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CHAPTERONE

ARENAS OFRE-CREATION:
EVENTS DOCUDRAMA, WAR DOCUDRAMA,
AND THE BIOPIC

“We actually shot in the house where Mary
Malone grew up. In the scene where she’s
talking to Bobby [Jones] on the telephone?
And her father's sitting there? That's Mary’s
house. | said, this is the stairway she really
went up, this is where her father was
sitting, this is all real. 1 think everybody
got lit up by it pretty well.”

—Rowdy Herrington, Writer/DirectoBobby
Jones: Stroke of Genitls

Understanding how docudrama performs the past ugsts three basic
presuppositions:

First, as docudramas re-create actual people aedtethese works
perform their material. Simply put, docudramasiecreation is performance.
Docudramas, films and movies-of-the-week basedroa s$tories, hinge
their appeal on re-creating actual people and svefhe premises of the
persuasive arguments docudramas forward accordinghk within the
basic settings allowed by noteworthy events, amdlittes of noteworthy
individuals. Docudramatic performance appearstwithin these settings.

Second, as docudramas perform the past, they adfer performance
of memory. Through these performances the memofieshers become
ours. The performance of memory warrants—groundseadramatic
representation in actuality, and indicates the s@f®bligation to the past
that helps make docudrama a distinctive mode ofbsgmtation.

Third, the spirit of obligation to the past framdbhe ethical
considerations docudrama raises, as performanaodadrama shapes
public memory.

These suggestions have ties to ideas I've develppadously inReal
Emotional Logic: Film and Television Docudrama asr$tiasive Practicé
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In that book | forwarded the view that docudrama aismode of

presentation made distinct by what warrants itsresgntations of its
material. To clarify, docudrama works as a moderelsentation, rather
than as a film genre. Docudrama is not a kind/pe tof story, but rather a
means of representation, a way of offering argunadaiut the past. The
work of re-creating actual people and events suggeat it makes more
sense to view docudrama as a mode of storyteltather than a singular
story genre. Docudrama’s reasoning from settirpbees a fundamental
characteristic of how docudrama operates as a widgresentation.

While substantial scholarly energy has been devatedilm genre
theory the idea of “modes” in film has not received madtention. In his
American Cinema/American Cultyréor example, John Belton refers to
melodrama as one of several “modal genres” witlioher explanation
of what this mean$. Belton is suggesting that melodramas, like misijca
become identifiable through foregrounded formafredats, their means of
presentation. IRRepresenting Realiigocumentary film scholar Bill Nichols
distinguishes between several modes of documefitary including the
poetic, expository, observational, participatosflexive, and performative
modes, characterized and differentiated by how tbehnology of
representation mediates the relationships betwabjed, audience, and
flmmaker® Both Belton and Nichols work with modes of filmic
representation by emphasizing not what is represeit focus more in the
spirit of genre theory, but rather how represeatatorks.

I've suggested that docudrama works as a modeeseptation in its
fusion of documentary material (its “actual” sulijevatter), and the
structures and strategies of classic Hollywood atave form, including
character development, conflict, and closuPerformance also distinguishes
docudrama as a mode, since docudrama foregroundsitviepresents as
performance, however it is a performance of thaiact To see this,
consider how foregrounding performance createsnahip bond between
docudrama and reality TV. John Corner, for exampleexamining the
same kind of foregrounding in reality TV has reéefrto the work of
framing, staging, and narrating simulated docunrgntmaterial as
“performing the real.” This differs from docudrama, however, since there
is no actual memory to perform. To paraphrase Bithols, reality TV
becomes distinct as it gives us one performancartaoy?® But the two
modes share the work of foregrounding performamdarkers such as star
casting, and feature film advertising, distributiand exhibition remind us
emphatically that docudrama performs what it rexg® What is important
here, however, is that docudramatic re-creatiorravds its representation
by performing a memory of the past.
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| have proposed that docudrama’s persuasive logigeids upon
warrants? Warrants ground docudramatic representationeratiuality it
represents. Warrants in docudrama include modeteXically iconic
representations, or motivated resemblances to thefual referents),
sequences (alternating images of actual and rdectematerial), and
interactions of real and re-created materials withie same screen space.
Warrants link and authenticate the evidence and ¢lems that
docudramas forward. The performance of memory doudrama also
warrants claims about the past. Representing mengoounds the
representation in actuality, authenticating andtilegting the argument,
the view of the past, that we are watching. A fdoch agFlags of Our
Fathers (C. Eastwood, 2006) further shows that docudraara perform
various kinds of memory, however when docudraméopeis the past its
representations most importantly become part ofipubemory, pressing
historical and ethical obligations upon all facetshe work of performing
the past. | will view “memory” here as the perf@amae of the past, a view
that distinguishes between memory as a process ¢ansequently the
subject of cognitive theory and methodologies), #wedfilmic representation
of that process and what is remembered (“memories”)

