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Abstract 

Twentieth century art favors an aesthetic no longer oriented to beauty (which is associated with 

ƘŀǊƳƻƴȅ ŀƴŘ ǳƴƛǘȅύΣ ōǳǘ ǘƻ άǎǳōƭƛƳŜέ (which is associated with the incomplete and the 

inconceivable in its totality) (Lyotard, Adorno).  

Immersion by itself is a triumph of the experience the sublime offers over a detached viewpoint of 

the object-artwork; it mobilizes the entire human body seeking to offer a full experience, but can fill 

us with awe and make us weak-willed beings that accept without criticism the value system and the 

ideological choices inherent in the artwork. 

Virtual worlds are increasingly seductive, and people immersing in them end up perceiving reality 

through the lenses of virtual reality; and wanting to create a reality resembling virtual reality.   

The current thesis attempts to investigate how it is possible to achieve a kind of immersion that 

allows for a full experience not marginalizing thought. Projects structured under a certain set of 

ŘƛǎǘƛƴŎǘ ŎƻƴŎŜǇǘǎΣ ŀƴŘ ǳǎƛƴƎ ǊŜǎǘǊƛŎǘŜŘ ƳŜŀƴǎ ƻŦ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴΣ Ƴŀȅ ƘŜƭǇ ǊŜǘŀƛƴ ƻƴŜΩǎ ƛƴŘƛǾƛŘǳŀƭƛǘȅ 

while immersing in the virtual environment, and allow for deep and rich reading real art offers. 

 

Résumé 

 

L'art du XXe siècle favorise une esthétique qui se détourne de la beauté (associée à l'harmonie et à 

ƭϥǳƴƛǘŞύ ŀǳ ǇǊƻŦƛǘ Řǳ ζǎǳōƭƛƳŜη όŀǎǎƻŎƛŞ Ł ƭΩƛƴŎƻƳǇƭŜǘΣ Ł ƭϥƛƴŎƻƳƳŜƴǎǳǊŀōƭŜΣ ƭϥƛƴŎƻƴŎŜǾŀōƭŜ ŘϥǳƴŜ 

oeuvre dans sa totalité) (Lyotard, Adorno). 

L'immersion en elle-même est le triomphe de l'expérience offerte par le sublime sur un point de 

vue détaché de l'objet-ǆǳǾǊŜΤ Elle mobilise l'ensemble du corps humain et cherche à offrir une 

expérience complète, mais peut nous remplir de crainte et faire de nous des êtres velléitaires qui 

acceptent sans critique le système de valeurs Ŝǘ ƭŜǎ ŎƘƻƛȄ ƛŘŞƻƭƻƎƛǉǳŜǎ ƛƴƘŞǊŜƴǘŜǎ Ł ƭϥǆǳǾǊŜΦ 

Les mondes virtuels sont de plus en plus séduisants, et ceux qui s'y immergent finissent par 

percevoir laréalité à travers la lentille de la réalité virtuelle ; et par vouloir créer une réalité qui 

ressemble à la réalité virtuelle. 

Ma thèse tente de déterminer comment il est possible de parvenir à une forme d'immersion qui 

permette une expérience complète sans pour autant marginaliser la pensée. Les projets structurés 

sous un certain ensemble de concepts distincts et utilisant des moyens de représentation restreints 

peuvent aider à conserver l'individualité de celui qui s'immerge dans l'environnement virtuel, et 

permettre le déchiffrement riche et profond qu'offre l'art réel. 
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ACHIEVING IMMERSION: THE GRAY-ZONE BETWEEN REAL AND VIRTUAL 

 

INTRODUCTION 

«In jail I begƎŜŘ ŦƻǊ ǇŜǊƳƛǎǎƛƻƴ ǘƻ Ǉŀǎǎ Ƴȅ ǘƛƳŜ ōȅ ǇŀƛƴǘƛƴƎΦ ¢Ƙƛǎ ǿŀǎ ƎǊŀƴǘŜŘΧ L ǇŀƛƴǘŜŘ ǘƘŜ ƭŀƴŘǎŎŀǇŜ ƻƴ ǘƘŜ ǿŀƭƭ ƻŦ Ƴȅ 

ŎŜƭƭΧ Lƴ ǘƘŜ ƳƛŘŘƭŜ ƻŦ ǘƘŜ ǇƛŎǘǳǊŜΣ ǘƘŜǊŜ Ǌŀƴ ŀ ǾŜǊȅ ǎƳŀƭƭ ǊŀƛƭǊƻŀŘ ǘǊŀƛƴΦ Lǘ ǿŀǎ ƎƻƛƴƎ ǎǘǊŀƛƎƘǘ ǘƻǿŀǊŘ ǘƘŜ ƳƻǳƴǘŀƛƴΣ ŀƴŘ ǘƘŜ 

locomotive had already ŜƴǘŜǊŜŘ ŀ ƭƛǘǘƭŜ ǘǳƴƴŜƭ ƻǳǘ ƻŦ ǿƘƻǎŜ ŘŀǊƪ ƳƻǳǘƘ ǎƻƻǘȅ ǎƳƻƪŜ ǿŀǎ ǇƻǳǊƛƴƎΧΦ Lǘ ǿŀǎ ƛƴ ŦǊƻƴǘ ƻŦ ǘƘƛǎ 

picture in my cell that I was standing one day when the guards came hurrying up once more with their tedious summons 

and tried to tear me away from my happy ŀŎǘƛǾƛǘȅΧL ŀŦŦŀōƭȅ ǊŜǉǳŜǎǘŜŘ ǘƘŜ ƎǳŀǊŘǎ ǘƻ ōŜ ǇŀǘƛŜƴǘ ŦƻǊ ŀ ƳƻƳŜƴǘ ƭƻƴƎŜǊ ǎƛƴŎŜ L 

had to step into my picture and look after something in the train. They laughed in their usual way, for they considered me 

mentally unbalanced. Then I made myself small and stepped into my picture, got aboard the little train, and rode in the 

little train into the black tunnel. For a while sooty smoke continued to be visible, pouring out of the round hole, then the 

smoke dispersed and disappeared and with it the entire picture an I with the picture. The guards remained behind in great 

embarrassment». Hermann Hesse1 

                                                             
1
 Hesse, Hermann, «Zusammengefasster Lebenslauf», in Gesammelte Werke, vol 6, 393ff όά[ƛŦŜ {ǘƻǊȅ ōǊƛŜŦƭȅ ǘƻƭŘέΣ ƛƴ A 

Picorial Biography, Volker Michels (ed.), Denver Lindley (transl.), Triad Books 1979). 
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Man always needed myth. Myth accompanies man in all cultures and all eras; mythology, fairy tales 

