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Radio and Audio-Visual Production

1

Audio-visual history production has become one of the most popular means for accessing
t. David Thelen and Roy Rosenzweig explained in The Presence of the Past that
movies and television broadcasts are far more successful than academic texts in reaching
broad and non-specialist audiences (Thelen and Rosenzweig 2000). For instance, 40 million
dividuals in over 24 million homes watched Ken Burns's Civil War documentary during
the week of its initial broadcast in September 1990 (Glassberg 2001, 92). In spite of its
popularity, historians do not usually participate in the production of history through radio,
film, or documentaties. Most historians remain “sutside of the picture” and act as film critics
(Carnes 1995). Historians are often absent from one of the most influential and popular

the pas

sources of historical knowledge.
Public historians, however, seem more intrigued — and perhaps more armed — to deal

with this media. For instance, The Public Historian — the journal of the National Council on
Public History — published an entire issue dedicated to “History, Historians, and Cinematic
Media” in 2003. This chapter explores the ways history is produced through sound and
audio-visual media. In doing so, we might consider the qualities of “good” audio-visual
history, what part the historian should/can play in the overall production, and what skills

public historians must have to launch such projects.

History on Air: Radio and Sound Archives

History programs are popular on radio. The Organization of American Historians curated
significant radio programming through the summer of 2000, and the archived episodes con-
tinue to provide historians with podcast macerials and the opportunity to study the medium
(Talking History 2012). In Europe, This Sceptred Isle was a popular 216-episode program
about British history broadcast on Radio 4 (UK) in 1995 and 1996, and which generated a
large audience.

The asset of radio programs comes first from cheir relatively — in comparison with audio-
a — inexpensive production. In the 1980s, David Dunaway — who produced radio
ms — stressed, “whereas professionally produced film or television documen-
taries cost from $1,500 to $5,000 per minute of finished product, radio’s costs are approxi-
mately an eighth of that amount” (1984, 80). What is more, radio is a fantastic medium for
public historians. Radio stations are often very interested in stories from local communities,
which also serve as a basis of interest for public history. On radio since 1972, Dunaway has
produced history programs and documentaries such as Writing the Southwest (1995), Across
the Tracks: A Route 66 Story (2001), and Pete Seeger (2009). Despite such successes, histo-
rian producers remain the exception. For instance, This Sceptred Isle was produced by Pete

visual medi
history progra
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Atkin, a songwriter and radio producer who had o bistory |.)}af:kgrourmlc.1 I\;I,IO-St Ef the time
radio producers come from journalism or communication, not history, an 5 ﬁ“f 3Fkgr0ur?d
focuses on technique and technology. It is crucial, the_refore, thzlat public historians gain
familiarity with the techniques and specific issues of radio production. .

Public historians willing to produce radio programs ShO}lICI s?tudy the 1r-15 and outs of
oral history and sound archives.! Sound archives can provide h_\rely matc_znals for history
programs. In 2003, American RadioWorks broadcasts of The President Callm_g, for example,
featured excerpts from the informal, taped conversations of former U.S. prfamdents (Lyndon
Johnson conversing with Kennedy’s widow Jaqueline, for instance) (Amencan_RadloWorks
undated). Also notable was the 2002 collaboration between American RadioWorks and
Washingron University (St. Louis) for a project on African American veterans of the Korean
War. Entitled “Korea: The Unfinished War,” the project utilized many oral

The use of oral history through radio programming gives access to voices people rarely
hear. Migrants, ethnic minorities, and ordinary people become voices to the past and tell
compelling stories that deepen and make more complex traditional historical interpreta-
tions. Radio programs can bring life to and reconstruct the atmosphere of the past to create
an effect of intimacy for the listeners. Another advantage of radio is the possibility to
transport “the listener to distant, imaginarive terrain the way great travel writing delivers
the reader to a faraway land” (Biewan and Dilworth 2010, 135). In addition to facts and
primary resources, public historians involved in radio programming must consider the use

of emotional components. In order to give a sense of being there (in the past), producers
can use first-person narratives and interview

s with people who lived through the events.2

Although historical radio programs and oral history may work together, they also main-
tain distinctive methods. As seen in Chapter 3, historians who interview witnesses for the
creation of oral history archives tend not to intervene in the story and lea
their narrators. Radio producers work differently. :
the interviews they want to broadcast according
Besides, pacing is crucial. If the interview
it may very well not match the radio forma
for archives but it is crucial for broadcastir
or silences, and strong accents may re
“Preparing a program for the gene
content with the need for an effe
Michael Frisch notes that when o

history sources.