Docudrama’s performance of the past—its performamicenemory
and memories—falls into several further modes a@udibamatic argument
that | suggest we envision as “arenas” of presiemtat Arenas of the
performance of memory keep our attention drawnhi $pace within
which we see roles fulfilled. Arenas of actiorkelithose within which
sporting events occur, are ritualistic spaces, ddae norms, rules, and
expectations. As realms of representation arersdanbe equally the
import and functions of action, setting, and teX/ithin the arenas that
docudramas perform memory occurs the reciprocabilay of setting and
action: in brief, we read the one through, andabse of, the other.

Docudrama’s fundamental work of shaping our memofyactual
people and events through its work of re-creatiwates three broad and
flexible kinds of settings, the arenas of docudr&napresentation. The
arenas that frame docudrama’s performance of menamgordingly
include the representation of noteworthy evetrited 93 The Perfect
Storm Frost/Nixor); the representation of the events of war (such as
DefianceandFlags Of Our Fatherserve to illustrate); and the representation
of noteworthy individuals in the biopic. Looking apecific works
suggests that arenas can provide staging groumadsagely or in unison.
As modes of representation they are ways or marofayperating, and so
the issue is not accomplishing strict categoriratibut seeing, for
example, how what characterizes the means of reptason in an events
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docudrama and in the biopic might work in unisofilims such aharlie
Wilson’s War The Insideyor The Greatest Game Ever Played

One result of viewing docudrama as working withiereas of the
performance of memory is that it mandates attertiiogetting. It allows
us to ask, what relates acting to context, to iteeal and figurative stages
that frame it? While there has been a great dealoable work recently
on screen acting, this research has been largelyséal on technique. The
material in Cindy Baron's and Sharon Carnick&keframing Screen
Performanceand most of the essays anthologized in the eaiige Than
A Method edited by Cindy Baron, Diane Carson, and FrankdPasulo,
understandably focus on describing “screen actihgy it can be related
to Stanislavskian training, and generally returnmtatters of technique,
gesture, and expressidh.Baron and Carnicke iReframingsituate acting
within film’s larger formal system and the case d&g that follow
consider the impact of lighting, editing, shot fiag) and sound on film
performancé? Frank P. Tomasulo’s “The Sounds of Silence: Mbide
Acting in Michelangelo Antonioni’'Blow-ug’ in More Than a Method
relates actors and the film’'s acting to the filmeavironment, noting:
“Indeed, the Antonioni character is often just aalipart of a larger visual
and social field ... By foregrounding the backgrouAdtonioni redefines
the nature of film dramaturgy—and the nature oépiatic performance™®
Tomasulo is suggesting a useful distinction betwaeting, and the craft
elements inherent to acting for film, and perforece&nwhich we can
understand to be role behavior (purposeful actigithin physical space
and cultural contexts. Diane Carson’s essaiare than A Methodn
John Sayles'sMatewan (1987), also in the anthology’s section on
modernist acting theory, considers how locatiop$iéted the authenticity
of performance, which comes much closer to whatd bappening in
docudramas that often re-create events that happehad in the places
where they occurred or close ta'it. Within recent literature on screen
acting then there is at least some indication tatshould consider the
reciprocality between action on screen and the espaithin which it
occurs.

The arenas that frame performance become the neamske the past
present. Arenas create the staging ground forestation, confrontation,
and engagement. Identity and action intersectimvithe arena. It is
precisely because of the arena that who one istendree is, and what one
does become reciprocally legible. Through placee—fipace of the
arena—action and identity define each other. THeaaproduces action.
Character action becomes a consequence of the toategive the arena
its shape, structure, and form. The arena fithiwia larger social system
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and is recognizable as a staging ground becauseed$tructures, rules,
and processes that characterize it. As it fithiwit larger social system
the arena expresses and reinforces social codearts$rovide us with a
multitude of examples of arenas. The ropes andiasanhat frame a
boxing ring provide the physical space that actisathe rules and
strategies of boxers, actors whose identities &fined by the actions
performed within the space of the ring. One cosdy the same of a
baseball diamond, a cricket pitch, or a footba&ldi

