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Founded in 1992, the International Panorama Council (IPC) is 
a worldwide organization of panorama specialists, committed 
to supporting the heritage and conservation of the few existing 
panoramas dating from the 19th and early 20th century, and 
the promotion of knowledge and awareness of the panorama, 
including its current relevance and development. Since the 
organization’s beginnings, annual conferences have been held 
around the world. The yearly IPC conferences are intense 
encounters, discussing and connecting the past, present and future 
of the panorama phenomenon. IPC is a non-government and not-
for-profit association, according to Swiss law.

In 2017, the peer-reviewed International Panorama Council 
Journal was established in order to stimulate and foster 
interdisciplinary research on the panorama and its related forms. 

The third edition of the International Panorama Council Journal 
is a collection of selected essays from the 28th International 
Panorama Council Conferenc. Hosted by the Atlanta History 
Center, the conference was held in Atlanta, Georgia, United 
States, September 26 – 27, 2019.

On behalf of the International Panorama Council membership, 
I would like to thank Sheffield Hale, Gordon Jones and the 
Atlanta History Center for their efforts in hosting a wonderful 
conference. We would also like to acknowledge the great work of 
Thiago Leitão de Souza, Blagovesta Momchedjikova, Dominique 
Hanson, Guy Thewes, Molly Catherine Briggs, and Sylvia Alting 
van Geusau for their contributions to the conference and journal.

Seth Thompson
President 
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28th INTERNATIONAL PANORAMA COUNCIL CONFERENCE  
ATLANTA HISTORY CENTER, 

ATLANTA, GA, USA, 
September 26-27TH, 2019 

 

CONFERENCE PROGRAM 
 
 
DAY 1  THURSDAY, SEPTEMBER 26TH, 2019 
09:15: Shuttle pickup from Hampton Inn & Suites to Atlanta History Center 
 (Atlantic Limousine and Transportation) 
09:30 – 10:00: Arrival and Registration 
10:00 – 10:15: Atlanta History Center Welcome Address 

Sheffield Hale, CEO 
10:15 – 10:25: International Panorama Council Welcome Remarks 

Seth Thompson, President 
10:25 – 10:30: International Panorama Council Welcome Remarks 

Thiago Leitão, Secretary General 
10:30 – 12:00: Session I: Tour of The Battle of Atlanta Cyclorama 
12:00 – 12:10: Coffee Break 
12:00 – 13:10: Session II: The Battle of Atlanta Cyclorama 

The Big Move: The Relocation and Re-Installation of the Atlanta Cyclorama 
Ulrich Weilhammer, Weilhammer & Schoeller Art Conservation, USA 

The Atlanta Cyclorama: Restoration, Reconstruction, and Their Aesthetic Aspects 
Susan Olamai, Weilhammer & Schoeller Art Conservation, USA 

Artifact, Not Attraction: Exhibiting The Battle of Atlanta 
Gordon Jones and Jackson McQuigg, Atlanta History Center, USA 

13:10 – 14:10: Lunch 
14:10 – 15:10: Session III: Panoramic Cities 

Imaginary Cities: The Work of Bodys Isek Kingelez 
Blagovesta Momchedjikova, New York University, USA 

Vienna’s Grand and New Panorama Through the Media of its Time 
Jean-Claude Brunner, Independent researcher, Austria 

―It is Not a Painting, it is the City Itselfǁ: Nineteenth-Century Panoramas of Paris 
Gabriele Koller, Foundation Panorama Altötting, Germany 

15:10 – 16:10: Session IV: Moving Panoramas 
Hibernicons: A Moving Panoramic Tour Through Ireland 

Sue Truman, The Crankie Factory, USA 
Excavating The Panorama of the Monumental Grandeur of the Mississippi Valley (c.1850): 
Sifting through Science and Story to Find a Living Past 

Melissa Wolfe, Saint Louis Art Museum, USA 
Tracing What Remains: Looking for James Wilkins’ Grand Moving Mirror of The Overland 
Trail 

Nicholas Lowe, School of The Art Institute of Chicago, USA 
16:10 – 16:20: Coffee Break 
16:20 – 17:20: Workshop: Panoramic Technology 

The Need for a Guidance Manual on the Technology of Creation, Exhibition, and Storage of 
Panoramas and Dioramas 

Irina Gribova, Museum-Panorama The Battle of Borodino, Russia 
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28th INTERNATIONAL PANORAMA COUNCIL CONFERENCE  
ATLANTA HISTORY CENTER, 

ATLANTA, GA, USA, 
September 26-27TH, 2019 

 

 

  17:20 – 17:35:    International Panorama Council Book Launch 
More Than Meets the Eye –The Magic of the Panorama (IPC, 2019) 

Gabriele Koller, editor (with Patrick Deicher) 
17:35 – 17:50: Book Launch, Queens Museum 

The Panorama Handbook: Thoughts and Visions On and Around the Queens Museum’s 
Panorama of the City of New York (Queens Museum, 2018) 

Blagovesta Momchedjikova, co-editor (with Hitomi Iwasaki) 
17:50 – 18:10: Board Bus 
18:10 – 18:20: Transportation to Dinner Venue 
18:30 – 20:00: Dinner at Louisiana Bistreaux Restaurant 
 (3312 Piedmont Rd NE, Atlanta, GA 30305 

 
 
DAY 2  FRIDAY, SEPTEMBER 27TH, 2019 
07:00 Executive Board pickup from Hampton Inn & Suites to Atlanta History Center 
07:15 – 09:45 Executive Board Meeting at Atlanta History Center 
09:30: Shuttle pickup from Hampton Inn & Suites to Atlanta History Center    
 (Atlantic Limousine and Transportation) 
10:00 – 10:10: International Panorama Council Journal Presentation 

Seth Thompson, President 
10:10 – 11:10: Session V: Natural Histories 

Laysan Island Cyclorama: The Illusion of Life 
Cindy E. Opitz and Liz A. Crooks, University of Iowa Museum of Natural History, 
USA 

A Garden of Many Visual Delights: The Panorama of Wörth in the Antwerp Zoological 
Garden (1881-1905) 

Leen Engelen, LUCA School of Arts & KU Leuven, Belgium 
Distant Landscapes in Monarchical Panoramas and Motion 

Dominique Hanson, Musée Royale de l'Armée et d'Histoire Militaire (retired), 
Belgium 

11:10 – 11:20: Coffee Break 
11:20 – 12:20: Session VI: Panoramic Histories & Rhetorics 

Updating the Past: The Absence of Atrocities in the ―Battle of Gettysburgǁ Cyclorama 
Thorsten Logge, University of Hamburg, Germany 

Panorama of London: Virtuality and Presence in Nineteenth-Century Spectacle Culture 
Molly Catherine Briggs, University of Illinois at Urbana-Champaign, USA 

A Cat Walks into a Bar CYCLORAMA… 
Suzanne Wray, Independent researcher, USA 

12:20 – 13:20: Lunch 
13:20 – 14:20: Session VII: Twenty-First Century Panoramic Technologies 

Artistic Research, Cultural Heritage and Virtual Reality Panoramic Photography: Sacred 
Spaces of New England 

Seth Thompson, American University of Sharjah, UAE 
The Panorama of Rio de Janeiro by Victor Meirelles and Henri Langerock: Part 2—To 
Render or Not to Render? Maybe We Need to Surrender! 

Thiago Leitão, FAU-UFRJ, Universidade Federal do Rio de Janeiro, Brazil 
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28th INTERNATIONAL PANORAMA COUNCIL CONFERENCE  
ATLANTA HISTORY CENTER, 

ATLANTA, GA, USA, 
September 26-27TH, 2019 

 

 

The Murten Panorama from the 2D to the 4D 
Daniel Jaquet and Sarah Kenderdine, Military Museum of the Castle of Morges, 
Switzerland 

14:20 – 15:20: Session VIII: Contemporary Panoramas 
Panoramas of Yadegar Asisi as an Immersive Contemporary Art Form 

Juliane Voig, Asisi F&E GmbH, Germany 
On Power, Pans and Panopticons 

David Kutz, independent photographer, USA 
Panorama Konyanüma 

Salih Dogan, İBB Kültür A.Ş. Panorama 1453, Turkey 
15:20 – 15:30: Coffee Break 
15:30 – 16:00 Session IX: Panorama Updates 

Panorama Obscura: Illuminating the Observatory Sciences 
Patrick Ellis, Georgia Institute of Technology, USA 

Panorama 25ᵗʰ December 
Serdar Murat Gürsel and Bekir Sıtkı Severoğlu, Gaziantep Panorama, Turkey 

16:00 – 16:10: International Panorama Council Conference Summation 
Conference Scientific Committee 

16:10 – 17:40: IPC General Assembly 
17:40 – 18:40: Executive Board Meeting 
18:40 – 19:00 Cocktails 

The Battle of Atlanta Cyclorama Rotunda 
19:00 – 21:00: Farewell dinner 

The Battle of Atlanta Cyclorama Viewing Platform 
 
POST-CONFERENCE DAY  SATURDAY, SEPTEMBER 28TH, 2019 

 
 
08:30 – 17:00: Shuttle pickup from Hampton Inn & Suites at 8:30am (Atlantic Limousine and 

Transportation). In the morning, we will visit the cyclorama building in Grant Park, which 
was built for The Battle of Atlanta in 1921 and housed it through 2017. Architects and 
engineers will take us through the building as it undergoes adaptive re-use as an event space 
for Zoo Atlanta. Then we will visit the site of the 1864 battlefield as well as the vantage 
point used by the artists in 1885-1886. Following a traditional southern lunch at Mary Mac's 
Tea Room (at this site since 1945), we will tour the Martin Luther King Jr. National Historic 
Park, including the visitors' center, Fire Station 6, and Ebenezer Baptist Church. We will end 
the afternoon with a visit to the National Center for Civil and Human Rights in downtown 
Atlanta. 

 
NOTE: The Atlanta History Center is open from 10:00 to 17:30 Monday through Saturday and 12:00 

through 17:30 on Sunday. If you are planning to come early or stay late, IPC members will 
be admitted free all day from Wednesday, Sept. 25 through Sunday, Sept. 29. 
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The Big Move: The Relocation and Reinstallation 
of the Atlanta Cyclorama 

Ulrich Weilhammer  
Weilhammer & Schoeller Art Conservation 

Atlanta, Georgia, USA 
contact@weilhammer-conservation.com 

 

Abstract 
The Atlanta Cyclorama, painted in 1885, depicts the battle of 
Atlanta of 1864; it is one of only two remaining historic 
Cycloramas on display in the US. In July 2014, the Atlanta 
History Center (AHC) entered into a 75-year license agreement 
for the long-term preservation of the Cyclorama painting. This 
also included the relocation of the canvas from its site at Grant 
Park to a new facility on the AHC’s ground in Buckhead.  The 
biggest challenge of this gigantic project was to get the more than 
4-ton, 109 x 13m canvas safe for transportation right across the 
City of Atlanta. The structure of the painting had permanently 
been altered in its structure due to the fiberglass-lining attached 
during the restoration campaign in the late 1970s and several 
others before. As the 1970s-lining and repairs of the textile 
support needed to be respected, the canvas was strip-lined, 
separated into two pieces and scrolled vertically before it could 
be transported to its new home at the AHC and installed there in 
its hyperbolic shape. Large missing sections of canvas, including 
8ft of sky, had to be added while mounted and under tension – a 
task that had never been done before on a painting of this scale. 
The relocation, conservation and restoration of the Atlanta 
Cyclorama was led by Ulrich Weilhammer and Thomas Schoeller 
and completed in May 2018. 
 

Keywords 
Atlanta Cyclorama, Relocation, Conservation, Restoration, 
Gustav A. Berger 

Introduction 

In July 2014, on the 150th anniversary of the Battle of 
Atlanta, the Atlanta History Center (AHC) entered into 
a 75-year license agreement for the relocation and long-
term preservation, restoration and maintenance of the 
Cyclorama of the Battle of Atlanta. This also included 
the relocation of the painting from its site at Grant Park 
to a new facility on the AHC’s ground in Buckhead. 
Moving a Cyclorama is a big deal—and even bigger with 
a painting of the scale, weight and state of preservation 
of the Atlanta Cyclorama.   

 

Background 
Produced by 20 mainly German artists with the 
American Panorama Company in Milwaukee in 1885, 
the Atlanta Cyclorama was painted on one single unit of 
Belgian linen, stitched together in 14 sections. 
Originally, the Atlanta-canvas was approximately 15.5m 
(49ft) tall and measured 115m in circumference (382ft) 
[1]. After receiving a sizing with glue and priming, the 
surface was painted by up to 20 artists. After completion, 
the canvas was divided into two units. Cyclorama 
paintings, in general, were scrolled on long wooden 
tubes for transportation. Whenever the cyclorama was 
transferred to a new rotunda, the same two seams were 
opened and later stitched together again when hung at 
the new location [2]. 

In its 133-year history, the painting has seen several 
restorations. Before Gustav Berger’s famed restoration 
between 1978-82, the painting had been restored several 
times before. Records indicate that the first major 
alteration took place in 1891. To make the painting 
appear “friendlier” to the southern viewer, Paul Atkinson 
had the frightened Confederate prisoners repainted as 
fleeing Union soldiers. Years later in 1909, the city of 
Atlanta hired H.H. Osgood to clean and re-paint an area 
of damage. The painting was then moved to the building 
at Grant Park in 1921. Due to a miscalculation, two 
sections of the painting had to be removed in order to 
allow it to fit into the new building. To cover up cut areas 
of the painted scenery and figures, the areas next to the 
vertical cuts were heavily overpainted to make them 
match. A year later, in 1922, an artist was hired to clean 
the surface and to repaint the sky, adding clouds to cover 
up previous water damage. In 1934, a team of artists 
around Wilbur Kurtz re-painted significant features in 
the interest of historical accuracy. Kurtz left extensive 
documents recording the damages he observed and what 
was repainted. The largest alteration made was the 
repainting of the foreground “dirt” color to match the 
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new real dirt diorama.  It was during this restoration 128 
plaster figures were made and added to the diorama as 
well as cannons, debris, and foliage to complete the look. 

In 1964, the conservator Walter J. Nitkiewicz (who 
also treated the Battle of Gettysburg Cyclorama in 1962) 
reported serious deterioration. However, the city lacked 
the funds at the time to restore the painting. After a 
severe damage of the Cyclorama-building due to a freak 
storm, a large tear along the top of the Canvas was 
repaired on an emergency basis in 1977. At that time, it 
became clear that the Cyclorama-painting was in an 
absolutely terrible condition and in urgent need of 
restoration. 
 
Berger Campaign 
When Gustav Berger started his work in 1978, he found 
the painting in a poor state of preservation; the 
cyclorama showed 178 tears and 696 holes in the canvas 
as well as cracks, cupping, delamination and losses of 
paint layer all over its surface. In addition, Berger found 
pieces or boards of wood nailed to the back of the canvas 
through the front, patched over with pieces of canvas and 
poorly overpainted. While the top area of the canvas was 
in better condition and still had its hyperbolic shape, the 
lower half showed large ripples and wrinkles and had 
lost its original shape and dimensions. 

Berger decided to reinforce the canvas, but the 
problem was that there was no access to the reverse of 
the painting due to the architectural situation.  
Berger decided to transfer the complete upper ring to a 
newly installed monorail system: after the installation of 
a temporary suspension system, the weight of the 
painting was transferred to the new system while the old 
suspension system was removed. To reinforce the 
painting’s textile structure, Berger decided to add a 
fiberglass lining to the backside of the original canvas. 
Berger‘s lining-system employed a double-layered 
fiberglass-fabric adhered using BEVA-adhesive [3]. By 
using pre-shaped vacuum-plates, softening the structure 
and flattening the canvas, he formed the essential 
hyperbolic shape and set it by reinforcing the fabric. For 
the hundreds of tears and holes, Epoxy-resin and strips 
of thin fabric were used for mending. Also all seams 
between the single sections received an extra “lining” 
with Epoxy and thin fabric as they have been thinned to 
avoid bulging during lining. Where original canvas was 
lost, new canvas inserts were made and connected to the 
original fabric with epoxy-resin. 

By lining two additional fabrics on its reverse, Berger 
formed a thin eggshell-like structure to keep the 
painting’s shape. This hyperbolic shape was not imposed 
to the canvas; the canvas had this shape in the beginning 
(1886), but lost it over time due to the missing bottom 
ring and its weight pulling it downwards and keeping the 
painting’s tension. When the painting was brought to its 
Grant-Park location in 1921, it probably had already lost 
the bottom tensioning ring long before. Only after 
visiting the Mesdag-Panorama in The Hague, Berger 
installed a PVC-ring about 3ft above the bottom edge of 
the canvas. During further treatment of the painting, he 
repositioned the “hoop” several times. Reading his log-
books, it is evident that he did not install the ring to add 
weight and tension to the canvas after lining and 
achieving its hyperbolic shape; he only mentions the 
bottom-ring for the purpose of keeping the circular 
shape.  
 
State of conservation, 2016 
During our examination in 2016, the painting showed 
good tension and a classic hyperbolic shape in the upper 
half of the canvas. Distortions in the lower part of the 
canvas derived from the missing proper tensioning ring: 
the PVC-hoop showed not enough circumference and 
did not add enough weight to the painting. The canvas in 
the lower half of the cyclorama showed vertical ripples 
through the entire circumference. Here, also the 14 
seams were clearly visible. Distortions were visually 
enhanced by a very glossy and shiny varnished surface 
and the poor lighting which disturbed perspective and 
illusion. Along the bottom edge, large strips of the 
canvas had been cut during former treatments - probably 
by Berger - as the bottom edge was rotten. These areas 
of missing canvas corresponded with the rise and fall of 
the topography of the diorama. But still, the Atlanta-
cyclorama is the most complete and most original 
Cyclorama in the US.  
 
Concept 
After a thorough examination of the painting and its 
structure as well as studies of reports and documents 
regarding the history and former repairs of the Atlanta-
cyclorama, Weilhammer & Schoeller developed a basic 
concept: 

- stabilization of the paint layer to minimize loss. 
- To “grab” the edges of the canvas for scrolling 

and final mounting of the painting in the new 
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location, strip linings are needed to level the 
canvas’ cut or torn edges. 

- Separation of the canvas into 2 parts 
- The two parts will be scrolled vertically onto two 

scrolls 
- missing sections and the sky section will be 

inserted or added  
- the painting’s tension needs to be adjusted to 

create its typical hyperbolic shape 
- Berger’s lining and repairs of the textile support 

were to be respected and not be removed. 
 

Grant Park Location 
 

A first assessment of the Atlanta Cyclorama took place in 
July 2014, when the AHC invited several conservators to 
develop ideas and concepts for the relocation of the huge 
canvas. After W&S was awarded with the project, a second  
assessment followed in 2015. Before the closer 
examination or any hands-on work on the painting could 
start, the site at Grant Park needed to be prepared to access 
the painting. All parts of the diorama that were closer than 
approximately 15ft to the painting were removed and 
stored in the rotunda.  

Preparatory work also included accurate recording of all 
data regarding the sizes of the sections. Betwee March and 
late April 2016, Ulrich Weilhammer, Thomas Schoeller 
and Christian Marty from Switzerland, who consulted the 
AHC, took all relevant measurements of the painting and 
the attached infrastructure. Measurements of both the top 
and the bottom edge of the painting were taken; also a 
“zero-line” was marked on the painting: as the strip linings 
needed to be levelled, a white line along the bottom edge 
exactly 1m above was marked with chalk – regardless of 
cuts or missing edges in the canvas.  

According to the analysis [4] of samples of the canvas 
taken in spring 2016, the original canvas including its 
fiberglass lining was strong enough to hold the complete 
weight of the painting. Both the current structure (original 
canvas incl. Berger’s lining as well as only the original 
canvas) showed a high tensile strength. With an average 
force of ca. 200N/m (at a height of 13m), the current 
structure could support at least 15 times its own weight. 

More testing of the canvas was done in our studio in 
Germany to determine the overlap needed to create a strong 
bond between the lined canvas and the new lining. Several 
small samples of the canvas taken from the bottom edge 
and the edges around the former entrance were lined with 
BEVA-D371 and new fabric and tested for its strength.  

A 1:1-scale dummy was prepared in our German studio 
according to the original measurements and dimensions of 
the top of the lined canvas including the upper hanging 
system. The tests on the dummy included the testing of 
specific properties of all materials used in the Cyclorama 
as well as understanding the construction etc. Tools and 
materials were also tested. At the same time, equipment 
was ordered and methods as well as handling procedures 
were tested in Germany and on site in Atlanta.  

On site, a large scaffold structure was erected in front of 
the painting to access the painted surface on an area of ca. 
13m tall and ca. 15m wide (42 x 49ft). A platform at its top 
enabled access to the painting’s upper edge, the ring beam 
and the track of the rotating system (inner working tower). 
Access to the painting’s upper edge and its backside, 
including appropriate workspace, was crucial, as strip-
lining and dismantling of the painting from the ring beam 
was to happen there. A 12m, 2.5m wide and only 0.8m deep 
(39 x 8.2 x 2.6ft) lightweight aluminum-scaffold was 
erected at the back of the painting to serve as access to the 
upper ring and working platform (outer working tower).  
 
hands-on work: preparing the canvas 

 

Large areas of flaking paint layer were especially found 
along the lower half of the painting. During his 1980s-
campaign, Gustav Berger already described large areas of 
flaking paint and its time-consuming consolidation with 
acrylic adhesives. Several materials had to be tested for 
their compatibility with these materials. The “new” acrylic 
adhesive for consolidation (Lascaux MfK) was brought in 
with small syringes and small brushes and had to be 
repeated up to three times to obtain good results.  

Fig. 1: Consolidation of flaking paint layer along the 
bottom of the painting. © W&S 
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To tension the painting and to achieve a circular shape of 
the painting’s bottom edge, Berger had used textile loops 
to install a PVC-ring about 3ft above the floor. After the 
consolidation of the fragile paint layer and the removal of 
the PVC-ring and its textile loops, all surfaces (front, 
backside) that could be reached from the ground or from 
the scaffolding were cleaned with pure water and micro-
sponges (“suction-blocks”). In preparation of the new strip-
lining, the lower 6ft of the lining on the backside were 
additionally cleaned with Ethanol/Acetone to remove any 
fatty/greasy residues or excess paint stripper left during the 
removal of the loops. Contrary to the first versions of the 
concept, the painting did not rotate for cleaning, 
consolidation or removal of the loops. Our experience 
showed that the time needed to rotate the painting was 
more than the time being spent to move along the painting 
and execute the specific steps. 

 
Strip lining process (bottom) 
In preparation for the lining-process, an upper rail on top 
of the ring-beam needed to be designed to mount the 
painting temporarily and to attach the individual strip-
lining sections. Altogether 70 custom-made steel brackets 
and steel pipes, were attached to the upper ring parallel to 
the lining process at the top edge of the painting.  
As both the top and the bottom ends of the painting needed 
to be strip lined in order to get an even edge to scroll and 
later to install the painting, suitable materials, techniques 
and designs had to be determined. Each lining-strip 
included an "envelope" at one longer end with an inserted 
steel strip (each 175cm/5.7ft long and 5cm/" wide; 
thickness: 0.6mm). Holes in the steel strip (diameter: 1/2") 
were needed for the mounting of the strips to the hanging 
ring. Also for the strip lining at the top edge of the canvas, 

lining sections needed to be prepared in advance. After 
testing several synthetic fabrics, a Polyester fabric by the 
US-manufacturer GlenRaven [5] was chosen according to 
its parameters: elongation, width, tongue tear and strength 
as the most suitable textile for the strip lining.  

For linings, in general, the “vacuum-method” is widely 
used to create pressure needed to attach the lining-fabric to 
the backside of an existing canvas. To create a vacuum on 
paintings on textile, usually a vacuum-table (powered by a 
vacuum-cleaner) and plastic films to get the “sandwich” 
airtight are used. For large sections to be lined at the 
Atlanta Cyclorama, W&S designed four custom-made 
vacuum-panels made of aluminum. Until these aluminum- 

panels were fabricated and delivered, a simple wooden 
vacuum-box (size: 180 x 70cm / 5.9 x 2.3ft; depth: 8cm/3”)  

was built by W&S to do early tests on the lining process 
in March 2016. The front panel was made of a perforated 
metal sheet; a standard plastic vacuum-hose was inserted 
in the wooden panel on the back. A standard vacuum-
cleaner was used to create the low pressure. 
As it took several weeks to get the panels and high-
performance side channel-blowers delivered from 
Germany, the “simple” wooden vacuum-panel was used 

Fig. 2: loops (top: Kevlar; bottom: linen) attached to the 
lined canvas fixing the PVC-ring along the bottom. © W&S 

Fig. 3 (top) and 4 (below): set-up for the strip lining at the 
bottom with the wooden vacuum panel and with the 
heating pad at the backside (below). © W&S 
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not only for testing the lining process, but also for doing 
the actual lining until the new equipment arrived. In 
preparation of the strip-lining along the bottom edge, the 
wooden vacuum-panel was placed in the exact level of the 
lower edge of the canvas in front of the painting. At the 
opposite side of the canvas (backside!), a strip of  BEVA 
D371-film was applied on Berger’s fiberglass-lining using 
hot irons. At the painting’s bottom, the BEVA-film was 
attached along the bottom edge. All lines were then 
levelled using a self-levelling laser line at the backside of 
the painting. Another strip of BEVA D371-film was 
applied to the new lining strip according to the overlapping. 
After exactly positioning the lining fabric at the backside 
of the canvas (the top end exactly aligned with the laser-
line), magnets were used to temporarily hold the lining-
fabric in its position. The vacuum was turned on and a 
silicone heating pad (size: 175 x 50cm / 5.7 x 1.6ft) was 
placed at the backside of the lining area. To create a better 
vacuum, the complete lining area needed to be completely 
covered with Mylar film (larger than the lining area, using 

adhesive tape to fix the Mylar to the backside of the 
painting). With this vacuum system, the lining fabric was 
heated and pressed towards the backside of the painting. 
Upon heating up to a temperature of 75°C, the heating pad 
was turned off (while the vacuum was still on!) and 
allowed to cool down to a temperature lower than 30° 
(approx. 20 mins). After turning the vacuum off, the Mylar-
cover and the heating pad were removed and the result of 
the lining process could be reviewed. After the completion 
of each section, the equipment (vacuum-panel, heating-
pad) was moved to the next position. The complete process 
was then repeated for the next 168cm (5.5ft)-wide strip 
lining.  

The strip lining process was repeated until the complete 
bottom edge was lined. After completion, the newly 

attached lining canvas was wrapped in plastic tarp to avoid 
dragging on the floor. Black tarp was also used to cover the 
floor undereath the canvas to keep the newly added 
sections from getting dirty.  

 
Strip-lining process (top) 

In general, the lining process at the top was similar to the 
process at the bottom: the vacuum panel was placed in the 
exact level of the upper edge of the canvas in front of the 
painting (inner working scaffolding). At the opposite side 
of the canvas (backside; outer working tower), the heating 
pad was placed at the same level. The infrastructure and the 
preparations needed for the lining, however, were very 
different and sophisticated. As the painting needed to be 
detached from its mounting ring for the lining process, a 
temporary rail needed to be installed right above the 
vacuum panel and the heating pad. A 20ft (6m) long box 
rail track including ca. 30 trolleys was installed right 
above/between the two scaffoldings, and next to the upper 
ring beam. To attach the “new” strip lining, the fabric 
needed to be attached between the differenet layers of 
lining at the top to gain additional strength due to the 
double-sided adhesion. This lining “envelope” as well as 

Fig. 5: A 20ft long box rail track installed above the 
painting between the two working platforms. © W&S 

Fig. 6: removal of an aluminum angle prior to strip lining 
the top edge. © W&S 
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the infrastructure needed (additional temporary mounting 
ring etc.) had to be prepared at the same time as the lining 
process itself. 

The treatment of the painting’s upper edge started with 
the installation of the first section of the temporary railing 
on top of the hanging beam and cutting the first of the two 
seams to be opened. Seam 14-1 (Decatur-section) was 
positioned next to the working towers; right above the 

seam, a steel bracket was installed using two wooden 
screws at its front and a clamp at its backside; two more 
brackets were installed in the same way to its left and to its 
right with a distance of approx. 1.5m (5ft) each. A metal 
pipe was then installed at the top of the brackets. As seam 
14-1 had already been opened and connected during the 
1980s campaign, it was filled with Epoxy-resin. A high 
speed cutter was used to remove the Epoxy-filler along the 
seam; the seam itself was cut with scalpels. 

The strip lining process itself started with the removal of 
two layers of lining at the very top of the upper edge of the 

painting. After testing several solvents and their mixtures 
as well as commercial paint strippers, commercial 
paintstripper was chosen. To access the upper end of the 
lining fabrics, an 176cm / 5.8ft long aluminum profile 
underneath the mounting ring beam had to be removed by 
opening 8 screws. The Kevlar between the painting and the 
aluminum profile was then cut with scissors.  

Behind the outer working tower, a self-levelling laser 
marked exactly the line where the painting needed to be cut 
horizontally. Already during their prefabrication, all lining 
strips received a horizontal red line exactly 47cm (18.5”) 
underneath their top end. During the lining process, both 
lines (on the fabric as well as the projected laser line) had 
to align at all times.  

Paint stripper was applied on the surface of the (second) 
fiberglass lining and covered with Mylar. After a few 
minutes, the Mylar film and the remaining paint stripper 
could be removed. The two layers (one layer of fiberglass 
and the Kevlar insert) were then removed by pulling both 
layers downwards (42cm / 16.5”). One layer of fiberglass 
(first lining) remained on the back of the canvas. Torn 
edges of the remaining fiberglass on the canvas were 
trimmed; a straight line was then cut at the upper edge of 
the two detached fabrics using Kevlar-scissors. The 
complete process described above was repeated until at 
least 2m / 6.5ft of canvas were prepared in that way.  

The crucial process of cutting the original canvas could 
then start: straps and clamps were attached to the trolleys 
in the box rail track installed between the two working 
platforms right above the canvas (15-20 trolleys and straps. 
A red laser line was positioned exactly 2cm / 0.8” 
underneath the ring beam. Following the laser-line, the 
original canvas was lowly cut horizontally along the line 

Fig. 7: cleaned reverse of the canvas after detaching one 
layer of fiberglass lining and the Kevlar-fabric. One layer 
of fiberglass remains on the canvas. Here: opened seam 
along section 14-1. © W&S 

Fig. 8: set-up of the vacuum-system at the top: heating pad 
(red), canvas (green), strip-lining (white) and the vacuum-
panel (wood). © W&S 
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an immediately attached to the straps with clamps to tie the 
canvas to the rail track. 

 
As soon as ca. 2m / 6.5ft were cut, the vacuum panel 

(installed at the inner tower) was moved towards the 
painting. Strong magnets fixed the painting to a metal beam 
that was attached right underneath the vacuum panel. 
BEVA D371-film was then ironed onto the remaining 
fiberglass lining on the back side of the original canvas and 
onto the pre-fabricated lining section described above 

(overlapping area: 40cm / 15.5”). At the same time, the new 
section of strip lining was attached to the straps with zip-
ties and suspended from the rail track at the front side. Care 
was taken that the red line drawn on the strip lining aligned 
with the red laser line at the back of the painting. Another 
layer of BEVA D371-film was attached to the backside of 
the new lining strip, using hot irons. The detached 
Kevlar/fiberglass-“sandwich” was then flipped back and 
fixed to the back of the canvas using hot irons. After 
removing the magnets, the vacuum was turned on and the 
heating pad was in the same way as described before. This 
procedure had to be repeated 72 times.  
 
Vertical Strip-lining  
After completing the lining process along the top edge, 
also the two vertical seams had to be strip lined. As 
described before, all lining sections needed to be 
prepared in advance according to the exact 
measurements of the painting. For the vertical inserts, 
four extra-long sections (full height) were needed. They 
were prepared in the same way all other inserts were 
made – with a total width of 170cm / 5.6ft each and 

envelopes at both ends to insert the steel strips. After 
rotating the first seam (Decatur-section) towards the two 
working towers, three of the aluminum vacuum-panels 
were connected in a frame) to create one large panel with 
the dimension of 60 x 300cm / 2 x 10ft). This large panel 
was suspended from the hanging ring along the seam 
(front side) and connected to the side channel blower. In 
preparation for the lining, the backside of the lined 
canvas was cleaned with Ethanol and Acetone to remove 
any fatty residues that could interfere with the adhesive. 
A vertical line was then drawn along the complete height 
of the painting parallel to the vertical edge. BEVA D371-

Fig. 9: view of the strip lining attached to the new railing 
using anchor shackles and zip ties. © W&S 

Fig. 10: vertical strip-lining along one of the cut seams. © 
W&S 

Fig. 11: the sections of the spools are brought into the 
building through the back door © W&S 
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film was then applied along the marked area with hot 
irons. Also on the front of the lining fabric, the same 
adhesive was applied. The lining fabric was then 
positioned at the back of the canvas with zip ties at the 
top and temporarily fixed with magnets. Both the heating 
pad and the vacuum-panels were positioned at the same 
level (starting at the top!) and covered with Mylar to 
achieve an airtight space underneath. The complete set-
up was then moved downwards for the next section. 
 
Scrolling 
One of the core elements of our concept was the vertical 
scrolling of the two halves of the painting onto two large 
spools in order to get them ready for transportation. First, 
the exact dimensions and the design of the two spools had 
to be determined. Besides being tall enough to 
accommodate the ca. 13m / 42ft tall and ca. 55m / 180 ft 
long halves of the painting, each scroll needed to have 
aluminum discs at both ends to attach and to tension the 
scrolled canvas. Each of the two spools was 13.7m / 45ft 
tall with a diameter of 0.8m / 2.6ft and a total weight of 
6,200lbs / 2.8tons. To bring the spools into the building in 
Grant Park, they were delivered in sections and assembled 
inside the rotunda. Before they were brought into the 
building, the exact position for the extraction of the 
painting (through the roof!) had to be determined. 
According to the structure of the roof, only a few spots 
were suitable to be opened for the extraction of the scrolls 
including the painting. To assemble the scrolls (the first 
scroll was assembled in November 2016; the second one in 
early January 2017), a scaffolding had to be erected around 
the scrolls and diagonal towards the painting at the same 
time. Both scrolls were suspended from a H-beam at the 
very top of the scaffolding right underneath the roof 
structure (several non weight-bearing beams had to be 
removed prior to set up the structure). A ball-bearing hook 
was used to hang the heavy scroll and to make it turn 
smoothly. At the floor, the scrolls were centered and 
secured from wobbling.  The horizontal position of the 
scrolls was adjusted according to the position of the 
painting on the ring (clearance between upper/bottom edge 
of the painting and the discs: ca. 30cm / 1ft each; clearance 
between floor and scroll: 5cm / 2”). In preparation for the 
scrolling process, the inner “cores” of both scrolls were 
covered with fabric, as we wanted to avoid direct contact 
of the painting with the metal surface (to avoid 
contamination with greasy residues or water condensation 
etc.). At the top of the scaffolding, a box rail track (already 
used during strip-lining the top edge) was installed at the 

same level as the top of the upright-standing fully 
assembled scroll. The rail track was needed to feed the 
painting from the present hanging ring towards the scroll 
(distance: ca. 7m / 23ft). At both ends of the scaffolding 
(next to the present hanging ring), a small platform was 
needed to remove (cut) the zip-ties used for mounting the 
painting to the temporary railing above the hanging ring. 
To feed the painting towards the scroll, all hands were 
needed at the same time to: 

- cut / remove cable-ties from the temporary railing 
- insert new zip-ties or clamps and connect them to 

the straps / trolleys sliding in the box rail track  
- adjust the height / horizontal level of the painting 

according to the laser line (in accordance to the 
upper edge of the scroll) 

- rotate the painting and move canvas towards the 
scroll  

The painting was fed along the track (ca. 7m / 23ft) towards 
the scroll. While moving the painting, turnbuckles were  

attached to the anchor shackles; at their upper end, the 
turnbuckles were bearing a long eye-bolt. This was needed 
later to attach the painting to the disc at the upper end of 
the scroll. At all times, self-levelling lasers were used to 
control control the upper edge of the painting, as it was 

Fig. 12: red laser-line at the upper edge of the canvas during 
the scrolling process. © W&S 
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crucial to scroll the painting exactly levelled. As soon as 
the vertical lining of the canvas reached the end of the track 
(right in front of the scroll), the first 2-3 straps were 
removed and the turnbuckles / eye-bolts were attached to 
the upper disc: first, the exact position of the hole to be 

drilled had to be determined; aftre drilling, the eye bolt was 
fixed to the upper disc and secured with a wing nut. Care 
was taken to match the horizontal laser line. By rotating the 
scroll, the complete canvas was tensioned, “pulled” away 
fixed to the upper disc and secured with a wing nut. Care 
was taken to match the horizontal laser line. By rotating the 
scroll, the complete canvas was tensioned, “pulled” away 
from the hanging ring and fed towards the scroll. Using a 
come-along supported the rotation-process.  

At the same time, the lower edge of the canvas had to be 
attached to the bottom disc. To do so, metal strips were 
inserted into the strip lining’s envelope after passing the 
ledge of the floor next to the scaffolding. Anchor shackles 
were used to connect the single metal strips (length: 175cm 
/ 5.7ft); shackles were also inserted into all holes of the 
strips. To attach the painting and to tension it, turnbuckles 
and eye bolts were used analogous to the upper end of the 
painting / scroll. The amount of painting scrolled onto the 
tubes was almost identical: sections 1-7 (54.94m) on scroll 
1 and sections 8-14 (54.63m) on scroll 2. 

After the completion of the scrolling process, both 
scrolls were prepared for transportation: first, textile belts 
were attached around the middle section of each scroll to 
avoid un-scrolling of the painting during transportation. 
Next, a layer of Tyvek (nonwoven HDPE fiber) was 
wrapped around the scrolls and fixed with tape to avoid 
condensation inside the packs. Prior to transportation, both 
scrolls were shrink-wrapped to protect the painting from 
possible exposure to mist/rain during the extraction. The 
extraction through the roof and the transportation of the 2 

scrolls was not part of the contract and was not supervised 
by W&S.  

 
Atlanta History Center 

 

Preparation 
The new site at the Atlanta History Center had to be 
prepared to accommodate the Cyclorama painting. Besides 
the installation of two circular steel rings underneath the 
roof (one to attach the hanging beam, one to carry a swing 
stage to work on the surface of the painting), a new 
steel/wooden beam to mount the painting needed to be 
designed and installed. After long stressful discussions on 
diverging opinions on the mounting ring’s exact 
circumference, W&S’s calculation of a total circumference 
of 371ft (113m) proved to be correct. However, the ring 
was produced in a circumference of 369.5ft (112.5m) with 
the possibility to extend its length up to 2ft.  
 
   On February 9 and 10, 2017,  the two huge scrolls were 
extracted from the Grant Park building, transported to 
Buckhead and inserted into the new rotunda through a large 
opening in the roof. Inside the building, both scrolls were 
then positioned on the floor close to the visitor’s platform. 

Fig. 13: scrolling process at the bottom edge: tensioning 
the canvas using turnbuckles. © W&S  

Fig. 14: The second half of the canvas after scrolling it onto 
scroll 2. © W&S 
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A scaffold was then built around the scrolls (similar to the 
scaffolding in Grant Park) with two “legs” to the right and 
the left towards the mounting ring.  

Work in the new building resumed in mid-march 2017 
with the adjustment of the mounting ring. Other than 
designed in the concept, the wooden front side of the ring 
was thinner as needed  (only 1inch instead of 2 inches) and 
had to be adjusted. During the attachment of an additional 
layer of wood (+1inch), also the steel brackets and the iron 
pipes (already used in Grant Park) were installed with the 
help of steel workers (distance: 5ft / 150cm). Care was 
taken not to block the 4 locations along the ring where it 
could be expanded (each expandable ca. +6 inches). Right 
before the un-scrolling process started, the first scroll was 
lifted inside the scaffold until it was completely suspended 
from one of the steel beams in the roof (the scaffolding 
around the scroll also supported the roof structure). The 
maximum clearance between the floor and the scroll was 
just about one inch. At the top of the scaffold’s “legs”, the  

 

 

box rail track was installed again at the same level as the 
top of the upright-standing scroll. Also for the unscrolling 
process, the rail track was needed to feed the painting from 
the scroll towards the new hanging ring. As ca. 8ft (2.5m) 
of the missing sky section needed to be added to the top of 
the painting, the canvas was hung approx. 8ft (2.5m) below 
the mounting ring. To feed the painting from the scroll 
towards the hanging ring, all hands were needed at the 
same time to: 

- untighten the eye-bolts and wingnuts to remove 
the canvas from the scroll 

- remove the turnbuckles from the anchor shackles  
- insert new long straps into the anchor shackles 

and connect them to the trolleys sliding in the box 
rail track  

- remove straps from trolleys, attach straps  to the 
hanging ring (additional railing on brackets!)  

- adjust the height / level of the painting according 
to the laser line (in accordance to hanging ring) 

- rotate the scroll and feed canvas towards the ring 
- rotate the ring 

 
Unscrolling 
The whole process of unscrolling and installing the 
painting was done in “reverse” to the process of scrolling. 
After feeding the canvas along the ca. 15m (49ft) long 
track, the straps were removed from the trolleys and 

Fig. 16: location of the inserted scrolls and the scaffolding 
before unscrolling. © W&S 

Fig. 15: during the unscrolling / installation process the 
painting suspended on 8ft long straps underneath the ring 
beam. © W&S 
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attached to the railing on the ring beam. A laser line was 
used to keep the at 8.5ft below the ring. To protect the paint 
layer from horizontal level of the painting’s edge (original 
paintlayer!) scratching along the edge of the scaffold,  
wooden boards were bent around the edges of the scaffold 
and fixed with zip ties. The whole process of unscrolling 
the canvas took ca. 6 days to be completed. 

After unscrolling the canvas and hanging it onto the ring, 
both parts of the canvas had to be positioned, levelled and 
their seams (inserts!) connected as well as tensioned. Some 
tasks were be done from two scissor lifts (backside / 
frontside of the painting) provided by the AHC. Other tasks 
could only be done with solid scaffoldings at the back- and 
the frontside of the painting. Similar to the site in Grant 
Park, two structures (inner / outer working tower) were 
needed to access the painting especially at the very top. At 
the opposite side, a smaller scaffold was erected to access 
the backside of the canvas. Both working towers, in the 
front and in the back, enabled our team to have an easy 
access to the lining area at the top.  
 
Adding canvas: vertical sections and sky  
Due to a miscalculation, two sections of the painting were 
removed in 1921 to allow it to fit into the new building at 
Grant Park. A smaller section was removed from the area 
near Decatur Road (23 inches) and a larger one from near 
the Troup-Hurt House (4 foot 5-inches).  

Positioning the painting was crucial, as the exact 
dimensions of the two vertical inserts and the missing sky 
section had to be determined in advance and could not be 
changed, as the circumferenc and the height of the painting 
were given. This in mind, the two parts of the canvas were 
positioned according to the calculations of the missing 
areas. To move the painting, the long black straps at its top 
end used to attach it to the ring had to be moved inch by 
inch to the desired direction. To adjust the canvas 
horizontally, the straps had to be pulled or released. 
Needless to say that both adjustments could only be done 
while the painting rotated 360°. After consulting with Dr. 
Gordon Jones, Jackson McQuigg and Christian Marty, the 
horizon line was determined and the height of the painting 
was adjusted as described above.  

 
Adjusting seams  
After the painting was brought to its desired horizontal 
position (upper edge ca. 8ft below the ring) and both seams 
were adjusted according to the desired width of the insert, 
the seams were connected by sewing the vertical inserts 
that met along the seams. To pull the two ends of the canvas 

towards the open seam, textile straps were attached to the 
back of the painting along the seam. To connect them, tie-
down straps were attached to pull the two end of the loops 
towards each other. Using this system, the seams/inserts 
could be adjusted inch-by-inch. C-shaped clamps were 
then used to fix the two overlapping ends of the vertical 
strip lining in their position and to sew them together. 

