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Abstract 

 

Karol Kwiatek  

 

A critical practice-based exploration of interactive panoramas' role in helping to 

preserve cultural memory. 

 

 

The rapid development of digital communication technologies in the 20
th
 and 21

st
 

centuries has affected the way researchers look at ways memory ï especially cultural 

memory ï can be preserved and enhanced. State-of-the-art communication technologies 

such as the Internet or immersive environments support participation and interaction 

and transform memory into óprostheticô experience, where digital technologies could 

enable 'implantation' of events that have not actually been experienced. 

 While there is a wealth of research on the preservation of public memory and 

cultural heritage sites using digital media, more can be explored on how these media 

can contribute to the cultivation of cultural memory. One of the most interesting 

phenomena related to this issue is how panoramas, which are immersive and have a 

well-established tradition in preserving memories, can be enhanced by recent digital 

technologies and image spaces. 

 The emergence of digital panoramic video cameras and panoramic environments 

has opened up new opportunities for exploring the role of interactive panoramas not 

only as a documentary tool for visiting sites but mainly as a more complex technique for 

telling non-linear interactive narratives through the application of panoramic 

photography and panoramic videography which, when presented in a wrap-around 

environment, could enhance recalling. 

 This thesis attempts to explore a way of preserving inspirational environments 

and memory sites in a way that combines panoramic interactive film and traversing the 

panoramic environment with viewing the photo-realistic panoramic content rather than 

computer-generated environment. 

 This research is based on two case studies. The case study of Charles Church in 

Plymouth represents the topical approach to narrative and focuses on the preservation of 

the memory of the Blitz in Plymouth and the ruin of Charles Church which stands as a 

silent reminder of this event. The case study of Charles Causley reflects topographical 

approach where, through traversing the town of Launceston, viewers learn about 

Causleyôs life and places that provided inspirations for his poems. 

 The thesis explores through practice what can be done and reflects on positive 

and less positive aspects of preserving cultural memory in these case studies in a critical 

way. Therefore, the results and recommendations from this thesis can be seen as 

valuable contribution to the study of intermedia and cultural memory in general. 
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1. Introduction  

 

This study explores various forms of making access to memories at the individual and 

social scales. I will define the concept of cultural memory which is one of a number of 

memory categories I investigate. I will focus on the potential of digital panoramas for 

preserving cultural memory and analyse how they can support this process, what their 

limitations are and also how they might be developed. Cultivation of memories is 

helped by narratives when linked to artefacts or places and for this reason the role of 

narratives, in particular interactive narratives, is considered in the process of preserving 

memories next to the design and type of immersive arenas which could be suitable 

environments for displaying panoramas. A conceptual model of preserving memories 

based on digital panoramas, which is established through literature review, is then 

explored through practice on real cases identified in the area of Plymouth in order to 

understand to what extent it can be successful for preserving cultural memories. The 

two case studies  reflect the dual nature of cultural memory that relate to an event and a 

person: the Blitz in Plymouth that left Charles Church a ruin, and the life and work of 

Charles Causley, a poet from Launceston, whose inspirational environment remained 

unchanged since his death in 2003. The two case studies rely on personal memories of 

people who remember them, artefacts, locations and activities to commemorate them. 

 

1.1.  Communicative vs cultural memory 

 

As my research relies on personal memories I need to make a distinction between 

communicative memory and cultural memory made by Jan Assmann (1995), a scholar 

of cultural theory and religion. Cultural memory originates from communicative 

memory that refers to a óstill-livingô past such that one person could share experiences 
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of people or events with others. This kind of memory appears and disappears with 

people who create it. It is also related to the memory of direct witnesses of events; 

especially to those who are still alive and who experienced a particular event. One of the 

most important medium of communicative memory is conversation. This memory is 

alive because of communication and exchange of information. Communicative memory, 

as Assmann (2011) claims, is temporary and ephemeral until it finally becomes 

transformed into cultural memory, which is more permanent. The period when 

communicative memory transforms into cultural memory is described as a 'floating gap' 

and it is estimated that it takes between 70 and 80 years. Those who share 

communicative memory are more and more aware of the fleeting nature of this memory. 

They try to secure this memory through the installation of memory plaques or 

monuments, the recording of films, organisation of remembrance days or the foundation 

of veterans associations. Thus, before communicative memory becomes cultural 

memory (that does not have witnesses and is no oneôs personal memory), it produces 

numerable reminiscences of the past, which are taken over as legacy by cultural 

memory. Communicative memory may be recognised as a starting point in the process 

of remembering contemporary events when they are mainly subjects of discussion 

between different groups of society. Establishing the border between communicative 

and cultural memory is difficult as this border is fluid. Assmann (1995, p.127) suggests 

that communicative memory is the living part of memory which is discussed by the 

contemporaries whereas cultural memory is the memory beyond the horizon of living 

generations. It has its fixed points whose horizon does not change with the passing of 

time. The fixed points are fateful events of the past, whose memory is cultivated 

through 'figures of memory' by which Assmann understands artefacts, e.g. monuments 

and activities such as commemorations.  
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 Fiona Cameron's (a scholar of cultural heritage studies) and Sarah Kenderdine's 

(2007) (a leading scholar of immersive and interactive media) understanding of cultural 

memory is different as they refer to intangible cultural heritage which covers festivals, 

rituals and oral traditions. My understanding of cultural memory lies between 

Assmannôs distinctions of different types of memories and between Cameron's and 

Kenderdineôs interpretation of cultural memory. For me, cultural memory is the 

memory of events and people who are still remembered by local communities. This 

memory is cultivated through commemorations, sites of memory or artefact. Cultural 

memory, in my view, combines the living element with the frozen one and involves 

activities and artefacts whose meaning is very transparent nowadays, but which may 

become forgotten in the future.  

 

1.2.  A gap in knowledge 

 

In this research I explore the potential of both still and video panoramas to create 

interactive narratives based on navigable spaces. Virtual navigable space is an 

environment where active responses from the user are expected during the movement 

and navigation. Virtual spaces are quite common in computer games where 

environments based on Virtual Reality (VR) encourage players to interact. 

 Marie-Laure Ryan (2001), an American literary and hypermedia scholar, 

Carolyn Miller (2008), an American scholar of technical communication and digital 

media, or Janet Murray (1998), the author of a book on interactive narrative entitled 

Hamlet on the Holodeck, understand virtual environments as a basis for the creation of 

interactive storytelling. Very little research has been conducted, however, on a 

generation of navigable environments created using cameras. And even less on the 

combination of navigable spaces with interactive narratives. Lev Manovich (2001, 
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p.260), a scholar of new media art and theory, software studies, and digital humanities, 

recognises the potential of navigable spaces not based on virtual reality, but rather on 

camera-based content. He identifies QuickTime VR panoramas
1
 as one of the 

approaches that enable the creation of photo-realistic navigable spaces.  

Although in the 1990s Apple's QuickTime VR technology made 

this technique quite accessible, the idea of constructing a large-

scale virtual space from photographs or a video of a real space 

was never systematically attempted again, despite the fact that it 

opens up unique aesthetic possibilities not available with 3-D 

computer graphics (Manovich, 2001, p.260).  

 

Researchers long before Manovichôs publication in 2001 were aware of advantages of 

creating spaces based on photographs. Aspen Movie Map (1978) project was one of the 

first attempts to create photo-realistic navigable spaces. In the project, photographs were 

created every 3 metres in the American town to present the space and the user could 

explore this town and choose alternative routes on cross roads.  

 In fact, panoramic exploration of space as a continuous recording of a place has 

not been widely researched until the appearance of new digital cameras and fisheye 

lenses in 2000s. Cyclomedia
2
 was one of the first companies that started recording 

digital panoramas every few metres in the Netherlands at the beginning of 2000s 

(Verbree, Zlatanova & Smit, 2004). Google Street View
3
 launched in 2007 applies 

similar methods and visualises worldwide locations using panoramic still imagery. 

However, the combination of both still and video panoramas has not been investigated 

to date and I propose to use them in the creation of navigable spaces which could then 

provide the setting for panoramic interactive films. The approach of taking panoramic 

images and panoramic video supports the continuity of space, which in turn helps facts 

to be remembered when traversing between places related to the life of a person or a 

locally-known event. (Kinoautomat - One Man and His House, 1967)   

                                                
1 QuickTime VR is an image file format developed by Apple in 1994 which allows viewing of 

photographically-captured panoramas. 
2 http://www.cyclomedia.nl (Accessed: 10.12.2009). 
3 http://www.google.co.uk/help/maps/streetview/ (Accessed: 11.12.2009). 
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 Panoramic photography (still panoramas) as a medium for storytelling has been 

identified by Söke Dinkla (2002), an art historian, and Kenderdine (2007). Still 

panoramas apply very well to static scenes which involve no movement whereas video 

panoramas represent a new phenomenon and reflect the dynamism of scenes. I will 

explore how the merging of still panoramas used as decision points in interactive 

narrative and video panoramas, used to show the transition between decision points, can 

be a method for the preservation of cultural memory. The narratives based on such an 

exploration of the space are not created for pure entertainment, but their main task could 

be to preserve memory sites and inspirational environments.  

 Navigable spaces separate from providing the setting are also meant to include 

the interactivity paradigm. Erkii Huhtamo (2007), a media theorist, who personally 

experienced the first interactive film Kinoautomat - One Man and His House
4
 (1967) at 

the Montreal Expo ô67 claims that 'group interaction can be both meaningful and 

pleasurable' which is necessary for experiencing communicative memory. Therefore, I 

will use the Kinoautomat paradigm to create an interactive film where the viewer can 

choose alternative pasts or can re-traverse the navigable space. The flexible structure of 

digital panoramas enables the addition of many features such as VR objects, 3D 

reconstruction, videos, and animations which might enhance this effect. 

 The idea of creating narrated navigable spaces for the purpose of preserving 

cultural memories is also new. To my knowledge, Jeffrey Shaw (2002; 2003), one of the 

pioneers of haptic digital arts and interactive cinema, explores the concept in the context 

of cultural heritage (Place installations since 1990s), but it has not been examined with 

reference to memory sites as the reminder of local events and inspirational 

environments where local artists lived. Sarah Kenderdine, Michael Naimark (media 

artist and researcher) and Jeffrey Shaw create panoramas of cultural heritage sites (Be 

                                                
4 I wil l use a short title Kinoautomat in the rest of the thesis. 
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Now Here, Place-Hampi). They use the concept of painted panorama introduced by 

Robert Barker in 1787, and present their interactive works to large assemblages within 

circular architectures. These immersive arenas are the physical space of exploration 

which can be traversed in order to explore the narratives. The panoramas I develop for 

the purpose of this research are designed to tell a story that offers the opportunity to 

return to a particular place and recall events that happened in the past and which could 

be viewed on a computer screen and as well on a 360-degree screen. (Scenario, 2011) 

 The projects such as Pentimento (2002) or Scenario (2011) developed by Dennis 

Del Favero, the director of iCinema Centre for Interactive Cinema Research
5
, seem to 

follow the direction of memory works presented using immersive media. The above-

mentioned projects are also displayed on panoramic immersive screens but they are 

using mainly VR instead of photorealistic content and refer to traumatic personal 

memories rather than cultural memories (Barker & Del Favero, 2011).  

 Although most of the features and methods I discuss in my thesis have already 

been known (as reflected in the literature review), I analyse them in the context in which 

they have not been explored so far that is the preservation of cultural memory. The 

thesis may also shed new light on the theory of the formulation of interactive narrative 

(Brown, Barker & Del Favero, 2011) which indicates space-based aspects of interactive 

narrative that were not indicated by Mark Meadows (2003), an American author and 

artist, who understands interactive storytelling as a time-based representation of a 

character.(Pentimento, 2002) 

 

   

                                                
5 iCinema - The iCinema Centre for Interactive Cinema Research (established in 2002), is a joint venture 

of the College of Fine Arts and Faculty of Engineering at the University of New South Wales in Sydney, 

Australia - http://www.icinema.unsw.edu.au/ (Accessed: 31.12.2011) 
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1.3.  Context for the research 

 

It is quite difficult to establish a discipline of my research with a single designation as it 

covers such fields as memory, interactive narrative and immersive environments. The 

first thought is to classify it as a digital or visual culture study. These concepts are quite 

broad, however, and I tried to find a more specific category to which my research could 

be ranked. I came across the term intermedia proposed by Dick Higgins in 1966 

(Kluszczynski, 2010, p.21) which seems to reflect the nature of my research. Intermedia 

is defined as an integral and organic combination of at least two artistic media (where 

each of them could also work on their own outside this relation). The examples of 

intermedia, according to Higgins, were visual poetry, environment and happening.  

 The meaning of the concept changed in the 1990s due to the evolution of 

computers and the appearance of new forms of information as well as the methods of 

articulating this information, for example, text, sound, graphics, animations, video. 

Intermedia ceased to mean the permanent relation between different artistic disciplines 

and started to designate the ability of one medium to link with any other medium. Thus, 

the intermedium of film and video refers to flexibility and potential in combining with 

other media. Ryszard Kluszczynski (2010), a Polish media communication and culture 

expert, makes a clear distinction between intermedia and multimedia. In the traditional 

understanding of multimedia, their elements are loosely and only temporarily linked, 

while new digital computer multimedia head for the increased coherence and durability. 

As multimedia are becoming more and more interactive, Kluszczynski (2010) 

introduces a term hypermedia that refers to interactive multimedia. My research projects 

are designed to be interactive using different media, thus it can also be classified as a 

project within the hypermedia field. In my view, the designation intermedia is more 

appropriate for my research as it is more flexible and presupposes the presence of non-
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interactive media in the combination. My research projects are interactive but they 

involve both interactive elements, e.g. interactive film and the interface of the 

panoramic screen that enables making choices and non-interactive components such as 

text or video. 

  

1.4.  Structure of the thesis 

 

This research is structured into two parts. Part 1 (chapters 2, 3 and 4) provides a 

literature review that leads to developing a conceptual method for this research and a 

definition of the research question (chapter 5), whereas part 2 explores how this model 

applies to actual practice-based cases (chapters 6, 7).  

 After this introduction, chapter 2 discusses the concepts of public and cultural 

memory, describes active and non-active ways of preserving memory and points to 

narrative as a feature that can enhance the preservation of memories. 

Chapter 3 defines the concept of interactive narrative and establishes its links 

with memory. It also introduces spatial narrative, as facilitated by traversing, and 

analyses the application of interactive narrative to digital panoramas. 

Chapter 4 focuses on immersive environments as image spaces for displaying 

panoramas. It starts from the concept of immersion to discuss the history of immersive 

environments. It also elaborates on methods of viewing panoramas and analyses 

navigable spaces. Finally, it discusses both historic and contemporary panoramic 

cinematographic environments in order to identify the one that would be suitable for 

displaying panoramas. 

 The analysis in the second, third and fourth chapters generates a series of 

research questions that were necessary to envisage the research strategy. Chapter 5 
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provides an explanation and justification of the methods to be used in order to carry out 

the practical part of the research. 

Chapters 6 and 7 describe two practice-based cases. I have chosen a ruined 

church in Plymouth (Charles Church) for my first case study and a poet who used to 

live in Launceston in Cornwall (Charles Causley) as my second case study, as they refer 

to the memory of an event and of a person respectively, providing complementary parts 

of cultural memory. 

Chapter 8 compares the two case studies, reflects and evaluates common 

features and differences, and identifies main issues. Chapter 9 condenses the work into a 

series of conclusive remarks, identifying the potential of panoramas on the one hand, 

and suggesting the need for further, more refined research on aspects such as collective 

immersion, evaluating audience understanding of cultural memory after the screening 

and simplifying the display systems in immersive arenas, on the other.  

 Two DVDs that are enclosed with this thesis present two case studies in the 

interactive form and can be watched on a personal computer without the application of a 

wrap-around screen.  
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2. Public and cultural memory 

 

This chapter reviews the literature concerning collective memory and aims to indicate 

methods of preserving this memory using diverse active and non-active forms of 

communication technologies. Memory is what allows us to construct an image or 

narrative of the past and, by the same process, to develop an image and narrative of 

ourselves (Assmann, 2011, p.15). Memory is thus linked with identity. Thomas 

Luckmann (1983, p.69), a German sociologist of Slovene origin, notices that memory 

and identity are related with time. He claims that a human person is 'built of stuff of 

time'. Human memory facilitates a synthesis of time and identity. The connection 

between time, identity and memory operates at three levels: the inner (individual) level, 

the social level and cultural level giving rises to three different types of memory 

(Assmann, 2011, p.15). Memory at the inner level is the individualôs personal memory. 

This type of memory was recognized as the only type of memory until the 1920s. 

Memory at social level is about communication and interaction. A French sociologist, 

Maurice Halbwachs (1877-1945), discovered that human memory depends on 

socialization and communication. Halbwachs followed a philosophy of his teacher ï 

Émile Durkheim (1858-1917), who was also a prominent French sociologist and saw 

memory not as an individual phenomenon but as social and collective one:  

It is in society that people normally acquire their memories. It is 

also in society that they recall, recognize, and localize their 

memories (Halbwachs, 1992, p.38).  

 

Halbwachs argued that individuals cannot remember in coherent and persistent way 

outside of their group context. Group membership supports materials for remembering 

and triggers in individuals recalling of particular events and forgetting others. Groups 

can even produce memories of events which individuals never experienced in any direct 

sense. 
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Building on the social aspects of memory, Halbwachs introduced the notion of 

collective memory. The concept was mentioned for the first time in his work on Les 

cadres sociaux de la mémoire (The Social Frameworks of Memory) (1925) which was 

translated into English by Lewis Coser in 1992 and published as On collective memory. 

It was further elaborated on in La mémoire collective (1950) which was published in 

English as The collective memory in 1980.  

 Halbwachs in his works resisted the commonsense view of remembering, where 

memory has been taken to be ópurely individualô and the product of óisolated mindô 

(Prager, 1998, p.59-60). Halbwachs (1992, p.39) claimed that memory is inseparable 

from the ósocial worldô where all the remembering takes place. Memory is constituted 

by social frameworks which facilitate arranging memories within cultural systems of 

meaning (Halbwachs, 1992, p.38-43). Halbwachs identified and analysed a number of 

such frameworks. Space and time are crucial frameworks. Memory attaches to places 

and landscapes and thus the space within which the memory is plotted is a social 

framework. It is conceptualized and organized by the group of people inhabiting it 

(Halbwachs, 1992, p.156). The same rule applies to the framework of time. A calendar 

is a type of scaffolding for situating and reconstructing memories. There are, however, 

as many calendars as there are groups. Each group has a calendar, which highlights 

dates that are important for the given group. 

Halbwachs was not the only one for whom collective memory was the focal 

point. Psychoanalysts such as Sigmund Freud (1856-1939) and Carl Gustav Jung (1875-

1961) were also working on theories of collective memory but referred to the first level, 

i.e. the inner, personal level. They looked for collective memory in the human psyche 

rather than in the dynamics of social life.  

Communicative memory is connected with cultural memory, which is the third 

level at which the relation between memory, identity and time operates. When 
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Halbwachs discusses collective memory he refers to social memory and identifies 

public memory as a type of collective memory. Assmann (2011, p.16), on the other 

hand, specifies cultural memory as a type of collective memory. The following section 

indicates differences and similarities in the understanding of public and cultural 

memories. 

 The chapter has been organised in the following way. The first section (2.1) 

examines the notion of public memory. The second section (2.2) begins by looking at 

cultural memory. The third section (2.3) indicates features of public memory and 

cultural memory. Section (2.4) focuses on communication technologies that are used for 

transmitting memories. The last section (2.5) provides a brief overview of active and 

non-active methods of preserving public and cultural memory.   

  

2.1.  Public memory 

 

A kind of collective memory that has been widely researched in literature is public 

memory. The concept was introduced by John Bodnar (1992, p.14), an American 

scholar of history and memory, who defines it as a system of beliefs and views that is 

produced from a political discussion that involves the fundamental issues relating to the 

entire existence of society: its organization, structure of power, and the very meaning of 

its past and present. This definition is quite controversial as it presupposes that political 

discussion is a necessary condition for the emergence of public memory. Public 

memory may concern social issues, such as the death of a popular actor or artist, which 

usually do not involve any political discussion. Bodnar (1994, p.74-75) must have 

become aware of this fact as he revised his definition of public memory two years later 

by providing a more general designation by which he claims that public memory is a 
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body of beliefs and ideas about the past that help a public or society understand both its 

past and its present, and, by implications, its future. 

Following this line of reasoning, collective memory may be perceived as 

synonymous with social memory and as the umbrella concept for public and cultural 

memory as they both share the feature of being collective. This interpretation of 

different types of memories partially overlaps with the categorization of memory 

provided by Edward Casey (2004, p.18-20), an American scholar of philosophy, who 

classifies memory according to how things are remembered (the size and type of target 

group that recalls experiences). Casey lists four major types of human remembrance: 

individual memory (does not only recall what happened, but how something occurred 

and in what environment), social memory (refers to remembering with others, for 

instance with people that have close affinity), collective memory (memories that are 

passed on, shared and constructed by the group) and public memory (memories that 

help a public or a society to understand both its past and its present). It is noticeable that 

Caseyôs explanations of collective memory and public memory are parallel to 

Halbwachs and Bodnar definitions. However, unlike Halbwachs, Casey specifies social 

memory as different from collective memory. 