and even religions did not occur by accident. Thanks to myth we have a world filled with all kinds of 

masterpieces. Artworks depicting non-existent things and events that fascinated and created 

addiction to people, were imitated and reproduced. Architecture creates as well worlds that did not 

exist before and attempts to lure people into them 

!ǊŎƘƛǘŜŎǘǳǊŜ Ƙŀǎ ǘƘŜ ŀōƛƭƛǘȅ ǘƻ ƛƳƳŜǊǎŜ ƛǘǎ άǇǊŜȅέ ƛƴǘƻ ƛǘǎ ǿƻǊƭŘ ŜǾŜƴ ƳƻǊŜ ǘƘŀƴ ǇŀƛƴǘƛƴƎΣ ǇƻŜǘǊȅΣ 

literature, because it moves it between walls, guides it over the floors through routes, drives it away 

or greets it with doors, lighting. Paul Valéry2 talked about the feeling of greatness caused by 

architecture and our inability to escape from it compared to painting. The experience that 

architecture offers to man is effortless: touching the cold doorknob, sitting on a comfortable couch, 

experiencing sinking in the wooden floor while walking, smelling the materials. 

In Renaissance it used the perspective and the illusion of depth. In Baroque it did away with the 

distinction between horizontal and vertical and blurred their limits with excessive decoration. 

Byzantine architecture created mystery by dimming the light. The wish to manipulate the observer 

differs from architect to architect. Pre-war modernism appealed to the mind, and aspired at making 

buildings the logical construct of which would be conspicuous. Post-war Le Corbusier wanted to 

guide experience by orchestrating views and light.  

Baudelaire and Benjamin have spoken about the magic of wandering in cities.3 The metropolis by 

itself pulls its resident into a world, from which he cannot escape ς in order to face it he becomes 

blazé, says Simmel.4 Bataille and Valéry see totalitarian trends in architecture, they want to destroy 

it5 (the Romantics of 1800 wanted as well to leave civilization and go to nature). 

One would expect that wƛǘƘ ǘŜŎƘƴƻƭƻƎƛŎŀƭ ŀŘǾŀƴŎŜǎ ŀƴŘ ǎŎƛŜƴŎŜΩǎ ŀōƛƭƛǘȅ ǘƻ ŜȄǇƭŀƛƴ ǘƘŜ ǾŀǊƛƻǳǎ 

phenomena, myth would diminish and that distance between reality and falsehood would increase, 

that the line between them would become clearer. However, the situation shows that myth simply 

ƳǳǘŀǘŜǎΦ ¢ƻŘŀȅ ƛǘ Ƙŀǎ ŜȄǇŀƴŘŜŘ ƛƴǘƻ ƴŜǿ ŦƛŜƭŘǎ ǎǳŎƘ ŀǎ άǾƛǊǘǳŀƭ ǊŜŀƭƛǘȅέΦ ¢ƘŜ Ƴŀƛƴ ŀƛƳ ǘƘŀǘ ǘƘŜ 

construction of illusionary spaces of all kinds ς either architectural structures or theatre sets, 

exhibition halls, cinematic or virtual space for games ς seems to have is to make less clear the 

boundary between them and reality. These constructed worlds in order to fascinate the visitor and 

ŀǘǘǊŀŎǘ ƘƛƳ ǘƻ ŜƴǘŜǊ ǘƘŜƳ όŜǾŜƴ ƛƴƛǘƛŀƭƭȅ άǊŜƧŜŎǘƛƴƎέ ƘƛƳύ ŎǊŜŀǘŜ ǘƘŜ ŘŜǎƛǊŜŘ ƛƳǇǊŜǎǎƛƻƴ ōȅ ŀƴǎǿŜǊƛƴƎ 

his/her innermƻǎǘ άƴŜŜŘǎέ ƻǊ ŘŜǎƛǊŜǎΦ 

Some philosophers and media theorists ςbetween them William Mitchell-6 believe that the new 

ƳŜŘƛŀ ƭŜŀŘ ǘƻ ǘƘŜ ǾƛǎƛǘƻǊΩǎ άŘƛǎŜƳōƻŘƛƳŜƴǘέΦ !ŎŎƻǊŘƛƴƎ ǘƻ ǘƘƛǎ Ǉƻƛƴǘ ƻŦ ǾƛŜǿΣ ŘƛƎƛǘŀƭ ǾƛǊǘǳŀƭƛǘȅ Ŏǳǘǎ ƻŦŦ 

the viewer from the tangible, tactile sense of his corporeal integration in the world, absorbs him into 

                                                             
2
 Valéry, Paul, 9ǳǇŀƭƛƴƻǎ ƻǳ ƭΩ!ǊŎƘƛǘŜŎǘŜ, 1921, Wikisource, la bibliothèque libre. Retrieved from 

http:κκǿƛƪƛƭƛǾǊŜǎΦŎŀκǿƛƪƛκ9ǳǇŀƭƛƴƻǎψƻǳψƭΩ!ǊŎƘƛǘŜŎǘŜ on February 27, 2014. 
3
 .ŜƴƧŀƳƛƴΣ ²ŀƭǘŜǊΣ ά¢ƘŜ tŀǊƛǎ ƻŦ ǘƘŜ {ŜŎƻƴŘ 9ƳǇƛǊŜ ƛƴ .ŀǳŘŜƭŀƛǊŜέΣ ƛƴ Writings 1938-1940, HUPress 2003, The Arcades 

Project, Cambridge, Mass.: HUPress 2002. 
4
 Simmel, Georg, ά¢ƘŜ aŜǘǊƻǇƻƭƛǎ ŀƴŘ aŜƴǘŀƭ [ƛŦŜέ όмфлоύ ƛƴ Gary Bridge and Sophie Watson (eds.), The Blackwell City 

Reader. Oxford and Malden, MA: Wiley-Blackwell, 2002. 
5
 Hollier, Denis, Against Architecture, The writings of Georges Bataille, Cambridge, Mass.: MIT Press, 1992. 

