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Abstract 
Animation’s linear narrative paradigm screened on 
rectangular flat surfaces remains paramount in mainstream 
commercial viewing modes, however the affordances of 
current technology present alternate opportunities for 
engaging with animated content. 
Viewing works displayed on non-flat surfaces in large-scale 
environments is becoming commonplace. While many 
works include elements of narrative, or aspects of visual 
playfulness and optical whimsy, they do not manage to 
combine both of these facets into a singular immersive 
visually engaging storytelling experience. 
This paper discusses the development of a 360-degree 
projection installation in a cylindrical space of looped 
figurative and pattern-based animation sequences that 
narrate elements of a short story based on Attar’s The 
Conference of The Birds. 
Referencing optical toys like the zoetrope and praxinoscope 
from an early pre-cinema era, the artists’ challenge is to 
develop a methodology that combines the technical and 
aesthetic qualities of simple looping animation sequences 
that both intertwine and interplay in a visual and narrative 
way, in a seamless immersive gallery style environment. 
The investigation looks at the physical science of projection, 
including the technical specifications, timings and layering 
required to create a continuous image. It also poses 
questions of audience engagement and appeal beyond the 
novelty factor, analyzing a number of recent works in this 
genre. What are the requisite elements of narrative, visual 
perspective, timing and pacing and levels of detail for an 
effective multi projection work? Some answers include a 
requirement for technical seamlessness, clarity in colour 
depth, repetition and simultaneity and the presence of 
narrative artifacts. 
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Introduction 
Situating the artist in animation practice betwixt the 

parameters of cinema on the one hand and installation 
video on the other provides fertile grounds for the continuing 
efforts of theorists such as Paul Wells, Thomas LaMarre 
and Alan Cholodenko in defining contemporary animation 
practice. Discussion tends to focus on the physical aspects 
of the medium such as camera or cinema technology, the 
frame, the place between-the-frame, and techniques used 
in creating images. This paper reviews a work-in-progress 
research project that combines affordances of a cinematic 
narrative experience with an immersive projection 
installation created via traditional animation techniques. The 
process of trying to define this project as not ‘cinema’ yet 
not ‘art’, nor simply ‘design’ led us to consider the location 
of the animation artist. 
Mark Nash’s essay in The Art Of Projection considers the 
fluid boundaries for modern-day practitioners. 
 “The moving image is now a key element of contemporary 
art practice and gallery and museum display…. The moving 
image has provided a means for artists to develop a ‘post-
medium’ practice, one that moves between media and is not 
restricted to a particular one.” (Nash 2009, p141) 
One of the main factors confining a truly borderless practice 
remains the structural restraints of the black box / white 
cube model whereby screen media works are divided along 
the lines of content. The restrictive divergence is 
apportioned as either a storytelling and narrative trope or an 
experiential or experimental aesthetic object. The main 
obstructive element lies in the existing architecture of 
display spaces: the black box cinema space has fixed 
rectangular screens and seating arrangements; the white 
cube centered on illuminating static works within a 
rectilinear context. Video installation works have their own 
luminosity and do not need ‘museum lighting’ as such. 
Cinematic works require undivided attention – and 
comfortable seating for over an hour – which the gallery is 
not set up to provide. However those limiting archetypes of 
the physical venue, cultural expectations, aesthetic 
approaches and technical feasibility are rapidly changing 
with the advanced qualities of video, digital production, 
projection and internet and mobile technologies. There is 
certainly much new technological potential for different 
approaches to moving-image-art, but these possibilities 
have not yet been thoroughly plumbed. What is most 
important now is the pursuit of creating pioneering 
innovative content. 
Christopher Eamon questions the 20th century hypothesis of 
delineating art versus cinema, 
“Then look at video and the changes in the quality of 
projection since the eighties – if you look at the past forty 
years, say, … there is an arc to the interplay of the 
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illusionistic and the structuralist, between the cinematic and 
the focus on the space of the projection over this timeframe. 
Maybe I’ll pose this question to you: is the arc of that story 
coming to an end or is the film/video as spatial/conceptual 
practice – the beyond-illusion or beyond-cinema paradigm – 
still relevant today?” (Eamon 2009, p14) 
Our quest is to develop a work that straddles the 
affordances of both, exploring the opportunity to create an 
effective immersive animated installation work that also 
satisfies an audience with a sense of narrative content. The 
project references Attar’s The Conference of the Birds, a 
well-known fable of an epic journey towards truth and 
enlightenment. The concept alludes to the mandala, the 
archetype of wholeness. Carl Jung referred to the mandala 
as ‘the psychological expression of the totality of the self’.  
Giuseppe Tucci, an Italian scholar of oriental cultures, in 
The Theory and Practice of the Mandala said: “so the 
mandala is no longer a cosmogram but a 
psychocosmogram, the scheme of the disintegration from 
the One to Many and of reintegration from the Many to the 
One, to that Absolute Consciousness, entire and 
luminous…” (Tucci, 1961).  
The “Shamseh” carpet design (Figure 1) is one of many 
initial inspirations for this project, created to illustrate the 
concept of disintegration and reintegration. 