 Casey (2004, p.23) states that public memory does not occur severally, but 

relates to plural remembering. So, it is commonality of content rather than some kind of 

connection (shared place, history, experience or project) as in social memory, which is a 

prerequisite for public memory. Stephen Howard Browne (2010, p.18), an American 

public memory scholar, claims that public memory is a cultural process where 'a shared 

sense of the past is created from the symbolic resources of human community'. 

Symbolic resources include a number of objects (monuments, sculptures, paintings) that 

enable the understanding of the past in a meaningful way. The understanding of the past 

is not the only aspect of life that counts for public memory. Another important factor in 
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this process is the formation of identity which is perpetuated through symbolic 

representations of the past.  

 Public memory is invoked, but on the other hand there is no constant public 

memory. Being public does not guarantee that the memory will be the same in the 

future. Public memory is something that needs to be revised and reassessed from time to 

time. I think that public memory simply evolves and is in a state of flow, and this 

instability might be accelerating in contemporary times as information and knowledge 

travel and transform themselves so quickly and continuously. Casey (2004, p.30) 

confirms the changeability of public memory and claims that the principal feature of 

public memory is 'its formation through ongoing interchange of ideas and thoughts, 

opinions and beliefs'. This means, based on Browne's (2010, p.18) approach that 

symbolic resources and formation of identity are not constant so they might change 

occasionally. 

  Jeffrey Olick, Vered Vinitzky-Seroussi and Daniel Levy (2011, p.37), in the 

introduction to The Collective Memory Reader, claim that the new approach to 

understanding memory is now visible in memory studies and the memory is no longer 

considered as omnipresent, but is located in social frameworks (family and nation), 

enabled by altering multimedia technologies (e.g. the Internet, immersive technologies), 

challenged by cultural institutions (e.g. museums or memorials), and formed by political 

circumstances (catastrophes or wars). What is more, Jennifer Jordan (2006, p.2), an 

American scholar of sociology and urban studies, states that memory also shapes the 

urban landscape on the basis of day-to-day practices of creating monuments and 

memorials in parks, public squares etc. The concept of memory seems to be this missing 

link between the landscape and culture, because 'human modifications of the 

environment are often related to the way societies wish to sustain and efface memories' 

(Foote, 1997, p.33).  
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 The cultural memory defined in the following section is thus the bond between 

public memory, public space and culture. Cultural memory is related to cultural 

artefacts, which are items in situ that belonged to a particular person or society and 

which help to cultivate intellectual or spiritual attributes of local artists or poets who are 

usually not well known outside the region where they lived. Public memory, in contrast, 

has a wider scope as it is about people and events that were prominent in the national or 

even world history and are cultivated through monuments located in public spaces. 

Cultural memory relies on intangible elements such as personal feelings; the ambience 

of the place where a person lived or a particular event occurred and links between 

someoneôs life and place where they lived and their work. In many cases, cultural 

memory needs to be supported due to a restricted access to such locations which may 

not be available for general public (interior of private houses, ruins, caves). 

 

2.2.  Cultural memory  

 

Before explaining the concept of cultural memory, the word ócultureô is introduced in 

this section. Keywords: A Vocabulary of Culture and Society by Raynold Williams 

(1976) is an exploration of how words are used to denote such concepts as culture and 

society. Williams, when defining ócultureô, provides a historical context and explains 

how the meaning of the word has changed. Williams (1976, p.80) recognises three 

broad categories of usage of the term ócultureô: '(a) a general process of intellectual, 

spiritual and aesthetic development, (b) a particular way of life, whether of a people, a 

group, or humanity in general and (c) the works and practices of intellectual and 

especially artistic activity'. The second meaning referring to commonly held values 

which are articulated in the habits and acts of ordinary life is the most common meaning 

of culture in the social sciences. The third category is according to Williams relatively 
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late, and it associates culture with music, literature, painting and sculpture, theatre and 

film.  

Williams mention the term ócultivateô as a root for ócultureô in the modern sense, 

as in the cultivation of taste. Cultivation and caring of information might play an 

important role in personal development as they are involved in cultivation of intellectual 

or spiritual attributes (Bennett et al., 2005, p.65). Culture is not only for development of 

individuals but also for cultivation of ideas, which might develop their understanding of 

the past. The understanding of the notion of culture enhances the definition of cultural 

memory, which also focuses on preserving memories about particular ideas. 

 Cornelius Holtorf (1996, p.119-120), a Swedish scholar of archaeology, uses the 

notion of ócultural memoryô to indicate the collective understandings of the remote past, 

as they are possessed by people in a particular historical and social context. Public 

memory and cultural memory help people to understand the past through symbolic 

resources and through the unity of people in the past. Cultural memory reveals itself in 

the history of culture and entails rituals and ceremonies at special times such as 

remembrance days, and at special locations such as ancient monuments, which operate 

as sites of memory and time marks (Assmann, 2011, p.56-59). Cultural memory is about 

making significant statements about the earlier periods in a particular cultural 

background of the present. Mieke Bal, Leo Spitzer, Jonathan Crewe (1999, p.i), cultural 

theorists and critics, share this view on cultural memory as they interpret it as an 

'activity occurring in the present, in which the past is continuously modified and re-

described even as it continues to shape the future'. This cultural phenomenon (individual 

or social) links the past with the present and with the future. Public memory and cultural 

memory both change in the same way as the interpretations of the past (for example the 

ancient monuments were understood differently in the past as they are interpreted now 

(Holtorf, 2008)). 
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 Preservation of cultural memory is linked to the cultivation of culture, cultural 

identity and public memory. Preservation is a countervail process to erosion, neglect 

and decay. According to Alan Jabbour (2003, p.423), an American scholar of English 

and folklore, preservation activities are forms of 'deep cultural impulse spurring people 

to take conscious actions to maintain or revitalize their cultural creations and traditions'. 

These cultural traditions could be for instance folklore, folk life or intangible heritage.  

 Cultural memory focuses on de-freezing and re-discovering memories hidden in 

cultural heritage and it may use objects and locations that contain frozen memories, e.g. 

monuments to animate memories related to a particular site. This idea was challenged 

by Krzysztof Wodiczko who projects video on architectural façades and monuments 

worldwide and thus transforms them into video screens. His installations such as 

Hiroshima Projection (presented in Peace Memorial Park in 1999) use a surface of a 

monument to give voices to victims (Saltzman, 2011, p.266-279). Moving images of the 

hands of people (including survivors of the atomic bomb) were projected upon a river 

embankment below the Dome to symbolize the event from 1945 (Figure 1). 

 

 

Figure 1 The Hiroshima Projection (1999) by Krzysztof Wodiczko
6
. Permission to reproduce this figure has 

been granted by Krzysztof Wodiczko. 

                                                
6 Source of image: http://www.pbs.org/art21/images/krzysztof-wodiczko/the-hiroshima-projection-1999 

(Accessed: 8.02.2012) 
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Wodiczko made a great step in de-freezing the space. Lisa Saltzman (2011, p.270), an 

American scholar of art history, claims that: 

Wodiczko transformed the petrified historical monument into a 

living, speaking, utterly contemporary form, an animated 

memorial to present injustice. He made the monument the 

megaphone, turned its façade into a human face [...] he sought to 

give voice to that which had not been spoken, to realize in 

aesthetic form his founding condition and proposition, if only 

this monument could speak.  

 

Mariangela Lavanga (2006), a Dutch scholar of cultural studies, agrees with Saltzman 

as she also notices that cultural heritage does not only need conservation and 

preservation, but 'it also needs a process of de-freezing [..] and re-contextualization 

which only contemporary creativity could trigger'. This creativity could be introduced 

by the application of digital and interactive art which could be performed in situ. But 

how to deal with the fact that some heritage sites are typically closed for general public 

or are no longer accessible? 

 From my point of view, it is possible to exploit the potential of endangered 

heritage sites for locating festivals and rituals without making interventions in their 

structure. It is now possible to project a set of images or videos inside a building, on its 

walls, which create the immersive effect for the festivals and events. The most common 

use of such visualisations is, however, the application of the exterior walls of buildings 

as they could gather more people but this process does not allow people to be in situ. 

Digital projection on a façade of a building is a developing and spectacular form of 

presenting narratives in public spaces. Short video presentations are also performed 

inside the buildings, however very often only one wall is used for such projection. I 

think that using existing heritage sites or monuments (preferably ones that surround the 

audience) for immersive all-around projection could be a method for locating festivals 
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or rituals in revitalized cultural heritage places. It could be also the way to preserve the 

cultural memory in situ, based on a reference to the past (e.g. a ruin). 

 Lavanga's (2006) perception of heritage confirms the role heritage sites may 

play in preserving public and cultural memory. Lavanga does not have a traditional 

approach to heritage in which cultural heritage is understood as monuments of the past 

where no action takes place. She points out that cultural heritage has being 'irrevocably 

lost', because of nature- and time-generated factors and also human destructions. She 

certainly does not take into account the UNESCO initiative. UNESCO World Heritage 

List contains sites with special cultural or physical significance. In 2012, 961 sites were 

listed: 745 cultural, 187 natural, and 29 mixed properties, in 157 countries (UNESCO 

World Heritage Centre, 2012) and its statistics indicate that each year new objects are 

added to the existing list of heritage sites. Lavanga understands cultural heritage not as 

buildings, gardens, parks and other material sites but refers to abstract and spiritual 

aspects of cultural heritage, by which she means festivals and celebrations that have not 

been maintained by next generations and got forgotten.  

 To sum up, there are a number of similarities between cultural and public 

memory. They both attempt to explain the past to groups of people and they may be 

used in the formulation of identity. However, public memory is preserved via 

monuments, memorials and is in most cases imposed by the institutions; whereas 

cultural memory is often based on cultural heritage and objects that already exist (that 

could have belonged to someone). It exists most often on heritage sites, it needs to be 

animated and uncovered and its aim is to provide continuity of cultural identity for next 

generations.  

 

  



20 
 

2.3.  Features of public and cultural memory 

 

In this section, I will analyse how public and cultural memory are perceived in order to 

establish the set of features that characterize them. Contemporary memory scholars hold 

different positions that relate to memory. Greg Dickinson, Carole Blair and Brian Ott 

(2010), the authors of Places of public memory: the rhetoric of museums and 

memorials, provide an overview of different approaches to memory. In their view, 

memory is based on the following six claims: 

1) memory is triggered by present anxieties; 

2) memory describes shared identities, providing senses of common identity; 

3) memory is stimulated by affect; 

4) memory is partisan, partial and often challenged; 

5) memory has confidence on material and symbolic supports; 

6) memory has a history. 

I will discuss each of these positions individually and I will extend them by explaining 

the issues of identity (which relates to the second point), and memory and history (third 

point). 

 Firstly, memory is triggered by present concerns and it appears in discussions 

within groups that tell stories to themselves. Groups talk about individuals or events and 

they glamorize some of them. They make choices in order to present only some actions. 

David Lowenthal (1985, p.194), the author of The past is a foreign country, suggests 

that people 'select, distil, distort, and transform the past, accommodating things 

remembered to the needs of the present'. These remembered things may be 

communicated in the forms of narratives, plays, films and other multimedia 

presentations. 
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 Secondly, memory is considered by some scholars as a narrative of common 

belonging. It offers people in a group the understanding of a sense of identity and 

belonging to the particular assemblage. This approach may be false, however as 

common belongings can be imposed by authorities who present one version of public 

memory (official memory), which is not necessarily true. Public memory is identified 

with national patriotism which allows groups to self-define and to determine its identity 

(Bodnar, 1992).  

 The notion of identity was introduced by psychoanalyst Erik Ericson in 1950s 

and depends on the notion of memory (Gillis, 1994, p.3). Identity is understood as the 

sense of sameness of the individual or a group of people who share the same time and 

space. Identity is linked with remembering. Nations and individuals demand identity 

and fight or die for it. National identity refers to a certain relationship among people that 

is sustained and constructed over the time. National identities can be reconstructed and 

focused on historical, political and economical integration. The relationship between 

identity and memory is related to commemorative activity which is understood as a 

political and social organization of group memories with the focus on public 

commemorations rather than personal ones (Gillis, 1994, p.4-5). Dolores Hayden (1995, 

p.9), an American scholar of American studies, claims that personal memories of 

parentage and the social or collective memories, are merged with histories of our 

families, co-workers, neighbours or ethnic communities.  

 Thirdly, public memory is animated by affect, which means that emotional 

affection is the reason why objects, people, events and places should be preserved 

(Dickinson, Blair & Ott, 2010, p.7). This type of approach tries to address the 

relationship and differences between memory and history. 

 Kendall Phillips (2004, p.2), the author of Framing public memory, states that 

ólivingô memory is in contrast with fixed history and adds that societies are established 
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by memories and interactions and rituals can create such memories. Memory, history 

and relics are modes that enable the access to the past. Memory extends back to 

childhood, whereas history stretches to the earliest records of civilization and is open to 

the public. Memories determine personal identity and are personal, unless they are 

shared and they become public memories. Memory is the premise of knowledge. It is 

based on other peopleôs accounts of the past and disappears with its owner. History can 

be formulated on the basis of eyewitness accounts and evidence that includes second 

hand memories (Lowenthal, 1985, p.212-213). It does not present details and individual 

fragments, but is concerned with a unitary whole. The role of historians is to establish 

contrasts and comparisons between a variety of diverse positions (Boyer, 1994, p.135). 

History and memory both focus on physical remains, which are mute, and interpretation 

is necessary. As Lowenthal (1985, p.xvii) agrees, these remains create bridges between 

then and now. What is more, these items, even when distorted due to erosion, are 

evidence of past events. Objects do not have to be from the antiquity, but items that 

belonged to a person who died also produce such bridges with the past, with the person 

that is no longer with us (e.g. shoes in the Auschwitz Museum). Lowenthal (1985, 

p.193-194) claims that the foundation of memory is the awareness of the past. People 

can distinguish past from present and it is confirmed that they have experienced the past 

through the consciousness of former events. History and memory do not create one 

continuous version of events, there are discontinuities in memories gathered within a 

group of people. 

 Fourthly, memory is considered as partisan, partial and contested. Barbie Zelizer 

(1995, p.224), an Israeli scholar of communication and memory, claims that the 

principle of the understanding of collective recollection is its partiality. It is important 

who decides what is to be remembered as it indicates which events will be preserved. 

Soviet Russiaôs influence in Polish politics between 1945 and 1989, created the image 
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of the Soviet army as saviours and only good aspects of the Sovietôs involvement in the 

war were allowed to be preserved. The Katyn massacre (mass execution of Polish 

officers and intelligentsia carried out by the Soviet secret police in 1940) was not 

allowed to be mentioned at all in public before 1989. No single memory has all that we 

recognize, or could identify, about any event, issues or personality. Memory is selective 

and it turns aside other memories (Dickinson, Blair & Ott, 2010, p.9).  

 Fifthly, memory is reliant on symbolic supports. This symbolic support can be 

language, communication technologies, ritual performances, places and objects that 

generate the attachment to the group (Browne, 2010, p.18; Dickinson, Blair & Ott, 

2010, p.10). Iwona Irwin-Zarecka (1994, p.13), a Polish scholar and specialist in the 

area of collective memory, claims that securing a presence for the past demands 

ómemory workô which may involve writing a book, filming a documentary or erecting a 

monument. In this way, the óinfrastructureô of public memory is created. Barbara 

Misztal (2003, p.6), a Polish scholar of sociology of memory, agrees that rituals, 

language, sites of memory and commemorative practices are factors that make the 

public memory. Jay Winter and Emmanuel Sivan (2000, p.6-9), American historians 

and memory scholars, add poetry, architecture and art to the list of symbolic supports 

mentioned by Irwin-Zarecka and Misztal.  

 Sixthly, memory has a history (Dickinson, Blair & Ott, 2010, p.10). Jacques Le 

Goff (1992), the French author of History and memory, claims that memory should be 

arranged around shifts in communication technologies, which also have a history of 

development (panorama, diorama, cinema, IMAX). Alison Landsberg (2004, p.3), an 

American scholar of early cinema, museums and memory, claims that 'memory is 

historically and culturally specific; it has meant different things to people and cultures at 

different times'. Technological innovations catalyzed memory practices and shifts in 

memory understanding. Landsberg's (2004, p.3) notion of óprosthetic memoryô relates to 
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mass cultural technologies. Prosthetic memories are 'divided from engagement with a 

mediated representation (seeing a film, visiting a museum, watching a television 

miniseries)'. 

 To sum up, public and cultural memories are selective. A single memory only 

contains a part of a given issue or event. We have a tendency to glamourise a part of 

memory and neglect, omit or simplify other parts. Memory is often based on emotional 

affection, thus providing senses of common understanding among those who share this 

affection. Memory differs from history as it is more personal and open to changes. 

Memory relies on symbolic representation which uses language, communicative 

technologies, ritual performances, places and objects to generate the attachment to the 

group and secure remembrance. Finally, memory has history which indicates that 

symbolic representations developed in time. In the past, literature and paintings were 

prominent symbolic representations, whereas nowadays electronic media as a form of 

communication technology seems to play the major role in preserving memory. 

 

2.4. The role of communication technologies in supporting memory 

 

Today, films, photography, music, the Internet blur boundaries of time and place which 

might once have seemed less navigable, to provide a constant access to memories. They 

often use such narrative techniques that interweave the past, present and future. 

The past has become part of the present in ways simply 

unimaginable in earlier centuries. As a result, temporal 

boundaries have weakened just as the experiential dimension of 

space has shrunk as a result of modern means of transportation 

and communication (Huyssen, 2003, p.1). 

 

It can also be argued that the information overload, and the speed at which things 

become available, might have exaggerated rather than reduced the gap between what is 
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ópastô and what is ópresentô. As a result, very recent things and events can be perceived 

as óoldô when 100 years ago they would have been considered current. 

The lesson of history could be acknowledged from traditions and urban space. 

Tradition shaped social and cultural life whereas urban environments provide material 

traces of the past which are still available in the present. According to Andreas Huyssen 

(2003, p.1), a German scholar of literature and culture, museums, monuments and 

public spaces represented traces of the past in the present and they were, and still are, 

the communication methods of transmitting past to the present and also to the future. It 

was important, for instance, in the nineteenth century to create monuments to national 

pasts in order to legitimize and provide meaning to the present and the future. Huyssen 

(2003, p.2) states, however, that a monument can no longer work as a method for 

communicating memories and that due to the technological development in the 21
st
 

century, we could speak of communication technologies rather than communication 

methods for transmitting memories. 

In my view, it is debatable, however, as communication methods and 

communication technologies do not exclude each other. They can co-exist and co-

operate in one enterprise. The difference between these two notions results from the 

ócommunicationô paradigm change. Communication in the past tended to be quite one-

way but now it has become interactive and participatory (e.g. wikis). Communication 

technologies correspond to a new understanding of the communication concept and are 

perceived as audio-visual systems that are used to handle information and aid 

communication. A videophone can also be included in this definition, because it is an 

audio-visual device where stories and recollections are shared. However, its principal 

aim is not communicating memories to a wide audience but acting as a tool for 

conducting a dialogue between two people. 
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The increased relevance and weight of technology and technological 

development reflected in communication technologies may be considered as something 

that affects communication methods. Museums or monuments, which are traditional 

communication methods to preserve public memories, may use or may be supported by 

communication technologies to enrich the content they display.  

In this thesis, communication methods are recognized as methods of delivering 

narratives and transferring memories. They are supported by communication 

technologies that are responsible for the visual presentation of material (e.g. painting, 

video projection on a screen) with the addition of sound, where this type of production 

is designed for the wide audience (cinema, panorama painting or television).  

According to Kenderdine (2009, p.78) by 'using new technologies, many 

practitioners believe that it is possible to transport meanings of place to different times 

and locations to be recreated anew as maps or virtual renderings'. The recreation of 

place can be facilitated in a number of ways (television, computer visualisation 

techniques, film), but problems occur as to how to provide an observer with an instant 

view of all objects gathered in the particular environment or interior. This seems to be 

facilitated in medieval churches. Alison Griffiths (2008, p.19), an author of Shivers 

Down Your Spine: Cinemas, Museums, and the Immersive View, claims that medieval 

cathedrals were multisensory spaces. Spectators experienced their beliefs not only by 

looking at the paintings and by listening to organ music that was played in the church, 

but mainly corporeally, because they attended a particular liturgy or a ritual which was 

performed for ages according to cultural memories. Colourful mural paintings and 

decorative stained-glass windows enabled people to learn more about the past and in 

this way understand their religious identity (Griffiths, 2008, p.19). Sixteenth-century 

architectural spaces attempted to merge the architecture and the interior design 

seamlessly by the application of frescoes. By doing this, they óaugmentedô buildings 
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with narratives, which reflected current cultural and social trends in terms of óidealô 

landscapes. As Oliver Grau (2003, p.39), a German art historian and media theoretician, 

states: 

three dimensional architectural features with a real function 

combine with purely pictorial elements in a total effect where 

nothing interferes the illusion or interrupts the effect.  