ve the floor to
They make choices and select the parts of

to the themes and format of the prograi.
or recorded sound archive is too slow
t. The quality of the media does not matter much
1g issues. Too much hesitation, such as “hmmm”

nder the interview unfit for radio. As Dunaway argues,
ral public involves balancing faithfulness to historical
ctive, moving present

_ ation” (1984, 86). Oral historian
ral history

: s used as a mere source of data, it undercuts
ordinary people as shapers and interpreters of their own €xperience (1990). Historian-

producers should certainly know about how t0 communicate the past by should nor forget
that sources have to be interpreted and contextualized. Too often, oral testimonies are s;en
as mere illustrations, although they should be discussed to provide Mmeaning aboyt t(he past
g :

This is why public historians should not limit themselves to the role of consuleants, but
i " : 3 S u
hould aim at producing their own programs as wel|. '

or too fast,

sk

Film and Documentary: Introduction to History on Screen

While dealing with “unofficial sources of historical know
Samuel gave television “pride of place” (1994, 13). Tel
access to aspects of the past that would barely
Retour de Martin Guerre — a movie about 16th ce
people “who otherwise would have only the va

ledge” British histor
evision and movie
reach popular audiences, For
ntury France — has been seen 1,
guest idea about the sixteenth

lan Raphael
theaters give
instance, e
¥ millions of
century and
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Radio and Audio-Visual Production 165

how peasants lived a‘nd fe-:lt in the past” (Zen}on Davis 2003, 45). In spite of the success of
istory 01 screen, hlstgrlans Iare at best adv1s$)rs and more often only critics who review
novies. When we consider history on screen “it is easy to be critical of what we see ... But
ok what we expect a film to be or do, and basically we, historians, don’t know, other than to
insist that it adhere to ‘the facts” (Rosenstone 2003, 65). Very few producers have history
hackgrounds. The absence of historians is not necessarily due to academic mistrust. Most of
the time, production companies want historians to validate facts, not to produce a scenario
(Smith 2003, 44).

Misunderstanding arises from the different goals of filmmakers and historians. As Gilden
Seavey explains in her essay on history and audio-visual media, “The task for historians is
w0 arrive at some kind of truth ... the goal for the ilmmaker, on the other hand, is to first
and foremost ... create a filmic reality that allows the audience to believe a story as if it
were true” (2006, 118). Historians and filmmakers, therefore, have contrasting agendas.
Filmmakers seek to entertain, to connect past and present, and ultimately to make money
(Beck 2011, 173). Besides, their definition of truth differs from traditional historical prac-
tice. “The “truth’ for the historical filmmaker lies in the idea of a ‘general truth about the
subject’ not in its specifics” (Gilden Seavey 2000, 124). Filmmakers use historical sources
to provide general representations — a sense — of the past. Historians are used to dealing and
writing about historical complexity, and this does not fit history on screen. Indeed, history
on screen rarely fits the detailed presentation of complex events (Gilden Seavey 2006, 121).
Conveying history to a broad audience inevitably involves a degree of simplification or, in
the case of most Hollywood films, downright distortion. The question for historians is to
know how — and to what extent — they can produce enterraining and historically accurate
representations of the past on screen.

Historical films are produced for TV or cinema. Topics of historical films often deal with
war (The Pianist, Roman Polanski, 2002; Schindler’s List, Stephen Spielberg, 1993) or its
consequences. Rachid Bouchared exploced the conduct and aftermath of the Algerian War
in Qutside the Law/Hors la loi (2009). Another widespread type of historical film deals with
biography, especially about monarchs — see Stephen Frears's The Queen (2006) or Patrice
Chercau’s La Reine Margot (1994). Films, much more than documentaries, add fictional
parts and sometimes reinforce the representations of the past in rerms of “goodies and
baddies” and simplistic interpretation (Beck 2011, 175). Films are certainly not the best
media to represent the past with academic accuracy but they can help the public better
understand emotions, intemersonal relations, and personal motivation (Toplin 1996, 2).

Over the past two decades the production of historical documentaries has exploded. A

documentary is a work that derives its contents from actual (rather than imagined) events,

persons, and places (Juel undated). Unlike historical fictions for which the past is staged,
documentaries are fact-based and show what once was there or would have been there even
without the camera. A crucial difference between film and documentary is the use/absence
of sources and historical materials. In addition to American documentaries such as The
American Experience, or Ken Burns's document:fries.’ British producers — especially the BBC —
have a long tradition of historical documentaries (The Great War (1964), Grand Strategy of

World War 11 (1972), and more recently Simon Schama’s History of Britain (2000)).