 
Figure 1. “Shamseh” mandala design, Honari 2012 

 

The focus is on the transformation of storytelling and 
narration initiated by using symbolic visual language in 
animation. Attar is one the most influential Persian 
storytellers who used the poetics of prose language to tell 
his stories. The project also embodies the notion of Sufism, 
which provides a rich tapestry of ideas dealing with 
philosophy, psychology, mysticism and ecology. Sufi ideas 
have influenced various key thinkers through the ages, 
fostering tolerance, respect and inter-religious 
communication – vital aspects for a 21st century world. 

Locating the Audience 
In Man and his Symbols, the last book undertaken by Carl 
Jung, he quotes Dr. M.L. von Franz explaining “the circle or 
sphere, as a symbol of the self. It expresses the totality of 
the psych in all its aspects, including the relationship 
between man and the whole of nature. Whether the symbol 
of the circle appears in primitive sun worship or modern 
religion, in myths or dreams, in the mandalas drawn by 
Tibetan monks, in the ground planes of cities, or in the 
spherical concepts of early astronomers, it always points to 
the single most vital aspect of life, its ultimate wholeness". 
(Jung 1978) 
In expressing the ‘totality of the psych’, wholeness also 
implies multiplicity. One would question why we need a 
multi-screen projection – what are the requirements, how 
could they best be articulated, and who to? 
“We are surrounded today, everywhere, all the time, by 
arrays of multiple, simultaneous images …. The idea of a 
single image commanding our attention has faded away. It 
seems as if we need to be distracted in order to 
concentrate, as if we… could be diagnosed en masse with 
attention deficit disorder. The state of distraction ….[is] a 
new form of attention. Rather than wander cinematically 
through the city, we now look in one direction and see many 
juxtaposed moving images, more than we can possibly 
synthesize or reduce to a single impression” (Colomina 
2009, p36) 
This state of distraction/attention is fundamental in this 
particular research project, blurring the margins of the black 
box/white cube dichotomy. The complexity of the mandalic 
design, with a constantly moving image requires the viewer 
to try and pay close attention to the details, while also being 
somewhat overwhelmed with the intricacy of the whole. It 
also harkens a sense of playfulness – heeding the era of 
19th century optical toys like the zoetrope and praxinoscope, 
which afford the ability to engage and interact. Practitioners 
in the 20th century have remodeled and reinvented the 
hypothesis of these ‘toys’, creating both intimate and large-
scale works for a variety of purposes. 