 

Later in the seventeenth century, Baroque churches with a number of paintings and 

frescoes invited spectators to enter an imagined space. Due to the discovery of 

perspective laws, it was possible to create three-dimensional representation of space and 

project onto a two dimensional surface. From a centre of projection (where visual axes 

met) it was possible to imagine depth despite also knowing that it was constructed 

artificially by a combination of frescoes and architectural details, aligned to guide the 

spectator's eye ever higher, further, towards a heavenly realm. Baroque churches were 

the precursors for the eighteenth century creation of an accurate wrap-around 

perspective - a panorama (Lister et al., 2009, p.121). Cathedrals just like panoramas 

enclose viewers and have a multisensory character. The panorama painting as 'the first 

true visual mass medium' (Oettermann, 1997, p.7) and one of the first communication 

technologies for mass audience made it possible to visualize new spaces surrounding 

the observer and provided the context for individual objects. Panorama started the 

evolution of visual spectacles for mass audience. Griffiths (2008, p.19) lists a panorama 

among immersive environments that act as communication technologies. Her repository 

of immersive environments also includes diorama, moving panorama, cinema and 

IMAX. Panorama and these environments are explored in detail in chapter 4.1.  

Apart from communication technologies mentioned by Griffiths we have to pay 

attention to recent devices in the form of large screens. Large public screens located in 

large number of public spaces, have rapidly become a sign of modern urban 

development projects in cities.  
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 Scott McQuire, Nikos Papastergiadis and Sean Cubitt (2008) are exploring the 

potential of large electronic urban screens that supply the formation of new possibilities 

for public agency in public space. Public Space Broadcasting is a British project, which 

has established a network of large public screens in the biggest cities in the UK since 

2003. These screens are tools for enhancing social cohesion, developing the tourism 

industry, strengthening positions of host cities and emphasising cultural events in the 

region. Contemporary artists no longer see these large screens as locations to present 

their projects, but they use them to produce new forms of public relationship. For 

instance, the Bradford Grid, an organisation that supports local initiatives uses the urban 

screen in Bradford not only for presentation of artistic content but also to encourage the 

participation of local residents who live or work in the city (Allen, 2008, p.33). These 

screens play a significant role in creating a new public space with civic engagement. 

The new feature that is available in Big Screens across the UK is the ability of audiences 

to participate actively in the content presented on the rectangular surface above their 

heads. This participation is possible because every Big Screen is connected to a 

computer and, for instance, games based on augmented reality are possible. These 

activities are in the experimental stage; however, they could evolve to a new form of 

interaction with the assembly gathered on a public space in the near future. 

Big Screens broadcast BBC content, but also display information about local 

cultural events. McQuire, Papastergiadis and Cubitt (2008) state that these screens 

'serve as a site for the collective enactment of public rituals including collective 

celebration and mourning'. What is more, 'people were putting flowers at the bottom of 

the screen' when it presented a broadcast of a one-minute silence and a service in a 

cathedral after the death of a soldier. This situation occurred in Liverpool and is 

mentioned by McQuire, Papastergiadis and Cubitt (2008). In my view, the large urban 

screen may play the same role as a monument or street memorial if they are in the right 
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locations and display the content that is designed to invoke memories. The question that 

arises is what content and what narrative form is suitable for public spaces? (2011) 

I am aware of the fact that screens may be detrimental to the character and 

existing uses of public spaces. Large screens have been harshly criticised by the 

Commission for Architecture and the Built Environment that accused the London 

Olympics organisers of plastering the country in 'digital wallpaper' and turning it into an 

'outdoor Currys' after it turned out that many of the 400-inch screens would not be 

temporary, as originally suggested (CABE, 2011). CABE states that the screens should 

be installed on new buildings and in spaces where digital media play a positive role. 

The spaces where many of them are currently located are not suited for them. They 

could be physically improved and the content displayed on screens could be supervised 

to ensure it is of high quality. One could ask whether a single large screen is the 

direction for the future, or whether an alternative display technology could be explored. 

The following section introduces chosen communication methods for preserving 

memory. 

 

2.5.  Methods for preserving memory 

 

It has been mentioned in the previous sections that public and cultural memory are not 

constant. They are formed through ongoing change of ideas, thoughts and opinions. 

Thus, they need to be revised and reassessed from time to time.  

 Public memory is a basis for history. It needs to be recorded in some way, as it is 

elusive. If it only exists among a group of people it may be distorted or forgotten as the 

time passes and will result in history created artificially. For this reason, public memory 

needs to be protected from oblivion and deformations (e.g. in the form of monuments, 

sculptures).  
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 Cultural memory can be protected by preserving objects as 'references to the 

past' and cultural heritage sites because these artefacts or locations reassure the society 

about its cultural continuity. According to Holtorf (2008) souvenirs and photographs 

have an important place in the cultural memory discourse. Souvenirs are signs of events 

that exist through the creation of narrative in order to improve collective understanding 

of the past (Stewart, 1993, p.132-133). In my opinion, they could inspire the creation of 

artwork that may enhance the preservation of memory. 

 I will now move to a discussion of each single method of preserving memory. I 

will try to elaborate on them in the context of the subject they represent, their impact on 

society, their reception by nationals and foreigners and their duration. I will first cover 

techniques, which do not involve active participation of the observers (2.5.1), or people 

who want to commemorate a particular person or an event. I will begin by describing 

museums, archives and libraries, which are sites of memory and then move to 

commemorative objects such as monuments and statues. I will also refer to urban 

landscape and architecture, which constitute large city spaces with mnemonic function. 

Finally, I will discuss individual or collective pieces of work designed to preserve 

memory such as paintings, painted panorama, photography and video.  

In the following part of this chapter, I will concentrate on the methods of 

preserving public memory, which require some sort of interaction from observers 

(2.5.2), or people who want to commemorate an event or a person. These methods 

involve street memorials, public art, the Internet, festivals and rituals.  
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2.5.1. Non-active forms of preserving memory 

  

Site of memory  

 

Museums and archives, as sites of memory, are not the only institutions where the 

understanding of the past occurs and memories are preserved in the form of books, 

audio recordings, films etc. Monuments, emblems, commemorations, symbols, rituals or 

mottos are also listed by Pierre Nora (1996), a French historian of Jewish descent, as 

locations where public memory is maintained.  

Nora (1996, p.1-3) refers to a memory place as a site of memory. The term was 

created by translating the French expression lieux de mémoire, which was used for the 

first time in the non-fiction book The Art of Memory (Yates, 1966). Frances Yates, who 

is a British historian, states in this book that the art of remembering is based on memory 

places, loci memoriae. In other words, lieux de mémoire refers to sites which were 

consecrated to memories such as libraries and museums. Memories when stored and 

displayed by them will be remembered (Whitehead, 2009, p.143). 

Nora (1996, p.3) claim that a site of memory is a significant entity, which has 

become a symbolic element of the memorial heritage of community places. Sites of 

memory are thus places where the effects of the application of various methods of 

preserving memory are kept.  

 The role of sites of memory is growing as our society seems to store data and 

memories in different forms (digital photos, video files, audio recordings) and tries to 

preserve the past that is disappearing (Savage, 2006). Uncertainty about the future 

causes communities to collect and preserve large number of memories, which are 

necessary for example for national identify or a sense of belonging to a family. Nora 

(1996, p.1-3) claims that modern society builds and invests into sites of memory 
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because these sites have replaced 'real environments of memory'. In other words, objects 

and artefacts collected, for example, in museums try to provide a full depiction of the 

environments and their origin. However, this depiction is not complete as these items 

are separated from the context and from their original environment. 

 Nora (1996) who introduced sites of memory does not list other subjects such as 

photography, images, books, films, new media installations, public screens or urban 

landscape, because these enterprises are not lieux de mémoire in the strict meaning. 

Thus, we can see that Nora attempts to distinguish sites of memory and methods of 

preserving memory. However, the borderline between these two categories is not often 

clear. If we take monuments, for example, we may easily notice that they are places 

where public memory is recalled through some type of symbolism they include and they 

are also a method of recalling public memory, especially if they are removed from their 

original locations and are placed in museums. Furthermore, it does not seem to be 

appropriate to classify emblems, commemorations, symbols, rituals or mottos as 

locations where public and cultural memory is preserved as they are objects or 

activities. I would rather refer to them as methods of preserving public memory. At this 

point, I have noticed an interesting aspect of these methods. They usually involve an 

active participation and I would say that they have social impact. These methods are 

typically applied by a group of people who want to commemorate the loss of someone 

they knew. 

Another type of commemorative remembering that also highlights certain values 

of a person are presidential libraries, which became one of the methods of not building 

monumental structures, and where public memory about an individual can be still 

understood (Hufbauer, 2005). Truman Library, Nixon Library or Reagan Library do not 

provide the immediate emotional power as, for instance, Lincoln Memorial or 

Washington Monument but they contain exhibitions related to the particular president of 
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the United States and a number of documents, films, audio recordings which need 

further investigation and can benefit the cultural knowledge of the public. 

 

Monument 

 

 

Monuments are structures built to commemorate important events or people. The word 

monument comes from Latin monere which means 'to remind' (Harper, 2010). There are 

several key types of monument: memorials (The Unknown Warrior memorial), columns 

(Nelsonôs Column), mounds (Kosciuszko Mound), obelisks (Washington Monument), 

triumphal arches (Arc de Triomphe) or objects created for religious commemorative 

process (grave stones, monoliths, temples, cenotaphs). Monuments were often used to 

improve the appearance of urban landscapes and were built mainly in public places. 

Additionally, they have been used to communicate historical and political information. 

Their roles also involved strengthening the current political situation (Lenin statues in 

the former Soviet Union) and educating public about significant figures (Nelson's 

Column in London) or events from the past (Naval War Memorial in Plymouth).  

 The importance of preserving memory by means of monuments was noticed by 

Halbwachs (1992, p.40) who claimed that strategic mobilization of commemorative 

monuments in mnemonic landscapes reinforces officially sanctioned collective memory. 

Halbwachs relates to 'statuomania' which is the creation of public monuments erected to 

honour individuals or political concepts (Hayden, 1995, p.67). Statuomania started in 

1870s and manifested politicians or military figures on horsebacks that were produced 

all over the Western world in order to recall national heroes and events in which they 

participated (Michalski, 1998, p.44-45). Michael Stocker (1996, p.41-42), in the 

Turner's Dictionary of Art, points out that statues or monuments are located in places 



34 
 

which are accessible to the viewer. Streets, parks or squares are preferred locations for 

such memorials. 

 Miles (2010) provides an example of a monument which can be either a public 

monument or a cultural memento. Its function depends on where it is located. The 

Berlin Wall (1961-1989) was a security system in the Cold War period and an object in 

the original location (in situ). The Berlin Wall was divided into sections after 1989 and 

was sold to many places in the world. One section of the Wall is located in New York 

and was purchased at auction. This section is an aesthetic object not located in the place 

of its origin, which is currently used as a piece of street furniture which interests visitors 

and is taken for granted by local residents (Miles, 2010, p.51). Creating a collective 

understanding of the past through this object is difficult because this particular segment 

was taken from the environment to which it belonged and was placed in a culture that 

does not necessarily understand its historical context. Therefore, in my view, it does not 

play the same role in preserving public memory. To those who know its origin and 

historical context behind it, it works as a victory trophy that was taken after defeating 

the regime. One could ask what type of objects could be used in the preservation of 

memory. 

 Monuments are not always well received: The Berlin Wall because it was a wall 

that divided the city of Berlin; Vietnam Veterans Memorial (VVM) that divided the 

community who wanted to commemorate those who died in the Vietnam War (1955-

1975) or the design of the monument in Auschwitz that was finally not built. They 

constitute real evidence to contradict Kirk Savageôs (2006) (researcher of history of art 

and architecture, the author of the book Monument Wars) opinion on the role of public 

monuments according to which public monuments have been 'the most prestigious 

forms of commemoration, because they were designed as permanent showcases of 

public memory, to last for the ages'.  
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 Vietnam Veteran Memorial (VVM) was designed by Maya Lin in Washington 

in 1982. This monument is the example of the shift called by Wodiczko (1999, p.49) a 

'humanized place of cultural relaxation', where instead of glorifying the war in Vietnam 

(in a óprestigious formô), it illustrates the costs of the conflict. This was one of the 

reasons that divided the community of veterans in the USA. For this reason, the 

monument became a turning point in the understanding of public memory (Haskins, 

2007, p.404). It invites participation in physical form, so visitors can search for a list of 

American casualties in a chronological order. VVM contains 58,175 names of those 

who died in service in Vietnam/South East Asia and its shape was controversial at that 

time. In contrast to traditional monuments, VVMôs design did not contain traditional 

elements (heroes, inscriptions). However, this monument enables the learning of 

collective memories through socialization with other viewers and provides new 

interpretations. This monument could be treated as a storage place for information about 

the names of dead soldiers, but it also supplies visitors with an awareness of the cultural 

continuity. In my view, this monument creates a space for presenting public memory, 

but due to large number of details (names) does not create a meaningful message for the 

future generations. The cost of the war and the names of victims are petrifying features 

of VVM. However, I think, that visual aspects of the representation of the war are still 

crucial for the preserving of public memory. Visually rich monuments with a number of 

ornaments create interpretations and are more meaningful for their viewers. One could 

also ask whether visualisations on monuments created using digital projections could 

provide enough contexts for the understanding of monuments. Words on VVM or blank 

wall (one side of the Berlin Wall often included graffiti and the other side was blank) do 

not provide enough context particularly to those who have different cultural origins or 

belong to a different generation. Such monuments require interpretations and adding 

narratives.  
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 People, institutions, tend to find the suitable forms of preservation for tragic 

events from the past and also heroes, but it is almost impossible to design or create 

memorial that could fit all social groups. Stefan Aloszko (2010, p.96-109), a researcher 

of Auschwitz, attempts to present the difficulties involved in finding 'a universal 

expression for the memorialisation' at Auschwitz, because a number of different ethnic 

groups were killed there. In some cases camp blocks were used for presentation 

purposes, and histories or narratives were included in these exhibitions and in this way 

create cultural memory at Auschwitz. The Polish state wanted to honour the victims of 

the German Nazi Concentration and Extermination Camp not only through exhibitions 

in the museum, but also aimed to create a memorial where the collective memory could 

be commemorated through public rituals. The authorities considered a monument from 

stone or bronze a more appropriate form of remembrance than narratives included in 

exhibitions. There was a long discussion which started in 1950s about the design of the 

right monument. The winning design by Oskar and Zofia Hansen, chosen from almost 

500 international designs, was based on óa roadô where visitors could walk through the 

concentration camp and imagine what victims had experienced. The road acted as 

'petrifying agent but did not memorialize the drama in any way' as it did not 'facilitate a 

narrative that talked of [...] suffering' of the camp prisoners and also did not answer the 

question 'who exactly is being memorialized' (Aloszko, 2010, p.100-103). The 

monument according to Hansenôs idea was not created, because it was not an 

appropriate form of commemoration in Peopleôs Republic of Poland before 1989 where 

openness, sharing opinions and deciding about options were not appropriate. In its place 

another stone-made monument was erected in 1967 and it contains memorial plaques in 

several languages communicating the number of prisoners who died in the camps. The 

plaques provided distorted information as they overrated the number of victims to four 

millions which was requested by communist regime in Poland. When the regime 
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collapsed in 1989, the plaque was changed and included the correct information about 

one and a half million men, women and children who died in the camp.  

After investigating the VVM and designs of monuments in Auschwitz one could 

also ask a question: is the memorial in the form of monument the most appropriate 

method of preserving memory in the 21
st
 century? What communication technologies 

could not only transmit memories and transport audience to particular places, but also 

tell narratives of what happened in the past and evoke memories so the audience could 

be touched by the place itself? 

Carole Blair, Marcha Jeppeson and Enrico Pucci (1991, p.263-265), scholars of 

rhetorical and cultural studies, interpret the VVM as a prototype of postmodern 

memorializing where a number of possible interpretations are possible. However, the 

visitors are not provided with a narrative about the war in Vietnam. In my view, the 

participation is not active, because most visitors probably will not read thousands of 

names, which are written in a chronological order. It is partially active because visitors 

traverse along the monument and have an opportunity to read and find soldiersô names. 

Similar concept of traversing along the above mentioned óroadô was proposed in the 

design of a monument in Auschwitz. In my opinion, it could be worth exploring 

whether electronic media have a potential to make the process of traversing more 

participatory and could include a more public presence into the commemoration process 

by adding narratives in a visual form that does not require using words or texts (they 

could be understood by all people, not only from a few countries). 

The concept of traversing apart from the VVM ( Figure 2A), was also applied in 

other monuments: for example, Jewish Museum by Daniel Libeskind in Berlin (Figure 

2B) and Monument to the Victims of the State Terror by Varas Studio (VST) in Buenos 

Aires (Figure 2C). In the Jewish Museum the visitors traverse along the zigzag, which 

evokes tortures. Discontinuous walls (different than in the VVM monument) suggest 
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fragmentation. Jewish Museum is located under the ground and to be entered from 

below. 

 

 

Figure 2 Three monuments based on the concept of traversing. A - Vietnam Veterans Memorial in 

Washington
7
; B - Jewish Museum in Berlin

8
; C - Monument to the Victims of the State Terror  

in Buenos Aires
9
.  

 

In the VST monument visitors traverse a space between two lines. One line separates 

the monument from the past and the second line (round line) divides the space for 

traversing and a river. According to Huyssen (2003, p.107), this space between these 

two lines is a memory space which is fragile and dependent on interpretation. This is 

also a space of reading names located on the walls (similarly in the VVM). It 

encourages contemplation or perhaps prayer as visitors walk along close to the walls.  

The three monuments described above have a few common features. The design 

of these monuments is open, minimalist and there is no ornament or monumental 

ambition. A question may arise, however, whether they are successful in transmitting 

memories, i.e. whether they convey sufficient message to be recognized as symbols of 

the past in the landscape. It is not an ornamental character of the monument or 

multiplying the number of elements of the monument or the number of monuments on 

one site that decide about the effective preservation of memory.  

                                                
7 Source of image: http://images.travelpod.com/users/leedellekaptain/1.1286647834.washington-dc-

vietnam- veterans-memorial.jpg (Accessed: 16.04.2012). 
8 Source of image: http://farm5.staticflickr.com/4083/5159930050_17ff6ec6a7_z.jpg (Accessed: 

16.04.2012). 
9 Source of image: http://2.bp.blogspot.com/_nouYsJZIi7w/TA5RXuQ3VZI/AAAAAAAAASA   
QuNG5GaD12Y/s320/DSCN2141.JPG (Accessed: 16.04.2012). 

A B C 
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The more monuments there are, the more the past becomes 

invisible, the easier it is to forget: redemption, thus, through 

forgetting (Bal, Spitzer & Crewe, 1999, p.193).  

 

Huyssen (2003, p.109) claims that figurative sculptures on pedestals are not a suitable 

method for preserving memory. He finds memory sites located in the expanded field 

that combine sculpture, landscaping, architecture, and design and are incorporated into 

an urban fabric as more appealing in preserving memory. 

In my opinion, however, making a monument part of the expanded memory site, 

is not the only condition that has to be met to make it successful in transmitting 

memories. I share the idea of Bal, Spitzer and Crewe (1999, p.191-192) who claim that 

only by wrapping a monument, can it become more visible and cease to be a kind of 

historical waste. The fitting material for wrapping the monument could be a narrative 

that conveys the message about the past. But how to construct such a narrative? What 

features should it include and what should it restrain from? 

 Some attempts have already been made in the past to wrap monuments in 

narrative. Monuments and memorials that were produced in the 19
th
 century and in the 

beginning of the 20
th
 century are representing ósensational symbolismô (Haskins, 2007, 

p.403) whose task was to convey narratives about heroes, great values or victories. 

Should contemporary monuments follow the pattern of the 19
th
 century monuments or 

should they expand on the monument paradigm and exploit the potential of 

communication technologies thus being more direct in transmitting the message about 

the past? I will try to find an answer to these questions by exploring different methods 

of preserving memories with respect how they communicate narrative to the audience. 
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Statue 

 

Statues, as another non-active form of preserving memory, represent dead people 

(however some people had their statues before their death e.g. John Paul II) and they are 

carved in stone or cast in bronze. The statue depicts a body of an individual and 'alters 

the temporality associated with the person, bringing him into the realm of the timeless 

of the sacred, like an icon' (Verdery, 1999, p.5). Statues are often represented with an 

object or objects that symbolize the person. For instance, Figure 3 illustrates the statue 

of renaissance astronomer - Copernicus - who is usually represented with an armillary 

sphere (spherical model of objects in the sky).  

 

 

Figure 3 The statue of Copernicus in Warsaw represented with an armillary sphere. Image by Karol Kwiatek. 

 

Statues do not present the wide context of the historical epoch in which the individual 

lived. The inscription under the statue helps to understand this person's name, date of 

birth, date of death and the role the person played. People represented in statues are 

known for local residents, but some foreigners need to read the inscription under the 

statue in order to get a historical context. Statues are commonly located in public 

spaces, where the spectators have proper access to become familiar with the person they 
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embody. Durability of materials used to build statues such as stone or bronze allows 

them to survive hundreds of years, but the narrative included in this type of monument 

is limited to information in the inscription. 