Making History on Screen

“Quit complaining about bad films; write your own” (Smith 2003, 28). Making history
on screen forces historians to reconsider their role and position and to move from their
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comfort zone — as critics — to become part of historical production. There are two main
options for historians. First, they may produce their own film/documentary. For instance,
Daniel Walkowitz, a specialist in U.S. labor and social history, produced Molders of Troy,
about industrial workers in New York State, a fiction film based on his research for Workey
City, Company Town (Toplin 1996, 8). The second and more common option is for histo-
rians to develop consulting services for production houses. Due to the capital investmen
and specialist crews that film production requires, it can be worthwhile for historians to
learn how to work with already existing production companies. Consulting historiang
can have a major role in the selection of historical sources, the historical arguments,
and the overall narrative of the film/documentary. In order to produce history or to act
as historical consultants, historians must have a few critical skills and clear ideas about

what fiction can bring to the understanding of the past and about the limits to invention
(Toplin 1996, 2).

Study, Review, Advise the Works of Others

Historians who intend to produce history on screen should start by studying and reviewing
the works of others. Historians can write short film reviews for local/online journals, or
might write op-ed pieces in which they analyze the kind of historical narratives produced
through film, series, or documentaries. Instead of complaining
academic writing and history on screen, they can focus on how
Mark Freeman's Guide to the Study of Documentary Film invites historians to concentrate on
a few key issues like cinematography, sound, mise-en-scéne, and editing (Freeman 1997).
Regarding cinematography, it is important to pay attention to the framing (what is
included and excluded), the composition (angle of view, visual distortion), and color
(black and white for historical documents versus color to giv
should also be paid to sound and voices in the way the story is narrated, che importance
of dialogue and silence in the construction of the narratives,
Ronald Blumer particularly encourages historians
sets the background and attempts to explain to the

1 3 - ol . 3 4
and succinctly as possible without color” (2002). Regarding documentary films, historians
H SR = H AU 1 . S .
should discuss the use an_d presentation of “primary witnesses” and W S —
o 2 pho.togmphs, a_rtlf'acts, and films. Mise-en-scéne refers to (he setting, costuming,
décor, lighting, and acting. Re-enactment or re-creation of sites is particularly relevant to
give life to the past. Blumer explains how, in order to re-create scenes of the 18th century
urban landscape of London and Paris, he had had to shoot in Vilnius, Lithuania, which still
had un-renovated 18th century urban streets (2002).
Y

The last, b'ut very important, element-of the initial review is the role given to historians
in the narratives. Historians have two different roles. They can be interviewed by the pro-
ducer or serve as adwso.rs. P::oducers are usually keen to in [QF\rie“J historians to bring author-
ity to the narratives. Historians also help to set the subject into broader historical contexts
However, as Nina Gilden Sea:fey reminds us, these interviews are also a matter of “casting
the right character for the role” (2006, 123). The producer may choose historians according
to his/her conception of the topic. Gilden Seavey thus takes the example of Ken Burns who

N e 3 ’

chose Shelby Foote for his Civil War documentary partly because of his “lyrical southern
drawl, his scruffy comportment, and his verbal facility with the intricate detai] of Civil War
life” (2006, 123). Reviewing all these aspects should help historians become familiar with
the different styles and possible ways to represent the past on screen.

about the difference between
sources are used by producers.

e a sense of realism). Attention
and the place given to music.

o pay attention to “the narration that
audience what exactly is going as clearly

o~
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Radio and Audio-Visual Production 167

Production of “Good” — and Popular — History on Screen

Historians may have more impact on film production as advisors. Natalie Zemon Davis —
ho worked as advisor for Le Retowr de Martin Guerre — argues for a strong acknowledgment
of the role of historical advisors and suggests that they should be part of “a11 the visual and
sound perspectives and aspirations of filmmakers, the qualities and movement of actors, and
costs.” This allows, “first, constructing an image of a past time and place that is plausible,
and second, following the lines of the historical plot so that it does not do serious violence
1o what evidence we have” (Zemon Davis 2003, 47). However, historical advisors do not
directly produce narratives. In order to produce popular history, historians should under-
stand what audiences like about history on screen.

