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Abstract

Twentieth century art favors an aesthetic no longer oriented to beauty (which is associated with
KIEN¥Y2ye |yR dzyA e gwhich Gsdabsociated withd ithed indorvipfiete 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 objectartwork; it mobilizes the entire human bodgeking to offer a full experience, but can fill

us with awe and make us weaklled beings that accept without criticism the value system and the
ideological choices inherent in the artwork.

Virtual worlds are increasingly seductive, and people immersintgem 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 expegince not marginalizing thought. Projects structured under a certain set of
RAAGAYOG O2yOSLIias IyR dzaAy3a NBAGNAOGSR YSlIya 2

while immersing in the virtual environment, and allow for deep and rich readiabart offers.

Résumé

L'art du XXe siécle favorise une esthétique qui se détourne de la beauté (associée a I'harmonie et a
fUdzyAGSUO | dz LINPFAG Rdz C&adzomtAYSn o6Faaz2zoAsS t f QA
oeuvre dans sa totalité) (Lyath Adorno).

L'immersion en ellenéme est le triomphe de I'expérience offerte par le sublime sur un point de
vuedétaché de l'objedzdz@ Kl Tnobilise I'ensemble du corps humain et cherche a offrir une
expériencecompléte, mais peut nouemplir de craite et fairede nousdes étres velléitaires qui

acceptent sansritique le systtme devaleu®i f S&4 OK2AE ARS2f23AljdzSa AyK
Les mondes virtuels sont de plus en plus séduisants, et ceux qui s'y immergent finissent par
percevoir laréalité aravers la lentille de la réalité virtuelle ; et par vouloir créer une réalité qui
ressemble & la réalitéirtuelle.

Ma thése tente de déterminer comment il est possible de parvenir a une forme dimmersion qui
permette une expérience compléte sans pourantt marginaliser la pensée. Les projets structurés

sous un certain ensemble de concepts distincts et utilisant des moyens de représentation restreints
peuvent aider & conserver l'individualité de celui qui s'immerge dans I'environnement virtuel, et

permettre ledéchiffrement riche et profond qu'offre I'art réel.
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Henri CartieBresson

ACHIEVING IMMERSION: THE GRAY-ZONE BETWEEN REAL AND VIRTUAL

INTRODUCTION

«njaillbe@ SR F2NJ LISN¥YA&darzy G2 LI &aa ve GAYS oe

O0SttX LYy (GKS YARRES 2F (KS LAOGdINB:E GKSNB NI

LI AYyGAy3Id ¢KAA
y | @GSNE &Yl ft

locomotive had alread$y 4§ SNBR | fAGGE S GdzyySt 2dzi 2F ¢K2a$S RIN] VY2dziK
picture in my cell that | was standing one day when the guards came hurrying up once more with their tedious summons

and tried to tear me away frommy happyO i A BAGEe XL +F FFLofe& NB|jdzSadSR GKS 3dzZ NRa
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 | made myself small aegped 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 picarewith the picture. The guards remained behind in great

embarrassment>Hermann Hesse

! Hesse, HermanngZusammengefasster Lebenslauf»,Gesammelte Werkevol 6, 393ff6 a [ A ¥ S
Picorial BiographyVolker Michels (ed, Denver Lindley (translJriad Books 1979)

{ 02NBA ONASTE &



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 aawvorld filled with all kinds of
masterpieces. Artworks depicting naxistent 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 tlure people into them

I NOKAGSOGdzINE KFa GKS loAftAGe G2 AYYSNRS Ada aLN
literature, because it moves it between walls, guides it over the floors through routes, drives it away

or greets it with doors, lightig. Paul ValéAtalked 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 withcessive decoration.
Byzantine architecture created mystery by dimming the light. The wish to manipulate the observer
differs from architect to architect. Pr&ar modernism appealed to the mind, and aspired at making
buildings the logical construct of whickould be conspicuous. Pegstar Le Corbusier wanted to
guide experience by orchestrating views and light.

Baudelaire and Benjamin have spoken about the magic of wandering in*ditiesmetropolis by
itself pulls its resident into a world, from which lkannot escape; in order to face it he becomes
blazé, says SimméBataille and Valéry see totalitarian trends in architecture, they want to destroy
it> (the Romantics of 1800 wanted as well to leave civilization and go to nature).