Excess fabric was cut at the back of the seams with 
scissors. Parallel to the sewing process, the steel strips 
inside the bottom strip lining were removed and exchanged 
with iron rods (diameter: ¼ inch) that were inserted into the 
envelope at the bottom of the sections; the rods were then 
connected with iron sleeves. Anchor shackles and zip-ties 
inside the holes at the bottom of the lining sections were 
then used to attach the larger iron ring underneath. After 
sewing both seams together and installing a bottom ring, 
the painting slowly achieved its circular and hyperbolic 
shape. The only “gap” along the bottom ring was at the area 
of the former tunnel at the Decatur section (section 14-1). 
Due to the opening in the canvas and the future entrance 
that was planned there, the ring at the bottom could not be 

Fig. 17: loops and straps at the backside of the canvas to 
adjust the insert along the seam. © W&S 
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closed (connected) there. Therefore, tensioning the bottom 
ring was limited. A “gate” at the opening was needed that 
could close the ring. W&S designed an adjustable 
aluminum gate that stabilized the open section and kept the 
tension that was created by the bottom ring. Wooden 
clamps, straps and zip ties were used to keep the tension in 
the painting around the gate. 
 
Adding 8ft of sky  
As the upper edge of the canvas was cut every time the 
painting was moved to a new location, approximately 7-8 
feet of sky were missing. The addition of the missing sky 
section was one of the core elements of the concept. It was 

the first time in the history of conservation that such a large 
area of canvas was added to an existing painting while it 
was installed and under tension. 

To add the missing canvas, sections of fabric needed to 
be prepared in advance. One problem was finding a 
suitable fabric in a width greater than the 168cm-wide Glen 
Raven polyester fabric. After checking with a large number 
of manufacturers, a Polyester-fabric of the German brand 
Setex was chose in a width of 303cm (9ft 11in). The 14 

sections for the sky were prepared similar to the strip 
linings at the top / bottom and also included a steel-strip 
(spring steel with ¼ holes every 5 inches) in an envelope at 
their top. The sky sections were prepared according to the 
dimensions of the 14 existing sections of the painting. In 
general, the sky sections needed to be 8ft (2.40m) tall and 
ca. 20 - 25ft (6.6 -8.35m) wide. As 3m-wide fabric was 
used to prepare the sections, there was an overlap of ca. 3ft 
at their backside.  
Each sky section was prepared for its specific counterpart 
on the painting. As the height of the strip lining of the 
painting was 40cm (16”), the same overlap was foreseen 
on the new sky sections. According to the sections 
measurements, BEVA-adhesive was applied on a 40cm-
wide area along the bottom (front side) of the fabric using 
paint rollers and liquid BEVA D371.  

Fig. 18: sewing the vertical seam along the back side of 
Decatur section. © W&S. 

Fig. 20: setup for the lining process of the new sky section 
© W&S 

Fig. 19: the “gate” closing the gap at Decatur section. © W&S. 
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The actual system used to add the new sky sections was 
similar to the way the striplining was attached: each new 
sky section (dimensions: 8ft x 25ft / 2.4 x 8.35) was 
brought up to the upper deck (folded). The fabric was then 
placed in front of the strip lining with the use of a self 
levelling laser and fixed to the metal rail above the 
mounting ring; its red vertical line needed to match with a 
vertical line drawn on the center of each sky section to 
ensure it was centered and levelled position. As soon as its 
position was ok, the lower part of the new sky section was 
folded up to get access to the existing strip lining.  BEVA 

D371 film was then ironed to the surface of the strip lining. 
Starting in the vertical center of the section, the new sky 
section of strip lining was folded down and also ironed 
(pre-fixed) to the strip lining. At the backside, two 
aluminum vacuum-panels were placed right behind the 
section that was ironed (size: 60 x 200cm / approx. 2 x 6ft 
6in). The painting was still attached to the ring with its strip 
lining and straps. At the front side, the heating pad was then 
placed right on top of the pre-fixed section. As the heating 

pad was inside and Mylar-bag, the pad did not have to be 
covered with additional Mylar. After turning on the 
vacuum, both fabrics were pressed together. The heating 
pad was set to 75°C and only turned off after the set 
temperature was reached to let the lining cool down. To 
attach the next lining, the painting had to be rotated and the 
procedure described above had to be repeated towards the 
ends of each 24ft/8m-wide section. As soon as a complete 
sky section was attached, the zip ties at its top were 
tightened. The straps of the “former” strip lining were still 
attached and carried parts of the weight of the painting.  

As the dimensions of the sky sections were larger than 
the actual size of the upper edge, the fabric overlapped ca. 
20cm / 8inches at both ends of each section. The complete 
process of adding the sky section was repeated until all 
sections were attached. To connect the seams of the newly 
added sky sections, their vertical overlaps had to be closed 
by pulling them together and flipping them over towards 
the backside. Along the vertical seams of the sections, the 
“old” strip lining was cut so that a seam was formed from 
top to bottom of the complete height of the painting. To 
close the open vertical seams along the new sky section, 
their overlaps had to be connected by pulling them together 
and flipping them over towards the backside. Clamps were 
used to fix the seams while adjusting the tension. As soon 
as the tension along the seams was good, they were sewn 
with curved needles and polyester threads. All 14 seams 
were adjusted and sewn manually. 

Along the horizontal seam between the upper edge of the 
“old” canvas and the newly added sky section, the small 
gap between the fabrics was filled with BEVA-gesso, a 
filler based on BEVA-adhesive. After filling, a very thin 
gauze (width: 2 inches) was attached along the (already 
filled) seam to cover any uneven areas or “steps” between 
the fabrics along the seam. 
 
Vertical inserts 
The two vertical inserts were done in a slightly different 
way: after sewing the overlapping edges along the vertical 
seams and applying tension to the painting by increasing 
its circumference at its top and bottom, the vertical seams 
were “lined” at their front side with one layer of canvas. In  
contrast to the new sky section, a different fabric was 
inserted along the two missing vertical sections. While an 
extra-wide polyester fabric was used along the sky, the 
GlenRaven Polyester fabric already used for the strip-
lining was used for the inserts. Also the adhesive used for 
the inserts was different than the heat-sealing BEVA D-
371. As the inserts don’t need to carry the weight of the 

Fig. 21: checking the position of the new sky section (red 
laser line!) prior to attaching it with BEVA. © W&S 

Fig. 22: vertical inserts: the GlenRaven fabric is attached to 
the vertical overlaps of the two halves of the painting. © 
W&S 
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complete painting, a different BEVA D8 product that does 
not need high temperatures or pressure was used.  

Also along the vertical seams between the edges of the 
“old” canvas and the insertions, the small gap between the 
fabrics was filled with BEVA-gesso. After filling, a very 
thin gauze (width: 2 inches) was attached along the 
(already filled) seam to cover any uneven areas or “steps” 
between the fabrics along the seam. Both inserts were then 
painted with Golden Acrylics primer (similar to the sky 
section). 
 
Tensioning, final mounting 
For tensioning and final mounting, the painting had to be 
rotated several times to evenly adjust (lift) the painting to 
meet the horizon line and to form a hyperbolic shape of the 

canvas. First, the four adjustable keys along the mounting 
ring were gradually opened, increasing the ring’s 
circumference (each key was opened +3in / ca. 7.5 cm). 
Then, the upper ends of the former strip lining at the 
backside (top) of the painting needed to be removed. To do 
so, the black straps were untightened und removed from 
the hanging ring and the steel strips inside the lining. The 
envelopes at the upper end of the strip lining were then 
removed using scissors.  

To lift the painting, the zip ties at the upper edge of the new 
sky section had to be tightened and adjusted to a self-
levelling laser line while rotating the painting. As soon as 
the painting was levelled, the zip-ties at its upper edge were 
removed and screws incl. washers (both stainless-steel) 
were inserted and tightened. 

 
Sky-section: fiberglass-lining  
To strengthen the newly added sky section, to ensure its 
stiffness [6] and to secure all bondings, a fiberglass-lining 
was attached to the backside of the new canvas (sky) all 
along the painting’s circumference. After testing various 
adhesives, the Roman PRO-555 (PVA, starch paste) with 
an addition of BEVA D8 (10%) was used as adhesive. 

Before the sky could be lined with fiberglass, the front 
side was primed with one layer of acrylic primer for two 
reasons: first, the new canvas contracted slightly, so more 
tension was added to the sky section. Second, as the paint 
layer needed to be reconstructed in a later phase of the 
project, the primer already served as a basis for the new 
paint layer. The primer was applied on the newly added sky 
section with large paint rollers while rotating the painting.  
After preparing the backside of the newly added sky-
section (removing overlaps etc.), 60 inch/150cm-wide 
fiberglass sections (length: 10ft/3m) were attached to the 
backside of the painting’s upper edge. At its very top, the 

Fig. 24: upper edge of the painting: final installation on the 
ring beam with screws. © W&S 

Fig. 23: sewing the seams between the new sky sections. © 
W&S 



24

 

 

fiberglass cloth was attached underneath the overlap of the 
sky-section’s top end right underneath the mounting ring.  
 
Tensioning & adjusting the bottom ring 
After the installation of the gate at the entrance to the 
painting, the ring along the painting’s bottom could be 
adjusted to increase the tension of the canvas. By adding 
more iron rods (diameter: ¼ inch) and connecting them 
with metal “sleeves”, the diameter and the circumference 
of the painting could be increased and the painting 
tensioned. Care had to be taken that more weights were also 
added at the same time, as the painting tended to “rise” at 
the bottom when increasing the ring’s circumference. By 
August 2017 (completion of the fiberglass lining), ca. 120 
weights (4lbs. each) were used to tension the bottom ring 
(480lbs. / ca. 240kg) – approximately adding 4lbs. per 
meter. Tensioning the painting by increasing the number of 
weights along the bottom ring and possibly increasing the 
ring’s circumference continued during phase II of the 
project, the restoration of the paint layer that started in 
September 2017. 

 

 
Notes 

 
1. ST.PAUL DAILY GLOBE, Monday, June 7, 1886,  p.3  
The Battle of Atlanta in Panorama Reported to be a Great Work 
of Art. Special to the GLOBE:                                                                                                                           
“The huge canvas on which the great battle of the Rebellion is 
faithfully depicted is 382 feet long and 49 feet high [...]” 
2. Currently, the Atlanta-Cyclorama is displayed at its 6th 
location: 1st Milwaukee (American Panorama Company), 2nd 
Minneapolis, 3rd Indianapolis, 4th Chattanooga, 5th Atlanta 
(1892-1921), 6th Atlanta (1921-2016) and the Atlanta History 
Center (2017-) 
3. BEVA-gel (Ethyl-Vinyl-Acetate) 
4. Analysis by Stefan Zumbuehl, PhD, Bern University of 
Applied Sciences, Institute of Conservation  
5. Glen Raven Inc., Glen Raven, NC, USA 

6. Including its fiberglass-lining, the paintings‘ fabric consisted 
of 3 layers and was much stiffer that at its top (newly added sky 
section) with only one layer of fabric.   
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Abstract 

After the Cyclorama’s installation in its new home at the Atlanta 
History Center, the conservators’ work had to focus on the 
painting’s aesthetic aspects. During the 1980s campaign, the 
painting was covered with a heavily yellowed varnish that made 
the depicted scene quite dark and unclear and tinted the sky 
turquoise-green due to its aging. Also the surface was uneven and 
showed matte and glossy patches. Therefore, a varnish removal 
was the first step of the conservation treatment. Subsequently, 
some later additions or improper over painted areas such as 
unfitting and hard fills that often were unnecessarily large were 
removed or reduced. The effect was tremendous; the whole 
painting now presented itself with a clear and vivid surface. After 
the cleaning and the reduction of all kinds of later additions that 
disturbed the painting’s appearance, the missing areas had to be 
in-painted respectively reconstructed completely. Therefore, two 
different paint systems were chosen: the pure in-painting was 
executed with special conservation colors while the huge 
reconstructions were done with acrylics. Two extraordinary 
artists in our team did the reconstructions, based on b/w 
photographs from 1886 as the only references. Already the exact 
placement was a challenge as the newly painted scenes had to 
connect the alignments on both sides of the newly added, blank 
fabric. Since the History Center had decided to have the whole 
sky area be over-painted completely, our restoration work in 
phase three merely covered the lower half of the painting below 
the horizon line. The over paint of the sky section was later 
executed by a local painter. Altogether the cleaning, in-painting 
and reconstructing were a successful task that completed the 
overarching mission of moving, extending, and restoring the 
painting to its original proportions. 

Keywords 
Conservation and Restoration, Varnish Removal, Cleaning, In-
painting, Reconstruction, Sky and Landscape, Large 
Conservation Project, Work Report, Technical Documentation 

Introduction 
The conservation and restoration project of the massive 
360-degree battle painting was divided into several 
different phases. It started with the examination through 
Weilhammer & Schoeller Art Conservation years before 
the actual treatment began. Samples of the paint layers 

were taken and their cross sections were examined under 
the microscope, adhesion and static load tests were 
executed on dummies, source documents were examined 
and Ulrich Weilhammer developed a concept. This first 
concept later had to be adjusted a few times due to 
unexpected situations. This certainly is a common 
procedure in the process of a big long-term restoration 
project as one can hardly ever predict every single detail of 
an objects condition before having scanned every square 
inch of it. 

The first steps on site were the preparation of the 
damaged painting for stability and safety during its 
relocation. The artifact was to be moved from its long time 
location beside the Atlanta Zoo in Grant Park to a new, 
purpose-built presentation site at the Atlanta History 
Center in Buckhead. 

Prior to the move, the canvas was enlarged to its original 
measurements, which meant that big fabric inserts had to 
be filled in. These huge added strips also made it possible 
to literally grab the edges of the picture without actually 
touching its surface. 

The move that followed was an enormous endeavor that 
meant way more than the mere logistical challenge: it was 
the first time a relocation of a painting of that format and 
weight was done this way, no one had ever moved a 
hanging painting of this size before! It caused the team 
several sleepless nights until it found the piece hanging on 
its new mounting ring in its new home in the newly built 
rotunda at the Atlanta History Center. The details of this 
gigantic undertaking can be found in earlier reports by 
Ulrich Weilhammer and of course in the treatment reports 
(also by Ulrich Weilhammer) preserved at the Atlanta 
History Center [1] and also in this journal. 

Subsequently the painting needed to be sewn together 
again where the vertical inserts had been attached. Fabric 
inlays were glued on top of the inserted strips to meet the 
same surface level as the painted original, where old and 
new fabric met it was important to cover up the seams to 
be able to visibly hide the inserts successfully and one 
layer of primer was applied already to stiffen the new 
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tissue. Then the characteristic hyperbolic shape had to be 
intensified by stretching the fabric in the right spots and 
with the right and thoroughly dosed strength. Weights 
were hung on the lower edge of the painting to also stretch 
the painting lengthwise. When all these constructional 
steps were done, the last phase began: the pure restoration 
treatment of the paintings surface. 

Large varnish removal and clarification 
After having worked through several enormous challenges 
during the relocation of the Atlanta Cyclorama from its 
former building next to the zoo at Grant Park to the newly 
built Cyclorama rotunda that’s connected to the Atlanta 
History Center, located in Buckhead, and after enlarging 
the hyperbolic shaped massive painting to its original 
measurements as explained above, the last step was due: 
What early examinations and cross sections of samples had 
already shown became strikingly obvious after stretching 
and reshaping the canvas: the discolored and darkened 
varnish had toned the whole depiction yellowish-brown. 
Combined with an accumulation of dirt, the whole scene 
looked dingy and like it was covered up with a shadowy 
curtain. These facts could only lead to one conclusion: an 
extensive cleaning attempt with a big scale varnish 
removal was necessary. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
Big compresses of Acetone saturated Japanese paper 
covered with a plastic film were used to gently soften the 
varnish. Afterwards the dissolved coating could be taken 
off with cotton swabs. In some areas of the sky, that had 
been over-painted with airbrush in 1980, the coating 
appeared in such thick layers that it could be peeled off by 
hand after softening it with Acetone however the surface 
of the zone below the horizon line was rather fragile and 
with heavy impasto and therefore demanded a more 

detailed and delicate work with little brushes and cotton 
sticks.  
 

    
 
 
 
 
Subsequently disruptive later additions such as thick over-
paint with improper color tones, dirt and grime were 
removed or at least reduced as well as big epoxy fills that 
had been applied at a restoration under Gustav Berger in 
the 1980s and that were excessively hard and unfitting. 

 
 
 
 
 
 
 
 

Deeper holes and cracks in the aged paint but also smaller 
losses that caught the spectators eyes, were filled in with 
air drying modeling clay and in-painted with conservation-

Fig. 2: Detail during cleaning and varnish removal of the 
huge battle scene with a tiny cotton stick to make sure that 
the rough surface cannot be shattered or ripped. Image © 
the author, 2018 
 

Fig. 1: Overview of the Cyclorama at its new location 
during the varnish removal. Swing stages as well as scissor 
lifts and scaffoldings were used to reach and clean every 
square inch of the surface. Image © the author, 2018 Fig. 3 and 4: A hard and unfitting epoxy fill (light grey 

beam in the red circle) was reduced to even out the surface 
and adjust its structure. The epoxy fills were usually very 
flat and smooth, hard and way bigger than the damage that 
was supposed to be covered up with them. The paintings 
surface around the fills was mainly rather brittle and rough 
with heavy impasto. Images © the author, 2018 
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grade colors, an acrylic resin system of high quality and 
permanency that stays soluble in mineral spirits. [2] [3] 
After cleaning and clearing the surface and before the next 
step, the in-painting and reconstructive work, could be 
executed, the lights had to be fixed and adjusted. Since the 
rotunda was built without any daylight, spots had to be 
installed around the upper shell of the visitor’s platform. 
The single spots then had to be adjusted to a diffuse and 
even lighting. It was necessary to wait for the final light 
setup before using any paint that would have appeared 
differently and maybe even disturbing again after changing 
the lights color temperature. 
 

 
 
 
 
 
 
During every step of the project the main goal, the perfect 
illusion, was pervasive. Therefore every detail of necessary 
works was one little piece of the big mosaic and therefore 
had to follow this highest directive: all interventions had to 
interlock perfectly to reduce visual perturbations to the 
very minimum. 

Touch-up 
In-painting was the next step. This procedure was often 
executed by a team of two – one standing on the visitor’s 
platform with a laser pointer pointing out sections that 
needed to be corrected or evened out and another person 
right in front of the painting, performing the request 
immediately. It may be easily comprehensible that one can 
hardly really see or assess the extent or dominance of the 
disruption of a few brush strokes when looking at them 
close-up while on the other hand some flaws or damages 
that catch the eye from a short distance might not be 
visible from a farer point of view. Therefore one challenge 
throughout the treatment was not to focus and concentrate 
too much on one single spot without always keeping the 
whole Cyclorama in mind to achieve a balanced result. 

 
 
 
 
 
Side note: apparently this approach differs very much from 
the procedure on regular sized paintings that you usually 
get to look at from a closer distance. The massive 
dimensions of an outsized panoramic painting do not only 
afford a big team of conservators but also the constant 
control of the visitor’s point of view. It still stays a detailed 
work only combined with a certain broad-mindedness that 
would be out of place on a small format easel painting. 

Reconstruction of missing parts 
While in-painting and restoring the painting took place, 
two trained artists worked on the scenic reconstructions of 
the huge areas that had been cut out in former times and 
inserted again by our team during an earlier phase of the 
project as specified in the following paragraph. 

Previously the hyperbolic shaped colossal 360-degree 
painting had been restored to its original measurements – 
49 feet tall and 371 feet in circumference - by the art 
conservation team of Weilhammer & Schoeller by gluing 

Fig. 5 and 6: Light spots were mounted to the upper shell of 
the visitors platform and the color temperature was 
adjusted. Round light flares on the painting had to be 
avoided for a balanced brightness and consistent light 
intensity on all sides. Images © the author, 2018 
 

Fig. 7 and 8: In-painting procedure. One conservator points 
out a spot that needs correction, another colleague executes 
the necessary treatments on the painting immediately. 
Images © the author, 2018 
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and sewing in fabric strips. Above the sky a strip of 8 feet 
was inserted horizontally. Vertically, between the sections 
14 and 1, the so-called Decatur section, a strip of 2 feet, 
was fitted in, another one, a strip of about 6,5 feet wide 
was inserted between the sections 7 and 8, around the 
Troup-Hurt House. [4] [5] 

 
 
 
 
 
To reach the same level on the front side a perfectly 
tailored piece of canvas was glued on top of the rear 
attached insert. [6] The edges were covered up with a 
gauzy film so that no seam, bend or buckle would give an 
impression of a repair or newly produced change. As a 
reference for the reconstruction the painters had nothing 
but a little black and white photograph from 1886 that 
showed the original painting.  

 
 
 
 
 
 
 
Since there had been several makeovers in the past, the 
two ends to the sides of the newly inserted fabric did not 
look exactly like they used to which made a mild 

interpretation unavoidable to connect the cut edges with 
regards to contents. The new parts were painted with 
acrylic colors over an acrylic primer.  

The inpainting as well as the reconstruction was only 
carried out below the horizon line (including the trees that 
jutted out into the sky) because at that time it had been 
determined by the commissioners to have the sky painted 
over completely later by a local billboard painter. The 
involved persons in charge discussed the option of a 
finalizing protecting coat but decided against it, as 
panoramas originally were never varnished for a better 
chance to create the perfect illusion. Also it was said that 
not varnishing immediately would still keep the chance to 
partly adjust the surface’s gloss or dull glaze in the very 
end if necessary. 

 
 
 
 

Masking the surface 
After these steps of the procedure were done, the 
conservation and restoration of the Cyclorama were 
finished. Now the lower half of the painting had to be 
covered up temporarily to protect it from getting dusty 
before the end of all the works in the rotunda and from 
potential mechanical damages that might have occurred 
during the installation of the three-dimensional landscape 
of the diorama. Also the swing stages that had to be used 
for the works on the sky area might have caused light 
scratches or other mechanical stress for the newly fixed 
surface. Therefore the front of the painting was masked 
with a thin plastic wrap. This cover was also mounted as a 
backstop for potential splashes or drips of the future works 
above the horizon line.  This plastic drape still allowed the 
painters of the sky area to see through while the surface 
was lightly protected. 
 
 
 

Fig. 9 and 10: Between the sections 7 and 8 and 14 and 1 
new fabric strips were inserted to enlarge the Atlanta 
Cyclorama to its original measurements. Images © the 
author, 2018 
 

Fig. 11: A black and white photography from 1886 was the 
only reference for the reconstructions of the formerly cut 
out scenes. These references could only serve as basic 
guidelines and had to be modified on the edges to blend in 
the new depiction. Images from the big pool of sources of 
the Atlanta History Center, copies from 2018 
 

Fig. 12 and 13: 6,5 feet wide reconstruction between the 
sections 7 and 8, around the so called “Troup Hurt-
House”. Images © the author, 2018 
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Closing words 
This article is the sequel to Uli Weilhammer’s text “The 
Big Move - The Relocation and Reinstallation of the 
Atlanta Cyclorama“ that you find in the same journal prior 
to this text. The two reports belong together and are 
supposed to give an impression of what this unique 
conservation project meant and how many tasks were 
necessary and needed to be coordinated well, to achieve 
the desired result. Many operations had to mesh perfectly 
and always had to be concerted with all the other works on 
the building that took place at the time. Of course the two 
articles cannot illustrate the complexity of the endeavor 
decently. So many different fields were touched: logistics 
and detailed planning and preparation, material science 
including chemistry and other conservation skills, physical 
power was needed (the painting weighs tons!) as well as 
the ability to modify the strategy flexibly if necessary and 
so forth. Therefore it is good to have two articles that 
visualize at least some parts of our work. The elaborated 
documentations (cf. Bibliography) offer more information 
for the interested reader. 
 The big project that, together with examinations, 
preparations and conceptions, took about four years 
altogether, was a huge challenge as well as a huge chance 
for all the participating conservators. Not only is it always 
worthwhile to work in an international team of 
professionals as this complements the knowledge of 
different ends but also is it a very educating and instructive 
thing when procedures have to be adapted, updated and 
discussed constantly because a concept can only cover the 
main facts but not necessarily all the details that arise. 

At the very end of this report there has to stand the clear 
statement, that the final result - the Cyclorama plus the 
newly built diorama and the exhibition that accompanies it 
all - has turned the strain and effort of the team of 
conservators into sensations of happiness and pride as it is 
now possible to experience the Cyclorama like the 
uniqueness that it is: a 130 year old painting on canvas of 
enormous dimensions that – together with the “faux 
terrain”, the diorama, - creates a fantastic illusion of the 
Battle of Atlanta and is still an extraordinary piece of art. 

 
 
 
 
 
 
 
 
 
 
 

Notes 
 

1. Ulrich Weilhammer, head of Weilhammer & Schoeller 
Art Conservation LP. “The relocation of the Atlanta 
Cyclorama“, report for the AHC (2017, unpublished) 
2. GOLDEN Acrylic Gesso, Talas, New York  
3. GOLDEN MSA Conservation Paints with the 
corresponding GOLDEN MSA solvent, Talas, New York  
4. Inserts were glued to the back of the painting with 
BEVA® 371 film, A heat seal adhesive developed by 
Gustav A. Berger. It is reversible (by re-melting or with 
solvents) but a strong adhesive after cooling. 
5. An extensive and detailed description of the areas that 
were reconstructed can be found in the treatment report of 
phase three by Ulrich Weilhammer. 
6. The fabric „intarsia“ was glued on top of the insert on 
the front side with BEVA Gel (BEVA D-8), an aqueous 
dispersion of the BEVA formula in a thixotropic cellulosic 
gel. 

Fig. 14: The masked painting. After the completion of the 
conservation treatment, another company was invited to 
paint over the sky area. Therefore a thin plastic wrap was 
mounted to the surface to cover up and protect the newly 
restored battle painting below the horizon line. Image © the 
author, 2018 
 

Fig. 15 and 16: Before treatment (still at the old building) 
and final appearance of the same section. The pictures 
show impactful the world of difference between the dark, 
yellowed and wavy appearance of the painting at the 
beginning of the project, hanging like a shower curtain with 
ripped off lower edge and the clean and forceful final result 
including new sky and three-dimensional stage props of the 
diorama. The perfect illusion has obviously been re-
established successfully. Images © the author, 2018 
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Abstract 

This is an essay about the utopian environments created by the late 
Congolese artist Bodys Isek Kingelez (1948-2015). Utopian 
environments, as found in literature, film, and panstereoramas, 
often cater to the future. They employ various strategies to suggest 
a better world: a wonderfully functioning city with wonderfully 
happy people. While futuristic panstereoramas are mostly known 
from world’s fairs (think, GM’s Futurama, at the New York 
World’s Fair of 1939/40) and architectural offices (think, a model 
of a planned community), Kingelez positions them in museums, as 
fantastical sculptures, where they offer an alternative to the 
harshness of city life. Colorful and playful, they show Kingelez’ 
vision of and commitment to a better Kinshasa, Africa, or even the 
world. Yet, ironically, they are constructed from cheap, everyday 
materials: paper, cardboard, soda cans, plastic. I will ponder that 
puzzling fact while letting the following words of Kingelez’ 
resonate: “Without a model, you are nowhere.” 

Keywords 
Bodys Isek Kingelez, Models, Extreme Maquettes, Fantasy, 
African City, Kinshasa, Utopia 

“Without a Model, You are Nowhere” 
“Without a model, you are nowhere. A nation that can’t 

make models is a nation that doesn’t understand things, a 
nation that doesn’t live”—an impassioned Bodys Isek 
Kingelez (1948-2015) prophesizes from a screen on the 
gallery wall. [1] The late Congolese artist speaks his vision 
in a short documentary about his work as part of his first 
major North American retrospective—Bodys Isek Kingelez: 
City Dreams—at the Museum of Modern Art (MoMA) in 
New York (May 26, 2018—January 1, 2019). [2] He 
implies that model-making, and thus dreaming of a better 
future through model-making, is integral to the human 
experience: simultaneously conceptualizing and 
materializing one’s vision is akin to progress and 
independence, as it gives credibility and power to those who 
dare to imagine. (Fig. 1). 

 
 
 
 
 
 
 
 
 
 
 
 
 

 

Fig. 1. Bodys Isek Kingelez, Dorothe. 2007. The Museum of 
Everything. Photo credit: Mark Abramson for NPR.  
 
What to call Kingelez’ works: cardboard sculptures, 

colorful origami, paper installations? (Fig. 2).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 2. Bodys Izek Kingelez, Sports Internationaux. 1997. 
Collection Queensland Art Gallery, Brisbane. Photo credit: 
QAGOMA Natash Harth.  
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Kingelez called his creations “extreme maquettes” [3], a 
term that asks us to try and understand the many ways in 
which his creations push the envelope of traditional models. 
Indeed, these are miniature buildings of various kinds and 
colors, sometimes standing alone, sometimes huddled 
together, but they look nothing like buildings that we have 
seen in existing cities because they have unusual structure 
and decorations: accordion-like stories, facades with 
butterflies, towering soda cans, paper lanterns, colored 
streets…(Fig. 3).  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 3. Bodys Isek Kingelez, Kinshasa La Belle. 1991. CAAC—
The Pigozzi Collection, Geneva. Photo credit: 
https://www.moma.org/collection/works/223287 

 
Put together from cheap everyday materials they have 

been transformed into something new, magical. (Fig. 4). 
 

 
 

Fig. 4. Bodys Isek Kingelez, Étolie Rouge Congolaise, 1990. 
CAAC—The Pigozzi Collection, Geneva. Photo credit: Maurice 
Aeschimann.  

 

As one circles around these buildings in the museum 
gallery and reads the artist’s own descriptions for some, one 
gains the sense that this is not only Kingelez’ hope for a 
new, modern Kinshasa, but the prototype of any city, where 
color, invention, play, and the creative use of ordinary 
materials set the stage. But this fantasy of form and color, 
reminiscent of world’s fair pavilions, where form 
overpowers function, is not chaotic; rather, it is quite 
carefully executed and precise in its beauty. (Fig.5).  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 Born in 1948, in the village of Kimbembele-Ihunga, in 
what is now the Democratic Republic of Congo (then, 
Zaire), Kingelez lived in his native village until he was 
tempted to travel to the capital, Kinshasa (then, 
Léopoldville), in 1970, at the age of 22. (Fig. 6).  
 

 
 
 
 
 
 
 
 
 
 

 
 
 
 
 

 
 
 

Fig. 5. Bodys Isek Kingelez. Palais d’Hirochima, 1991. 
CAAC—The Pigozzi Collection, Geneva. Photo credit: 
http://charlesbroskoski.com/_/view.php?id=monograph-
bodys-isek-kingelez 
` 

Fig. 6. Bodys Isek Kingelez, Kimbembele-Ihunga, 1994. 
CAAC—The Pigozzi Collection, Geneva. Photo credit: 
Maurice Aeschimann.  
` 
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 He arrived at the capital just 10 years after the 
Independence of the Congo had been proclaimed by Patrice 
Lumumba, later overthrown and killed by Mobutu Sese 
Seko, who took control of the country in 1965, for the next 
32 years (when he was himself overthrown in 1997). It was 
the time of general enthusiasm in the city, when colonial 
structures were giving way to post-colonial ones, in 
particular, the fever of nationalism and “authenticity” 
(authenticité—Mobutu’s state policy implemented since 
1971, which favored the cultivation of a distinct national 
identity by renaming the country and its cities, and banning 
Christian names and Western-style clothing). That 
newfound nationalism is visible in Kingelez’ only overtly-
praiseful-of-the-regime 1980 miniature Kinshasa: Cité du 
24 Novembre de l’Authenticité Africaine, which boasted 
Mobutu’s photo as well as the new flag. (Fig. 7). Within a 
few years, however, Kingelez would become critical of 
Mobutu’s authoritarian regime.  
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 7. Photography of Bodys Isek Kingelez, Kinshasa: Cité du 
24 Novembre de l’Authenticité Africaine, 1980. Reproduced 
from Sarah Suzuki, Bodys Isek Kingelez, p. 15.  
 
Although Kingelez had no formal art training, neither in 

his home village nor in the capital, his university degree in 
industrial engineering allowed him to think big, like a 
builder. Throughout his artistic career, he stood distinctly 
apart from the three general artistic trends of the day: 
“authentic,” “Western,” and “popular.” Even though he 
worked as a secondary school teacher until 1978, he 
eventually left, uncertain as to what direction to take. He 
describes his profound moment of confusion like this:  

 
“I drew up a list of ideas in my little room. Then a 
muddled confusion set in me and lasted for more than a 
month. It was at this time that I became obsessed with the 
idea of getting my hands on some scissors, a Gillette 
razor, and some glue and paper. It felt like fate when I 
finally did procure this particular material, and things 
became clearer then. I put together a little house without 

quite understanding the meaning of it all. And this is what 
stopped the fatal hemorrhaging.” [4]  

 
After that, for the next six years, Kingelez worked as a 

restorer in the Institut des Musées Nationaux du Zaire (later, 
du Congo), with a collection of an estimated 30,000-38,000 
objects at the time. [5]. But in order to get hired, Kingelez 
had to create a model on the spot as museum staff watched 
him closely: they did not believe that he was the creator of 
the model Musée National, which he wanted to present to 
the museum’s director. About his work as a museum 
restorer, Kingelez admits, “These ruined statues led me to 
the pinnacle of my skills.” [6] His job exposed him not only 
to the possibilities that various materials have (thus far, he 
was only working with salvaged materials) but also to the 
craft of cataloguing—the latter he practiced with every 
piece of his own work. (over 3,000 models, according to 
himself. [7]  

The year 1989 marked a turning point for Kingelez—
world fame—with Magiciens de la terre, in Paris. (Fig. 8). 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 As Kingelez gained access to various exhibition venues, 
commissions, and residencies, his materials changed from 
repurposed to specifically purchased materials. As 
identified by curators and conservators, here are his project 
materials, from most to least prevalent:  
 

“Paper (including colored paper, printed paper, wrapping 
paper and tissue paper), corrugated cardboard, 
paperboard, and printed commercial packaging, wood, 
acrylic and plastic; aluminum and metallic foil and 
cardboard, rubber foam, Styrofoam, and foamcore; ink, 
pencil, colored pencil, crayon, marker, and paint (paint 
pen, gouache, and poster paint), adhesive, tape (colored 
tape and metallic tape), and stickers; fabric, yarn, string, 
thread, and twine, beads (paper, wood, and plastic); balls 
(plastic, foam, and thread-wrapped), paper and plastic 

Fig. 8. Bodys Isek Kingelez, with some of the models 
prepared for the show in Paris: Allemagne An 2000, Paris 
Nouvel, and Brasillia. Kinshasa, 1988. Reproduced from 
Sarah Suzuki, Bodys Isek Kingelez, p. 21.  
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straws, copper wire, coated wire, and metal grommets; 
toothpicks, pins (including map pins, pushpins, and 
thumbtacks), and nails, aluminum cans, plastic bottles, 
and bottle caps; and mirrors, 35 mm plastic slide mounts, 
ballpoint-pen shafts, circuit-board diodes, and electric 
lights.” [8]  
 
The materials that Kingelez used make it hard to describe 

him: A junk artist? A façade painter? A paper sculptor? He 
straddled several worlds, as he himself acknowledged: “I 
am a designer, an architect, a sculptor, engineer, artist.” [9] 
A friend of his confirmed that Kingelez did not consider 
himself an architect who expected his models to be built but 
an artist who showed his vision so that actual city builders 
could learn from him [10] and make cities better. (Fig. 9).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 “I’m Dreaming Cities of Peace” 
Kingelez’ individual buildings draw attention to themselves 
as they cause an aesthetic reaction. His comprehensive 
approach to urban life, however, is visible in his cityscapes, 
where buildings huddle together, with roads, decorations, 
and compositions, and all the intricate relationships within, 
as is the case with his most famous Ville Fantome (Fig. 10).  
 
 
 
 
 
 
 
 
 
 
 

 

Here is his vision for it:  
“There is no police force in this city, to protect the city, 
there are no soldiers to defend it, no doctors to heal the 
sick. It’s a peaceful city where everybody is free. It’s a 
city that breathes nothing but joy, the beauty of life. It is 
a melting pot of all races in the world. Here you live in a 
paradise, just like in heaven.” [11] 
 

 There are several projects of Kingelez’ centered on urban 
environments, starting with his 1980 propagandistic vision 
for post-colonial Kinshasa (Fig. 7), then with his 1994 past-
present-future-landscape mix for his hometown 
Kimbembele-Ihunga (Fig. 6), and culminating in his 
futuristic 1996 Ville Fantome (Fig. 10). In 2000, he creates 
the colored glass Ville de Sète 3009 (Fig. 11), while in 2002, 
a post-9/11 vision New Manhattan, which would have 3 
instead of 2 towers, the third one being one with water, to 
put out possible fires in the other two towers (Fig. 12). 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 11. Bodys Isek Kingelez. Ville de Sète 3009. 2000. 
Collection Musée International des Arts Modestes (MIAM), 
Sète, France. Photo credit: Pierre Schwartz ADAGP.  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 It is easy to see that in all of these urban environments 
Kingelez’ focus seems to be on the exterior, on the façade, 

Fig. 9. Bodys Isek Kingelez, U.N. 1995. CAAC—The 
Pigozzi Collection, Geneva. Photo credit: Maurice 
Aeschimann.  
 

Fig. 10. Bodys Isek Kingelez, Ville Fantome, 1996. 
CAAC—The Pigozzi Collection, Geneva. Photo credit: 
Maurice Aeschimann.  
 

Fig. 12. Bodys Isek Kingelez. New Manhattan (Manhattan 
City 3021). 2002. CAAC—The Pigozzi Collection, Geneva. 
Photo credit: Maurice Aeschimann.  
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on the aesthetics of visual perception. His main objective 
was to dream big and dream the world a better place: 
whether his hometown, or his home country, or the world in 
general; and to do so, he mixed unapologetically past, 
present, and future, into utopian worlds.  
 The word “utopia” comes from the Greek “un” (“non”) 
and “topus” (“place”) and has come to mean an imaginary, 
perfect place, a “nowhere.” [12] Thomas More first used it 
in 1516 to title his book Utopia, about an imaginary island 
where everything was perfect (Fig. 13) 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 13. Illustration for the 1516 edition of Thomas More’s 
Utopia. 
https://en.wikipedia.org/wiki/Utopia_(book)#/media/File:Isola
_di_Utopia_Moro.jpg 

“I had never seen any other city”  
 Curiously, Kingelez only left Kinshasa for Paris, in 1989, 
at the age of 41, for the show Magiciens de la Terre. He 
admits that he had not been exposed to other cities before 
then, not even through photographs in magazines:  
 

“For me, Kinshasa was The City; I had never seen any 
other, not even in photos. I had never traveled before. I 
neither read nor looked at magazines.” [13] 

 
 Did Kingelez indeed create without any influence? Did 
his models (panstereoramas) come from pure vision, as he 
claimed? He was exposed to what was being projected or 
fully/partially built at the time in the capital: the luxury 
communities of Mobutu; the fairgrounds (Fig. 14); the 
unfinished projects of foreign and home architects (Fig. 15). 
How did they help shape his vision for the future?  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 14. Foire Internationale de Kinshasa (FIKIN), 1971. 
Architect: Fernand Tala-Ngai. During its first season, the 
fairgrounds attracted over 600,000 visitors to explore the 
exhibits of over 20 countries. It was an “an ideal mini-
Kinshasa,” with “amenities such as new drainage systems, 
paved roads, public toilets, and copious parking, along with beer 
gardens and cafes, copper-roofed exhibition halls, national 
pavilions, and demonstrations of the latest in mining technology 
and energy development. An amusement park was added the 
following year, including a carousel, a roller coaster, and a 
tunnel of love.” [14] Reproduced from Sarah Suzuki, Bodys Isek 
Kingelez, p. 19.  

 
 
 
 
 
 
 
 
 
 
 

Fig. 15. Model of the Centre Commercial International du Zaire, 
Kinshasa, early 1970. Architect: Olivier-Clement Cacoub. 
Some of these unusual shapes remind of Kingelez’ bold 
structures. [15] Reproduced from Sarah Suzuki, Bodys Isek 
Kingelez, p. 17.  

 
 Regardless of the direct or indirect influences he may or 
may not have had, Kingelez was a one-of-a-kind artist, who 
dared to dream a better world for all of humanity to enjoy. 
His intricately designed, joyful panstereoramas act as a 
breath of fresh air, revitalizing the very perception of what 
urbanity means. His words echo through and through:  
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“If you succeed in building a model, you visualize what 
is living inside you, so that the outside world can adapt it, 
study it, discover it, see it.” [16] 

Concluding Remarks 
Bodys Isek Kingelez was a visionary of a unique kind: he 
provoked viewers into improving the ways cities look, in the 
hope of improving how cities function, and by extension, 
improving how city residents feel and behave in them. Says 
Kingelez:  
 

“I created these cites so there would be lasting peace, 
justice and universal freedom. They will function like 
small secular states with their own political structure, and 
will not need policemen or any army.” [17] 

 
Indeed, Kingelez cared not if someone would build what he 
molded out of ordinary materials; he cared that people 
would pay mind to his vision, and rethink how we build 
cities to express ourselves and to inspire ourselves. Instead 
of seeing the ugliness of cities, he saw, but also persistently 
imagined, their festiveness [18], beauty, and playfulness. By 
doing so, Kingelez has largely improved upon our mental 
image of cities, thus revitalizing our concept of cities and 
our intricate lives in them.   

Notes 
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(May 26, 2018—January 1, 2019). Exhibition Label.  
9. Quoted in Sarah Suzuki, 28.  
10. Ibid., 18.  
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kingelez/ 
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Abstract 

In 1849 little known artist James Wilkins traveled the Overland 
Trail from St. Louis, Missouri to Hang Town (now Placerville),      
California to collect and record landscape details as studies from 
which he produced a scroll panorama, The Immense Moving 
Mirror of the Overland Trail. The panorama is nonextant but a 
journal and 50 watercolor drawings survive alongside 13 paintings 
and an assortment of archival ephemera. Inspired by Wilkins’s 
journey, I chose to retrace his route in the fall of 2017. I recorded 
the experience in watercolor, photography and video as a method 
for understanding the panorama’s contemporary resonances as an 
historical document. This essay reflects on the residues of 
Wilkins’s journey alongside contemporary observations from the 
same landscapes. 

Keywords 
James Wilkins, Overland Trail, California Trail, 1849, gold rush, 
panorama, moving mirror. 

Tracing What Remains 
In 1849, little-known artist James Wilkins traveled the then 
popular Overland Trail from St. Louis, Missouri to Hang 
Town (now Placerville), California in 1849. The purpose of 
Wilkins’s journey was to collect visual details from the 
landscape to inform the creation of a scroll panorama called 
the Immense Moving Mirror of the Land Route to 
California. By the South Pass of the Rocky Mountains, 
Embracing the Scenery from the Missouri River to San 
Francisco. While the panorama has long since disappeared, 
studying the traces that remain—a journal, 50 watercolor 
studies, 13 paintings, and an assortment of archival 
ephemera—inspired me to retrace his journey in the present 
time. [2] 
 Wilkins’s journal, coupled with the remaining watercolor 
studies, offer a rich cultural and social record and a rare 
glimpse of the landscapes west of the Mississippi at a crucial 
moment of change. Just a year and a month before James 
Wilkins’s departure, an announcement from San Francisco 
had declared the discovery of gold at New Helvetia. The 
region we now know as California was in the process of 
gaining statehood. [1]  

 The panorama itself is now lost, its details left largely to 
interpretation and speculation. Inspired by the Velaslavasay 
Panorama’s 2010 recreation of The Grand Moving Mirror 
of California in Los Angeles, an idea began to take form. 
[4] In the process of studying the Wilkins story I had begun 
to conceptually devise a series of imaginary performances. 
The Velaslavasay reconstruction is a remarkable creative 
response to historic material that provides a vivid 
recapitulation of the form. By utilizing and extending what 
had been learned there, the possibility of re-creating the 
painted portion of Wilkins’s panorama became a feasible 
reality. But what would this add to what has already been 
achieved in The Grand Moving Mirror of California? With 
additional research and deeper engagement, I delved into 
tracing the motivations and experiences that produced these 
panoramic exhibitions in the first place. I wanted to 
understand more about who James Wilkins was and why he 
made his panorama. Having examined all the available 
materials, I realized the only artifact I had not studied was 
the landscape itself. I felt compelled to experience the 
journey and to study the experience of it as an extended 
method of inquiry. 