In 1991, for research on documentaries about the Civil War, David Glassberg and one of
his students analyzed the multiple letters received by Ken Burns for his Civil War documen-
tary. The objective was to understand what people had liked and how this could be applied
to other historical production. “What did Americans see when they watched The Civil War?
What did they learn from the series?” (2001, 95). The study of the letters revealed three
key issues: the role of direct and emotional connection, the relevance of real places, and
family history. More than one out of every four letters praised Burns for offering a sense of
direct, emational connection with the past (Glassberg 2001, 99). One challenge for public
historians is therefore to produce an accurate yet also lively account of the past.

In order to do so, historians must be aware of the different formats. Will the story
follow one specific character? Will a single narrator, an actor, or historian tell the story?
Historians should be aware though that this format personalizes the representation of the
past and makes any complex interpretation more difficult. If Burns adopts the multiplicity
of voices, Simon Schama assumes “the instrumental role of ‘author-presenter’ sceking to
engage, inform, educate and entertain a television audience” (Beck 2011, 102).

Historians should not abuse description and analysis. In order to maintain the interest of
the audience, narratives should not consume more than one-quarter of the program’s length
(Gilden Seavey 2006, 127). Like public history writing in general, the beginning of the script
tis often a ‘10-10" rule: if readers aren’t hooked by the
first and last ten pages of a script, the rest never gets read” (Smith 20003, 52). Ft}rthermore,
Donald Watt reminds us that “the tempo is different, there can be no recall, no flipping back
of the page, no elaborate parallel themes by footnotes or parenthesis” (Gild_en Seavey 2006,
126). The story must be straightforward and not conﬁ..tsm’g to the readc-rs/wewers. |

The main difference between films and documentaries 1s the use of primary source materi-
als to construct the narrative. Historians can use different ar‘chives, letters, diaries, photo-
graphs, footage, artifacts, objects, works of art, eyewitness testimonies, or sounds. This broad
range of materials allows producers to give life to the pm:;t. According to Glassberg, the use
of photographs contributes to the reality effect in Burns’s documentary (2001, 100). As he
revealed, the proximity with the past can be even more powerful when the past is placed in
the context of family history (2001, 104). Family history serves as a lens through which to
understand the past.

Sites are also very important in history on screen. Documentary and film rely a lot on
a] reconstruction. In these instances, producers may turn to film
techniques (Computer Generated Images/Computer Assisted Design) to create scenes or
places from the past. Frequently these scenes are quite effective in creating a sense of mood
or place, drawing the documentary away from the traditional use of evidence and bringing
the viewer into experiencing the past (Gilden Seavey 2006, 125). Nevertheless what most

is crucial. Smith argues that there

re-enactment and visu

R
/
ki
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persuaded Burns's viewers that the history they saw was real wer;: the pr([ESEILt-daY Scenes of
battlefields such as Antietam and Gettysburg. _]t was “PPOfta“t f),r PfI?OP hC that Burns wep
to the “places where the past happened” and listened “for ghosts f11,1c 1ec [oes of the e\:e'mu
(Glassberg 2001, 101). Burns filmed his contemporary footage at exactly the same location,
season, and time of the day as the important historical event he was narrating. Materialg
and sites gave spectators a sense of proximity with the past. o

Finally, as Toplin stresses, “Excusing any manipulation in the name of artistic license is
indefensible” (1996, 10). Historians must be aware of the danger of producing pure fiction,
Having said that, it is extremely difficult to judge the part that fiction and historical facts
Shouldbplﬂy in history on screen. It really depends on the objectives, and historians and
producers may have conflicting agenda. What is certain, though, is that public historians
may play the role of intermediary.

It is also important that historians help producers consider sources not as mere illustra-
tion of the narratives. As in any histocical production, each piece of evidence should
be weighted alongside others to determine its veracity in the broader historical context
(Gilden Seavey 2006, 122). This critical analysis of historical materials is often omitted
in documentaries since the producer may only seek to find the right kind of documents
to support the narratives. Historian-producers should at the very least place the materials
into a historical context and not take for granted information extracted from the sources.
It is especially important for witnesses whoge voice may sound like the uncontested — and
unique — intetpretation of the past. The visual representation of the past is even more
problematic when historians face 5 shortage of documents as, for example, on Greek or
Roman Antiquity. Historian producers must then use art works, lithographs, etchings,
archaeological findings, artifacts, and other sources — sometimes even not contemporary

from the period under consideration — to help create a sense of reality. Those sources ar¢
often indirect and require even more contextualization,