One would expect that Wi K G SOKy 2t 23A0Ft | RGIFryOSa |yR aOASy
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 myiblys

Ydzi 6Sa4d ¢2RI& Al KFa SELIYRSR AyiG2z ySé FASEtRA
construction of illusionary spaces of all kingseither architectural structures or theatre sets,

exhibition halls, cinematic or virtual space for ganteseems to have is to make less clear the

boundary between them and reality. These constructed worlds in order to fascinate the visitor and
FGOGNF OG0 KAY (2 SyYyUiSNI GKSY 6S@OSy AyAGAlffte aNBaS(
histherinnern2 3G daySSRaé¢ 2NJ RSaANBao

Some philosophers and media theorisfsetween them William Mitchelf believe that the new

YSRAI tSIR (G2 GUKS @QAAAG2NRAE GRAASYO2RAYSyideéd ! OC
the viewer from the tangible, tade sense of his corporeal integration in the world, absorbs him into

2Valéry, Pauld dzLJ- £ Ay 2 4 21621 fWikisouidek A iibothégBe libRetrieved from

8. 8y2lYAYysS 2FfGSNE a¢KS tF NRha wftings 0881940H0RrgsR 200BMMeArdadies A Y . | dzF
Project Cambridge, Mass.: HUPress 2002.

“Simmel Georgd ¢ KS 23 ANMR WY R a Sy (i Bdry Biidge éhdé Sophie dMats(eds), ATlye Blackwell City

Reader Oxford and Malden, MA: Wildglackwell, 2002.

® Hollier, DenisAgainst Architecture, The writings of Georges Batallembridge, Mass.: MIT Press, 1992.

® Mitchell, William Je-G 2 LJA | Y W! Nabdely YE2AGT & sacCaninédgd, Mass: MAT iPi@ss, 1999.


http://wikilivres.ca/wiki/Eupalinos_ou_l'Architecte

the image and removes him from living realitjny kind of matter is about teanish in favour of
AYTF2NNVA20NIBR2ayKe2 6 t | dzf +ANRE A2 AYy SIENI @ mMbpnQaod

In contrast others, such as Marlakken® regard that the experience, which virtual reality offers is

more complete since our body is also involved emotionally with the environment. The body
O2yilAydzSa G2 0SS GKS IOGADGS LINIAOALIY(H 6K2 RSGE
involvement with the new media allows immersion to virtual environments and is the basis of
AYGSNI OGA@BGS AyiSaANIGA2Y Ay Oeo0SNELI OSo® daLy | NBI
MUDs (multduser domain), newsgroups, electronic discussion listdemedicine, wekbased

education, flight simulation software and computer gaming, a sense of presence is vital for the
adz00Saa 2F GKS 1ipbiNdoatEstherivVNGe.l LILX A OF G A2y é

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

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

less means in virtual reality, because this is maybe the way to make immersion artealithing

"T4CANBG 2F Fffs GKS RAAFLIISINIYOS y2i 2yte TFS00a I NOKAGS
the body (disembodime) and architecture (deconstruction in the literal sense of the word, not the architectural style)

lye 1AYR 2F YIFGGSNI A& |02 dziA NiRRE ACR 3 AtaAlKdZEAYY ATyl (C2NND A25F5 SARY Fo28NV! |y
the age of its virtual disappeary” O S 8dekmanh YJohn (edJhe Virtual DimensigrPrinceton Architectural Press 1998,

186.
8 Hansen, MarkiNew Philosophy for New Media,; Yo NA RISS al ad®dY rL¢ t NBA&AT HAnc
° Milne, Esther, «Email and Epistolary technologies: Presence, Intimacy, Disembodifitergsylture2, 2003.



y2i 2yfé GSELSNASYOS¢és odzii | f&a2 GK2dAKGE® LG SAf
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 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
NEFfAGe AGaStFT 0aAyOS AlG Aa AyFtdzSYyOSRkaKlFLISR 08

CHAPTER 1

Virtual reality as a semiological system

z

+ANLidzZ f NBFtAGe dzasa aardyaé GKIG AG ar3dayAaTiasda

reality, in order to immerse us in its world.

Elementary function and necessary condition for thevatal of all living organisms, including man, is
dissemination of information® Language is the basic tool of communication and dissemination of
information for people’* TheYS&dal 35Qa&8 RA&aASYAYlI A2y LINB&dzLILIRaS$s
GRdAzr i Kli@ ¢O02yaraita 2F (GKS daAayAFASNE yR (KS a4
meaning¢ a word, while the signified is the meaning communicatdthether categories prexist

2dzNJ LISNOSLIGAZ2Y S AF GKSaS dr NiBesdidrelofymerat ddhsEbid, y i S R
arbitrary to a significant extent, that allow us to understand the world, is a difficult theoretical
adzo2SO0id ¢KS @g2NIR A&  O2y{dAydzdzy® 5FyASt [/ KIFIYyR
whendoesasnfl 0 SHAYKE