Landscape as Context, Experience as Method 
Over a six-week period in the fall of 2017, I traveled the 
same route Wilkins had taken, a journey that in the 1840s 
took an average of six months. I too made a series of 
observational watercolor paintings, typically one per day. I 
kept a journal and additionally took many digital 
photographs and video recordings. As the journey 
progressed I became increasingly focused on contemporary 
details in the landscape, things that were not there when 
Wilkins traveled in 1849.  
 Based on his descriptions, and on the comparison of early 
maps with contemporary maps and digital sources, I located 
most of the specific details in his watercolors. Observing 
rock formations, named landmarks, particular landscape 
profiles and topography, it was possible to identify at least 
the areas and general locations if not the precise places.  
While some locations were easy to recognize, it was 
startling to see how other landscapes had changed almost 
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beyond recognition. Larger features such as mountain 
ridges, topographic qualities and the general lay of the land 
fit Wilkin’s records most of the time, but many details had 
simply disappeared. The effects of natural erosion are 
evident in some of the rock formations Wilkins noted, but it 
is significantly the effects of human activity that have 
marked the biggest differences. Aside from the obvious 
architectural incursions—notwithstanding the trail itself as 
an initial architectural structure—from the fence posts to the 
pilons and buildings, human activity is in evidence even in 
the most remote places.  

The effects of industry and agriculture are significant too; 
land divisions and extractions present themselves in every 
direction. Prior to settlement the plains were largely 
treeless, and the introduction of European and Asian trees 
has radically changed the landscapes west of the Missouri 
River. The rivers along which Wilkins traveled are now all 
flowing at a massively reduced capacity and water use has 
become a protracted political question everywhere. These 
factors while enlarging an understanding of the context, 
have also compounded a sense of the panorama as a 
representation of a lost landscape. The places James Wilkins 
saw no longer exist; they are utterly altered on every level 
by the cumulative effects of human activity. 

Journeying into the Archives 
My intentions in exploring the contemporary landscape 
were to collect details while holding on to Wilkins’s 
experience as a lens. I was able to develop a stronger 
understanding of the man and his art by examining his 
journal, biography, archival sources, the watercolor studies, 
and the other extant paintings. [5]  

The visual qualities that might have been witnessed in the 
panorama can perhaps be hinted at in the thirteen paintings 
that reside in Missouri History Museum in St. Louis. These 
paintings also offer an insight into the artist’s likeness. 
Wilkins was known for his portrait work and amongst the 
thirteen paintings are six portraits including one of 
Elizabeth Wilkins, his second wife, and a self-portrait. 
There are three paintings representing rather bucolic 
narrative scenes; the catalog entries succinctly describe their 
content: House by Stream; Bird Snaring; and Wilkins 
Homestead at Shobonier, Illinois. The latter depicts a white, 
Quaker style, four-square house. A modest group of 
outbuildings forms a background, the house is foregrounded 
by a neatly laid out garden with white picket fences. This 
image alone perhaps gives an indication of the qualities of 
Wilkins’s life. There is no precise date ascribed to this 
painting so it is unclear if this well-appointed home was 
made possible through the proceeds from his panorama or 
if this was indeed his home before he departed. In 
September 2017, having visited Shobonier, IL and searched 

the records library in Vandalia, IL, my attempts to locate the 
house and family grave sites came to nothing. 

Interwoven with my exploration of the landscapes was a 
series of visits to trail museums, national heritage sites and 
historical collections. Many of the locations included 
reproductions of Wilkins watercolors incorporated into 
interpretation displays. Wilkins’s panorama, in many 
respects, was as an anticipation of road-trip tourism; it is 
arguable that Wilkins really did “See America First.” By no 
means conclusive, and as one iteration of many, this 
practical study of the formal qualities offered by Wilkins’s 
panorama continue to offer ways to conceptually locate and 
connect details across vast spatial and temporal distances.  

In the months preceding my own journey, I broadened my 
searches to materials in the Newberry Library in Chicago. 
The Newberry collections have provided extensive 
contextual details of the trails and associated landscapes 
through other nineteenth century accounts. The period 
leading up to 1849 is rich with details including hand written 
journals, guide books for travelers and their associated 
maps, land survey records maps and documentation that 
relate to topographic and geological assessments. [6] I 
became greatly interested in understanding the changing 
narratives of these landscapes over time.  

Wilkins’s motivations to travel to the west stand in 
contradistinction to the majority who braved the mass 
migration of 1849 and after. Rather than gold Wilkins was 
perhaps aiming for an artistic fortune. Wilkins, by his own 
declaration and public reputation, is the first artist to have 
traveled and recorded the emigrant trail. [7] He vividly 
articulated his thinking, experiences and rationales in his 
journal, and in a final series of entries under the heading 
“Lecture Notes,” there is an explication of why he felt so 
compelled to endure the journey. His text acknowledges 
accounts of the landscape by Farnam, Freemont, Bryant and 
Emery. He then connects his work to these pioneers by 
impressing upon the reader how his “pictorial 
representation” comes with an authenticity that had never 
been previously achieved of this subject. A panorama of the 
Gila River route had been “painted by some-one [sic] who 
had never seen the country, merely from the published 
prints, with what success I leave to the public to imagine.” 
Referring to his own panorama, he asserts, “This then is the 
first time that this great hidden storehouse of nature’s 
beauties is bought to view.” [8] Wilkins is legibly driven by 
the importance of achieving a truth to nature, bringing an 
intrinsic artistic value to the task where he felt it was 
lacking. He understood the importance of the times in which 
he was living, and embraced the task with a strong sense of 
personal responsibility, aware of his contributions as 
extending the work of previous decades. 
 
 
 
 
 
 



40

 

 

 

Figure 1. Playbill, 1850, The State Historical Society of 
Missouri, Columbia, MO. 

 
The drive for personal gain or individual success is hard 

to verify, but as the impresario of his own panorama the 
possibility of making a deferred fortune must have been in 
his thoughts. Wilkins’s panorama, the Immense Moving  
Mirror of The Land Route to California, was completed in 
September 1850. [9] To carry out the work he moved to a 
studio in Peoria, Illinois, and remarkably completed the 
work in just over six months. The premiere took place, in 
Peoria, IL, on September 18, 1850, receiving much acclaim. 
[10] While the exact statistics are unknown, given the 
physical length, number of performances (with narrative 
accompanying the visual presentation) and extent of its 
presentation, records indicate that he continued to exhibit it 

for about two years in venues across the Midwest and 
eastern United States. [11] 

The particular qualities of the performance are largely 
obscured. Accounts of the panorama in performance are 
scant, based only on the briefest of newspaper reports. [12] 
The painted scrolls of the panorama are presumed lost and 
most of the watercolor studies were dispersed and thought 
to have disappeared also. Pointing to the ephemeral nature 
of panoramas from this time, John Frances McDermott 
writes, “panoramas were theatre business rather than art, 
they disappeared when their power of attraction waned and 
often left their only traces in a few newspaper notices.” [13] 

The surviving artifacts do provide a unique opportunity 
for insightful speculation into the panorama in process, as it 
was being made. In the watercolor sketches and the journal 
are Wilkins’s thoughts and motivations, as described above, 
alongside pragmatic details of the journey. It is generally 
cited that Wilkins produced around two hundred 
watercolors. This number is based on hashtag-like markings 
that he made while writing his journal. A mark indicating 
an image was placed in the margin next to the narrative 
sequence to which it corresponds. These hashtag 
annotations suggest a regularity and consistency in the way 
Wilkins worked. About two thirds of the way through, 
however, the visual record of the journey is interrupted. The 
fifty remaining watercolors illustrate the trail from Fort 
Leavenworth, Missouri to Soda Springs, Idaho, stopping 
short of one of the most spectacular landscapes in the whole 
journey, at the City of the Rocks. [14] Based on Wilkins’s 
notations there appears to have been ten or eleven 
watercolors made while journeying through that area, in 
what is now southern Idaho, five of which are associated 
with his writing on the City of Rocks. 

“Monday 13 Augt 
…we encamped at the city of the rocks, # # a noted place 

from the granite # rocks rising abruptly out of the ground. 
gives them the appearance of a city. I took several Sketches 
of them [sic].” [15] 

It becomes tempting to imagine the description of this 
landscape in the panorama. When following the course of 
the trail through the present-day national reserve, the rock 
formations reveal themselves in three main vistas and a 
series of viewpoints. The playbill indicates that the second 
section of the panorama closes with a “View of the CITY 
OF THE ROCKS,” adding emphasis to suggest this was a 
place of significance [16] The peak immigration season in 
the early 1850s was in July and August, when The City of 
Rocks would become one of the busiest trail locations on 
the California route. According to the National Reserve 
website, 52,000 people traveled through this location in 
1852. [17] As a landscape that is now significantly less 
traveled and also much less well known, evidence of the 
gold rush years has remained relatively well preserved. The 
trail itself is visible in a couple of places as a line of wheel 
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ruts, and there are many dated signatures left on the rock 
formations by travelers themselves.  
 

 

Figure 2. Detail showing, James Wilkins’s hash-tag mark to 
indicate a watercolor painting was made. The mark appears to 
reference Image 7, Undulating Prairies. James F, Wilkins. 
Journal of overland trip from St Louis MO to Sacramento CA. 
Via the California Trail. 1849, May 7 – October 6. [HM 
27511] The Huntington Library, San Marino, CA. 
 
But what of the performance itself—what kind of a 

presenter was Wilkins? If the tone of his writing can be a 
guide there is an even, pragmatic quality in the text. He 
wrote in pencil and his hand is presentable, neat and legible 
throughout. An objective but well humored conversational 
tone pervades the narrative. He is sometimes jocular, 
relaying anomalies and peculiarities with a sense of irony. 
The language feels measured and thoughtful which might 
suggest he was being mindful of its application in the 
spoken portion of the exhibition. In evidence from his notes 
and from the playbill, Wilkins’s panorama was scripted in 
three reels, each section was devised with a dramatic 
ending. 

 
Panorama in Three Acts 
Section one opens on the Missouri River and concludes at 
Scott’s Bluff, a present-day national heritage site at Gering 
on the western edge of Nebraska. This section takes in a 
series of landmarks that he depicted in the watercolor 
sketches, places that are maintained now as national 
heritage sites, notably, Courthouse and Jail Rock and 
Chimney Rock in Nebraska. The initial ten watercolors 

depict the journey along the Missouri River, showing some 
modestly established settlements, prairie farms and light 
industry. The first image is of Fort Leavenworth, which 
founded in 1827, remains active today as the longest 
standing continuously operated army post west of the 
District of Columbia. 
 

 

Figure 3. James Wilkins, 1. Fort Leaveneworth. 1849. James 
Wilkins Collection. PH 374 (5) Box A. Wisconsin Historicalk 
Society, Madison, WI. 

 
Images two through ten show a range of settled and 

farmed landscapes. Domestic and working buildings are 
represented at Weston, which at that time was an important 
steamboat port. Some of the existing buildings in Weston 
can be identified from the watercolor. Next, at the mouth of 
the Nodaway Creek, a powerful tributary to the Missouri 
River, a mill is represented, apparently a lumber-mill; 
Wilkins has included what appear to be sawn logs on the 
shoreline. 

Entry into the plains, which also marked the departure 
from the United States, was at old Fort Kearny, close to 
present day Nebraska City. The Platte River confluence is 
further north but Wilkins appears to have cut across the land 
to the north-west, joining the Platte somewhere west of 
present-day Grand Island. All the trails—the Mormon, 
California, Oregon and Overland—converge along the 
Platte, making it one of the busiest and widest sections. 
Wilkins’s narrative then takes him west along the southern 
banks of the Platte to New Fort Kearny, near the present-
day city of Kearney. Watercolor “13. Crossing The South 
Platte,” depicts the wide horizontality of this particular 
environment; it shows a place near present day Brule.  

Along the Platte River today it is rare to obtain such a 
wide-open view on the river. The river’s flow is much 
reduced and the shorelines of the many channels of the 
Platte river are now quite deeply wooded. A vista, like the 
one depicted by Wilkins, is mostly to be gained from one of 
the bridges that cross the Platte, none of which existed in 
Wilkins’s day. A chance conversation with a landowner 
close to Grand Island directed me to look for places where 
a recent tornado had denuded the shoreline, but he was also 
quick to add the much-reduced water levels mean that it is 
now not possible at all to see the river as it might have 
appeared in the 1840s. In Wilkins’s composition the open 
space and scale is emphasized by the position of a low 
horizon line; everything is belittled by the sky. The scale is 
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confirmed by the detailed representation of a wagon train 
with haulage animals and human figures, a feature found in 
most of his images. 

The second section of the panorama begins as the trail 
leaves Scotts Bluff. Here travelers would make a steady and 
almost imperceptible incline toward the continental divide. 
At first, following the course of the north branch of the 
Platte River, Wilkins’s route takes a north westerly 
direction, near present day Casper, traversing the 
continental divide by the south pass. The route known as the 
south pass crosses a breathtakingly wide-open plane, 
situated about forty miles south of the Wind River Range of 
the Rocky Mountains, which are visible to the north. The 
drama in the narrative here might have focused on the bleak, 
exposed, tundra-like quality of the landscape. While the 
white peaks of the Rocky Mountains are visible, they are not 
at all visually dominant. Reaching the continental divide 
itself does not involve a spectacular or dramatic climb to a 
peaked mountain ridge. Today the journey from there into 
the Green River valley is extremely lonely and remote; the 
irony here is that there were likely to have been more 
travelers in the area in the late 1840s than there might be on 
any given day there today. 
 

 

Figure 4. James Wilkins, 34. Trail towards south pass July 
13th. 1849. James Wilkins Collection. PH 374 (5) Box C. 
Wisconsin Historical Society, Madison, WI. 

 
 In the collection at the Missouri History Museum in St. 
Louis there are three landscape paintings by James Wilkins 
which seem to offer potentially misleading information. 
One is cataloged as Immigrants Night Camp with no 
particular location noted, while the other two each show a 
wagon train snaking through an un-named mountain pass. 
The catalog entries for these two paintings offer the 
following as titles: Immigrants in the Rockies and Covered 
Wagons in the Rockies. Paintings depicting this subject 
matter were popular following the gold rush. There is no 
evidence to suggest that Wilkins ever traversed a path 

resembling the ones depicted in the Rocky Mountains 
himself. Wilkins’s paintings more strongly resemble the 
Carson Pass in the Sierra Nevada. Given his previous plea 
for authenticity, these images stand out as anomalous and 
may have been commissions. 

A fourth painting associated with this group, Leaving the 
Old Homestead, functions as a link between these western 
subjects and those of a more bucolic nature made while ‘at 
home’ in Illinois. It illustrates a departure and has the 
feeling of being almost autobiographical. With narrative 
qualities reminiscent of Hogarth, Wilkins depicts here the 
departure of an émigré. With all the pathos deserving of 
such a moment, like the three trail paintings this also feels 
like the artist is taking license rather than striving for an 
authentic record.  

The third section of the panorama takes in a number of 
the most inhospitable landscapes of the whole journey. 
From the City of Rocks the trail follows Goose Creek to the 
Humboldt river and into the area known as the Forty Mile 
Desert. This vast and inhospitable geological basin is also 
known as the Humboldt sink; the Humboldt river drains and 
disappears there. Present day Interstate Highway 80 follows 
the route of the California trail across Nevada to Carson 
City. The environment on this stretch is dangerously dry and 
hot most of the year. Coupled with the extreme dryness, the 
alkalinity of the ground makes water sources toxic. The 
water of the river forms an expansive seasonal shallow lake 
that is edged with caustic hot springs, and most of the year 
water sits a few feet below a hard, pale, crusty surface. 
Haulage animals and humans alike perished in great 
numbers and in 1850 a survey located 953 human grave 
sites. 
 

 

Figure 5. Nicholas Lowe, Alkalai flats. South of interstate 80 
along state highway 95 Nevada. Smoke from California 
obscuring the view in the 40 Mile Desert. October 11 2017. 
Windsor and Newton watercolor (series 1.) Payne’s Gray on 
300g canson paper. 

 
Animals were typically cut loose and left to roam, many 

goods were discarded, and proceeding on foot meant 
carrying only enough water to reach the Carson river. Gusts 
of wind frequently whip dust off the ground in clouds giving 
the air a caustic quality that burns the eyes and smarts the 
skin. Once at the Carson River travelers of the 1850s would 
pick up their route to California, by one of the mountain 
passes. Wilkins crossed the Sierra Nevada via the Carson 
Pass. 
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Traveling through the Sierra Nevada to reach the gold 
fields area is still a seasonal crossing and not without its 
risks now as then. In 1849 crossing the Sierra Nevada had 
already gained a significant notoriety based on the winter 
tragedy of 1846-7. Famously the Donner-Reed party 
became stranded and largely perished on the Truckee River 
route, which crosses the Sierras further north. Wilkins’s 
experience is communicated on the playbill by these 
remarks, “The ascent of the great Sierra Nevada; here is said 
to be THE BACK BONE OF THE ELEPHANT. Scenery 
awfully grand – descent of the mountains.” [18] 

As the road drops in elevation travelers to this day enter 
the lush forests and river valleys of California, in stark 
contrast to the mountain passes and to the deserts in Nevada. 
Wilkins at this point becomes wistful and then complains 
about the high prices being asked for food and lodging. 
From the foothills near present day Placerville the road to 
Sacramento is today relatively easy. Towards the end of the 
journey, if the journal can be taken as a guide, the veracity 
of Wilkins’s descriptive writing seems to peter out. The 
entries take on a shorter form becoming more note like. This 
is iterated also in the way the closing narrative is announced 
on the playbill. There is the impression of getting through 
the last details of the story because it must be done. The 
closing sequence in the playbill narrates as follows: “Arrival 
at the GOLD MINES-Dry Diggings-Weaverville-Gold 
Digging-Sutters Fort-Sacramento-San Francisco.” The 
playbill text closes with the following reassuring narration:  

“The spectator, with very little assistance from the 
imagination may fancy himself in an air balloon overtaking 
and passing the emigrants on the road witnessing their 
distress, and seeing the country and the nature of the 
obstacles they have contended with; and all with the safety 
and comfort of sitting at your own fireside.” [19] 

Wilkins continued to San Francisco presumably by road, 
bringing the story around to a final entry that notes his 
arrival back in St. Louis on February 2, 1850. [20] Amongst 
the details in the penultimate narrative entry for October 2nd 
are the last two hashtag markings situated in relation to 
descriptions of redwood trees and then the appearance of 
oak trees in the lower elevations. [21] There are no other 
indications that he made observations of either the city of 
Sacramento or San Francisco, or of the journey in between, 
even though the playbill seems to indicate this was included 
in the panorama. Either way it now remains unknowable. 

Notes 
1. B.R. Buckelew, The Californian, San Francisco, March 
15 1848.  
2. James F. Wilkins. Journal of overland trip from St Louis 
MO to Sacramento CA. Via the California Trail. 1849, May 
7 – October 6. [HM 27511] The Huntington Library, San 
Marino, CA. 

3. The watercolors and some biographical ephemera are 
kept at the Wisconsin Historical Society in Madison, WI. 
4. The Grand Moving Panorama of California was created 
by Dr. L. E. Emerson in 1853, representing a narrative of 
the California Gold Rush; the surviving artifact of this 
panorama is its script. An interpretative recreation was 
made in 2010 by the Velaslavasay Panorama. The 270-
foot-long moving panorama provides great insights into 
the form of moving image panoramas, the physical 
properties, and the mechanical details, and construction. 
“Grand Moving Mirror of California.” The Velaslavasay 
Panorama. Accessed November 4, 2019. 
https://panoramaonview.org/major-projects/grand-moving-
mirror-california. 
5. John Francis McDermott, "Gold Rush 
Movies." California Historical Society Quarterly 33, no. 1 
(1954).; J.F. McDermott, The Lost Panoramas of The 
Mississippi. Paintings by the mile – the story of the 
newsreel-travelogue-documentary “movie” of the 
nineteenth century. (The University of Chicago Press, 
1958).; J.F. McDermott, An Artist On The Overland Trail 
– The 1849 diary and sketchbook of James F. Wilkins. 
(The Huntington Library, San Marino, CA. 1968). 
6. See also, Joseph E Ware – The Emigrants Guide To 
California, 1849; Hosea B. Horne – Horn’s overland guide, 
1852; Andrew Child – Overland route to California, 1848; 
John Steele – The traveler’s companion. 1854. 
7. Topographic and geological aspects of the landscape had 
been recorded previously in the service of surveys for 
mapping and prospecting. As art in its own terms, Wilkins 
does appear to have been the ‘first’ to have made visual and 
narrative record. 
8. J.F. McDermott, 1968. 80. 
9. Wilkins returned to St. Louis in 1850 to find his wife and 
children had been taken by cholera, and his house in 
Shobonier to have been sold to cover costs. Wilkins left no 
record of his feelings in respect of this tragedy. It appears 
that he began working immediately on the panorama. (See 
J. F. McDermott, 1954, 32.) Wilkins returned to Shobonier, 
IL and at some point remarried, as is indicated by the census 
records from 1870. Documentation is in files relating to 
James Wilkins at the Wisconsin Historical Society, 
Madison, WI. 
10. J.F. McDermott 1954. 32. 
11. A brief news report from Milwaukee dated 18 April 
1851 claims that James Wilkins’s panorama was 3600ft. 
long. It is more likely that it was around 450ft. Wilkins 
panorama was produced in three sections and consistent 
with other panoramas of this kind each reel would hold up 
to about 150ft of painted canvas. 
12. The archives of the Wisconsin Historical Society hold a 
number of files relating to James Wilkins including 
photocopies of newspaper clippings from 1850 and 1851. 
The State Historical Society of Missouri, in Columbia, 
holds a playbill advertisement for James Wilkins’s Immense 
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Moving Mirror of the Land Route to California. dated 1850, 
printed in St. Louis, MO. 
13. J. F. McDermott, 1954. 31. 
14. The City of Rocks in Idaho is now under the 
management of City of Rocks National Reserve ID and 
Castle Rocks State Park. Wilkins is credited with having 
coined the name of The City Of Rocks. See; 
https://www.nps.gov/ciro/index.htm. 
https://parksandrecreation.idaho.gov/parks/castle-rocks.  
15. J.F. McDermott, 1968. 63. 
16. Playbill, 1850, The State Historical Society of Missouri, 
Columbia, MO.  
17. 
https://www.nps.gov/ciro/learn/historyculture/index.htm 
18. For more on allusions to ‘the elephant’ in trail 
documentation, see a featured article on the California Trail 
Interpretative Center in Elko Nevada website at 
http://www.californiatrailcenter.org/the-elephant/. See also, 
Shirley Sargent, Seeking the Elephant, 1849. James M 
Hutchings Overland Journal 1980. 
19. Playbill, 1850, The State Historical Society of Missouri, 
Columbia, MO. 
20. J.F. McDermott, 1968. 79. 
21. Ibid.78. 
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Abstract 

In 2018, twenty-two (22) Russian museums created an 
association tasked to promote collaboration with the preservation 
and research of historic panoramas and dioramas in Russia. It is 
understood that the first step towards solving common problems 
should be writing a fundamental document that will outline a 
range of issues for further work. 

Keywords 
Russian panoramas, Russian dioramas, storage, restoration, 
exhibition, .the Union of Russian museums, collaboration. 

Introduction 
In 2018, the Museum-panorama The Battle of Borodino 
took the initiative to create an association - the Sector of 
Museums-Custodians of Panoramas and Dioramas. This 
idea was supported by the Union of Russian museums. The 
association is a part of this state organization. More than 
ninety (90) letters were sent to Russian museums inviting 
them to join the association. And it should be particularly 
noted that the Sector offers free membership for Russian 
museums. However, there are just 22 members at present 
moment. One of the reasons for the creation of the Sector 
was the due to the presence of common problems of 
museums in whose collections there are dioramas 

Most of the Russian dioramas were created between 
1930 and 1970 and currently require restoration. At the 
same time, the development of technologies in the field of 
lighting and sound accompaniment of dioramas led to the 
fact that many dioramas were supplemented and modified 
differently from the authors' original intentions. Therefore, 
for the purpose of discussions of the possibility of making 
such changes to the author's work, the Section was created. 
In the future we hope to show that being part of our 
association provides great opportunities for collaboration. 

During the first meeting, we agreed on our mission and 
developed a work plan. To deal with specific problems of 
panorama and diorama museums, we created an expert 
group, which consists of restorers, panorama and diorama 
artists and researchers.  
   In order to keep our work up to par with what's going on 
in the professional world, we signed a memorandum of 

understanding with the International panorama council, 
and this year the coordinator of the Sectors work - the 
Museum-panorama the Battle of Borodino became a 
member of the IPC. To this day, we are the first and the 
only Russian museum in the IPC. But we hope that will 
change. 

Internet data portal 
In order to present ourselves as an organization with 
specific tasks and to support our mission, we launched an 
internet data portal – pdsector.ru.  
 

 
 
It's very simple, perhaps not very informative right now 
but it was important for our self-representation. For 
example, for a museum, which is remotely located, this 
turns out to be an excellent opportunity to be a part of a 
very narrow circle of professionals which share the same 
scientific interests and practical problems.  

Exhibition exchange program 
Being the coordinator of the sector’s work, this year the 
Museum-panorama The Battle of Borodino launched an 
exchange exhibition program between Russian panorama 
museums. In Moscow we hosted exhibitions on the history 
of panoramas from Sebastopol and Khabarovsk, and we 
are looking forward to hosting the exhibition from 
Volgograd in 2020. Respectively, these Russian cities 
hosted exhibitions on the history of Borodino panorama. 
We hope that this experience will invoke a series of 

Fig 1. Home page of the internet data portal – pdsector.ru. 
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nationwide exchange projects between the sector's 
members.  

Guidance manual 
The greatest and the most challenging task we have 
planned for 2019 is the Guidance Manual on the 
Technology of Creation, Exhibition, and Storage of 
Panoramas and Dioramas. We have submitted our 
proposal to the Sector's members, received approval and 
feedback, and are currently writing the manual. It is 
especially worth noting that the attempt to collect all the 
problems in one document was addressed for the first time.   
  The majority of the manual was written by Mr. Alexey 
Druzhinin, a well-known Russian historian of panorama 
and diorama art. He has interviewed many artists in 
regards to the technical aspects of creating panoramas and 
dioramas and I was responsible for the museum part of the 
manual. 
   The manual was written first and foremost for museum 
staff, so they were aware of what kind of art they exhibit 
and collect. Typically, panorama or diorama is not the only 
exhibit in the museum. They are usually accepted even by 
museum staff, as something secondary, with the purpose of 
just to illustrate the theme of the museum exposition. So 
dioramas and panoramas rarely become the subject of 
scientific research in museums. We want to change this 
attitude within the Russian museum community because 
such a lack of awareness leads to mistakes. For example, 
one of the Russian museums changed the lighting system 
for its diorama and not just the artist's idea was lost but 
even the perception of the diorama changed. Another 
example, in 2016 one Russian panorama was treated with 
fire prevention reagent which severely damaged the 
picture. Luckily, restorers managed to save the panorama.       

Specifically, to prevent similar incidents in the future, we 
have written the manual. The following is the table of 
contents of the manual:  
 
Table of contents  

1. Definition and elements of panorama and diorama. 
2. Specifics of panorama and diorama art. 
3. Panoramas and dioramas: stages of creation. 
3.1. Scientific certainty and artistic vision.  
3.2. Selection of the view point, sketching. 
3.3. Plot: features of composition. 
3.4. Canvas: hanging and priming. 
3.5. Working with painting.  
3.6. Creating a faux terrain. 
4. Architecture and technical equipment of panorama 
 and diorama buildings. 
5. Technical aspects of panorama and diorama display. 
5.1. The panorama (diorama) hall equipment. 

5.2. Lighting. 
5.3. Managing visitors' circulation route. 
5.4. Technical equipment and informational support. 
6. Preservation and safekeeping 
6.1.Recommended temperature and humidity conditions. 
6.2. Fire safety, environmental protection. 
6.3. Methods of preservation and restoration. 
7. Museum registration. 
8. Copyright. 
9. Notes. 
10. Bibliography. 

 
The definition, namely the recognition of what we call 
panorama or diorama, is very important for a dialogue 
within the Russian museum community. Now we have 
presented the professional community with the following 
definitions: 

Panorama is a popular and multifaceted art form, which 
gives the opportunity of a shared experience and creates 
the illusion of reality by using the architecture of rotunda, 
painting with 360' overview, lighting and other technical 
equipment come together to achieve this goal. 

Diorama is an independent mass audience art form, in 
which the illusion of realty of depicted place or events is 
achieved by the combination of painting with a 
semicircular overview, faux terrain, lighting and other 
technical equipment. 

The 3rd section of the manual was written with the 
guidance of leading Russian artists (Alexander Samsonov, 
Dmitry Ananiev, Evgeny Korneev and others). As for 
sections 5, 6 and 7, we analyzed the current situation at the 
museums and described the best practices. I developed a 
questionnaire for the sector's members to complete, which 
helped me understand the current situation. Here are some 
examples from the questionnaire: 1) the exact description 
of panorama or diorama; 2) what type of lamps are used 
for lighting; 3) when did the last restoration occur; and 4) 
what work was done.  
   As our panorama is the oldest in Russia, we have faced 
many problems much sooner than other museums. So a 
large part of the manual was based on our experience.   
   One of the hardest sections of the manual is regarding 
the copyright. In many ways, this question is not very clear 
in Russian legislation. From the artists perspective, they 
want to keep all the rights for the piece of art for 
themselves and on the other hand, museums want what 
they want. For example, they want to be able to restore a 
piece of art without involvement of the panorama or 
diorama artists. We must make sure that this section is not 
contrary to the laws of the Russian Federation and takes 
into consideration the interests of all parties. 
   It is not obvious, but the most crucial section of the 
manual for Russian museums is the 7th - museum 
registration. It is very a pressing issue. For now, most of 
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the panoramas and dioramas described apart from its faux 
terrain. So just the painting is considered as the object of 
art. At a time when it is one piece of art which can't be 
divided. Current status doesn't allow protection of 
panoramas or dioramas. During our meeting at the 
International Cultural Forum in November 2019 in Saint 
Petersburg, we discussed and approved the Manual. The 
next step will be the distribution of the Manual to all 
Russian museums.  
   As for the restoration issue, it is quite relevant for many 
museums. Part of the Borodino panorama dated from 1912 
is in critical condition. At the previous conference, my 
colleague presented a report on the "open restoration 
project" we developed. In August 2019, this project was 
approved by the Government, and the first stage is about to 
start. We received funding to implement the first stage – 
restoration of the fragment of the panorama from our 
collection. This original fragment of the panorama will 
help to determine the most appropriate method of 
restoration and the amount of materials needed and we will 
be able to calculate the expenses for the whole project.  A 
detailed description of our experience will be included in 
the Manual. 

Conclusion 
On October 3, 2019, we had the first roundtable meeting 
with the Sector's members in Moscow. The purpose of this 
meeting was to analyze the current state of our panoramas 
and dioramas. We heard several reports on the state of 
dioramas in various Russian museums. In January 2020 the 
materials of the meeting, as well as the Manual will be 
downloaded on our website.  
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Abstract 

This article looks at the genesis and reception of the Panorama of 
the Battle of Wörth, which opened at the Antwerp Zoological 
Garden in Belgium in 1881. It was an initiative of the Antwerp 
Panorama Society in close collaboration with the Royal Zoological 
Society of Antwerp (the private society behind the Antwerp Zoo). 
The canvas was painted by Alfred Cluysenaar (1837-1902). I will 
argue that its embedment in the zoological garden is a crucial 
factor in our understanding of the panorama as part of a rich and 
diverse (visual) entertainment culture. There are many connections 
between zoological gardens and panoramas, both historically and 
ontologically. As several examples illustrate, panoramas have 
often been found in the vicinity of zoological gardens. Not unlike 
the zoo itself, the panorama functioned as a site of public education 
as well as exotic spectacle. The article will discuss the tensions 
between the battle panorama and its setting in the zoological 
garden. It is in this context that the notion of irony is explored.  

Keywords 
Zoological Garden, Antwerp, Battle of Wörth, Alfred Cluysenaar, 
Belgium. 

Introduction 
The Panorama of Wörth, painted by the Belgian painter 
Alfred Cluysenaar, opened in the Antwerp Zoological 
Garden in 1881. In this article, I will argue that its 
embedment in the zoological garden is a crucial factor in our 
understanding of the panorama as part of a rich and diverse 
visual entertainment culture, in this particular case aimed at 
the upper classes associated with the Zoological Society.  

The Antwerp Zoological Garden opened in 1843. The 
building of the panorama in 1881 was only one element in 
the transformation the zoological garden underwent in the 
second half of the nineteenth century. During this era it 
developed from a mere zoological museum into a lavish 
zoological garden with a wide variety of living animals and 
an impressive ensemble of buildings with a diversity of 
exotic architectural styles. For its visitors, the zoo was 
essentially experienced as a ‘viewing machine’: from its 
beginnings as a museum where natural history curiosa and 
taxidermy animals were displayed in glass cases or in 

diorama settings to its public exhibition of living animals 
(behind bars or later on in so-called panoramic settings). No 
doubt, the ‘m’as tu vu?’-mentality of the bourgeois visitors 
strolling through the landscape and sculpture garden hoping 
to be seen by their friends and (business) acquaintances 
enhanced this experience. We could argue that the 
Zoological Garden as a locale for public leisure basically 
created its market by investing in visual display and visual 
technologies. In that context, the opening of a panorama in 
the 1880s does not come as a surprise. Nevertheless, it is 
exactly this particular context that makes the choice for a 
historic battle panorama somewhat ironic. 

The Antwerp Zoo: A Leading Cultural 
Institution 

The Zoological Society of Antwerp was founded in 1843. 
The Society’s main activity was the exploitation of the 
Antwerp Zoological Garden. The garden’s first exhibits 
originated in the collection of natural curiosities of Antwerp 
naturalist Jacques Kets (1785-1865), who specialized in 
stuffed birds, but also kept a remarkable collection of shells, 
skulls, eggs, embryos, paintings and photographs. When the 
zoo was founded – upon the initiative of Antwerp Mayor J. 
Frans Loos (1799-1871) – Kets’ collection was transferred 
to the new buildings on the largely undeveloped grounds 
next to the then recently constructed railway. Kets was 
appointed director. [1] While the museum remained 
important, its collection soon expanded with an increasing 
number of living animals: at the beginning of the 20th 
century the garden prided itself on a collection of over 3500 
pieces [2] and by 1914 the collections had grown to over 
10.000 animals and 763 species. [3] In the course of the 19th 
Century, the Antwerp Zoo attracted a solid member base 
and developed into one of the leading zoological gardens in 
Europe. The Royal Zoological Society of Antwerp was a 
shareholder company with ties to the commercial animal 
trade. It profiled itself as bourgeois and elitist. This was 
reflected both in its board of directors – which consisted 
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mainly of members of the Antwerp economic establishment 
– and in its membership. Members held positions in the civil 
service or the military, lived as rentier, were self-employed 
businessmen, or active in liberal professions. The Society 
also appealed to the international community connected to 
the Antwerp harbour and the world of international industry 
and trade. Members and their families had free access to the 
garden at all times and benefited from a number of 
additional advantages. 

Along with the regular exhibition of animals, the Zoo 
offered additional family-oriented entertainment, such as 
children’s rides on donkeys and elephants and public 
feeding sessions. But, from the beginning, the Zoological 
Garden was also much more than a zoo. Under the 
directorship of Kets’ successors Jacques Vekemans (1865-
1888), François L’hoëst (1888-1904) and his son Michel 
L’hoëst Sr. (who followed in his father’s footsteps in 1905 
and was in turn succeeded by his son, Michel Jr., in 1930), 
the cultural life at the zoo flourished. Without exception, the 
directors of the zoo were advocates of bourgeois culture and 
developed many parallel activities in this field. The 
Zoological Society invested in establishing its own art and 
sculpture collection. It evolved around the works of 
Antwerp artists specialising in animal painting, such as 
Karel Verlat (1824-1890) and later Alfred Ost (1884-1945) 
and animaliers sculptors such as Rembrandt Bugatti (1885-
1916). The Society also offered an extensive concert 
program to its members and visitors. During the daytime, 
the kiosk was used by the Society’s own concert band, 
military music chapels of regiments garrisoned in Antwerp 
and visiting brass bands which entertained the visitors on a 
daily basis. Generally, when playing on the kiosk, the 
program was light and diverting brass music. In 1896, the 
Society also established its own symphonic orchestra that 
performed in the garden in the summer and in the purpose-
built concert hall (1897) during the winter season. The 
indoor symphonic concerts matched bourgeois tastes and 
included performances of renowned soloists. Although the 
repertoire was international, Belgian composers, and more 
specifically Flemish composer Peter Benoit (1834-1901) – 
whose work was performed in a variety of arrangements 
over the years – were definitely favoured. [4] 

Altogether, the Society offered an attractive package of 
cultural, educational, scientific, and leisure activities to its 
members. The cultural program was a major asset that 
helped the Society develop a solid and loyal member base 
and thus a strong financial backbone. 

Enter the Panorama Business 
In this context, in 1880, the Society ventured into the 
panorama business. A panorama revival hit most of Europe, 
including Belgium, in the late 1870s. Most of the new 

initiatives displayed limited artistic renewal and were 
primarily motivated by the business side of panorama 
exploitation. This was also evident in the impressive 
number of commercial panorama companies that sprang up 
in Belgium in the late 1870s.  
 When in April 1880 the board of directors of the Zoo was 
approached by a representative of the Société Anonyme du 
Panorama Anversois, Armand Auger fils, with the proposal 
to build a ‘panorama-diorama’ on the land adjacent to the 
zoological garden, this was essentially a business proposal. 
The Zoological Society had shown an interest in buying the 
terrain a few months earlier but hadn’t proceeded in 
acquiring it because the asking price was too high. The 
Board was aware of the potential profits a panorama could 
generate and mostly worried about negotiating a good deal 
concerning the real estate and making a profitable financial 
agreement. Barely a fortnight after the idea was first 
introduced to the board, the agreement between what was 
then referred to as the ‘Société Auger’ and the Royal 
Zoological Society was concluded. Two issues seemed of 
crucial importance to the Board: (1) The Antwerp Panorama 
Society would have to buy the terrain and hand it over to the 
Zoological Society at no cost; (2) it was to be avoided that 
people visiting the panorama would be able to enter the 
zoological garden without buying an additional ticket. [5] In 
general the agreement seemed very favourable for the 
Zoological Society. In return for a 25-year concession and 
the benefit of being associated with the prestigious 
Zoological Society (and having access to its membership 
and its paying visitors), the Antwerp Panorama Society was 
required to hand over the lot and the building to the 
Zoological Society at the end of the concession. The 
Antwerp Panorama Society would thus build and exploit the 
panorama at its own account and risk, and guarantee that 
visitors to the panorama would not be able to access the 
garden without a valid ticket. In addition, it was negotiated 
that the members of the Zoological Society and their guests 
would get a discount of 50% on the regular ticket price of 
50 cents. [6] The deal was announced to the members-
shareholders of the Zoological Society at the annual general 
assembly meeting of 25 July 1880. [7]  

Up until this point, neither the topic of the panorama 
painting, nor the choice of the painter, were subjects of 
discussion within the Board of directors of the Zoological 
garden. One can assume both were proposed by the 
Panorama Society in their initial outreach letter of April 25, 
but since this document is lost, this remains unverified. 
Upon the signing of this contract, the Antwerp Panorama 
Society started advertising its shares in several newspapers. 
The capital of the Society was set at 325.000 Francs, divided 
in 3250 shares of 100 Francs each (Fig. 1). In these 
advertisements, the Panorama Society announced the 
painting would be done by Alfred Cluysenaar on the topic 
of La Bérézina. The latter was advertised as indisputably  
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“one of the most considerable and moving historic episodes 
of modern times”. Potential shareholders were not provided 
with further details on the topic or its relevance for the 
Antwerp audience. No reference was made to the setting of 
the battle (Russia), nor to the armies involved (the French 
Army of Napoleon and the Russian Army). [8] Although the 
battle had been the subject of historic paintings on a number 
of occasions, there’s no reason to believe this specific battle 
was particularly relevant or well-known to the local 
audience.  

The painter proposed was Alfred Cluysenaar (1837-
1902). His fame was stressed by mentioning his work-in-
progress on the murals of Aula Magister of Ghent 
University, an oeuvre that had gained considerable attention 
in the press [9] and once finished became his most famous 
and prestigious work. [10] Reference was also made to the 
medals he won at art expositions in Brussels, Ghent, 
London, Paris, and Vienna and his distinctions as the 
Chevalier de l’ordre de Léopold [11] and the Légion 
d’honneur. [12]  

Following the success of the Waterloo panorama in 
Brussels (by Charles Castellani), which opened in 
December 1879, no less than 26 new panorama societies 
were registered in Belgium in the following year. Many of 
these were international collaborations with French, Dutch, 
Austrian, or British partners. [13] It was considered the 
domain of speculators and businessmen to use artists solely 
for their profit. The better the reputation of the artist, the 
more financial potential a panorama would have. As a 
consequence, there seems to have been a degree of 
competition between the numerous panorama societies to 
engage the best artists. In April 1880, L’Echo du Parlement 
published a short piece in which it lists the medals obtained 
by Belgian and French artists at the Salon de Paris of 1878 
insinuating that it is likely these artists will soon be 
employed in the panorama business. Indeed, the journalist 
got it right. Among the names cited are Emile Wauters 
(1846-1933) (Cairo and the banks of the Nile, Vienna, 
1882), Charles Verlat (Panorama of Waterloo/Grand 
panorama national, Antwerp, 1881; Review of the Russian 
Troops at San Stefano, Moscou, 1882), Alfred Stevens 
(1823-1906) (Histoire du siècle, Paris International 
Exhibition, 1889) and Alfred Cluysenaar. [14] 

The Painter: Alfred Cluysenaar 
Alfred Cluysenaar was born in Brussels in 1837 in the 
recently founded nation-state of Belgium (1830). He was 
raised in an artistic family. His father Jean-Pierre 
Cluysenaar was a well-known architect and art collector. 
Alfred Cluysenaar went on to study painting at the Brussels 
Academy. Through his father’s work, he came into contact 

Fig. 1 Announcement of the public sale of shares of the Société 
Anonyme du Panorama Anversois, 1880. FelixArchief, 1#1153. 
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with large-scale mural painting. Among his first large-scale 
assignments were a series of large canvasses and several 
semi-circular paintings (180°) for the Kursaal de Hombourg 
(Bad Homburg, Germany), designed by his father (1862). In 
the beginning of the 1860s, Cluysenaar initiated his entrance 
into the European art scene by participating in the yearly 
Salons in several European cities, where he was awarded 
multiple prizes. He quickly became known for his portraits 
as well as his historical paintings, two genres he skilfully 
combined in his large-scale murals. After spending some 
time abroad, Cluysenaar returned to Brussels in the mid-
1860s and started working in a new atelier, built by his 
father. The building hosted several workshops, rented by 
among others, the later panorama painter Emile Wauters. 
[15] 

Despite his experience with large-scale painting, it is 
somewhat surprising that Alfred Cluysenaar was given the 
assignment for the Antwerp panorama. He lived and worked 
in Brussels and did not belong to the quite extensive 
network of artists connected to the Zoological Society. 
Moreover, Antwerp painter Charles Verlat would have been 
an ideal candidate. He had connections with the Zoological 
Society from early on. He designed the very first shares of 
the Society in 1842 and illustrated the first guidebook to the 
garden in 1847 (published by J.E. Buschmann). In 1874 his 
painting of three recently born tiger cubs was on the annual 
greeting card the Zoo sent to its members. [16] When the 
Society started developing its art collection, Verlats animal 
paintings quickly became the centrepieces of the collection. 
In the early 1880s, Verlat was at the height of his success 
and (after many foreign wanderings) was working as a 
professor at the Antwerp Art Academy. No doubt he could 
have brought the necessary prestige to the panorama. We 
don’t know whether Verlat was considered, but we do know 
he was already engaged elsewhere in Antwerp. In February 
1881, Verlat was under contract with the recently founded 
Société anonyme du Grand Panorama National and had 
started working on a panorama of Waterloo. It opened in 
July 1881.  