The “arenas” that ground action within place in ub@amas about
noteworthy events, people, and war provide memerétims to frame
action and identity. We see what happens withia #nena as both
relatable and moral. Since the actions that oedthin arenas have the
purpose of attaining goals what we see within thasenas becomes
relatable. We might not share a goal but we clterdo—understand and
identify with—the necessary effort that has to bpended to attain it.
The variety of emotional, cognitive, and opticalipoof view structures
we find in the performance of the past also ensuat we relate to what
the arena enacts for U5. Arenas create a space of contestation that
presupposes a moral system. The arena allowsuieviothe processes of
winning and losing in a moral light. The arenaraddes the questions, is
it right or wrong to win or lose? Any goal attathevithin the arena
becomes illuminated by the moral light inherent iow the arena
functions.

The notion of “arenas” of representation is als@rapriate to the
multifaceted nature of memory—the idea that remeimbesomething
that’'s happened presupposes not only action (wleatd, or what was
done to us) but also where (and how) such actiearoed. Consequently
when docudrama performs the past it becomes potdimory through the
functions of these arenas of performance. Notdwoet/ents and events
in war become selected, arranged, and morally fdaasethey enter the
realm of public memory through arenas of docudraamaesentation. In
the case of the biopic, personal memory similarlcdmes public
property. In assessing the effects of such reptasens, public memory
studies considers the rhetorical nature of works #udress memory, and
that create, shape, and reinforce cultural mem@&@gncerns here become
kinds of memory, the means to evoke memory, thatiogiship between
primary, personal memory and the secondary memar@ks about the
past can represent, and the ethics of recoveridgepresenting memory
for diverse audiences.

Docudrama, as a contributor to public memory, asghen not about
the past as it “was,” but poses propositions alhowt people and events
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should be remembered. Through the mode of doclalveenview the past
as performance, as purposeful action within ancegponse to the arenas
that define actions and actors.

The arena makes evident the balance, the intemeddtip of actor,
action, and place. In events docudramas the dextepaces of work and
politics shape the arguments that result. The tevarenas showcase the
intersection of personal and public space, privatgbition and public
consequences. War docudramas evoke the matemat@iory in order to
recreate the visceral space of the most extremd kincontestation.
Biopics explore what | will term “compulsive” space space of lives
driven by the compulsions that create artists, owass, writers,
politicians, criminals, and public figures. Eachra operates as a submode,
a variety, of docudramatic argument, however eaemnaa also argues
about the moral value of the contestation it sheesa

To illustrate, Oliver Stone’dlixon (1995), a biopic, and Ron Howard'’s
Frost/Nixon(2009), an events docudrama, share not only time saibject,
but also the strategy that where actions and evausr inflects how we
read each film’s performance of “Nixon.” Both fislmmeach the climax of
their re-creation in houses, the White Hous&lixon, and a private home
in Frost/Nixonwhere the interviews that are the subject of tha Will
occur. The White House iNixon allows us to see the subject of the
biopic as simultaneously trapped and driven. Tifiees, meeting rooms,
and bedrooms of the White House define the rolajné the President of
who he is, and also of what he will lose. Frequemt-aways during
scenes in these locales to numerous documentaoarmentary-like
flashes of public events (war; war protests) orddis family connect his
behavior to his thoughts, memories, and fears. Whie House as an
arena allows us to understand how Nixon is comg@edegrapple with past
influences as a means to manage the pressuree pfekent. The house
in Frost/Nixon on the other hand, frames the unfolding eventufoas it
stages a contest of the present in which the pafsambitions of
interviewer and interviewee take on the most pukilici of consequences.
It is to be a conversation with “no holds barredisplays the culmination
of the desires of both men to be victors in publtijle they sit, almost
knee to knee, in a setting that anticipates whsetoduct of their contest
will find its audience.

The case studies in this book provide guides tathaas within which
docudrama performs the past. By no means can dbeyment them
completely and comprehensively. The broad arenaotéworthy events
in this overview includes docudramas set within speeres of work and
politics. Clint Eastwood'€hangeling(2008) will lead off this discussion
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since the film's “true story” showcases a collisibetween the two
spheres. The arenas of event€hangelingpit personal space and memory
against social institutions—law enforcement and taerhealth—in
performing the vindication of a working mother'sier memory. InThe
Perfect Storm(W. Peterson, 2000) the very scale of contestatiothe
work the film shows argues for the need for puliemory. Work, the
consequences of ambition, and the noteworthy evbatsresult similarly
drive the arguments forwarded krin Brockovich(S. Soderbergh, 2000)
and Pirates of Silicon Valley(M. Burke, 1999). Both suggest we
remember the work of their principal characters recessary and
memorable precisely as a measure of response toother of the forces
that would oppose and constrain it. The storySeabiscuit(G. Ross,
2003) recovers exemplary public memory in ordeeguate work with
cultural identity.

