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use their images for my own work, simply citing their collection (see references section 

for SAM archives).  

 

Figure 8: SAM’s Production Tape Library in the basement of the station. From 

C0001.MP4 in the SAM tour folder. 

Their future in conserving RMPBS memories required more systems in place for 

identification and processing. They had no paid employees, so they were subject to the 

schedules of their volunteers. All of their computers hosted the same software and 

databases which were updated by staff regularly. Eleanor was particularly pleased about 

this because of the accessibility it provided for a variety of volunteers with varied 

computer skills. Getting more citations as well as outside researchers increased the 

availability of this information to those interested in public broadcast in Denver for the 

past 60 years. The most pressing need was in response to the new station being built 
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within two years of the end of my research. Their new location will require many 

departments to scale back their physical presence. Less available space is forcing SAM to 

prioritize artifacts with no digital record while loosening their hold on already digitized 

artifacts. They hoped exposure (like this paper) along with their continued support from 

the CPB would fuel a possible expansion of their archival spaces. 

Going into the future, RMPBS and Colorado Memories will need to maintain a 

relationship with their audience to continue to gather these memories. In the process, 

storytellers will use their experiences up until this point to create the best narratives they 

can muster. Illuminating what their audience felt and the environment at the station, the 

following section addressed how audiences responded to the work of RMPBS storytellers 

and what they expected storytelling in the future would look like for them and others.  

 

 

 

4.7. Past to Future Stories 

I think the biggest way that storytelling has evolved is just so many more people 

feel empowered to participate, and tell their stories than ever before. And that’s really 

exciting because no matter what the intentions, the historic record has primarily been written 

by older white men... Storytelling is a democratic platform for everybody to participate in… 

− Amanda Mountain, CEO, August 10, 2018 

Unfortunately, I lost the majority of Amanda Mountain’s interview due to 

technical or human error when recording. While I took notes of her interview, I felt like 

discussing the primary producers of Colorado Memories in their full context would be 
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the best exploration of the data. This didn’t include my conversation with Amanda 

Mountain. There were luckily a couple of clips still available to observe including the 

experience she had with her gender identity and the future of storytelling. The quote 

above encompassed how a lot of storytellers felt. While previous technology and 

platforms weren’t accessible to many in the past, the setting of broadcast storytelling is 

changing. Both the teller and the audience are integral to the development  

I grouped audience and future expectations because they are correlational 

according to the narratives of Colorado Memories producers. Their most noteworthy 

projects were with the communities who would most likely watch the programming. 

Operating as its own public, the connection between creator and audience extended 

beyond the initial premiere. How people’s work is created, disseminated, and discussed is 

rapidly changing. RMPBS adapted to the new climate of TV with online streaming 

services including a subscription service for donating RMPBS members called Passport. 

This is in addition to many kid’s shows, phone applications, and games available for free 

to parents and teachers. A lot of adult-oriented content is also available for short periods 

of time before returning to the paid streaming platform. And while some of the older 

crew members see a steep hill ahead because of their big story ideas, younger creators 

with more fluency in digital platforms have small ideas bursting out into small projects 

and plans for the future. Both experience and narrative style (non-fiction or fiction) are 

partial indicators of the paths of these storytellers. However, the responses to questions 

about audiences and the future were trending more positively. More people in the field 

meant more storytellers of the public being both creators and audience members.  
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Oliver, the longest interview I collected, went into detail about a production project he 

created with absolutely no dialogue. College production classes often set a certain topic 

(light, color, dialogue, etc.) to focus on. This particular project prompted Oliver to create 

a story which relied on visual cues rather than dialogue. The main character of the short 

film Toast put an unimaginable amount of effort into making the perfect piece of toast. 

Measuring, slicing, adjusting the toaster oven, taking notes, and frequent burns transpired 

as the character adjusted the toasting bread. He transferred the toast to a plate he held 

with a cup of coffee on a tray. But with all his dedication, his grip slipped and spilled 

coffee on the toast. According to Oliver, a sense of Oh my god, no! My heart! would 

overtake the audience after going through the efforts to make toast with the main 

character. Relating it to other feelings of anxiety about control, Oliver and his team 

produced a short film meant to elicit emotion with no dialogue. Oliver could only 

summon emotions by clearly communicated visuals (Interview with author, July 13, 

2018).  

 Similarly, Oliver’s expectations for future storytelling linked the 

individual/collective experiences of audiences with the progress of technology. 

Storytellers with both large and small budgets use the same new technology to capture 

narratives. Oliver saw individual experiences duplicated into shared experiences while 

watching a good story. His favorite moment during any shared viewing was when the 

lights dimmed and he could look back at everyone in their seats, eyes lighting up with 
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Figure 9: View of downtown Denver from Amanda Mountain’s office. The current 

station sits just south of Denver’s downtown area. From 00010.MTS in Amanda 

Mountain observation folder. 

enthusiasm and the reflection of the screen. While certain storytelling methods produce 

good results, they can limit the storyteller. Oliver liked making Toast, but he challenged 

his creative abilities to perform under suboptimal conditions. With the freedom to create 

his own stories, Oliver’s drive to narrate pulled him and his identity towards bigger and 

brighter screens. But in the meantime, the collaborative art of storytelling at PBS 

challenged him to pursue collective quality storytelling (Interview with author, July 13, 

2018).  