6
 Mitchell, William J. e-ǘƻǇƛŀΥ Ψ¦Ǌōŀƴ ƭƛŦŜΣ WƛƳ - ōǳǘ ƴƻǘ ŀǎ ǿŜ ƪƴƻǿ ƛǘΩ. Cambridge, Mass.: MIT Press, 1999. 

http://wikilivres.ca/wiki/Eupalinos_ou_l'Architecte
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the image and removes him from living reality. άAny kind of matter is about to vanish in favour of 

ƛƴŦƻǊƳŀǘƛƻƴέ ŦƻǊŜǎƘƻǿ tŀǳƭ ±ƛǊƛƭƛƻ ƛƴ ŜŀǊƭȅ мффлΩǎΦ7 

In contrast others, such as Mark Hansen,8 regard that the experience, which virtual reality offers is 

more complete since our body is also involved emotionally with the environment. The body 

ŎƻƴǘƛƴǳŜǎ ǘƻ ōŜ ǘƘŜ ŀŎǘƛǾŜ ǇŀǊǘƛŎƛǇŀƴǘ ǿƘƻ ŘŜǘŜǊƳƛƴŜǎ ǘƘŜ ƛƳŀƎŜΩǎ ǊŜŦŜǊŜƴŎŜ ǇƻƛƴǘΦ hǳǊ ǇƘȅǎƛŎŀƭ 

involvement with the new media allows immersion to virtual environments and is the basis of 

ƛƴǘŜǊŀŎǘƛǾŜ ƛƴǘŜƎǊŀǘƛƻƴ ƛƴ ŎȅōŜǊǎǇŀŎŜΦ άLƴ ŀǊŜŀǎ ŀǎ ŘƛǾŜǊǎŜ ŀǎ ǾƛǊǘǳŀƭ ǊŜŀƭƛǘȅΣ ǾƛŘŜƻ ŎƻƴŦŜǊŜƴŎƛƴƎΣ 

MUDs (multi-user domain), newsgroups, electronic discussion lists, telemedicine, web-based 

education, flight simulation software and computer gaming, a sense of presence is vital for the 

ǎǳŎŎŜǎǎ ƻŦ ǘƘŜ ǇŀǊǘƛŎǳƭŀǊ ŀǇǇƭƛŎŀǘƛƻƴέ9 points out Esther Milne. 

Today if we look up the word immersion in the Internet the following image appears on our screen: 

                             

ΧΧΧΧΧΧΧ  

 

The focus of the current thesis will be on how it is possible to achieve immersion with austerity and 

less means in virtual reality, because this is maybe the way to make immersion a tool for enriching 

                                                             
7
 άCƛǊǎǘ ƻŦ ŀƭƭΣ ǘƘŜ ŘƛǎŀǇǇŜŀǊŀƴŎŜ ƴƻǘ ƻƴƭȅ ŀŦŦŜŎǘǎ ŀǊŎƘƛǘŜŎǘǳǊŜ ōǳǘ ŀƴȅ ƪƛƴŘ ƻŦ ƳŀǘŜǊƛŀƭƛǘȅΥ ǘƘŜ ŜŀǊǘƘ όŘŜǘŜǊǊƛǘƻǊƛŀƭƛǎŀǘƛƻƴύΣ 

the body (disembodiment) and architecture (deconstruction in the literal sense of the word, not the architectural style) 

!ƴȅ ƪƛƴŘ ƻŦ ƳŀǘǘŜǊ ƛǎ ŀōƻǳǘ ǘƻ ǾŀƴƛǎƘ ƛƴ ŦŀǾƻǊ ƻŦ ƛƴŦƻǊƳŀǘƛƻƴέ, ±ƛǊƛƭƛƻΣ tŀǳƭΣ ƛƴǘŜǊǾƛŜǿŜŘ ōȅ !ƴŘǊŜŀǎ wǳōȅΣ ά!ǊŎƘƛǘŜŎǘǳǊŜ ƛƴ 

the age of its virtual disappearŀƴŎŜέΦ LƴΥ Beckmann, John (ed), The Virtual Dimension, Princeton Architectural Press 1998, 

186. 
8
 Hansen, Mark, New Philosophy for New Media, /ŀƳōǊƛŘƎŜΣ aŀǎǎΦΥ ɾL¢ tǊŜǎǎΣ нллс. 

9
 Milne, Esther, «Email and Epistolary technologies: Presence, Intimacy, Disembodiment», Fibreculture 2, 2003. 
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ƴƻǘ ƻƴƭȅ άŜȄǇŜǊƛŜƴŎŜέΣ ōǳǘ ŀƭǎƻ ǘƘƻǳƎƘǘΦ Lǘ ǿƛƭƭ ŜȄŀƳƛƴŜ ǊŜŀƭƛǘȅΣ ŀƴŘ ǊŜŀƭ ǎǇŀŎŜ ƛƴ ǇŀǊǘƛŎǳƭŀǊΣ ƛƴ ƻǊŘŜǊ 

to see with clarity the way with which we immerse in it and which are the elements attracting us to 

the current real space and afterwards in its representation to the virtual world. The aim is to 

maintain quality and aesthetics in virtual reality as the representation of reality and secondly in 

ǊŜŀƭƛǘȅ ƛǘǎŜƭŦ όǎƛƴŎŜ ƛǘ ƛǎ ƛƴŦƭǳŜƴŎŜŘκǎƘŀǇŜŘ ōȅ ǘƘŜ ǾƛǊǘǳŀƭύ Ǿƛŀ ǎƻƳŜ ǊŜŀŘƛƴƎ άǘƘŜǊƳƻƳŜǘŜǊǎέΦ 

 

CHAPTER 1 

Virtual reality as a semiological system 

 

±ƛǊǘǳŀƭ ǊŜŀƭƛǘȅ ǳǎŜǎ άǎƛƎƴǎέ ǘƘŀǘ ƛǘ ǎƛƎƴƛŦƛŜǎ ǿƛǘƘ ŀ ǉǳƛǘŜ ŘƛŦŦŜǊŜƴǘ ƳŀƴƴŜǊ ǘƻ ǿƘƛŎƘ ǿŜ ŀǊŜ ǳǎŜŘ ǘƻ ƛƴ 

reality, in order to immerse us in its world.  

Elementary function and necessary condition for the survival of all living organisms, including man, is 

dissemination of information.10 Language is the basic tool of communication and dissemination of 

information for people..11 The ƳŜǎǎŀƎŜΩǎ ŘƛǎǎŜƳƛƴŀǘƛƻƴ ǇǊŜǎǳǇǇƻǎŜǎ ŀ άǎƛƎƴέΦ ό[ƛƴƎǳƛǎǘƛŎύ άǎƛƎƴέ ƛǎ ŀ 

άŘǳŀƭƛǘȅέ ǘƘŀǘ Ŏƻƴǎƛǎǘǎ ƻŦ ǘƘŜ άǎƛƎƴƛŦƛŜǊέ ŀƴŘ ǘƘŜ άǎƛƎƴƛŦƛŜŘέΦ ¢ƘŜ ǎƛƎƴƛŦƛŜǊ ƛǎ ǘƘŜ ƳŀǘŜǊƛŀƭ ǾŜƘƛŎƭŜ ƻŦ ǘƘŜ 

meaning ς a word, while the signified is the meaning communicated. Whether categories pre-exist 