The struggle over historical accuracy
ans. Zemon Davis gives two ex

Retour de Martin Guerre. She

on sereen presents enduring challenges for histort-
amples of historical compromises she made for the movie Le
absottrs sellot e ol ,5[f0§3§5 tlmt,-as hist(?rian, she could accept a minor mistake
, Judges clothing during a trial scene but criticized the fact that the
bme'i‘;fsfzise?[ecj tl{“’i trial as a public event rather than a more accurately private event
anachronis?nzzsr: i::tie lml“else.“t'dtlt.)n of 16th century public life. She explains, “If majCI)f
i i (2%(0‘;&( » they should be evident and funny or creative, opening hori-
Inaccuracy may be tolera:;cil? iggitfil:h iy L a-crucial i bt SCFCQ}:"
“manipulation of evidence is develop;d ointss;. TOPIm HaNISes T8 b guEstion whcthcf tti

broad truths” (1996, 12). What mateers ultir -ge?ume ﬂndll’dudﬂblﬂ efforts_ o Com'“”n_lcd
cemiveya partisular st Bl abOUtnﬁtc y — especially for films — s tlr}e capacity to
s Retsensttios s th g %t lt i e ew_.fent,"ail:jcl not the few historical maccull-:l,
discourse of history, th(: already @Xisting bo;::LOlflcaI., : . ﬁlm i somchow CHEHES t —E
images, moral positions, and data e wrttt.ng. N i oy
Surrounding the topic with which it deals” (2003, 76)-

However, very few films meer ¢|;
et this CXpectari : :
; 2 ation. Public | - hould f and strive for
s S : : storians should focus and striv
films and documentaries to Provide a hiscorical understanding of the past.

History on Screen as Publjc and Participatory History?

Participation, O
create links |

Public history invites public

e S ne way to do so for historians involved in
audio-visual production is to ¥

tween the past and the present. Producers

Vi N
Scanned with CamScanner



Radio and Audio-Visual Production 169

films and documentaries with contemporary debates. 'Another option is to
can punctuate Schama did for History of Britain — contemporary witnesses to become an
s 511“?1} narrative (Beck 2011, 105). Similarly useful are productions that foster
ntegeal Part? tlic]lcebc'ltes. Public debates that followed Schindler’s List, Lincoln, or Selrr.la
g hletO?CH ublir: history production. Another example is Days of Glory (Indigénes in
g [ileczd by Rachid Bouchared in 2006 that brought light to men from the French
Frend.\) pfft y ot drafted to fight during World War II. In spite of their service, those veF—
COIOmfe S “dlso sgtematic discrimination and successive French governments even froze their
emlljoieﬂl film and the debates that followed contributed to a public acknowledgment
E?T}le colonial troops and to the changing pension system.

Entertainment and Reality (History) Television

British producer Simon Schama argues that television has contributed to the d’?wnfall of
“the usual hierarchy of authority” and has provoked “a democracy of knowledge” ( Schan?a
2004, 27). To some extent, the public can now participate in history programs. If' radio
programs can animate live discussion with audiences, television is more conserv:a'tlve in the
role of its audiences. Too often, the public only passively consumes what television pro@u-
cers provide them with. This passivity demonstrates the problems innate in using television
as an education medium (De Groot 2008, 152).

Television can offer a broad range of historical programs. Certain channels like The
History Channel (USA), Discovery History (UK), or Histoire (France) specialize in his-
tory programs. As for screened history in general, historical programs on TV often favor
certain topics such as wars and military history, monarchs and “great men,” or sports. Mostly

fncountered in the United Kingdom, costume drama is a fictional story bas

ed on romance or
adventure. Costume drama, like Jane Eyre (

BBC, 2006) or Anna Karenina (Channel 4, 2000),
is often an adaptation of novels from, for instance, Dickens, Tolstoy, or Flaubert. Although
fictional, the genre relies on reconstruction of the past through visual aesthetic. Other series
based on history emerged in the 2000s. Produced by the American HBO network, Rome was
broadcasted from 2005 to 2007. This very expensive ($100 million budget) series depicted
the city of Rome in the years 49-31 B.c.e. Composed of detailed visual representation of the
city, Rome contains bad language, violence, and sex. According to Jonathan Swamp, consult-
antand co-producer of the series, the most important thing to do was to “evade the clichés
of Holy Rome, all white pillars and white togas” (De Groot 2008, 199). Historical fictions
Provide — through emotions, adventure, and drama — the entertaining aspect of television.