The latter project is likely to have drastically impacted 
the panorama project for the zoological garden. Apparently, 
at some point, the Antwerp Panorama Society changed its 
mind about the subject of the painting. It’s unclear when this 
decision was made but it’s is not unlikely this happened 
after it became aware that Verlat was working on another 
Napoleonic panorama painting, to be established at the 
nearby De Keyserlei.  

Verlat’s panorama opened on 31 July 1881, barely a 
fortnight before the panorama in the Zoological Garden. 
[17] The new subject of the latter was the Battle of Wörth 
(also known as the Battle of Reichshoffen or as the Battle of 
Frœschwiller), which occurred in the Franco-Prussian war 
of 1870. On 6 August 1870 the German Army defeated the 
French Army near the village of Wörth in Alsace. As in the 

battle of Bérézina, the battle of Wörth was characterized by 
severe French losses and a German victory (Fig. 2). 

The Battle of Wörth at the Zoo: “a work of 
destruction about which wild animals would 

be ashamed” 
The Franco-German War was a very popular panorama 
subject in the last three decades of the nineteenth century, 
especially in Germany and France. The first panorama on 
the war appeared in 1873 (Félix Philippoteaux’ Paris under 
Siege). The subject continued to be popular until well into 
the 1890s. [18] 

Although several battles captured the attention of 
panorama painters, the Battle of Wörth gathered quite a bit 
of interest. In November 1881, the Panorama Français 
opened in Rue Saint Honoré in Paris with a painting of the 
Battle of Reichshoffen, by Théophile Poilpot (1848-1915) 
and Stephen Jacob (b. 1846). [19] In August 1882, the 
Panorama Company of Hamburg opened its second venue, 
the Embankment Gate Panorama. On display was a scene 
the Battle of Wörth/Reichshoffen painted under supervision 
of Otto von Faber du Faur (1828-1901). The painting 
represented the battle over the historic cemetery of 
Fröschweiler. [20] Curiously, this panorama building was 
also located next to a zoological garden.  

While the subject was perfectly acceptable for a 
panorama, the choice was not self-evident in the context of 
a zoological garden. One journalist expressed his surprise 
upon the opening of the Antwerp panorama:  

(…) at the inauguration of a panorama that is called by its 
founders the Panorama of the Zoological Garden. A lot 
of people thought, up until this morning, this would be a 
work representing a great scene of tropical nature, 
gigantic fauna or a terrible conflagration of the elements: 
earthquakes, storms, floods, cyclones etc. Nothing like 
that, the new panorama, alike its predecessors, is 
essentially military and consecrated to a scene from the 
Franco-German war of 1870: the Battle of Woerth, 
named the Battle of Froeschwiller by the French. [21] 

Fig. 2 Stereo-photograph of the painting and the faux terrain of 
The Battle of Wörth (Alfred Cluysenaar), 1897. To our 
knowledge this is the only surviving photograph of the interior of 
the panorama. Collection KMDA. 
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This friction did not escape Frans Hendrik Gobbers 
(1845-1921) either. In his book with personal accounts of 
his visits to the zoo he reflects on the topic of the panorama 
in the context of the Zoological garden:  

There is something ironic in it, when you think about it, 
that you find yourself in the middle of a garden with wild 
animals and that before you, you see people, brothers, 
burning and killing, stabbing, hacking, carving, beating 
each other to death without mercy, in one word, with a 
work of destruction about which wild animals would be 
ashamed. [22] 
 
This is indeed where we could tackle the issue of irony. 

The irony is not so much in the panorama itself, which was 
rather conventional, but merely in its relation to the context 
in which it was shown (Fig. 3). 

Of Zoos and Panoramas 
When first advertising its shares in the press, the Antwerp 
Panorama Society indicated it was also in discussion with 
zoos in Berlin and Frankfurt with the prospect of getting 
similar concessions for the exploitation of panoramas. 
These plans didn’t materialize, but they do indicate there 
was indeed already a connection between the world of zoos 
and the panorama business. Both offered popular visual 
entertainment with a certain level of educational and artistic 
value. Often, panoramas and zoos could be found in each 
other’s vicinity. For example, in the early 1860s a panorama 
opened in the Paris’ Jardin d’acclimatation. [23] Berlin had 
its Tiergarten panorama which opened in 1889 with the 
Crucifixion of Christ by Bruno Piglhein (1848-1894). There 
was no direct connection to the Berlin Zoo and the 
panorama was short lived as the building was torn down in 
1896. [24] A closer entanglement existed in the Netherlands 
where Gerardus Frederik Westerman, the director of Artis 

(1838-1890) was also associated to the Panorama 
Maatschappij. This society, founded in 1878, built a 
panorama across the street from the Zoo. It opened in 1880 
with a painting of Pierre Tetar van Elven (1828-1908) on 
the Siege of Haarlem (1573). In the course of its over 40-
year existence, several different paintings were put on 
display, including Nova Zembla by Louis Apol (1900) and 
The Entry of Christ by German artists Reisacher, Krieger 
and Frosch (1914). [25] Another close connection existed in 
the Belle Vue Garden in Manchester. Among other 
attractions, the animal park displayed so-called monster 
paintings of historic events, mostly battles (Fig. 4). The 
huge (but non-circular) canvasses were put on a small 

platform in the middle of a pond in the garden. In front of it 
a faux terrain was created in diorama fashion. In the 
evening, huge shows with extras, music and fireworks were 
put on for visitors sitting on the opposite side of the pond. 
Starting in 1852, the garden would offer a new painting to 
its visitors every year. Topics included the Bombardment of 
Algiers (1852), the Battle of Waterloo (1874), the Fall of 
Plevna (1878), the Storming of the Bastille (1889) and the 
American Indian Wars (1893). [26] Similar to  regular 

Fig. 3 The panorama at the zoo: animals, children’s rides and 
leisure. Greeting card to the members of the Zoological Society 
of Antwerp, 1884-1885. Collection KMDA. 

Fig. 4 Official Guide for the Zoological Gardens Bellevue 
Manchester (1891) advertising the monster painting of the Battle 
of Inkerman. (http://www.chethams.org.uk/bellevue) 
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panoramas, the historic events depicted were explained and 
contextualized in the guidebook that could be purchased by 
the visitors. None of the zoo-related panoramas mentioned 
above featured a natural history topic. It may well have been 
reasoned that it would not make sense to display an animal-
populated natural landscape when one could also offer the 
real thing. [27]  
 After the 1880s panorama fad faded, there remained a 
link between zoos and panoramas. As described by Susan 
Wray, in the United States, and possibly elsewhere, out of 
use cycloramas were occasionally used to put on animal 
shows. For instance, by Frank C. Bostock and Carl 
Hagenbeck when they toured the US with animal shows 
from the 1890s until around the turn of the century. [28] 

But there exists a more profound or ontological 
connection between zoos and panoramas. In the nineteenth 
century, cages with cast-irons bars often had a semi-circular 
design. Enabling zoos to combine summer and winter 
housing of the animals and allowing visitors to see the 
animals from either inside or outside depending on the 
season (Fig. 5). Located in a landscape garden, the cages 
with their semi-circular design, remind us of the panorama 
platform. What we get is in fact a reverse dispositif of the 
panorama. On the one hand, the visitors walking in the 
landscape garden are looking at the animals, moving around 

freely, from one cage to the next. It’s like visiting a museum, 
or even like a slide show. The animals on the other hand are 
looking at the people in the park from their ‘platform’-like 
cages. Similar to panorama visitors, their dwelling space is 
limited and their gaze restricted. The architecture of 
zoological gardens and especially the design of animal 
housing is a complex issue at the cross section of 
architecture, zoology and education. It is influenced by 
insights in animal behaviour and animal wellbeing, opinions 
on safety, leisure, and education. Only in the 1930s, the 
Antwerp Zoo began replacing the bars with moats, 
following the example set by the German Carl Hagenbeck 
in Hamburg. [29] In the late 1890s, the Hagenbecks 
pioneered the so-called panorama exhibits in which animals 
from ‘similar’ habitats were put together, separated from 
each other only by almost invisible natural barriers, such as 
ponds, moats, or bushes. [30] In the context of the first of 
such animal panoramas (Hagenbecks Nordisches 
Panorama, 1896 [31]), Nigel Rothfels in his book Savages 
and Beasts. The Birth of the Modern Zoo (2002) offers 
another inverse reading of the zoo in relation to the 
panorama:  

To the historical panorama Hagenbeck added an 
innovation that was at once both the logical quintessence 
(the almost real became real) and ultimately the 
destruction of the main idea behind the medium: the 
introduction of live animals. One of the most distinctive 
features of the panoramas that depicted historical 
moments was their ability to freeze time. [32] 

Further Development of the Panorama 
Despite ontological similarities between zoos and 
panoramas as ‘viewing machines’, it was probably more the 
business opportunities offered by the panorama mania that 
attracted the Board of Directors of the Antwerp Zoo. After 
the initial contract between the Antwerp Panorama Society 
and the Zoological Society had been signed, the further 
development of plans for the panorama took its course 
without being formally discussed by the Board. 
Nevertheless, the Board was able to follow-up on the plans 
in detail. The building plans for the panorama were 
designed by Charles Servais (1828-1892), house architect 
of the Zoological Society since 1853. His involvement 
guaranteed the panorama would blend in with the other 
buildings in the garden. Among other projects, Servais was 
responsible for the Egyptian temple for the African fauna 
(1855), the Indian temple for the antelopes (1867) and the 
Moorish temple for the ostriches (1885). He clearly 
preferred the exotic styles which were quite in vogue 
(especially in zoological gardens) in the second half of the 
19th century. For the panorama, Servais designed an almost 
circular (16 angles) pavilion in Moorish-Indian style with a 

Fig. 5 Animal housing at the Antwerp Zoo. (Eugène Gens, 
Promenade au jardin zoologique d’Anvers, 1861).  
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steel roof construction. From later lithographs and 
photographs, we can see there was a glass section on the 
lower part of the roof guaranteeing natural light inside the 
building (Fig. 6). [33] The plans were submitted to the city 
council in August 1880 and approved later that month. [34] 
In the documents, the subject of the panorama-diorama is 
not mentioned.  

To prepare his work, Cluysenaar visited the Alsace region 
and made numerous études and sketches of the different 
elements on the painting (landscapes, horses, military 
groups…). [35] For the actual painting he worked with his 
apprentices Jacques de Lalaing (1857-1919) and Jean 

Delvin (1853-1922). Following its completion, the painting 
became the property of the Antwerp Panorama Society and 
the artist made no further claims to it. 

Exactly one year after the building plans were accepted 
by the City, the panorama opened its doors. This was 
celebrated with a banquet on the evening of 13 August 1881. 
Speeches were given by, among others, Mr. Cuylits, 
Alderman of beaux arts at the city council of Antwerp as 
well as representative of the Board of Directors of the 
Zoological Society. Not surprisingly, he praised the result 
obtained by Cluysenaar and his apprentices as well as the 
building by Servais. [36] 

Upon the opening of the panorama, a bilingual visitors 
guide (Dutch-French) was published (Fig. 7). This could be 
purchased for 30 cents. Along with explaining the Battle of 
Wörth in detail, the guide included a map of the panorama 
painting that visitors could use to orientate themselves in the 
historical setting and navigate different aspects of the battle. 
The guidebook certainly enhanced the educational aspect of 
the panorama. Over forty local businesses active in different 
trades (from furniture and wallpaper shops to banks, theatre 
venues, restaurants and medical professions) advertised in 
the guide. [37] It functioned in the same way as the 
Zoological Society’s regular guidebook: as a way to 
orientate the visitor, help them navigate the premises and 

the painting during their visit, and afterwards as a souvenir. 
[38] 

The Reception of the Panorama 
The panorama got reasonable attention in the press. Critics 
praised the painting of Cluysenaar as a real work of art, 
avoiding all the usual pitfalls of panorama paintings (the use 
of trompe l’oeil, easy effects due to the abundance of the 
diorama) and instead opting for a more modest, robust and 
elevated style. [39] One critic recognised the panorama as 
the work of a maître paysagiste (master landscape painter). 
[40] Next to the artistic merit, the historical truthfulness is 
highly valued: “the panorama is at once a work of art and a 
remarkable page of history”. [41] A journalist writing for 
L’Echo du Parlement remarks that the painting is well-
documented, as it represents the landscape as well as the 
positions the respective armies with a lot of precision. He 
remarks that it is the contrast between the drama of the 
bloody battle and the charming landscape that makes the 
painting unique. [42] The historic veracity is thoroughly 
assessed in the Antwerp newspaper Het Handelsblad. This 

Fig. 7 Cover and centerfold of the Visitors guide to the 
Panorama of Wörth in the Zoological Garden. FelixArchief 
1#1153. 

Fig. 6 Engraving of the Panorama of Wörth in the Zoological 
Garden in Antwerp. Louis Derickx, +/- 1881.  
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extensive review of the panorama—published in June 1881, 
approximately 2 months before its opening—is written by 
the editor of the journal, the prolific Flemish journalist 
August Snieders (1825-1904). The latter is also the author 
of a Memorial book on the war of 1870, an illustrated 
account of the war from an eyewitness perspective. [43] 
Snieders praised the accuracy and spectacular qualities of 
the landscape as painted by Cluysenaar. The enthusiasm of 
the author is probably heightened at this point by his interest 
in the topic as he also indicates the painting is only partially 
finished and a lot of the actual battle scenes have yet to be 
painted. It is not unlikely that Snieders was invited to visit 
the panorama in progress to give some advice on these 
particular scenes. [44] 

Despite generally expressing reservations toward the 
panorama genre, some journalists do mention the panorama 
experience:  

The spectator, on his central mound—like an army 
general—can look for and follow the movements of the 
assembling masses: with at lorgnette in hand, you can 
even see appearing, there were you can hardly see 
anything else than the fields, entire divisions with their 
weapons. [45] 
Even Snieders, writing before the painting was even 

finished, noticed that looking at the painting from under the 
belvedere, one cannot imagine one is only a short distance 
away from a brick wall; “we can only repeat: the illusion is 
complete.” [46] 

In general, art critics were not very enthusiastic about 
panorama painting. They generally judged the genre as too 
commercial and of insufficient artistic merit. They seemed 
to share an aversion of the three-dimensional aspect of the 
faux terrain and the cheap trompe l’oeuil effects. [47] One 
critic referred to the faux terrain as “these accessories that 
are the joy of the ordinary spectator.” [48] Articles on 
individual panorama paintings however testify to journalists 
willingness to see the paintings as artworks. This may be 
due to the fact that the panoramas were painted by 
established and well-known artists whose works at the 
salons and galleries had previously been covered by these 
journals. Some journals were more open to the panorama 
genre than others. Notably L’Art Moderne, Revue critique 
des arts et de la littérature founded by art-loving lawyers 
Edmond Picard (1836-1924) et Octave Maus (1856-1919) 
in 1881, featured a generous number of articles on 
panorama paintings. [49] This isn’t surprising because the 
journal was known for its openness towards many artistic 
forms and its preference for l’Art Social (social art). Despite 
Cluysenaars reputation as an artist, notably of the large 
paintings for Ghent University, not a single predominant art 
journal published a review of his panorama upon its 
opening.  

In the biographical sketch for his encyclopaedic work Les 
artistes contemporains, the respected art historian Edmond-

Louis De Taeye (1860-1915) downplays the importance of 
the panorama: “the history of this panorama is similar to that 
of analogue works, even though the master showed a lot of 
skill and talent, in the future this gigantic effort will only be 
judged as a commercial enterprise.” [50] In the same vein it 
is mentioned in some of the obituaries and œuvre reviews 
that appear after the artists’ death in 1902 “it is enough to 
mention it [the panorama] here for the minor importance it 
had for the artist himself.” [51] In the eulogy read at this 
funeral par M. Marchand, the panorama is briefly 
mentioned as follows:  

Let’s cite, for memory’s sake, what was in fact only a 
decorative ornament, the panorama of the Battle of Wörth 
or of Reischoffen (sic.), that was commissioned shortly 
after this terrible episode of the Franco-German War, and 
for which a special pavilion was constructed in the 
Antwerp Zoological Garden. [52] 

Closing remarks: Moving on after the 
Panorama Mania 

At this point, it is clear that the panorama business in 
Belgium in the early 1880s was predominantly a 
commercial enterprise. [53] The panorama mania was short-
lived, and although many panoramas continued to exist until 
the late 19th century, the number of new panoramas which 
were established in Belgium declined drastically after 1881. 
Exceptions being –orama exhibits the International and 
World Exhibitions which were frequently organized in 
Belgium. 

While the panorama of Verlat closed in 1886, [54] the 
panorama at the zoo remained open until 1905. An 
exceptionally long period. It is uncertain whether this was 
due to the success of the panorama. It is likely that the 
Zoological Garden’s solid member base and its growing 
number of visitors in the late 19th century helped the 
panorama to continuously find an audience. For instance, 
for many years, the numerous Antwerp school children that 
visited the Zoo were also offered access to the panorama. 
[55] Reminiscing about the glorious past of the Zoological 
Garden, Amand De Lattin (1880-1959), chronicler of the 
city of Antwerp, wrote the panorama was one of the biggest 
attractions of the Zoo. [56]  
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When the end of the 25-year lease came closer, the future 
of the panorama was discussed again by the Board of 

Directors. Several options were on the table: the Zoological 
Society – which would acquire the building and the lot – 
might buy the painting and panorama equipment from the 
from Antwerp Panorama Society and continue the 
exploitation of the panorama; the Zoological Society might 
buy another painting and continue the exploitation of the 
building; the painting and panorama equipment could be 
sold with the prospect to be displayed elsewhere; the 
Antwerp Panorama Society might extend its contract and 
continue to exhibit the panorama... [57] To keep some 
options open and in order to enable the Antwerp Panorama 
Society to liquidate, the Zoological Society agreed to buy 
the painting for 10.000 Franks at the end of the concession. 
[58] Finally, it was decided the Zoological Society would 
close the panorama, demolish the building, and use the lot 
to build a new aviary (Fig. 8). After a fruitless search for a 
buyer for the painting in the panorama sector, it was put on 
public auction. In October 1905, the auction was advertised 
in several newspapers. Due to a complete lack of interest, 

the painting was eventually sold for 800 Franks to an 
Antwerp construction firm (represented by MM. Verbeek 
and Bennen). [59] 

While the Zoological Society was still negotiating the 
liquidation of the panorama, they had already ventured into 
a new adventure: the 1905 World’s Fair to be held in the 
Belgian city of Liège. While there were several -oramas on 
display (panorama, photorama, diorama) at the fair, the idea 
to move the Battle of Wörth to Liège did not emerge. The 
Zoological Society preferred to showcase its garden and its 
Zoological collection through another medium: 
photography. They were offered a Kaiserpanorama with 
stereoscopic photographic views by Joseph Maes (1838-
1908), a Belgian photography pioneer and board member of 
the Association Belge de Photographie. He proposed to the 
Board a custom built Kaiserpanorama with 25 seats and 50 
slides of the garden and the animals. [60] An offer they 
could not refuse. 
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Abstract 

The “Battle of Gettysburg” cyclorama depicts what historians 
described as a key moment of the United States Civil War: 
Pickett’s charge, the “high-water mark of the confederacy”. The 
casualties of the three-day battle went into the tens of thousands, 
however, and modern military technology made unprecedented 
violence into an everyday experience of the soldiers on the ground. 
Yet Paul Philippoteaux’ panorama shows little to nothing of the 
horrors in the fields. The absence of violence helped to transfer the 
atrocities of war into a commensurate entertainment experience in 
peace time. This paper uses the “Battle of Gettysburg” panorama 
as case study for analyzing battle panoramas as one particular kind 
of “history type”. As such the producers, consumers, and reviewers 
of battle panoramas adopt and adapt this representation to a wide 
range of purposes, including historiography, commemoration, 
commodification, and entertainment. Yet the resulting material 
culture avoided direct representations of violence in an effort to 
balance the conflicting demands of authenticity and entertain.   

Keywords 
Battle of Gettysburg cyclorama, history types, visual 
historiography, violence, commercialized history, popular history.  

History Panoramas as Visual 
Historiographies 

“After initial attempts were made in this artistic medium, 
cycloramas continued to be painted because a definite void 
was rudimentarily filled by them, they drew paying 
audiences and, in many cases, brought great financial 
returns.” [1] These lines were written by Gettysburg 
National Military Park historian Alfred Mongin in his 1949 
preliminary report about cycloramas and the massive 
“Battle of Gettysburg” panorama. The Park Service had 
acquired it some years before. Mongin captured the 
character of panoramas in general and historical panoramas 
in the late nineteenth century in particular: as massive, 
monumental paintings that inhabited the space somewhere 
between art and entertainment, between costly-to-build 
amusing mass medium and entrepreneurial undertakings 
with the outspoken aim of making a profit. 

History panoramas are one of the most fascinating media 
for “writing” visual history, or “painting” historiography, in 
the nineteenth century. I adhere here to a very broad 
understanding of historiography, which can be seen as every 
organized form or practice of narrativization that makes use 
of the past or refers to its rootedness in the real, bygone 
world. History is a contemporary practice that poses 
questions to the past to provide orientation in the presence 
and guide acting in the future. The product of this 
narrativization is by no way limited to textual forms or even 
academic historiography. Indeed, following the theatre 
scientist Freddie Rokem (*1945), “any process of telling or 
writing a version of what has happened is a form of 
performing history and of resurrecting the past.” [2]  

History Panoramas are a particular form of visual or 
performative historiography, because they let their viewers 
immerse themselves into the visual story and inevitably 
assign them a certain position in it. Yet due to their 
multifaceted character, they have rarely been taken 
seriously neither as art nor as historiography. As a mass 
medium, history panoramas attracted great audiences and 
undoubtedly influenced historical consciousness in Europe, 
the United States, and beyond. Though they emerged as an 
amusement with hardly any explicit educational mission or 
mandate, they at least implicitly contributed to how 
Americans perceived and remembered the battle of 
Gettysburg and Pickett’s charge as a pivotal and fateful 
event in US history.  

History panoramas were one urban amusement among 
many competing spectacles in the Gilded Age, but they 
promised a uniquely immersive, emotionalized experience 
of history as entertainment. Their costly production was 
usually financed by the foundation of joint-stock 
companies, whose shareholders expected a decent return on 
their investments. Paul Philippoteaux (1846-1923) became 
not only a painter of Gettysburg cyclorama, he also became 
an investor into the business surrounding his work (Fig. 1). 

To succeed in this growing urban entertainment market, 
history panoramas had to suit the expectations of their 
paying spectators by presenting visual narratives that were 
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acceptable and attractive to their audiences – mostly 
middle-class visitors of the city. The late nineteenth century 
panoramas made a commercialized use of the massive 
paintings much easier: Once the octagonal rotunda was 
constructed, the managers could easily replace the paintings 
because of the standardized structure and hanging system of 
the building.  

Contrary to nineteenth century ideal of an artist as an 
individual genius, panoramas were produced under the 
supervision of an artistic director in a division of labor: 
“These were men working in concert, in production 
companies, which call to mind, in form of operation at least, 
nothing so much as modern motion picture production 
companies, in which every man was a specialist, in 
landscape, in animal or human figures.” [3]  

Like other forms of popular history competing in the 
public sphere, the history panorama has never been fully 
accepted by professional historians, perhaps because of its 
mass appeal, the profanity of its content, the technical 
specifications of the medium itself, or a combination of 
them all. This highbrowed attitude towards popular, non-
textual, or visual forms of history tends to ignore or at least 
underestimates the impact of transmedial, non-academic 
historical genre on historical consciousness and thus their 
relevance to the larger society. 

Incorporated History: Panoramas in the 
Gilded Age 

In the United States, the second wave of nineteenth century 
panoramas took place in the time of the Gilded Age, yet it 
is still not well researched. [4] The 1870s and 1880s saw 
rapid developments in communication networks, printing, 
manufacturing, marketing, advertising, and, not the least, 
urban amusements of all kind. [5] The rise of the metropolis 
coincided with the first blossoming of the modern leisure 
and entertainment industry. Commercialization spread 
widely including cultural amusements. A rising number of 
vaudeville shows, circus performances, sporting events, 

theatricals, concerts, museums, libraries, and other 
recreational offerings such as cycloramas emerged and 
competed for the paying audiences. [6] 

In the early 1880s, European panorama produced in 
France or Belgium which had fallen out of fashion in Europe 
were given a second runtime in US cities. [7] Their 
commercial success aroused a demand for productions with 
American themes, which led Chicago-based entrepreneur 
Charles L. Willoughby (1838-1919) to commission French 
panorama painter Paul Philippoteaux (Fig. 2) to create a 
painting on the battle of Gettysburg for the US market in 
1881. [8] Paul and his father Henri Félix (1815-1884) were 
experienced panorama painters from Europe and had 
already successfully shown their European productions 
“The Siege of Paris” to US audiences. 

The economic history of the Gilded Age history 

panorama has yet to be written. But it is a known fact that 
there was a lot of money involved. Willoughby offered a 
$50,000 commission to Philippoteaux to create the first US 
Civil War panorama to be displayed in the City of Chicago. 
Together with Paul Philippoteaux and others, he founded 
the National Panorama Company as a joint-stock 
corporation to raise the necessary capital for the costly 
production. Investments mostly ranged between 10 and 50 
shares at $100 each with more than 110 stockholders 
participating. [9]  

When Philippoteaux finished the European production of 
his first Battle of Gettysburg panorama in November 1883 
– later copies were produced on US soil – the National 
Panorama Company bought the painting for $200.000. 
During the approximately ten years that it was on display in 
Chicago, the painting had over 2 million visitors and gained 
the stockholders a dividend of $420.000 after expenses. [10] 
The Brooklyn and New York programs probably 
exaggerated the success of previous copies by proclaiming 

Fig.  1: 100 shares in the Union Union Square Panorama 
Company, issued to Paul Philippoteaux, 1888, Public 
Domain. 

Fig.  2: Paul Philippoteaux, “The Battle of Gettysburg” 
program, New York 1890, p. 3. 
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that more than 500.000 visitors came to see the painting in 
Chicago in the first year alone, “the receipts being 
$241,300” and that the second version of the painting was 
sold to a company in Boston for $300.000. [11]  

However exaggerated these reports may be, it is 
nonetheless true that history panoramas became a well-
known and widespread business opportunity in the 1880s. 
In August 1887, the Morning Oregonian newspaper 
announced the founding of a new stock company to bring a 
panorama of the Battle of Gettysburg to Portland, Oregon. 
The article described features and production details of 
another Gettysburg panorama in Pittsburgh, not the one 
created by Philippoteaux, which would serve as a template 
to the Portland version, and drew an very positive financial 
outlook by stating that the “lowest dividend mentioned in 
connection with any of the cycloramas is from 2 to 3 per 
cent per month.” [12] Even the less popular Waterloo 
panorama was reported to have “netted the stockholders at 
San Francisco $600 per day for the first six months.” [13] 

History panoramas – especially with US themes – were a 
rewarding investment and motivated the founding of 
numerous panorama companies in the 1880s and 1890s. 
Philippoteaux alone produced four copies of his Gettysburg 
cyclorama, several further copies were created and erected 
in different locations. To recoup the high investment costs 
for the production of the painting and the construction of the 
rotunda, which provided the technical infrastructure for its 
display, the panorama was fated to succeed at the box office. 
To achieve the desired profit for the stockholders, ticket 
sales had to be high, therefore the painting needed to be as 
attractive and appealing as possible. 

The managers of cycloramas used every chance to 
advertise their businesses in the press and were eager to be 
featured in the amusement and theatre columns of the local 
newspapers. The New York Times for instance reported 
about them under the column "Theatrical Gossip", placing 
cycloramas among diverse other forms of entertainment 
including classical theatre performances. In New York, the 
Gettysburg panorama was advertised as a popular venue by 
highlighting its large and rising number of visitors [14]. 

But by the end of the 1880s, it seemed that the popularity 
of panoramas was declining in New York City. The 
producers announced supplementary features and 
momentoes to attract visitors such as the daily distribution 
of a “handsome portrait” of Paul Philippoteaux as a give-
away during thanksgiving week 1888 [15] and the booking 
of Hungarian students for daily musical performances on 
stringed instruments including the zither as “an unusually 
fine entertainment.” [16] In May 1889, they added an 
improved version of Edison’s phonograph that played 
musical pieces and for public experiments as a “standard 
feature of the show until further notice”. [17] When, two 
months later, all those additional measures obviously did 
not succeed in drawing new visitors, the directors 

announced the closing of the venue in September as a kind 
of “last call” for a visit and publicly considered selling the 
painting to Australia. [18] 

Panoramas experienced a decline as an entertaining mass 
medium from the end of the century and stockholders 
increasingly lost interest in investing in them. Yet when the 
Gettysburg Military Park began discussing obtaining the 
panorama in the late 1930s, an internal report estimated the 
yearly visitor numbers of the painting at approximately 
175,000 per year. They considered the exhibition of the 
panorama to be “a good commercial venture and that it can 
be expected to produce a revenue sufficient not only to 
maintain itself but to return the amount of money invested 
in its purchase within a comparative few years.” [19] 
Clearly, historical panoramas remained reliable investments 
in public entertainment. 

Authenticity as a Sales Pitch 
In the same report, the staff at the Gettysburg Military Park 
came to the conclusion that panoramas, like other graphic 
presentations, could “assist in helping the visitor to feel and 
see it happen”. [20] This presumption addressed a main 
technical feature of history cycloramas in the nineteenth 
century: the immersion of their spectators into distant times 
and places. In general, the immersive technology of 
panoramas transports the visitor visually to other spaces. 
History panoramas in particular promised travel through 
space and time as well as offering up history as an emotional 
visual experience. 

The technical details to produce the immersive effects of 
panoramas have been known since Robert Barker’s patent. 
It included a 360-degree painting, deframed by a canape on 
the top and faux terrain at the bottom to blur all visible 
borders of the painting. It also restricted the movement of 
the spectators by establishing a viewing platform. “so as to 
make observers, on whatever situation [the artist] may wish 
they should imagine themselves, feel as if really on the very 
spot.” [21] And they did feel themselves transported in time 
and place. Gettysburg veteran and Union General John 
Gibbon (1827-1896) visited the Gettysburg panorama in 
Chicago in 1884. While he was not very convinced of the 
military content of the depiction, he was fascinated by the 
immersive effect of the panorama. In a letter to Henry J. 
Hunt (1819-1889), former chief of artillery of the Army of 
the Potomac, he wrote: “The perspective and representation 
of the landscape is simply perfect and I say nothing more 
than the truth when I tell you it was difficult to disabuse my 
mind of the impression that I was actually on the ground”. 
[22]  

Beyond these technical measures to create an immersive 
effect, however, the production also had to provide accurate 
visual content to a well-informed audience, including 
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contemporary witnesses. As The Morning Oregonion wrote 
in 1887: “A cyclorama, to succeed as a business venture, 
does so in proportion not only to its artistic excellence, but 
to its historic accuracy. There are too many survivors of the 
great battle to permit carelessness in this respect. A 
cyclorama that would take liberties with the truth, would put 
the blue where the grey would be, would be as short-lived 
as a puny child in July. The records at Washington and the 
memory of leading participants in the battle were laid under 
tribute.” [23] 

We should not understand this kind of authenticity as a 
feature inherent to an object or painting in itself but as a 
discursive technique and a social agreement of the 
producers and the spectators to accept the “realness” of a 
represented event. [24] It is why veterans were so important 
to certify the “realness” of the painting to the general public. 
The Gettysburg panorama in Pittsburgh is reported to have 
been approved by “General Hancock and other noted 
officers who were present in the battle.” [25] And of course, 
the judgement of the visiting veterans to the panoramas was 
most important to the operating managers. As The New York 
Times reported in 1888, “the verdict of thousands of 
veterans who fought on both sides during the war is that the 
picture is a true and accurate representation of the great 
battle”. [26] Criticism of visitors led to corrections and 
changes in later versions of the Gettysburg panorama to suit 
the expectations of the paying customers. Charles L. 
Willoughby had to enforce the wish of veterans to add 
General Meade’s headquarter to the painting against 
Philippoteaux’ better judgement. “The artist informed him 
the landmark was not visible from his focal point on the 
landscape, but Willoughby insisted that it be included 
because of its apparent importance to the veterans.” [27] 
Clearly such alterations could even outweigh reasonable 
concerns for historical accuracy and visual authenticity. 

This second phase of the panorama in the United States 
was accompanied by contemporary documentary accounts 
of their production. The most prominent today are W. 
Telbin’s (1846-1931) “Painting of Panoramas” from 1900 
as well as an anonymous report in Scientific American and 
an article by painter Theodore R. Davis (1840-1894) in the 
St. Nicholas Magazine, both published in 1886. [28] Details 
of the production process were also mentioned in program 
booklets or newspaper interviews with the lead painter. 

Several of these accounts emphasized the accuracy of the 
landscape depiction, which was said to have been achieved 
by using photography as an auxiliary technique “to secure 
almost absolute accuracy.” (see Fig. 3) [29] The aim of the 
artistic research was to obtain a visual impression and 
overview of the Civil War and the respective battlefields in 
order to create the most realistic image of it. Philippoteaux 
and other painters of Civil War panoramas conducted field 
studies at the battlefield and object studies in museums. 
They studied war maps and documents in military archives. 

They even interviewed veterans and military personnel in 
order to adjust their representation of the landscape to 
correspond to its appearance at the time of the battle and to 
understand the events that took place in it. They collected 
sketches of soldiers, uniforms, equipment, landscapes, 
buildings, and everything else related to the battle they 
wanted to visually recreate. All of these documentary 
practices were conducted to achieve the highest degree of 
accuracy in order to satisfy future spectators. More to the 
point, they made this information about the details of the 
production process public in order to ground the artistic and 
commercial product in the real world as if it was a factual 
representation of the past. 

The “Battle of Gettysburg” panorama was, like the 
history panorama in general, a type of visual historiography 
oriented towards the audience. It primarily aimed at 
matching the remembered past of Civil War veterans with 
specific knowledge of warfare, details of equipment, 
courses of battles, and the fate of specific units or soldiers. 
It claimed general trustfulness by stressing the documentary 
research process as a foundation for its representation of the 
past, which in turn relied upon authenticity as a discursive 
technique to produce and market its “realness” to attract 
target audiences. These features thus worked in tandem in 
the “Battle of Gettysburg” and are arguably a core feature 
of battle panoramas more generally: the immersive media 
technique and the thrilling authenticity of war as 
entertainment in times of peace.  

Panoramas as History Types 
Given the fact that history panoramas had mass appeal to 

a broad public at least since the second half of the nineteenth 
century, they should be of particular interest for public 
historians as researchers investigating the social formation 
and transformation of historical meaning and the diverse 
modes and media for producing, presenting, distributing, 
exhibiting and perceiving history in public spheres. Battle 
panoramas can and should be seen as unique “history 
types”.   

Fig. 3: Capturing the battle field by photography, 
Scientific American 55 (1886), Nr. 19, p. 296. 
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In my prior scholarship I introduced an analytical concept 
of “history types” to distinguish the diverse existing forms 
and formats of public histories. “History types” differ not 
only in terms of content (narratives) or the specific media 
they are represented in, they also describe specific 
historiographical practices (narrativizations), and media-
related modes of distribution, exhibition and reception. 
With the concept of “history types” as an analytical 
category, we can classify and distinguish different 
representations of history, associated conditions and 
processes of their production, and their evaluative and 
classificatory reception by more or less specific audiences. 
Thus, the concept of “history types” enables us to identify, 
classify, and systematically describe different media-related 
and performative forms and formats of historiography – 
independent of their qualitative relation to academic 
historiography, which is merely one of these varieties. [30] 

History panoramas easily qualify as a unique history 
type: 

 
• They are characterized by a specific medial setting 

that guides their production, presentation, and 
reception. 

• They established specific immersive modes and 
spaces for the reception of history as an experience 
including placing the representation and the viewer 
into a narrative relationship with each other. 

• They require specific forms of research and 
production processes which allowed them to claim, 
in their marketing, to achieve the highest levels of 
accuracy and authenticity. 

• They were audience-orientated in terms of 
generating the highest possible sales figure at the 
ticket counter. 

 
More than in other history types, battle panoramas create 

a holistic, embodied, and especially emotional experience 
of the historical narrative. They are effective medial 
formations of visual historiography that span and establish 
spaces of communications in which the past is used to 
emotionally entertain, thereby contributing to past related 
identity discourses. 

Limits of Authenticity 
Though authenticity provided an experience of “realness” to 
the painting, the painters made several factual faults in their 
depiction such as incorrectly locating General Mead’s 
headquarters; adding Lewis Armistead (1817-1863) 
mounted on a horse instead of on foot, which was corrected 
later; and presenting John Gibbon on a “prancing sorrel” 
instead of the “grey” he actually rode. In a longstanding 
tradition of historical painting, they also added self-portraits 

of the painters who obviously had not been there. [31] They 
similarly show a wounded man who bears a great 
resemblance to president Abraham Lincoln. 
 This elaborately detailed historical representation also 
lacked the shocking sounds of an actual battle. As The New 
York Times reported in 1887, “the panorama is what a battle 
would be to a totally deaf man, all movement, but 
noiseless”. [32] Alison Griffiths made a similar point with 
regards to movement. “The popularity of war as a panorama 
subject is not without irony, since of all the subjects 
available to panoramists, the battle seemed in some ways 
the least amenable to pictorial representation, given the 
abundance of action.” [33] Without the sounds of 
cannonades, shooting, stampeding horses, and screaming 
wounded, the strangely frozen action of the battlefield fails 
the test of historical accuracy. 

But the most striking absence is the almost total lack of 
visual representations of violence, brutality, wounds, or 
death in the painting. The soldiers of the Civil War were 
both the victims and the perpetrators of unprecedented 
atrocities. Violence, destruction, devastation, and cataclysm 
characterized the battlefield experience of the Civil War and 
left the surviving veterans with long-lasting injuries, 
disabilities, and trauma. With a death toll of approximately 
750,000 and many more veterans returning home with 
severe wounds, amputated limbs, and post-traumatic stress 
disorders, the Civil War had a lasting impact on US society. 

In everyday life, the physical consequences of war 
became the most obvious visible accounts of the War, as it 
was permanently inscribed into the bodies of the surviving 
veterans. The marketing story of “the veteran who saw it 
all” addressed this everyday experience of war-disabled 
veterans as an everyday experience. Immediately after the 
war, Civil War photographer Alexander Gardner’s 
photographic account of the war documented and 
disseminated the terror of the fight and its aftermath. It also 
presented image-text-combinations and the first staging of 
battle sceneries in the interest of producing powerful 
narratives to frame the presented visual material. [34] 
Clearly, Gilded Age audiences were not unfamiliar with 
these images. 

Yet the Gettysburg panorama, like many other public 
representations of the Civil War in the Gilded Age, showed 
little of this bloodshed. Though several thousands of men 
and hundreds of horses were killed or wounded in the scene 
depicted in Philippoteaux’ painting, one can hardly find any 
blood in it. Chris Brenneman and Sue Boardman, authors of 
the most comprehensive book on the history of the “Battle 
of Gettysburg” panorama interpret this restraint with social 
viewing habits and expectations of that time. “In the 
painting, we can see Cushing clenching his wounded 
abdomen. This scene illustrates the fact that there is very 
little blood in the painting. The artist did not wish to shock 
his Victorian audience with blood and gore.” The painting 
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avoids to explicitly depict the severe wounds of Alonzo H. 
Cushing (1841-1863) and shows no blood at all in this scene 
(Fig 4). [35] 

 
 
 
 
 
 
 
 
 
 
 

 
The real reason why Philippoteaux did not want to shock 

his audiences with visual representations of the real nature 
of war probably had more to do with commercial interests. 
In the Gilded Age and the context of urban entertainment as 
commerce, showing explicit violence would have been a 
hindrance to attract a broad public. When commodified, 
history may use authenticity as a sales and marketing tool. 
Producers, reviewers, witnesses, and even audiences expect 
hyper accuracy in such details as landscapes, the position 
and movement of military units, and the appearance of 
weapons, uniforms, horses, infrastructure and buildings in 
order to rise to the presumed high standards for authenticity 
of normative consumers. Philippoteaux’ Gettysburg indeed 
was inaccurate e. g. in the depiction of uniforms. Yet some 
crucial details needed to be excluded so as not to endanger 
the status of the panorama as entertainment. Only by 
excluding violence as a defining characteristic of historical 
battle could the history panorama attract a broad range of 
urban visitors including the veterans and affected families 
who brought their own remembrance of the war to the 
rotunda. The irony of the battle panorama was not that it 
presented and marketed a muted and frozen scene of the 
vivid battle action as a lively experience of history, but that 
it excluded and romanticized violence as one most 
important characteristics of war in general and the US Civil 
War in particular. That absence is particularly ironic given 
the fact that that violence must still have been a vivid part 
of remembrance for many of its visitors in the 1880s. 

Aftermath 
As audience-related and immersive forms of performative 
historiography, history panoramas – like all history types 
– serve the changing, always present needs of those 
audiences. They do not contain lasting, consistent meaning 

but need to be adopted by and adapted to the changing 
milieus in which they operate as a medium. In that media 
context, they contribute to the formation and transformation 
of historical consciousness. In the Gilded Age, investors in 
history panoramas made a fortune in a society that 
obviously had a high demand for Civil War history but 
preferably when presented as entertainment. As capitalist 
ventures, battle panoramas proved to be good investments 
for stockholders for about two decades, after which 
investors turned their interest to other fields. In terms of 
reception, we do not yet know whether these defused visual 
historiographies also served as safe spaces for traumatized 
veterans to work through and process their experiences 
when they met on the viewing platforms of the Gettysburg 
cycloramas [36]. It seems at least likely that they 
contributed to intergenerational and intrafamily 
communication about the war and its consequences. 

After the death of the last Civil War veterans in the 1930s, 
the character of the Gettysburg cyclorama as a history type 
changed. It became incorporated into the interpretive 
program of the Gettysburg National Military Park and 
embedded into a commemorative ensemble. When the 
painting was implemented, it did not entirely loose its 
purpose of profit-making. It also maintained its character as 
a means to emotionally experience the past. “This painting,” 
teacher Mark S. Olcott wrote in 1987, “despite certain 
historical inaccuracies, does give students a feeling of what 
it must have been like. When linked with actual accounts 
and good historical writing, the painting’s impact on the 
students is enormous.” [37] Over the decades, it has 
changed its appearance and its mode of reception 
significantly. The Park Service added first an audio framing 
narrative including soundscapes and later a multi-media 
installation as well as a preceding short movie in order to 
provide a more guided experience of the painting and the 
history it reports to represent. What remains is the absence 
of violence and atrocities in one of the most monumental 
representations of the US Civil War still on display today.  
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Abstract 

The medium known as the panorama imbricated the sensations of  
overview and immersion in a manner that influenced not only 
nineteenth-century popular culture but also the very concept of the 
entity construed as landscape for over a century. Much like 
panoramas, the large urban landscape parks that emerged during 
that period constituted curated, immersive, multimedia landscape 
representations that required supplementation by two-dimensional 
media, invoked and evoked sensations of motion, and informed 
period conceptions of nature. Furthermore, panoramic 
representations played an important role in conceiving, designing, 
and promoting park landscapes and park systems in this period. 
The landscape significance of the panoramic ideal is typified in the 
way a boy’s gaze meets the reader’s eyes from across the picture 
plane in the final illustration of an 1830 travel guide called 
Panorama of London. Indeed, the guide’s references to the 
panorama in its title, content, frontispiece, and final image invokes 
the full range of the word’s period significance, from popular 
entertainments to designed landscapes that were defined by their 
capacity to deliver simultaneously expansive and immersive 
experiences. A close visual and textual reading of this and another 
guide to London’s panoramic attractions shows that the public 
park landscape was a centrally important exemplar of the 
panoramic mode of perception. This paper develops the case that 
panoramas and designed landscapes were related, mediated 
expressions of the negotiation of reality and artifice that defined 
nineteenth-century spectacle culture. Elucidating the expansive 
period significance of the word panorama as it was used in the 
guidebook reveals the paradoxical status of both nineteenth-
century park landscapes and the popular attractions known as 
panoramas as curated multimedia representations that were 
experienced as is they were real. 