The case studies in docudramas about political tevilaminate the
codes and constraints that govern political actiBach story clarifies how
the very reason for being of political process stémm the intersection of
private ambition, public action, and the public Wwhedge and memory
that result. Strange Justic€E. Dickerson, 1999) theatricalizes the crucible
of a Senate committee hearing room in re-creatiegepic confrontation
between Clarence Thomas and Anita Hill. We sethénmost personal
terms how the left and right of American politick the early nineties
became polarized over the issues of race and geaded by Thomas'’s
nomination to the United States Supreme Court.aAery different film
telling a vastly different story, Paul Greengraddisited 93(2006) also
sets its story within personal, desperately coatespace, as a means of
making accessible the political consequences wavkand the personal
consequences we can only imagine in the hijackihghe only 9/11
airliner that failed to reach its target.

The events of war constitute a second, distinchareithin which
docudramas perform the past, drawing upon the mhtef personal
memory as a means to argue for and shape publicoryeaf people,
actions, and their consequences. Within the rarigeras and conflicts
these films re-create, including World War Dgfiance Flags of Our
Fathers Uprising; The PianistNuremberg; Vietham Ve Were Soldie)s
incursions of the 90B{ack Hawk Dowjt and Iraq $aving Jessica Lynkh
war docudramas perform the material of personal angiwithin the most
visceral kinds of arenafefiance(E. Zwick, 2008) foregrounds its forest
setting in order to argue for a revised public mgnmaf Jewish resistance
during the HolocaustFlags of Our Father®ffers us literally a meditation
on memory, as it explores the clash of various (eadous kinds of)
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personal memories with the creation of public mgmdf memory allows
the past to become present, the essays that feli@mine the functions
and implications of that presencélprising (J. Avnet, 2001)Nuremberg
(Y. Simoneau, 2000), anflhe Pianist(R. Polanski, 2002) focus on the
physical features of setting to recover a sengb@fmotional experience
of the Holocaust. Black Hawk Down(R. Scott, 2001) andVe Were
Soldiers (R. Wallace, 2002) similarly evoke the visceraperience of
combat as the premise for their arguments abouttbaning of those
wars. As an adaptation of historian Stephen Amd#sogrinted oral
history, the interviews that frame the ten episoofd8and of BrothergS.
Spielberg, 2001) ground re-creation to living meynor the miniseries’s
systematic effort to reclaim for public memory ttapidly disappearing
personal histories of World War 1l veterans. Tastlentry into the arena
of the events of war this section considesgving Jessica LynckP.
Markle, 2003), returns us to the kinds of forceattmfluence public
memory explored irFlags of Our Fathers The shaping of the Jessica
Lynch story echoes eerily, but not surprisingly ttonstruction of the war
in Iraq in general.

Biopics, films that re-create the lives of notewgrindividuals, form
the third and perhaps most sprawling arena of daendtic argument.
The essays here purport only to survey the topdwyragh a terrain that
includes films about musicianRéy, Walk the Ling scientists Kinsey A
Beautiful Ming, artists Pollock Frida), writers Capote Finding
Neverlang, actors Autofocus The Life and Death of Peter Sellgrs
athletes Cinderella Man The Greatest Game Ever Played; The Blind
Sidg, criminals Catch Me If You CgnMonster American Gangstgr
politicians The Last Kind of Scotlandharlie Wilson’s War Milk), and
public figures The Aviator; Amelig Good Night, and Good Lugk The
arena of re-creation spins a common thread amoegethdiverse stories
through the recurring argument that noteworthyriégguoecome compelled
to their accomplishments because of the clash leetwiee predispositions
of their desires, ambitions, talents, and/or iratiions, and internal and
external constraints that shape those desires. birfef discussions
included here on a number of these, with particatéention toRay (T.
Hackford, 2004),The Greatest Game Ever Play€B. Paxton, 2005),
Bobby Jones: Stroke of Geni(R. Herrington, 2004), anGood Night,
and Good Luck(G. Clooney, 2005), detail how these films arghatt
accomplishment in these cases is a response tmahtand external
constraints.