Chelsea got vital exposure to the audience’s perception when she attended 

screenings of Colorado Memories. Thinking one thing while watching her own work, 
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audience members gave her new concepts and questions to reflect upon. Chelsea said she 

actively used their commentary to better her future work. Emotional, funny, and 

impactful, their reactions fueled the work she made for other people. Like Zoe, Chelsea 

worked with groups with disabilities to create content about their lives. In this case, 

Chelsea followed the narrative of this art group back in Kentucky who used alternative 

painting styles (laying down, brush attached to a helmet, etc.) to get art students involved 

in ways they were physically able to. Chelsea’s feelings about audience participation 

embodied the rhythm of RMPBS storytelling (Interview with author, July 20, 2018). 

Chelsea had some ideas in mind for documentaries she will produce herself. Her 

vested interest in the outcome would be driven by whatever motivated her to make that 

story. Chelsea believed every person has their own eye and approach. Her stories made 

by her and her production company would have more of her own direction in it. But the 

stories Chelsea made for her clients were focused on other people. She acknowledged the 

removal of her perspective entirely was impossible, but she did her best to tell the story 

from the narrative of the person she filmed. Future storytelling would be more for “the 

everyday sort of person” according to Chelsea. Chelsea’s own skills came from dozens of 

classes and workshops she used to push her narrative style. Access to the internet could 

remotely connect storytellers for lessons and tips. The access to equipment also improved 

since Chelsea was first getting into storytelling. Chelsea saw the diversity in media as a 

good thing because there was no specific medium which was proper for everyone. She 

got “fired up” by good storytelling. For example, she enjoyed listening to all of the 

podcasts and radio stories people produced because they used diverse techniques and 
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storytelling through a relatively old medium. Chelsea hoped to nurture her production 

company’s network for better storytelling. Simply good stories were her primary goal 

(Interview with author, July 20, 2018). 

Comparatively, Danielle selected museums as well as films for excellent audience 

receptions. Museums elicit sensory information for visitors, something Danielle knew she 

preferred in her own storytelling. Similarly, her favorite films were made by nature 

photographers using visual narrative to help address climate change. Photo and nature 

journalist James Balog filmed content for Chasing Ice (2012) and Chasing Coral (2017) 

in extreme weather climates for the sake of environmental activism. Both films addressed 

rapid climate change as both ice caps melted and coral reefs disappeared in the 2010’s. 

Danielle’s short internship with Balog in Boulder, Colorado inspired her through film 

because she was able to apply both filmmaking and biology to visual content. Having 

been a big fan of Al Gore’s An Inconvenient Truth (2006), Danielle saw the power in 

environmentally focused films. They were able to make people aware of little-known 

environmental disasters in our future caused by human pollution. Chasing Coral inspired 

many people who were “late to the game” of conservation efforts (Interview with author, 

July 20, 2018).  

According to Danielle, public storytelling has the “responsibility to unveil issues 

that are current, and past, and possibly in the future” which include everyone (Interview 

with author, July 20, 2018). For example, the Auraria campus story impacted Oliver 

directly, but Danielle also felt the sting of gentrified urban change. Her family’s home in 

Washington Park was bought in the 1950’s for $3,000. Today, the same houses on her 
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block sold for half a million dollars. The parking, the architecture, and the leisure in her 

family’s neighborhood has changed drastically in Danielle’s relatively short life. If Oliver 

and Danielle noticed their changing family neighborhoods, odds are a lot of Denver 

residents experienced the same thing. So, by bringing in her perspective as a multi-

generational Denver native, Danielle could represent the narratives of Denver with the 

assistance of research tools and knowledgeable subjects. 

In addition to the many production “hats” she wore, Zoe performed audience 

polling and screenings to maintain connections with her audience after episodes 

premiered. Quoting from her transcript, “...Part of the outreach was to go in [the] 

community, and dialogue” (Interview with author, September 20, 2018). The primary 

example Zoe brought up was a project she was working on discussing the achievement 

gap between American students of color and white students. Test scores (e.g., literacy, 

standardized) were often used to demonstrate the gap in “achievement” between white 

students and students of color. The episode explored the presence of prejudicial barriers 

which could have affected the outcome of many students of colors’ test scores. The four-

part series brought Zoe into the community to gauge their exposure to the content. She 

remarked technology improved her ability to communicate with focus groups of up to 

100. Using remote controls for surveys, audiences could answer questions about 

experiencing racism and gasp at the collected responses together. That collective mind 

drew Zoe in, encouraging her future work on projects which excited her. 