Keywords 
Panorama of London, The Regent’s Park, London Colosseum, 
Landscape History, Landscape Representation, Spectacle Culture, 
Paradox 

Panorama of London 
The landscape dimensions of the panoramic ideal are 
condensed in the way a boy’s gaze breaches the picture 
plane to meet the viewer’s eyes in an 1830 travel guide 
called Panorama of London (fig. 1). His bare feet press 

against the stony sidewalk as directional linework behind 
him describes the rough grain of quarried stone on the 
southern façade of the Church of St. Swithin. A caption 
identifies the object ensconced in a cupola set against that 
wall as the London Stone. The boy’s gaze serves as a 
punctum that insinuates visceral contact between the viewer 
(who is presumably contemplating virtual, if not actual, 
travel to London) and the London Stone, a famed cultural 
relic which had by then been understood for centuries to 
stand for the city’s very situated, material existence. [1] This 
imbrication of embodied contact and exchanged looks 
describes to the paradox of all panoramic experiences: 
simultaneously immersive and expansive, visual and haptic, 
grounded and transporting, dualities that inhere in the book, 
the stone, the medium of the panorama; and, as will be seen, 
in the medium of the large public landscape park. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
The scene shown in figure 1 encapsulates the overarching 

logic of the book’s design: the book has the capacity to close 
the distance between the viewer’s location in space and the 
sites and sights contained within the book’s leaves. The 

Fig. 1 | The London Stone, 1830, J. Rogers, engraving, 11 
cm wide. The Panorama of London and Visitor’s Pocket 
Companion, in a Tour Through the Metropolis, by 
Thomas Allen. London: G. Virtue, 1830, 323. Image, 
London Metropolitan Archives, Collage [database] 
Record No. 2044. 
 



70

 

 

book is designed to stand, much like the London Stone, for 
the city’s very situated, material existence, a feat which it 
accomplishes by orchestrating a host of visual and textual 
devices that derive from the culture of panoramic 
experience. The guide describes the new medium of the 
public park, which was a landscape type that was emerging 
as a symbol of the city, in terms very similar to those used 
to describe the circular paintings then known as 
“panoramas.” Both panoramas and parks took their effects 
by producing simultaneous sensations of embodied 
immersion and privileged overview. 

The scene appears near the end of Panorama of London, 
and Visitor’s Pocket Companion, in a Tour Through the 
Metropolis (1830) by Thomas Allen (British, 1803-1833). 
Among a series of plates that seem to have been placed with 
only arbitrary respect to the text, this image alone is 
accompanied by an explanation, however brief:  

The London Stone, near St. Swithin’s church, in Cannon-
street, is supposed to have been the Milliarium of the 
Romans, from which they commenced the measure of 
distances to their several stations throughout Britain. 
FINIS. [2] 
This reference to the stone’s role as a milliarium reflects 

a classical antiquarian thesis that is traceable at least to the 
late sixteenth century. [3] That the relic was well recognized 
by 1830 as a geographic reference point indicates its deeper 
history. If the stone’s original purpose is unknowable, 
interest in its spatial and mythological significance is well 
established in history and literature. [4] For example, it 
appears on the earliest known map of London, the 
“Copperplate Map” of 1559, as one of few elements other  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
than important streets and buildings that bears a textual label 
(fig. 2). [5] In 1671 it was characterized as “the remaining 

parte of London stone,” a point that suggests it had been at 
least somewhat larger within living memory. [6]  

By 1720, a protective stone cupola had been constructed 
over the stone where it stood in the roadway (fig. 3). [7] In 
1742, this was deemed an obstruction to cart traffic, and the 
stone was removed, cupola and all, to the adjacent façade of 
St. Swithin’s. It is known to have been repositioned twice 
more, in 1798 and 1828. The location shown in Allen’s 
1830 guide (fig. 1) is the stone’s third and final position 
against St. Swithin’s southern wall. The housing appears to 
be the same late seventeenth-century cupola that protected 
it from cart traffic, now set on a three-sided plinth. [8] At 
the time the guide was published, the stone had occupied 
this particular position for no more than two years. [9] 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
There is no evidence to support any of the popular 

theories about the stone—that it marked the center of the 
city, or was placed there or invoked by this or that historical 
figure, or was a Roman milliarium, as the classical 
antiquarian thesis holds—but the very proliferation of such 
theories throughout the sixteenth through nineteenth 
centuries indicates that this obdurate hunk of earthly matter 
has been understood to organize space around it, or at least 
believed to have once done so, for well over half a 
millennium. Some of this understanding is encoded in J. 

Fig. 2 | The Copperplate Map of London, ca. 1559, artist 
unknown, engraved copper plate. Note the label “London 
Stonne” as it appears before the Church of St. Swithin in 
“Canon Streete.” Image, Museum of London. 
 

Fig. 3 | London Stone in Canon Street, ca. 1730, Jacob 
Smith, engraving. Image, London Picture Archive, 
Collage [database] record 6249. 
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Rogers’s 1830 engraving, beginning with the stone’s 
accompaniment by a colorful character: this image is the 
only one among 78 illustrations in which a figure possesses 
individual character, or represents a member of an 
underclass, or appears alone, or stands in the foreground, or 
breaks the fourth wall by seeking the viewer’s eye.  

In addition to the figure and the stone, there is another 
central feature of the picture. In contrast with the tonal 
indistinctness of the handbills posted beside the church 
door, and also in contrast with the crisp clarity of the 
image’s caption, lettering appears to have been etched into 
the limestone above and to the left of the stone’s cupola (fig. 
4). A bit difficult to make out, because the area stands in 
light shadow, appears the word “PANORAMA.” Above and 
to the right of the cupola, sunlight renders another set of 
capital letters clearer: “LONDON.” The two words are 
linked by the ghostly but legible letters “o” and “f.” These 
three words recapitulate the book’s title to deliver a message 
that would have been well-understood in its time: image and 
text liken the object of the book to the London Stone itself, 
which was widely mythologized as part of a network of 
similar instruments measuring distance and thus organizing 
the British landscape. That is, as the image transports the 
viewer in imagination, so the guide can transport her in 
space. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
As we have seen, the word panorama appears in 

triplicate: in the guide’s title, in the image’s caption, and in 
the image itself. Its usage invokes the full range of the 
word’s period significance, from curated popular media 
experiences to the emergence of built landscapes that were 
defined by their capacity to deliver simultaneously 
expansive and immersive experiences. If the circular 
panorama was a curated multimedia landscape 
representation that required supplementation by two-
dimensional media, invoked and evoked sensations of 

motion, and informed nineteenth-century conceptions of 
cities and nature for well over a century, the public park 
landscape was a centrally important exemplar of a 
panoramic mode of urban landscape perception, as a close 
reading of the guide will demonstrate. 

Spectacular Entertainments 
The Panorama of London opens with an introductory 

chapter titled “Sketches of the Metropolis—Geographical 
and Local Situation, Soil, Dimensions, Climate, Supply of 
Water, Population, Commerce, Consumption of 
Provisions.” [10] Chapters 2 through 4 recount the city’s 
history, while Chapters 5 through 13 survey institutions and 
edifices of government, commerce, infrastructure, 
medicine, education, worship, and charity. 

Chapters 14 through 16, the guide’s final three chapters, 
catalog the city’s “exhibitions,” a category that comprises 
the arts, the sciences, and the parks. This section begins with 
a description of the “British Museum Galleries” that surveys 
galleries of various sorts. Then it turns to the sort of 
panorama for which that word had been coined in 1791: a 
period entertainment known as the Colosseum [sic, a 
deliberate play on words] located across the street from the 
just-completed Regent’s Park. The guide describes the 
Colosseum as “one of the most extensive exhibitions in the 
metropolis. The building is almost circular, with a large 
dome” that houses a massive circular panorama of the “View 
of London, as though seen from the several galleries of St. 
Paul’s Cathedral” [11]—that is, from three viewing 
platforms that simulate positions at successively higher 
elevations along the cathedral’s dome: 

The view of the picture is obtained from three galleries, 
approached by the staircase before mentioned—the first 
corresponds, in relation to the view, with the first gallery 
at the summit of the dome of St. Paul’s; the second is like 
that of the upper gallery on the same edifice; and the third, 
from its great elevation, commands a view of the remote 
distance which describes the horizon in the painting. [12] 
The successively higher galleries are reached not only by 

the usual stairs but also by London’s first elevator, if not yet 
known by that name. Surprisingly, the view of the horizon 
afforded by the third gallery is not the vertical terminus of 
this exhibition; rather, “a small flight of stairs leads from 
this spot to the [actual, not virtual] open gallery which 
surrounds the top of the Colosseum, commanding a view of 
the Regent’s-park and subjacent country.” [13] That is, the 
exhibition’s culminating experience is to ascend from the 
virtual exterior of a virtual dome to the actual exterior of the 
Colosseum’s actual dome to look over the park landscape. 
Whether this was experienced as a rewarding final step in 
the sequence of spectacle is left to imagination, but in any 
case its provision suggests that the Colosseum’s orientation 

Fig. 4 | The London Stone (detail), 1830, J. Rogers, 1830, 
engraving, 11 cm wide. Image, London Metropolitan 
Archives – Collage [database] Record No. 2044. Note the 
text, “PANORAMA of LONDON,” rendered as though 
incised on the façade of St. Swithin’s church, above the 
cupola in which the London Stone was enshrined. 
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toward the Regent’s Park was understood as significant. 
Figures 5 and 6 describe the edifice’s disposition across the 
street from the park landscape, which had been developed 
just a few years earlier. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 

 
 
The guide describes the breadth of the virtual view, whose 
circumference “…of the horizon, from the point of view, is 
nearly 130 miles,” and its accuracy, “so plain…that 
thousands of visitors will be able to identify their own 
dwellings.” [14] Then it extolls a series of related immersive 
attractions distributed nearby, including botanical 
conservatories and the panoramic effects to be found at 
Louis Daguerre’s (French, 1787-1851) Diorama. Housed 
behind a façade designed by architect and landscape 
designer John Nash (British, 1752-1835), the Diorama 
presents 

an exhibition of architectural and landscape scenery, so 
arranged and illuminated, as to display changes of light 
and shade, and to represent, with surprising accuracy, the 
appearances of nature. The building consists of a 

vestibule, with doors opening into the boxes and saloon, 
the floor of which turns on a pivot, in order to bring the 
spectators, successively, opposite to openings like the 
proscenium of a theatre, behind which are the picture-
rooms. Two large paintings, seventy-two feet by forty-
two, placed in these, are lighted by windows behind, and 
by skylights in the roof. By the aid of transparent and 
opaque curtains before the windows, various effects of 
light, shadow, and gradations of colour are produced; and 
many others may be similarly executed. [16] 

Then the guide details a Swiss Cottage that offers dramatic 
virtual Alpine vistas from its windows: 

It is wainscoted with coloured (knotted) wood, and 
carved in imitation of the fanciful interior of the 
dwellings of the Swiss mountaineers. The immense 
projecting chimney, in capacious corners, and the 
stupendous fire-dogs, are truly characteristic charms of 
cottage life; and the illusion is not a little enhanced by the 
prospect from the windows, consisting of terrific rocks 
and caverns, among which a cascade is to fall from an 
immense height into a lake, which is to spread 
immediately beneath the windows. [15] 
After three more pages describing the exhibitions 

surrounding Regent’s Park, the guide turns to Burford’s 
Panorama at Leicester-square, noting, 

Paintings of this nature may be fairly entitled the triumph 
of aerial and linear perspective. Here are two circles, an 
upper and a lower, in which are constantly exhibited 
views of great cities, of battles, &c. The illusion is so 
complete that the spectator may imagine he is present at 
the actual display of the objects represented. [17] 
Transporting virtual landscape experiences continue at 

the Cosmorama in Regent-street, where visitors peer 
through successive small apertures along what otherwise 
appears to be a blank gallery wall. In this way, the trompe 
l’oeil painted view fills the field of view. One view of 
geographic, cultural, and/or historical interest is followed by 
another, each quite different from the last. [18] Like the 
panorama and the other attractions described above, these 
views are compelling in large part because of their apparent 
realism:  

The Cosmorama, Regent-street, is an exhibition for the 
display of views of celebrated remains of antiquity, 
combined with modern subjects, both of cities and 
particular edifices, and natural scenery. The galleries are 
elegantly fitted up with fourteen views, which, being seen 
through glazed apertures, have almost an effect of reality. 
[19] 
These excerpts demonstrate the currency and diversity of 

panoramic attractions, all of which, in different but related 
ways, coordinated architectural and painted elements to 
produce a compelling sense of realism in scenes that 
transported viewers to sites distinguished by the landscape 
features of other regions, countries, and continents, as well 

Fig. 5 | Colosseum, Regent’s Park, 1838, T. Cox, 
engraving, 27 cm. wide. Image, London Picture Archive, 
Collage [database] Record No. 305179. 
 

Fig. 6 | Coliseum [sic] and Part of Lake Regents Park, 
1834, artist unknown, engraving, 13 cm. wide. Image, 
London Picture Archive, Collage [database] Record No. 
305150. 
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as other times in history. Next the guide provides vivid 
descriptions of compendious and well-known London 
exhibitions including the Missionary Museum, the Egyptian 
Hall, Finn’s Glass-making Exhibition, the Wax Works in 
Fleet Street, the National Repository of “new and improved 
productions of our artisans and manufacturers,” [20] and the 
Royal Menagerie at the King’s Mews, “a fine collection of 
living beasts and birds, the most extensive and curious in 
the world.” [21] 

The tone shifts to a more grounded register for several 
pages that itemize London’s many theaters according to 
genre. Then the narrative returns to spectacle as the 
“transparent paintings” and “transporting” effects of 
Vauxhall Gardens are described with superlatives that 
associate its landscape features with those of panoramas: 

The gardens are extensive, and contain a variety of walks, 
which are brilliantly illuminated, on public nights, with 
variegated coloured lamps, and terminated with 
transparent paintings; the whole disposed with so much 
taste and effect as to produce sensations bordering on 
enchantment in the visitor who, on entering, might 
suppose himself to be suddenly transported to one of the 
terrestrial paradises described in the Arabian Tales. [22] 

Finally, the guide concludes with a section headed “Royal 
Parks, Monuments, Statues, Relics of Ancient London, &c.” 
Among brief entries on St. James’s Park, Green Park, Hyde 
Park, and the Regent’s Park, the latter is the shortest of all: 

The Regent’s Park contains about 450 acres, laid out in a 
pleasing style. The public are however excluded from the 
interior of this park, contrary to engagements made by the 
leading members of parliament that it should be open to 
the inhabitants of the metropolis. It is adorned with a 
piece of water and numerous villas of the nobility and 
gentry, exhibiting every style of architecture. [23] 

Following this, the guide itemizes one monument, five 
statues, and finally the London Stone—and thus the 
Panorama of London is complete. 

That the culminating experience at the Colosseum, as it 
is described in the Panorama of London, is a rooftop view 
over the Regent’s Park suggests that the park landscape held 
interest for consumers of panoramic attractions, 
notwithstanding the brevity of the guide’s entry on the park  

itself. The open-air viewing platform would have permitted 
visitors to turn in any direction to take in the 360-degree 
view of London and its environs. The Regent’s Park, then 
reserved for use by residents of the surrounding terrace-
houses and therefore inaccessible to other visitors at the 
time the Colosseum’s open-air viewing platform was in use, 
would have comprised nearly 180 degrees of that privileged 
view. Thinking further along the same lines, the park 
becomes a panoramic experience: although it was itself 
inaccessible to the public, visitors to the Colosseum gained 
privileged visual access to the park by ascending through 
the Colosseum’s virtual affordances to its actual summit. 

In 1845, the Colosseum was renovated and reopened with 
a new feature. Another guide, A Description of the 
Colosseum as Re-opened in M.DCCC.XLV, relates that 
whereas most of the Colosseum’s exhibits had simply been 
refurbished, the rooftop afforded a new attraction: 

On top of the building is a CAMERA OBSCURA, on a 
scale never before attempted. From this commanding 
elevation is presented, through the means of this exquisite 
instrument, yet another Panorama of London, A LIVING 
MOVING PICTURE, of which this, our North-West 
quarter, forms the foreground, and the effects and details 
of which (fascinating under any aspect), vary with the 
alternations of our ever-changing climate. [24] 
A camera obscura presents a real-time moving image of 

the world that is surprisingly lifelike (well before the 
invention of cinema), yet fundamentally different from life 
in that the projected moving image appears upside down. 
[25] By the time of this guide’s publication in 1845, the 
Regent’s Park had been opened to the public. Visitors would 
have found the camera obscura’s park view compelling not 
because it afforded access to a landscape they were 
otherwise excluded from, but rather because the device 
repackaged the real space of the park as a virtual view. 
Viewing it through the mediating apparatus of the camera 
obscura would have amplified its wonder as a 
simultaneously real and virtual phenomenon. [26] 

There is no evidence of whether the new camera obscura 
was fitted with a fixed aperture, which would offer a view 
in one direction, or an operable aperture that could be 
rotated to capture views in 360 sequential degrees. A 
manipulable camera obscura uses a series of lenses placed 
on a roof to throw the view down onto a horizontal screen 
or the floor. Such a downward-facing aperture solves the 
problem of the image’s inversion and accommodates a large 
number of viewers at one time. But even without knowing 
more about this particular camera obscura, it is nevertheless 
significant that the Colosseum’s virtual landscape 
experiences culminated with a real-time view over Regent’s 
Park.  
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Landscape as Synecdochic Spectacle 

The sequencing of the descriptions in  both the 1830 and 
1845 guides establishes continuity among panoramic 
attractions, immersive media more generally, and the 
apprehension of actual landscapes. [27] Media influenced 
the way particular landscapes were seen, but the relationship 
runs deeper than this: media influenced what landscape was 
understood to be. Just as landscape painting had done in the 
sixteenth and seventeenth centuries, nineteenth-century 
popular media played an important role in filtering which 
phenomena coalesced in perception to be construed as 
landscapes. 

The Panorama of London illustrates the relations among 
immersive media, designed landscapes, and travel with 
almost diagrammatic clarity in its coordination of title, 
breadth of content, the association and sequencing of 
immersive media with landscape parks, and the concluding 
image. Like the London Stone, the guide function as a 
material synecdoche: much as the stone stood for the whole 
of the Roman city, or even Britain, so the book stands for 
the city, offering a book-shaped version of the “bird’s-eye 
views” whose popularity was steadily increasing. A round, 
painted, architecturally disposed panorama stands for the 
entire landscape in an even more insistent way, to the extent 
that visitors are able believe themselves to actually have 
visited the places represented in that medium. [28] 

The large urban parks that emerged during this period 
also functioned as synecdoches, standing in a similar 
manner variously for landscape and nature and for city and 
state. Moreover, they did so according to the coordination 
of geographic disposition, visuality, and embodied 
sensation that panoramas deployed so succinctly. This is 
reflected in the Panorama of London’s first images. To 
appreciate this, consider first that, as we have seen, the 
book’s concluding image of the London Stone illustrates the 
book’s final entry and in so doing returns the reader to the 
title. [29] By underscoring the logic of that title, the image 
also returns the reader to the title page and frontispiece, the 
latter of which folds out to reveal an extended horizontal 
view of London as seen from Blackfriars Bridge (fig. 7). 
This image is panoramic not only in the general sense of the 
term, as an extended horizontal composition with a deep 
view into space, but also in the synecdochic sense, as its 
simultaneously expansive and deep format surveys the seat 
of the city’s power. That this view was singularly panoramic 
is confirmed by the fact that this site was the subject of a 
1795 round panorama called Panorama of London as Seen 
from Blackfriar’s Bridge, painted by William Winstanley  
(English, 1775-1806) and exhibited at the artist’s 
Greenwich Street (London) rotunda in the same year. [30] 

In contrast with the view from the bridge, the facing title 
page offers a different kind of panorama: a view into Hyde 
Park through the columned arch of the Grand Entrance. This 

 
 
 
 
 
 
 is the only illustration of a park landscape in the entire 
guide, and it is only a glimpse. If the book itself is to be 
thought of as a panorama, as the title announces, then the 
manner in which the title page is framed presents the park 
as the entrance thereto. The gate implies not only entrance, 
but also departure: passing through the gate into the park 
constitutes a departure from the street and echoes the 
reader’s departure from the physical space occupied by the 
body as s/he “travels” to London through the guide. 

Concluding Remarks 
The visual culture of panoramic representation played an 

important role in the conception and reception of nineteenth 
century park landscapes. For example, Calton Hill, a 
culturally important landform whose vertical terminus 
afforded a 360-degree view over the Old and New Towns 
of the rapidly expanding city of Edinburgh, was purchased 
by the town council in 1724 and opened in 1775 as one of 
Britain’s first public designed walking parks. Shortly 
thereafter, the site was the inspiration for Robert Barker’s 
(Irish, 1736-1806) 1787 invention of the panorama. In 1793 
it was represented by a set of eight aquatints, available on 
subscription, each of which appeared conventional in its 
formatting, but in fact the prints which could be placed end-
to-end to describe the all-embracing view. [31] 
Subsequently, park designers and promoters began to make 
overt appeals to panoramic appetites. For example, the 
conceptual drawings with which John Nash argued for his 
earliest vision for the Regent’s Park in London were 
panoramic not only in the general sense of the word (widely 
horizontal) but also in that they described two views, each 
roughly 360 degrees, from a pair of circular features that 
would come to define his design scheme. [32] 
Panoramically-formatted views of New York highlighted 
the city’s parks as part of a representational strategy that 
asserted the city as a site of immersive overview. [33] 

Fig. 7 | London, From Blackfriars Bridge, J. Rogers, 
1830, engraving. Title Page and Frontispiece, The 
Panorama of London and Visitor’s Pocket Companion, 
in a Tour Through the Metropolis, by Thomas Allen. 
London: G. Virtue, 1830. Image captured from the public 
domain portable document file.  
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Numerous images and descriptions contained within Les 
Promenades de Paris (1867-1873) indicate that landscape 
designer Adolph Alphand (French, 1817-1891) conceived 
of his park system as a panoramic device for seeing the 
whole city. [34] In each of these cases, nineteenth-century 
park landscapes were represented according to the round 
panorama’s visual logic, systems, and priorities as they 
pervaded period sensibilities. Thomas Allen’s 1830 
Panorama of London offers a concise index of the 
panoramic mode, a condition characterized by the paradox 
of transporting virtual landscape experiences that take their 
effects not despite, but rather because of, the visitor’s 
knowledge that they can’t be real. 

Notes 
1. See Barthes for foundational formulation of the concept 
of the punctum. 
2. Allen, 1830, 318. 
3. Clark, 2007, 171, cites Stow, 1908 [1598], Book One, 
224. See also Stow, 1842 [1598], 84. 
4. See Clark, 2007, and Clark, 2010. Hypotheses of the 
stone’s role as milliarium, talisman, or its druidic 
significance, reflect the affections of the periods in which 
they were proposed. 
[[[[,5. Ibid., 172; see also Clark, 2010, 40. 
6. Clark, 2007, 173. 
7. Ibid., citing Strype, quoted in the 1720 edition of Stow’s 
Survey; Book Two, 193-194. 
8. Clark, 2007, 174-175. 
9. Ibid., 174. 
10. Allen, 1830, 1. 
11. Ibid., 305-6. 
12. The entry continues, “Above the last-mentioned gallery 
is placed the identical copper ball which for so many years 
occupied the summit of St. Paul’s; and above it is a fac-
simile of the cross by which it was surmounted.” Ibid., 306. 
13. Ibid. 
15. Ibid., 306-7. 
16. Ibid., 307. Nash’s Diorama façade is the sole panoramic 
attraction whose architectural structure remains extant at the 
time of this writing in 2019. 
17. Ibid., 307-8. 
18. For an extant example, see the 136 cosmoramas by 
Hubert Sattler (Austrian, 1817-1904, son of the panorama 
painter Johann Michael Sattler, Austrian, 1786-1847) now 
held in the collection of the Salzburg Museum of Art, 
Austria.  
19. Allen, 1830, 308. 
20. Ibid., 308-9. 
21. Ibid., 309. 
22. Ibid., 315. 
23. Ibid., 317. 
24. A Description, 1845, 23. 

25. Karl Marx (German, 1818-1883) argues that just as the 
camera obscura presents a convincing vision of reality that 
inverts the truth, the individual’s sense of self and reality 
obscures the truth, 2004 [1845-46]. 
26. For a pyschoanalytical perspective on the camera 
obscura, see Casid, 2015, 57-58. 
27. Briggs, 2018; see especially Chapter Three. 
28. Alexander von Humboldt argued for this effect in his 
Cosmos, 1855, 98-99. 
29. Several images that follow the London Stone plate but 
none is keyed to the text. 
30. See W.E.H., 1912, 148. 
31. Briggs, 2018, 166-171. 
32. Ibid., 175-184. 
33. Ibid., 184-194. 
34. Ibid., 194-213. 
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Abstract 

When the circular painted panorama enjoyed a revival in Europe, 
its’ popular and financial success ensured that the revival spread 
to the United States.  Here, the panorama was usually called a 
“cyclorama,” for the immense popularity of the moving 
panorama (and the poor quality of many of them) had given the 
word “panorama” a negative connotation, so much so that some 
promoters advertised their circular paintings as “NOT a 
panorama.”   Newspaper writers educated the public, telling them 
of the illusions to be seen in the cyclorama, illusions that could 
not be adequately described in words (thus encouraging people to 
visit).  In addition to being the subject of expository accounts, the 
cyclorama and the buildings in which they were housed became 
the subject of many jokes, including the tale of the cat who 
entered a Gettysburg cyclorama and was fooled by the illusion 
therein, a story that was reprinted in many newspapers.    

Keywords 
Moving Panorama, Cyclorama, Disgusted Cat 

The Moving Panorama 
“A man walks into a bar” is a cliché, a beginning phase to 
be followed by a joke. Instead of the bar, we’ll walk into a 
cyclorama with a cat…and look at some of the humor 
associated with panoramas during the “revival” period of 
the late 19th century. [1] 

Although the moving panorama did not originate in 
America, it achieved its’ greatest success here.  The 
success of John Banvard’s supposedly three-mile-long 
panorama of the Mississippi River gave impetus to 
theatrical scene painters, house painters, and sign painters, 
to try their hand at creating a panorama that might bring 
them fame and fortune.  Usually painted in distemper 
paint, and on muslin rather than canvas, moving 
panoramas might be quickly painted; details indicated 
rather than carefully delineated, since, for the most part, 
the painting was to be seen in motion.  The panorama 
could be transported by horse and wagon, canal boat, or 
railroad, and shown for a short time in small towns or big 
cities, usually with a narrator and some kind of musical 
accompaniment. 

But the moving panorama gave “panorama” a bad name 
in the USA: 

 “BANVARD’S three-mile Panorama of the  
  Mississippi has been the fruitful parent of a  
  multitude of staring and impudent productions, 
  which it were almost a libel upon Art to call  
  pictures. “[2] 

 
 “Panoramic views, with very few exceptions, are 

  worthy of little notice as works of art, and are in 
  general mere distempered daubs.” [3] 

 
 “Our ideas of panoramas are usually drawn from 

  fairs and traveling shows.  The word is apt to 
  suggest the old-fashioned paintings, wound on 
  two drums, which pass in procession, to the music 
  of a barrel-organ, before the eyes of yokels.” [4] 

 
 “THAT PANORAMA.—An entertainment of 

  mixed character was presented to the public in the 
  Museum during the latter part of last week.  Some 
  portions of the affair were worthy of  
  commendation, but as a whole it was far below 
  mediocrity.  A panorama was exhibited, which 
  was one of the most execrable daubs ever  
  witnessed:  the paintings on a common window 
  blind are the highest profection [sic] of art  
  compared with the undistinguishable plaster of 
  this nameless panorama.  We should wish to see 
  our citizens patronize any respectable public 
  entertainment presented to them, but the  
  exhibition of a thing like this is unpardonable, and 
  must displease every person who witnesses it.  
  The artist who painted that panorama ought to 
  paint another and then be hanged.” [5] 

Humorist Artemus Ward (1834-1867; Charles Farrar 
Browne was his real name) was a great success in 
London’s Egyptian Hall when he narrated a deliberately 
badly painted moving panorama, “Life Among the 
Mormons.”   

 “Things would go wrong every now and then, and 
  the audience would fairly scream with laughter, 
  supposing it was a mistake; while as a matter of 
  fact Artemus was always at the bottom of it all.  
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  For instance, the prairie fire would go down at the 
  wrong time, and then break out again when the 
  scene it was to illustrate had wholly passed, the 
  lecturer meantime apparently nearly overcome 
  with vexation and despair, that made the whole 
  effect irresistibly ludicrous.  Then the wrong 
  music would be played… “[6]  

 
Moving panoramas were sometimes compared to 

diseases, an epidemic:  
   “Panorama […] this is the name of an affliction 

  which, in an epidemic form, has, within the last  
 few years, overrun the United States […] [a visit 

  by another panorama to Yazoo City] might be 
  prevented even now by the institution of a strict 
  quarantine for the purpose of preventing the  
  introduction of any more Panorama [sic] into the 
  city.” [7] 

 
 “NO!—A gentleman writing from Frederick City, 

  Md., wants to know if the present would be a 
  favorable time for a good panorama, and whether 
  we have the small pox in town.  To both inquiries 
  we replied, “No!”  We might get over the small 
  pox, but a panorama just now would be too  
  much.”  

No less a celebrity than author Charles Dickens wrote of 
a bad experience at a moving panorama with a pedantic 
narrator, giving this as the reason why “I systematically 
shun pictorial entertainment on rollers.” [9] 

About 1880, American newspapers and periodicals 
began to take notice of the “new fashion of the day in the 
art world”:  the circular panorama.  They were not very 
enthusiastic:  

 “The new fashion of the day in the art world is the 
  painting of panoramas.  Panoramas formerly 
  belonged to the slop branch of the trade.  They 
  were done by nobodies:  now they are to be done 
  by great artists.” [10] 

 “There will soon be five panoramas in Paris. […] We 
hope that it is not becoming a point of honour among 
artists to paint one panorama before they die.” [11] 

The  “disease” analogy was revived for this new threat: 
 “[…] we are about to be revisited by a plague 

  which we thought had vanished from the cultured 
  places  of the earth thirty years ago-we mean the 
  plague of panoramas.  The headquarters of this 

 terrible  malady […] is for the present confined 
  to Brussels.”  [12] 

“Europe, according to Jules Claretie, who writes for Le 
Temps, is menaced with an invasion of panoramas.  They 
are being painted all over.” [13] 

But the plague was not to be confined to Brussels or 
even Europe:  the huge popularity of the panorama, and the 

profits to be gained, were too tempting to ignore, and in 
1882 the New York Herald announced that both a French 
and a Belgian company were to open panoramas in New 
York City. 

Cyclorama 
 To counteract the negative connotation of the 
word “panorama”, the word “cyclorama” came into use, 
although not exclusively. Today we might call this re-
branding, done to better market the circular panorama to 
the consumer.  The word was not invented by Edward 
Brandus, the business partner of Paul Philippoteaux, as he 
claimed:  

  “Why do we call them cycloramas?  Well, that’s a 
  word that I invented.  When I went among those 
  pork packers of the West to organize a company, 
  they said: ‘Panorama? O, yes.  You mean one of 
  those things that winds around and around.’ I saw 
  at once that a new name must be coined, and after 
  studying up the matter hit on the word  
  ‘cyclorama,’ which is from ‘cyclus,’ the Latin 
  word for orb or circle, and ‘orama,’ which is the 
  Greek verb ‘to see.’ “[14] 

Of course, the word “cyclorama” had been coined 
earlier:  a “Cyclorama” had opened in London in 1848 
with a representation of the 1755 Lisbon earthquake.  And 
the word was sometimes used to advertise what appear to 
be magic lantern shows.   

When newspapers began publishing articles about the 
circular panorama, it often seemed as if this was an 
entirely new invention.   A story about the Siege of Paris 
panorama, then on exhibition in Paris, described the 
painting as “a diorama,” although it is clear from the 
description that it is a circular panorama.  “The whole 
seems to be a piece of legerdemain in art that has never 
been attempted before.” [15]  

Yet other articles “got it right” giving an accurate 
history of the panorama, and crediting Robert Barker as 
the inventor.  “The Modern Panorama,” published in 1888, 
wrote:  

 “[…] however far back in the dim past the  
  panorama idea can be traced, the roller panorama 
  is comparatively modern, and its career was  
  destined to be brief, for its miles of canvas with 
  crude color furnished pictures that were devoid of 
  enduring qualities.  It gave rise or revived an 
  infinitely better and more instructive and valuable 
  exemplar in the present panorama that the eastern 
  cousin calls the cyclorama.” 

 The writer goes on to credit Robert Barker with the 
invention of the panorama, and describes the painting, the 
building, and the faux terrain. [16]   
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Recycled Humor 
   Some of the humor and anecdotes that appeared seemed 
to be recycled from an earlier era:  
     “In those days, too, there was always to be found 
 on the north side of Leicester Square a clever 
 panorama of some beautiful European scenery, 
 painted, or at least owned by a gentleman named 
 Burford of whom it was said that he could never 
 be an orphan, as he was never without a pa-nor-a-
 ma.” [17]  
     The Brooklyn Eagle used the joke, but about a moving 
panorama:  
 “Something Found in One of Our Parks.-Why 
 would King, of Montague Hall, be reduced to a 
 state of orphanage should he sell his Exhibition of 
 the Holy Land?  D’ye give it up?  
    Because, it might then be said that the poor 
 fellow, that he had not a Pa-nor-ama! “[18]  
     And the same joke was applied to John Banvard 
himself.  

The Buildings 
The mysterious circular buildings which began to take 
shape in cities were often compared to gasholder houses, 
circular buildings which held, then distributed, coal gas for 
illumination; these would have been a familiar sight to 
city-dwellers.   

 

 

 

 

 

 

 

(Fig. 1) Gasholder house, Troy, N.Y. Author’s photo 

But these new buildings were revealed to be cyclorama 
rotundas.   

 “The Colosseum is a circular building, of 
 corrugated iron, crowned with a turret, and 
 variously suggestive of a gas-house, a cheese-
 box, and a monitor.  It is, however, spacious and 

 cheerful, and it enshrines a delightful work of 
 art.” [19]  

 “Everybody who has frequent occasion to pass 
 the city buildings [in Brooklyn] has noted the 
 rapid upspring of what, at this stage, looks like an 
 intended gas tank, on the site of the old Reformed 
 Church.  That is a cyclorama building, and the 
 Battle of Gettysburg is to be enacted there in 
 paint.” [20]  

The building that would house The Battle of Gettysburg 
in Chicago was begun in May of 1883; a newspaper 
helpfully told readers that it would “look like the old water 
tank at City Hall.” [21]  

  “Why a little while ago, in front of J. M. Hill’s 
 cyclorama of the Battle of Gettysburg, two 
 Irishmen stopped, and one of them, looking up at 
 the round building, asked the other, ‘What is 
 this?’ ‘This is a cyclorama,’ said Pat.  ‘A what?’ 
 asked Mike.  ‘A cyclorama.’  ‘Well, and what’s a 
 cyclorama?’  ‘Don’t you know what a cyclorama 
 is?’ ‘Indade I don’t.’ ‘Well, cyclorama is dude 
 language for gashouse.’ ”  [22]  

(Humor also revealed cultural prejudices, such as the 
widely-held one at the time against Irish and German 
immigrants.) 

Ironically, some gasholder buildings now do hold 
panoramas, thanks to Yadegar Asisi and his innovations in 
creating digitally printed panoramas on a huge scale.   

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

    (Fig. 2) Dresden Panometer, Author’s photo 

The Illusion 
 And what was inside this unusual building?  
Newspapers explained that the cyclorama was NOT a 
panorama, but fine art painted in oils as realistically as 
possible with a foreground blending into painting. Articles 
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usually ended by urging the viewer to see the painting, as 
it could not be described accurately in words; it was 
“impossible to tell where the foreground ended and the 
painting began.” A review of the Monitor and Merrimac 
panorama described the painting, writing, “at no point can 
the beholder conceive where the real and the painting 
begin.” [23]  

Indeed, a cartoon of 1886 showed the “demoralizing 
effect of panoramic art,” with Mr. Jones poking another 
man after visiting the Merrimac and Monitor panorama, “I 
beg pardon, but I wanted to see whether you were real or 
painted.”  Interestingly enough, this cartoon appeared 
again in Sydney, Australia in 1889, but the rotunda in the 
background is labeled, “The Cyclorama of the Battle of 
Gettysburg.” [24]   

What was real, and what was artificial?  The question 
went beyond the panorama:  

Scribner’s Monthly wrote about the new trend to 
ornament tenement buildings housing the poor and 
working classes:   

 “a large number of tenement houses in the lower 
  portion of NY are only a little below the common 
  uptown flat.  It is often difficult to tell where the 
  flat [apartment building] leaves off and the  
  tenement begins.” [25]  

“A partial set of artificial teeth should be like a 
Cyclorama:  difficult to determine where the natural leaves 
off and the artificial begins.” [26] 

There was sometimes more to the illusion than the 
image: an earlier panorama (1853) depicted the city of 
Granada, with oleander shown growing near the Alhambra.  
A “royal lady” who saw the exhibition requested that her 
companion get her a branch of the oleander to take away 
with her; apparently the illusion was so effective that she 
thought herself to be smelling the painted oleander.  [27]  

  “A notable feature in Philippoteaux’s “Battle of 
  Gettysburg” is the beauty of the summer day 
  effect,  which is in striking contrast to the scenes 
  of fury and destruction to be witnessed  
  amid the trampled corn.  To add to  the illusion 
  that the spectator is really standing in the midst 
  of a wheat field, the management of the  
  Cyclorama has recently by an   
  ingenious contrivance succeeded in wafting cool 
  breezes over the spectators’ platform.  These 
  breezes apparently sweep down from the tops of 
  the distant mountains, and are laden with the 
  order [sic] of pressed hay and wild flowers.” [28]   

 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Fig. 3) Gettysburg Cyclorama.  Author’s photo. 
 
And adding scent to augment the illusion continues 

today:  One World Observatory on the 101st floor of the 
new World Trade Center is not a painted panorama, but an 
observatory giving a panoramic view of New York City 
and the surrounding area.  Recently a scent was added to 
the space: 

 “The scent was made to resemble something that 
  does  not exist at the top of one of the tallest 
  buildings in  the world:  trees, all native to 
  New York State, including  beeches, 
  mountain ashes and red maples.  It has some 
  citrusy notes, for freshness. “  

Those trees of course, are not to be seen or smelled in 
New York City, but it is to be supposed that the scent is 
more pleasant than many of the other representative smells 
of the city that could have been selected.  [29]  

A polar bear being exhibited in Halifax had been 
“gradually drooping” due to homesickness and the 90-
degree temperatures of August.  The keeper remembered a 
panorama on view in the city with a view of the “frozen 
regions.”  This was placed before the bear, which began to 
again move with energy and strength:  “in short the effect 
was magical, for, by the power of imagination the animal 
has been restored to perfect health.”  Interestingly enough, 
Mr. Sinclair’s Peristrephic [moving] panorama was shown 
in Halifax in July of the same year, and the first scene 
represented the Arctic regions.  William Sinclair was one 
of the originators of the moving panorama. [30]  

That polar bear was revived by a scene from a moving 
panorama, if the story is to be believed, but animals often 
figure in tales demonstrating the perfect illusion presented 
by the circular panorama.   

When a view of Spithead was exhibited in London’s 
Leicester Square, the capsizing of a ship’s boat was shown, 
with the sailors struggling in the water.  A Newfoundland 
dog accompanying one of the panorama’s viewers jumped 
over the railing of the viewing platform to rescue the 
drowning men. [31] 
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Years later, we find the tale of a woman visiting a 
Gettysburg Cyclorama.  She had brought her dog, which 
spotted two live chickens in the faux terrain and jumped 
over the railing of the viewing platform to chase them.  
But when the dog attempted to jump a stone fence painted 
on the canvas, a cyclorama employee was able to capture 
it.  

The same article relates the tale of a demented man who 
had visited the Baltimore Gettysburg Cyclorama:  he drew 
a photograph of a young woman from his pocket and 
kissed it, before trying to climb over the railing, apparently 
intent upon hurling himself into the well painted on the 
canvas.  He was caught before he could leap from the 
platform. [32] 

An article, Optical Deceptions of the Panorama, 
described this incident:  

 “Look there!” recently cried a group of  
  bewildered observers.  “How did those  
  animals get in here?  What are they?”  They were 
  only rats, yet they were running along in front 
  of a file of soldiers, who seemed to be painted 
  life-sized (but those portraits in reality were less 
  than eighteen inches in height) and to the eye the 
  rats looked larger than good-sized pigs.”  

The panorama itself, and the way in which the illusion is 
created, is accurately described in the article before the 
appearance of the rodents.  [33] 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
(Fig. 4) Cat in Jerusalem cyclorama.  Image created by author. 
 
In a tale told a few years later, “a handsome striped cat” 

was brought into a Chicago cyclorama building to catch 
mice in the basement.   Soon afterwards, the spectators on 
the platform saw an enormous tiger stalking along the road 
to Damascus (for this was a Jerusalem panorama) intent 
upon eating a Jewish trader on the road.  Confusion 
reigned, but and peace and quiet was restored when the cat 
was put back in the basement, and it was explained to 
spectators that an arrangement of lenses and light enlarged 

the appearance of any subject outside the railing to several 
times its normal size. [34]  

 An arrangement of lenses??  It seems likely that this 
tale was based upon a much earlier incident involving a 
kitten in a cosmorama, an entirely different type of optical 
entertainment:  

“[A] schoolboy visitor exclaimed with fearful delight 
that he saw a monstrous tiger coming from its den among 
the rocks;-it was a kitten belonging to the attendant, which 
by accident had strayed among the paintings. “ [35]   

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
   (Fig. 5) A Disgusted Cat.  Image created by author. 
 

A Disgusted Cat 
 “In some way a cat found its way into a  

  cyclorama building a few days ago.  The  
  man in charge attempted to chase the trespassing 
  feline through the door, but the cat evidently 
  thought there was a better way of escaping the 
  rising temper of the irate man.  It looked  
  cautiously about, as if to avoid stepping on the 
  prostrate forms of heroes slain in the battle.   
  Finally its eyes caught sight of a tree.  A  
  projecting limb hung pretty low, and here the cat 
  thought to find a place of safety.  It gave one leap, 
  and no doubt was the most disgusted cat in  
  Portland when it learned, by sad experience, that 
  the tree was on the canvas.  It picked itself up and 
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  slowly slunk through the door, down the stairs 
  and out of the building.”—Portland Oregonian. 
 

The cat tale did the equivalent of today’s “going viral”:  
the story, which originated in the Portland Oregonian or 
Portland Press, reappeared over and over again from 1887 
to 1892, in newspapers all over the United States.  By 
1892, the cat had reached New Zealand, although there it 
was said to have walked into a “war cyclorama” in 
London, and by 1901 the cat had reached Australia.  On 
January 17 of 1890, the cat appeared in newspapers in 
North Dakota and two upstate New York cities, the 
following day in Missouri, and on the 19th in Reno, 
Nevada.  The story must have been good “filler” on a 
newspaper page; presumably by this time the word 
“cyclorama” would have been familiar enough for readers 
to enjoy the joke, although some of them would have been 
far from any city exhibiting a cyclorama.  A (no-doubt 
incomplete) list of the “disgusted cat” story covers several 
years, and a great deal of geography.  