The chapters that follow examine the spectrum ofuments
docudramas offer as their re-creations reason fhemarenas of important
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events, the events of war, and the lives of notdwoindividuals. The
case studies show how docudrama’s re-creation rmfe “stories,” its
performance of memory, warrants the claims it fodsaabout how to
remember the past. The aggregate of examiningsnodde since the late
1990s allows us to see how, as recurring contettts, arenas of
docudramatic argument ground action and identitytha settings that
frame performance, structure the moral value of tbetestation that
ensues, and shape the public memory of the pastidcadramas perform.






CHAPTERTWO

CHANGELINGAND THE PERFORMANCE
OF TRUE MEMORY

“I had one rule when | set out to write the
script on this, which was that everything
had to be true. I'm not saying every single
line was exactly true but every scene had to
have happened and not necessarily in the
way that | arranged them, but there had to
be the facsimile of reality, as opposed to
reality itself, which of course you can never
get, even if you're doing a documentary.
But there has to be this kind of
verisimilitude, which not only appears to be
real, every scene is based on reality.”
—Martyn Burke, Writer/Director,Pirates

of Silicon Valley?

Clint Eastwood’s 2008Changeling claims, in contrast to most
docudramas that are “based on a true story” tarbfact, “a true story.”
The truth ofChangeling’s“true story” rests in the film's performance of
the fact of memory. Performance is central in file. Performance
frames the contesting truth claims that createfdbeic of Changeling’s
narrative. The film visualizes memory through trerformance of role
actions and behavior. The performance of roleiwithe film’'s story
distinguishes between true and false memory. Tleefopnance
framework associates truthful memory with actualed memory, and
opposes this to socially pressured, assumed raf®rpgnces and the
fabricated memories that define them. “Truth” cene reside in the fact
of memory, the memory of people and events thathaee seen, and
consequently know as “fact.” In line with otheinfs Eastwood has made
over the last two decadeShangelingalso links truth in the performance
of memory to survivor guilt, so that the interplaf guilt and memory
form the truth ofChangeling’s'true story.”
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Memory offers us a performance of the past. Daowd's performance
of the past claims to re-create actual people gslaand events. The roots
of the story’s performance in the material of thestpwarrants the claims
the film would forward.

“Performance” in general refers to role actions &ethaviors. Both
theatrical and sociological views of performanceenthe importance as
well of the settings in which role actions occiBociologically, where we
are impacts how we behalfe. The performance of roles in the theater
necessarily frames character behavior and actithinmthe general setting
of the theater’s stage, and the more particuldingsta work specifies. To
view and so understand “performance” means lookinthe balance, the
interrelationship between action and setting. & interpret who people
are not only on the basis of what they do but wheey do it (or, to
rephrase, where we are frames what we do) therfairi to say that setting
and role actions are reciprocally legible. The mferms the way we read
the other, and vice-versa.

Before considering howChangeling argues for the truth of lived
memory | would like to consider how docudrama’sfpenance of the
past allows us to understand memory itself as pmdace. A “memory”
may be an effort to recover the past, but undedstgnhow memory
stages action and events within the settings op#® reminds us how the
process of memory forms instrumentally the seaochrtith.

Performing Memory

Docudramas, films and movies-of-the-week basedwmn stories, tend
to find the material of their stories in the livefsnoteworthy individuals or
in historically important events. Docudrama’s esggntation of its real-
life subject matter immediately raises at least basic questions: is the
work true to its subject, and is its representatimmugh the codes and
conventions of feature film narrative cinema appiap? One answer to
both questions begins here from the assumptiondbatidramas do not
claim to be documentaries, and that docudrama gesvia view or a
version of the past, rather than “the” history loé tevents and figures it
represents. What docudramas do offer, from th®sis” in “true stories,”
is a performance of their real-life subjects.

Docudramas about significant events become a peafoce of both
history and memory. Performance in events docudsaforegrounds
memory in various ways. In doing so these worlguarfor a view of
history as memory.Changeling’strue story, for example, could proceed
equally as a history of corruption in the Los AregePolice Department
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(LAPD), the muckraking work of radio evangelismthe late 1920s, or
the reform of abuses in government-run mental tutstns, but
emphasizes instead the story of a power struggieees the forces that
form individual and public memory. Re-creationg tperformance of
actual people and events, allows a re-imaginingrarekperiencing of the
past. Docudramas provide not only a performangeast events, but also
an argument through re-creation that history besoamressible not so
much as static “fact” as it does as a processroéngbering.