ƻǳǊ ǇŜǊŎŜǇǘƛƻƴΣ ƛŦ ǘƘŜǎŜ ŀǊŜ ǘŀƪŜƴ ŦƻǊ ƎǊŀƴǘŜŘ άƻōƧŜŎǘƛǾŜƭȅέΣ or if these are only mental constructs, 

arbitrary to a significant extent, that allow us to understand the world, is a difficult theoretical 

ǎǳōƧŜŎǘΦ ¢ƘŜ ǿƻǊƭŘ ƛǎ ŀ ŎƻƴǘƛƴǳǳƳΦ 5ŀƴƛŜƭ /ƘŀƴŘƭŜǊ ǿƻƴŘŜǊǎΣ άǿƘŜǊŜ ŀǊŜ ǘƘŜ ōƻǳƴŘŀǊƛŜǎ ƻŦ ŀ ŎƭƻǳŘΤ 

when does a smilŜ ōŜƎƛƴΚέ12 

The meaning arises in a specific cultural environment, specific conditions and circumstances. The 

ǿƻǊŘ άŦƛǊŜέΣ ŦƻǊ ŜȄŀƳǇƭŜΣ ƻƴ ŀ ǎƘƛǇΣ ƛǎ ƴƻǘ ŀ ǎƛƳǇƭŜ ƛƴŦƻǊƳŀǘƛƻƴΣ ǿƘƛŎƘ ǘƘŜ ŀǘǘŜƴŘŜŜǎ ǘǊŜŀǘ ŀǎ ƻƴŜ ƻŦ 

thousands of information they receive ς i.e. ǘƘŀǘ άǿŜ ǎŀƛƭ ŀǘ му ƪƴƻǘǎέΣ ƻǊ ǘƘŀǘ άǘƘŜ ǊŜǎǘŀǳǊŀƴǘ ǿƛƭƭ 

ǊŜƳŀƛƴ ƻǇŜƴ ǳƴǘƛƭ нлΥллέΤ ǘƘŜ ǿƻǊŘ άŦƛǊŜέ ǿƻǳƭŘ ƘŀǾŜ ǘƘƛǎ ŦǳƴŎǘƛƻƴ ƛŦ ƛǘ ǿŀǎ ǇƘǊŀǎŜŘ ƛƴ ǘƘŜ ŎƻƴǘŜȄǘ ƻŦ 

ŀ ƴƻǾŜƭ ǊŜŀŘ ōȅ ŀ ǇŀǎǎŜƴƎŜǊ ǊŜŀŘƛƴƎΦ IƻǿŜǾŜǊΣ ǘƘŜ ǿƻǊŘ άŦƛǊŜέ ƘŜŀǊŘ ŦǊƻƳ ǘƘŜ ǎǇŜŀƪŜǊǎ ƻŦ ǘƘŜ ǎƘƛp 

ƳŜŀƴǎ άŘŀƴƎŜǊέΣ άƎŜǘ ǊŜŀŘȅ ŦƻǊ ŀƴ ŜƳŜǊƎŜƴŎȅέΣ Ǉƻǎǎƛōƭȅ ŦƻǊ ŀōŀƴŘƻƴƛƴƎ ǎƘƛǇΦ 

                                                             
10

 Due to the diversity of information it is difficult to define it comprehensively: the more generic the definition is, in order 

to include every form of information, the more indefinite and vague it is. C. E. Shannon, one of the founders of the 

ƳŀǘƘŜƳŀǘƛŎŀƭ άLƴŦƻǊƳŀǘƛƻƴ ¢ƘŜƻǊȅέΣ ōŜƭƛŜǾŜǎ ǘƘŀǘ ƛƴŦƻǊƳŀǘƛƻƴ ƛǎ ŀƴȅǘƘƛƴƎ ǘƘŀǘ ǊŜŘǳŎŜǎ ǳƴŎŜǊǘŀƛƴǘȅ ŀōƻǳǘ ƻǳǊ ŜƴǾƛǊƻƴƳŜƴǘ 

and contributes to decision making (Shannon, C. E., Collected Papers, New York: IEEE Press, 1993). For the dissemination of 

information to occur, i.e. in order to achieve dissemination of a message, must, surely, exist a transmitter and a receiver. 

Both must have the same sensory organs in order to perceive messages and to share the same code in order to be able to 

decode them in the same way. 
11

 Modern semiotic theory was founded by the linguist of the early 20th century Ferdinard de Saussure. With language one 

person transmits messages to other people. 
12

 Chandler, Daniel, Semiotics: The Basics, London: Routledge, 2001, 57. 
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Together with language, which is the sign system par excellence, man uses many other sign systems 

ǘƘŀǘ Ŏŀƴ ǘƘŜǊŜŦƻǊŜ ōŜ ǊŜƎŀǊŘŜŘ ŀǎ άƭŀƴƎǳŀƎŜǎέ ƻƴ ǘƘŜ ŎƻƴŘƛǘƛƻƴ ǘƘŀǘ ǘƘŜǎŜ ǎȅǎǘŜƳs are adequately 

organized and that there is a community of people, an audience, which can identify and interpret 

them with stereotype and, to great extent, interpersonal ways. For Roland Barthes, something 

becomes a sign when it means something for someone, when it transfers one meaning from a 

transmitter to a receiver.13 Every signifier carries with it denotations and connotations. 

Erwin Panofsky, the historian and art theorist who studied the conveyance of meanings through art 

(and particularly of represeƴǘŀǘƛƻƴŀƭ ŀǊǘύΣ ƴƻǘŜŘ ǘƘŀǘ άǘƘŜ ŘŜƴƻǘŀǘƛƻƴ ƻŦ ŀ ǊŜǇǊŜǎŜƴǘŀǘƛƻƴŀƭ Ǿƛǎǳŀƭ 

image is what all viewers from any culture and at any time would recognize the image as 

ŘŜǇƛŎǘƛƴƎέΦ14 On the other hand, the connotations of such an image are varied and depend both on 

the cultural environment and on the specific each time occasion in which this image is incepted. In 

Ƙƛǎ ŘƛǎǘƛƴŎǘƛǾŜ ŀƴŀƭȅǎƛǎ ƻŦ bƛŎƻƭŀǎ tƻǳǎǎƛƴΩǎ ǇŀƛƴǘƛƴƎΣ 9ǘ ƛƴ !ǊŎŀŘƛŀ ŜƎƻΣ ǿƘŀǘ ƛǎ ŘŜƴƻǘŜŘ ƛǎ ŀ ƎǊƻǳǇ ƻŦ 

shepherds reading the inscription et in Arcadia ego carved in a tomb. That we all die is the direct 

conclusion of this denotation, something which is not obvious and not worthy of becoming the 

subject of a painting. Panofsky stresses that without its connotations this painting does not say 

something actually interesting. But if we take into account that Arcadia is consider to be Heaven on 

earth, a mythical place of happiness where the nymphs lived according to the popular during the 

17th century ancient Greek mythology, then a first connotation of the painting is that even in a state 

of happiness sorrow and pain are inherent.  