1887 
Turner County Herald, Hurley, SD Jan 14 
1889 
The Indianapolis Journal, Indianapolis, IN  Nov 3 
Cambridge Chronicle, Cambridge, MA  Nov 16 
New York Press, NY, NY  Nov 17 
The Auburn Bulletin, Auburn, NY Nov 18 
Lock Haven Express, Lock Haven, PA Nov 20 
Hutchinson Daily News, Hutchinson, KA  Nov 21 
Repository-Messenger, Canandaigua, NY Nov 28 
Carroll Sentinel, Carroll, IA   Nov 29 
Oakland Tribune, Oakland, CA  Nov 30 
Morning Union, Grass Valley, CA Dec 4 
Decatur Republican, Decatur, IL  Dec 5  
Evening Gazette, Sterling, IL  Dec 11 
Steuben Farmer’s Advocate, Bath, NY Dec 11 
Journal, Eaton Rapids, MI   Dec 13 
Newark Union, Newark, NY  Dec 14 
The Mason County Journal, Shelton, WA Dec 20 
Idaho semi-weekly world, Idaho City, ID Dec 24 
The Climax, Richmond, KY  Dec 25 
1890 
Press Democrat, Santa Rose, CA   Jan 3 
Daily Nevada State Journal, Reno, NV Jan 3 
Carroll Sentinel, Carroll, IA   Jan 3 
Burlington Hawk-Eye, Burlington, IA Jan 5 
The Wahpeton Times, Wahpeton, ND Jan 9 
Dickinson Press, Stark County, ND  Jan 11  
The Fairfield News and Herald,  
 Winnsboro, SC   Jan 15 
The Manning Times, Manning, SC Jan 15 
Burlington Hawk-Eye, Burlington, IA  Jan 16 
 Williamsport, ND  Jan 17 
Emmons Cty Record,Williamsport, ND Jan 17 

Geneva Daily Gazette, Geneva, NY Jan 17 
The Auburn Bulletin, Auburn, NY Jan 17 
The Otsego Farmer, Cooperstown, NY Jan 17 
Chillicothe Constitution, Chillicothe, MO  Jan 18 
Daily Nevada State Journal, Reno, NV Jan 19 
Palmyra Democrat, Palmyra, NY  Jan 22 
Press Democrat, Santa Rosa, CA  Jan 23 
Jamestown Weekly Alert, Jamestown,ND Jan 23 
The Irish Standard, Minneapolis, MN Jan 25 
The Gazette and Farmer’s Journal   
 Baldwinsville, NY  Jan 30 
The Mason County Journal, Shelton, WA Jan 31 
Daily Courier, San Bernardino, CA Feb 2 
Cortland Democrat, Cortland, NY Feb 7 
The Morning News, Savannah, GA Feb 12 
Herkimer Democrat, Herkimer, NY Feb 12 
East Hampton Star, NY   Feb 15 
Idaho semi-weekly World, Idaho City, ID  Feb 18 
Democratic Northwest, Napoleon, OH Feb 20 
Watertown Re-union, Watertown, NY Feb 26 
Chatham Courier, Chatham  
 Four Corners, NY      Feb 27 
Aspen Daily Chronicle, Aspen, CO  March 4 
New Oxford Item,  
 New Oxford, PA                 March21  
The Camden Journal,  
 Camden, SC                March27 
Aspen Daily Chronicle, Aspen, CO April 5  
Centralia Chronicle, Centralia, WA  May 22 
The Mason County Journal, Shelton, WA Dec 20 
1891 
The Capital Journal, Salem, OR  Feb 3 
The Diamond Drill, Crystal Falls, MI Sept 26 
St Landry Clarion, Opelousas, LA Oct 17 
Mills County Tribune, Glenwood, IA Oct 22 
Marion Sentinel, Marion, IA  Oct 29 
1892 
The Manitowoc Pilot, Manitowoc, WI Jan 21 
El Paso Int’l Daily Times, El Paso, TX  Jan 22 
Semi-weekly Interior Journal,  
 Stanford, KY   Jan 22 
Newark Daily Advocate, Newark, OH Jan 23 
Burlington Gazette, Burlington, IA Jan 30 
Evening Capital Journal Salem, OR Feb 3  
Fitchburg Sentinel, Fitchburg MA  Feb 11 
The Medina Tribune, Medina NY Feb 11 
The Chronicle, Southport, CT  Feb 11 
The News Gatherer, Macedon, NY Feb 27 
The Jewish Messenger,  
 New York, NY                March11 
Chillicothe Constitution,  
 Chillicothe, MO                 March18 
Kokomo Daily Gazette Tribune,  
    Kokomo, IN                 March19 
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The Jasper Weekly Courier Jasper, IN April 15 
Temple Weekly Times, Temple, TX April 22 
Waterloo Daily Courier, Waterloo, IA  April 25 
Waterloo Daily Courier, Waterloo, IA  May 4 
Arizona Weekly Journal-Miner,  
 Prescott, AR   June 8 
Arizona weekly  Journal-Miner,  
 Prescott, AR   June 15 
Bay of Plenty Times, New Zealand  Oct 31  
1897 
Turner County herald, Hurley, SD  Jan 14  
1901 
The McIvor Times and Rodney Advertiser  
 Heathcote, Victoria, AU  Nov 14 
Elmore Standard, Victoria, AU   Nov 14 
The Horsham Times, Victoria, AU Nov 15 
Euroa Advertiser, Victoria, AU  Nov 15 
Camperdown Chronicle, Victoria, AU  Nov16 
1902 
The Ballerat Star, Victoria, AU  April 12  
[37]   
And then there was the Cyclorama Car: “A Man of 

Ideas,” is an amusing short story published in 1891, in 
which a man down on his luck spoke to another of ideas he 
was willing to sell to “some live capitalist.”  One of these 
was a “cyclorama car” on the elevated railway lines of 
New York City.  

 “And what’s the matter of having a cyclorama car 
  on the elevated?” he asked.  “A car can be fitted 
  up with the Battle of Gettysburg, Antietam,  
  Atlanta or Missionary Ridge just as well as not, 
  and the price of admission shouldn’t be over a 
  dime.  Passenger gets on in Harlem, sees  
  historical painting as he is whirled along and gets 
  off down town, pleased and refreshed.  No going 
  three or four miles from home and climbing dark 
  stairways.  Every stranger sure to take to it and 
  the car is full all day long.” [38] 

And now riders on the subway shuttle in New York City 
can travel between Times Square and Grand Central 
station on cars covered in advertising inside and out, an 
entire train devoted to one theme.   One train touting 
Scottsdale, Arizona as a vacation destination showed 
outdoor scenes on the outside of the cars, while inside the 
seats were made to resemble wooden benches.  Passengers 
can have the feeling of “being there” while going 
somewhere. [39] Another train advertising the Bronx Zoo 
was covered inside and out with gigantic images of 
animals. 

An 1883 newspaper article reporting on the opening of a 
new panorama in Paris wrote, “ONE PANORAMA 
ARRIVES AND ANOTHER GOES.  THAT’S THE 
PICTURE OF LIFE.” [40]  

And so we panoramaniacs would like to see life 
continue.  But as we know, the circular panorama, painted 
in oils, housed in a purpose-built building with a three-
dimensional foreground, lost popularity.  The cost of 
creating, installing, and moving the paintings was high; 
they usually were not a financial success except in large 
cities, where there was a large potential audience.  The 
birth of “moving pictures”-not scrolling by on rollers-but 
on film, projected onto a screen, began to attract those 
audiences instead.    

Even during this period of decline, there was some 
humor:   

 HIS CLAIM.  
 GENERAL RAUM.—But I don’t see that you 

  have any claim on the Government for a pension.  
  You were n’t even enlisted during the war.  

 MR. WAISTED DOYLE-You seem to forget that 
  I invested ten thousand dollars in a cyclorama of 
  the Battle of Gettysburgh [sic] and lost it all.” 
  [41] 

But perhaps, as this later newspaper article speculated, 
there was another reason: 

 “Is the age of the “ramas” passed for good? […]  
  The “rama” was amusing as well as instructive.  It 
  died a natural death because it was usually  
  unaccompanied by music and beer.” [42] 

Notes 
1.  The author recently received a mailing, “An Economist 
Walks into a Brothel: and Other Unexpected Places to 
Understand Risk,” which promoted a retirement planning 
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2. Harper’s Magazine, April 1851:  705.  
3.  Toronto Leader, October 20, 1857.  
4.  The Critic:  an Illustrated monthly review of literature, 
art, and life, September 13, 1882: 259. 
5.  The Brooklyn Eagle, August 23, 1852.  
6.  Enoch Knight, “The Real Artemus Ward,” Overland 
Monthly and Out West Magazine (July, 1891): 57.  
7.  Yazoo Democrat, Yazoo City, MS. April 21, 1860. 
8.  The Columbia Spy, December 4, 1875. 
9.  Richard Altick, The Shows of London (The Belknap 
Press Of Harvard University Press, Cambridge, 
Massachusetts and London, England, 1978): 506.   
10.  New York World, July 23, 1880. 
11. The Academy, A Weekly Review of Literature, Science, 
and Art. Volume XVII. May 29, 1880. 
12. The Magazine of Art, Volume 4, 1881: iii. 
13.  New York Herald, July 12, 1880. 
14.  Buffalo Courier, March 11, 1889. 
15.  Alexandria Gazette, September 20, 1873. 
16. The Critic, Volume 1, Number 22, February 13,1888.  
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Bentley & Son, 1884): 146.  
18.  The Brooklyn Eagle, May 29, 1850. 
19.  New-York Daily Tribune, January 12, 1874. 
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Recollections of a Merry Little Life (Kessinger Publishing, 
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23.  Hyde Park Herald, November 23, 1888.   
24.  Mimi Colligan, Canvas Documentaries, (Melbourne 
University Press, 2002): 162.  
25.  Scribner’s Monthly, July 1892, quoted in Friends of 
Terra Cotta Fall 2019 newsletter in a review of The 
Decorated Tenement, by Zachary J. Violette. 
26.  Dental advertiser, Volume 20, (1889: Buffalo Dental 
Manufacturing Co., Buffalo, N.Y.): 202. 
27. Chamber’s journal, William Chambers, Robert 
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28.  The New York Evening Telegram, May 5, 1888. 
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30.  Morning Herald, Halifax, Nova Scotia, August 9, 
1841.  
31. Chamber’s journal, William Chambers, Robert 
Chambers, 1860: 34.  
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33.  Santa Barbara Daily Press, February 10, 1885. 
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35.  Richard Altick, The Shows of London (The Belknap 
Press Of Harvard University Press, Cambridge, 
Massachusetts and London, England, 1978): 213. 
36. The beginnings of tracking the “cat in the cyclorama” 
were included in Erkki Huhtamo, Illusions in Motion, 
(MIT Press, 2013): 25.   
37.  Sources include Fulton Postcards, Chronicling 
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Newspaper Collection, nyshistoricnewspapers.org, 
Washington Digital Newspapers, texashistory.unt.edu, 
natlib.govt.nz, oregonnews.uoregon.edu. 
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Watch the Doors.” New York Times, March 22, 2013.  The 
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to “full body wrap” the subway cars for this advertising 
campaign. 
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Mass Culture in Fin-de-Siecle Paris, (University of 
California Press, 1999): 149. 
41. Puck, Volume 28, Volume 30, 1891.   
42. New York Press, September 27, 1907. 

Bibliography 
Altick, Richard.  The Shows of London.  Cambridge, MA 
and London, England:  the Belknap Press of Harvard 
University Press, 1978. 
Colligan, Mimi.  Canvas Documentaries.  Melbourne 
University Press, 2002. 
Huhtamo, Erkki.  Illusions in Motion.  Cambridge, MA:  
MIT Press, 2015. 
Schwartz, Vanessa R.  Spectacular Realities, Early Mass 
Culture in Fin-de-Siecle Paris.  University of California 
Press, 1999. 
Wilder, Marshall P.  The People I’ve Smiled With:  
Recollections of a Merry Little Life. Kessinger Publishing, 
2004 (reprint of 1886 original).  
Yates, Edmund H.  Edmund Yates:  His Recollections and 
Experiences.  R. Bentley & Son, 1884. 
 

A Note about the Images 
 

No cats were harmed in the writing of this paper!  All 
photos of cats were taken by the author at IPC conferences 
over the years, and combined with author’s photos of 
panoramas.   
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Abstract 

Artistic research is a methodology that integrates artistic activities 
within either the research process or its outcomes. By using New 
England’s sacred spaces as a case study for the documentation and 
interpretation of cultural heritage, this paper provides an overview 
of the author’s ongoing Sacred Spaces of New England project, 
examines how New England’s sacred spaces are increasingly 
becoming “at-risk” heritage sites, and considers the value of 
documenting and mapping them using virtual reality panoramic 
photography and associated technologies. 

Keywords 
Sacred Spaces, Cultural Heritage, Collective Memory, Artistic 
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Introduction 
A region is not only geographic; it also exists as a 
conceptual space that is culturally constructed and whose 
identity may shift over time. In the United States, historic 
New England is often remembered as a beacon for religious 
freedom as the Puritans arrived to escape religious 
persecution. However, historical record reveals that most 
faiths and denominations have had to overcome adversity 
and persevere as they planted roots within the New England 
area. While religion has played a major role in New 
England’s history and cultural heritage, today, according to 
some studies, New England is considered the least religious 
region in the United States—potentially placing a 
significant number of sacred spaces within the area into the 
category of “at-risk” heritage sites. 

Sacred Spaces of New England is an online artistic 
research platform developed to document, map and archive 
sacred spaces of New England using virtual reality 
panoramic photography, hypermedia systems, and related 
technologies (seththompson.info/sacredspacesne/). The 
purpose is to record and re-present New England’s religious 
and secular places that elicit contemplation, reflection, and 
inspiration. Rather than to be a comprehensive survey, the 
intent of this long-term project is to be a personal 

exploration of sacred spaces within New England that 
showcases the region’s diversity and rich heritage.  

By utilizing the concept of artistic research in which 
Sacred Spaces of New England is used as platform to 
represent findings, this paper will provide an overview of 
the Sacred Spaces of New England project, discuss how 
New England’s sacred spaces are increasingly becoming 
“at-risk” heritage sites, and consider the value of 
documenting and mapping New England’s sacred spaces 
using virtual reality panoramic photography and 
hypermedia systems. 

Collective Memory and Identity in New 
England 

New England, a region named by Captain John Smith in 
1616, consists of six states within the northeastern United 
States: Connecticut, New Hampshire, Maine, 
Massachusetts, Rhode Island, and Vermont. New England’s 
jagged coastline extends across five states, and its rolling 
hills and mountains may be found in all six, with lakes, hills, 
and sandy beaches peppered throughout. Many travel to 
New England to partake in such local culinary delights as 
clam chowder and lobster as well as to enjoy the 
breathtaking colors of the turning red and yellow leaves 
during autumn. 

Beginning with the noted arrival in 1620 of the Pilgrims, 
who were fleeing religious persecution, the region has been 
considered home to some of the earliest English settlements. 
It has a rich maritime history and has played a significant 
role in the development of public education and the 
abolitionist movement in the United States. These events 
and others have been important to the formation of the 
United States’ historical narrative and national identity. [1] 

In addition to the Native American population, New 
England had been composed of a largely homogenous 
English demographic until the mid-nineteenth century. 
Since that time, it has accrued a diverse population due to 
migration, especially during the Industrial Revolution. In 
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Imagining New England, Joseph Conforti traces New 
England’s shifting identity from the arrival of the Pilgrims 
to the mid-twentieth century to reveal a complex history that 
has been simplified to serve various political and cultural 
agendas at different points in the region’s history, which is 
manifested in works by such individuals as Jedidiah Morse 
(1761–1826), a notable geographer whose textbooks were 
essential reading for students in the United States, and 
Harriet Beecher Stowe (1811–1896), an abolitionist and 
author who wrote Uncle Tom’s Cabin. [2] 

For example, Conforti argues that Jedidiah Morse, 
considered the “father of American geography,” used 
geography to establish a collective identity for the fledgling 
United States, using New England as his primary vehicle. 
He was the first to define New England as a cultural region. 
[3] Conforti writes, “Morse’s textbook amalgam of 
republicanized Puritan moralism and regional cultural 
imperialism permeated Federalist politics … Morse 
commanded the field of American geography and his texts 
propagated the region’s claim to republican preeminence.” 
[4] Morse placed New England—especially Connecticut—
at the forefront as the model for guiding the political 
development of the American republic for other U.S. 
regions to follow. [5] While Morse’s work contributed to 
many of the civic ideals held by the nation, his position 
ethnicized New England’s history as being “almost 
universally of English descent,” countering the United 
States’ civic nationhood. [6] Conforti argues that Morse 
positioned New England in his textbooks as “America’s 
America” and superior to any other region in the country—
creating a cultural narrative that has withstood many 
generations, despite its inaccuracy. [7] 

Political and cultural narrative constructions, when 
accepted as truth, are generally a product of collective 
memory, which is the result of socialization through 
education, traditions, and customs, including public 
ceremonies and monuments. [8] It is important to consider 
how a group collectively forgets by excluding or silencing 
alternative perspectives or versions of events from a social 
group’s memory. [9] A consequence of identity narratives, 
as seen in history, is that they not only homogenize groups 
of people from potentially diverse backgrounds but also 
create an “other,” which can easily lead to prejudice, 
stereotyping, and alienation. [10] 

A region’s endeavor to preserve its past creates an 
identity from which emerge unity and a sense of self drawn 
from events and cultural symbols, both tangible and 
intangible. A region’s identity and cultural heritage work 
hand in hand. 

Defining New England’s Sacred Spaces and 
Their “At-Risk” Status 

The word sacred stems from the Latin word sacer, which 
essentially means “that which is set apart from the ordinary 
world.” [11] Within the context of this paper, sacred spaces 
are defined as both natural and built environments that are 
transformed into systems of formal arrangements that are 
sometimes associated with individual religions and which 
fall under four categories: commemorative, congregational, 
service, and natural spaces. These spaces, which may be 
either secular or religious, may also be considered works of 
art. Commemorative spaces may honor or memorialize a 
place, event, or person, such as the Lincoln Memorial in 
Washington, DC, or the Ka’bah in Mecca. Congregational 
spaces are assembly places; they may be used for such 
events as community gatherings or worship (New England 
meetinghouses, churches, synagogues, and temples, for 
example). Service spaces are multipurpose structures such 
as monasteries, museums, retreats, and educational centers 
that are sacred in nature. Natural spaces are places found in 
nature. For example, Taoism, Buddhism, and Hinduism 
associate sacredness with actual geographic features, such 
as mountains. [12] To date, the Sacred Spaces of New 
England project has been focusing on constructed assembly 
spaces such as chapels, churches, meetinghouses, mosques, 
synagogues, and temples, but will expand to include natural 
spaces as the project further develops.  

The colonial meetinghouse has played an important role 
in the public and cultural affairs of New England since the 
arrival of the English in the seventeenth century. These 
spaces were used for town business, religious worship, and 
discussion of local issues. Nevertheless, many of these 
structures underwent an ecclesiastical transformation in the 
eighteenth and nineteenth centuries, moving from plain, 
unpainted, rectangular buildings to the Georgian-style 
regional icons with bell towers and steeples found in many 
New England town centers today. [13]  

While New England’s population was predominately of 
Anglo-Saxon Protestant descent until the mid-nineteenth 
century, its population began to diversify with the mass 
migration of French Canadians, Irish, Italians, Poles, 
Russian Jews, and others who settled in New England in the 
latter part of the nineteenth century in search of new 
opportunities in industrializing cities and mill towns. [14] 
Nevertheless, there are many exceptions to this migration 
generalization, which may be found in the Sacred Spaces of 
New England project, including the German Meeting House 
(1772) in Waldoboro, Maine, and the African Meeting 
House (1806) in Boston, Massachusetts (figures 1 and 2). 
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Fig. 1. Cropped Equirectangular Projection of the German 
Meeting House (1772) in Waldoboro, Maine. ©2019 Seth 
Thompson, Author. 

 
 
 
 
 
 
 
 
 
 
 

Fig. 2. Equirectangular Projection of the African Meeting 
House (1806) in Boston, Massachusetts. ©2019 Seth 
Thompson, Author. 

  
At the time of the United States 2000 census, the top five 

foreign-born New Englanders’ countries of origin were 
Portugal (7.4%), Canada (7.2%), China (5.4%), Dominican 
Republic (5.3%), and Italy (4.4%). Additionally, the top five 
fastest-growing immigrant populations between 1990 and 
2000 were Dominican Republic, China, Brazil, India, and 
Vietnam. [15] According to a November 2008 New England 
Public Policy Center Research Report entitled “A Portrait 
of New England’s Immigrants,” New England’s immigrant 
population was growing faster than its American-born 
population. [16] Post-1965 immigrants have brought greater 
religious diversity to the United States with the 
establishment of Islamic mosques and Buddhist and Hindu 
temples. [17]  

These religious institutions contribute to New England’s 
evolving heritage and historical narrative. Nevertheless, 
many of New England’s traditional religious sacred spaces 
are financially struggling and at risk of closing as New 
England becomes increasingly secular and attendance 
declines in American churches. [18] A 2008 survey 
conducted by Gallup that included more than 350,000 
participants found that all six New England states 
(Connecticut, Maine, Massachusetts, New Hampshire, 
Rhode Island, and Vermont) ranked in the top ten least 
religious states in the country. [19] With this in mind, it is 
important to document these assembly spaces throughout 
New England, as they have played important roles in their 
communities and are now in danger of quietly disappearing 
from New England’s cultural landscape. 

Artistic Research and the Sacred Spaces of 
New England Project 

Artistic research is a methodology that integrates artistic 
activities within either the research process or its outcomes. 
By using New England’s sacred spaces as a case study, the 
Sacred Spaces of New England project utilizes an arts-
informed inquiry approach developed in response to these 
questions: How can virtual reality panoramic photography 
be used in the digital documentation, preservation, and 
interpretation of sacred spaces? What is the interplay 
between a region’s sacred spaces and its identity? The 
Sacred Spaces of New England project attempts to answer 
these questions using the following research methodologies:  

1. Interdisciplinary literature review that 
encompasses broad topics such as art and 
architecture, digital media, heritage studies, 
American history, and nationalism. 

2. Data collection including photo documentation 
using virtual reality panoramic photography 
techniques and technologies, interviews and email 
correspondences, and literature (printed and 
digital) about the individual sacred spaces. 

 
Virtual reality panoramic photography is an effective tool 

for documenting sacred spaces, as it provides an immersive 
360-degree comprehensive recording of a place in time—
allowing the viewer to understand an environment as if 
experiencing it in the physical location. [20] The Sacred 
Spaces of New England project is an artistic research 
platform that documents, maps, and archives sacred spaces 
of New England using virtual reality panoramic 
photography, hypermedia systems, and related technologies 
in order to record and re-present New England’s religious 
and secular places that elicit contemplation, reflection, and 
inspiration (figures 3 and 4).  
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 3. Screenshot of the Sacred Spaces of New England 
project’s home page. ©2019 Seth Thompson, Author. 
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Fig. 4. Screenshot of the Sacred Spaces of New England 
project’s map page. ©2019 Seth Thompson, Author. 
 
These are the goals of the project: 

1. Experiment with and develop user-friendly and 
accessible models for heritage preservation, 
interpretation, and dissemination that incorporate 
virtual reality panoramic photography and its 
associated technologies. 

2. Document, interpret, and understand New 
England’s rich cultural heritage and reveal its 
complexity through its sacred spaces. 

3. Explore notions of the sacred, heritage, and civic 
nationalism within the context of New England. 

 
Much like the educational stereoview sets of the early 

twentieth century published by Underwood & Underwood 
and Keystone Publishing Company, the Sacred Spaces of 
New England project includes immersive photo 
documentation and text descriptions of each of the sites and 
utilizes a map system. The project also incorporates 
contemporary technology including virtual reality 
panoramic photography and a digital map system housed in 
a web-based hypermedia system for accessibility, display, 
and presentation purposes. In addition, the project includes 
opportunities for immersive experiences using head-
mounted displays such as Google Cardboard in conjunction 
with a user’s mobile device. 

Many of the sacred spaces depicted in the Sacred Spaces 
of New England project not only are architecturally 
significant but also contain stories that reflect their value to 
the community. A quintessential New England 
Congregational church (fig. 5) can be found on the town 
green in Madison, Connecticut (where this author was born 
and raised). St. Patrick Church (fig. 6) in Newcastle, Maine, 
is the site where the township, consisting of Protestants and 
Catholics, saved this Catholic church from arson in 1854 
when an anti-Catholic sentiment swept the United States in 
the mid-nineteenth century. The Islamic Society of Boston 
Cultural Center (fig. 7) in Roxbury, Massachusetts, is a 

mosque and community center founded in 2009 that draws 
over 1,500 worshipers from over 64 ethnicities for its Friday 
prayer services. Drawing on such histories, this project 
attempts to tell the rich and diverse story of New England 
through a documentation of New England’s sacred spaces 
that embodies a civic nationalism of freedom, inclusion, and 
equality.  
 
 
 
 
 
 
 
 
 
 

 
Fig. 5. Equirectangular Projection of the First Congregational 
Church of Madison (1838) in Madison, Connecticut. ©2019 
Seth Thompson, Author. 

 
 
 
 
 
 
 
 
 
 

Fig. 6. Equirectangular Projection of Saint Patrick’s Church 
(1808) in Newcastle, Maine. ©2019 Seth Thompson, Author. 

 
 
 
 
 
 
 
 
 
 
 

Fig. 7. Equirectangular Projection of the Islamic Society of 
Boston Cultural Center (2009) in Roxbury, Massachusetts. 
©2019 Seth Thompson, Author. 

The Preservation of Virtual Reality 
Panoramic Photography 

In the early twentieth century, many people considered the 
painted panorama obsolete as new media innovations such 
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as film became the vogue. Consequently, it almost faced 
extinction and was nearly erased from cultural memory. 
This occurrence should serve as a gentle reminder to those 
involved in virtual reality panoramic photography projects 
that as hardware and software evolve, and with “industry-
standard” file formats changing or becoming obsolete, 
precautions need to be taken to safeguard these digital 
cultural heritage projects for future generations—in regard 
to both content and value to the history of media arts. What 
is considered industry standard today may be obsolete 
tomorrow. For instance, since this author began working 
with virtual reality panoramic photography, the file format 
for display on the web has changed three times, from 
QuicktimeVR to Flash to HTML5. In order to ensure the 
longevity of the project’s digital assets, sustainability issues 
need to be addressed, especially in regard to migrating files 
to future storage and access systems so that the media 
objects retain their integrity. 

In 2003, the United Nations Educational, Scientific and 
Cultural Organization (UNESCO) adopted a Charter on the 
Preservation of Digital Heritage concerning the 
“understanding that this digital heritage is at risk of being 
lost and that its preservation for the benefit of present and 
future generations is an urgent issue of worldwide concern 
… that the disappearance of heritage in whatever form 
constitutes an impoverishment of the heritage of all 
nations.” [21] The strength of this Charter is that it 
recognizes the fragility of cultural products existing within 
the digital environment, which can easily become obsolete 
or extinct unless appropriate preservation and conservation 
actions are taken. An aspect of the Sacred Spaces of New 
England project is the creation of a sustainable model so that 
it can withstand the ever-changing technological 
environment of the web and contribute to the digital heritage 
preservation conversation.  

Concluding Remarks 
While the history of religious intolerance in New England 
is disheartening, the stance against bigotry found at the 
same time within its communities and leaders represents a 
sense of hope for this author. In a thoughtful letter written 
in 1790 to the Hebrew Congregations of Newport, Rhode 
Island, who were concerned about their future, George 
Washington wrote, “For happily the Government of the 
United States gives to bigotry no sanction, to persecution no 
assistance, requires only that they who live under its 
protection should demean themselves as good citizens, in 
giving it on all occasions their effectual support.” [22] Dr. 
John Clarke, an advocate for religious freedom and author 
of the 1663 Rhode Island Royal Charter, wrote in the charter 
that “no person within the said colony, at any time hereafter 
shall be any wise molested [harassed], punished, disquieted, 

or called in question, for any differences in opinion in 
matters of religion, and do not actually disturb the civil 
peace of our said colony.” [23] The Sacred Spaces of New 
England project attempts to show these ideals and 
aspirations through New England’s sacred spaces. 

In the book Imagining New England Joseph Conforti 
eloquently argues, “We need a new narrative of how New 
England developed not only as a Puritan-Yankee city on a 
hill but also as an ethnic city by the mill.” [24] New England 
has a rich and colorful history that far goes beyond the 
Puritan-Yankee narrative that is typically associated with 
the region. The Sacred Spaces of New England project 
endeavors to show this narrative through its re-presentation 
of New England’s sacred spaces.  

The Sacred Spaces of New England project not only 
seeks to document architecturally significant and at-risk 
sacred spaces but also endeavors to be a space for 
experimentation in pushing forward the medium of virtual 
reality panoramic photography for cultural heritage 
purposes. This author is commencing research on how to 
transition the website into a more immersive experience by 
incorporating opportunities to use a head-mounted display 
when viewing the website as well as investigating stereo 
virtual reality panoramic imaging to give greater visual 
depth to the panoramas—mimicking how our eyes receive 
data for depth perception. Another aspect of this author’s 
current research is to investigate the notion of “sacred 
geometry,” with an emphasis on the tradition of Islamic 
geometric pattern design drawing as it may relate to virtual 
reality panoramic photography’s two-dimensional image 
projections of the sacred spaces depicted. By using New 
England’s sacred sites as case studies, this author hopes to 
create a meaningful project that contributes to the media arts 
and heritage studies disciplines through digitally preserving 
and re-presenting cultural heritage using virtual reality 
panoramic imaging and associated technologies and that 
tells a more inclusive story of New England’s rich and 
diverse cultural heritage. 
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Abstract 
This essay is part of an ongoing research project by this author 
entitled, "The immersive experience in 360°: investigation, 
representation and digital immersion in the city of Rio de Janeiro 
in the 19th and 20th centuries", developed at Programa de Pós-
Graduação em Urbanismo in FAU-UFRJ, Rio de Janeiro, Brazil. 
The present work is a continuous investigation of “The Panorama 
of Rio de Janeiro by Victor Meirelles and Henri Langerock: Part 
1 – A City Memory’s Representation or a City’s Invention?”, 
which was  presented at the 27th International Panorama Council 
Conference in Istanbul in 2018. By examining Meirelles and 
Langerock’s panorama using both practical and theoretical 
investigations, a new 360° interpretation will be created. In order 
to achieve this objective, digital and analog systems of 
representations will be developed and applied including: 
computer graphic techniques, layers in Photoshop, 3D models, 
3D renderings and free hand sketches. 
 

Keywords 
Panorama of Rio de Janeiro, Victor Meirelles, Henri Langerock, 
History, Bases for Immersive Experiences.  

Introduction: a brief history of the Panorama 
The Panorama da Baía e da Cidade do Rio de Janeiro 
(Panorama of Rio de Janeiro’s city and bay) painted by 
Victor Meirelles de Lima (1832-1903) and Henri Charles 
Langerock (1830-1915) was the third Panorama of Rio de 
Janeiro and the most well-known. It presents the city and 
its landscape in the end of 19th Century in dusk of April. 
[1] It should be noted that this Panorama, like other three 
Panoramas of Rio de Janeiro [2], describes the city’s 
central area, the old capital of the country before the 
beautification process developed in the city center in the 
begging of 20th Century. It is possible to see a global image 
of the city in a verisimilitude vision with the nature in great 
splendor. From its analysis, it is possible to understand a 
significant part of Rio de Janeiro’s history: landscape, 
architecture, successive urban transformations, changes in 
political and administrative power, and many other aspects.  
 
 
 

The painters and the their partnership 
 

Victor Meirelles de Lima was the most important 
Brazilian painter in the late 19th Century. [3] Since his 
return from eight years in Europe, he received over the 
years several government’s orders: A primeira Missa no 
Brasil (The First Mass in Brazil), in 1860;  A Passagem do 
Humaitá (The Passage of Humaitá), in 1868-72; O 
Combate Naval do Riachuelo (The Naval's Combat of 
Riachuelo), in 1882, which represent a notorious part of 
Brazilian iconography of 19th Century. [4] His technique 
demonstrated singularity and virtuosity. Victor Meirelles 
was a recognized and experienced artist when he decided 
to realize his first panorama, around 1869. [5]  

Henri Charles Langerock was a Belgian photo-painter, 
an artist of recognized quality, but without notoriety. 
Langerock was renowned as an expert in landscape 
painting, because of his works in Europe and North Africa. 
He has experience in painting panoramas and worked in 
the team of the Panorama of the battle of Tell-El-Kébir, 
exhibited in London. [6]  

The two painters met for the first time in Rio de Janeiro 
in Academia Imperial de Belas Artes when Langerock was 
holding an exhibition. It was a great success with excellent 
remarks about Langerock’s landscape painting. The 
Belgian painter became a promising partner for Victor 
Meirelles. He had perfect skills and features to work with 
him in the Panorama of Rio de Janeiro project.  

The two painters founded Meirelles & Langerock 
Panoramas Company with the purpose of undertaking and 
executing the Panorama da Baía e da Cidade do Rio de 
Janeiro in 1886. The two painters were founders and the 
main shareholders, with a participation of a dozen other 
small members. The company would have a term of six 
years, defined in contract [7]. They decided to realize the 
Panorama from the Morro de Santo Antônio's view, 
presenting the most part of city’s central area.  

With the initial studies and the fund needed to realize 
the Panorama, the two painters traveled to Ostend, in 
Belgium, and worked in the canvas in the last months of 
1886, in 1887, ending in March 1888, when the Panorama 
of Rio de Janeiro was finally ready to be exhibited.  
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The exhibition places: Brussels in 1888,             
Paris in 1889, and Rio de Janeiro in 1891 

The Panorama da Baía e da Cidade do Rio de Janeiro 
had 115 meters in length by 14.50 meters in height. It was 
exhibited for the first time in Brussels, on April 4, 1888, at 
the old Boulevard Hainaut, now Avenue Maurice 
Lemonier (Fig.1). The chosen rotunda was the Grand 
Panorama National de Belgique. [8] The panorama was in 
exhibition from April 5 to October 16, in 1888, about six 
months, totaling 50.000 visitors. 

 
 

Fig.1. A cross-section interpretation of the Panorama of Rio 
de Janeiro in Grand Panorama National de Belgique, 2014, 
Private Collection. 

 
The second place of exhibition was in Paris, on March 

14, 1889, before the official opening of the Universal 
Exhibition. The panorama was placed in a vacant lot on 
Av. Suffren [9], next to the Champ de Mars, but outside 
the official perimeter of the World’s Fair. As in Brussels, 
the panorama was a great success. The exhibition reached 
an average of 200 to 500 people per day. The panorama's 
presence during the Universal Exhibition was well-
publicized in the French press with numerous compliments 
of Meirelles and Langerock’s painting works. [10] 

The panorama was very successful for critical press, 
but the visitation's average decrease after the official 
opening of the Universal Exhibition, around to 50 to 60 
people daily. The Panorama of Rio de Janeiro was not 
able to compete with World’s Fair attractions.  

Victor Meirelles ended his business partnership with 
Langerock and decided to take the panorama of Rio de 
Janeiro to the Brazilian capital, being the first time of this 
kind art and entertainment in Brazil. 

The panorama’s third exhibition location was in Rio de 
Janeiro. It opened on January 3 in 1891. [11] It was a great 
expectation to part of Cariocas and Brazilians: many 
people wanted to see the canvas that had been so 
successful. Until that time, they had only read comments in 
the newspapers or heard reports of who had seen it in 
Europe. Quickly, the Panorama had become the city's 
biggest entertainment spectacle (Fig.2). 

 

 
 

Fig.2. The Panorama of Rio de Janeiro at Praça XV de 
Novembro in Rio de Janeiro near to Master Valentim’s 
fountain: Photography x 3D model based in newspaper’s 
reports, 2018,  
 
Since the Panorama's opening, local newspapers started 

to publish small notes with public's frequency. [12] After 
consulting all these newspapers, thanks to the Biblioteca 
Nacional, the panorama's visitation in Rio de Janeiro 
surpassed an extraordinary record of 87.500 visitors in the 
first year of exhibition. It was approximately 17% of the 
city's habitants, an unprecedented mark in art exhibitions in 
Brazil. [13] 

The Panorama of Rio de Janeiro remained in exhibition 
for about five years. However, after the first year of 
exhibition, the visitation's average reduced gradually. 
Slowly, the city's greatest entertainment spectacle was no 
longer a big attraction. The Panorama’s enterprise was 
closed and the rotunda was demolished after a few months. 

In 1902, Victor Meirelles decided to donate his 
panoramas [14] to Museu Nacional da Quinta da Boa Vista 
(National Museum of Quinta da Boa Vista). They were 
stored inadequately, and after a few years of some 
exchanging correspondences of 1910 between Arquivos da 
Escola de Belas Artes da UFRJ (Archives of the School of 
Beauty Artes of UFRJ), today, D. João VI Museum, with 
the Museu Nacional da Quinta da Boa Vista, Meirelles’ 
Panoramas became lost. An important part of the Brazilian 
Art History is completely disappeared until today. 

This present work will continue a series of studies to 
investigate this Panorama of Rio de Janeiro by Victor 
Meirelles and Henri Charles Langerock of 1888, and 
specially will do a free drawing and painting interpretation 
to recompose its 360° surrounding view.  

Objective 
In order to follow the last objectives in the predecessor 
essay presented in 27th International Panorama Council 
Conference in Istanbul in 2018, we assume that the main 
objective for this opportunity is:  
- Redraw the Panorama of Rio de Janeiro by Victor 

Meirelles and Henri Charles Langerock of 1888 based 
in all data collected and produced.  
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Theoretical Framework 
Obviously, the theoretical framework also follows the 

preceding essay published in last year’s Journal. The main 
authors remain the same: Ernst Gombrich, Art and Illusion 
(2004); Oliver Grau, Virtual Art (2003); and Gordon 
Calleja, In-Game (2011). These and other authors are 
discussed and analyzed in the PhD thesis O panorama e a 
experiência imersiva em 360°: do espetáculo de 
entretenimento aos meios digitais (The panorama and 
immersive experience in 360°: from the spectacle of 
entertainment to the digital media), by Thiago Leitão, 
PROURB / FAU / UFRJ (2014). 

This team of authors and researchers offer a valuable 
overview about art and immersive experience. Gombrich 
discusses the painting as the great illusory media capable 
to interact with the observer [15]; Grau debates how virtual 
art increasingly codify the immersive experience offered in 
19th Century, highlighted by panoramas, and how the 
‘illusion’ has been changing into immersion, in total 
immersion [16]; Calleja reflects about how immersion is 
discussed today, especially related with video-games, 
considering the observer became a user, capable to perform 
actions which can modify his own immersive experience in 
a virtual world. [17] All these subjects can be easily related 
to Panoramas and immersive experiences.  

In order to enhance the theoretical discussion, we 
would like to point out the Panorama of Rome CCCXII, by 
Yadegar Asisi. Unlike traditional panoramas with old 
rotundas and faux-terrains, Asisi stands out for developing 
new techniques for the panoramas' realization. His 
reinterpretation generates a rich immersive experience, 
surrounding the visitor in a playful, contemplative, 
educational atmospheres. In a practical approach, Asisi 
uses the newest available resources of computer graphic 
techniques, traditional freehand sketches and digital media, 
but also uses his graphic skills as a painter. 

In Rome’s panorama, based on the original Alexander 
von Wagner’s brochure (1838-1919), Asisi artistic vision 
could endorse him to do developed free interpretations, 
evidently corroborated by the historical maps and data.  
With this in mind, Asisi could recompose, recreate and 
redraw the empty spaces found after correcting the 
incongruities of the original Alexander von Wagner’s 
brochure. For this occasion, sketches and freehand 
drawings were used as verification and validation 
processes between the new images developed and 
historical maps of Rome. This is exactly what Paul Laseau 
describes as a Graphic Think method [18]. 

The theoretical and practical approaches are important 
and complementary in this case. The lessons offered by 
these authors were applied and developed throughout this 
work to recreate the Panorama of Rio de Janeiro by 
Meirelles and Langerock. 

A synthesis and a comparison of the first and 
second experiments: the panorama’s rebuilt 

from the descriptive text x remaining studies, 
and the Panorama x 3D Models    

It is important to emphasize the reason for synthesizing 
the two experiments of the predecessor essay, if not briefly 
reported, the reader would not be able to understand the 
third and last experiment that developed a interpretation of 
the Panorama of Meirelles and Langerock. 

For the first experience, we analyzed in detail all the 
Panorama’s remaining documents, mainly, the brochure 
with Meirelles’ text presented in the exhibitions and the six 
remaining painted studies to find out any possible way to 
recreate the Panorama of Rio de Janeiro. 

The descriptive text doesn’t present the 'key' but it was 
divided according to the remaining studies. Analyzing each 
study and comparing them, it is possible to find some 
common elements related to city’s Architecture and 
Landscape. Once each of these elements was identified in 
the six remaining studies, the following survey was 
established: Study 1 with 30 elements found; Study 2 with 
14; Study 3 with 23; Study 4 with 21; Study 5 with 23; and 
Study 6 with 10. In this analysis, the six studies together 
indicated 126 elements to be identified in the panorama. 
The next moment was to compare the descriptive text of 
each study with the image depicted in the corresponding 
study. However, many doubts and great imprecision were 
generated: from 126 elements pointed out, only 70 were 
identified. This method proved to be ineffective, since 
almost half of the elements were not found. A new method 
needed to be developed. 

For the second experience, we decided to use a guide 
for Rio de Janeiro’s landscape, the photographic panorama 
of Rio de Janeiro by Hubmeyer in 1913, also taken by 
Morro de Santo Antônio, but 25 years later than Meirelles 
and Langerock’s panorama. It is important to mention that 
Hubmeyer represents part of the city with some 
modifications but it is possible to do an immediate 
comparison with the painters’ panorama.  Fortunately, this 
panorama had presented a long descriptive text of its main 
elements. These were identified in the own photograph, 
through numbers and legends.  

Therefore, a thorough comparison between these two 
panoramas became necessary: Hubmeyer's was made from 
a single point, composed by panoramic photographs; and 
the two painters' was realized by six studies, in six 
different places, as it is possible to realize when analyzing 
them in detail. It was necessary to resize, resemble them, 
as close as possible, to Hubmeyer’s landscape. The 
proportion of studies' by Meirelles and Langerock has 
always been maintained, never altered or distorted, only 
resized, and in a few cases, overlapped in Hubmeyer's 
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landscape. Once the two panoramas could be compared, 
the elements' identification could be done. This comparison 
proved to be a successful method: from 126 elements 
pointed out, only 7 were not found which represents a 95% 
success rate (Fig.3). 

 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.3. Demonstration of the original six studies of Meirelles 
and Langerock's Panorama in a unique 360° landscape, and 
their resizing for better comparison with the Hubmeyer 
Panorama, 2018, Private Collection. 

 
Still in the second experiment, in order to rebuild the 

panorama of Meirelles and Langerock, based on these 
elements' identification, locate them spatially in the city 
has become a necessity and great challenge. The 
approximately location of the six points used by the 
painters, would help to understand the composition of the 
six studies, and also to realize a single circular image in 
360°. The 3D models were considered the main 
methodological instrument to realize this task. Three 
different scales of 3D models were developed: 
architectural objects, historical city's topography, and 
historical city's urban form.  

Once these three scales of observation were established, 
and with all 3D models finished, finally it was possible to 
combine them. From Meirelles and Langerock studies was 
possible, by trial and error, to find the points of view used 
by the two painters, and mainly, locate them at the urban 
model. The 3D Model's camera was set at observer's 
height, in such a way that he could 'walk' through the 
virtual Morro de Santo Antônio, seeing simultaneously the 
architectural objects modeled and Meirelles and 
Langerock's studies behind them. This possibility could 
help to identify, approximately, the painters' angle of view, 
and locate the remaining studies in the 3D model.  

 

The third and final experience: the rebuilt of 
Meirelles and Langerock’s Panorama with an 

overlap in the Hubmeyer photographic 
panorama 

Following the experience held last year for the 27th 
IPC, in identifying the Victor Meirelles and Henri 
Langerock’s points of view for leading the six studies of 
the O Panorama da Baía e da Cidade do Rio de Janeiro 
from Morro de Santo Antônio, the next step was to 
juxtapose the six images generated by the 3D model. In a 
quick comparison with the 360° continuous vision 
previously established from collages and rescheduling of 
the six original studies of the two painters, based on the 
1913 Hubmeyer’s photographic panorama, it was found 
out that the six images generated by the 3D model 
recreated most of the landscape of Rio de Janeiro’s central 
area in the late 19th Century. All the work of identifying 
the main buildings, churches, fortifications, streets, 
avenues, gardens, as well as Guanabara Bay itself, was 
very important to assist in the digital reconstruction of the 
city and consequently its own landscape (Fig.4). 