Entertainment might also lead to audience participation. Quiz shows such as Are You
Smarter than q Fifth Grader? (Fox, 2007) or University Challenge (BBC, 1994-) have increased
in Popularity since the 1990s. Game shows present history as a set of facts that are correct or
1Ot with right and wrong answers. History has to match the marketing presentation of the
§ame, to be fast, straight to the point, and entertaining,

A new sort of program emer_g'ed in the 2000s. In relq Eorfostes emotion,
€Xperience, and reality, televls.lon producers attempted to incregse interaction with audi-
ences through reality TV. Reality TV became famous with the production of B; = e
Holland in 1999, and started to diffuse into many '§ Brother in

different sub-fields
! ‘ - $, among ality-
history programs. De Groot defines reality-history as: , g them e

tion to the strategy

the suite of programmes which someho
historical experience, either by allowin

w inVOl\re and
g them to p

F:nfranchisc the audience into
articipate in history through the
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) , ;
game-style re-enactment of the “House form:.it (in w?lfCh a C%roup of people e disa
?n a particular setting for a set amount of tlmle an; orce lto act n the style of,
historical period), or through interactivity of various forms such as voting, MOy,

C %

ot commenting.

(2008, 165)

The purpose is not to reach accurate interpr.etaFion QF the past, but.to prp\fide “experienceg
of the past based on re-enactments and to invite viewers to lden.tlfy with the protagong
(De Groot 2008, 165). Shows like 100 Greatest Sporting Moments in the UK (1999), or The
Greatest Frenchman of all Time in France (2005) asked audiences to vote and to participate
in the creation of history. Endemol, the company responsible for Big Brother, also produced
Restoration in 2003 on the BBC (UK), in which the public chose and vored for which his.
torical building should be saved. Other shows directly involved participants.

The BBC produced Destination D-Day: The Raw Recruits in 2004 in which volunteers
participated in the reconstitution of the Normandy landings. Emphasis was put on experi-
encing the past. An important feature of reality-history is the connection with the present.
The BBC produced The Trench in 2002 as a recreation of the World War I trench experi-
ence, through the 10th Battalion of the East Yorkshire Regiment on the Western Front in
1916. The volunteers came from the same area as that of the 1916 regiment and spent two
weeks in a trench system in France created for the show.

One interesting aspect for public historians is the current attention paid to everyday life
history. In the United States, Colonial House was broadcasted on PBS in 2004 and actempted
to recreate daily life in 17th century Plymouth colony. Reconstructing the past implies seri-
ous research for historical advisors on furniture, food, hygiene, clothing, and work. British
public historian, Juliet Gardiner, worked as historical advisor for The 1940s House, a 2001
show Pro‘duced for Channel 4 (UK) that asked a mod
?tf:?tg]y;lul Eorllcfon ’during World \X/a.r I1. .Real.ity-histo}-y TV can obviously be critici:‘ed 1ﬂ’

Cmpt to re-creare the past. Despite historical decails, participants of The Trench hardly
experienced wbat World War 1 soldiers went through. The relevance of the shows should
not be fully rejected, however. Supporting and interactive materials — especially websites

resenting histori N, i i .
P g historical documents, quizzes, and interviews — can help non-specialist audiences
to better understand the past.

ern-day family to experience the life of

Partners, Training, and Tools

'ypes of historjcal production, history on air and on screen

?

‘ a radio ’ ; / seri€s
involves many different producti;n | PFOgra.m, a documencary, a film, or a TV se
*oles and positions that historians must engage and col-

laborate with. For inst g |

TV oo sli(.)_.ll (1[11(;::;:»lisl/’ll;:ro:::gd::&oL 1mtends to make a c'lgcumencary for a radi((]) 2;

with sound and visual issues, Praductions lfol- Aramay of tec%mlcmns 'a.nd be ready to de?

and effects editing. As Dunaway stresses : . [l.exarflpl'e, require extensive content, sound

only a minute of an hour's interview jp theeﬁ&: f; " ;adl? pr?{t(;gms, it li ;ot ug?sgf t-o usi;:

i g i - Nal producrion. unaway 1984, 83). Editing

e, o oy Videgmiues, including moncage,the aupenmposicon of sonds

, €0 editing for 4 documentary may require weeks or months of

work. Dunaway points out th &
edliting (1984 S{;l/‘) Dependi fE 10-75 hours Per minute are necessary for radio documentary
g 1 ©4). Uepending upon the gjze and budget of the production, video editing can

range from the use of relatively simple and free editors (such as iMovie for Mac), to more