In regard to Zoe’s ambitions for the future, I recalled an assertion she made after 

listing all of the barriers between her and a film of her own: “I’m gonna do it anyway” 
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(Interview with author, September 20, 2018). The availability of cheap recording 

technology and software would only bring more into the conversation who previously 

didn’t have a platform. The way Zoe saw her current platform staying relevant in a vast 

network of new voices was to go hyper-local. Again, quoting Zoe, it was her belief that 

public media will have the responsibility to “curate, navigate, and lead” many new 

storytellers entering the field (Interview with author, September 20, 2018). Anyone could 

watch Downton Abbey (2010-2015) through RMPBS’s streaming service, but it was 

actually made by the British Broadcasting Channel (BBC) in the United Kingdom rather 

than by PBS. Shows which are hyper-local, focusing their access to the regions they are 

about/are made in, was the only way Zoe saw public broadcast adapting to the new 

storytelling environment. Whether they were narratives about the 200th anniversary of 

the Santa Fe Trail or sheep herders in the mountains (a couple of potential projects 

planned at the time of interview), they were relevant to people here. 

While Ramona is no longer in Denver, having returned to her California film 

school at the end of her internship, she felt a distinct connection with the narrative style 

of RMPBS. Her and her fellow interns completed production tasks to learn and improve 

their own professional editing. Ramona brought her new skills back to a group of peers 

she received positive feedback from in the past. She took risks on previous assignments, 

trying out more experimental techniques among friends and classmates. Ramona’s 

professor said any artist has an argument, so being able to capture art an amplify it is 

powerful. Films like Wonder Woman excited her because they took a stance about 
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something meaningful. Ramona hoped to channel her art in public media (Interview with 

author, June 29, 2018). 

The future of the entertainment was in television according to Ramona. Shows 

accessible online with a whole season to binge and talk about with friends provided 

valuable social capital. Stories with diverse voices were also in demand in Ramona’s 

view. If she could eventually have her own production company, it would feature a 

variety of voices from different backgrounds focused on challenging progressive art. Not 

just in the social sense, but pushing the boundaries of narratives. Quoting Ramona’s 

transcript, “...From a filmmaking perspective, that you’re gonna get the highest quality of 

work if you have the most original, different perspectives, you know?” (Interview with 

author, June 29, 2018) Streaming platforms were valuable because they produced diverse 

content people could consume. Having more shows featuring multivocal narratives drew 

in more viewers. And having the best storytellers in skills also improved the quality of 

their collective narrative. 

While Ramona herself isn’t the one changing RMPBS after her internship ended, 

their internship program as well as the younger producers who were recently employed 

(e.g., Oliver and Danielle) diversified the stories told by this station. Public broadcast is a 

uniquely open platform for storytellers to expand their ideas. Of course there are limits 

(mainly money) to what they can accomplish with their ideas. However, you had 

storytellers like Zoe, Oliver, Danielle, and Chelsea still engineering intricate narratives 

out of sparse resources at RMPBS. Their cameras weren’t the newest models, and they 

didn’t have a graphics department to make their interviews and credits more visually 
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appealing to their specifications. But they knew people, and they knew how to research a 

topic/person until they knew most recorded events about the subject before even getting 

to interviews. With funds from state and federal grants making up a small portion of their 

programming budget, they relied heavily on the public watching Channel Six for 

Colorado Memories to fund the half-hour and hour-long episodes. So, like Zoe 

emphasized, hyper-local topics about the communities and places residents see on a 

regular basis created motivation for the audience to contribute to their local PBS station.  
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Chapter Five:  Discussion 

And Auraria is the oldest town in Denver, but it became a predominantly minority 

[populated] town. And, you know, it was, like, for redevelopment. I’m working with our 

funder to tell the story that everybody’s happy with. But, you know, my family was one 

of the families that was displaced. And so, I have a strong connection to the story. You 

have to find a mean.  

− Oliver, Producer, July 13, 2018 

 The Auraria episode Oliver produced during my research period aired on March 

28, 2019. I’m not citing a specific resource to respect Oliver’s confidentiality. It was 

about half an hour, made up of historical photos, sweeping videos of a built diorama of 

the early Auraria neighborhood, and B-roll of the landscape Oliver collected in the fall. 

This footage blended with interview footage of former Auraria residents/activists and 

Denver historians. The narrative’s exposition began with the land Auraria was built on, 

the Ute and Arapaho tribes possessing communities in the Platte River Valley before 

pioneers forced them out during the Colorado Gold Rush. The Auraria Town Company 

employees in the 19th century received plots of land as far west as Denver’s Larimer 

Square separated by Larimer Bridge passing over Cherry Creek. Immigrants from 

Europe, Asia, and the Americas created diverse and well-connected communities in the 

neighborhood from the late 19th century into the 1960’s and 1970’s when Auraria was 

demolished and replaced with a school campus. Oliver included interviews with
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historians who worked to preserve a small block of the Auraria neighborhood on ninth 

street which is now the administrative offices of the three schools on Auraria’s campus. 

While the quote above demonstrated Oliver’s accountability to the History Colorado 

Historic Preservation Fund, he found a compromise that both celebrated and illuminated 

the history of Auraria for current Denver residents.  