 Statutes can be used as instruments of oppression and salvation, because their 

symbolism is powerful and effective to influence the public memory. They provide a 

permanent way of preserving memory as messages they convey last as long as the 

material (bronze or stone) that was used to create them. However, statues as visible 

signs (sometimes a mask) of a regime attract the attention during a revolt which could 

destroy them (Miles, 2007, p.152). There are a number of examples in history where the 

crowd demolished a statue (Lenin statues, Stalin statues, the statue of Saddam Hussein 

or recently the statue of Muammar Gaddafi). The razing of statues is rare, but occurs 

occasionally. It might have the effect that the memory about such a person is no longer 

preserved in the same way as it was when the statue was standing. I remember watching 

on television the process of pulling down of the Lenin statue in Krakow in December 

1989, only six months after first free elections in Poland. Now, the large public space is 

empty and no other monument was erected in this location. Figure 4 illustrates two 

different views of the same place (with and without the statue of Lenin). This public 

space could have been given a new function but it has not been found till now. For 

example, it could be a place of integration and public viewing of a large screen. 

Malcolm Miles (2007, p.155), an English scholar of cultural theory, states that in 

Armenia the statue of Lenin was replaced by a video screen at the main public square. 

Such screens magnetize people, especially young generations and I think, are more 

appropriate forms of monuments for the 21
st
 century than bronze statues. One could ask 

why the original stone or bronze monuments were demolished and the surrounding area 

changed. The memory that these monuments preserved imposed a version of 

remembrance (e.g. propaganda) which was not necessarily true. When the old regime 



42 
 

collapsed, it was necessary to re-vitalize surrounding environment in order to start 

transmitting new memories.  

 

 

Figure 4 The statue of Lenin in Krakow-Nowa Huta (Poland) in 1970s (left)
10

  

and the same square without a monument (2012) (right) - image by Karol Kwiatek. 

 

Statues have not provided an opportunity to visualize alternative views of the history. 

They were built to portray an event (based on facts) in the past or a heroic person. Their 

aim was to impose the ideology and they were produced to be landmarks of places (for 

example, Nelsonôs Column (1942) which depicts English naval power became one of 

the most common Londonôs views presented on postcards, so this monument is a 

landmark in London). Miles (1997, p.81) claims:  

The history represented by statues is a closure inhibiting the 

imaging of alternative futures by denying the possibility of 

alternative pasts; but if this monument is an opening in societyôs 

received structure of values, dislocating the assumptions of an 

óofficialô history, it is an act of resistance.  

 

One might question the existence of alternative pasts mentioned by Miles. In my view, 

there is one past, unless the understanding of history was reinforced on us by, for 

example, a regime and people are aware of alternative pasts. Maybe alternative pasts 

refer to the situation that would take place if the history took a different course. In my 

view, communication technologies have a potential to provide an opportunity of 

creating alternative pasts and visualising them to the observers. I think that once the 

                                                
10 Source of image: http://www.omyguide.pl/images/stories/Lenin1.jpg (Accessed: 10.10.2011) 
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statue or monument is enriched with multimedia devices (screens, sound systems) there 

is a chance to preserve public memory in an innovative way that could attract young 

people. Multimedia presentations rely on electricity supplies; which need to be provided 

all the time in order to make them work. The costs of such enterprises are high and 

devices such as large screens can be turned off accidently and interrupt preservation 

memory. Nevertheless, they seem to have a greater potential in delivering meaningful 

interpretations of the past events and heroes than traditional monuments and statutes. 

 Multimedia and interactivity open a new potential for commemoration and 

recollection. However, still very little is known about how cultural memories have been 

preserved using these new approaches because they need to create an environment that 

would immerse groups of individuals through interaction and multimedia display. 

 

Urban landscape and architecture 

 

Just like museums, monuments and statutes, urban spaces are involved in the memory 

processes. Huyssen (2003, p.101) notices this fact by claiming that: 

[p]ublic memory involves interventions in urban space, [...] cities 

remain the main battleground on which societies articulate their 

sense of time past and time present. [...] Cities, after all, are 

palimpsests of history, incarnations of time in stone, sites of 

memory extending both in time and space. 

 

Urban landscape and architecture carry a load of symbols and memory so they can 

preserve public and cultural memory. Cultural heritage sites have the power to help 

citizens to identify their pasts and cultural identity. They not only trigger memories for 

local residents who share the same past, but are also crucial for visitors who would like 

to learn more about the past. One of the forms of preservation of public memory via 

architectural landscape is by the use of buildings that are symbols of the past events and 

whose shape, location or even names render associations with what they witnessed in 
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the past. These buildings are located on the specific streets which can also be a part of 

commemorative process, e.g. the Tower of London is associated with many executions 

ordered by Henry VIII. These forms of preserving memory are also effective, but due to 

the location of some structures (not in public places) they do not have impact on 

society. A building's main function is different. 

 Apart from these quite obvious methods of preserving memory, Casey (2004, 

p.32) stresses the importance of public places in this process. He claims that public 

memory happens when people assemble in one place and interact in a single scene of 

interaction. Public memory is not only located in a public arena or other common places 

but public memory is enacted there. The place embodies the remembrance itself. The 

place had a crucial meaning for Casey. For this reason, he formulated a concept of 

'place memory' which depends on recalling social memories through urban landscape 

(Whitehead, 2009, p.159). The past and identity of individuals is created by asking for 

accounts and stories about the past. Historic places have the power to help citizens to 

classify their public pasts. They do not only trigger memories for local residents who 

share a common past, but they are also crucial for visitors who would like to learn more 

about the past.  

 Embedding memory in buildings is one of the methods of presenting the past. 

Ordinary architectural structures have been ignored in this process, whereas significant 

constructions which include the narrative of past lives, biographies and events, are 

fundamental for preserving memory. However, one might ask about ever changing 

sense of what is historical, valuable and worth preserving to fix and protect the 

memories the building carries, and what is not. 
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Painting 

 

Paintings are another non-active form of preserving memory. They do not present the 

whole narrative but depict a certain moment, e.g. a battle in a war or a coronation of a 

queen. Unlike monuments and statues, they are multi-dimensional presentations. They 

have foreground, which focuses on the main theme, e.g. the queen-to-be on the throne 

and the background, which shows additional information, e.g. the place where 

coronation occurs and garment of servants that assist in the ceremony. Paintings give 

some hints to the observers, but they also allow lots of space for imagination so that, on 

the basis of traces of information found in the picture, the observer is able to recreate a 

wider picture of the event the image presents. The impact of the painting on society 

depends on the painter and, importantly, on the place of presentation of the painting. 

The durability of paintings is relatively low. However, if well preserved, they could last 

longer than the above mentioned forms of preserving memories (monuments, statues, 

architecture). 

 It is claimed that there is no work that presents the state of the mind of the artists 

as thoroughly as the painting. Thus, it includes emotions of the painters and their own 

interpretations of scenes they depict. Paintings are often memory works; which means 

they do not depict all the details but only those that were retained in the painterôs 

memory. With practice this faculty will strengthen and the artist will be able to discern 

important factors behind commonplace experiences (Carlson, 1971, p.138).  

 I think that recording an artist during the creative work or at least recording the 

inspirational environment would be useful for analysis of a particular piece of work and 

would allow links to be established between the artist's work and his personal life. In 

this thesis, I propose to record a panoramic field of view of artist's workplaces in order 



46 
 

to present all items gathered in such a location that could help in the analysis of artist's 

inspirations. 

 A painted panorama
11

 is a form of a painting that can depict 360-degree field of 

view and encircles observers. It does not present a state of the mind of artists, but just 

like a traditional painting, it provides a depiction of a moment in time with foreground 

and background. However, in contrast to traditional paintings, panorama consists of 

more than one rectangular painting. It provides a full context for the particular scene as 

it includes sections that proceed and follow a given scene thus providing 360-degree 

overview. Painted panorama is presented as a visual manifestation of the 19
th
 century 

culture.  

 Painted panorama transported an individual to a place, especially into current 

hotspots of the world so the audience could witness, for example, battlefields from 

Waterloo and Trafalgar to Borodino or Gettysburg. Painted panorama offered a 'vehicle' 

that enabled the spectators to visit remote lands or cities. It offered a collective public 

experience of virtual voyaging where people could share their feelings and memories 

with other gathered inside the same rotunda (a special round construction for presenting 

panorama canvases) (Huhtamo, 2002, p.194). The traversing within panorama rotundas 

was limited and occurred in a round shape along the painting. In my opinion, panorama 

could be a device worth further exploration, especially because of the collective 

experiencing the world and the use of technological innovations (e.g. digital 

photography) in panoramic imaging. However, far too little attention has been paid to 

the exploration of preservation of memories in modern rotundas which will be discussed 

in section 4.5. 

 

  

                                                
11 More information about painted panoramas may be found in section 4.1. 
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Photography 

 

Photography, as another method of preserving memory, has a number of obvious 

advantages such as ease of creation. Photography has a powerful facility to present the 

reality and can recall events or things very effectively. Nowadays, digital pictures are 

often edited, alternated and manipulated to create a desired effect but if this intervention 

is prohibited, photographs are still considered as one of the most reliable methods of 

presenting the world. 

 Catherine Keenan (1998, p.60-64), in the article titled On The Relationship 

between Personal Photographs and Individual Memory, indicates how taking pictures 

can emphasize the significance of remembering, both individually and collectively. She 

claims that images are helpful in stimulating memory and act as reminders. Traditional 

photography comprises 'an authoritative record of how elements are arranged from a 

certain perspective at a certain moment', but people who participated in the depicted 

event could see it from different point of view or diverse perspectives, so this aspect of 

photography can have an influence of what they may remember (Keenan, 1998, p.62). 

Every individual may remember a particular event differently. I think it might be worth 

investigating a method that will allow representing the world from a perspective chosen 

by the viewer. 

 Photography has the power to repeat what could never be replicated. The same 

feature is shared by memory. They both present past actions which could be lost forever 

when not remembered/photographed (Cieplak, 2010, p.140). However, Roland Barthes 

(2010, p.4-6), a French literary theorist, critic and philosopher, argues that to take a 

picture does not mean that the particular scene will be remembered. Piotr Cieplak 

(2010, p.138), a Polish scholar of cultural memory, documentary films and 

photography, claims that photographs from wars, humanitarian disasters 'acquire iconic 
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status and become ingrained in what can be referred to as collective consciousness and 

memory or particular events and groups of people'. The famous photograph of children 

in Vietnam escaping a napalm attack in 1972 became 'synonymous with the Vietnam 

War'.  

 I think that photographs presenting the suffering of people are more remembered 

than normal scenes from the life. If TV news presents tragic events such as national 

disasters or plane crashes, it is also watched by more people than when they broadcast 

peaceful events. It seems that people are attracted to the spectacles presented by the 

media that show suffering. One might ask what the role of emotions is in the creation of 

art work and in preservation of memory. 

 Keenan (1998, p.61) claims that due to the durability of a photograph, it can 

offer the opportunity of producing a permanent memory-image and on the other hand 

can hide original memory. The photographic image can stamp itself on memories 

constantly, without any decrease of its vividness. Philosophers, sociologists and film 

theorists (Walter Benjamin, Siegfried Kracauer, Roland Barthes) are inclined to see 

images implanted in memory as 'false memories' and they claim that the 'photograph is 

in the service of forgetting' (cited in Keenan, 1998, p.61). Barthes (1982, p.91) states 

that '[n]ot only is the Photograph never, in essence, a memory ... but it actually blocks 

memory, quickly becomes a counter-memory'. Susan Sontag (1990, p.165), an 

American essayist, repeats after Barthes (1982, p.91) that a photograph is 'not so much 

an instrument of memory as an invention of it or a replacement'. One of the objections 

to the photographic image is that it óremembersô everything, whereas recall only retains 

what is important. Siegfried Kracauer (1993, p.424-425), a German-born film theorist, 

argues: 'photography grasps what is given as a spatial (or temporal) continuum; 

memory-images retain what is given insofar as it has significance'.  
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 Barthes (1982, p.91) writes that his old photographic image órememberedô 

experiences that the author eliminated from the memory narratives which he 'habitually 

tells himself about that time'. 'The photographs perform as a ócounter-memoryô' because 

they demonstrate to Barthes that people 'incline to credit memory with a permanence 

and an epistemological authority that empirical studies prove it lacks' (Keenan, 1998, 

p.61). Photographs can be a testimony to what has not been remembered. 

 In my opinion, a single photograph is a subject to strong limitations on what it 

can 'remember'. It presents a partial fragment of a world and it does not depict views 

from behind the camera. A photograph is a record from a particular point of view. 

Ekaterina Haskins and Justin DeRose (2003, p.386), scholars of philosophy and 

rhetoric, state however, that photographs do not depict the surround context and 

position of memorial objects and their relation to each other (e.g. when located in one 

room but in diverse positions). This could be facilitated, however, by a panoramic 

photograph where the whole environment is stored on one image. Panoramic image 

provides an overview of individual objects within such a space and presents their 

mutual relation. I claim that panoramic photographs provide a more realistic depiction 

of the world than traditional photographs as they consist of images that were taken in all 

directions and then merged into one photograph and thus could be a medium for 

preservation of memories. 

 According to Keenen (1998, p.61) photographs can also function as sites of 

memory for a community once they are included in the present. Photographic 

exhibitions play the same role as exhibitions in museums as they recall public memories 

of a particular event. If these exhibitions use pictures that belong to different people and 

were created by different photographers, they additionally preserve individual 

memories, which taken all together constitute collective memory. 
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 Individuals, objects or landscapes depicted on photographs cannot be easily 

transformed (image editing is not taken into account). Every image represents one 

moment in time and it is said that one image can tell thousands of words. Zelizer (2004) 

explores the role of images as a preferred way of maintaining shared memories from the 

past. Image is an effective method of replaying the previous events and a 'key vehicle of 

memory'. Remembering through images is much stronger than through words. Zelizer 

(2004, p.158) states that images 'might best tell a story by strategically catching things 

in the middle'. However, this process depends on the person who presses the button of a 

camera. Here, I think, panoramic imagery not only catches one moment depicted from 

the middle of the scene, but also represents context, which could visualise the mutual 

positions of all items, not only a particular view. 

 To sum up, there are two points of view: those who claim that photography 

allows remembering (Cieplak, Keenan and Zelizer) and those who do not agree 

(Barthes, Benjamin, Kracauer, Sontag). In my view, photography presents a number of 

details, it is likely that at least some parts of the picture will be remembered depending 

on the individual preferences for remembering and familiarity of the scene captured in 

the picture. In some cases, however, photography can interrupt or distort remembering. 

Nowadays, photographs can be highly controlled or edited and the image we get can be 

created to reinforce some type of interpretation in us that was intended by the author or 

modifier of the picture. Pictures modified in such a way may be conceptual or abstract 

which interrupts remembering. I think it is worth exploring a method that will provide 

an almost unlimited photo-realistic exploration of space based on traversing paths that 

could enable viewing a scene from multiple points of view and in a number of different 

sequences. This facility is supported by the technique of panoramic videography which 

is described below. 
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Videography 

 

Videography refers the process of recording moving images on electronic media (hard 

drive, SSD drive). It can also refer to streaming media. The term incorporates methods 

of video production and post-production. It is the counterpart of cinematography, but 

with images captured on electronic media instead of film stock.  

 The narrative and video used in films render the movement of individuals in 

time and space. The story told in a film may take place over a long period of time and a 

film can present a large number of diverse scenes and characters. The form of 

presentation depends on the director of a film and on the techniques that are used to tell 

a narrative. Film is an appropriate method for education, because it tells a story about a 

specific issue in a concise way by the application of narrative and visual images. 

 The subject of film and video
12

 designed to preserve memory are often political 

transitions and repercussions of the past. These themes may be used both in fictional 

films and in documentaries. Fictional films often use real-life characters as points of the 

departure. They may elicit memories and provoke discussion among audiences; both 

those who have lived through the events and those who are being exposed to them for 

the first time. However, they do not have evidentiary quality and immediacy of 

documentaries in confronting historical memory. When fictional films only evoke, 

documentaries can directly reproduce memories both through individual and through 

the use of archival footage (Blum & Blum-Ross, 2009, p.216). 

 Films impose some sort of reception on the audience and limit interpretation by 

the recipient as they usually leave little space for guesses and using imagination. In 

                                                
12 Film and video refer to moving-image media but there are fundamental differences between them. Film 

is created using light reflected from a scene and the special chemical processes make changes on the film 

emulsion. Video translates light waves into electronical signals and saves them on a magnetic tape, disk 

or hard drive. Digital video captures light reflected from a scene on a computer chip that is located inside 

a camera (Bordwell & Thompson, 2004, p.10). 
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contrast, books allow readers to reconstruct memories of the characters. They provide 

the reader time to consider different scenarios and interpret the behaviours and feeling 

of characters in the way that is individual to every reader. Books are also permanent and 

universal as their printed versions are available for later generations and can be used for 

various purposes (e.g. as a basis for film scripts). Films are recorded on the temporary 

media such as tapes, DVDs. They have peaks in popularity that occur when a new 

version is released, but then become gradually forgotten.  

 There are films that present multi-plot approach (forking path narratives) and 

allow the audience to watch different scenarios which I present in section 3.6. I think 

that one of the most important features of films is the possibility to record movement 

and the dynamics of the scene but the question is how to record the whole environment 

using one camera so everything that happens around the camera is captured 

simultaneously. 

 Panoramic videography
13

 (the term which I coined) includes the process of 

recording the surrounding environment with one setup equipped with multiple lenses 

and recording data on multiple hard drives and also the process of stitching 

synchronised images and creating a panoramic video (360-degree video). The term 

panoramic videography was not encountered in literature so far. 

Panoramic videography is a type of video that is based on 360-degree images. It 

is not an active form of remembering, so to make this method active I am exploring 

application of interaction to this technique. The foreground and background are 

constantly changing; no details can be introduced to the audience in a traditional way as 

in films. A 360-degree film illustrates the whole environment, portrays the movement 

and the context of the scene. Panoramic films can be watched on television screens or in 

a cinema, but, I think that the most appropriate method of presenting a panoramic film 

                                                
13 Panoramic videography is discussed in more detail in section 4.2. 
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is a special space equipped with an immersive (cylindrical) screen and surround sound. 

The uniqueness of 360-degree form of presentation is the quasi-spatial localization of 

individual objects. The observer located in the middle of the immersive space 

surrounded by 360-degree video can feel the illusion of being in the depicted location. 

What is more, a return to a particular place may provide an experience that might recall 

memories. The return to a meaningless decision point in the narrative can be achieved 

using techniques known from repeat photography and other strategies which were 

explored by Nitzan ben Shaul (2008, p.54-55), an Israeli scholar of film and television 

studies. 

 

Repeat photography 

 

Repeat photography (re-photography) depends on finding the position from which the 

historical photograph was taken and to take a new photograph from exactly the same 

vantage point. The method is known from 1880s when it was used to monitor glaciers in 

Europe. It was a cost effective technique for researchers and scientists to check the 

changes of the landscape (Webb, Boyer & Turner, 2010).  

 Mark Klett, known for his projects of re-photographing landscapes in North 

America, paired archival photographs of the 1906 San Francisco earthquake with his 

own photographs taken in the same locations one hundred years after the tragic event 

(Klett et al., 2006). These photographs indicate a significant process of photography, 

not only for documentation but also as an artistic form in the 20
th
 century. Klett who 

coined the term 're-photography' has been one of the first practitioners of this genre.  

 Klett's work with re-photography started on the Re-photographic Survey Project 

which was developed for scientists (mainly geologists) who wanted to have accurate 

'repeat photography' of the same region for the purpose of scientific analyses. After 
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some time, Klett and his team came to conclusion that such re-photography could 

provide more information than written documentation of the particular part of the world. 

They could, for instance, provide an interpretation of the culture from the photographed 

regions. Klett also wondered what could be re-photographed in the future and how the 

contemporary culture will be received by future generations: 

I wonder how viewers one hundred or two hundred years from 

now will interpret our culture from these scenes? (Klett et al., 

2006, p.6). 

 

Klett based this statement on two projects that he conducted 110 and 130 years after Re-

photographing Survey Project. These were Second View (Klett & Manchester, 1984) 

and Third View (Klett, 2004). Second View was a project of re-photographing 

American landscapes in 1970s on the basis of images from 1860s. Third Views 

contained images of re-photographing the same sites but in 1990s. Figure 5 presents 

three images from these periods. 

 

 

Figure 5 Three images of the same site - Comstock Mines in Nevada, USA
14

.  

Left: 1868, Middle: 1979, Right: 1998 

The permission to reproduce these images has been granted by Mark Klett. 

 

Relying on a technique of 'repeat photography', I propose methods that I called 'repeat 

panoramic photography' and 'repeat panoramic videography'. They show panoramas or 

video panoramas respectively instead of photographs and are taken from the same 

vantage point (still panoramas) and along the same trajectories (video panoramas). They 

allow us to monitor changes so we can have interpretation of culture, customs, and even 

                                                
14 Source of images: (Klett, 2004, p.97-99). 
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the dynamics of the city. I used these techniques to allow next generations to re-

photograph my paths in the future. New research questions such as what could be 

different in the future and why re-photographs may be useful for storytelling could be 

explored. 