AA
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frware (such as FinalCut Pro, Adobe Premiere), to the hiring of doc
g companies, yet it remains a crucial aspect for all productionf. e
public historians can also contact various organizations that promote video editing. Th
yisual History Summer Institute (VHSI) at Georgia Southern University provides sg .ec;.i T
waining for historians to learn the basic tools of media production (Georgia Soulzhesl
University undated). The VHSI has sessions such as “Working with Camera” and “Workin
with Natural and Artificial Lights.” In Figure 7.1, Graciela Cano practices different tec}f
¢ historians must learn if they want to move from advisor to producer of historical
films. It is particularly relevant to understand how primary sources can be

elaborate SO
video editin

niques tha
documentary

flmed and represented.
Historians can also follow and attend The World Congress of Science and Factual

Producers (WCSFP), or the International Documentary Association (IDA), The Credits
and the Documentary Educational Resources that provide resources, showcase, courses,
and funding. Furthermore The International Association for Media and History is an
organization of filmmakers, broadcasters, archivists, and scholars dedicated to historical
inquiry into film, radio, television, and related media. The Documentary Center sponsors

a wide range of programs devoted to documentary film, an annual six-month Institute for
, the International Emerging Filmmakers Fellowship, a Center

Documentary Filmmaking
and a course outline that help users to sharpen their

Screen documentary showcase,

approach to documentaries at large.
Public historians should talk to others with experience as historical advisors ot filmmakers.
consult different books on the

Historians may also consult websites of historical advisors, or

production of documentaries (Freeman 1997; Barnouw 1993; Barsam 1992). The Historical
Journal of Film, Radio and Television also offers very useful advice and case studies. Current is
2 website that covers public television and radio with information about legislation, flltu1fe
events, links to sites, professional organizations related to the media, journals, and media

activist organizations.
Historians who want to
details the steps he encountere

face additional constraints. Daniel Smith
lessons we learned in dealing with

produce their own films
d and warns, “one of many

e, Georgia Southern

the 2015 Visual History Summer Institut
(VHS!/Georgia Southemn

ano during
a Cano du f Graciela Cano, Michael Van Wagenen

Courtesy 0

Graciel
UniverSIW-
University/-

Figure 7.1

TN b | e |
Scanned with CamScanner



) \|

172 Making Public History

Hollywood is that unless you have a hugely at‘tract‘ive high-concept movie, c[evelopment
and decisions take a lot of time” (2003, 36). Historians have to find producers and subp;
the script to “development executives” who “figure out w}}ethe'r they can risk Putuing
project” (Smith 2003, 36). Smith used the Hollywood CTea[JW(.Z D:TeFtory, which [jsts Prody.
cers, their projects, and their contacts, to find a director for his project. Once the historiay
has found a director and a production company, (s)he enters the stage of developmen;
Smith explains that “Development is the time when a screenplay gets read in Very serioys
ways — perhaps for the first time — by everyone from network executives to prospective direc.
tors and actors.” This process involves different partners with different roles:

Executives read a script with an eye toward targeting a large audience while keeping
the budget low; directors are trying to visualize the story, eliminating excess dialogue
and exposition; actors are looking for juicy characters ro play with dramatic “character
arcs” and stunning snatches of dialogue.

(Smith 2003, 39)

The road leading to the production of historical films is long and this is why historians are
usually limited to the role of advisors wh

To conclude, historians may
tion to increase public access t

om producers consult and — sometimes — listen to.
use and take advantage of radio and audio-visual produc-
o the past. Sound and audio-visual media allow historians
to vary the formar of historical interpretation and make the past alive. It is also critical for
historians to encourage contextualization and historical analysis of sources so that the latter

do not remain pure illustrations. In doing so, historians can participate in the creation of
entertaining and accurate historical productions.

Notes

1 See Chaprer 3.
2 See Chapter 9.

Bibliography

American RadioWorks. “The President Calling - FINAL SCRIPT."” Undated hrep:/famerican
radioworks.publicradio.org/features/prestapes/transcn’pr_htm[ (accessed Aucu;t 201 ZOIL;.) ‘
Barnouw, Erik. Documentary: A History of the Non v ; '

fiction Film, Oxfor (e e o P
Barsam, Richard. Nonfiction Film: A Critical History, i O_i;ioglimvir;lg Preslségl)zggf’-
ane rersity Press, .