 Similarly, the Denver Botanic Gardens episode which aired on April 18, 2019, 

encompassed many more narratives than I expected after observing Zoe, Chelsea, and 

Ramona interviewing people. I recognized the places they filmed in June, the gardens and 

rooms they captured in interviews and in B-roll. But there was so much more. They told 

the history of the DBG during Denver’s development, Ruth Porter Waring dedicating her 

time to maintaining horticultural resources in the arid lands of Colorado. The interview 

subjects I recognized conveyed the same content I witnessed being filmed, only trimmed 

during editing. There were a handful of interviews I wasn’t present at which informed on 

the biology and history of the Gardens. In addition, they added archival footage, music, 

and narration in the process of constructing their story. While many of the images were 

familiar to me, it was a completely different experience to see their narratives strung 

together with historical photos and interviews. Although I am still astounded by the 

quality of this product, Zoe said it was one story among thousands. At any rate, she got 

her drone footage above the vast Denver Botanic Gardens. 

 This research had certain questions, assumptions, and a thesis statement to capture 

the subjective presence of embodied storytelling at Rocky Mountain PBS. Colorado 

Memories recently finished airing their sixth season of episodes, already renewed for a 
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seventh season they are preparing episodes for. In that season, were there lived 

experiences animated into a collective narrative? And further, if they were present, how 

were they incorporated into the stories Colorado Memories made for their public 

audience? 

 My first question asked what the salient identities of Denver storytellers were and 

why. The most accurate answer for that question is: anything they want it to be. Their 

perception of themselves, while colored by cultural events and limitations, easily adjusted 

for characteristics they wanted to embrace. Discussing the capture of embodied 

experience in interviews, Sarah Pink connected the senses to the language participants 

use: “Finally, when research participants use words to describe their experiences, they are 

placing verbal definitions on sensory embodied experiences, and in doing so allocating 

these experiences to culturally specific sensory categories” (Pink 215: 79). This was both 

validated and challenged by the alternative language some participants used to describe 

what they experienced. They may have felt uncomfortable about putting a label on an 

event, attributing an experience’s narrative to different (also valid) stimuli. Chelsea and 

Danielle declined to pick a salient identity from the identity wheel because the categories 

didn’t fit their conceptions of themselves. They created their own identities - storyteller 

and familial - to answer my questions. Oliver and Zoe chose more than one identity 

because their experiences surrounding each were inseparable. 

 The identity wheel itself often contradicted its own purpose of intersectional 

identity discourse. The selection of a salient identity to structure interview questions 

limited what I could ask as the researcher and what interviewees would end up 
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discussing. Jürgen Habermas’ understanding of intersubjective public spheres would 

frame people’s reactions as a futile attempt to compile an identity under a single heading. 

Similar to the formation and disintegration of nationalist identities, a single category on 

the identity wheel doesn’t describe the diverse and constantly changing narratives going 

on internally and externally with RMPBS storytellers (Habermas 1988). Invoking Marcel 

Proust’s literary practice in “involuntary memory,” those studying lived experiences 

associated with material narratives best recognize the “rhetoric of multiplicity” authors 

elicit (Moll 2008: 55).  

 An alternative to this limitation is to provide more room for interpretation on what 

salient identities mean to participants. I described it as the aspect of yourself you feel 

most on a regular basis. This could be something beyond gender identity, race, or class. 

What people do and who they care about are sometimes more salient than the social 

intersections they may or may not possess. Intersectional and phenomenological 

understandings of embodied identity improved this research. As the researcher, I made 

every possible effort to encourage answers which didn’t necessarily fit into my idea of 

how they experienced their lives through their bodies. One possible amendment to the 

survey would be to specify in the saliency questions that the 12 identity categories aren’t 

the ultimate determinants of a whole person’s identity. There is so much more 

contributing to their positionality in their social environment. 

 The reasons they picked their salient identities were mixed. Some chose based on 

vivid memories of negative social interactions based on their identity like Amanda and 

Ramona. Amanda and Ramona both had partly unsupportive households; however, it was 
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the presence of female role models for Ramona which brought her empowerment at a 

young age. Amanda had to craft her authority through trial and error in professional 

settings. Others found their identities strengthening as they grew older like Oliver and 

Zoe. Frequently, they practiced identities concurrently because their memories of pivotal 

self-learning involved multiple aspects of themselves. Oliver as a young Hispanic man 

learned more about his family and himself the older he was, increasing his pride in his 

Latino heritage. Zoe’s age slowly negated the stigma she experienced based on her 

gender in the production industry; the longer her experience in the field went on, the 

more likely people deferred to her judgement while working. Embodiment as a tool for 

measuring practiced identity was useful because it was easily explained to storytellers. At 

varying levels, an embodied memory was a great way to store a story for later telling. 

Asking them about learning, practicing, and growth paired the acquisition of storytelling 

skills with the environment in which they enacted their habitus.  

 My first assumption about embodied storytelling maintaining identity 

complemented the narratives interpreted in the findings. In the fifth edition of Doing 

Visual Ethnography, Pink emphasized the bias created by cameras in her discussion of 

the role of video ethnographers: “Moreover, an ethnographer with a video camera is a 

person with a video camera, the camera becomes part of its user’s identity and an aspect 

of the way he or she communicates with others” (2007: 99). Similarly, the context in 

which a storyteller creates stories is dependent on their positionality with the subject. 