 

 
Fig.4. A comparison between the three Panoramas: 
Hubmeyer, Meirelles and Langerock, and the 3D model 
panorama, 2019, Private Collection. 
 
However, looking closely to the juxtaposition between 

the images generated by the 3D model, it can be seen that 
in the one hand, the panorama landscape is very similar to 
Hubmeyer's original guide, but in another, the 'stitching' 
between the images to compose a single 360° circular 
image has not proved to be very effective. This problem 
can be seen by observing how each image is directed to the 
next, if it follows its drawing’s composition or not, 
according to the sequence of the six original studies, as 
well as of each study with the 3D model itself. Elements in 
the foreground do not 'fit' with what is pointed out by the 
3D model. For instance: Study 1, Avenida Passos does not 
fit perfectly; Study 2, The Church of São Francisco de 
Paula appears only with one tower; Study 3, São Bento 
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Convent building has a hidden part; Study 4, immediately 
after foreground vegetation, town houses are not 
coincident; Study 5, the area of Passeio Público does not 
match the reserved area in the model; Study 6, the 
important street of Lapa disappears into the middle of the 
forest; among other situations. As each study presented a 
specific problem, it became evident that the elaborated 3D 
model was very effective in generating the landscape of the 
city – especially if we consider the devastation of Morro 
do Castelo and part of Morro de Santo Antônio in the 20th 
Century, facts that radically altered the original landscape’s 
central area – but not so effective for some significant 
elements represented by the two painters, especially if they 
were presented in the six foreground studies. To fulfill this 
purpose, the accuracy of the 3D model should be higher, 
but unfortunately, there are no more detailed maps of this 
downtown area (Fig 5). 

 

 

Fig.5. Problems happened in the 3D model panorama: streets 
don’t fit, churches and monasteries are missing, and forest is 
not at the right position, among others, 2019, Private 
Collection. 
 
Faced of this situation, the solution was to return to 

Hubmeyer's 1913 photographic panorama and examine at 
it with a new gaze as a new alternative. If in previous 
experiments Hubmeyer’s panorama was used as a guide for 
city’s landscape drawing – and proved to be very effective 
for this, with its association with the elaborate 3D model, 
as well as for identifying the main buildings, churches, 
gardens and streets, pointed by the two painters in the six 
studies –, for this new opportunity, it was decided to 
consider it no longer as a mere guide for a simple 
orientation, but as the base to be followed, covered, 
overlapped, and consequently, redesigned: a 360° 
photographic base of the city of Rio de Janeiro seen from 
Morro de Santo Antônio in 1913. 

For this new opportunity, in addition to viewing 
Hubmeyer's panorama as a base, it was essential to 
examine how the city and landscape were presented in his 
360 ° photography, and see how they were represented in 
the original studies by Meirelles and Langerock. It can be 
seen immediately that photographer Hubmeyer was in a 
single point of view, probably on the tallest tower of the 
former National Observatory, from which he can glimpse a 
unique surrounding horizon. Of course, the same situation 

was not occurred for the six original studies of the two 
painters, as demonstrated by the elaborated 3D model. In 
fact, when looking at the city and the landscape, Hubmeyer 
had a fixed height and the entire horizon represented by his 
360° photograph is presented as straight line. Already the 
two painters have different heights, and consequently, 
different perspectives, as they are in six positions along the 
Morro de Santo Antônio. In a quick comparison, is 
possible to affirm the painters' drawing would not strictly 
follow Humbeyer's panorama. For the landscape, due to the 
distance, they could be quite similar, but for the foreground 
elements, not so much. This was an important reflection of 
this new experience (Fig 6). 

 

 
Fig.6. Diagram showing the position of Hubmeyer, Meirelles 
and Langerock in Santo Antônio’s hill: different heights, 
positions and perspectives, 2019, Private Collection. 
 
Faced of this difference in positioning, height and 

perspective, it was needed to establish the main method of 
this new investigation: the 'deconstruction' of Meirelles and 
Langerock's original studies in favor of the one point of 
view established by Hubmeyer's photographic panorama. 

It is worth mentioning that in the previous experiments, 
the six studies by Meirelles and Langerock were always 
respected as their value as historical documents and the 
only remaining iconographic records of the O Panorama 
da Baía e da Cidade do Rio de Janeiro in 1888. The only 
consideration previously elaborated was to scale them, to 
try to find an ideal scale between the six original studies of 
the two painters by comparing them with the landscape 
presented in the Hubmeyer photographic panorama of 
1913, since the six studies are quite different in size. 
Nevertheless, nothing was found to justify this difference. 
In order to establish this ideal scale, some studies were 
resized, increased, decreased, but always respecting their 
original proportion. 

For this new possibility, the six studies did not have 
their original proportion maintained. They have now been 
cut into large sections, into small sections, rotated, slanted, 
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distorted, warped, perspective corrections, deformed, 
corrected, but always in favor of the city and landscape 
drawing established by the base of Hubmeyer's 
photographic panorama. The accomplishment of this task 
lasted approximately one year. It was a long and difficult 
work realized in image editing software (Fig 7).  

 

 
Fig.7. Diagram showing small part of the process of 
deforming the original studies of Meirelles and Langerock 
and overlaying them in Hubmeyer’s photographic panorama, 
2019, Private Collection. 
 
In order to achieve this purpose, seventeen layers were 

established for each study: 00 Hubmeyer, the origin, the 
base, which the final drawing should follow whenever 
possible; 01 Hubmeyer + 3D, to develop the 360° drawing, 
we use again the previously elaborated 3D model to 
overlay Hubmeyer's base with its photographic panorama 
from the same point of view; 02 Hubmeyer + 3D + GRID, 
a grid with four vanishing points was established to verify 
the adequacy of the 3D model on Hubmeyer's photographic 
base, as well as to guide the design of subsequent layers; 
03 Hubmeyer + 3D + Grid + Free Transformation in the 
Study, the layer that began the process of free 
transformation of studies with cuts, rotations, inclinations, 
distortions, with perspective corrections; 04 Free 
Transformation in the Study + 3D + No Grid, the grid was 
no longer necessary, it already pointed the direction of the 
vanishing points that the studies already cut, distorted, and 
corrected should follow; 05 Free Transformation in the 
Study + Without 3D, similarly as the previous layer, the 3D 
model has already performed its role of assisting in the 
process of city landscape design and in identifying the 
main elements presented in the panorama, then, it could be 
withdrawn; 06 Free Transformation in the Study + Without 
3D + Without Hubmeyer, the layer that allowed us to see 

for the first time all the free transformation performed in 
the studies, as well as to observe all the resulting ‘empty 
spaces’ found from these operations, and consequently, 
where they would need to be filled in the next layers; 07 
Free Transformation in the Study + No Landscape, the 
layer that isolated the landscape presented at the 
background in the studies and starts its process of 
correction and adaptation to the one presented in 
Hubmeyer's photographic panorama; 08 Free 
Transformation in Study + With Landscape, the layer that 
already has corrected and adjusted the landscape in favor 
of Hubmeyer's perspective; 09 Free Transformation in 
Study + Sky, this layer has set a new ratio for panorama, as 
it increases the height and adjust the different colors 
presented in the six original studies, a new palette was 
chosen, placed with gradient filling, considering a single 
point of light, clouds that came from the studies 
themselves, and from 'cloud studies' realized by Victor 
Meirelles himself; 10 Free Transformation in the Study + 
Guanabara Bay, as new colors were established for the 
sky, this layer created a new palette for Baía de 
Guanabara to follow the brightness and the reflection of 
light; 11 Free Transformation in Study + Studies 3 and 4, 
this layer had started the process of filling the empty 
spaces in the foreground of the studies, as studies 3 and 4 
have their foreground closest to the observer and more 
defined with vegetation elements, it was decided to 
observe again the elaborated 3D model and Hubmeyer's 
photographic panorama to extended this vegetation in the 
foreground to complete it in the other studies; 12 Free 
Transformation in the Study + Hand drawing, from the 
understanding established by the previous layer, numerous 
freehand sketches were made for the foreground vegetation 
design to be completed in all studies, always in favor of the 
perspective established by Hubmeyer's photographic 
panorama; 13 Free Transformation in the Study + 
Foreground, this layer began to define the foreground 
vegetation design by adapting the cutouts of the original 
studies with the freehand sketches created in the previous 
layer; 14 Free Transformation in Study + No Hand 
Drawing, this layer removes the sketches and fills most 
part of the foreground with new vegetation elements; 15 
Free Transformation in the Study + Filling the gaps, this 
layer not only filled the small empty spaces left by the 
foreground vegetation design, making them fit with the 
city represented in the intermediate plan of the studies, but 
also made fine adjustments, extremely necessary for 
accordingly drawing the city, where houses, buildings, 
streets and squares were corrected and adjusted in favor of 
the perspective established in Hubmeyer's photographic 
panorama; 16 Free Transformation in the Study + Color 
Balance, after designing the fine adjustments and 
corrections of all elements presented in the panorama made 
by the previous layer, this new and last layer, established a 
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new color balance presented in the six studies, in such a 
way as to provide a unique favorable atmospheric 
perspective to distinguish the distances presented in the 
panorama. For the final design 102 layers (17 layers x 06 
studies) were established, and countless intermediate layers 
were made only for processes and adequacy for each 
developed theme. A long, hard and pleasant work were did 
to recreate this free interpretation of O Panorama da Baía 
e da Cidade do Rio de Janeiro in 1888 (Fig 8-9-10).  

 

 

Fig.8. Diagram showing the process of deforming the original 
Study n° 5, 1-5, of Meirelles and Langerock and overlaying it 
in Hubmeyer’s photographic panorama, 2019, Private 
Collection. 

Fig.9. Diagram showing the process of deforming the original 
Study n° 5, 6-11, of Meirelles and Langerock and overlaying 
it in Hubmeyer’s photographic panorama, 2019, Private 
Collection. 
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Fig.10. Diagram showing the process of deforming the 
original Study n° 5, 12-17, of Meirelles and Langerock and 
overlaying it in Hubmeyer’s photographic Panorama, 2019, 
Private Collection. 

Concluding remarks and perspectives   
It is possible to affirm that the greater conclusion of this 

work was the development of the process itself. The first 
and the second experience were really important to 
establish the third. The recreation of The Panorama of Rio 
de Janeiro by Victor Meirelles and Henri Langerock of 
1888 in a 360° surrounding view was only possible 
because we assume it as a free interpretation and we use 
the Hubmeyer’s photographic Panorama as a base.  

The seventeen layers for each study, in total 102 layers 
for the whole panorama, were a very important part in the 
successful experience. Drawing by layers allow us to 
visualize the panorama in different levels of distance, and 
even, in some specific subjects like landscape, bay, city 
and foreground, among others, which greatly facilitated the 
final composition.  

In the light of the work realized, some perspectives 
have been presented for the following years: make some 
necessary adjustments and fine retouches (city and 
vegetation) in panorama drawing; use the developed layers 
(Photoshop) and combine them to create a digital 3D 
panorama, the key current question in IVRPA (The 
International Virtual Reality Professionals Association); 
create a new panorama of the city by Geo-Location and 
compare with Meirelles and Langerock historical painting; 
experience both panoramas, historical and current, in a 
Virtual / Augmented Reality Glasses, or even in a 360° 
multimedia installation; print the Panorama and create and 
art exhibition; foster the discussion between students and 
researchers about immersion and immersive experiences in 
Architecture and Urbanism. 

Notes 
1. Leitão, Thiago. O panorama: da representação-
pictórico espacial às experiências digitais. Dissertation 
(Master in Urbanism) – Universidade Federal do Rio de 
Janeiro, PROURB / FAU, 2009. 
2. For more details and information about the other three 
Panoramas of Rio de Janeiro and their painters, see: Leitão, 
Thiago. “The Panorama of Rio de Janeiro  by Victor 
Meirelles and Henri Langerock:  Part 1 – A city memory’s 
representation or a city invention?”. International 
Panorama Council Journal, no. 2 (January 2019): 14-23. 
3.Xexéo, Monica F. Braunschweiger, Victor Meirelles – 
um desenhista singular, p.64-77. In: Turazzi, Maria Inez 
org.; Rosseto, Lourdes coord. Victor Meirelles – Novas 
leituras, São Paulo: Studio Nobel, 2009. 
4. Rosa, Ângelo de Proença, et al. Victor Meirelles de 
Lima 1832-1903. Rio de Janeiro: Pinakotheke, 1982. 
5. Leitão, Thiago. O panorama e a experiência imersiva: 
do espetáculo de entretenimento aos meios digitais. Thesis 
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(Ph.D. in Urbanism) – Universidade Federal do Rio de 
Janeiro, PROURB / FAU, 2014. 
6. Bibliographical note of Henri Charles Langerock 
published in the Belgian newspaper Le Gand, May 14, 
1888. We found this information during our Master course 
in Urbanism co-realized at Hogeschool Sint-Lukas, 
Brussels, in 2007-2008. For more information see: Leitão, 
Thiago. 2014. Ibid., 136-138. 
7. Mello Junior, Donato. O Panorama da Baía e Cidade do 
Rio de Janeiro, de Vitor Meireles: no Arquivo Nacional 
três documentos inéditos para sua história. Mensário do 
Arquivo Nacional, Rio de Janeiro: Arquivo Nacional, v.13, 
n.10, 0, p.336-346,1982. 
8. This rotunda was disabled. The Panorama of Meirelles 
and Langerock was an exception in this rotunda. Currently 
it is a parking garage. 
9. François Robichon mentions that before the Panorama 
of Rio de Janeiro was presented at Avenue Suffren, it was 
installed in a "waiting" building on Avenue de la Motte-
Picquet. The author comments on September 11, 1888, a 
permission was requested for a provisional construction for 
Panorama by the Architect Leon Daubourg. Only in 17 of 
January 1889, a new permission was made for the Avenue 
de Suffren, No. 80. For more information see: Robichon, 
François. Les Panoramas em France au XIXe Siècle. 954f. 
Thesis (Doctorat de 3ème cycle) – Université de Paris X 
Nanterre, 1982. 
10. Vibert, Paul. Souvenirs de l'Exposition universelle de 
1889: Les panoramas géographiques of Paris. Paris: 
Charles Bayle, p.23-32, 1890;  and, Germain Bapst and 
Paul Vibert. Bapst, Germain. L'Histoire des Panorama et 
des Dioramas: extrait des rapports du jury international de 
l'exposition universelle de 1889. Paris: Imprimerie 
Nationale, 30p, 1889.  
11. O Diário de Notícias. 1891. Newspaper of Rio de 
Janeiro. Biblioteca Nacional. Year VIII, n° 2013, January 
2, 1891, 1.  
12. Considera, Eliane. Uma modernidade bem-
comportada: O panorama da baía e da cidade do Rio de 
Janeiro de Vitor Meireles e Langerock, In: I colóquio 
Internacional de História da Arte. Paisagem e arte: a 
invenção da natureza, a evolução do olhar. São Paulo: H. 
Angotti Salgueiro, p. 287-293, 2000. 
13. Online newspapers' of Hemeroteca Digital (Journals 
Digital Library) of Fundação Biblioteca Nacional 
(National Library Foundation). 
14. Victor Meirelles did other two Panoramas: O 
Panorama da Esquadra Legal em 23 de junho de 1894 
observada da Fortaleza de Villegaignon em ruínas, 
inaugurated at the same rotunda, in 1896; and O Panorama 
do Descobrimento do Brasil inaugurated in another 
rotunda, in Santa Luzia’s Street, also in the city's center. 
For more information, see: Leitão, Thiago. O panorama: 
da representação-pictórico espacial às experiências 
digitais. Dissertation (Master in Urbanism) – Universidade 
Federal do Rio de Janeiro, PROURB / FAU, 2009. 

15. Gombrich, E. H. Art and Illusion: a Study in the 
Psychology  of Pictorial Representation. London: Phaidon 
Press, 6th edition, 2004. 
16. Grau, Oliver. Virtual Art: From Illusion to Immersion. 
Cambridge, MA: MIT Press/Leonardo Books, 2003. 
17. Calleja, Gordon. In-Game: From Immersion to 
Incorporation. Cambridge, MA: MIT Press, 2011. 
18. Paul Laseau is an architect and illustrator. He is 
Professor Emeritus of Architecture at Ball State University. 
He researches design communications including traditional 
and digital media. His books bring excellent remarks for 
teaching Architecture. The Graphic Thinking is a method 
to develop drawings more than a convenient way to 
communicate ideas, but also, to think in solutions, 
possibilities, alternatives, hypothesis to solve a problem / 
issue. In this particular case, Yadegar Asisi used this 
concept to find out a solution in how to fill the empty 
spaces left after the recompose of the original images of 
Alexander von Wagner’s brochure. 
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Abstract 
The Murten Panorama (10x100m) was realised by the renowned 
German panorama painter Louis Braun (1836-1916) in 1893, 
commissioned by a Swiss consortium. It commemorates the Swiss 
victory against the army of the Duchy of Burgundy in 1476 and 
exists as a symbol of independence as well as martial prowess. 
Originally displayed between 1894 and 1909, it later disappeared 
from public consciousness. Only in 2002, the panorama was 
restored and put on display at the Swiss National Expo.02. Since 
then, it has remained rolled up in storage. The physical display of 
an original painting spanning 1000m2 represents just as much of a 
serious challenge today as it did in the nineteenth century. Public 
attention regarding this national treasure is has recently increased, 
whilst solutions for a new display are being explored. Moreover, a 
new campaign for its digitalisation using the latest imaging 
technologies is being pursued. This article explores how the 
artwork might be transformed from the second to the fourth 
dimension. It does so by outlining the work’s late medieval and 
early modern pictorial sources, and by presenting the challenges 
and output of this new imaging effort, that will result in an image 
resolution four times higher than any single image in the world. 

Keywords 
Switzerland, Morat, Murten Panorama, Martial Culture, 
Interactive Display, Burgundian Wars, Photomosaic Imaging, 
Data Science, Experimental Museology. 

Introduction 
The Murten (Morat for the French spelling) Panorama was 
realised by the renowned German panorama painter Louis 
Braun (1836-1916) in 1893, having been commissioned by 
a Swiss consortium [1]. It is the last – and the only 
remaining – of the eight panoramas by the artist. Along with 
the Bourbaki Panorama, it is the largest of four surviving 
panoramas in Switzerland that were created between 1804 
and 1893 [2]. Being a massive artwork (10x1000m) the 
Panorama presented a major challenge for its public display 
in the nineteenth century, just as it does today.  

Following the article of Maillard and Garey, presenting 
the general context of the artwork, as well as its significance 
and the ongoing project to valorise the work [3], this article 
approaches the panorama from an art historical perspective, 
as well as considering the campaign to digitally image the 
object using state-of-the-art technologies, in addition to the 
potential impact this work could make on the field of 
experimental museology. 

2D - The sources of the panorama 
Only four years after the victory of the Old Swiss 
Confederacy and its allied towns against the army of the 
Duke of Burgundy, the first painting representing the battle 
of Murten was created. In 1480, the town council of 
Fribourg commissioned a large painting for the council 
room of its city hall. Artist Heinrich Bichler was then 
commissioned to create two further monumental paintings 
for the Jaquemart and Bern town gates. The Carthusians of 
Thorberg remunerated him in 1478 for a painting 
representing Saint-Sulpice [4]. Sadly, this painting of the 
battle of Murten did not survive and had disappeared by the 
mid-sixteenth century. 

Such early commemoration outlines the significance of 
the Murten  victory, the outcomes of which resonated across 
Europe. The prowess of Swiss infantry men defeating the 
great Burgundian army, with the finest knights on horseback 
and equipped with the latest advancement in artillery 
cemented the martial reputation of Swiss fighters. 
Following this event, the princes of Europe, including popes 
and several kings of France, favoured Swiss mercenaries 
and even employed them as their personal guards. 

The lost painting, however, inspired the 1513 illustrated 
chronicle by Diebold Schilling (Fig. 1). In this latter work,  
the artist notably represented several events in the same 
image that were in fact chronologically distinct from one  
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Fig. 1: Schlacht bei Murten. Illustrated Chronicle of Lucerne by 
Diebold Schilling, 1513. Ink on parchement, 39x28.5cm. 
Luzern, Korporation Luzern, S 23 fol. Credits:10.5076/e-
codices-kol-S0023-2. 

 
another. The preparation of the town defences by Adrian the 
First of Babenberg is situated in the foreground, next to the 
camps of Jacques of Savoy, count of Romont (lower left 
panel), and the one of the Burgundians (right panel), later 
installed. Other events, such as the shock of the Burgundian 
cavalry and the confederate pikemen near the Villars-les-
Moines convent can be recognised. The phenomenon of the 
conflation and distortion of time in the late medieval image 
is also a common feature of nineteenth century panoramas, 
as discussed below. 

Fig. 2: Martin Martini, Battle of Murten, 1609. Etching on 
copper, 101x39.5cm Murten Museum. Photo Alain Kilar. 

 
 

 The landscape of Murten was also represented in 1606 by 
the famous etcher and goldsmith Martin Martini, 
commissioned by Laurent Wehrli. Martini notably etched 
two town plans, of Fribourg and Lucerne. The copper 
etching of Murten (Fig. 2) was later used by Braun as source 
for the Murten Panorama, while he was working in Munich 
with the historian Viktor Tobler [5]. 

Augmented 2D - The panorama and its displays 
When creating his panorama, Louis Braun conceptualised 
an immersive experience of the representation of the battle, 
represented on the landscape of Murten for a display in a 
rotunda. As in late medieval images, the viewer was invited 
to grasp, from a 2D image, the impression of being at the 
heart of the action due to being surrounded by the panoramic 
landscape. Braun intended to illustrate multiple events in 
different locations, thus creating an illusion of a live scene 
with an unfolding narration of key events. The concept of 
this realisation relies on a text written in 1894 by the 
historian Viktor Tobler, sequencing the different actions 
with twenty-nine commented labels in the form of a 
panorama guide [6]. The result is arguably an augmented 
2D experience in a 3D space. As such, it functions as a 
pioneering viewing experience for the later movie theatres, 
but from a still image. 

The panorama was on display on the rotunda on the 
Utoquai in Zürich designed by Rudolf Oechsli (Fig. 3) in 
1894-7, and then in Geneva at la Jonction in 1897-1904, and 
possibly until 1909, but the date of the return of the artwork 
to Zürich remains unclear [7]. The Swiss consortium for the 
panoramas was in financial difficulties and was dissolved in 
1897, to be rebranded in 1908 in Geneva, but time of the 
great panoramas had passed. The Zürich rotunda was sold 
in 1918 and the panorama itself in the end even donated to 
the town of Morat in 1924. It too fell into oblivion for more 
than seventy years. 

In the planning of a new temporary display in the context 
of the Swiss national exhibition “Expo01”, which took place 
in 2002 (renamed “Expo02”), the three rolls of the Murten 
Panorama were restored (Fig. 4) and exhibited in Jean 
Nouvel’s Pavilion on Lake Murten, which featured a 
monolithic metallic structure on its outside (Fig. 5). Great 
care was taken in displaying the painting to recreate the 
original atmosphere of the great nineteenth century 
panoramas. The Pavilion structure, however, was never 
designed to be permanent and was dismantled four months 
after the end of the exhibition, after which time the 
panorama was again placed back in storage.
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Fig. 3: View and cross-section of the rotunda at the Utoquai in 
Zürich from the architect Rudolf Oechsli, 1893. Zürich, 
Stadtbauamt, reproduced from Heinz Schwarz, 1996. 

Fig. 4: Restoration of the panorama, 2001. Stiftung für das 
Panorama der Schlacht bei Murten (1476). Photo by Cuno 
Vollenweider. 

Fig. 5: View of the Monolith of Jean Nouvel, Expo02, 2002. 
Photo by Cuno Vollenweider. 

2D-4D – New imaging campaign 
Several projects for a new display of the Panorama have 
been explored by the owner foundation, joined in 2015 by 
the Association of the Friends of the Panorama (AAPM) [8]. 
An ongoing travelling exhibition is raising public interest 
for the need for a new display in relevant locations all over 
Switzerland (March-December 2019). Alongside these 
continuing projects, the digital imaging of the artwork is 
now being planned. 

During the preparation of Expo02, in 1999-2001, an 
image taken for restoration purposes was used to valorise 
the panorama in the form of a website, allowing a scalable 
online encounter with the panorama [9]. Twenty years later, 
the resolution of these images does not meet current archival 
and conservation standards, nor does it allow the potential 
for exploitation of the latest digital technologies to display 
the work on screen, or on larger installations. 

The Laboratory for Experimental Museology (EPFL, 
Lausanne) has conceived a project to capture the 1000m2  
painting at 1000 dpi, using photomosaic imaging. It is 
estimated the image will be four times larger than any other 
single “terapixel” image in the world at 1.6TB [10]. 

The documentation workflow involves a camera that will 
be mounted on a fixed truss with a moveable section that is 
remotely triggered, allowing the camera to take images in a 
series of vertical strips on the unrolled panorama. Stitching 
tiles into one large image will require specialist large-image 
handling, as well as alignment precision for the appropriate 
high-quality result. Terapixel stitching software for 
bioscience and microscopy images will thus be used for the 
precise alignment and fusion of multiple image tiles per 
channel into one 2D, 3D, and even 4D volumes. 

Using the latest camera sensor technology, allowing a 
1000dpi acquisition, and by imaging in separate columns of 
500mm diameter with a 30 per cent overlap on its horizontal 
edges, the final image will result in a 1.6 terapixel image, 
captured as follows: 
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Estimates in resolution and size for a 150 megapixel camera 
(in 16 bit) 
Target DPI: 1000dpi 
Image width x height: 350mm x 250mm 
Columns: 402 
Rows: 58 images vertically per column 
Number of images: 23,722 
Photo storage: 20TB 
Pixels per mm: 40 
Vertical pixels (rounded): 400,000 
Horizontal pixels (rounded): 4,000,000 
Total gigapixels: 1600 
Storage for image in terabytes: 9.6 TB 

This project represents an important challenge not only 
for historian but also for data scientists, as it will not be 
possible to view the complete image at its full resolution in 
one screen viewing due to its proportions and enormous 
scale. The question faced here is how to create a data 
structure that allows a viewer to extract a portion of the 
image within a reasonable time, hopefully close to real time. 
The traditional approach would be a pyramidal format, but 
it is currently unknown how well this would function at 
scale. What is therefore required is a custom format and 
specialist software solution. There are also opportunities for 
automatic image analysis using computer vision and 
machine learning algorithms, augmenting a grid-based (x, y 
coordinates) metadata schema to describe in detail all the 
elements of the painting.  
 
Panoramic projection 
One of the potential outcomes for such a high resolution 
rendering of the Murten panorama would be to re-project 
the image into a panoramic (360-degree) cinema cylinder. 
For one, this format would emulates the original panorama’s 
mode of seeing via multi-dimensional, layered 
chronologies, while also endowing it with new qualities by 
augmenting the image with various narrative potentialities. 
Through sonic, interactive and algorithmic processes of 
virtual reality, new media techniques could transform such 
traditional, object-centred panoramic immersion into a 
heightened sense of presence. As media art theorist Oliver 
Grau notes, “In virtual reality, the panoramic view is joined 
by sensorimotor exploration of an image space that gives 
the impression of a ‘living’ environment” [11]. The historic 
panorama as a form of public screen entertainment has been 
the subject of a number of extensive analytical histories over 
decades, which led Stephen Oettermann to claim the 
panorama as “the first true mass medium” [12]. In current 
media practices, the re-emergence of the panoramic scheme 
as “the new image vogue” [13] is based on the desire to 
design virtual spaces and places that can be inhabited by the 
viewer, maximising a sense of immersion and ultimately 
“presence” or “being there” [14].  

 Interestingly, the concerns raised about panoramic 
immersion in the eighteenth and nineteenth centuries are 
precisely the problems addressed in contemporary research 
in virtual reality environments research today. Nineteenth 

century panorama visitors were treated to increasingly 
sophisticated scenes and elaborate rotundas and structures 
in which to observe them. The impact of such realism was a 
growing demand for a totalising experience that mixed all 
the genres of sensation (acoustic, atmospheric, olfactory) as 
part of the viewer’s experience. This multisensory demand 
was often not fulfilled. Johann Eberhard in 1805, for 
example, spoke of the unease he felt when confronted with 
a painted panoramic view of London: “I feel entangled in 
the webs of a contradictory dream-world and not the sure 
instruction of the feeling in the distance of the location, not 
the full daylight, not the comparison with surrounding 
bodies can wake me from the anxious dream, which I must 
dream away against my will.” [15]. Lack of movement in 
the scene often met with disapproval: where were the 
scudding clouds and the atmospheric variations? To 
complete this list of faults, these static landscapes failed to 
provide temporal or narrative flow [16].  

Fig 6: Pure Land: Inside the Mogao Grottoes at Dunhuang, 
virtual representation of the panoramic visualisation system, © 
Sarah Kenderdine and Jeffrey Shaw, 2012. 

 
 In recent years, 3D digital visualisation installations have 
highlighted the potential of novel panoramic projection 
environments. Examples include Pure Land: Inside the 
Mogao Grottoes at Dunhuang (Pure Land) which exploits 
an immersive 3D, 360-degree visualisation system. Inside 
this 10-metre diameter and 4-metre high theatre, up to 30 
visitors are able to freely perambulate in a true-to-life scale 
virtual version of Cave 220 at the renowned world heritage 
site of Dunhuang (Figure 6). In this interactive environment, 
a single user interface, operated by one of the visitors or a 
docent, allows for active interaction with the digitally 
rendered cave, enabling the revelation and activation of 
hidden or embedded features in the mural paintings on its 
walls (Figure 7 and Figure 8). As well as offering a powerful 
space of embodied representation, Pure Land exploits 
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various digital image processing techniques, such as 2D and 
3D animation, as well as 3D cinematography, to further 
develop its experiential and interpretative capabilities. The 
installation was first shown to the public in 2012, to critical 
acclaim and subsequent worldwide attention. Pure Land is 
“exhibition experience of the future,” according to Julian 
Raby, director of the Arthur M. Sackler Gallery and Freer 
Gallery of Art, Smithsonian Institution [17].  

Fig 7: Pure Land: Inside the Mogao Grottoes at Dunhuang, 
augmented layer based on pigment studies by Dunhuang 
Academy, © Sarah Kenderdine and Jeffrey Shaw, 2012. 

Fig 8: Pure Land: Inside the Mogao Grottoes at Dunhuang, 
magnifying glass for mural detail, © Sarah Kenderdine and 
Jeffrey Shaw, 2012. 

 
 Another example is the digital 360-degree projection of 
the Pacifying the South China Sea scroll, painted by an 
anonymous Qing painter almost two hundred years ago in 
the early eighteenth century, is considered one of the jewels 
of the Hong Kong Maritime Museum. The scroll chronicles 
the story of how piracy was suppressed in the early 
nineteenth century by the forces of the Jiaqing Emperor. 
The events of the period are illustrated in twenty different 
scenes, each abundant with detail depicting the annihilation 
and eventual appeasement of the pirates by government 

forces, allowing free trade to flourish again throughout the 
region. The redevelopment of exhibitions for the new 
location of the Museum in 2013 was an opportunity to 
reconsider the display and interpretation of this seminal 
tangible heritage object of Hong Kong’s maritime heritage. 
In this instance, the South China Sea scroll was scanned at 
a resolution of 1200 dots per inch (DPI) opening up the 
possibility of using the image for display at 50 to 100 times 
the original size of the object (Figure 9).  

Fig. 9: Linear line scanning at 1200DPI, Pacifying the South 
China Sea scroll, Hong Kong Maritime Museum, 2013. Image: 
Sarah Kenderdine 

  
 Understanding how the scroll was originally expected to 
be viewed helps to explain its structure. The intention was 
that it should be studied by only one or two people at a time 
and slowly unrolled from right to left in sections of two or 
three feet. In this way the people viewing it could “voyage” 
through the coastal scenery, watching as Bailing tackles his 
massive task of subduing pirates and bandits. The scroll is 
divided into twenty narrative “scenes” containing numerous 
battles at sea, interspersed with pirates prostrating 
themselves before Bailing. The successful resolution of the 
problem is represented through the portrayal of village 
harmony and government pageantry. The final scene 
includes two western vessels at anchor, implying that trade 
with China and through these coastal waters was now safe. 
The scenes are not all exactly the same length and shape, 
they do not always seem to follow strict chronological order 
and the transitions between scenes are handled in a number 
of different ways.  
 A digital re-presentation of the scroll, We Are Like 
Vapours, was also staged at the new Hong Kong Maritime 
Museum in a 360-degree display system (10 metres in 
diameter and 4 metres high). Inside this cylindrical 
enclosure the high-resolution scroll slowly rotates, although 
the painting itself is largely obscured from viewers by 
digitally generated sea mists that drift over its surface. 
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Inspired by the “vapours” described in the pirate Zhang 
Bao’s records, these mists slowly thin and part to reveal the 
key situations, characters and events in the painting, which 
are then brought to life as animated vignettes. 
 These fifty-five animations are revealed in a sequence 
around the screen so that the viewer makes a complete 360-
degree turn inside the display system during the 15-minute 
experience. When the mists open, each animation zooms out 
from the scroll background and is strongly magnified within 
a circular window. The level of magnification was only 
possible because of the ultra-high resolution scan (Figure 
10).  

Fig. 10: We Are Like Vapours, Hong Kong Maritime Museum 
© Sarah Kenderdine & Jeffrey Shaw 2013. Image: Sarah 
Kenderdine 

 
 The temporal dramaturgy of mists parting to reveal 
magnified animated details of the painting is an effective 
way to communicate to the public the scroll’s twenty 
narrative sequences. The visual experience also has an 
evocative surround sound audio design, and the animated 
events are synchronised with vivid sound effects. The 
overall scenography is punctuated by narrated scene titles 
(derived from the painting itself) that further helps to 
elucidate the meaning of each phase of the scroll’s 
unfolding drama [18]. 
 The use of the panorama in virtual, immersive 
environments provides a lexicon for navigable space that is 
“not only a topology, geometry and logic of static space” 
but is also transformed by “new ways in which space can 
function in computer culture” [19]. It exemplifies sensations 
of the ‘electronic baroque’ [20] in a merger between the 
aesthetics of a Baroque painted ceiling and the all-absorbing 
360-degree panorama.  

Output and concluding remarks 
Firstly, the Murten panorama imaging campaign, with its 
associated challenges, represents a step forward for research 
in imaging technologies and data curation in their own right. 
Secondly, the ultra-high resolution of the image will provide 

data for digital archiving purposes (conservation), which 
will potentially last longer than any currently available 
imaging technology could provide. Lastly, and probably the 
most interesting for public outreach, the utilisation of this 
image in immersive interactive displays in the context of a 
museum – or as projected animation on large surfaces (town 
walls, buildings, etc.) – represent advances for the 
valorisation of the artwork.  
 The focus on the panorama and its virtual derivatives in 
this article has demonstrated how closely the augmented, 
hybrid-reality strategies engage with the historical scheme 
that precedes it. If the purpose of digital cultural heritage 
research is to develop ways in which cultural heritage assets 
can be accessed and engaged with, then panoramic virtual 
worlds are a persuasive interface paradigm for these 
purposes. Key issues in the current renegotiations and 
transformations of virtual spaces are concerned with the 
metaphors for navigation and embodiment. The provocative 
tension that exists for museums investing in digital cultural 
heritage is the same tension that exists between the use of 
new media as a tool for scientific and cultural visualisations, 
with the inherent scientific requirement to reproduce a 
rational, and authentic material reality.  The transformation 
of the Murten panorama from 2D to 4D is however work a 
critical opportunity to enliven the authenticity of the 
inherent immersive and embodied experience, that so 
intrigues visitors within these spaces.   
 The first presentation of this image is already planned in 
the context of an exhibition on martial culture in towns due 
to occur in 2021, where the panorama, in a digital form, will 
be used as a central object [21]. It will be displayed in an 
immersive interactive installation, allowing the visitors to 
navigate into the image projected on a circular screen.  

Notes 
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ihre Gesellschaften in der Schweiz”, in Freibürger 
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Historique de la Suisse, 2019 (online). 
5. Schaible, Volker, “Das Panorama der Schlacht bei 
Murten”, in Freibürger Kulturgüter 7 (1997), p. 15-26. 
About the plan Martini, see Grosjean, Georges, Der 
Kupferstich Martinis über die Schlacht bei Murten im Jahre 
1476. Historischer und topographischer Kommentar. 
Zürich: Sotcker, 1974. 
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realism and animating popular gods: Place-Hampi ‘where 
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Halle, Bd. 1, p. 169f. 
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17. Kenderdine, Sarah. Place-Hampi: Inhabiting the 
panoramic imaginary of Vijayanagara. Heidelberg: Kehrer 
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18. Kenderdine, Sarah. “Pure Land: Inhabiting the Mogao 
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Abstract 

Some might think it ironic that an artist who makes panoramic 
photographs and is concerned about the current circumstances of 
our digitally networked world would explore a surveillance 
technology invented at the end of the 18th century. This paper 
reviews the history of the British social reformer Jeremy 
Bentham’s panopticon and places it in context with a 
contemporaneous invention: the panoramic painting. One of the 
few existing panopticon buildings, the Presidio Modelo in Cuba, 
is described, with a focus on its history and cultural impact. 
Finally, the paper offers reflections on the power/knowledge 
relationship and on how the panopticon can serve as a metaphor 
for our highly surveilled world, where those in power, gathering 
the data (knowledge), can predict and modify our behavior. 

Keywords 
Panopticon, Panopticism, Foucault, Bentham, Panorama, 
Surveillance, Behavior Modification, Behavioral Control, Presidio 
Modelo, Cuban Architecture 

Etymology 

 
 
 
 
Panopticon, from the Greek; “All Seeing” and associated 
with the Greek primordial giant, Argus Panoptes, often 
described as having 100 eyes. Like sea mammals and some 
birds and reptiles that sleep with one eye open, [1] Argus 
could exert his power of sight even when asleep. [2] 

The Benthams 
Samuel Bentham (1757–1831), an engineer and ship 
designer, was the younger brother of the more acclaimed 
Jeremy Bentham (1748–1832). In 1780 Samuel traveled to 

Russia looking for work. Prince Potemkin, with a mandate 
from Catherine the Great to aggressively develop industry 
in Krichev, White Russia (modern Belarus). Potemkin hired 
Samuel in 1784 to manage new manufactories and to build 
ships that could travel down the Denieper River to the Black 
Sea. Samuel had access to a large workforce of unskilled 
serfs and brought 20 English master craftsmen to Russia in 
the hope that these skilled workmen would make it possible 
to achieve the ship building and manufacturing enterprises 
he was tasked to complete. [3] Samuel was an inventive 
man. During his life, he secured several patents related to 
ship design, and he conceived of the idea of a circular 
building with an "inspector’s lodge” [4] at its center. This 
building-type would permit a small number of overseers to 
provide training, as well as to discipline the activities and 
behavior, of the untrained workforce and the imported 
craftsmen. [5] 

Simon Werrett, in his paper, Potemkin and the 
Panopticon, outlines a number of aspects of Russian culture 
that likely influenced Jeremy’s design, noting that “… the 
Panopticon subsumed the spatial structure of the Russian 
estate into a single building: the family house, the noble at 
the centre, his peasant workforce surrounding him.” And:  

 
In the 18th century, the Russian peasantry learnt their 
place in the world through their relationship to God. The 
place where this process was played out was the Orthodox 
church. It was here that social identity was defined 
through a spatial structure, inherited from the Byzantine 
model, in which visibility played the central role. In this 
respect, there are close parallels between the system of 
power in operation in the Panopticon and that in the 
Orthodox church. [6] 

 
 Further, Shoshana Zuboff, in her brief commentary on the 
panopticon, points out that Orthodox churches dotted the 
Russian countryside: “… these structures were built around 
a central dome from which a portrait of an all-powerful 
‘Christ Pantokrator’ stared down at the congregation and, 
by implication, all humanity. There was to be no exit from 
this line of sight. … no exit from God’s total knowledge and 
power.” [7]  
 Samuel’s brother, Jeremy Bentham, the English social 
reformer and founder of Utilitarianism, came to visit his 
brother in Russia in 1786–7. He realized the many possible 
applications of the building-type his brother had invented, 
and, in a series of letters written during this period, he 
coined the term “panopticon” to describe Samuel’s 
“Inspection House.” 

Fig. 1. Hermes kills the 100-eyed Argus Panoptes; 5th 
century BCE, Stamnos, (ANSA IV 3729) Courtesy: KHM-
Museumsverband 
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These letters, some of which were written in response to a 
competition for a new house of correction in Middlesex, 
first appeared in the British press and were later published 
in book form in 1791 as Panopticon: or, the Inspection-
House. [8] 

 
 
 
 
 

 In the front piece of Bentham’s book, he suggests that the 
panopticon could be used for a variety of purposes, such as, 
prisons, poor-houses, manufactories, hospitals, mad houses 
and schools. In the preface and again in the closing eulogy, 
he states:  
 

Morals reformed — health preserved — industry 
invigorated — instruction diffused — public burthens 
lightened — Economy seated as it were on a rock — the 
Gordian knot of the Poor-Laws not cut but untied — all 
by a simple idea in architecture! [9] 

 
 Further, he says, the panopticon is "a new mode of 
obtaining power of mind over mind, in a quantity hitherto 
without example." [10] 
 Jeremy Bentham’s design for a prison was never realized 
in Britain, perhaps because he was advocating that it be run 
as a private, for-profit facility, with himself as the operator 
— the rules of formal bureaucracy lived on. [11] The first 
panopticon-styled building was designed and built by 
Samuel in 1805 on the River Okhta in St. Petersburg as a 
“School of Arts.” It was purpose-built to be used as a 
training facility to teach shipbuilding skills. Samuel had 
specified that it be built of iron, but it was built of wood and 
burned to the ground in 1818. Werrett notes, “At Okhta, 

Samuel Bentham finally succeeded in placing absolute 
power in the centre of the Inspector’s Lodge.” [12] A report 
provided to Samuel by the Russian Navy in 1812 outlined 
how panopticon-styled facilities had been built across the 
Russian Empire. [13] 
 

 
 
 
 
 
 Today it is Bentham’s prison design that is most 
associated with the term panopticon. In Bentham’s prison 
design, a single watchman could, in theory, observe all the 
inmates' cells at once. Since the inmates cannot know when 
they are being watched, they would be motivated to act as 
though they are being watched at all times. The result is a 
late-18th century technology that engenders a new idea 
about how to exert power — a mechanism for social and 
behavioral control. A great deal has been written about this 
change in the power relationship between workman and 
overseer; between inmate and guard. Later in this paper, it 
will be seen how the underlying concept of “secret 
surveillance” is being used in a powerful manner to control 
human behavior in our digitally connected world and hence 
why it is relevant today to consider the conceptual 
underpinnings of the panopticon. 
 