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

G2NR GFANBéS F2NJ SEFYLIESE 2y F AKALIE A& y2d | &
thousands of information they receiveie. 0 K G a ¢S al At 0 my (y20a¢3s 2
NBYFAY 2Ly dzyGAt wnYnnéT GKS 62NR aFANBE ¢2dzZd R
I y2@3St NBIFIR o0& | LI &aSy3aSNI NBIRAy3dId | 26B08SNE

YSIyad GRIFIYISNES 380G NBIRe F2NI Iy SYSNHSyOeés LI

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

to include every form of information, the more indefinite and vague itds.E. Shannon, one of the founderstioé
YEGKSYFGAOFH I KAZNFLNNO EARFOI8a (KIG AYF2NNEGAZY A& FyedKAy3 |
and contributes to decision making (Shannon, CC8llected PapeydNew 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 mwst 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.

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

person transmits messages to other people.

!2 Chandler, DanieBemiotics: The Basj¢ondon:Routledge 2001, 57.



Together with language, which is the sign system par excellence, man uses many other sign systems
GKFG Oy GKSNBF2NBE 6S NB3IFNRSR | & afelagegudrehd Sa ¢ 2
organized and that there is a community of people, an audience, which can identify and interpret

them with stereotype and, to great extent, interpersonal wajar Roland Barthes, something

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

transmitter to a receivel® 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 represei I GA2Yy I I NIoOX y2G4SR GKIdG aiKS RSy
image is what all viewers from any culture and at any time would recognize the image as

R S LJA OOk fhédther 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 indepted.

KA&d RAAGAYOGADS tylteara 2F bAaO2fla t2dzaaiyQa LI
shepherds reading the inscriptiagt in Arcadia egearved 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 actudy 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 fragnis 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 virtualeality 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
O2YLI NBR (G2 GKIG OFdzaSR o0& GKS aadzomtAYSéE Ay | NI

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

M b c nJa Mppeileradonc que toute sémiologie postule un rapport entre deux termes, un signifiant et un signifié. Ce

NI LILJI2 NI L2 NIS &adzNJ RSa 2062SGa RQ2NRNB RAFTFSNByGzZ S O60Said 1
iciprendre garde que contrairemén | dz tf F y3F 38 O02YYdzy lidzhA YS RAG aAYLX SYSyd |
FF¥FFANS RIya (G2dzi a&2adsy$S asvyaztz23AaljdzS y2y t RSdzESZS YI A& b
G§SNX¥S3  Qdzy ais laNEralatd quillaziinitds ¥ a dénc le signifiant, le signifié et le signe, qui est le total

associatif des deux premiers terngg@arthes, Rolandylythologies,Editions du Seuil, Paris, 1957, 1850mething, says

Barthes, becomes a sign when it means sometliimgsomeone, 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, itdsa physical. The relationship between signifier and signified is

usually referred asignification. For example: sign: the word rose; signifier: all the letters-e; signified: what we mean

Fa WNRasSQs GKS YSydalrt OFGS3I2NE WNRASQO

% panofsky, Erwirleaning in the visual arfdNew York: Penguin, 1970, 51 ff.



A first century CE tex®n theSublime introduced in literature the concept of sublimi®

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 Sublime & f S &dzof A Y& Sad Sy
FT2NX¥S tUSEOStt SyO0S Si I “mzhdataBshdion it whidStNFEXO G A 2 v
become known in Europe, made in 1674 by Nicolas BoilBae effect of elevated language upon an

audience s not persuasiolt OF NJ A f Yy S ophdSnéd, dahiRilSavit, JI transdaié] et produit

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

RS LXFANB &aSdzZ SYSyidsx 2dz RS LISNEdZ RSNIE ¢KS 02y
Kant, who intdN\AINB Ga AdG Fa GKS SY2iA2y NRAAY3I FTNRBY (KS
psychecl KIF NAK Y2dzydlFAyQa &airakaG 2N I aid2N¥Qa YvYeada
the sublime on art. The sublime art in his era was not an art resisting dythibs 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 rejesxd the sublime as analyzed in the anci€@n the Sublimbdecause 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 themsetvest

sublime. They are merely the pretext for realizing our suprasensible freedom through which we can
NBaArald ylidz2NBEQa oNM¥zilt FdzikK2NRAGe @

During the 1980s postmodern thought shifted to the concept of the sublime, which Edmund Burke
and Immanuel Kant tehreintroduced to philosophical thought. JealRsancois 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 &fdzd A Y S ¢ @
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 king of the differences that prosaic rationalism has

!> 0On the Sublimevas once attributed to Cassius Longinus, intellectual and writer of the third century CE

®Onthe Sublime.3: ¢~ _ ' ¢nh VA P A C i .