Something which many storytellers cited was their ability to explore themselves through 

video narratives. Danielle looked for images of her family while doing photo research of 
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the 19th century industries in Colorado. Ramona used her film assignment to explore her 

own feelings of alienation embodied in the metaphor of being a “lizard person.” This 

isn’t to say every storyteller has the same relationship with their sense of self. Some, like 

Chelsea, even actively avoided placing their own point of view in their stories. But when 

it came to their own stories funded and directed by them, they were much more 

personally relevant. Zoe’s story ideas were preliminarily scripted with female leads, 

aiming for the enticing story arcs her favorite stories possessed but with her own 

narrative in play. Not every story was personally relevant in their work at Colorado 

Memories, but the storytellers had practices and experiences which inadvertently placed 

them in a certain positionality in relation to the story in question. 

 My second question asked how these Denver storytellers develop public stories 

for the Colorado Memories audience. What were the processes and ideas which 

determined the collective outcome of a narrative? The best answer is: they did it together. 

This applies to both the crew of Colorado Memories and to the communities they create 

stories about/with. The schedule set to complete the sixth season could only be completed 

with everyone’s participation. Although a single storyteller might have been in charge of 

said story, they didn’t put it together by themselves. Every story had researchers, script 

writers, storyboard developers, videographers capturing predetermined visuals, interview 

researchers, interviewers, editors, quality checkers, broadcast and streaming publishers, 

and archivists cataloguing the final product in the Station’s Archived Memories (SAM). 

Zoe, Oliver, and Ramona were staunch proponents for collective storytelling because it 

deliberately selected and included diverse voices to create a narrative. 
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localized expressions, language, poetics and performance” (Escobar 2001: 151). 

Compared to the global market of broadcast television, public broadcast doesn’t rely on 

the expectations of advertisers. They relied on the viewers and donors who are a part of 

the RMPBS public. The employees of Colorado Memories created Colorado narratives 

using visuals and voices local people knew. Their mission was to connect others to the 

value of the land they live on. However, they may not see the value their narratives have. 

SAM volunteers saw the power of these stories, progressively documenting and archiving 

as much of the station as they could. This visual ethnography doesn’t necessarily salvage 

anything in danger of being lost. However, its focus on the people of Colorado Memories 

created power in the formulation of a narrative about place. These stories took place in 

Denver with multiple Denver residents in the places they grew up near. They put together 

these stories in the halls of RMPBS with the help of their team. Those memories will be 

left in the old station as they move to the new Buell Public Media Center in Arapahoe 

Square. As public broadcast continues to change - new technology, new voices, new 

localities/topics to discuss - visual ethnographies such as Storytelling and Self in Public 

Broadcast will remind former and new storytellers the value of the places they stand. 

 Finally, I initially assumed public dialogue about identity can’t happen without 

understanding oppression. This was valid in people’s discussions about both their own 

and others’ experiences with inequality. I didn’t interview a particularly diverse set of 

people. Granted, there were only women or people of color in my population, but they 

were generally from similar backgrounds in those I interviewed or spent individual time 
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with. As a result, filmed performances of storytelling practices reflected the setting and 

discourse present in each video.  

Guindi in her books chapter on filming selves cited the work of Karl Heider: 

“...Satisfactory ethnographic films are those revealing, ‘whole bodies, and whole people, 

in whole acts’ [citing pg. 76 of Heider’s book Ethnographic Film (1976]” (2004: 131). 

The actual work Colorado Memories employees did was sensitive to many stakeholders 

and viewers. As a result, the discussions we had about identity and storytelling were 

informed by nuanced understanding of what it means to represent socially unequal 

populations and ideas. The “whole bodies, whole people, in whole acts” in this video 

research came with a past before they arrived at RMPBS. That past was often wrought 

with misunderstandings about what it meant to be part of a certain public. But they 

learned from those experiences, whether positively or negatively, and applied it to the 

stories their show produced. Their job now is to tell those stories as accurately and 

indigenously sourced as possible to increase people’s discourse when interacting with 

Colorado Memories.  

This leads us back to my thesis statement: embodied storytelling through public 

broadcast in Denver demonstrates how the identities of Denver storytellers influence the 

content of stories they share in the public sphere. I have one amendment to this statement 

based on my findings thus far. Embodied storytelling through public broadcast in Denver 

demonstrates how the identities of Denver storytellers influence the ways in which they 

make stories they share in the public sphere. Rather than the content of public broadcast 

being swayed by storyteller identity, I see the actual process and practice of storytelling 
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shaped by the lived experiences of its storytellers. Embodied stories told in this public 

arrived after the prolonged learning, practice, mistakes, and eventual completion of a 

certain set of skills by the possessor of the narrative. How they got those skills is entirely 

up to the storyteller. As a result, the employees who are members of the public of 

Colorado Memories create stories in a way only they can.  