What follows will first outline the nature of perfmance in
docudrama. | will consider performance to stenmifithe interrelationship
of role behavior and setting, and that the varimeans of highlighting
this interdependence in docudrama allows the madeclaim status
historiographically, rather than to purport to pd®s documentary
historical record.Changelingillustrates how events docudramas foreground
their performance of the past as a means to amguéhé importance of
understanding history as the process of rememhering

Performance in Docudrama

Recent studies of acting in film have drawn on itredal, theatre-
based theory to focus on what gives a performandistanct presence on
screent® Areas of concern include the relationship of aebser and
technique, and the differences between charactest@n acting. | wish to
add to this discussion some thoughts on what isoitapt about
performance in docudrama. Docudrama narrativelpmerrepresent—
their real-life subjects by re-creating people amdnts. In earlier work |
discussed several basic means by which docudramisiniates, or
warrants its re-creation of the real, includingugstring documentary and
re-created footage, having actual real-life priatspand locations share
screen space to interact with re-creation, and timgder replicating the
real’® Docudramatic performance provides us with a modlés subject.
In semiotic terms, the modeled performance in domwea is indexically
iconic. It works as a model because its resemblasenotivated directly
by its real-life subjects. Much in the way thatyamodel works, the
modeling that warrants docudramatic performancersfé sense of access
to, control over, perspective on, and ultimatelydenstanding of its
subject.

Modeling depends upon resemblance; the work of timagein
docudrama depends upon resemblance in both thenaatid the setting
that constitute “performance.” Performance in gehas purposeful
action. It is role behavior within a context tltates its action meaning.
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In docudrama, modeling defines the interdependefomle action and
setting. We read the one in terms of the otheorder for modeling to
work. The legibility of action and setting becomestiprocal. The
modeled reciprocal legibility of action and contexgues for the validity
and authenticity of docudramatic performance.

Setting assumes a particular importance in eveotsidtamas, since
their very choice of a subject argues for histdriogportance of place,
time, and action. Performance in events docudraapasars as modeled
action within contested spatk. Space does not simply frame action by
providing the staging ground. Space inflects actamd makes legible the
codes that indicate its issues and uncertaintiBsama arises not only
from the conflict of the desires of the performdyst also inheres within
the contestation the space itself creates, whetheis the natural
environment Erin Brockovich A Civil Actiort The Perfect Storjnor the
intersection of social and political forces (theests of Derry in
Greengrass'8loody Sundaythe airwaves itcood Night, and Good Lugk
the cabin of United 93; the ears of CongresEharlie Wilson’s Waly.
Watching events re-created in contested space ehrike a trip to an
arena or coliseum, in which staging reflects thiesaand functions of
competitors. Contested space associates physidatiaological conflict;
action based on contestation makes visible the imgan-the codes and
values—at issue.

At the same time, re-creation in docudrama foreggguits status as
performance. Docudrama indicates its performaridbdenreal in several
ways. The fact that docudramas are producedjhligtd, marketed, and
exhibited as feature films underlines their funetias entertainment
products. This is performance as branded commoditycudramas assert
that they are “based on” true stories, foregrougdimeir project to re-
create known figures and events. Further, jusdi@sudramas tend to
signpost their status as hybrid narratives (sterig@nventional narratives—
incorporating “true,” documentary materials), thalso foreground the
performances they offer as performance when, farmgte: World Trade
Center(O. Stone, 2006) casts a star, Nicholas Cageotas NicLaughlin,
the New York City firefighter who endured the ewetiie film depicts;
when Tom Hanks appears before us as congressmalieGhNdson; when
Philip Seymour Hoffman embodies a young Truman @gpshen Russell
Crowe plays the roles of a tobacco insider, a Na@behing scientist, a
New York City detective, or a Depression-era boxargd when Denzel
Washington reminds us of the fire of Malcolm X, ttréals faced by
Hurricane Carter, or the help that redefines thessef possibility for the
likes of an Antwone Fisher or talented universigpdters.
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Docudrama’s very acknowledgement of its work asfqearance
argues that we should view its modeling of the pé&sbriographically, as
a form of representing history, rather than aspaegentation of historical
fact. If we accept this view of the mode, the kpyestion becomes, not
“was this what happened?” so much as, in what Waides performance
in docudrama allow us to understand the signifigaedple and events of
the past? What is there in its modeling, its eggags of re-creation, that
brings the past to life affording some new undewditag of it for a viewer
in the present? Robert Rosenstone suggests teapést on screen is not
meant to be literal (is history on the page?), suggestive, symbolic,
metaphoric.?* Considering docudrama historiographically prongsking,
what does its performance of the past do?