 The process of repeat panoramic photography and repeat panoramic 

videography enables to explore and reveal changes and also helps to understand what 

caused the change. In this way, the audience could be aware of the past and try to 

preserve memories that are disappearing. My idea, however, could not be supported 

with panoramic imagery from the past, so I decided to reconstruct the interior of the 

church in 3D modelling software and then create 'panoramas' in the reconstructed 

church. These computer-generated panoramas were juxtaposed with contemporary 

recordings of the ruin.  

 The potential of re-photography in recording changes has been already noticed 

by many photographers although in a slightly different context. Klett et al. (2006, p.6) 

state that re-photography allows us to 'contemplate how we understand time and our 

relationship to the past'. What is more, this technique is 'good at asking viewers to 

consider their relationship to time and change'. The time for contemplation is significant 

in the process of reminding past events. 

 Peter Moore (2010, p.262), a wildlife and landscape photographer, states that the 

purpose of re-photography is to record changes which is an educational and interpretive 

process. It helps us to reveal changes, understand the landscape and make links to 

human involvement in the change of the environment. If we understand what causes the 

change, we will become aware how to protect and preserve particular parts of the scene 

for the forthcoming generations. If we understand events that occurred in a specific 

location, and if we are aware of artefacts that might disappear or change their function, 

we will be able to preserve cultural memory of these events or artefacts much better.  
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 According to Klett (2010), the process of re-photographing creates the 

opportunity to collect additional data and knowledge from the particular area. Klett and 

his team have not recorded sound or created panoramic images during the project in 

1970s, because they only focused on re-photographing places and maybe did not have 

specialist equipment for these purposes. During the third re-photographing project, they 

managed to collect additional information about cultural changes of the region, but it 

seems that every time the re-photographing project is revived, new data can be recorded 

(because of the development of technology and also the awareness of people). 

I think that panoramic photography and panoramic videography have a potential 

to become the re-photography techniques of the future as they provide the wider field of 

view than traditional photography and record all the details (static or/and mobile) of the 

scene they present. The dynamics of the scene would also be recorded. 

Studies in the field of re-photography that have been discussed in literature so 

far have only focussed on comparing two or more images taken from the same vantage 

point and have not considered comparing movement through trajectories. Neither of 

them was concerned with the application of panoramas in re-photography. It may be 

caused by: 

¶ a relatively small number of seamless panoramas from the past; 

¶ difficulty in finding the same vantage point (a method of trials and errors 

is sometimes applied). 

In order to activate the full potential of panoramic repeat photography and panoramic 

repeat videography some kind of interaction is necessary so the viewers could decide 

when to switch between particular states. The following section introduces active forms 

of preserving memory. 
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2.5.2. Active forms of preserving memory 

 

Parades, festivals, battle reconstructions 

 

When thinking of active forms of preserving memory, the first association we get are 

activities such as parades, performances, festivals or battle reconstructions. These 

activities provide the opportunity for individuals to participate and collaborate with 

other members of the public. The audience could preserve memory about particular 

events by wearing clothes from the past epochs and by participating in a number of 

activities. This type of activity, in contrast to the previous ones, is not related to one 

fixed point, but can be spread over a large area (parades, battle reconstructions).  

 

Street memorial  

 

Other forms of preserving memory which involve public participation are street 

memorials. Memorial gestures that populate streets after a tragic event were evident 

after September 11 in New York where a number of posters of missing people and 

graffiti were created and attached to walls and fences in memory of those who died in 

World Trade Center towers. Haskins and DeRose (2003, p.383) claim that the 

preservation of street memorials for example by taking pictures of them in digital form 

'does not preserve the spatial context that surrounds the drama these memorials enacted 

for their audiences'. Even panoramic photography could not present the dynamics of the 

scene at that time. This can be facilitated, for example, by panoramic videography. 

Street memorials about the missing relatives and walls and fences became places for the 

expression of protest, grief and pride. These types of vernacular monuments are short-

lived and could be moved to museums and displayed in the future exhibitions. Not 
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every street memorial is spotted by museum curators, and in this way has a chance to be 

preserved; but the Internet provides a chance for a preservation of such street 

memorials.  

 

New media installations 

 

Less obvious methods of preserving memory that also include engaging the audience 

are new media installations. óNew mediaô are defined by Erkki Huhtamo and Jussi 

Parikka (2011, p.1), scholars in media archaeology, as 'loose conglomeration of 

phenomena such as the Internet, digital television, interactive multimedia, virtual 

reality, mobile communication, video games'. The individuals can participate or interact 

with these enterprises. New media installations are mostly based on computer 

renderings and computers. They do not have to tell stories in order to attract mass 

audiences, but a sequence of events can increase the audienceôs involvement in the 

event. I will not discuss all types on new media defined by Huhtamo and Parikka 

(2011), but I will focus on the Internet-based hypermedia as it is the most participatory 

medium in collecting and sharing memories nowadays and on the immersive 

environments as they have the potential to transport the audience to the world of 

memories and experience them as if they were contemporary events. 

 

Internet -based hypermedia 

 

The development of the Internet-based hypermedia has ended the monopoly of memory 

institutions or sites of memory - libraries, archives, museums, and galleries over the 

process of preserving information from the past and in this way maintaining memory. 

However, there are also disadvantages of this shift in collecting public and cultural 
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memory items. The appearance of uncontrolled and disordered information in 

cyberspace was one of the factors of increasing the significance of memory institutions. 

Collecting information was no longer similar to analogue process exercised in memory 

institutions for many years, which had to adjust to this shift in digital age. Museums, 

archives and memorials 'promulgate official ideologies of the ruling elites' (Haskins, 

2007, p.402). Haskins also claims that memory was not constructed by people up to 

1960s, but only for people. Young people and women were not widely considered as the 

audience for public memory institutions, whereas monuments in public spaces were 

available for everyone. The Internet provides unlimited access for all social groups and 

they can maintain their memory. The worldwide network contains a collection of texts, 

pictures, photographs, audio recordings and videos that had a crucial impact on the 

development of preservation of memory before the Internet.   

 The Internet is an active, participatory and collaborative form of preserving 

memories and has been used solely by archivists in memory institutions. The monopoly 

of creation of information has changed over the last 20 years from 'virtual oligarchy' 

(Microsoft, Apple, Google) to social media in which large number of population is 

collaborating and participating (Caron & Brown, 2011, p.10-13). The above-mentioned 

companies provide comprehensive access to memory from all social sectors, because 

people who use blogs share details of their lives with others. They can do this by the 

application of not only a computer but also a mobile phone. The advances in computer 

technologies and the increase of social media websites encourage community groups to 

share their past with other Internet users. Interactivity and participation become crucial 

features of emerging nature of memories that are now also actively collected on the 

Internet. Internet allows people to collect stories, photographs, audio recordings and 

videos about a particular event. For example, Haskins (2007) provides an example of 

The September 11 Digital Archive which documents public involvement in 
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remembering the tragedy from 2001. The event became one of the most mediated 

disasters in history at that time (Haskins, 2007, p.408). The digital archive allowed 

participation to those who had been affected on that tragic day and they had a possibility 

to tell their stories. According to Haskins (2007, p.418) the Internet became a medium 

not only for private remembering but also for preserving memory. The archive 

preserved a number of viewpoints, stories and images which could be lost if they were 

published only on personal websites or were not published at all. What is more, the 

September 11 Digital Archive's website
15

 enabled common people to participate in the 

creation of public memory. The Internet can collect large quantities of digital past, 

however it requires a suitable environment to display them properly and provide a 

meaningful participation in the narrative. 

 I think that panoramic photography and panoramic videography enable objects 

to be presented in situ, which means that they are presented in their original location. In 

situ refers to a situated experience where people gathered together in real environments 

(e.g. urban space) are able to interact not only with ócomputer-createdô reconstructions 

or memory sites and objects but also among themselves. Following Casey (2004, p.32), 

I would like to reiterate that assemblage in one place and interaction help recalling. 

  

2.6.  Conclusion 

 

The discussion of different types of memory in this chapter reveals that the concept of 

public memory is widely discussed in literature. However, far too little attention has 

been paid to the preservation of cultural memory which is more prone to be forgotten or 

lost as it has local dimensions and has not been preserved in the same way in the past. 

                                                
15

 'The September 11 Digital Archive': http://911digitalarchive.org/ (Accessed: 13.07.2011). 
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Therefore, I think, more research needs to be done on the cultivation of cultural memory 

using digital technologies. 

 Public memory uses material objects such as monuments, sculptures, paintings 

or architecture to remember people or events that were meaningful to the whole nation. 

Preservation of public memory is often imposed or reinforced by the authorities and 

does not correspond with actual history. In contrast to public memory, cultural memory 

uses active forms of preserving memory. It relies on festivals, ceremonies and 

commemorations that should be held regularly in order to prevent them from oblivion 

and to pass them to next generations. Cultural memory is not only used for preserving 

customs and traditions but also for remembering people who lived in a given 

community and events that highlight the cultural, national or religious identity of a 

given social group. Local people and events are not the only components that make 

cultural memory. This memory is also made up of places where these people lived and 

worked, and where events occurred. For this reason, cultural memory could ideally be 

preserved in situ.  

 Both public and cultural memories are transmitted to audience using various 

methods for preserving memory, e.g. monuments, statues, museums, books, films, 

photography. One of the most recognizable methods of preserving public memory are 

monuments that are typically located in city centres or other distinctive places. Robert 

Musil (1926, p.506), an Austrian writer, notes that public monuments aim to attract the 

public attention, but they are impregnated against attention from the outside.  

Most of us show the same attitudes towards these statues. One 

considers them ï like a tree ï to be a part of the street, one would 

be immediately struck by their disappearance, but one does not 

look at them and one does not have slightest idea whom they 

represent (Musil, 1926, p.506).  
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In order to make the monuments more recognizable and meaningful, they could be 

supported with narrative constructed in such a way that it does not interfere with their 

symbolisms but explain it to those who are not familiar with it. 

Taking into consideration the development of communication technologies and 

their role in the preservation of public and cultural memory, I believe that there are 

reasonable grounds for substituting traditional monuments with large urban screens, 

especially if the original monuments were destroyed or removed. Large screens which 

already exist in many British towns are not only a platform for local information, but 

often play a role of monuments or statues as they can show images or films that recall 

past events.  

However, the use of public screens as monuments has huge limitations. They are 

commonly used for watching sport events or concerts and provide a space for 

socialising which does not have anything in common with preserving memories. 

Screens can show narrative and are flexible, but for the same reason they lack the 

unique symbolic weight present in statutes which may lack the narrative. 

Large screens may attempt to play the role of monuments but they have a chance 

to be successful in this matter only if they preserve the right content that compensates 

for their lack of symbolism. Only then the screen will support the idea that a public 

space is a location for the exchange of culture and producing public sphere (Struppek, 

2006, p.175).  

A public screen is not treated like a tree. It is visible; it provides local orientation 

and identification through the cooperative experiences. It attracts the audience, 

especially young people. What is more, it is more easily updated or changed than a 

monument. Monuments are often destroyed when the regime collapses, whereas large 

screens can simply adjust their contents.  
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Monuments, thus, have common features with large screens and I need to 

exploit the monument paradigm in my exploration for effective methods for cultivation 

of cultural memory. The other aspects I need to take into account when thinking of 

methods for preserving memory are communication technologies that use various 

methods for transmitting memories. Large urban screens are numbered among these 

communication devices. The other communication technology ï panorama along with 

its quasi-spatial character provides a space to locate festivals and rituals in public 

heritage spots. The old painted panoramas were mediums for large audience that 

preserved public memory about battles, religious events or political movements. They 

were not displayed on the original sites but they gathered a number of people and 

created an illusion of being in a particular (heritage) site. A 360-degree photographic 

panorama remembers more than a traditional picture. It provides an overview of objects 

and their mutual relation. It presents a wider context than a photograph and creates a 

feeling of immersion, which is based on the illusion of being in the place presented by 

panorama. Multimedia techniques used in panoramic environments provide an 

opportunity of creating alternative pasts, which refer to situations that would take place 

if the history took a different course. Multimedia techniques also support 3D computer 

reconstructions which can present how the site looked in the past. Recapitulating the 

main points, I come to the conclusion that the method of preserving cultural memory, 

which needs to be investigated, involves using traversing and panoramic videography 

which could substitute traditional commemoration services and could be located on the 

heritage sites. These environments will be effective in preserving cultural memory only 

if they provide narrative. The next chapters examine narratives and panoramic image 

spaces, respectively.  
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3. Interactive narrative as an active method of preserving 

memories 

 

In the previous chapter, I defined public and cultural memory. I also explored their 

features and the role of communication technologies in supporting memory. I discussed 

various active and non-active methods of preserving memories and discovered the 

potential of traversing in the cultivation of memories. I determined that the preservation 

of memories could also be enhanced by a relevant environment that supports traversing 

and by the narrative, which includes memories and enables the audience to share their 

opinions and decide about options (alternative pasts). Now, I am proceeding to look at 

one aspect mentioned in the previous chapter, which is the role of interactive narratives 

in the preservation of cultural memory. The main issues addressed in this chapter are the 

exploration of the concept of narrative, especially interactive narrative, its role in 

preserving memory and its interaction with certain contemporary technologies such as 

panorama. 

 Chapter 3 begins by laying out the theoretical dimensions of the narratives (3.1). 

Then, the link between narratives and memories is explained in (3.2). By exploring the 

role of cultural mnemonics in remembering, the concept of spatial narratives (3.3) is 

brought to light. Spatial narratives require the viewers to traverse the environment in 

order to unveil the narrative and therefore traversing is the subject of the next section, 

which discusses both the origins of the concept and its application in real and virtual 

environments (3.4). Traversing may become the real-life experience in virtual 

environments if it is supplemented with interactivity which gives users some control 

over the system and supports communication with the system. Interactivity may also be 

applied to narratives leading to interactive narrative. The concept of interactive narrative 

and different types of interactive narratives are discussed in (3.5) whereas (3.6) 
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elaborates on the interactive film whose potential in preserving memories was 

recognised.  

 

3.1. Theoretical foundations of the narrative 

 

Although narrative plays a salient role in cultural life as a privileged form of 

information, it is very difficult to define as the concept of narrative has undergone many 

transformations (Bal, 1997, p.7-9). Narrative simply means telling a story. However, 

stories and narratives are not synonymous. David Bordwell and Kristin Thompson 

(2004, p.61), American film theorists and film historians, define a story as 'consisting of 

all the events in a narrative, both explicitly presented and inferred'. Stories are 

sequences of events that provide a new raw material to make other stories. Story is a 

representation, a mental image, whereas narrative is how the story is told, so the same 

story can be subjected to different narratives. Dinkla (2002, p.27) indicates that 

narrative forms became very heterogeneous since the late 18
th
 century as they were 

developed on different stages and media. Martin Rieser (an English electronic artist and 

writer) and Andrea Zapp (2002, p.xxv) (a German freelance lecturer, writer, and 

electronic artist) claim that we have entered the age of 'narrative chaos' where traditional 

frameworks are being displaced by developing digital technologies for storytelling. I am 

aware of the fact that nowadays we have to deal with a great variety of narratives, both 

traditional ones, which have not died out and new ones, which emerge when new 

technological devices are developed but I would not call this state ónarrative chaosô. I 

would say that different forms of narrative co-exist and influence one another rather 

than interfere. Both traditional and digital narratives have their supporters and recipients 
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and it is not very likely that for example, traditional books will be substituted by digital 

ones in the nearest future.  

 The development of narrative forms was followed by the evolution of the 

concept of narrative. We may distinguish two main approaches to narratives. The first 

approach is supported by Ryan (2004b) and Edward Branigan (1992) - an American 

scholar in film studies. Ryan (2004b, p.337) defines narrative as 'a mental representation 

of causally connected states and events that captures a segment in the history of a world 

and of its members'. Branigan (1992, p.3) considers the narrative as 'a way of organising 

spatial and temporal data into a cause-effect chain of events with a beginning, a middle 

and end that embodies a judgement about the nature of events'. In both definitions, 

narrative is understood as the mental process that depends on organization of states and 

events that are casually connected. 

 A different approach to defining narrative is shared by Dinkla and David Black 

(in Critical Dictionary of Film and Television Theory). Dinkla (2002, p.30) and Black 

(2001, p.301), perceive narrative as the act of communicating events in literature, art, 

film and other areas of research and practice. Black considers the link between narrator 

and author, and takes into consideration the difference between a narrative in literature 

and also in film industry. Many literature texts have non-identifiable narrators and the 

story develops when the narrator is unknown. In film, the relationship between narrator 

and author is more complex than in literature. Books are mostly created by individuals, 

whereas films are rather collaborative mediums for presenting stories and the concept of 

a narrator in films is diverse. A voice-over narratorôs narrative in film may not refer to a 

person who is talking. Silent moments in films are possible, because voice-over 

narrators tend to appear and disappear. The narrative continues to develop even when 

the narrator is not talking, because of the application of moving images, whereas this 
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effect would not be possible in the literature. The experience of narrated films is evident 

when technology itself tells a story even when human characters are not introduced. 

 The approach to narratives represented by Branigan (1992) and Ryan (2004b) 

seems to be more traditional as they mention casually connected events which occur in a 

linear order, whereas Dinkla (2002, p.30) and Black (2001, p.301) take into account 

non-linear sequence of events which has its roots in the language used by James Joyce 

in his novels
16

.  

Peter Weibel (2003), an Austrian artist, curator and new media theoretician, 

claims that in the experiments that related to the material of projection (e.g. water, a 

surface of a building), to the material of recording films (e.g. scratched celluloid) and to 

multi-screen projections it was possible to repeat or recombine narrative elements and 

present them in a non-linear order (Weibel, 2003, p.117). The multiple screens, which 

were the beginning of immersive environments, broke up the linearity of traditional 

narratives. New media changed spectators into visitors, storytellers into authors and 

visitors have to bear consequences of their actions. Technological experiments, 

spectator-spectacle relations, creation and distribution strategies also provided new 

potential for narrative creations. New interactive methodologies have changed 

traditional forms of expression and presenting narratives. Artists, practitioners and 

researchers such as Luc Courchesne, Dennis Del Favero, Masaki Fujihata, Chris Hales, 

Agnes Hegedues, Errki Huhtamo, Sarah Kenderdine, George Legrady, Bernd 

Lintermann, Lev Manovich, Bill Seaman, Jeffrey Shaw, Eku Wand, Peter Weibel and 

others have attempted to find new paradigms of narrative using new technologies 

(Shaw, 2003, p.20). Some artists, from the above-mentioned list of people (Del Favero, 

                                                
16 James Joyce's novels (e.g. Ulysses (1922) or Finnegans Wake (1939) make use of the process of 

perspectivisation to break up the subject so it is no longer a consistent quantity. This process of 

perspectivisation allowed Joyce to communicate the multi-layered nature of the character. The subject 

could change depending on from what perspective it is viewed. Joyce developed text strategies that can 

raise the reader's senses (Dinkla, 2004). 
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Kenderdine, Shaw, Hegedues, Lintermann), have created wrap-around display systems. 

These new approaches are described in Future cinema: the cinematic imaginary after 

film by Shaw and Weibel, who describe transcriptive, recombinatory, navigable, 

interpolated, immersive, calculated, networked and even screenless narratives (Shaw & 

Weibel, 2003).  

 To sum up this discussion of the narrative paradigm, I understand narrative as an 

act of communication based on entity (character or object), event and a change where an 

event produces an outcome that changes the entity thus advancing the story. The event 

influences not only a character or an object but also a user of the narrative who for 

instance acquires knowledge). The meaningful interpretation is not only created in the 

mind of the viewer where the events are causally connected, but fragmented memories 

also shape the creation of our understanding. Narrative is recognized as a 'mold
17

 in 

which we shape and preserve memories' (Ryan, 2005, p.345). The concept of cultural 

memory is also about creating meaningful statements in order to ensure cultural 

continuity between generations so they can recreate their cultural identity. The narrative 

as an act of communication works as a link between generations and the contemporary 

era and aims to preserve cultural memory. 

 An element seldom considered by theorists is the potential to extend narrative 

through the creation of a spectacular visual experience. This experience is understood as 

a visual fullness that can grant pleasure when dealing with immersive narratives 

presented in this thesis. The narrative in the form of the visual spectacle, with the 

application of a number of new technologies, could be a successful method of 

transmitting memories.  

 The history of narrative provides evidence that due to the application of new 

technologies, the concept of narrative has changed and therefore it should be re-

                                                
17 'Mould' in British English 
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investigated each time a new technology appears. It needs to be re-examined now as the 

emergence and development of digital media have affected the way in which we 

perceive narrative. One could ask whether the appearance of digital panoramic video 

cameras that are decreasing their dimensions due to technical developments could 

influence the creation of films and narratives in the 21
st
 century. The other aspect worth 

exploring is the process of perspectivisation that could be used to present multiple 

natures of characters and to provide alternative narratives. The following section 

elaborates on the link between narratives and memories.   

