1989), 447-48.
65. Thomas G. Alexander, "The Word of Wisdom: From Principle to
Requirement," Dialogue: A Journal of Mormon Thought 14, no. 3 (Autumn
1981): 78-88. Many modern Mormons have portrayed disciples of the
past as adhering to this doctrine, which is actually quite modern—hence,
omission of the fact that coffee was part of the pioneer diet and the belief that Jesus's miracle at Cana produced nonalcoholic wine.
66. David John Buerger, The Mysteries of Godliness: A History of Mormon Temple Worship (Salt Lake City: Signature Books, 2002).
67. Untitled notice, Improvement Era 1, no. 2 (December 1897): 70.
68. Dieter F. Uchtdorf, "Faith of Our Father," http://lds. org/
conference/talk/display/0,5232,23-l-851-24,00.html (accessed July 8,
2009).
69. Thomas G. Alexander, Mormonism in Transition: A History of the
Latter-day Saints, 1890-1930 (Urbana: University of Illinois Press, 1986);
Armand L. Mauss, The Angel and the Beehive: The Mormon Struggle with Assimilation (Urbana: University of Illinois Press, 1994); Gregory A. Prince
and Wm. Robert Wright, David O. McKay and the Rise of Modern Mormonism (Salt Lake City: University of Utah Press, 2005). Mauss's analysis is
particularly pertinent here as he identifies alternating periods of assimilation and retrenchment in Mormon history somewhat parallel to Altman's periods of generic assimilation and cyclic experimentation.
70. Altman, Film/Genre, 205.
71. See for instance the history in Josiah Jones, "History of the
Mormonites," January 1831, http://www.boap.org/LDS/Early-Saints/
JJones.html (accessed January 7, 2009).
72. For two of many examples, see David O. McKay, Conference Report of the Eighty-First Annual Conference of the Church of Jesus Christ of Lat-

ter-day Saints, April 6, 1911, 53, and Heber J. Grant, "The Example of
Abraham Lincoln and What It Should Mean in the Upholding of Constituted Law and Order," Deseret News, February 18, 1928, in Teachings of the
Presidents of the Church: Heber J. Grant (Salt Lake City: Church of Jesus
Christ of Latter-day Saints, 2002), 96.
73. Michael Hicks, a historian of Church music, email to Randy
Astle, August 31, 2005.

68

DIALOGUE: A JOURNAL OF MORMON THOUGHT, VOL 4 2 ; 4

74. "Since 1982, Subtitle Has Defined Book as 'Another Testament
of Jesus Christ,'" Church News, January 2, 1988, http://www.
ldschurchnews.com/articles/18111/Since-1982-subtitle-has-definedbook-as-another-testament-ofJesus-Christ.html (accessedJune 3, 2009).
75. Astle with Burton, "A History of Mormon Cinema," 30-38. Brian
Q. Cannon and Jacob W. Olmstead, "'Scandalous Film': The Campaign
to Suppress Anti-Mormon Motion Pictures, 1911-12," Journal of Mormon
History 29 (Fall 2003): 42-76.
76. The latter is at http://mormonwebtv.com/joomla/index.php
(or redirected from www.mormonwebtv.com). One of the newest experiments in online Mormon video is the serial film The Book ofjer3miah,
which premiered at http://www.jer3miah.com/ in February 2009. See
Jill Weinberger, "The Book of Jer3miah: Not Just for Mormons Anymore," Salon, June 12, 2009, http://www.salon.com/tech/giga_
om/online_video/2009/06/12/the_book_of_jer3miah_not_just_ for_
mormons_anymore/index.html?source=rss&aim=/tech/giga_om/online
_video (accessed July 15, 2009).