Before turning to howChangeling performs the past as it exists in
memory, | would like to suggest that historiograttunes us to thinking
about history as diverse, sometimes even compegngjons of the past.
Differences in accounts render accuracy as uncenparpetually subject
to debate. Historiographers such as Hayden WhiteRobert Rosenstone
argue that our sense of the past becomes formedniptby comparing
and contrasting these various views, but also bgsidering what
materials are brought together and how in formheg\view of the past that
any particular work forwards.

If how we formulate the past brings it to life, ththe performance of
the past adds another consideration as to “whehe” gast resides.
“History” is in records of the past, but it is also memory. Since
docudramas do not purport to be historical recolig instead,
representations of the past that perform histdrig not surprising to find
that events docudramas often focus their performaot history by
replicating, directly or indirectly, the process @&@membering the past.
One implication of evoking the past through perfante that models the
process of memory is that one need not have lihedpast and now
remembers it; a viewer can understand that whiaeiisg represented is a
model of what the experience of memory does to evithe past.
Flashback structuresWalk the Ling World Trade Center Charlie
Wilson’s War A Mighty Hear} are one means to situate the events
unfolding on screen within memory. Another, equatlonventional
strategy, is for a work to argue that key, icom@ges become the images
of memory, and thus of historyGood Night, and Good Ludhuilds its
evocation of Edward R. Murrow’s courage under fipon its replication
of the “look” of fifties television and Murrow'See It Nowin particular.
Charlie Wilson’s Wardepicts the seed of its story taking root in Dan
Rather’s report on freedom fighters in Afghanistam Sixty Minutes
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United 93places the images of planes penetrating the Wiodde Center
and the collapse of the towers on screens viewedalipus air traffic
controllers. Flags of Our Fathersexplores not only what might be
important about a widely shared image, but alsotvisarepercussions
were, and ultimately why it is important to foregnol through performance
the effect on the present of memory’s evocatiothefpast? In all cases
images audiences viewed became iconographic. Tdwmzalramas evoke
the past, bring it life, by performing, through $eekey images, the very
process of remembering itself.

Signposted then as a view or version of historycudoamatic
performance foregrounds not only what evokes memboy also the
phenomenon of memory itself. Perhaps what theopadnce of the past
in docudrama presumes most strongly is the needn@mber, and that
above all else warrants how its telling of “truergs” brings the past to
life.

The Performance of Memory inChangeling

Changelingopposes true to false memory by presenting tHerdifces
between role actions in private and public placBsth kinds of settings
function as arenas within which to stage the conih the story between
true and false memory, and so between the actoatural” relationship
between mother and son, and the fabricated, spdated relationship
the process of child abduction and return creaBzenes in the privacy of
the Collins home present us with the fact of thadgjical son and the fact
of “true,” lived memory. Scenes in public placesie-train station, and in
courtrooms—foreground the performance of memorgeneral, and the
implications of acting out the fact of memory whare has been forced to
assume a memory of the past. The foregroundinfpeperformance of
false memory only reinforces what we know to bettiagh. We know it
because we and Mrs. Collins (Angelina Jolie) hasensit, and we, too,
remember it.

In each of the scenes that contrast true and fatsmory, the space of
the setting foregrounds roles, and the action we sithin that space
foregrounds the fact, the visual presence, of mgmorhe first scene
occurs within the Collins home. She has promisedsion that they will
spend the day together and see a movie. Shdasl ¢alwork to fill in and
so must break her promise. She explains, makesdmern sandwich that
he can have later for lunch, dresses for work, l@astes. He is on his
own. The scene reinforces her conflicting respalitéés as mother and
provider. She is good at her job, and a reliabdenpetent worker. As a
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single, working mother she needs her job. Sheigesva comfortable
home in a middle-class neighborhood for her son puntd food on the
table. She would be the best mother she can kbeintime that job

responsibilities allow. She has made her son enjg® however, and the
process of changing the plan, of dressing for wpdgcking the lunch, and
leaving the house plant the seeds for the senggilifthat will overtake

her life when she returns and finds him missing.