   

3.2. Narrative and memories 

 

The link between narrative and memories was recognised by Bal, Spitzer and Crewe 

(1999, p.ii) who introduced a concept of ónarrative memoriesô as memories that are 

coloured and 'surrounded by an emotional aura' that makes them unforgettable. These 

memories may offer detailed information about the background or foreground of a 

sequence of events. They may remain inactive or unnoticed but it is possible to access, 

activate and recall them, e.g. through traversing or traumatic recall. 

 Marita Sturken (1999, p.231-232), an American scholar of cultural studies and 

visual culture, focuses on the narrative nature of memory, which helps to overcome a 

trauma but is also prone to manipulation. A traumatic event is typically described as 

wordless and static. It is not initially remembered or represented but is usually re-

enacted without remembering. The narrative integration is responsible for memory of 

the traumatic event. Memories can tell stories of blame and guilt when they become 

full -blown narratives. Sturken also states that recovering memories does not happen in 

isolation but recovered memories emerge in a dialogue with a professional who 

understands how memories work and explains this phenomenon to a single person (e.g. 
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a patient or an audience member) or even a group of people. The process of cooperation 

between this therapist (or a group of therapists) generates different types of truth. 

Memories are culture-specific. They vary 'with period and culture' and for this reason 

the type of truth they generate may vary between the audience members depending on 

their nationality, ethnicity or religion (Sturken, 1999, p.235).  

 The link between narrative and memories has also been noticed by Bal (1997, 

p.147) in Narratology who states that:  

memory is an act of óvisionô of the past but, as an act, situated in 

the present of the memory. It is often a narrative act: loose 

elements come to cohere into a story, so that they can be 

remembered and eventually told. But as it is well known, 

memories are unreliable - in relation to the fabula - and when put 

into words, they are rhetorically overworked [...], the óstoryô the 

person remembers is not identical to the one she experienced. 

 

Both approaches underline that single memories work as loose elements and the user's 

task is to construct the narrative in a group. It is evident from Bal's explanation that 

memory is a narrative act where, at first glance, unrelated events create a meaningful 

and coherent story and the relation between particular elements becomes familiar and 

then can be remembered. Similarly, cultural memory, in my view, is an act of 

communicating collective understandings of past individuals and objects that once 

belonged to them. Moreover, it is an act of visualising the past, where loose 'references 

to the past' (according to Holtorf (2008)) that are located in remote locations in a city or 

a building, create a meaningful narrative in order to be remembered by forthcoming 

generations. Bal also notices the unreliability of memories in relation to the fabula. He 

does not mention visualising memories, which I think, could not only make them more 

reliable (when recorded soon after the act of recalling) and also, when linked with visual 

and auditory features, could be more engaging for the audience, as in the case of 

memories transmitted in a verbal way. 
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 Not only can spoken words prove the unreliability of memories but so can a 

written text. James Donald (2000, p.149-150), an Australian scholar of urban studies, 

when recalling London of his childhood, brings only past facts but does not remember 

how places looked which he indicates by stating: 'That is not a place I can get back to; I 

can only imagine recollected events taking place' (Donald, 2000, p.149). Donald started 

to visualise his street (in a form of a text) as described by Virginia Woolf, an English 

writer, who also lived at the same street and his area became narrativised. The memory 

has a potential to narrativise past events, even those that did not occur in particular 

location, but these which were described by other people. Donald concludes a 

description of the notion of memory in this way: 

This is the city as palimpsest: a space on to which meaning is 

inscribed, and then obliterated as new meanings are inscribed on 

top of them. [...] Sedimented into the city's very fabric, these 

meanings can be recovered only through a symbolic 

archaeology; the act or art of memory (Donald, 2000, p.149). 

 

And again, memory is a narrative act that can recover meanings of spaces but it requires 

symbolic objects and artefacts. 

 Not only do items recall memories, but also 'collections of little stories, such as 

family sagas, narratives of cultural memory, local history (for instance, the communal 

story of a village) or biography' (Ryan, 2004b, p.343). Among the examples listed by 

Ryan, the story of a life of a person or a community can be counted. Such stories do not 

aim to create a climax, but rather narratives connected with a number of self-sufficient 

elements and which can be read in different orders and generate new narratives and new 

meanings of spaces. Espen Aarseth (1997, p.94), a scholar of video game 

studies and electronic literature, calls this type of exploration a 'game of narration' 

where readers have a scrambled picture and they attempt to put back events together 

similarly as with fragmented memories.  
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 When discussing the link between narrative and memory, I have to mention the 

role of mnemonics. The concept of mnemonics was introduced by Cicero (106 BC - 46 

BC) in the first century B.C. and referred to a method of remembering that helps to 

recall complex and long speeches using imaginary spaces. The spatial arrangements of 

the interiors of particular rooms, individual buildings and objects in these spaces 

improve the process of telling long speeches (Lister et al., 2009, p.63). Giuliana Bruno 

(2002, p.220), a scholar of visual and environmental studies, explains the act of memory 

in this way:  

to remember the different parts of a discourse, one would 

imagine a building and implant the discourse in site as well as in 

sequence: that is one would walk around the building and 

populate each part of the space with an image; then one would 

mentally re-traverse the building, moving around and through 

the space, revisiting in turn all the rooms that had been 

'decorated' with imaging. Conceived in this way, memories are 

motion pictures. 

 

In this research project I will explore how mnemonics could also be applied to the 

process of preserving cultural memory by the application of panoramas. Panoramic 

images provide an aid to visualize interiors and exteriors of spaces. In order to traverse 

the space, motion pictures are necessary as it was indicated by Bruno (2002, p.220). It is 

worth asking a question whether panoramic motion pictures have a potential to visualise 

traversing a dynamic space and to show mutual relationships between artefacts in the 

same way as in mnemonics. 

 I assume that moving around, walking through the space and traversing could be 

a challenging method for remembering and re-traversing the same or similar paths could 

improve the process of recalling. In this project, I am proposing a method of 

remembering cultural memory that is linked with the process of traversing as one of the 

methods of preserving memories from oblivion.  

 To remember cultural memory recorded in the form of narrative, one is 

encouraged to move through a building where a particular event occurred or where an 
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individual used to live. The movement is also possible through the landscape where 

events happened or persons used to produce their works.  

 The preservation of cultural memory, with the help of cultural mnemonics, 

occurs mainly in large assemblages as it was stated earlier in this chapter (Sturken, 

1999, p.235), because their collective identity reassures members of society about their 

unity and singularity in space and time (Assmann, 1992, p.30-34). But how to present 

such a traversing to a large assemblage or a number of people who have limited time 

and cannot move through space, because of, for instance, disabilities and lack of 

relevant facilities? Dziga Vertov (1896-1954), a pioneer of documentary film and 

cinema theorist, installed his camera in different places (on a trolley, on an automobile, 

or even on a train), and thus created recordings that presented journeys through paths 

and this process might help individuals to recognize references to the past which were 

not visible from one static point of view. This type of filming facilitated a virtual return 

to a remembered place. Bruno (2002, p.221) citing Quintilian (1920, p.221-223) 

describes this process as follows: 

For when we return to a place after a considerable absence, we 

[do] not merely recognise the place itself, but [also] remember 

things that we did there, and recall the persons whom we met 

and even the unuttered thoughts which passed through our minds 

when we were there before. 

 

In my view, the return to a particular location after even a short period of time is related 

to exploring the world in searching for changes that occurred in the past, but the 

immediate concerns are raised when a particular element of landscape has disappeared 

(e.g. a tree - already indicated by Musil (1926) in the previous chapter). Sometimes, one 

can notice a lack of an element, without remembering what this element actually was.  

 Giordano Bruno (1548-1600) introduced an architectural memory system that 

consists of a 'sequence of memory rooms in which images are placed according to a 

complex logic, based on everything from magical geometry to celestial mechanics'. The 
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architectural memory system designed by him in the 16
th
 century is described by 

Giuliana Bruno (the author of Atlas of Emotion) (2002, p.222) in the following way: 

One can travel through houses in different parts of the city or 

even in different cities, assembling disparate places as if 

connecting the memory sites on a journey (or experiencing a 

filmic process).  

 

Bruno (2002, p.223) then adds that the architecture which surrounds the spectator 

through which he is moving recalls not only memories from the past, but is also a 

powerful aspect for transmitting different types of memories.  

 The traversing through buildings, cities or landscapes extends the imagination 

and evokes memories only in specific locations so I claim that the traversing can be a 

powerful aid for the process of recalling memories. The next section elaborates on the 

link between space and narratives by discussing spatial narratives. 

 

3.3. Spatial narratives  

 

The previous section indicated that narrative can be learned through traversing as 

moving between places evokes memories especially returning to already visited places. 

This feature of memory was recorded in the meaning of the word as the Greek word for 

narrative is 'diegesis', which means it establishes an itinerary (it 'guides') and it passes 

through (it 'transgresses') (De Certeau, 1984, p.129).  

The statement that narration establishes an itinerary has its roots in the history of 

maps. The first medieval maps had little in common with contemporary geographical 

sense as they marked out itineraries, which were indications of actions taken, typically 

of pilgrimages, and stops that were made to spend the night or to pray. Thus, to some 

extent, they include narratives of a journey. 
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 The link between space and narrative was further explored by Bob Hughes 

(1997), an electronic media developer, who interprets a space not only as architecture 

but mainly as landscape. Hughes argues that narrative can be performed during the path, 

not only through buildings, but also in landscape. For Hughes landscape is a model for 

new media narratives where each trajectory maps an individual path through a narrative 

space.  

To propose that the path is the narrative, is like proposing that 

the Pyg track is Snowdon, or the Pennine Way is England. Each 

path is chiefly a route through a particular terrain ï and the 

terrain is the main thingé If that analogy is any good, then the 

way to create computer narratives is to define the features of the 

landscape to be explored, and let those define the path (Hughes, 

1997).  

 

Hughes (1997) understands a narrative as topographical operations performed with 

stories, where the terrain defines how to traverse a narrative. Michel de Certeau (1984, 

p.129), a French scholar of history and philosophy, adds one more paradigm of 

understanding a narrative - a topical one. The topical approach is based on topics and 

main themes that can also define a method of traversing. The above presented 

understandings of spatial narratives, where the imaginary 'path' determines the sequence 

of events in the narrative enable the reader to create a single meaningful understanding 

of the message. The path is only a part of a narrative, one of the plots or one of the 

possible versions. The trajectory can be different when re-traversing the same 

landscape. It depends on the type of the landscape (topography) or on questions related 

to the main theme. By selecting which features of the landscape we want to explore, we 

decide on a particular path that corresponds to a specific version of narrative. This is the 

beginning of creating of interactive narrative and interactive films presented later in the 

thesis. 

Interestingly, Miller (2008, p.360) interprets the link between space and 

narrative quite differently. Although, just like Hughes, she refers to computer-generated 
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narratives, she understands spatial narrative as an interactive drama where story 

elements are embedded in a 3D space. The narrative path is also an invisible line but, 

instead of being located in a real landscape, it is placed in a computer-generated 

environment. The user discovers narrative elements during the exploration of the 

artificial and computer-created environment. Miller (2008) sees this type of narrative 

only as computer-generated spaces, whereas the original concept of spatial narratives 

starts in real spaces where the visitor has an opportunity to traverse between points of 

interest and not solely pressing keyboard buttons to change locations as in virtual reality 

environments. 

I support Hughes's (1997) understanding of spatial narrative which has a 

potential to be applied to camera-based recordings of real scenes because the 

exploration occurs through the prepared paths rather than paths generated during the 

exploration as in Miller's (2008) approach. 

 The notion of spatial storytelling attempts to answer the question: how historical 

stories are configured and arranged in space? This research question is posed by Maoz 

Azaryahu and Kenneth Foote (2008, p.180), scholars of urban landscapes, memory, and 

society, who deal with spatial narratives presented in real environments. Historical sites 

provide a link to the past they recall. The linear progression of history presented in films 

or books corresponds to historical chronology, which needs to be reconfigured in the 

case of history presented in landscape. The concept of historical area is also investigated 

in pioneering study by Matthew Potteiger and Jamie Purington's (1998, p.15-16), 

American scholars of culture, who incorporate storytelling into landscape. They agree 

with Azaryahu and Foote (2008, p.180) that in landscape, historical chronology can be 

rearranged so the visitors have an opportunity to visit historical sites in the order of their 

occurrence. One might ask whether the chronological presentation of narrative in 

landscape is feasible at all. 



77 
 

 Azaryahu and Foote (2008, p.182) claim that commemorative features might 

have an impact on the narrative structure and its properties. However, traversing 

between points with commemorative features will not generate the fully meaningful 

messages for forthcoming generations in order to preserve cultural memory. There must 

be something more that encourages audience to explore a particular place. Azaryahu 

and Foote (2008, p.183-184) provide four main strategies that link historical sites with 

storytelling. The first strategy (1), narrative positioned at a single point, is constrained 

temporally and spatially. It includes telling stories from marked places (e.g. roadside 

markers, plaques that relate death sites etc). The second approach (2) is when narrative 

is presented and arranged along a linear trail, path or route. Azaryahu and Foote (2008, 

p.183-184) introduce two subcategories in this strategy: (2a) space- and time-linked 

narrative arranged according to specific order of sequences in the particular event and 

sequential narratives which associate locations that do not share obvious chronological 

order. The second subcategory (2b) is a method for spatially presenting the life of a 

person that is related to a specific town or city, where buildings, monuments and places 

are not linked in a chronological sequence, but can be linked in one narrative so the 

visitors have an opportunity to learn about the life of a famous individual. The third 

strategy (3) is narrating multifaceted temporal and spatial sequences over large regions 

or spanning long time episodes. The last strategy (4) is a hybrid narrative that supports 

the combination of the three previous strategies.  

 I think that the existence of commemorative locations together with links 

between them should evoke significant events or individuals. Additionally, by providing 

the audience with the possibility to change the occurrence of events, the audience 

should become more aware of the message that is transmitted. 

 Again, I support the view that narrative is efficient in recalling memories when 

it involves traversing and when it allows viewers to see alternative scenarios (e.g. by 
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changing the order in which they see the events or changing the point of view). In my 

view, strategies (1) and (2a) cannot be useful in preserving cultural memory as they 

relate to a chronological presentation of narrative, mainly from one point of view. The 

third strategy (3) applies to large regions, which is not the case of cultural memory that 

has a local character. Strategy (4) is flexible and supports modifications and 

combination of features of strategies (1), (2) and (3) so it may be very relevant to 

preserving cultural memory of both events and people, whereas strategy (2b) may be 

used for preserving cultural memory of local artists. 

 Spatial narratives, apart from their huge potential in preserving cultural memory, 

also have their limitations. They need a space (e.g. a landscape) to enable traversing and 

exploring and unlimited access to locations and artefacts. Therefore, they may not be 

welcomed in museums and galleries. This problem could be overcome if traversing was 

performed not in real spaces, but in immersive environments. Such environments could 

be installed in museums or commemorative spaces so the audience could visit a 

particular location and explore the artefacts gathered in this space without actually 

touching them. 

 The next section discusses the panoramic traversing which could be applied in 

spatial configuration of narratives. 

 

3.4. Panoramic traversing and inter -visibility  

 

Bruno (2002) explores the relation of visual sites with moving images, especially the 

links between architecture, history, art of memory and travelling culture. A map seems 

to be an object that links these aspects. The process of creating maps is called 

cartography. Bruno (2002, p.8) also introduces a link between a film and modern 
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cartography as a 'haptic way of site-seeing [that] turns pictures into an architecture 

transforming them into a geography of lived, and living, space'. Film is a way of 

moving through a landscape where traces of memories are recorded (Bruno, 2002, 

p.11).  

 Traversing links film and architecture or film and landscape because it is 

necessary to move in order to explore the environment. Traversing is also present in the 

act of memory as memories are connected with narratives and traversing. The concept is 

also established in the history of giving and practising speeches as, by walking through 

differently decorated interiors (in imagination), it was possible to practise long speeches 

and talks, and also to develop long narratives. 

 The importance of traversing is also recognised by Roland Barthes (1981, p.54, 

cited in Dinkla (2002, p.36)), a French literary theorist and philosopher, who claims that 

'[t]he city of today can only be known by an activity', one can orientate oneself in a 

specific city by walking around, seeing and experiencing. Barthes (1981, p.54) 

continues:  

It [the city] can only be rediscovered through the memory of the 

trace left behind: to visit a place for the first time therefore 

means beginning to write it: since the address is unwritten, it 

needs to create its own script. 

 

Barthes (1981) and Bruno (2002) refer to traces of memories which could be uncovered 

during the movement. The observer is converted into a traveller or a visitor who 

structures the space through his decisions. In my view, this process relates to traversing 

and creating own meaningful narratives through walking and exploring new sites. 

Decisions are key elements in the process of creating meaningful non-linear spatial 

narratives. These decisions occur at decision points. Traversing between these decision 

points may be compared to traversing along traverse lines in open space monuments 

(VVM, Jewish Museum in Berlin, VST) that connect stations (correspond to decision 

points) in surveying. This process is described in more detail below.   
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Traversing in land surveying 

 

The concept of traversing apart from narratives occurs in other fields. It is well 

established in land surveying, which is a science concerned with measurement and 

recording the details of section of land (Bannister, Raymond & Baker, 1998, p.190). I 

have chosen this approach as it is connected with my personal history and studies in 

Poland and Germany. This scientific method has not been applied to arts so far but I 

think its potential in the creation of non-linear narratives is worth exploring. Traversing 

relies on a series of stations where every station is inter-visible with neighbouring 

stations. It uses both linear and angular measurements.  

 It could be interesting to consider the link between traversing in land surveying 

and traversing in interactive narration. Traversing leads most often to the creation of a 

map where data from measurements are converted to coordinates of points and then 

from these points a map is generated. The process of generating non-linear narratives 

based on traversing also contains a series of events that occur mainly in decision points. 

In land surveying, the lines joining control points (stations) are called traverse lines. 

Similarly, in non-linear storytelling, the lines between decision points can be called 

narrative lines or arcs (as called by Meadows (2003)) and can be used for telling 

narratives when moving between decision points.  

 The survey of a land consists of the measurement of length of each line (between 

stations) and angles or azimuths between successive lines. In this way, a chain (Figure 

6) with a number of additional chains attached to stations is created. The main chain 

links stations A-B-C, whereas additional chains can be attached to these stations (e.g. C-

D and C-E). Figure 6 illustrates only a small fragment of such traversing chain, which 

could have multiple chains.   
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Figure 6 The traverse in land surveying and in non-linear narrative . Illustration by Karol Kwiatek . 

  

Correspondingly, in non-linear narratives the measurement of directions to inter-visible 

decision points is performed in order to keep the visual continuity. What is more, 

instead of the measurements of lengths of lines between stations, the measurements of 

time of each linear narrative (between decision points) are compulsory for the design of 

non-linear narrative. The aim of traversing in land surveying is to establish the position 

and mutual location of buildings, roads, paths, trees and other objects that are then 

marked on a map. Traversing helps to establish co-ordinates of particular points (the 

centre of a tree, the edge of the path, the centre of a street) in order to create a detailed 

map. These points are measured from stations (main points in the traverse) and their 

position is calculated and estimated to determine their locations as accurate as possible. 

Cartography relies on the accuracy of these measurements. In order to calculate the 

positions of all stations, the first two stations have to be previously established. The 

process of traversing non-linear narrative is similar as the user is taught how to make 

decisions at the beginning of traversing. All rules can be presented before second 

decision point and when the user learns these rules, they can apply them to the rest of 

the branching narrative. 
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As Arthur Bannister, Stanley Raymond and Raymond Baker (1998, p.190), in 

Surveying, notice, surveying of stations is performed by the application of theodolite
18

 

and/or total stations
19

. I think it would be worth exploring the application of panoramic 

camera to capture pictures at stations and panoramic video camera to record movement 

between these stations, where decisions are made at decision points where still 

panoramas are recorded and narrative sequences are presented during the movement 

between decision points. 

 The choice of stations in traversing (land surveying) is determined by the inter-

visibility of stations which means that these points are often located in crossings where 

a number of new traverse lines can be created. New traverse chains could start at these 

points. Correspondingly, traversing in non-linear narrative is performed between 

decision points that are often located in crossings where a number of new narrative lines 

can be produced in different directions. The inter-visibility between decision points is 

achieved by the continuous linkage of decision points and narrative lines. Due to the 

fact that spatial narratives may contain an unlimited number of trajectories, I think it is 

justified to refer to traversing in land surveying as such a perspective provides a 

challenging background for the creation of traverses (with a number of decision points). 

These traverses comprise different plots in the story or different scenarios and may even 

contain plots viewed from different perspectives. I think it is worth exploring traversing 

that occurs at decision points in virtual environments, and the following paragraphs 

elaborate on this issue.    