Beck, Peter. Presenting History: Past & Present, Lond acmillan, 201 |
Biewan, John and Dilworth, Alexa, eds. Realic - Srm‘i:zsj in S ’ I | Hill
University of North Carolina Press, 2010. it Sound, Chapel Hill:
Blumer, Ronald. “So You Want to Make a History Documentary?" Histor
4, 2002, http:/fhnn.us/arricle/1033 (accessed August 20, 2015). itk Network, November

Carnes, Mark C. Past Imperfect: History According o the Movies, New York: H enry
1995.

Bloomington: [ng;
on: Palgrave M
¥ Radio: Telling Ty

Holt and Company,
De Groot, Jerome. Consuming History: Historians and Heritage in Contemporar.
London: Routledge, 2008. borary Populay Culture,
De GI'OOE, Jerorne' ‘"Perpetuﬂ“y ledlng and Suturing the Past and Pl’esen[’: Mﬂd M .
llusions of History.” Rethinking History, 15/2 (2011): 269-285. Men and the

Dunaway, David K. “Radio and the Public Use of History.” The Public Historian, /7 - e
77-90. bring 1984):

e A,

Scanned with CamScanner



Radio and Audio-Visual Production 173

dgerton, Gary R. and Rollins, Peter C., eds. Television Histories: Shaping Collective Memory in the
Ivv[edia Age, Lexington: The University Press of Kentucky, 2001.

Freeman, Mark. «A Guide to the Study of Documentary Films.” 1997, www-rohan.sdsu.edu/~mfreeman/
images/DOCFlLMS.pdf (accessed August 20, 2015).

Frisch, Michael. «Oral History, Documentary, and the Mystification of Power: A Critique of Vietnam:
A Teleision History.” In A Shared Authority: Essays on the Craft and Meaning of Oral and Public
History, edited by Michael Frisch, Albany: State University of New York Press, 1990, 159-178.

Georgia Southern University. “Visual History Summer Institute.” Undated, http://class.georgiasouth
em.edu/history/hon‘le/public—history»program/vhsi/ (accessed August 20, 2015).

Gilden Seavey, Nina. “Film and Media Producers: Taking History Off the Page and Putting It On
Screen.” In The Public History: Essays from the Field, edited by James B. Gardner and Peter LaPaglia,

Malabar: Krieger Press, 2006, 117-129.

Glassherg, David. Sense of History: The Place of the P
Massachusetts Press, 2001.

Juel, Henrik. “Defining Documentary Film.” Undated,
artcl A.heml (accessed August 20, 2015).

Plane, Ann Marie, ed. “History, Historians, and Cinematic Media.’

(Summer 2003): 5-6. L
Rosenstone, Robert. “The Reel Joan of Arc: Reflections on the Theory and Practice of the Historical

Film.” The Public Historian, 25/3 (Summer 2003): 61-77.
Rosenstone, Robert A. History on Film/Film on History, Harlow: Pearson, 2006.
Rosenthal, Alan, ed. New Challenges for Documentary, Berkeley: University of California Press, 1988.
Samuel, Raphael. Theatres of Memory: Past and Present in Contemporary Culture, Lopdon:_ Verso, 199.4.
Schama, Simon. “Television and the Trouble with History.” In History and the Media, edited by David

Cannadine, Basingstoke: Palgrave Macmillan, 2004, 20-33. o
Smith, Daniel Blake. “The (Un)Making of a Historical Drama: A Historian/Screen

Hollywood.” The Public Historian, 25/3 (Summer 2003): 27-44. o _ | l
Talking History. “Aural History Productions.” 2012, www.talkmghlsrory.org/mdloarchwe.htm

(accessed August 20, 2015). _ o
Thelen, David agll:d Rosenzweig, Roy. The Presence of the Past: Popular Uses of the Past in American Life,
New York: Columbia University Press, 2000.
Toplin, Robert. History By Hollywood: The Use and Abuse of
of llinois Press, 1996.
Watt, Donald. “History on

ast in American Life, Amherst: University of
http://pov.imv.au.dk/Issue_ZZ/section_I/

' The Public Historian, 25/3

writer Confronts

the American Past, Chicago: University

the Public Screen 1.” In New Challenges for Documentary, cdited by Alan

: i o of California Press, 1988, 435-436. o -
Zef{nzssnglali,ngl;:;T:a. L‘J‘I?/;;irlzltzroMonograph? A Historian/Filmmaker’s Perspective.” The Public
avis, ,

Historian, 25/3 (Summer 2003): 45-48.

LT e, AN s /4“
Scanned with CamScanner