Virtual reality is particularly apt at creating new denotations and connotations by juxtaposing 

various images, not usually seen in such sequence in reality. 

The huge potential virtual reality has to manipulate the denotations and connotations of images, 

enhances the feeling of ecstasy that it offers and (if it is for example an intense video game) could be 

ŎƻƳǇŀǊŜŘ ǘƻ ǘƘŀǘ ŎŀǳǎŜŘ ōȅ ǘƘŜ άǎǳōƭƛƳŜέ ƛƴ ŀǊǘ. 

                                                             
13

 Roland Barthes, who continued, renewed and expanded the theory of signs to fields beyond language, noted in the 

мфслǎΥ άJe rappellerai donc que toute sémiologie postule un rapport entre deux termes, un signifiant et un signifié. Ce 

ǊŀǇǇƻǊǘ ǇƻǊǘŜ ǎǳǊ ŘŜǎ ƻōƧŜǘǎ ŘΩƻǊŘǊŜ ŘƛŦŦŞǊŜƴǘΣ Ŝǘ ŎΩŜǎǘ ǇƻǳǊ ŎŜƭŀ ǉǳΩƛƭ ƴΩŜǎǘ Ǉŀǎ ǳƴŜ ŞƎŀƭƛǘŞ Ƴŀƛǎ ǳƴŜ ŞǉǳƛǾŀƭŜƴŎŜΦ Lƭ Ŧŀǳǘ 

iciprendre garde que contrairemenǘ ŀǳ ƭŀƴƎŀƎŜ ŎƻƳƳǳƴ ǉǳƛ ƳŜ Řƛǘ ǎƛƳǇƭŜƳŜƴǘ ǉǳŜ ƭŜ ǎƛƎƴƛŦƛŀƴǘ ŜȄǇǊƛƳŜ ƭŜ ǎƛƎƴƛŦƛŞΣ ƧΩŀƛ 

ŀŦŦŀƛǊŜ Řŀƴǎ ǘƻǳǘ ǎȅǎǘŝƳŜ ǎŞƳƛƻƭƻƎƛǉǳŜ ƴƻƴ Ł ŘŜǳȄΣ Ƴŀƛǎ Ł ǘǊƻƛǎ ǘŜǊƳŜǎ ŘƛŦŦŞǊŜƴǘǎ ŎŀǊ ŎŜ ǉǳŜ ƧŜ ǎŀƛǎƛǎΣ ŎŜ ƴΩŜǎǘ ƴǳƭƭŜƳŜƴǘ ǳƴ 

ǘŜǊƳŜΣ ƭΩǳƴ ŀǇǊŝǎ ƭΩŀǳǘǊŜΣ Ƴais la corrélation qui les unit: il y a donc le signifiant, le signifié et le signe, qui est le total 

associatif des deux premiers termesέ (Barthes, Roland, Mythologies, Éditions du Seuil, Paris, 1957, 185). Something, says 

Barthes, becomes a sign when it means something for someone, when it transfers one meaning from a transmitter to a 

receiver. We can consider as a signifier the physical shape of the sign; it is something that we can perceive with our senses. 

On the other hand, the signified is a mental construct, it is not a physical. The relationship between signifier and signified is 

usually referred as signification. For example: sign: the word rose; signifier: all the letters r-o-s-e; signified: what we mean 

ŀǎ ΨǊƻǎŜΩΣ ǘƘŜ ƳŜƴǘŀƭ ŎŀǘŜƎƻǊȅ ΨǊƻǎŜΩΦ 
14

 Panofsky, Erwin, Meaning in the visual arts, New York: Penguin, 1970, 51 ff. 
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A first century CE text, On the Sublime, introduced in literature the concept of sublime.15 

Sublime does not seek to convince the audience but to bend its critical ability by entrancing it into 

accepting the argument without resistance. In the On the SublimeΣ άƭŜ ǎǳōƭƛƳŜ Ŝǎǘ Ŝƴ ŜŦŦŜǘ ŎŜ qui 

ŦƻǊƳŜ ƭϥŜȄŎŜƭƭŜƴŎŜ Ŝǘ ƭŀ ǎƻǳǾŜǊŀƛƴŜ ǇŜǊŦŜŎǘƛƻƴ Řǳ ŘƛǎŎƻǳǊǎέ 16 in the translation with which this text 

become known in Europe, made in 1674 by Nicolas Boileau. The effect of elevated language upon an 

audience is not persuasion άŎŀǊ ƛƭ ƴŜ ǇŜǊǎǳŀŘŜ Ǉŀǎ ǇǊoprement, mais il ravit, il transporte, et produit 

en nous une certaine admiration méfiée d'étonnement et de surprise, qui est toute autre chose que 

ŘŜ ǇƭŀƛǊŜ ǎŜǳƭŜƳŜƴǘΣ ƻǳ ŘŜ ǇŜǊǎǳŀŘŜǊΦέ ¢ƘŜ ŎƻƴŎŜǇǘ ƻŦ ǎǳōƭƛƳŜ ǿŀǎ ŜȄŀƳƛƴŜŘ ǎȅǎǘŜƳŀǘƛŎŀƭƭȅ ōȅ 

Kant, who inteǊǇǊŜǘǎ ƛǘ ŀǎ ǘƘŜ ŜƳƻǘƛƻƴ ŀǊƛǎƛƴƎ ŦǊƻƳ ǘƘŜ ƴŀǘǳǊŀƭ ǇƘŜƴƻƳŜƴŀΩǎ ƛƴŦƭǳŜƴŎŜ ƻƴ ƘǳƳŀƴ 

psyche ς ŀ ƘŀǊǎƘ ƳƻǳƴǘŀƛƴΩǎ ǎƛƎƘǘ ƻǊ ŀ ǎǘƻǊƳΩǎ ƳȅǎǘƛǉǳŜ ŜǘŎΦ Yŀƴǘ ǿŀǎ ŜȄǘǊŜƳŜƭȅ Ŏŀǳǘƛƻǳǎ ƛƴ ǳǎƛƴƎ 

the sublime on art. The sublime art in his era was not an art resisting authority, its overt or latent 

violence, but an art depicting its greatness. Art, therefore, had the function of converting the 

autonomous citizen to a passive subject and therefore of legitimizing ideologically the dominance of 

existing conditions. Kant rejected the sublime as analyzed in the ancient On the Sublime because it 

involves the risk of glorifying violence and hence undermining the noble idea of freedom due to the 

power of the passion that distinguishes violence. For Kant the natural powers themselves are not 

sublime. They are merely the pretext for realizing our suprasensible freedom through which we can 