 

  

                                                
18 Theodolite is a precision instrument for measuring angles in the vertical and horizontal planes. 
19 Total station is an electronic/optical instrument used in modern land surveying. 
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Traversing in virtual environments 

 

During traversing in virtual environments the individual can choose their own path to 

reach some points in the computer-generated landscape and can observe all events that 

occur around and in which they cannot directly participate. An alternative method of 

viewing space was proposed by Shaw in Legible City (1989-1991) (Figure 7), where the 

viewer is situated in front of a large screen and is using a bike to travel through a virtual 

city. The movement is limited from both sides by three dimensional letters (represent 

buildings in this city) which form words along streets (Shaw, Kenderdine & Coover, 

2011, p.218-219). A bike is an interface and enables an individual to move in cities of 

words. In an extended version of the project - Distributed Legible City (1998) two or 

more bicyclists are introduced in the virtual city and they can communicate with each 

other and also see each other in a virtual space (Shaw & Groeneveld, 1998). The 

movement, in these projects, is represented by the movement of the content on a screen 

and the speed of movement depends on the human's interaction. The user can control 

the display by pedalling the bicycle slower or faster. In this way the user is taken on a 

journey through the history of Amsterdam (Ryan, 2001, p.269). The user does not see a 

realistic city based on photographs but is exposed to virtual environment generated by 

computers. 

 The above-cited examples refer to traversing the virtual world without decision 

points. The observer is óattachedô to a device or a platform that determines how the 

narrative will be watched. In my opinion, the panoramic content displayed in the image 

space that surrounds the audience would endorse traversing the camera-based 

recordings and choosing options within a large assemblages and not using a platform or 

a device for a single user. In that case traversing would be not only a virtual but also a 

physical experience where a dialog and sharing memories occur during making choices. 
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Traversing the spatial narrative may become a real-life experience if the audience is 

able to control aspects of the narrative. Viewers thus become agents who can interact 

with the narrative and the narrative events have influence on them.  

 The concept of the interactive narrative is elaborated on in the next section. 

 

 

Figure 7 Legible City by Jeffrey Shaw presented at Ars Electronica 2004
20

. 

The permission to reproduce this image has been granted by Jeffrey Shaw. 

 

 

3.5. Interactive narrative  

 

The most important way in which the reader can interact with a spatial narrative is 

reflected in the definition of the interactive narrative by Meadows (2003) who claims 

that an interactive narrative is a 'time-based representation of character and action in 

which a reader can affect, choose, or change the plot'. The plot, as such is defined as a 

'narrative of events' with 'the emphasis falling on causality' (Foster, 2005, p.86). 

                                                
20 Source of image: http://www.jeffrey-shaw.net/html_main/show_work.php?record_id=83 (Accessed: 

14.09.2011) 
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Interactivity as the feature of the interactive narrative needs to be explained at this point. 

In the age of digital media it is understood as the userôs manipulation within computer-

generated environments. However, the concept of interactivity has been frequently 

redefined and has undergone a number of discussions since the 1990s (Aarseth, 1997; 

Downes & McMillan, 2000; Jensen, 1998; Rafaeli, 1988).  

 

Interactivity  

 

In 1990s, Peter Lunenfeld (1993, p.19), a critic and theorist of digital media, 

distinguished between two models of interaction. The first one is called óextractiveô and 

relates to hypertext navigation. The end result of hypertextual navigation is that the user 

constructs an individual text made of fragments. The larger the number of elements in a 

database the greater the chance that the user will experience a new text. The other model 

of interaction defined by Lunenfeld is óimmersiveô which refers to navigating a space or 

a computer-generated 3D world to access data and information. As Lister et al. (2009, 

p.22) notice, these two paradigms are based on a large database which the user can 

experience. Immersive interaction, in contrast to extractive interaction based mostly on 

connecting bits of information, includes visual pleasures of spatial exploration. 

 Another approach to interactivity was adopted by Ryan (2001, p.67) who 

describes interactivity as an 'empirical feature of certain types of text' and also 'the 

textual mechanism that enables the reader to affect the "text" of the text as a visible 

display of signs'. The text is understood very broadly as it covers different types of 

writing, presentations or even films. Ryan (2001, p.67-68) also introduces two modes of 

interactivity, which include the ability to discover the environment and also the 

possibility to change it. However, these two modes identified by Ryan refer to the 

exploration of the VR world, not to the photo-realistic and camera-recorded 
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representation of the world. The discovery in virtual environment is possible via the 

exploration of unreal world prepared by graphic designers and this discovery is limited 

to the existing paths with multiple interactive elements which could be rotated, tilted 

etc. The other mode of interactivity mentioned by Ryan depends on introducing changes 

in the environment. In VR world, it is a straightforward process which depends for 

example on adding, removing, collecting and manipulating 3D objects based in multiple 

locations in the VR world and thus create a number of associations that help recalling. 

The discovery mode in camera-based recording is explored in this thesis, however 

implementing changes in such an environment is different. 

 Interactivity, just like traversing, is an activity that improves recollection. 

Interactivity provides the user with agency, which is the ability to control aspects of the 

narrative. The user can make choices and watch and enjoy their consequences. Agency 

is one of the unique features of digital storytelling and the integral part of the interactive 

work. It is crucial that interactivity is meaningful. Choices must make sense and must 

have consequences and the user must feel that choices that are made have a true impact 

on the story (Miller, 2008, p.56). The type of agency has to be determined at the 

beginning of the project. Although agency is a positive feature it may have undesired 

consequences when it gets out of control, e.g. it may lead to the mock-up of the project. 

 Various designations of interactivity cited above suggest that interactivity is 

limited to computer-generated environments, whereas Ryan (2004a, p.204) points out 

that interactivity is not a phenomenon that was introduced by computer technology but 

it is as old as oral storytelling. The interactive nature of oral storytelling is evident in the 

situation, where a listener, e.g. a child, asks the speaker, e.g. a father, questions about 

the story he tells in order to elicit explanations, to get a parent to develop or retell 

favourite passages of the story, to encourage the father to shorten or omit descriptions of 
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certain objects or to change a direction of the story if he takes a track the child does not 

approve of. 

 Interactivity is thus a feature of face-to-face communication. As it was already 

stated, it does not occur in isolation (Sturken, 1999, p.235), but emerges in a dialogue. 

Interactivity was captured by manuscripts and print-writing and later reintroduced by 

the electronic media into written messages such as emails, text messages, chats. When 

applied to narrative, it transforms into a genre called interactive narrative, where as 

Meadows (2003) indicates the user can interact with the plot.  

 The type of reader-intervention in the plot depends on the freedom granted and 

the degree of intentionality of the interventions by the reader. Ryan (2004a, p.204) 

specifies the following interactivity forms (starting from the bottom to top level): 

¶ reactive interaction, which does not involve any deliberate action on the part of 

the appreciator, e.g. the art work that produces different images on the basis of 

the level of noise produced by visitors; 

¶ random selection among alternatives, when the user cannot foresee the 

consequences of his actions, e.g. random clicking of many hypertexts; 

¶ intended selection between alternatives, e.g. choice between two or more paths 

(multi-path narrative); 

¶ productive action that leaves a durable mark on a textual world in which a user 

takes part by adding objects to the landscape or by writing history. 

From this classification of interactivity we may see that the type of interactivity that 

involves user-participation is either selective or productive. In selective interactivity, the 

user simply chooses between available options, which lead to an end result that has been 

predicted and prepared by the creator of the application (there is a limited number of 

endings). In productive interactivity, the user creates new components of the narrative. 

The number of scenarios is unlimited as it is not possible to predict all types of 
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behaviours and inputs produced by users. Selective interactivity is used in two types of 

narratives that describe the stages in the evolution of the interactive narrative: 

hypertexts and multi-path narratives. 

 

Classification of interactive narratives 

 

Craig Lindley (2005, p.205), a researcher in game and interactive narrative design, 

claims that text-based hypertexts were in fact the first interactive narratives to be 

written. Hypertext was developed between 1968 and 1969 by Andries Van Dam who 

worked on Intermedia, a hypertext system that linked together bodies of knowledge in 

several disciplines, including English and biology (Sloane, 2000, p.178). In 1987, Apple 

Computer introduced the first hypertext that was commercially available on computers. 

Macintosh computers were equipped with HyperCards which held files (stacks) that 

were cross-referenced with one another. Texts become a hypertext in which everything 

in the text relates to everything else in the text. The development of hypertext on 

computers was followed by the advent of hypertext browsers for the Internet such as the 

World Wide Web that appeared in 1990s. 

In the multi-path narrative the reader or audience at specific points has to choose 

between branching alternatives in the text (Aarseth, 2005, p.323-324). Multi-path 

narrative is non-linear as the viewer is exposed to different hypothetical situations and 

has to consider what would happen if the characters took this turn or that path. Grahame 

Weinbren (1995, p.15-16), a media artist and filmmaker, claims that it has the form of 

the story space (using Michael Joyceôs terminology) opened for exploration. This story 

space may consist of a number of related narratives that the viewer combines or 

identifies links between them, or of a single narrative perceived from different 
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viewpoints. Thus, different preferences of combining narratives or different points of 

view are responsible for the creation of multi-paths.  

Aarseth (2005, p.323) specifies three types of multi-path narrative: works that 

branch only once (often in three prongs or more), but often in a way that reflects a moral 

choice or dilemma, works that are solvable puzzles or games (e.g. the user has to search 

for one correct trajectory among many misleading ones) and the fragmented work (all 

paths are correct and readers lost in the labyrinth have to build narrative meaning as 

appropriately as they can). An example of the last type of narrative is Michael Joyceôs 

Afternoon, a story (1989). 

 In fact, Aarsethôs classification of interactive narratives is quite general when 

compared to other classification systems, e.g. by Mirjam Eladhari (2002), a Swedish 

scholar of game design and technology, or Ryan (2001). By comparing and contrasting 

Eladhari's and Ryan's classification of interactive narrative structures. I found out that 

they are very similar. In fact, they use different names for the same structures. In fact, 

Ryan's typology is more complete as it specifies hidden story, which is not mentioned in 

Eladhari's classification. In my description of interactive narrative structures I will refer 

to Ryan's (2001, p.246-258) typology and I will also provide Eladhari's (2002, p.141-

153) names of categories in the square brackets. The overall classification of interactive 

narrative includes the following structures: 

a) the tree, which allows no circuits. Once a branch is chosen there is no return to 

the decision point and there is only one way to reach a given terminal node 

[exploratorium]; 

b) the vector with side branches, where the text tells the whole story in a 

chronological order but the links enable the reader to take short stride trips to 

roadside attractions [nodal/dead end structure]; 



90 
 

c) the braided plot, which relates to the situation when the same events can be 

observed from different point of views and allow for switching between 

characters and also plot lines. In the braided plot the audience can determine the 

point of view from which the narrative is presented. Events that take place in the 

same locations are inhabited by a number of people and everyone has a different 

perspective to the particular event. When the event is finished, the audience can 

continue the plot that is developed by a different character. One event when all 

people meet is the opportunity to change point of view and switch to another 

character and see his/her story [parallel plot structure]; 

d) the maze, where a user attempts to find a path from a beginning to the end 

through many variations provided. Not every traverse line (traversal) provides 

satisfaction. Narrative coherence is guaranteed because all traversals attempt to 

achieve a goal of the narrative [modulated labyrinth]; 

e) the directed network, which prescribes an itinerary through the textual world so 

the user cannot run in circles or go to dead ends. Users have freedom in 

connecting various stages of the journey, but choices they make often keep them 

on a single track and decisions they make are not really significant as no matter 

what they choose, the ending may be the same [modulated/dynamic labyrinth]; 

f) the network, where the readerôs movements are neither completely free or 

limited to a single course and where paths can be uni- or bi-directional. 

Networks allow circuits, for example, the reader can traverse to a node 

describing the death of a character and later return to a node where the character 

is still alive. Narrative coherence in such a structure can be supported only on 

the local level within the sequence of nodes with single connections [open 

structure]; 
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g) the complete graph, where every node is linked to every other node and paths 

between nodes are bidirectional. The reader has freedom of navigation but is 

very difficult, nearly impossible to reach narrative coherence [open structure 

with no story arc]; 

h) the hidden story, which consists of two narrative levels: at the bottom is the 

fixed non-linear, temporally directed story of the events to be reconstituted and, 

on top is a temporal network of choices that determine the reader-detectiveôs 

investigation of the case. The dotted line in-between these two links episodes of 

discovery in the top to the discovered facts at the bottom story. 

The braided plot structure reflects the other way in which the user can interact with a 

narrative (it was mentioned by Weinbren (1995)) and which depends on controlling the 

point of view. If there are a number of characters in the story, each character has its own 

plot line, which includes events that happen to this particular character. The user can 

select which character to follow and experience the narrative from the perspective of 

this character. It may be even possible to switch between different characters and see 

the narrated events from the perspective of a protagonist, antagonist and the peripheral 

characters. This research project explores whether such an idea could be realised on the 

basis of panoramas. This type of narrative seems to relate to Weinbren's expectations in 

1995 when writing In the Ocean of Streams of Story. He introduced the possibility to 

change perspective as one of the approaches to interactive narrative. 

The user may also be able to control how much of the scene to see. The user 

may want to see the narrative from the perspective of a character (1
st
 person), near a 

character (2
nd

 person), or may keep the distance from any character (3
rd
 person). 

 The hidden story which was specified by Ryan (2001), but not mentioned by 

Eladhari is the one that cannot be easily referred to any structure mentioned by Eladhari 

(2002). It has some features of exploratorium as it relies on searches and discoveries but 
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in non-linear and has number of endings, just like a network. When we analyse narrative 

structures in context of building narratives that help to preserve memories, some of the 

structures seem to be too complex to implement. I think it may be safer to refrain from 

structures that may lead to circularity and limit a number of choices (alternative 

scenarios) to a prescribed set of possibilities. In my view, the tree structure, the directed 

network, the maze structure and the braided plot appear to be the ones that have 

potential in building narratives that help preserving memories and they could be taken 

into account when designing interactive narratives that could facilitate cultivating 

cultural memory. 

  

Design of digital, interactive narrative 

 

New media researchers (Dennis Del Favero, Sarah Kenderdine, Jeffrey Shaw) perceive 

digital narrative as mainly uni-modal, while the virtual heritage researchers (Luc 

Courchesne, Michael Naimark) understand narrative as a duality and a derivative of 

virtual reality and cultural memory (Sturken, 1999). The first interpretation flattens 

narrative into a one dimensional ready-made object ignoring the 'multi-dimensional 

dynamics involved in a narrative generated through the interchange between divergent 

human and machine entities' (Kenderdine, 2008, p.151-152). The second interpretation, 

on the other hand, lacks an understanding of the complex multi-dimensional quality of 

digital and cultural processes. 

 Shaw (2003, p.19-20), in the introduction to Future Cinema, introduces cinema's 

heritage and mentions how to develop new strategies for designing narrative techniques 

which could be fully embedded in the future cinema. He presents three approaches that 

will use interactive features of new forms of cinema. The first one is based on creating 

modular structures that enable a number of different possibilities for presenting the 
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interactive narrative. The second approach involves algorithmic design where the 

spectator can change the narrative sequences using, for example, body movements or 

touching an object (eg. mannequin). The third approach uses the notion of space 

inhabited by the audience, where the audience members become agents who can control 

narratives. These approaches are articulated in a number of publications by researchers 

of iCinema, and in the article by Neil Brown, Timothy Barker and Dennis Del Favero 

(2011), scholars and artists of digital media. They introduce the theory of the formation 

of interactive narrative, which presents the direction of the development of interactive 

narratives in the near future. They understand the notion of interactive narrative as: 

formulation of old media practices - embodied by the narrative 

conventions [...] reapplied in the context of new media, with the 

user positioned as interpreting a meaningful narrative via the 

navigation of largely pre-scripted paths through data (Brown, 

Barker & Del Favero, 2011, p.213). 

 

This definition differs from Meadows' (2003) definition, which refers to time-based 

representation of events, whereas this definition is more concerned with spatial 

representation of events. The events are no longer presented chronologically, but their 

order of occurrence depends on the space and taking a particular point of view. 

 Following Brown, Barker and Del Favero's line of reasoning, meaning is created 

interactively as data is presented, reassembled and recalled by viewers. In this case the 

creation of meaningful narrative spaces relates to the concept of remembering through 

storytelling and the traversing described in the previous section enables navigation 

through different paths or trajectories and thus provides the potential to preserve 

memories from oblivion. Therefore, interactive narrative 'emerges as a meta-structure 

that transfers meaning through the experience of interactive episodes with the data' so 

the experience and recalling are not created immediately after traversing along one path, 

but the overall experience available is important (Brown, Barker & Del Favero, 2011, 

p.213). 
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 Brown, Barker and Del Favero (2011, p.214-217) introduce three interactive 

modalities which correspond to Shawôs (2003, p.19-20) three approaches to interactive 

narratives: 

a) polychronic narrative - re-sequencing narrative events; 

b) transcriptive narrative - re-assembling data (e.g. assembly of unrelated data into 

a narrative); 

c) co-evolutionary narrative - narrative as a shared autonomy; narrative can emerge 

and evolve and these processes depend on the relationship between the user and 

the digital agent. 

All these modalities have been investigated through experimental installations at the 

University of New South Wales - iCinema Research Centre. Polychronic narrative is 

located in the context of a social space and a virtual space, which is referred to as 

dialogic (a concept which was introduced by Mikhail Batkin, the Russian philosopher, 

in 1984 to illustrate how fictional characters are able to speak to the authorial control of 

their creator) (Kenderdine, 2009, p.107). It is based on the communication between a 

human user and digitally generated agents. For example, by wearing VR head-mounted 

displays as in Conversations (2004), users become avatars inhabiting the virtual space. 

The user is able to navigate their own paths through pre-scripted events (Brown, Barker 

& Del Favero, 2011, p.214). Polychronic narrative encodes 'temporal structures resistant 

to linearization ... [and] invokes and subverts reading conventions associated with 

narrative as a discourse genre' (Herman, 2004, p.219). The sequence of events is not a 

stable and linear structure but as events are numerous the user can rearrange them and 

link them together in various ways. The sequencing of events encrypts the 'time-act of 

reading' or the 'time act of travelling', traversing and interacting (Brown, Barker & Del 

Favero, 2011, p.215). In the polychronic narrative, sequences are anchored in time and 

space. The narrative does not restrain from time and history but offers a critical 
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reflection upon the temporal and sequential aspects of narrative (Kenderdine, 2009, 

p.107). Viewers in a digitally-generated space where the polychromic narrative is 

shown respond both to each other and to virtual events when they emerge. They are 

given numerous entries and exit points and are able to generate coherent narrative 

content on the fly.   

The next type of narrative, the transcriptive narrative, depends on the assembly 

of previously unrelated elements into a narrative structure (Brown, Barker & Del 

Favero, 2011, p.215). The user of the interactive narrative system is empowered to 

reorganize information from the machineôs database. It means that both the 

organizational and relational structure can be transcribed into a new narrative structure. 

The example of the project in which the transcriptive narrative was applied is 

T_Visionarium (2008), which uses a 360-degree projection system called the Advanced 

Visualization and Interaction Environment (AVIE). The audience in this installation is 

surrounded by 24,000 video clips taken from Australian broadcast television (Figure 8) 

(Del Favero et al., 2005). The viewer uses a handheld device to dynamically select, link 

or re-arrange these video clips in order to create new combinations based on 

information taken from metadata. For example, scenes that involve 'blue' or 'love' or 

'slow' could appear on one side of the immersive screens, whereas clips with the 

opposite metadata are displayed on the other side of the screen (Kenderdine & Shaw, 

2009). (T_Visionarium, 2008) 

 The third type of interactive narrative, the co-evolutionary narrative, relies on 

artificial intelligence and machine learning. It revolves or emerges on the basis of a 

relationship forming between a human user and a digital agent that is able to respond 

autonomously (Brown, Barker & Del Favero, 2011, p.217). It was applied in the 

Scenario project which just like T_Visionarium uses 360-degree projection space of 

AVIE. The movement of users in this space is sensed by a motion tracking system. The 
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system allows users to interact with virtual characters who respond to their movements 

autonomously. The agents approach viewers for assistance in developing the narrative, 

ask the audience for response and respond in complex unscripted behaviours. The 

narrative is generated on the fly both by user-agents and machine-agents. 

 

 

Figure 8 T_Visionarium is a fully immersive interactive installation that presents televisual data so the viewers 

can explore and actively edit stories in a panoramic space.
21

 The permission to reproduce this image has been 

granted by Dennis Del Favero. 

 

Apart from polychronic, transcriptive and co-evolutionary narrative, there are two other 

types of interactive narratives, which were specified by Kenderdine (2009, p.109-111). 

These are scenographic and co-active approaches to interactive storytelling.  

 Scenographic narrative is used in such installations as Sacred Angkor (2004) or 

Double District (2008). This type of narrative has its roots in the practice of design for 

performance and theatre that combines the visual, auditory and the environment in one 

                                                
21 Source of image: http://www.icinema.unsw.edu.au/projects/t_visionarium/project-overview (Accessed: 

10.05.2011) 
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artistic form of communication. The audience members can walk around the rotating 

stereographic-panoramic scenes that invoke a narrative of travelling in 3D spaces. 

 The co-active approach is similar to co-evolutionary narrative except that the 

computer-driven agents are unaware of the existence of external agents who can observe 

them. This type of narrative was used in the project called UNMAKEABLELOVE 

(2008). The project is based on Samuel Beckettôs book The Lost Ones (1974). The 

specific behaviour of Beckettôs characters has been translated into algorithms, which 

drive the behaviours of characters in the virtual world. Apart from Beckettôs virtual 

characters, there are also the óreal-worldô users whose interactivity depends on using 

torches that create torchlight beams in real time. The infrared videos of the torch users 

are also captured. The mixed reality created by virtual characters and real agents 

constitutes the co-active nature of this narrative. 