Current Practices 
Narrative – a focus on stories or information 
A seminal pioneering work was Charles and Ray Eameses’ 
multiscreen installation for the Moscow World Fair in 1959, 
which consisted of multiple screens simultaneously 
displaying various iconic filmed sequences of the glories of 
American life. In setting up this exhibition, there was 
consideration of Herbert Bayer’s ‘field of vision’; a roughly 
230 degree lateral arc spanning a floor to ceiling depth. 
This reflected a similar exhibit devised by the Disney 
company of the ‘Circarama’ at the Brussels World Fair in 
1958, this time a 360 degree display showcasing the range 
and scope of the American culture. 
The Eameses’ were forerunners in creating the multi-
sensory immersive experience with another project that 
included live narration, multiple images (both still & moving), 
sound (music & narration) and  ‘collection of bottled 
synthetic odors that were fed into the auditorium during the 
show through air-conditioning ducts’…. The aim was to 
produce an intense sensory environment so as to “heighten 
awareness”. “ (Colomina 2009, p43) 



The production was akin to setting up a circus, with multiple 
projectors, screens, audio equipment and a circular stage 
much like a circus ring. (Side note – they were close 
associate of the Ringling Brothers circus at the time) This 
circular presentation and cyclical nature of the work closely 
resembles the mandala aspect of a zoetrope or other optical 
toy. 
“The idea was, as with ‘Sample Lesson’, to produce sensory 
overload. As the Eames had suggested to Vogue, ‘Sample 
Lesson’ tried to provide many forms of “distraction” instead 
of asking students to concentrate on a singular message. 
The audience drifted through a multimedia space that 
exceeded their capacity to absorb it.”…. (Colomina, p47) 
One crucial aspect was in determining the optimal amount 
of images to show simultaneously. The resolution seemed 
quite arbitrary in which they considered four to be too easy 
to comprehend, but more than eight too cluttered, and 
settled on seven as the ideal between comprehension and 
perplexity. 
Essentially these displays were propaganda in a Cold War 
era promoting North American triumphant lifestyle. 
Similarly, as an advertising piece or promotional trailer, the 
recent Dreamworks “DragonFlight: The Dragon’s Eye View 
of Berk” installation at the Australian Centre for the Moving 
Image, involved multiple activities simultaneously displayed 
in a 180 degree surrounding delivered with four ceiling 
mounted projectors. The immersion relied heavily on sound, 
and the use of 3D forced perspective. In this case, the eyes 
follow the main character as it traverses across and around 
and into the screen. There is not a lot of peripheral action, 
though enough to add to the ‘distraction’, warranting at least 
two or three viewings to comprehend the whole. Despite the 
distraction and the spectacle of the wall-to-ceiling screen, it 
is very much about narrative focus and vicarious enjoyment 
of being swooped along in a simulated flight. 
The iCinema setting has also been explored with Sarah 
Kenderdine’s omnistereographic 360-degree interactive 
projection environment for the Immigration Museum 
(Melbourne) displayed from 2008 – 2010. 
The Boston (USA) Historical Museum also developed an 
immersive diorama using 8 projectors and individual video 
files projected in a raised 360 degree screen for 
informational and education purposes 
The main focus is on storytelling and event sequences, with 
a tilt towards attention through immersion over distraction. 
 

Artist – focus on pattern and form 
Mostly site-specific, these examples are situated in 
churches or planetariums which already have an inbuilt 
dome. The key element here is abstraction, playing with 
digitally generated algorithms to create kaleidoscopic 
beauty. Miguel Chevalier’s Roses Digitals displayed at the 
2012 Chemins d'art en Armagnac Festival in the 4 metre 
wide dome of the Aurens Church, Castelnau-sur-Auvignon. 
Similarly, Anomaly was a collaborative work in the 
Rochester Museum & Science Centre's Strasenburgh 
Planetarium at the 2013 fringe festival involving dance, 
digital video projection, sound and lighting. Paul Grimmer’s 
2010 Continuum is another full-dome experiential 
installation in a planetarium, described as “a meditation on 