ǊŜǎƛǎǘ ƴŀǘǳǊŜΩǎ ōǊǳǘŀƭ ŀǳǘƘƻǊƛǘȅΦ  

During the 1980s postmodern thought shifted to the concept of the sublime, which Edmund Burke 

and Immanuel Kant had reintroduced to philosophical thought. Jeans-Francois Lyotard, one of the 

pioneers of this shift, notes that twentieth century art no longer favors cultivating an aesthetic 

oriented to achieve the beautiful, but rather uses and refers to the aesthetic of άǎǳōƭƛƳŜέΦ17 

According to Lyotard, modern art is founded on this very character that Kant attributes to the 

sublime. He does so, obviously recognizing, that the risks linked with this choice are the price that 

art has to pay in order not to lead to the leveling of the differences that prosaic rationalism has 

                                                             
15

 On the Sublime was once attributed to Cassius Longinus, intellectual and writer of the third century CE.  
16

 On the Sublime 1.3: ˁˊ ˍʹˌ ˁʰ  ˅ˇ˔  ˍʽˌ ˂ ʴ˖˄ ˋˍ  ˍ  ˕ʹ. 
17

 According to Lyotard, both postmodern philosophy and art must resist forced consensus based on some rational which 

ignores (unless it settles violently) diversity, must resist the dictation of a single right model in social organization, in 

reason, in the daily life of modern society; a society consisting of a multitude of autonomous individuals each with his own 

goals and visions, who claims a space of his own where he can materialize his desires: something already pointed out by 

Theodor Adorno and Max Horkheimer in the 1940s (Horkheimer, Max & Adorno, Theodor, Dialectic of Enlightenment. New 

York: Herder & IŜǊŘŜǊ мфтн ώмфптύϐΦ ¢ƘŜǎŜ DŜǊƳŀƴ ǘƘƛƴƪŜǊǎ ŀǘǘŜƳǇǘŜŘ ǘƻ ŜȄǇƭŀƛƴ DŜǊƳŀƴȅΩǎ ŀƴŘ Ƴŀƴȅ 9ǳǊƻǇŜŀƴ 

ŎƻǳƴǘǊƛŜǎΩ ǎƭƛǇ ǘo fascism during the interbellum period, making distinction between reason and purpose-oriented utility, 

ǿƘƛŎƘ ƛǎ ŀǎǎƻŎƛŀǘŜŘ ǿƛǘƘ ǘƘŜ ǊŜŘǳŎǘƛƻƴ ƻŦ ǘƘŜ 9ƴƭƛƎƘǘŜƴƳŜƴǘΩǎ ŜƳŀƴŎƛǇŀǘƛƴƎ ǇǊƻƎǊŀƳƳŜ ƛƴǘƻ ŀƴ ƛƴǎǘǊǳƳŜƴǘŀƭ ǊŀǘƛƻƴŀƭƛǘȅΦ 

This is what Jacques Derrida calƭŜŘ ōƻƻƪΩǎ ƻǿƴ ǾƛƻƭŜƴŎŜ όƛΦŜΦ ǾƛƻƭŜƴŎŜ ƻŦ ŜǾŜǊȅ ǊǳƭŜύΥ άla protection encyclopédique de la 

ǘƘŞƻƭƻƎƛŜ Ŝǘ Řǳ ƭƻƎƻŎŜƴǘǊƛǎƳŜ ŎƻƴǘǊŜ ƭŀ ŘƛǎǊǳǇǘƛƻƴ ŘŜ ƭΩŞŎǊƛǘǳǊŜΣ ŎƻƴǘǊŜ ǎƻƴ ŞƴŜǊƎƛŜ ŀǇƘƻǊƛǎǘƛǉǳŜ ŜǘΣ ƴƻǳǎ ƭŜ ǇǊŞŎƛǎŜǊƻƴǎ 

plus loin, contre la différence en général.έ (Derrida, Jacques, De la Grammatologie, Paris: Éditions de Minuit, 1967, 39). 
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fallen to.18 Adorno formulated this idea in his Aesthetische Theorie. According to Adorno true 

innovating works of art belong to the sublime category: sublime, however, has changed character 

and function compared to what Kant perceived as sublime because society has transformed radically 

since the 18th century in terms of how a person defines its identity and understands its position in 

society and its relationship with others.19 

With beautiful we connect the features of agreement, totality, harmonization of the opposites, 

something which today is irrelevant, since today dominate incompatibility and heterogeneity of the 

various aspects, which things consist of. This incompability and heterogeneity are fundamental 

features of modern society, which is open to individuality and tolerant to diversity.  

Immersion by itself is a triumph of the sublime on a cold, detached viewpoint of the object-artwork, 

a viewpoint often dictated by dominant ideology and logic. Immersion mobilizes the entire human 

body seeking to offer a full experience. Lƴ ǾƛǊǘǳŀƭ ǎǇŀŎŜΧ άǘƘƛǎ ǎǳƎƎŜǎǘƛǾŜ ǇƻǿŜǊ ƳŀȅΣ ŦƻǊ ŀ ŎŜǊǘŀƛƴ 

ǘƛƳŜΣ ǎǳǎǇŜƴŘ ǘƘŜ ǊŜƭŀǘƛƻƴǎƘƛǇ ōŜǘǿŜŜƴ ǎǳōƧŜŎǘ ŀƴŘ ƻōƧŜŎǘΣ ŀƴŘ ǘƘŜ Ψŀǎ ƛŦΩ Ƴŀȅ ƘŀǾŜ ŜŦŦŜŎǘǎ ƻƴ 

awareness. The power of a hitherto unknown or perfected medium of illusion to deceive the senses 

leads the observer to act or feel according to the scene or logic of the images and, to a certain 

ŘŜƎǊŜŜ Ƴŀȅ ŜǾŜƴ ǎǳŎŎŜŜŘ ƛƴ ŎŀǇǘƛǾŀǘƛƴƎ ŀǿŀǊŜƴŜǎǎέ Ǉƻƛƴǘǎ ƻǳǘ hƭƛǾŜǊ DǊŀǳΦ20 

Immersion can fill us with awe and make us weak-willed beings that accept without criticism the 

value system and the political, social and ideological choices inherent in the artwork. Or, transferring 

us to another world can allow us to look the real world with a critical eye and allow us to see that 

current reality is not the only one possible, as totalitarian regimes often argue. Therefore, it is a 

major challenge today for immersion to have the traits that Adorno and Lyotard wanted to attribute 

to it (i.e. the refusal of accepting a single truth and the confirmation of individuality when one 

engages the work of art transporting the immersed person out of the box) and not the 

characteristics described in On the Sublime (ecstasy and circumvention of the resistance raised by 

the mind to the meanings submitted by the artwork), towards which Kant was particularly skeptical. 