In addition to the actions that establish role tonfmother’s promise
as opposed to employee’s obligation; dressed ftayaoff as opposed to a
day of work; eating together at home as opposatgdworking” lunch)
the construction of space in the scene servesrégifound the presence of
the boy when she leaves, compared to his absener slte returns. He
(and so their relationship) fills the kitchen. Tkitechen frames the role
conflicts. The kitchen provides the staging groundshow conflict
inherent in the role of mother as provider, and @®ependent. The shot
as she leaves shows the house’s living room, mlay from Walter
framed in the window and recedes down the stregirak suggesting the
tenuous nature of the shelter from the outsidénthese provides.

The influence of the space outside the house, gninplication the
outer world that will impinge on the relationshipttveen mother and son,
becomes reiterated when she returns home. Thee doeokends the
earlier departure for work. We track to the fraloor and see her enter
from the outside. He is not there, not in the gntiptng room, bedroom,
nor the kitchen. It is now the end of the day, #mlsandwich he should
have eaten for lunch remains untouched. She rutside and searches
the neighborhood for her missing son.

The son’s absence becomes the visual indicatidailofe: failure to
provide, to keep him safe, to preserve, ultimattig, relationship between
mother and son. His absence indicates how hercmiélict has led to her
failure to fulfill her role. His absence combinedth the fruitlessness of
her search efforts (now and subsequently, overdiesjafurther indicate
the burden of guilt the memory of her son in thad®mimposes upon her.

The interplay of absence, presence, memory, setitg behavior that
setting demands, role obligation, and truth becofoesgrounded again
during the scene at the train station when mothdp ireunite with her
discovered and recovered abducted son. Societyint@sened in the
mother’s dilemma in the form of LAPD Captain Jofiésffrey Donovan),
who earlier had come to her with the news of tkelyi discovery of her
son in another state. The moment of reunion haa hether set up by the
prominence the investigation has received in tlesgrand the attention
the practices and policies of the LAPD has receinettie newspapers and
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through the muckraking efforts of a popular radiinister. There is

tremendous social pressure on the police to perfarm so the moment of
reunion is equally a moment of vindication for fhalice. Consequently
the reunion is a highly public moment. The tration is thronged with

the press and curious onlookers. It is a stagmdedme the performances
of cop and mother.

The boy who is supposed to be her son is broughtheftrain. His
appearance fills the absence marked by the emptgehand the fruitless
search. However, immediately both she and we eantlsat this child
resembles her son, but is different—it is not hirklis presence to fulfill
the role of her biological son is a lie.

She tells this to the detective, and he pulls l®tea He creates a
private moment in this highly public space. Tinaslpassed, he suggests;
likely the boy has grown and changed given the g@essf time, the
misadventures he has endured; perhaps, he impbesnemory deceives
her. Further, he emphasizes the public nature@hioment. They must
accept this child as hers, at least here, in puidie.

Her acceptance of his suggestions indicates theghivedf social
pressure, visible in the presence of the cop aagthsence of the public,
to bend what a mother knows to be the truth. Sherced to assume a
role and with it the lie of both the fact of whorheon is, and just as
important, her memory of her son. She and we krewever, that the
truth is rooted in our memories of the visible @nde of her biological
child, and it is this knowledge, this truth, thetfaf memory, that drives
the rest of her story.

She is forced to take him home and treat him asoher. He says
little. When she bathes him, and confronts himhwite fact that he is
circumcised and her son was not, he continuesytagthing, but to call
her his mother. The collision of role performartte, fact of memory, and
the forced falsehood of social pressure recurs wghertries to point out to
a physician that this child has been circumcised, lds response is much
like what we've heard before, that this was propatdrt of the boy’s
mistreatment during his abduction. Social pressarginues to intervene
in denying the fact of a mother's memory.

Though an entirely different story from Eastwooéarlier Flags of
Our Fathers Changelingsimilarly pins much of the truth of its true story
on the performance of memory. In both films parfance becomes a
means to meditate upon the truth of memory itséiemv performance
allows us to understand the contrasts between kafdsnemory, in
particular the primary, personal memory and itaisged traumas that
collides with coerced, manufactured, public memthgt the narrative
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allows us to see in the context of role behaviathiwi contested private
and public spaces.

Both ChangelingandFlags of our Fathergoreground the performance
of history and memory as a means to access the gds emphasis on
performance in both films acknowledges the singiylaand relativity of
viewpoint that forms the basis for memory. Thetrdity of performance
in these works allows them to explore the authdwtiaf lived memory,
and to argue that truth in memory stems from undeding the very
nature of memory itself as performance.