 Having analysed these five types of narratives, I found out that polychronic 

narrative has many features that may make it very useful for preserving memory. It has 

not been used in memory works so far and it is certainly worth exploring its potential in 

this field.  

 To summarize this discussion, interactivity is applied in many multi-media 

installations and audio-visual projects nowadays and is an effective tool in providing the 

viewers with the sense of participation in the virtual space. The problem with 

implementing interactivity into narrative is that it breaks its continuity and 

cohesiveness. Researchers who work in the field of digital media claim that interactive 

narrative should be based on the gaming model as it is the one that supports continuity. 

Greg Roch, a CEO of Hyper-Bole Studios and a designer of many games, states that 

games 'help knit various pieces of interactive work together' (Miller, 2008, p.63). 

Murray (1998) takes this idea even further and claims that games and drama are closely 

related and that games are a form of 'abstract storytelling'. I do recognise the potential of 
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games in supporting continuity but I am also aware of the fact that games are far less 

continuous than traditional films which support continuity of both time and space. 

Therefore, when devising an interactive narrative that could be used for preserving 

memories, it is worth considering interactive film, which relates to the traditional film in 

its design, but in opposition to the traditional medium, requires an active viewer during 

the screening process. The interactive film that has features of polychronic narrative is 

discussed in more detail in the following section. 

  

3.6. Interactive film  

 

Interactive cinema might be an important milestone in the history of cinema but it is 

rather neglected by the cinema industry, both by mainstream cinema and other 

alternatives, e.g. independent cinema, experimental cinema (Cavus & Ozcan, 2010, 

p.128). Bernardo Bertolucci, an Italian film director and screenwriter, claims that every 

film is a documentary, including fiction films, because it 'carries within it an archival 

record of the period, in which it was made, expressed in terms of lighting style, set 

design, camera work, make up and even behavioural gestures and acting techniques of 

the performers' (Burgoyne, 2003, p.220). However, various cinema researchers point 

out that electronic manipulation of images in film and interactive digital films in which 

endings can be changed and where scenes can be transformed according to audience 

tastes makes the connection between cinema and reality remote. The audience watching 

interactive films differs from the audience watching traditional films. They can imagine 

other endings and what is more, they can act to decide about further developments of 

this film. The interactive cinema may be compared to some extent to the theatre as the 

suspension of disbelief takes much longer than in traditional films. In the theatre, it is 
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typically decided by the actors who may play with the audience, whereas in the 

interactive cinema it is determined by the audience that may take as much time as they 

need to make their decisions. Although the audience of the interactive film knows it is 

not real, it may be difficult to come back to reality as the choice-making process makes 

the users involved in the content of the film that id displayed.  

 Traditional films were the way of recording the real and preserving time. They 

played an important role in shaping our conception of the history. Cinema which relies 

on morphing techniques and computer-generated visual environments thus seems to be 

a medium that refuses the history in the traditional sense that means origins, authenticity 

and documentation. Although computer-generated imagery is blamed for blurring the 

boundaries between reality and fiction, Louise Krasniewicz (2000, p.54), an American 

scholar of cinema studies, describes it as the contemporaryôs period most important 

trope. It is in line with the spirit of the current era when the boundaries of race, gender 

and nation are blurred and when various disciplines are merged.  

 Robert Rosenstone (2003, p.39), a Canadian historian and critic who works on 

narrative history and historical films, claims that the distinction between facts and 

fiction is not so crucial for preserving memories. He states that '[f]acts have not always 

been the primary tool for telling past. The visual history that has started to develop uses 

documentary images in the service of storytelling that mixes fictional, factual and 

speculative discourses. For future generations documentary images may not necessarily 

signify the facts of the past, but may be some form of the representation of the past 

conveyed through metaphor, analogy or irony. It is not possible to predict how the 

cinema will be shaped in the future but it is certainly worth exploring interactive film as 

it may play an important role in the evolution of cinema.  

Before discussing the evolution of interactive films, it is important to highlight 

their major features. Manovich (2001, p.72) claims that interactive film liberates the 
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film structure that has been suppressed for many years by traditional film. It transforms 

three basic elements of conventional film: narrative construction, spatio-temporal 

presentation and viewer participation (Cavus & Ozcan, 2010, p.128). The major feature 

of traditional cinema is the principle of unification. Narrative unification refers to the 

fact that all story lines in a narrative are fragmented into strictly arranged events bound 

in a cause and effect chain (Bordwell, 1985, p.43). The viewer of the traditional film is 

considered an active contributor, but this contribution is on the cognitive level only 

(Bordwell, 1985, p.30).  

In contrast to traditional films, narratives in interactive films are usually 

fragmented into film segments. The viewer strolls between these segments in order to 

watch the narrative. While traditional film has one absolute narrative line that is always 

finalised before screening, interactive film has alternative storylines (paths). The viewer 

can interact with the system by jumping from one storyline to another. Film segments 

are connected with a special algorithm and are collected in a database
22

 (Manovich, 

2001). The user creates one of possible routes by selecting the film segments during the 

navigation. The main task is to make this experience meaningful and, therefore, the 

viewer may watch the film more than once. What is more, every new screening is a 

different experience.  

Whereas traditional film can be presented graphically as a straight line, 

interactive films have more complex representations, e.g. tree, web, flow and matrix 

(Rieser, 1997, p.117-118). Interactive films provide the user with some control over 

                                                
22 The role of a database in narrative was explored by Manovich (2001, p.227) who treats narrative as 'the 

sum of multiple trajectories through a database'. A database is a 'structured collection of data' where a 

user can apply a number of operations such as view, navigate, search, in order to experience the 

progression of events (Manovich, 2001, p.218). The Internet is considered by Manovich as the best 
example of this database because webpages are being constantly updated and all the above mentioned 

operations apply to it. Manovich (2001, p.227) also claims that the user of a narrative is 'traversing a 

database following links, between its records as established by the databaseôs creator' so this designation 

relates both to extractive and immersive model of interactivity identified by Lunenfeld (1993, p.19). 

Weinbren (2003, p.260-263) has a slightly different approach to database as a method of organising data 

and links between them. Weinbren believes that the artist is not creating a database for the film, because 

he would not be an artist any more, but 'content provider'. An artist, instead of designing a database and 

all elements in it, should focus on creating an access to it. 
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narrative, which changes the balance of powers between the cinema and the audience. 

The amount of control may be reflected in the model of the film. In the typical 

branching-out model, when the story reaches a node, the system presents alternative 

paths and the audience is asked to choose one of these alternatives. The example of such 

a model was Cause and Effect (created in 2004 by Chris Hales, an English scholar of 

interactive films) that was presented to the audience in a theatrical setting. In the 

decision point of the narrative the audience was asked to choose one of two alternative 

storylines by pressing red or green buttons attached to their seats (Hales, 2005, p.54). 

The model of interactivity in Cause and Effect has been harshly criticised. Hales (2005, 

p.60) states that the audience treats it as a pure entertainment which confirms 

Weinbrenôs (2003, p.262) claim that too much control the audience is allowed destroys 

the illusion of the film. They suggest that storylines should not be presented explicitly to 

the viewers as it reduces the element of surprise and the excitement of the film.  

Hales, Pellinen and Castren (2006, p.234-236), consider the interaction model of 

Kahden Vaiheilla (1994) as a successful interactive film project. A success for Hales 

(2009, p.108) means that viewers are enjoying their experience so they want to prolong 

it or even revisit it. In Kahden Vaiheilla the input of the audience is evaluated for 

overall reaction by the knowledge-oriented system that decides on the next jump of the 

story. The audience interaction is thus indirect and it preserves surprise and excitement.  

 Apart from these two models, it is also worth mentioning Sonata (1991-1993) by 

Weinbren (2003), where parallel storylines could be watched simultaneously on the 

screen split equally into vertical parts. In this screening, the viewer decided for how 

long the narrative fragments appear on the screen and what relations they enter into with 

each other.  

 By analysing the above-mentioned interactive films, it may be noted that 

continuity and coherence are more challenging in interactive cinema than in traditional 



102 
 

films. The nodal/decision points are moments where the narrative is broken in order to 

collect/retrieve inputs from the audience. What is more, in interactive films viewers 

need more time to create a meaningful story from independently stored film parts. By 

providing viewers with time and by preserving the balance of power between the 

narrative and the audience that will maintain the surprise element, it is possible to create 

a continuous and coherent narrative. It might be worth exploring whether by providing 

users the continuity of space the influence of a break at nodal point could be minimised.  

 The history of interactive films indicates that they have their roots in the crisis of 

storytelling and the exploration of new strategies for telling stories. The first interactive 

films appeared in 1950s. The US television started to provide interactive version of 

films which were displayed on different channels, but the interactivity was limited to 

the possibility of changing channels using a remote control without moving from a sofa 

or an armchair (Huhtamo, 2007, p.3).  

The next steps towards interactivity were forking-path films which were based 

on a short story The Garden of Forking Paths written in 1941 by an Argentinean writer 

and poet Jorge Luis Borges (Bordwell, 2002, p.100). Borgesô novel can be read in a 

number of ways and was in fact a first hypertext novel to be written. Readers are not 

trapped in the dilemma of choosing one set of information and eliminating others but 

may choose to unfold all possibilities. They 'create, in this way, diverse futures, diverse 

times which themselves also proliferate and fork' (Wardrip-Fruin & Montfort, 2003, 

p.33). Although the book was written before the advent of modern computers, it seems 

that Borges has introduced the hypertext narrative structure. (Run Lola Run, 1998)  

 Borgesô idea of forking paths was an inspiration for such films as Peter Howittôs 

Sliding Doors (1998) or Krzysztof Kieslowskiôs Blind Chance (1987). In both films, the 

main character is racing for the train, and in one version of the film, they manage to 

catch the train and in the other they fail to get on it and on this basis two different 
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stories (continually intercut) are presented to the viewer. It seems that the main 

character has only one (moral) decision as it was distinguished by Aarseth (2005, p.323) 

who introduced multi-path narrative based on one branch. More decisions would 

complicate linear approach to these types of films. Sliding Doors, Blind Chance along 

with such films as Run Lola Run (1998) and Rashomon (1950) are the examples of films 

that through the presentation of alternate narrative paths, unlock the mind to thoughts of 

possibility and choice. They support optional thinking
23

 and recalling which can be both 

rewarding and stimulating. I think that speculative discourse available in these films 

enhances recalling of similar situations from our lives and our decisions at similar 

ódecisionô points.(Rashomon, 1950) (Sliding Doors, 1998) (Blind Chance, 1987) 

Forking-path films do not 'offer the interactor an option to change at 

predetermined points the course of action' and there is also no 'navigation of largely pre-

scripted paths through data' in forking-path films (Ben Shaul, 2008, p.7). Viewers are 

static. They cannot take any actions apart from favouring a particular course of the story 

in their mind. No matter what (mental) choice they make, they will have to watch two 

versions of the story presented in the film.  

  There were a few significant examples of interactive films in the film 

history, which involved human interaction. Table 1 presents some of them. 

  

Table 1 Examples of interactive films. 

Interactive film  Type of interaction Display technologies 

Kinoautomat (1967) by R. 

Cincera 

Voting on which scene to play 

next 

Two screens 

I'm Your Man (1992) by B. 

Bejan from Interfilm 

Change of points of view 

(switching between characters) 

One screen 

Hypnosis (1998) by A.Bali Choosing the preferred options 

by mouse clicking 

Computer screen 

 

                                                
23 Ben Shaul (2012, p.2) uses the term 'optional thinking' to refer to the cognitive ability to generate, 

perceive or compare and assess alternative hypotheses that offer explanations of real or lifelike events. 
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The interactive film has made a vast step forward in the development of interactive 

content. Kinoautomat (1967) was the first interactive film. It used a representative type 

of democracy so a large audience could vote on the scene to be displayed as the next 

one using a representative. I'm Your Man, created in 1992 by Bejan from Interfilm, was 

presented in special theatres. The audience had a possibility to change points of view 

and switch between characters (Ryan, 2001, p.272-273). In such a film as Hypnosis, 

interactivity depends on clicking (mouse clicking) the preferred option and the narration 

continues. All the above-mentioned films are based on pre-scripted content.   

It is also straightforward to notice that most of the films discussed so far were 

prepared only for a single user, who can click (mouse clicks) the preferred option to 

continue the narrative, while Kinoautomat was designed for large audience that has the 

right to decide what elements or scenes will be shown to them.  

In my view, when devising a model of interactive film that could be used for 

preserving memories, one might follow the Kinoautomat model. It gives a large 

audience the right to vote on objects or scenes that will be displayed so it supports 

selective interaction but at the same time it does not generate immediate outputs that 

increase excitement. It rather supports watching alternative paths at the rate that is 

adjusted to usersô needs and engages the audience in thinking about alternative paths 

and their consequences which might influence the preservation of memories. It presents 

a story of the fire and its consequences. The story is not real but its script was invented 

in such a way to facilitate making different choices and experiencing different 

outcomes. The Kinoautomat model will be discussed in more detail in the following 

section with the aim to examine which features of this model may be particularly useful 

in preserving memories. 
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Kinoautomat 

 

This section focuses on Kinoautomat, which was demonstrated to the world for the first 

time in Canada in 1967 (Expo '67). This interactive film presented unstable 

relationships between members of a family. The film began with a flat on fire, and 

immediately the spectators were told that the main character is responsible for this 

event. The actor presented a series of flashbacks describing the highly unlikely 

sequence of events, which brought him through stupidity and carelessness to his 

conclusion. Although the spectators were allowed to determine some of his decisions in 

the actions with other film sequences, no matter what the spectators decided, the result 

was always the same - a building on fire. A number of people felt that it was a satire on 

democracy where everyone has a chance to vote, but public voting never changes 

anything (Huhtamo, 2007).   

 In Kinoautomat spectators had an opportunity to influence the storyline of the 

film by voting for up to two possible storylines by pressing buttons that were attached to 

armchairs. This early form of participation projected results of voting on the screen and 

the decision was announced to the viewers (the continuity of space and time was broken 

by long lasting decision points). It was the first time when viewers were able to change 

the storyline, which was the privilege of the film producers (Carpentier, 2011, p.267-

268). It seems that the novelty of Kinoautomat was forgotten since its discovery and 

patenting it in 1967. According to Nico Carpentier (2011, p.277), a scholar of 

communication studies, who visited Prague in order to have interviews with creators of 

this interactive film, Kinoautomat was played until 1974 (in Prague in 1971 and 1972 

and also in Expo 74 in Spokane, US) whereas Michael Bielicky (2003, p.101), a 

scholar of digital media, mentions that there were no more screenings after 1967 due to 

political reasons and when moved back from Expo in Canada to Czechoslovakia, 
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Kinoautomat was closed down in Prague because of the democratic awareness in the 

socialist country where such a satire on democracy was not allowed. Such a novel 

solution promoting choices of different paths in a film could open people's minds and 

encourage them to think about alternatives and ask questions which were inappropriate 

from the point of view of the regime. The attitude of the authorities to Kinoautomat 

maybe compared to the officially sanctioned public memory, which was prepared by 

authorities, where the citizen could not question historical facts presented in this way.  

 Raduz Cincera (1923-1999), the creator of Kinoautomat, describes interactive 

film in the following way (Carpentier, 2011, p.278):  

...the substance of Kino-Automat [..] is based on the possibility 

of direct participation of the viewers in the story in progress. The 

film story stops many times during the performance and the 

viewers have the possibility to influence its further progress 

according to their own wishes. The viewersô opinion is found by 

an electric voting appliance run by a computer and the plain 

majority decides, on behalf of the main character, how the story 

is going to proceed. This direct participation in the story in 

progress substitutes the atmosphere of a theatre performance, 

thus, for the first time in the history of cinematography, breaking 

through one of the basic barriers between theatre and film. 

 

Cincera mentions the possibility to link theatre and film in order to provide a greater 

interaction of the audience. In fact, the experiments of combining film projections and 

theatre performances undertaken in the 20
th
 century by Jan Grossmann (1968, p.36-38), 

Czech theatre director and critic, had a direct influence on the creation of Kinoautomat. 

The issue of increasing audience participation is not new but there were a 

number of technical limitations and difficulties that caused that this approach was 

forgotten for a long time. The invention of laser-disks technologies has increased the 

recognition of such interactive films, but only a few of them were released. The 

daughter of Raduz Cincera - Alena Cincerova - mentioned in the interview with 

Carpentier (2011, p.280) that:  

When I was producing this DVD with Kinoautomat, an English 

professor [Chris Hales] said something quite profound. "This 
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film was made especially for DVD". And then I realized that my 

father had been ahead of his time, more than 30 years before the 

invention of DVD, he had invented this interactive film. 

 

Kinoautomat
24

 was presented in a similar way as in a traditional cinema. Two screens 

were located in front of the audience showing alternatives and the audience could vote 

every few minutes on the next scene by pressing buttons. It should be noted that there 

was a stage actor (representative democracy) in Kinoautomat (Figure 9) who helped the 

audience to make choices and introduced a method of voting.  

 

 

Figure 9 Kinoautomat - DVD (2006-2007)
25

 - created on the basis of Kinoautomat (1967).  

The permission to reproduce this image has been granted by Alena Cincerova. 

 

A number of choices provided to the viewer of Kinoautomat activated inner experiences 

in user's minds: perception of the present, hopes, guesses about the future and beliefs or 

fears, dreams, pains and also memories of the past. Before a particular decision was 

made, the viewers could use their memory to see whether they remembered similar 

situation and considered choosing a similar option in the past.  

                                                
24 Kinoautomat was restored and produced in 2006-2007 by Alena Cincerova, the daughter of Raduz 

Cincera, the creator of interactive film in 1967. DVD was published in 2008.  

 
25 Source of image: http://dvdfreak.bloudil.cz/freak.php?p=kinoautomatclovekajehodum&dz= (Accessed: 

10.05.2011) 
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 Despite the fact that Kinoautomat contributed greatly to the development of 

interactive films, its principles were not applied for many years to increase participation 

in the film experience (Carpentier, 2011, p.281). Even the introduction of laser-disk 

technology (CD-ROM, DVD-ROM, Blu-ray) has not increased the production of 

interactive films. This may be caused by the following limitations of the film: 

1) it was difficult to create numerous pre-made segments; 

2) the ability to generate different endings was obstructed; 

3) stage actor interventions were strictly scripted; 

4) voting procedure also reduced the choices of the viewers; 

5) spectators were captive in their seats; 

6) there was no room for extensive deliberations or dialogue as the viewers were 

seated and could not change their positions; 

7) the idea was not transferable, a new type of cinema had to be built to 

accommodate interactive films at that time. 

Kinoautomat did not allow for self-production of the storyline. It was pre-scripted and 

supported only selective interaction and therefore was not truly interactive:  

The often-raised criticism is that making choices in an 

interactive narrative made from pre-made segments is hardly 

more sophisticated than pressing the required combination of 

buttons on a hot-drink vending machine (Hales, 2005, p.64). 

 

I partially agree with Hales, but in my opinion, the creation of a difficult configuration 

could discourage a number of people from interacting. This system could be researched 

further. 

 Weinbren (2003, p.266) claims that Kinoautomat offered a closed list of choices 

whereas in the real life a number of choices may be unlimited.  

The branching structure of the Kinoautomat films was more 

limited than it seemed to be, and at some points the voting had 

no effect at all. The audience was as if invited to play a new and 

exciting game, the outcome of which was partially genuine, 

partially illusory (Weinbren, 2003, p.266). 
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I agree with Weinbren that interaction in Kinoautomat was quite limited as all choices 

should be meaningful and should really make a difference for further developments of 

the story. However, unlike Hales, I find the interaction model in Kinoautomat much 

more refined than the one in a vending machine as it supported optional thinking and 

recalling. 

 In my opinion, limitations of Kinoautomat can be translated into features that 

need to be improved when designing an imagined display technology that would be 

efficient in the preservation of memories using interactive films. These improved 

features are also very relevant for designing an immersive image space for the 

presentation of interactive narratives; as described in the next chapter. 

 Table 2 presents features of Kinoautomat and an attempt to find alternative 

features, which could help to evoke memories in some type of an imagined display 

technology. 

 

Table 2 Comparing Kinoautomat (1967) and imagined image space  

which could enable preserving of memory 

Kinoautomat (1967) Imagined display technology Influence on preservation of 

memory 

Sitting audience 

(captive audience) 

Standing audience, freedom to 

change their position 

Traversing within the image space 

Audience does not 

have an opportunity to 

learn about their 

choices and see 

alternative decisions 

Audience is invited to learn 

about alternatives 

Presentation of results and 

audience's choices could introduce 

optional thinking 

Speaking is not 

allowed (as during 

traditional film) 

Speaking is welcomed Exchanging ideas enhances 

recalling 

Well guarded time 

slots for making 

decisions 

Time for decision-making is not 

limited but decision points do 

not obstruct continuity of space 

It would be a challenging project to 

create an interactive film where 

choices are created by viewers and 

there are no breaks as they broke 

the continuity of time (not the 

continuity of space) 

Dark room Semi-dark room The audience could see each other 

and exchange start conversation 
































































































































































































































































































































































































































