                                                             
18

 Lyotard Jean-François, La condition postmoderne, Paris: Éditions de Minuit, 1979, especially 71-82. The modernist maxim 

of rationalism has deviated into an uninspired and ruthless effort to enforce homogeneity on the basis of a perceived 

άǊƛƎƘǘέ ŀƴŘ άǎŜƴǎƛōƭŜέΦ ¢Ƙƛǎ ǿŀǎ Ƴŀƛƴƭȅ ŀŎƘƛŜǾŜŘ ōȅ ǘƘŜ ƛƳǇƻǾŜǊƛǎƘƳŜƴǘ ƻŦ ƭƛƴƎǳƛǎǘƛŎ ƳŜŀƴǎ ƻŦ ŜȄǇǊŜǎǎƛƻƴ ŀƴŘ ǘƘŜ ƴŜǿ 

media. It is distinguished by its deep mistrust of ambiguity, to different opinions, to openness towards the new, which is 

not yet been organized and categorized; in a nutshell it is distinguished by a irrational fear towards the possibility of living 

ƛƴ ŦǊŜŜŘƻƳέ ό·ŜǊƻǇŀƛŘƛǎΣ DΦΣ ζɶ ˄ʶ˖ˍʶˊʽˁʺ ˍʷ˔˄ʹ ˖ˌ ˍʷ˔˄ʹ ˍˇˎ ˎ˕ʹ˂ˇˏΦ ɼˊʽˍʽˁʱ ˋ˔ˈ˂ʽʰ ˋˍʹ˄ ɮʽˋʻʹˍʽˁʺ ɸʶ˖ˊʾʰ ˍˇˎ 

!ŘƻǊƴƻέ όaƻŘŜǊƴ ŀǊǘ ŀǎ ŀǊǘ ƻŦ ǘƘŜ ǎǳōƭƛƳŜΦ /ǊƛǘƛŎŀƭ ǊŜƳŀǊƪǎ ƻƴ !ŘƻǊƴƻΩǎ !ŜǎǘƘŜǘƛŎŀƭ ǘƘŜƻǊȅηύ LƴΥ ʆˇ ɾˇ˄ˍʷˊ˄ˇΣ ɰΦ ɼʽ˄ˍʺΣ ʃΦ 

ʆˇˎˊ˄ʽˁʽ˗ˍʹˌΣ ɼΦ ʆˋʽʰ˃ˉʱˇˌ όʶˉʽ˃Φύ ό¢ƘŜ aƻŘŜǊƴΣ ±Φ YƛƴŘƛΣ tΦ ¢ƻǳǊƴƛƪƛƻǘƛǎΣ YΦ ¢ǎƛŀƳǇŀƻǎ όŜŘǎύύΦ !ǘƘŜƴǎ: Alexandria 2013, 

48) 
19

 !ŘƻǊƴƻ ŀǊƎǳŜǎ ǘƘŀǘ ŘŜŦŜƴŘƛƴƎ ƛƴŘƛǾƛŘǳŀƭƛǘȅ ŀƴŘ ŦǊŜŜŘƻƳ ƻŦ ŎƘƻƛŎŜ ƻŦ ǘƘŜ ƛƴŘƛǾƛŘǳŀƭ ƎǳŀǊŀƴǘŜŜǎ ǘƘŀǘ bŀȊƛǎƳΩǎ ŀǘǊƻŎƛǘƛŜǎ 

ǿƛƭƭ ƴƻǘ ōŜ ǊŜǇŜŀǘŜŘΣ ŀǎ ƘŜ ƘŀŘ ǎŜŜƴ ŀǎ ŘƻƳƛƴŀƴǘ ŀǊǘΩǎ ǇƻƭƛǘƛŎŀƭ ŀƴŘ ǎƻŎƛŀƭ ŘƛƳŜƴǎƛƻƴΦ 
20

 Grau, Oliver, Virtual Art: From Illusion to Immersion, London: Leonardo Books, 2003, 17. 
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CHAPTER 2 

How is immersion archieved? Conceptual tools for analyzing virtual reality 

 

1. The interface of real and non-real (L'interface de réel et non réel)  

2. The awareness of non-real ς security in myth (La conscience de la non-réel - sécurité dans 

le mythe) 

3. Aesthetical enjoyment (Jouissance esthétique)  

4. Concealing and unveiling (Dissimulant et révélant)  

5. Possibility of projecting the desired (Possibilité de projeter le choix)  

6. Embodiment and navigation through 3d avatar (Incarnation et navigation à travers avatar 

3D) 

7. Multiplicity and condensation (Multiplicité et condensation) 

8. Escape to a dream (L'évasion au rêve) 

9. Movement (movement) 

10. Scale (Echelle) 

11. Limits and boundaries (Limites et frontiers) 

12. Narrative (narrative) 

  

 

 1. The interface of real and non-real  

Reproduction of intimate and familiar elements with acceptable features is often observed in virtual 

spaces tending to immerse the participant. Imitation, representation and reproduction do not 

transfer only the style and prestige of reality, but are used to make an environment familiar. If we 

observe the design of psychiatric spaces we will find many objects originating from the periods 

ƭƻŎƪŜŘ ƛƴ ǘƘŜ ǇŀǘƛŜƴǘǎΩ ƳŜƳƻǊȅΣ ǎƛƴŎŜ ǘƘŜȅ ŀŎŎŜǇǘ ǊŜƭǳŎǘŀƴǘƭȅ ŀƴȅǘƘƛƴƎ ƴŜǿΦ tǊƻōŀōƭȅ ǘƘƛǎ ƛǎ ǘƘŜ 

reason why we find imitation of real spaces in a video game, even though there is absolute designing 

freedom.  

Case study: gardens of illusion 

.ƭŜƴŘƛƴƎ ƻŦ ǊŜŀƭƛǘȅ ŀƴŘ άƳŀŘŜ-ǳǇέ ŦŜŀǘǳǊŜǎ ǿŀǎ ǎƻǳƎƘǘ ŦƻǊ ǎƛƴŎŜ ǊŜƳƻǘŜ ǘƛƳŜǎΦ DŀǊŘŜƴǎ ŀǊŜ ǇǊƛƳŜ 

examples of early interfaces of real and non-real. 