Zoe, Oliver, Chelsea, Danielle, and Ramona brought distinct bodies with 

individual memories informing their production from beginning to end. Those memories 

weren’t entirely driven by an identity, but their identities changed/were changed by the 

experiences their whole selves went through. As a consequence, the embodied 

storytelling coming out of RMPBS is both informing on the past of storytellers and 

contributing to the path of future narratives. This includes storytellers interviewed, 

researched, or consulted in the process of creating content. And while you can’t always 

see them, the programs showing on Channel Six have storytellers in front of and behind 

the camera. So, when you watch your next local program, watch the credits. Keep an eye 

out for the shots they choose. A lot of thought went into the visuals seen by their 

audience for a couple seconds.
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Chapter Six:  Conclusion 

It is not only our informants’ understandings of media representation that should 

inform our work as ethnographers, but also their understandings of media production 

practices - in both public and domestic contexts. 

Sarah Pink, Doing Visual Ethnography (2007: 101) 

 

The combined written and video pieces completed through this research are a 

result of my own comprehension of Rocky Mountain PBS’s (RMPBS) represented 

media. I sought to both expand my understanding of media representation and production 

processes in this station. The show Colorado Memories, six seasons complete since 2013, 

represents the narratives of prominent and marginalized Colorado narratives native to the 

land. Most topics covered - the Sand Creek Massacre, the Denver neighborhood Auraria, 

the Gang of 19 and disability rights, and the Denver Botanic Gardens - occupy relatively 

modern historical periods and events which took place on Native American land. In 

respect to this, Colorado Memories tells stories representing the most whole narrative of 

the state’s residents. Their representations elaborate on vital but unheard Colorado 

stories. As far as Colorado Memories’ media production practices, it took me three 

months and many hours of camera footage to inform my whole understanding. 

The theories I used examined when embodied identity is performed in public spaces. 

Embodiment captured the collective sensory memories of a body and translated it into an 

idea or characteristic palatable to the possessor (Cassell 1998; Abdul Khabeer 2016). 
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Visual anthropology created a medium in which identity, experience, and place can be 

captured with anthropological approaches to representation in mind (Guindi 2004; Pink 

2007). The public sphere described a physical or imagined gathering place for people 

interested in publicly engaging with a concept or movement (Arendt 1998; Borren 2010; 

Habermas 1974). Practice theory saw social ideas learned and passed down through 

practiced activities called the habitus which ensured the continued performance of certain 

culturally specific necessities (Bourdieu 1984, 1990, & 2009). Tied together, the 

embodied practice of storytelling in the public sphere visually documented multimedia 

narratives about Denver storytelling. Rocky Mountain PBS, founded in 1956, has been 

telling stories from the insider’s point of view for over 60 years with the assistance of 

many educators, producers, volunteers, and creative storytellers. I used 

phenomenological approaches to lived experience which valued the insider’s perspective 

above all else to approach this task (Butler 1988; Borren 2010).  

My phenomenological methodology helped me answer questions of salient 

identity, public broadcast production processes, and the use of visual anthropology in 

capturing embodied identity. I assumed the embodied stories being told in the public 

sphere of Colorado Memories were in respect to notions of oppression. To find where 

Denver storytellers sourced their skills for content in their own embodied memories, my 

methods focused on capturing as much narrative as possible. The research design 

included filmed participant observations, semi-structured interviews, and secondary 

analysis of Denver nonfiction media (“North to Me” 2018; SAM 01.10). Data collection 
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took place on camera, in the survey/identity wheel, and through semi-structured interview 

questions with volunteering participants. My written secondary analysis of photos 

recovered from the Station’s Archived Memories (SAM) and a video about gentrification 

produced in Denver (“North to Me”) followed the representations of certain people and 

events through visual media. I then applied this same system to the 350 videos I 

collected, using codes, transcripts, and proximity matrices to gather what topics were 

discussed when. 

My findings followed the story arc of both the lives of Colorado Memories 

contributors and the process of making a story at RMPBS. The beginnings of their lives 

were quickly colored by the identities they acquired by birth and experience, similar to 

the initial pre-production tasks happening in the station in an effort to research a topic. 

Storytellers learned to tell stories alongside identity with mentors, technology, and a thirst 

to create narrative; they brought this same thirst into the planning that went into 

organizing episodes’ shoots. Coming into a storytelling field from another career was 

common, much like the shoot at the Denver Botanic Gardens I observed which was 

completed with grace in spite of complications. Accepting one’s stories heard publicly by 

certain audiences was an acquired skill, much like the technological processes which 

went into the editing of an episode’s filmed content. The favorite stories of Colorado 

Memories storytellers had sensory, emotional narratives these producers tried to bring 

into their own work; SAM’s favorite stories were the ones told at RMPBS which they 

documented in a vast archive. The future of storytelling for these public broadcasters and 
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those like them is hyper-local and accessible to everyone. Many former audience 

members of their shows and the other programs available to them now possess the ability 

to create technologically good and simple stories with a device as common as a cell 

phone. Paraphrasing RMPBS CEO Amanda Mountain, future storytelling is no longer 

made by and for “old white men”. It is made for everyone in your local area. 