notions of beauty, perfection and difference focusing on a 
body, physically and digitally modified and transformed.” 
(Grimmer 2010) 
Other site-specific works employ existing architecture with a 
focus on patterning, often using the inherent edges and 
extrusions of a building to enhance the images. Another 
Miguel Chevalier work from 2014 created an interactive 
generative Magic Carpet on the floor of an unused 
Morrocan church in Casablanca which treats the 
audience/participants as elements affecting the image. 
Projection mapping on the exterior of buildings is now 
almost commonplace, many still confined to random 
colourfulness and /or branding displays similar to the 2014 
Colour Me Brisbane events. However festivals like Vivid, 
Sydney include many works that operate through audience 
interactivity and site-specific design that provokes an 
engaged public response. 
Rear projection displays using existing window spaces of 
large scale building is also gaining mainstream popularity 
with silent, generally non-figurative works shown in public 
spaces often associated with festivals and events like 
Zagreb’s “Animation goes MSU” in Croatia as part of 
Animafest. 
These site-oriented works offer an otherworldly conception 
of ’known’ spaces, creating an unexpected mis-en-scene for 
the unfolding scenario. 
“As an artistic practice, mis en scene is one of the many 
techniques that engage the viewer in an aesthetic 
experience. AsS a concept, it refers to something more 
adequately indicated as a cultural practice. This practice 
involves us every day, but more acutely so in confrontation 
with situations that frame-freeze, so to speak, the mis en 
scene itself as a cultural moment in which routine if slowed-
down, self-awareness is increased, and satisfaction is 
gained from going outside ourselves.” (Bal 2009, p178) 
The focus here is on aesthetics and joyfulness; a welcome 
unexpectedness in familiar environs. 
 

Technical – focus on the physical medium 
Recently there’s been a reemergence of sculptural works 
that mimic the model of early optical toys. These are not site 
specific, however they are highly technically medium-
specific, reliant on a suitable installation space, which 
includes options for stroboscopic lighting to display 
effectively. The most well-known of these zoetropes (or 
stroboscopes) are multiple figurative sequences created as 
3D sculpts in a large conical carousel configuration of 
animated characters from mainstream films including 
Pixar’s Toy Story, and Studio Ghibli’s My Neighbour Totoro. 
The stroboscopes rely on persistence of vision between the 
flashing light and the space between each figure in the 
same way that the early zoetropes retained a smoothly 
flowing perception of movement viewed from the slits in the 
cylinder reel. Most importantly, the images appear to move 
forward (or backwards, or towards us) across the field of 
vision. This requires keen technical geometrical 
measurement in the placement of each figure in the field or 
frame, with an incremental shift in successive images. John 
Edmark’s experiments with 3D printing sculpts based on 
Fibonacci numbers determined that the incremental 



placements equated to the Golden Ratio or Golden Angle 
figure of 137.5 degrees, which remains consistent 
throughout nature. (Edmark 2015). To display these 
effectively relies on filming the stop motion at specific 
speeds to capture successive freeze-frames. Beatriz 
Colomina discusses the reliance on technology to 
appreciate the viewed experience in the Eameses’ works of 
the 50s and 60s which remains relevant today. 
“The film breaks with the fixed perspectival view of the 
world. In fact. We find ourselves in a space that can be 
apprehended only with the high technology of telescopes, 
zoom lenses, airplanes, night-vision cameras, and so on, 
and where there is no privileged point of view… More 
importantly, the relationship between the images reenacts 
the operation of the technologies.” (Colomina 2009, p40) 
To effectively realize this project requires extensive 
experimentation in order to get the correct timing and 
movement for the animated images. The Bird Cycle (figure 
2) illustrates an early test in sectioning the circular field and 
utilizing the Golden Angle increment for apparent forward 
motion. 

 
Figure 2. Bird Cycle Test. Honari 2014 

On Looping 
Looping actions, interacting with each different element in 
the image, create mesmerizing sequences. The sheer 
aspect of repetitiveness triggers a kind of comfort or reverie; 
a sense of safeness and predictability from the object or 
plaything, yet at the same time a renewed enjoyment in 
noticing things slightly missed in the previous viewing. 
Elizabeth Hellmuth Margulis, director of the music cognition 
lab at the University of Arkansas and the author of On 
Repeat: How Music Plays the Mind talks about music and 
experiments with audience responses to repetition; “A 
phrase that sounded arbitrary the first time might come to 
sound purposefully shaped and communicative the second.” 