Alice opened the door and found that it led into a small passage, not much larger than a rat-hole: she knelt 

down and looked along the passage into the loveliest garden you ever saw. How she longed to get out of that 
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dark hall, and wander about among those beds of bright flowers and those cool fountains, but she could not 

even get her heŀŘǘƘƻǳƎƘ ǘƘŜ ŘƻƻǊǿŀȅΤ ΨŀƴŘ ŜǾŜƴ ƛŦ Ƴȅ ƘŜŀŘ ǿƻǳƭŘ Ǝƻ ǘƘǊƻǳƎƘΣΩ ǘƘƻǳƎƘǘ ǇƻƻǊ !ƭƛŎŜΣ Ψƛǘ ǿƻǳƭŘ 

be of very little use without my shoulders. Oh, how I wish I could shut up like atelescope! I think I could, if I only 

ƪƴƻǿ Ƙƻǿ ǘƻ ōŜƎƛƴΦΩ CƻǊΣ ȅƻǳ ǎŜŜΣ ǎƻ Ƴŀƴȅ ƻǳǘ-of-the-way things had happened lately, that Alice had begun to 

think that very few things indeed were really impossible... 
21

 

 

          

            {ŎŜƴŜ ŦǊƻƳ ¢ƛƳ .ǳǊǘƻƴΩǎ !ƭƛŎŜ ƛƴ ²ƻƴŘŜǊƭŀƴŘΣ нлмл 

 

If we remove gardens from fairy tales they might have not even existed. 

The garden is a kind of an interface between myth and reality, between the world constructed by 

man and the existing one, namely between human construct and nature. 

Constructing garden as a medium, man made more familiar and controlled the unknown natural 

environment. 

Kant writes about gardens: «For [painting] gives only the illusion of corporeal extension; the latter 

certainly gives this in truth, but gives only the illusion of employment and use for ends other than 

merely the play of the imagination in the viewing of its forms. [Pleasure gardening] is nothing other 

than the decoration of the ground with the same variety (grasses, flowers, bushes and trees, even 

water, hills and valleys) with which nature presents it to intuition, only arranged differently and 

suited to certain ideas. The beautiful arrangement of corporeal things, however, is also given only 

for the eye, like painting; the sense of touch, however, cannot furnish any intuitable representation 

of such a form.» 22 

 

                                                             
21

 Carroll, Lewis, !ƭƛŎŜΩǎ !ŘǾŜƴǘǳǊŜǎ ƛƴ ²ƻƴŘŜǊƭŀƴŘ, Chapter I: Down the Rabbit-Hole.  
22

 Kant, Immanuel, Kritik der Urteilungskraft (Ctitique of judgement), #51.2: On the division of arts. 
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                                       Bomarzo Gardens, Italy 

 

The garden combines aesthetic pleasure with that of horror. Horror is an intense and seductive 

feeling. IƛǘŎƘƪƻŎƪ ǎŀȅǎ ǘƘŀǘ άPeople pay to be scared",23 and it is no coincidence that this feeling was 

explored systematically in literature in the Romantic period. The feeling of horror is created more 

easily in fairy tales because transcending natural, which in them, contains by itself something 

terrifying. However experienciƴƎ ǘŜǊǊƻǊ ƛƴ ŦŀƛǊȅ ǘŀƭŜǎ ƛǎ ƳǳŎƘ άŜŀǎƛŜǊέΣ ƭŜǎǎ ǘŜǊǊƛŦȅƛƴƎΣ ǎƛƴŎŜ ǘƘƛǎ 

experience occurs within the safety offered by the awareness that it is a made up world where 

threat is not real at all ς as in virtual reality ς there we are mesmerized by danger with the safety 

offered by distance. 

                                                             
23

 Alfred Hitchcock interviewed in 1972 by journalist Pia Lindstrom and film historian William Everson, 

http://digitaldeconstruction.com/alfred-hitchcock-masters-cinema-complete-1972-interview/#.U1p3Z8Z63eI 
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                                          Abbatiale Sainte-Foy de Conques (Aveyron) 

 

                                   

                                     Bomarzo Gardens, Italy 

 

Large rose-tree stood near the entrance of the garden: the roses growing on it were white, but there were three 

gardeners at it, busily painting them red. Alice thought this a very curious thing, and she went nearer to watch 

them.
24

 

 

                                                             
24

 Carroll, Lewis, !ƭƛŎŜΩǎ !ŘǾŜƴǘǳǊŜǎ ƛƴ ²ƻƴŘŜǊƭŀƴŘ, Chapter I: Down the Rabbit-Hole  
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Spiral Jetty, Rozel Point, April 2005. 6,500 tons of basalt, mud and salt create a piece of land art, another type of hybrid 

between nature and construct, like the painted red roses of the fairy tale. 

 

aŀƴΩǎ ŎƻƴǘǊƻƭ ƻǾŜǊ ƴŀǘǳǊŜ ƛƴ ƎŀǊŘŜƴǎ ǾŀǊƛŜǎΦ {ƻƳŜǘƛmes it is very strong as for example in French 

gardens. However, already from the 17th century French painters ς such as Nicolas Poussin (1594-

1665) and Claude Lorrain (1600-1682) ς reacted to the totalitarian regime and to the theologically or 

rationally inspired harmonious arrangement of the French garden, modeled after the Versailles 

gardens (in reality the reaction against the French gardens ς which were a manifestation of the 

ǎƻŎƛŜǘȅΩǎ ǇƻƭƛǘƛŎŀƭ ƻǊƎŀƴƛȊŀǘƛƻƴ ς took place in the virtual environment of the painting: radical ideas 

for a political system less authoritarian than absolute monarchy found refuge in this constructed 

world). 

 

                                

                                                               Nicolas Poussin, Et in Arcadia Ego, ca 1638-40 (Musee du Louvre) 
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{ƻƳŜǘƛƳŜǎ ƳŀƴΩǎ ŎƻƴǘǊƻƭ ƻǾŜǊ ƴŀǘǳǊŜ ƛǎ ǊŜƭŀǘƛǾŜƭȅ ƳƻǊŜ ƭƛƳƛǘŜŘ ŀǎ ŦƻǊ ŜȄŀƳǇƭŜ ƛƴ 9ƴƎƭƛǎƘ ƎŀǊŘŜƴǎΣ ƻǊ 

even more in gardens that are allowed to grow freely such as Freshkills Park in New York. 

An interesting reversal has been achieved there, which gives to the entire project a touch of fantasy: 

the garbage disposal area of a metropolis was gradually transformed into a breeding round of 

another, more natural, life, which, additionally, is much more accessible to a New York resident than 

the dump ten years ago. 

 

                           

                           

                             FreshKills Park, past and present 