In all of my research about embodied storytelling in the public sphere, it was rare 

to see more than two of the theories I consulted in the same source. Embodied identity 

enriched discussions about habitus (practice theory) and lived experiences 

(phenomenology). The public sphere was the stage where people performed their habitus 

with others. Visual anthropology strengthened the arguments many theorists made about 

cultural significant public spaces. However, no sources concerned with visual 

anthropology analysis deconstructed place-based practices of storytelling as symptoms of 

a multivocal, embodied identity. Visual anthropologists performed filmed fieldwork for 

decades. But not all of them have been in Denver, and not all of them were with people 

who had their own knowledge of video production. This is an ethnography based on 

filmed observations with a public broadcast station in Denver.  

This public broadcast station possessed many paid and unpaid skilled 

contributors, coming from particular personal backgrounds. I “studied up” with the 

managers and employees of a well-regarded local TV show, Colorado Memories, 

improving my understanding of the power dynamics they created with their viewers 

(Nadler 1972). I interviewed the CEO of RMPBS before the station moved to a new 
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location under her tenure. As a phenomenological narrative of individual and group 

experiences, both the written and filmed final products of this project are models for 

future visual ethnographers studying embodied media in the public sphere. Film was both 

a method of capture and a practice of identity in the context of this project. Applied 

visual ethnography adapts for collaboration, creating a relationship around the camera 

(Pink 2007). However, the projects Pink described were with people outside of the video 

production field. Video as both the medium and subject of these stories strengthened my 

relationship with video producers. Our conversations went farther because I spoke the 

language of video. Those in anthropology and beyond, studying communications and 

media, video production, postmodern social identity, and regional history would benefit 

from reading an ethnography like this because the medium and the topic were the same 

thing (video). However, the ultimate images captures were what made this research 

unique. This is a snapshot of a brief moment in time where Zoe, Chelsea, Oliver, 

Danielle, and Ramona made stories together. People can see the final film at the 

following URL: https://youtu.be/Eb_vhbbQ4hY. 

If I could do the project over again, there are a couple changes which I believe 

would have improved the results. First, I would have created blank spaces on the survey 

for those who identified with more than the given categories in their intersectional 

identity. When answering the salient identity category, I would encourage participants to 

respond with more than one category. Hopefully, this would better their own being-in-

the-world while on camera discussing intersectional identity. Second, I would have 
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gained permission from RMPBS to recruit audience members for focus groups. 

“Studying down” while also studying up improves an ethnographer’s ability to recognize 

power structures (Nadler 1972). Feedback from my defense committee highlighted my 

limited understanding of where specific narratives come from in Colorado Memories. I 

would have liked a fully illuminated perspective of pre-production authority over episode 

topics. On the topic of narrative authority, there was information still unexplored in this 

research. 

If this was my dissertation rather than thesis, there was so much more I could 

have analyzed. What categories would participants suggest changing on the identity 

wheel? What would have improved their interaction with the survey for a more 

intersubjective experience? Who specifically made up the Colorado Memories audience 

and why? What services can an archive like SAM provide for both the organization it’s 

housed in and the surrounding community? What trends are decipherable in the proximity 

matrix I created from qualitative coding and analysis? How do those trends fare in the 

context of my filmed data? While I had a chance to glance many of these topics, I didn’t 

have the chance to explore them as thoroughly as I hoped. Future research in media and 

storytelling could test these questions in the context of the field site. 

When you go to tell someone about this thesis, why should the topic of storytelling 

at public broadcast stations matter to them? Depending on where they live, especially in 

the United States, there is a public broadcast station serving their area. They may or may 

not have the same types of programming at RMPBS, but it will be specific to that area. 
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National PBS programming doesn’t occupy a station’s broadcast 24 hours a day. Locally 

made programs fill a lot of gaps. This could involve marginalized communities, kids, and 

progressively forgotten history. PBS is a service which will always be free and funded to 

a certain extent by the federal government. And while it doesn’t have the budget 

streaming programs like Netflix or Hulu have for their original content, it is available 

online in more accessible (free) formats. Without PBS, we wouldn’t have Fred Rogers, 

Bob Ross, or Bill Nye teaching children about complex academic, artistic, and social 

issues. Public broadcast adapts to the times like any commercial station for a fraction of 

the price. As our world is increasingly connected via digital technology, at least we know 

there is a public broadcast station near us keeping content local. 