She refers to the ‘semantic satiation effect’ where rapid 
repetition of words incites a kind of cognitive trance. 
Referring to the early optical toys, Plateau’s phenakistosope 
(1832) and anorthoscope, Faraday’s wheel (1831), 
Stampfer’s stroboscopic discs (1832) Horners Daedalum or 
zoetrope (1834) and Reynaud’s Praxinoscope (1877), Mary 
Ann Doane considers “the reduced form of seriality of the 
loop constituted a type of miniaturization of time and 
movement, its repetition a guarantee of its materiality” 
(Doane 2009, p153) 
Mieke Bal concurs; “I love the mechanism of the loop. Each 
time around of any number of minutes is over, I tell myself: 
“One more time”. And it is invariably during one of these 
repetitions that I become sensitized, because of the 
repeated seeing to the theatricality of what happens on the 
screen(s) in relation to the narrative setting. Theater, light 
and riveting: might they have an intrinsic relationship to 
each other? And is that the ‘message’ of video 
installations?” (Bal 2009, p167) 
It is clear that the Praxinoscope / zoetrope / stroboscope et 
al have an element of ‘story’ in them in the form of a gag – 
the character is doing something, moving somewhere, 
progressing, but at the same time not progressing. The 
theatricality and staginess becomes mesmerizing. Following 
the action or simple movements, and concentrating all 
attention on that sequence while also focusing on 
secondary  (distractive) movements is a compelling 
combination. Situated within a physical ‘toy’ or environment, 
it become riveting through its tangibility. 
Looping engages two aspects of our comprehension: the 
narrative and the purely aesthetic. David Herman’s ‘Basic 
elements of Narrative’ comprise Situatedness; Event 
sequencing; World making / World disruption; and 
Experience within the storyworld in flux. 
 “…narrative can be viewed under several profiles: as a 
cognitive structure or way of making sense of experience; 
as a type of text, produced and interpreted as such by those 
who generate or navigate stories in any number of semiotic 
media (written or spoken language, comic and graphic 
novels, film, television, computer-mediated communication 
such as instant messaging, etc.); and as resource for 
communicative interaction which both shapes and is shaped 
by storytelling practice.” (Herman, 2009 p7) 
His hypothesis veers mainly towards comics narrative, 
however it works as an apt description in the miniaturized 
world of the narrative Loop. Caracciolo’s critique on 
Herman’s text provides and even closer description of the 
way a loop may be comprehended in terms of audience 
interaction; 
“Narrativity is no pure essence that scholars can capture 
and study in vitro. There is no single defining quality, but 
rather a set of features that pinpoint narrative objects 
because they prompt their interpreters (readers, spectators, 
etc.) to reconstruct them as narratives. It should be noted 
that, in Herman’s view, narrative “artifacts” (as he calls 
them) are no more than “blueprints” (107); in other words, 
they are incomplete without the reader’s (spectator’s, etc.) 
concretization. (Caracciolo, 2009) 
For these 3D sculptural artifacts the focus is on playfulness, 
simulated tactility and z-dimension depth. 



Technical considerations 
The dilemma in designing and setting up this project lies in 
the consideration of available, affordable and effective 
equipment, space and resources. The most obvious 
concern relates to the number and type of projectors, the 
placement of projectors – central or ceiling mounted (the 
desire is to have these as unobtrusive as possible) and the 
careful planning required allowing for edge overlap, edging 
blending, luminosity and depth of throw. A number of other 
physical situational factors, such as the curved wall and 
how it will affect the projection throw, and aspects of 
parallax that might be taken advantage of. 
Various new technologies are starting to accommodate 
these aspects with companies like Matrox specializing in 
display walls and digital murals, and Nozon developing 360 
degree environments for Oculus Rift engagement that 
accommodate parallax effects. Both developments may 
auger well for future artist engagement, negating the need 
for ‘old school’ projectors, and even ‘old school’ physical 
gallery/museum/cinema spaces. 
The most pressing problem  encountered in the work-in-
progress is in determining the optimum timing and 
sequencing of the animated images, and effectively 
integrating and intertwining these into a cohesive holistic 
mandalic entity. 
Technically, the sequencing and timing coincidence across 
the multiple projectors must be precise, and the software 
required to run these looping sequences to be reliable and 
without end-glitch. Export file sizes and dimensions also 
pose conundra, allowing for non-rectangular delivery, and 
precision of image quality throughout. 
The other demanding issue is the size of available physical 
space, how to create the perfect cylindrical ‘screen’ and 
how best to accommodate the viewer to enter the space. 
The scale and scope crosses and confuses the black box / 
white cube territories in many ways, and the project is 
intended to be transportable and able to be installed in 
multiple (suitable) spaces. One solution is to create the 
circular   projection space as a strip curtain (a little like the 
plastic ‘fly curtains’ of the 1950s), allowing for easy access 
into the projection circle at almost any point (Figure 3) 