 
 
 

Fig. 2.  Penitentiary Panopticon, 1791, drawn by Willey 
Reveley, from The Works of Jeremy Bentham vol. IV, 
172-3 (1843) Public Domain 
 

Fig. 3. The St Petersburg Panopticon, 1810, reference: 
Rossiiskii Gosudarstvennyi Arkhiv Voenno-Morskogo 
Flota, St Petersburg, fond 326, opis' 1, delo 10043, 
Courtesy: Russian State Naval Archive 
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The Panopticon and The Panorama 
On June 19, 1787 — in the same year in which Jeremy 
Bentham was writing his letters from Russia and beginning 
an aggressive campaign to promote the idea of the 
panopticon, the English portrait painter Robert Barker 
(1739–1806) received a patent for a new approach to 
painting and exhibiting large, 360-degree paintings. Barker 
called his invention “la nature à coup d’oeil” [nature at a 
glance]. [14] As noted earlier, Bentham’s letters were 
published in book form in 1791, and that same year, in a 
newspaper article about Barker’s paintings, the term 
“panorama” appeared in print for the first time. [15] In 1792 
Barker began to call his paintings panoramas. Although 
there is no documented evidence, both Michel Foucault 
(1926–1984) [16] and Stephan Oettermann (1949– ) [17] 
have suggested the likelihood that Barker, seduced by the 
social “buzz” generated by Bentham’s panopticon, and 
seeking to market his paintings to a paying audience, 
changed their name from “La nature à coup d’oeil” to 
“panoramas”. 
 There are several architectural similarities between 
Bentham’s panopticon and Barker’s rotunda. Both are 
circular building types. Their diameters are similar, with the 
panopticon at 100- to 120-feet [18] and the panoramic 
rotunda at 90- to 110-feet. [19] Both Barker and Bentham 
wanted to assure that the person who wielded power (the 
paying audience or the overseer) would be at a distance that 
provided the best possible view from the center point. There 
are several other intriguing points of comparison. In 
Barker’s 1787 patent, he points out that it is important that 
the viewing of the full 360-degree painting not be 
interrupted by an entrance way. Hence, paying customers 
arrived in the rotunda from below-grade, rising up to the 
viewing platform to see a massive and impressive painted 
vista. [20] Bentham’s entrance, as can be seen in Fig. 2, is 
also below-grade. Here the purpose is to allow the guards or 

overseers to enter and exit the inspection lodge without 
being seen by the inmates. This was crucial in creating the 
desired behavioral control. The inmates would not know 
when the guards were on- or off-duty in the inspector’s 
lodge.  

  
 
 
 
Furthermore, the roof designs are similar. They are 
constructed in a style that ensures that the circumference 
walls are brightly lit, leaving the inspector’s lodge or, in the 
case of the panorama rotundas, the viewing platform, in 
relative darkness. This made the viewing of the paintings 
more dramatic and the surveillance of the inmates more 
effective. Unlike Barker’s Rotunda, Bentham’s plan called 
for windows in each cell, around the circumference. These 
windows back-lighted the inmates to make their 
surveillance even better.  
 In Greek, Panorama means ‘all sight’ and panopticon ‘all 
seeing.’ At first these neologies might seem to be synonyms, 
but, on closer scrutiny, they turn out to be opposites. The 
former means to gaze at something, as in a painting that 
shows everything. The latter means to gather in with one’s 
vision or gaze — to survey. Oettermann notes, “As ‘schools 
of vision’, the panorama and panopticon are at the same 
time identical and antithetical: in the panorama the observer 
is schooled in a way of seeing that is taught to prisoners in 
the panopticon.” [21] Oettermann also considers the socio-
historic context, in particular the expanding Industrial 
Revolution, when he says, “The panopticon and the 
panorama can be seen as symbolic of the two halves into 
which people’s lives begin to fall in this era, work and play.” 
[22] 
 An additional ‘opposite’ when considering the power of 
the gaze is to reflect on the concept of the synopticon, 
developed by the Norwegian sociologist, Thomas 
Mathiesen. In his 1997 essay, The Viewer Society, he 
reverses the panoptic paradigm. Instead of “the few 
surveilling the many” with the intent of controlling 
behavior as found in the panopticon, in Mathiesen’s 
synopticon, there is "surveillance of the few by the many" 

Fig. 4. Top: 360 Degree Panoramic View from the Inside 
of the Inspector’s Lodge, Circular #4, Presidio Modelo, 
Nueva Gerona, Cuba, 2019, Archival Pigment Print, 
20x195 in (51x495 cm) 
Bottom:  Detail © 2019 David Kutz 
 

Fig. 5. Cross-section of the Rotunda in Leicester Square in 
which the panorama of London was exhibited, 1801, 
Robert Mitchell, Public domain 
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[23], as found when many view a single panoramic 
painting. Mathiesen relates this directly to mass media and 
in particular to TV news broadcasters where a single on-
camera announcer is watched by and hence influences 
many. As Oettermann argues, the panorama was the first 
mass media – where the many viewed a single object; a 
painting that frequently carried not so hidden political 
and/or historic messages. 
 A less frequently discussed comparison of these two late-
eighteenth century inventions is to consider them as 
theatrical forums — or spectacles. For Barker, the 
entertainment value for the leisure class is self-evident. The 
growing middle-class of wage-earners had the time and 
resources to pay an entrance fee to see and be entertained by 
these spectacular paintings, and they made Barker a rich 
man. However, Bentham, the social reformer and utilitarian 
thinker, outlined in his letters that his panopticon 
establishments, whether prisons, hospitals, schools or 
manufactories, would include a theatrical component. Not 
unlike the Byzantine Churches that inspired Samuel 
Bentham, where the religious services are conducted from 
the center of the church, the top of the centrally placed 
inspector’s lodge is the ‘Chapel Gallery.’ This multi-
purpose area is exposed to all of the inmates in the 
surrounding cells. It is the stage set for a theatre in the round. 
A primary function of the Chapel Gallery was for the routine 
and required “divine service, and [for the inmates to] receive 
regular consecration”. [24] It also functioned as a place for 
the more senior administrators, owners and nobility — those 
who supervised the supervisors — to view the inner 
workings of the facility.  
 Bentham was an outspoken proponent of open and 
transparent government and suggested that the public also 
be invited to have a theatrical view inside the prison from 
the Chapel Gallery. Beyond his advocacy of transparency, 
Bentham understood that exposing the public to the 
conditions of the inmates could discipline the visitors, 
dissuading them from engaging in socially aberrant or 
criminal behavior. He also proposed that the inmates wear 
masks, appropriately designed to illustrate or represent their 
crimes. The worse the crime, the more horrific the mask. 
[25] As noted by Foucault, “The seeing machine was once 
a sort of dark room into which individuals spied; it has 
become a transparent building in which the exercise of 
power may be supervised by society as a whole.” [26] Those 
occasions when the surveillance was not secret, but exposed 
by a viewing public, strengthened the more important 
conceit of having the inmates think they were always 
observed. The public viewings were a visible reminder to 
the inmates that they always might be watched. 
 Both the panopticon and the panorama were viewing 
instruments invented towards the end of the Age of 
Enlightenment. The secularism of this era shifted man 
(rather than God) into the role of the all-viewing, all-seeing, 
and the all-powerful. Or, as framed by Alexander Pope in 
his Age of Reason, Essay on Man, “Know, then, thyself, 

presume not God to scan; The proper study of mankind is 
man.” [27] 
 Observing the world from man’s central position changed 
the Western European perspective in profound ways. With 
Carl Linnaeus’s publication of Systema Naturae (The 
System of Nature), in 1735, a new and comprehensive 
classification system of all plants on Earth was invented. 
Following Linnaeus, Europeans began a wave of worldwide 
scientific explorations to observe all aspects of our planet. 
As noted by Mary Louise Pratt,  
 

 … these two events [exploration and classification], and 
their coincidence, suggest important dimensions of 
change in European elites’ understandings of themselves 
and their relations to the rest of the globe. … [it is] about 
the emergence of a new version of what I like to call 
Europe’s ‘planetary consciousness,’ a version marked by 
an orientation toward interior exploration and the 
construction of global-scale meaning, through the 
descriptive apparatuses of natural history.  [28]  

 
Pratt goes on to argue that this drive toward “planetary 
consciousness” through natural history and interior 
exploration resulted in Western European’s colonial 
imperialism and hegemony, especially in Africa and South 
America. For those not invited or able to explore the world 
by ship, there was the panoramic rotunda, with its massive 
representational views of the world. For those who believed 
that man was redeemable by man, there was the power of 
behavioral control induced by the panopticon’s inspection 
lodge.  
 When considering the relationship between the 
panopticon and the panorama, one might conclude that the 
panopticon came first, followed by the panorama. However, 
Foucault suggests that the opposite might be true and that 
Bentham was influenced by Barker’s invention. [29] Either 
way, both are emblematic of an era. 

A History of a Panopticon — Presidio Modelo 

 Fig. 6. Presidio Modelo, Panorama Showing Five 
Panopticons, Nueva Gerona, Cuba, 2019, Archival 
Pigment Print, 10x42.5 in (25.4x108 cm) © 2019 David 
Kutz 
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No structure incorporating all of Jeremy Bentham’s design 
ideas has been built. However, many prisons throughout the 
world exploited some of Bentham’s principles. The vast 
majority, however, were built in the star configuration — 
not in the round. 
 Jane Semple, in her seminal text, Bentham's Prison: A 
Study of the Panopticon Penitentiary, suggests that the most 
famous existing panopticon prison is Stateville Correctional 
Center in Crest Hill, Illinois. This is a large, maximum-
security penitentiary complex incarcerating over 3,500 
people. Its “round house” is no longer in use but has been 
kept as a historic relic. [30] However, Semple notes,  
 

… it [Stateville] was a travesty of Bentham's plan, 
fatally flawed by the failure to understand that unseen 
inspection was of the essence. The central inspection 
towers were devised so that the inmates could observe 
every move of the guards; supervision became a 
mockery. And the building became notorious as one of 
the 'most awful receptacles of gloom which were ever 
devised and put together with good stone and brick and 
mortar.’ [31 & 32] 
 

 Today the Presidio Modelo or model prison, found near 
the town of Nueva Gerona, on the Isla de Pinos (now 
the Isla de la Juventud) in Cuba is a still standing truly 
Bentham panopticon-styled penitentiary. It has not served 
as a prison since 1967.  
 Rogelio Zayas Bazán, as President Gerardo Machado y 
Morales’ Minister of the Interior, traveled in 1925 from 
Cuba to the United States to research correctional facilities. 
More than a century after Jeremy Bentham’s support of 
social change through penal reform, the desire to improve 
prison conditions was again a topical issue, and Bazán was 
enthusiastic about how a modern prison could, with fair and 
benign treatment, transform criminals into productive 
citizens. He visited many penitentiaries in America and was 
most impressed by the panopticon at Stateville, [33] 
designed by architect W. Carbys Zimmerman.  At the 
Annual Conference of the State Charities and Corrections in 
Danville, Illinois in 1915 —  a decade before the 
construction of Stateville — Zimmerman stated that, “[The] 
model cells are so placed that a full view into every part of 

them is possible from one point, without the observer being 
visible to the prisoner …” [34] — the words of a true 
Benthamite.  
 President Machado assigned architect César Guerra y 
Massaguer to design the Presidio Modelo, and Machado 
placed the cornerstone in a well-documented ceremony on 
February 1, 1926. [35] The entire site, as planned, was never 
completed because the Depression ended construction in 
1932, but the five panopticons were completed. Four 
“circulars” where built to house prisoners, each with 455 
two-person cells. The fifth unit, which served as the 
centrally placed 3,000-seat dining hall, was known as the 
place of “three thousand silences,” since inmates were not 
permitted to speak during meals. If they did, they faced 
severe penalties, including solitary confinement in an 
especially cramped punishment cell for nine days. [36] 

 
 
 
 

 Guerra’s design included a number of reformist 
innovations that garnered accolades from international 
criminologists. He called for underground tunnels 
connecting each building, workshops to lift prisoners’ 
morale and give them purpose, headphones in each cell so 
inmates could listen to the radio and window screens to keep 
insects out. The windows also provided the inmates with 
exceptional views of the island paradise. It was to be a 
scientific, rational and humane prison —a model for the 
world to marvel at. [37] 
 
 
  
 
 
 
 
 
 
 
 
 
 

Fig. 7. Presidio Modelo, Inmates View of the Dining Hall 
from Circular, 2019, Archival Pigment Print, 10x15 in 
(25.4x38 cm), © 2019 David Kutz 
 

Fig. 8. Presidio Modelo, Dining Hall, 2019, Digital 
Photograph, © 2019 David Kutz 
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 Unfortunately, this is not how it worked out. Pedro 
Castells, the first warden, had apparently not read Bentham 
or others interested in prison reform. As noted by Joseph R. 
Hartman, “… the prison echoed the brutality of Cuba’s 
colonial prison system and its interrelated history of 
plantation slavery.” [38] Castells closed the tunnels, so 
prisoners would need to walk through the blazing sun for 
meals, no headphones were installed, and there was no 
mobile library. The workshops became a “means of torture 
and exploitation.” Guards indiscriminately tortured and 
killed prisoners. “Scatological and violent expressions of 
power challenged the sanitary ideas of moral reform.” [39]  
 In the 36-year history that the Presidio Modelo (1931-
1967) functioned as a prison, there was an extraordinary 
exception to the inhumane, brutal, cruel and oppressive 
conditions imposed on the inmates. On July 26, 1953, Fidel 
Castro and about 160 cohorts assaulted the Moncada 
Barracks in Santiago de Cuba, making their first attempt at 
a Cuban revolution. Their effort failed, and on October 17, 
1953, after what is known as the “Cuban trial of the 
century,” Fidel Castro, Raúl Castro and 24 compañeros 
arrived on Isla de Pinos. [40] But, instead of being 
incarcerated in the now grossly over-crowded circulars, 
Fidel Castro and the other “Moncadistas,” as political 
prisoners, were segregated from the common criminals, and 
housed in one of the hospital wards. 

 
 
 
 

 Considering the circumstances and living conditions of 
those incarcerated in Presidio Modelo, Castro’s motley 
cohort were granted extraordinary privileges. As noted by 
Tony Perrottet, “They devised their own daily schedule for 

exercise and self-improvement. They started their own 
library of five hundred books … For five hours a day they 
gathered before a blackboard on the airy hospital patio, 
where Fidel [Castro] and others conducted lessons in 
philosophy, history, public speaking …. They were 
permitted to cook their own meals to supplement the prison 
gruel …” [41] What a mistake for the American-backed 
military dictator, Fulgencio Batista! 

 
 
 
 

 As Fidel said, “What a fantastic school this is!” and 
rejoiced in one prison letter, “From here I’m able to finish 
forging my vision of the world.” [42] With mounting 
international pressure, Fidel and his cohorts were released 
from the Presidio Modelo on May 15, 1955. [43] Three and 
a half years later, on December 31, 1958, the first phase of 
the revolution was over, and Fidel stepped into the 
presidential palace.  
 The conditions at Presidio Modelo under Fidel could not 
have been worse. Political prisoners, of which there were 
many, where not isolated from the general population. 
There were water shortages, little food, brutal forced labor, 
overcrowding, sexual abuse, deplorable sanitary conditions, 
torture and even murder. Armando Valladares, a bureaucrat 
in the post office of the Ministry of Communications for the 
Revolutionary Government, was arrested in 1960, 
reportedly for refusing to put an "I'm with Fidel" sign on his 
desk at work. [44] While imprisoned, Valladares smuggled 
out and published his poetry in the West. He became a 
member of PEN International and garnered the attention of 
the ACLU. After 22 horrific years in jail, thanks to a direct 
appeal in 1982 by the French president, François 
Mitterrand, Valladares was released. [45]  
 Valladares’ book, Against All Hope, [46] provides a vivid, 
first-person account of the many horrors he and others 
political prisoners experienced. One thing is eminently clear 
from his writing; Jeremy Bentham’s reformist aspirations of 
benign humanist power were not accomplished in the 
Presidio Modelo. The “power of vision” to kindly modify, 
control and improve behavior did not work. Valladares 
spent five years on the Isla de Pinos, departing to another 
prison after Castro closed Presidio Modelo in 1967. 
 
 
 
 
 
 
 
 

Fig. 9. Presidio Modelo, Inmates View of the Dining Hall 
from Circular, 2019, Archival Pigment Print, 10x15 in 
(25.4x38 cm), © 2019 David Kutz 
 

Fig. 10. Presidio Modelo, Hospital Ward, 2019, Digital 
Photograph, © 2019 David Kutz 
 

Fig. 11. Presidio Modelo, 360 Degree View of the Hospital 
Courtyard, 2019, Digital Photograph, © 2019 David Kutz 
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 In 1978 Castro converted the main administration 
building of Presidio Modelo into an international school 
for Marxist youth and renamed Isla de Pinos “Isla de la 
Juventud”. [47] Shortly thereafter, the hospital ward where 
Castro was imprisoned became a museum commemorating 
his stay and the entire site became a Cuban National 
Monument. 

The Power of Sight 
If one were to summarize René Descartes’ influential 
writing into a single phrase, one could say, “Cogito, ergo 
sum” or, “I think, therefore I am.” [48] A parallel known 
phrase of Michel Foucault would be “knowledge/power.” In 
this phrase, Foucault was not reiterating the familiar 
Baconian model, “knowledge is power,” where knowledge 
is an instrument of power, but rather, “Foucault was stating 
that the goals of power and the goals of knowledge in 
society cannot be separated — in knowing we control and 
in controlling we know.” [49] He spent his life exploring 
this concept.  
 In 1975 Foucault’s book, Surveiller Et Punir : Naissance 
De La Prison, was published. Two years later, the Foucault-
approved English translation by Alan Sheridan, entitled, 
Discipline and Punish : The Birth of the Prison, was 
published. Sheridan remarks in his translator’s note the 
difficulty of translating ‘surveiller’ into English. Although 
Foucault’s suggestion of using the term “discipline” 
followed the structure of the book, Sheridan thought it 
“unsatisfactory.” He goes on to explain why the English 
words, “surveillance’, “observe”, “supervise”, or 
Bentham’s term, “inspect”, were also unsatisfactory. [50] 
Outside of the context of translation, these words are 
relevant when considering Foucault’s concept of 
panopticism, first presented in this book. 
 It is not possible within the scope of this paper to consider 
the prolific outpouring of analytical and academic 
discussion on panopticism, but there are several key 
takeaways.  
 At the time that Discipline and Punish was published, 
except for his reputation among criminologists, architects 

tasked with building prisons and those who knew Bentham 
as the founding father of Utilitarianism, Bentham had nearly 
vanished from the canon of Western philosophy. [51] As 
Foucault researched the European history of criminal 
punishment and reform, he said in a 1977 interview, “There 
was scarcely a text or a proposal about the prisons which 
didn't mention Bentham's “device” — the “Panopticon”, 
and further, “He [Bentham] invented a technology of power 
designed to solve the problems of surveillance.” [52] So, 
through Foucault, Bentham was resurrected, particularly 
amongst the French intelligentsia. [53] Although the 
panopticon prison, such as the one in Cuba, did not 
accomplish its mission of providing a nearly utopian power 
to control the incorrigible, for Foucault, the panopticon was 
a perfect metaphor in his study of the power/knowledge 
relationship of the gaze. In his words,  
 

Just a gaze. An inspecting gaze, a gaze which each 
individual under its weight will end by interiorizing to 
the point that he is his own overseer, each individual 
thus exercising this surveillance over, and against, 
himself. A superb formula: power exercised 
continuously and for what turns out to be a minimal 
cost. … It is indeed the case that the gaze has had great 
importance among the techniques of power developed 
in the modern era …” [54] And, “The Panopticon 
functions as a kind of laboratory of power. Thanks to its 
mechanisms of observation, it gains in efficiency and in 
the ability to penetrate into men’s behavior; knowledge 
over all the surfaces on which power is exercised. [55] 

 
 In Discipline and Punish, Foucault traces the European 
history of how society punishes criminals. He expounds on 
the extraordinarily brutal spectacle of public torture and 
execution, ending in Europe in the late 18th century, and 
then moves on to consider the more benign, humanistic, 
enlightened and reformist idea of behavioral modification, 
as exemplified by the Bentham’s panopticon. B. F. Skinner 
(1904-1990), a social scientist who spent his career focused 
on behavioral control, expressed in his 1971 best-selling 
book, Beyond Freedom and Dignity, his dire concern for the 
future of mankind. Considering the severity of 
environmental issues, Skinner quotes the 
English biologist, geneticist and eugenicist, C.D. 
Darlington. [56] Darlington considers the process of 
ecological succession by alluding to Alexander von 
Humboldt and one of his disciples, the father of the 
American conservation movement, George P. Marsh, who 
 

… have taught us … that every new source from which 
man has increased his power on the earth has been used 
to diminish the prospects of his successors. All his 
progress has been made at the expense of damage to his 
environment which he cannot repair and could not 
foresee. [57] 

Fig. 12. Presidio Modelo, Administration Building as a 
School, 2019, Digital Photograph, © 2019 David Kutz 
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Skinner then argues,  
 

Almost all our major problems involve human behavior, 
and they cannot be solved by physical and biological 
technology alone. What is needed is a technology of 
behavior, but we have been slow to develop the science 
from which such a technology might be drawn. [58] 
 

 Foucault thought, that “the Panopticon is a marvelous 
machine which, whatever use one may wish to put it to, 
produces homogeneous effects of power.” [59] As we have 
seen, this “marvelous machine” was no match for the 
challenge put forth by Skinner. 

Today’s Panopticon 
Neither Foucault nor Skinner consider how the power of 
computer systems, with the aggregation of big datasets and 
the learning algorithms of artificial intelligence, can analyze 
and predict our behavior. This ability has been pushed to 
new heights with an all-seeing eye and super-powerful 
surveillance machine, the devise in your pocket: the “smart” 
phone. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 With Discipline and Punish and the restoration of Jeremy 
Bentham, the new interdisciplinary academic field of 
Surveillance Studies emerged, and with it, a stream of buzz 
words, such as; data exhaust, post-panopticon, super-
panopticon, datavaeillance, uberveillance, lateral 
surveillance, social searching, social surveillance, 
surveillance capitalism and information panopticon. In 
Surveillance Studies, “new surveillance” is empirically both 
watching and being watched, using the eye or other senses 
and various kinds of data. [60] It is related not only to the 
millions of CCTV cameras (inspection lodges) trained on us 
around the world, but also to how data — including pictures, 

GPS information, selfies, search inquires, emails, text 
messages, purchasing patterns and more — are gathered, 
stored, processed, associated and analyzed by computers 
and their human operators.  
 This complex social restructuring generates many 
dualities to consider, including; private/public, 
watch/watched, free will/determinism, authority/power, 
subject/agent, and control/freedom. Big data mining, 
combined with machine learning, has developed ever more 
sophisticated algorithms that not only can understand one’s 
demographic characterizes, but can begin to predict, with 
ever greater accuracy, one’s behavior and, with the benefit 
of recent developments, even begin to predict one’s 
psychological state. [61] There is nothing intrinsically evil 
about this new surveillance technology, which is getting 
closer and closer to the capabilities Skinner sought. 
 Every news cycle rings another alarm. Beyond the media 
buzz, there is little an individual can do to protect 
themselves from being a donor of big data that fuels the 
learning algorithms and artificial intelligence, which are 
seeking the holy grail: the ability to influence our behavior. 
At this juncture, our only defense is to become aware and 
gain knowledge about how the new surveillance power 
works, so we can try to make reasonable judgements, and 
shift the power/knowledge balance.  

Notes 
1.  Manoach, Dara S, and Robert Stickgold. "Sleep: 
Keeping One Eye Open." Current Biology 26, no. 9 
(2016): 361. doi:10.1016/j.cub.2016.03.041 - 
https://www.sciencedirect.com/science/article/pii/S096098
2216302512, accessed 8/6/2019 
2. http://classicsunveiled.com/mythnet/html/proandio.html, 
accessed 6/12/2019 
3. Werrett, Simon. "Potemkin and the Panopticon: Samuel 
Bentham and the Architecture of Absolutism in Eighteenth 
Century Russia." Journal of Bentham Studies 2, no. 1 
(1999): 1-25. doi:10.14324/111.2045-757X.011. (4) 
4.  Bentham, Jeremy. Panopticon: Or the Inspection 
House. Whithorn: Anodos Books, 2017. (6) 
5.  Steadman, Philip. "Samuel Bentham's 
Panopticon." Journal of Bentham Studies 14, no. 1 (2012): 
1-30. doi:10.14324/111.2045-757X.044. (1) 
6.  Werrett, Simon. "Potemkin and the Panopticon: Samuel 
Bentham and the Architecture of Absolutism in Eighteenth 
Century Russia." Journal of Bentham Studies 2, no. 1 
(1999): 1-25. doi:10.14324/111.2045-757X.011. (13-14) 
7.  Zuboff, Shoshana. The Age of Surveillance Capitalism: 
The Fight for the Future at the New Frontier of Power. 
London: Profile Books, 2019. (471) 
8.  Werrett, Simon. "Potemkin and the Panopticon: Samuel 
Bentham and the Architecture of Absolutism in Eighteenth 
Century Russia." Journal of Bentham Studies 2, no. 1 
(1999): 1-25. doi:10.14324/111.2045-757X.011. (4) 

Fig. 13. Amazon Echo, a Contemporary Inspection Lodge, 
2014, Frmorrison at English Wikipedia [CC BY-SA 3.0 
(https://creativecommons.org/licenses/by-sa/3.0)] 
 



118

9.  Bentham, Jeremy. Panopticon: Or the Inspection 
House. Whithorn: Anodos Books, 2017. (1 & 55) 
10.  Bentham, 2017 (1 & 55) 
11.  Gordon, Diana R. "The Electronic Panopticon: A Case 
Study of the Development of the National Criminal 
Records System." Politics & Society 15, no. 4 (1987): 483-
511. doi:10.1177/003232928701500404. (3) 
12.  Werrett, Simon. "Potemkin and the Panopticon: 
Samuel Bentham and the Architecture of Absolutism in 
Eighteenth Century Russia." Journal of Bentham Studies 2, 
no. 1 (1999): 1-25. doi:10.14324/111.2045-757X.011. (24) 
13.  Werrett, 1999 (21–22) 
14.  The Repertory of Arts, Manufactures, and Agriculture. 
Consisting of Original Communications, Specifications of 
Patent Inventions, Practical and Interesting ... V.4 1796. 
(165-166) - 
https://babel.hathitrust.org/cgi/pt?id=coo.31924101106577
&view=1up&seq=201, accessed 7/31/2019 
15.  Panorama - https://en.wikipedia.org/wiki/Panorama, 
accessed 3/29/2018 
16.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. 2nd Vintage Books ed. New York: Vintage 
Books, 1995. 1977 translation (note 4, 317) 
17.  Oettermann, Stephan. The Panorama: History of a 
Mass Medium. New York: Zone Books, 1997. (41) 
18.  Bentham, Jeremy. Panopticon: Or the Inspection 
House. Whithorn: Anodos Books, 2017. (7) 
19.  Oettermann, Stephan. The Panorama: History of a 
Mass Medium. New York: Zone Books, 1997. (51) 
20.  The Repertory of Arts, Manufactures, and Agriculture. 
Consisting of Original Communications, Specifications Of 
Patent Inventions, Practical and Interesting ... V.4 1796. 
(165-166) - 
https://babel.hathitrust.org/cgi/pt?id=coo.31924101106577
&view=1up&seq=201, accessed 7/31/2019 
21.  Oettermann, Stephan. The Panorama: History of a 
Mass Medium. New York: Zone Books, 1997. (41) 
22.  Oettermann, 1997 (44) 
23.  Mathiesen, Thomas. "The Viewer Society: Michel 
Foucault's `panopticon' Revisited." Theoretical 
Criminology 1, no. 2 (1997): 215-34. 
doi:10.1177/1362480697001002003. 
24.  Bentham, Jeremy. Panopticon: Or the Inspection 
House. Whithorn: Anodos Books, 2017. (11) 
25.  Bentham, Jeremy, and Miran Božovič. The 
Panopticon Writings. Radical Thinkers. London: Verso, 
1995. (100) 
26.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. 2nd Vintage Books ed. New York: Vintage 
Books, 1995. 1977 translation (207) 
27.  Pope, Alexander. An Essay on Man; Moral Essays and 
Satires. Edited by Henry Morley. Project Gutenberg, 2000. 
http://www.gutenberg.org/files/2428/2428-h/2428-h.htm, 
accessed 8/7/2019. (14) 
28.  Pratt, Mary Louise. Imperial Eyes: Travel Writing and 
Transculturation. 2nd ed. London: Routledge, 2010. (15) 

29.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. 2nd Vintage Books ed. New York: Vintage 
Books, 1995. 1977 translation  (317) 
30.  Stateville Correctional Center - 
https://en.wikipedia.org/wiki/Stateville_Correctional_Cent
er#History, accessed 6/15/2019 
31.  Semple, Janet. Bentham's Prison: A Study of the 
Panopticon Penitentiary. Oxford: Clarendon Press, 1993 
(313) 
32.  Handbook of American Prisons and Reformatories. 
New York: Osborne Association, 1933. 
33.  Hartman, Joseph R. Dictator's Dreamscape: How 
Architecture and Vision Built Machado's Cuba and 
Invented Modern Havana. Pittsburgh, PA: University of 
Pittsburgh Press, 2019. (179-180, 186) 
34.  Zimmerman, W. Carbys. "Model Jail 
Architecture." Journal of the American Institute of 
Criminal Law and Criminology 6, no. 5 (1916): 717-23. 
(722) 
35.  Presidio Modelo (isla De La Juventud) - 
https://www.ecured.cu/Presidio_Modelo_(Isla_de_la_Juve
ntud), accessed 7/15/2019 
36.  Presidio Modelo (isla De La Juventud) - 
https://www.ecured.cu/Presidio_Modelo_(Isla_de_la_Juve
ntud), accessed 7/15/2019 
37.  Hartman, Joseph R. Dictator's Dreamscape: How 
Architecture and Vision Built Machado's Cuba and 
Invented Modern Havana. Pittsburgh, PA: University of 
Pittsburgh Press, 2019. (184-185) 
38.  Hartman, 2019 (187-188) 
39.  Hartman, 2019 (188) 
40.  Perrottet, Tony. Cuba Libre!: Che, Fidel, and the 
Improbable Revolution That Changed World History. New 
York, New York: Blue Rider Press, 2019. (58-59) 
41.  Perrottet, 2019 (59) 
42.  Perrottet, 2019 (60) 
43.  Presidio Modelo (isla De La Juventud) - 
https://www.ecured.cu/Presidio_Modelo_(Isla_de_la_Juve
ntud), accessed 7/15/2019 
44.  Armando Valladares - 
https://en.wikipedia.org/wiki/Armando_Valladares, 
accessed 5/12/2019 
45.  Surviving Castro's Tortures, Ronald Radosh - 
https://www.nytimes.com/1986/06/08/books/surviving-
castro-s-tortures.html?pagewanted=all, accessed 5/15/2019 
46.  Valladares, Armando. Against All Hope : A Memoir 
of Life in Castro's Gulag. Translated by Andrew Hurley. 
1st Pbk. ed. San Francisco: Encounter Books, 2001.  
47.  Cuba's School for Exporting Marxism, Jo Thomas - 
https://www.nytimes.com/1981/10/04/magazine/cuba-s-
school-for-exporting-marxism.html, accessed 8/6/2019. 
48.  René Descartes - 
https://en.wikipedia.org/wiki/Ren%C3%A9_Descartes#cit
e_note-Durandin-31, accessed 6/18/2019 
49.  Michel Foucault, Gary Gutting-Johanna Oksala - 
https://plato.stanford.edu/entries/foucault/ 



119

50.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. Translated by Alan Sheridan. New York: 
Vintage Books, 1995, 1977 translation, (unnumbered, 
Translator’s Note) 
51.  Miller, Jim. The Passion of Michel Foucault. New 
York: Simon & Schuster, 1993. (220) 
52.  Foucault, Michel, and Colin 
Gordon. Power/knowledge: Selected Interviews and Other 
Writings, 1972-1977. 1st American ed. New York: 
Pantheon Books, a Division of Random House, 1981. 
(147) 
53.  Brunon-Ernst, Anne. "Foucault Revisited." Journal of 
Bentham Studies 9, no. 1 (2007): 1-14. 
doi:10.14324/111.2045-757X.029. (4) 
54.  Foucault, Michel, and Colin 
Gordon. Power/knowledge: Selected Interviews and Other 
Writings, 1972-1977. 1st American ed. New York: 
Pantheon Books, a Division of Random House, 1981. 
(155) 
55.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. Translated by Alan Sheridan. New York: 
Vintage Books, 1995, 1977 translation, (204) 
56.  C. D. Darlington - 
https://en.wikipedia.org/wiki/C._D._Darlington, accessed 
8/9/2019) 
57.  Darlington, C. D. The Evolution of Man and Society. 
New York: Simon and Schuster, 1969. Quoted by Hardin, 
Garrett. "Genetics and History." Science 168, no. 3937 
(1970): 1332-3333. DOI: 10.1126/science.168.3937.1332 
58.  Skinner, Burrhus F. Beyond Freedom and Dignity. 
[Nachdr.] ed. Indianapolis: Hackett, 2007.  (24) 
59.  Foucault, Michel. Discipline and Punish: The Birth of 
the Prison. Translated by Alan Sheridan. New York: 
Vintage Books, 1995, 1977 translation,  (202) 
60.  Marx, Gary T. "International Encyclopedia of the 
Social & Behavioral Sciences." In Surveillance Studies, 
733-41. Elsevier, 2015. doi:10.1016/B978-0-08-097086-
8.64025-4 (733) 
61.  Zuboff, Shoshana. The Age of Surveillance 
Capitalism: The Fight for the Future at the New Frontier of 
Power. London: Profile Books, 2019. (282-283) 

Bibliography 
Bentham, Jeremy, and Miran Božovič. The Panopticon 
Writings. Radical Thinkers. London: Verso, 1995.  
 
Bentham, Jeremy. Panopticon: Or the Inspection House. 
Whithorn: Anodos Books, 2017. 
 
Brunon-Ernst, Anne. "Foucault Revisited." Journal of 
Bentham Studies 9, no. 1 (2007): 1-14. 
doi:10.14324/111.2045-757X.029. 
Brunon-Ernst, Anne. Beyond Foucault: New Perspectives 
on Bentham's Panopticon. Farnham: Ashgate, 2012. 

Darlington, C. D. The Evolution of Man and Society. New 
York: Simon and Schuster, 1969. Quoted by Hardin, 
Garrett. "Genetics and History." Science 168, no. 3937 
(1970): 1332-3333. DOI: 10.1126/science.168.3937.1332 
 
Foucault, Michel, and Colin Gordon. Power/knowledge: 
Selected Interviews and Other Writings, 1972-1977. 1st 
American ed. New York: Pantheon Books, a Division of 
Random House, 1981. 
 
Foucault, Michel. Discipline and Punish: The Birth of the 
Prison. 2nd Vintage Books ed. New York: Vintage Books, 
1995. 1977 translation 
 
Gordon, Diana R. "The Electronic Panopticon: A Case 
Study of the Development of the National Criminal 
Records System." Politics & Society 15, no. 4 (1987): 483-
511. doi:10.1177/003232928701500404. 
 
Hartman, Joseph R. Dictator's Dreamscape: How 
Architecture and Vision Built Machado's Cuba and 
Invented Modern Havana. Pittsburgh, PA: University of 
Pittsburgh Press, 2019. 
 
Lyon, David. "An Electronic Panopticon? A Sociological 
Critique of Surveillance Theory." The Sociological 
Review 41, no. 4 (1993): 653-78. doi:10.1111/j.1467-
954X.1993.tb00896.x. 
 
Marx, Gary T. "International Encyclopedia of the Social & 
Behavioral Sciences." In Surveillance Studies, 733-41. 
Elsevier, 2015. doi:10.1016/B978-0-08-097086-8.64025-4 
 
Mathiesen, Thomas. "The Viewer Society: Michel 
Foucault's `panopticon' Revisited." Theoretical 
Criminology 1, no. 2 (1997): 215-34. 
 
Miller, Jim. The Passion of Michel Foucault. New York: 
Simon & Schuster, 1993. 
 
Oettermann, Stephan. The Panorama: History of a Mass 
Medium. New York: Zone Books, 1997. 
 
Pentland, Alex. Social Physics: How Good Ideas Spread-
The Lessons from a New Science. New York: Penguin 
Press, 2014. 
 
Perrottet, Tony. Cuba Libre!: Che, Fidel, and the 
Improbable Revolution That Changed World History. New 
York, New York: Blue Rider Press, 2019. 
 
Pope, Alexander. An Essay on Man; Moral Essays and 
Satires. Edited by Henry Morley. Project Gutenberg, 2000. 
http://www.gutenberg.org/files/2428/2428-h/2428-h.htm, 
accessed 8/7/2019. 
 



120

Pratt, Mary Louise. Imperial Eyes: Travel Writing and 
Transculturation. 2nd ed. London: Routledge, 2010. 
 
Presidio Modelo (isla De La Juventud) - 
https://www.ecured.cu/Presidio_Modelo_(Isla_de_la_Juve
ntud), accessed 7/15/2019 
 
Semple, Janet. Bentham's Prison: A Study of the 
Panopticon Penitentiary. Oxford: Clarendon Press, 1993. 
 
Skinner, Burrhus F. Beyond Freedom and Dignity. 
[Nachdr.] ed. Indianapolis: Hackett, 2007. 
 
Steadman, Philip. "Samuel Bentham's 
Panopticon." Journal of Bentham Studies 14, no. 1 (2012): 
1-30. doi:10.14324/111.2045-757X.044. 
 
Surviving Castro's Tortures, Ronald Radosh - 
https://www.nytimes.com/1986/06/08/books/surviving-
castro-s-tortures.html?pagewanted=all, accessed 5/15/2019 
 
The Repertory of Arts, Manufactures, and Agriculture. 
Consisting of Original Communications, Specifications of 
Patent Inventions, Practical and Interesting ... V.4 1796. 
(165-166) - 
https://babel.hathitrust.org/cgi/pt?id=coo.31924101106577
&view=1up&seq=201 
 
Valladares, Armando. Against All Hope: A Memoir of 
Life in Castro's Gulag. Translated by Andrew Hurley. 1st 
Pbk. ed. San Francisco: Encounter Books, 2001. 
 
Werrett, Simon. "Potemkin and the Panopticon: Samuel 
Bentham and the Architecture of Absolutism in Eighteenth 
Century Russia." Journal of Bentham Studies 2, no. 1 
(1999): 1-25. doi:10.14324/111.2045-757X.011. 
 
Zimmerman, W. Carbys. "Model Jail 
Architecture." Journal of the American Institute of  
 
Criminal Law and Criminology 6, no. 5 (1916): 717-23. 
 
Zuboff, Shoshana. The Age of Surveillance Capitalism: The 
Fight for the Future at the New Frontier of Power. London: 
Profile Books, 2019. 

Acknowledgments 
My sincerest thanks to my wife, Ruth Dresdner who 
carefully read an earlier draft and my dear friend, Frank 
Beck, whose eagle eye, scrubbed the language for clarity. 

Author Biography 
After receiving a BFA from Rochester Institute of 
Technology, I moved to New York City to become the 
eleventh employee at the newly-founded International 
Center of Photography. During my 2 years at ICP I hung 
exhibitions, participated in master class workshops, and 
taught photography.  
 I worked as a photojournalist from 1976 to 1980, with 
assignments from the New York Times, Life, Look, and 
Time magazines.  
 For the next three decades I worked in film and television 
as a director, producer, and media executive. In addition to 
commercial and industrial assignments, I created the award-
winning documentary, The African Burial Ground: An 
American Discovery and was a senior executive directing 
the launch of VOOM-HD.  
 In 2013, I return to photography as an art form, and earned 
an MFA from the Vermont College of Fine Arts in 2016.  
 I am now actively engaged in making work and 
continuing my research into geography, urban planning, 
travel and globalization. I am a member of Soho Photo 
Gallery, a cooperative gallery in New York City, the 
International Panorama Council, the Surveillance Studies 
Network and volunteer with my local arts organization: Arts 
Gowanus. 
 
 



121

Panorama of December 25th 

Serdar Murat Gürsel and Bekir Sıtkı Severoğlu  
Gaziantep Metropolitan Municipality 

Gaziantep, Turkey 
serdarmuratg@hotmail.com | bekirsever@hotmail.com 

 
 
 

Abstract 

The Panorama of December 25th represents the defense of the 
city of Gaziantep, Turkey, after which the city got its 
independence. The project went through a long and difficult 
process of realization, as you can see through the images. It is 
now in its final stages before opening doors to its visitors. 

Keywords 
Panorama, Gaziantep, December 25th 

Our Story of Establishment 
Gaziantep (also known informally as Antep) is an ancient 
city in the region of Anatolia, Turkey, which was a part of 
the Ottoman Empire since the 16th century (called 
Ayintap). After the World War I, Gaziantep was occupied 
by the British Army on January 15th, 1919. On September 
15th, 1919, the British left Gaziantep, which was then to be 
occupied by the French Army. The Panorama of 
December 25th is a representation of the Gaziantep defense 
against the French Army, which lasted 36 months. During 
the French siege, Gaziantep lost two thirds of its 
population and struggled against the enemy, in hunger, 
which culminated in the battle on December 25th, 1921, 
when the city survived an unfair occupation with an epic 
success. The Gaziantep War is an important example of 
resistance in our history. It shows what the Turkish people 
can do for their homeland and nation, and how 
independence can be achieved through unity and solidarity 
(Fig 1 and Fig. 2). 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 
 
 
 
 
 
 
 
 

The Road to Completion 
The Panorama of December 25th is a long-awaited project. 
Since 2006 we have been trying to make this panorama a 
success but we experienced various drawbacks. Now that 
we have finalized the project, we are glad to share it with 
our audiences (Fig. 3).  
  
 
 
 
 
 
 
 
 
 
 
 
 

You will come across the Neolithic period stone hand 
tools, which were found during the excavation for the 
foundation of the building (Fig. 4).  
  
 
 
 
 
 

Fig. 1 Part of The Panorama of December 25th. Image 
from 2019.  
 

Fig. 2 Part of The Panorama of December 25th. Image from 
2019.  

Fig. 3. Construction at the site. 2019.  
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Fig. 4. Neolithic period stones found at the site of The 
Panorama of December 25th. 2019.  
 
You will see the 3D engraving of the map of Aintab city 

and discover the importance of this city. You will learn the 
significance of heavily used Kastels and Livas for the 
defense, also they were qualified for UNESCO’s 
temporary list under the field of World Heritage which in 
turn means that these Kastels and Livas are recognized 
internationally.  
  
 
 
 
 
 
 
 
 
 
 
    Fig. 5. Inner Panorama. 2019.  
  

 
 

 
 
 
 

 
 
 
 
 
 
    Fig. 6. An oil painting tour. 2019.  
 

Subsequently, you will take a look at 13 oil paintings 
with dimensions of 3m x 2m, drawn by the Russian painter 
Alexander Samsonov, who interprets the important events 
in the war that led to receiving honorary titles, as well as 4 

oil paintings that were drawn by local artists, who based 
their drawings on documents from the time, all these 
painting are presented within a 420 m2 field. (Fig. 6-Fig. 
9) 

You will then come by 3 oil paintings in a diorama, 
which express the deep traces that the event left in our 
memories.  

 
 
 
 
 
 
 
 
 

  
   Fig. 7. Part of the Diorama. 2019.  
 
 
 
 
 
 
 
 
 
 
    Fig. 8.  Part of the Diorama. 2019.  
 
 
 
 
 
 
    Fig. 9. Part of Diorama. 2019.  
 

You are then going to the Panorama area. Installed in 
the 1350 m2 field. the Panoramic oil painting has a volume 
of 17.550 m3, and our art piece which is the oil painting 
explaining the Defense of Gaziantep is 12m high and 
120m long. In this area, you will witness the 36 month-
long struggles of our martyrs and veterans, which are 
shown in parts in order to properly represent the true 
hardship during that period. Visitors will have a complete, 
360-degree tour through the streets and houses where the 
battle of Gaziantep took place. The staircase that reaches 
the panorama is designed so that those going into the 
panorama and those leaving will not see each other. (Fig. 
10-Fig. 14).  
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Complexes Included 
The Panorama of December 25th is a museum designed 
with modern museology in mind. It has many complexes 
besides the Panorama and Museum sections, such as: 

- Research Institute of Gaziantep History; 
- 300 Capacity Auditorium; 
- Gift and souvenir shops; 
- Children's playing areas; 
- Cinevision room; 
- Cafe and Restaurants. 

The complex is also designed for disabled access (Fig. 15).  
 

 
 
 
 
 
 
 
 

 
Fig. 15. Complex Design. 2019. 
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 Fig. 10. Part of the Panorama. 2019.  
 

Fig. 11. Part of the Panorama. 2019.  
 

Fig. 12. Part of the Panorama, 2019.  
 

Fig. 13. Outer Panorama and Panorama Team. 2019.  
 

Fig. 14. Panorama Team. 2019. 
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