My thesis statement changed based on my findings. I originally believed the 

embodied content/stories made in Denver reflected the practiced identities of the people 

making it. Now, I believe the actual content is less determined by the direct choices of 

Colorado Memories storytellers. The many stakeholders in a single season of this show 

complicate the direction of a narrative. However, the ways in which those storytellers 

actually draft and narrate stories comes from their personal, memorized, embodied 

storytelling practices they spend a large portion of their lives developing. Whether they 

find inspiration from their feminist mothers, multi-narrative Hispanic family stories, 

mind-expanding photography and art, the sensory stories told by family and in science, or 

“cheesy” Bollywood romantic story arcs, they take the world around them and show it to 

others. Insider stories, both their own and the stories of Colorado, are what they found to 
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be the most personally motivating stories. Hopefully my own visual storytelling can elicit 

the same response from its viewers at screenings or on a broadcast station. While I have 

left the table of Colorado Memories physically, I will continue to seek the contents of a 

good storyteller.
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Appendix A: Semi-Structured Interview Questions 

These are the questions I used as the framework for my semi-structured 

interviews. The prompts and notes for myself under each question were to better 

encourage and focus the interview. Using the survey responses interviewees gave, I 

crafted each question to the salient identities as well as preferred storytelling methods to 

make the interview more specific to each person. The questions were focused on the 

formation and learning of salient identities, cultural influences on their identities and 

storytelling, their professional experiences, ways in which storytellers feel 

confident/insecure, their taste in stories, and the future of public storytelling. 

 

• What piece of your identity (refer to the survey answers) do you find to be the 

most salient? The least? 

o Tell the story of when you first encountered this identity.  

o Who was there, where, when, etc.? 

o Get emic data and sensory descriptions 

• Who/what/where were the places you learned lessons about identity on a 

regular basis?  

o Was it positive/negative? How so? 

o What were the cultural influences that taught you about your salient 

identity? 

• What did you want to be when you grew up?  

o Who, what, where, etc. influenced that? 
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o What were the cultural influences of your future goals? 

• When did storytelling factor into your life?  

o What did you depict?  

o Who/what/when/where taught you how to tell stories?  

o Get specific depending on their profession/medium of storytelling 

• Where do you feel comfortable expressing your stories? With whom? 

• What spaces is/isn’t this identity comfortable to express?  

• When did you first learn how to use the specific medium you use for 

storytelling? 

o What technology did you use? 

o Who/where else was using this medium?  

• What are some of the best stories you’ve witnessed told publicly? What are 

some of the best audience receptions and discussions that you’ve attended? 

o Get descriptions - who, what, when, where, why 

o Interpretation of audience reception 

• Does how you experience your identity help or hinder how you see yourself 

and your stories? Why or why not? 

o Extra prompt - where does this identity come into your storytelling?  

o Extra prompt - Is there a time where you couldn’t tell a story without 

being reminded/being influenced by that identity? Ju 

• Can you give me an example of your favorite story? 
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o Have them describe making that story - influences, technology, 

socializations 

o Potentially get a copy of that story - music file, video, image, etc. for 

future analysis and incorporation into the documentary 

• What do you see as the future of public storytelling? 

o Make up a story about the future of storytelling as you see it.  

o Who is there and how are they telling and spreading stories? 

o Extra emic data - sensory description, illustrative → maybe even draw 

a picture 
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Appendix B: Qualitative Analysis Code Book 

These are the codes I applied to my video footage. For each video, I would tag 

their corresponding characteristics in the code categories. Then, with each video 

possessing its own code, I accounted for every combination (e.g. DIeF = Denver, 

Interviewee, Family) in existence among the footage. Then, knowing every possible 

combination, I used the code to create a proximity matrix of each category. By the end, I 

knew the number of times each code occurred as well as appeared with another code. 

This allowed me to measure the intersections of both the survey categories as well as 

aspects of the filming process. 

• D = Denver (onscreen/being talked about) 

• Ie = Interviewee (participant being interviewed) 

• Ir = Interviewer (participant interviewing) 

• P = Practice (talking about/showing) 

• T = Technology (onscreen/being talked about)  

• Ed = Education 

• F = Family 

• W = Work (onscreen/being talked about)  

• Ch = Childhood 

• GI = Gender identity (chosen gender expression) 

• S = Sexual orientation 

• GA = Gender assignment (assigned gender expression at birth) 
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• BS = Biological sex (chromosomal-based definition of gender)  

• FL = First language 

• NO = National origin (birth country) 

• Ab = Ability (of body; any disabilities) 

• Re = Religion 

• Ra = Race  

• E = Ethnicity (cultural group membership) 

• Cl = Class (economic position/occupation) 
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Appendix C: Proximity Matrix 

This the proximity matrix developed from the 350 coded videos captured for data 

collection and observation. Refer to Appendix B for the code book. The intersection of 

two codes represents the number of times those two codes occurred in the same video. 

The bolded numbers crossing from top to bottom diagonally on the table are the total 

number of times a single code occurred in the videos. The bolded numbers at the bottom 

are the total number of times a code intersected with another code. 
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Appendix D: SAM Interview Questions 

This is the set of questions I used in my single interview with SAM volunteer 

Eleanor. She saw them in advance because the SAM volunteers preferred to be prepared. 

I asked these questions as Eleanor and I walked around the SAM workspaces for a tour. 

 

• What is your role as a SAM volunteer? 

• What is your understanding for how SAM first got started? 

• How did you first get involved with either SAM or RMPBS as a volunteer? 

• What were SAM’s initial goals? 

• In what ways has SAM developed since the beginning? 

• What are the different committee titles which differentiate different 

departments? 

• What activities do volunteers perform daily? 

• What are the future goals of SAM? 

 

 