 
Figure 3. ‘Fly Curtain’ screen schematic. Honari 2015 

Aesthetic design 
What are the requisite elements of narrative, visual 
perspective, timing and pacing and levels of detail for an 
effective multi projection work? Through review and 
highlighting the affordances of various successful 
multiscreen installations, we have made a checklist of 
requirements to accommodate. 

• The mechanisms must be technically seamless – we 
should not be aware of the projectors, the edges or 
walls, nor the gaps or breaks in the looping sequences; 

• It should have an aesthetically pleasing colour depth – 
which is also not diminished or compromised by the 
physical space, the projection distance and the quality 
of the projectors (no fuzziness or wash-out); 

• Incorporate elements of abstraction and patterning – 
creating a riveting experience through the sensitized 
joy of looping; 

• Include multiple intertwined images – with shifting focus 
on up to 7 elements at once, some of which interrelate 
to each other and forced perspective or a 3 
dimensional aspect, with some z-dimension movement; 
and 

• Involve a story or narrative sequence – the characters 
‘Do’ something within each loop (eat a fish, swoop in 
and out, leap and fall, change shape or form) Pelican & 
Fish (Figure 4) 

 

 
Figure 4. ‘Pelican & Fish’ looping action. Honari 2014 



Conclusion 
Just as the 16mm camera heralded the revolution in 
independent filmmaking, and video ushered in the 
possibilities for artist-videographers, the digital projector 
plus digital creation tools offer easily affordable, portable 
and feasible options for immersive works that break the 
dichotomy of the white cube / black box paradigm of moving 
image art. This research project is an example of the 
options available for the animation artist to create a work 
positioned on the spectrum between Cinema and Art. 
For the generalized animation artist of the 21st Century, the 
hidden algorithms devised by computer programmers have 
superseded the physical and technical wrangling of rostrum 
cameras, cels and platen-based timing. For an Artist 
Animator of the 21st century, concerned still with the 
perceptibility and physicality of the visual or multi-sensory 
experience, they must be prepared to explore the cross-
disciplinary territory embodied between the black box and 
white cube. Through contextual review and systematic 
experiments in the development of this work in progress, we 
have identified a number of key elements that contribute to 
joyful narrative engagement for the multi-projection 
installation audience.  
 
A critical requirement for technical seamlessness is not only 
performed via the physical hardware and software of the 
projection technology, but necessary to address in the 
detailed planning of the actual animation timing and 
movement. Adaptation of the principles of the Golden Mean 
assist in measuring increments around the circle or spiral of 
the mandalic form and precision and accuracy in execution 
is essential. Associated with the technical element is the 
need for clarity of image, in both colour depth, and crisp 
edges, particularly for highly complex or detailed 
animations. Repetition, in terms of shapes, forms and 
patterns, plus a looping cycle, add to an altered state of 
cognitive perception, which has the potential to be a 
pleasurable manifestation as does processing simultaneous 
images. Evidence shows that up to seven concurrent 
images that also incorporate a sense of perspective or 
special depth is the optimum; however further experiments 
and potentially evaluating the outcome of this project may 
prove otherwise. Embracing a broad definition of 
narratology, projects that contain action sequences or 
narrative artifacts help to provide a more literal cognitive 
engagement for an audience. 
These elements help to form a methodological roadmap for 
the animation artist creating multi-projection works. 
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