17According 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 rimodektial 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: somethingailnézad out by

Theodor Adorno and Max Horkheimer in the 1940s (Horkheimer, Max & Adbhaodor, Dialectic of EnlightenmenNew

York: Herder& | SNRSNJ MmptH OMpnTUuB8d ¢KSaS DSN¥YIY GKAY{SNAR | GGSYLIN
0O 2 dzy (i NJoSadc3m dufing e ifiterbellum period, making distinction between reason and pugpaseed utility,

GKAOK Aa aa20ArG8SR gAGK GKS NBRAZOGAZY 2F (KS 9yt A3IKGSYYSy
This is what Jacques Derridafc8 R 6221 Q& 28y @A2t Sy 0% potectod encydldpdidueSdé @S 2 F S O¢
GKS2t23AS SiG Rdz t2320SyiNRaYS O2yiGNB fI RAANMzZLIIAZY RS £ QS(
plus loin, contre la différence en généégDerrida, Jacquef)e laGrammatologe, Paris:Editions de Minuit, 1967, 39).

10



fallen to® Adorno formulated this idea in hif\esthetische TheorieAccording to Adorno true
innovating works of art belong to the sublime category: sublime, however, has changed character
and functioncompared to what Kant perceived as sublime because society has transformed radically
since the 18 century in terms of how a person defines its identity and understands its position in

society aul its relationship with others?

With beautiful we connecthe features of agreement, totality, harmonization of the opposites,
something which today is irrelevant, since today dominate incompatibility and hetesty of the
various aspects, whicthings consist of. This incompability and heterogeneity are fumelatal

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 edijeabrk,

a viewpoint often dictated by dominant ideology and logicmension mobilizes the entire human

body seeking to offer a full experiende.y’ @A NIidz- £ aLJl OSX aiKA&a ada3sSai
GAYST adzaLISYR (GKS NBflIidA2yaKAL 0Si6SSy &adzoeaSoi
awareness. The power offatherto 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

RS3INBS YvYIe SPSy adzO0SSR Ay OFLIWAGIGAY3T | 61 NBySaa

Immersion an fill us with awe and make us wealdled beingsthat 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 dical 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 refsal 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 i@n the Sublimgecstasy and circumvention of the resistancesedi by

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

18 Lyotard JeasFrancoisla condition postmodern®aris: Editions de Minuit, 1978specially 7B2. The modernist maxim

of rationalism has deviated into an uninspired andhtats effort to enforce homogeneity on the basis of a perceived
GNRIKGE YR aaSyairofSéd ¢KAA ol a YlIAyte | OKASPGSR o0& GKS A
media. It is distinguished by its deep mistrust of ambiguity, to diffemgribions, 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 liv

AY FTNBSR2Yé¢ O6-SNBLIARAAT DO Ta@& Abs . €7Hh o o, "L " w, Aps
' R2NY2¢ 0a2RSNY NI Fa NI 2F GKS adzoft AYSO r/ " NE MO f * NBEYE NJ
7. Ao [Tt h>TRY a8 >00 0¢KS a2 RAMNNGa 2088, YA Y RA S
48)

Y R2NY2 +FNBdzSa GKIG RSTSYRAY3d AYRAGARIZ tAGE YR FTNBSR2Y 27
gAft y2G 0SS NBLISIFISRY Fa KS KFER &aSSy Fa R2YAYFyd FNIQa Lkt .
2 Gray Oliver,Virtual At: From lllusion to Immersiohondon:Leonardo Books, 2003, 17.
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CHAPTER 2

How isimmersion archéved? Conceptual tools for analyzing virtual reality

n
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10.
11.
12.

The interface of real and noneal (L'interface de réel et no réel)

The awareness of noreal ¢ security in myth(La conscience de la neréel - sécurité dans
le mythe)

Aesthetical enjoymen{Jouissance esthétique)

Concealing and unveilin@@issimulant et révélant)

Possibility of projecting the deséd (Possibilité de projeter le choix)

Embodiment and navigation through 3d avat#incarnation et navigation a travers avatar
3D)

Multiplicity and condensation(Multiplicité et condensation

Escape to a drearflL.'évasion au réve)

Movement (movement)

Scale(Echell§

Limits and boundariegLimites etfrontiers)

Narrative (narrative)

1. The interface of real and nereal

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

spaces tenohg 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 atiiginfrom the periods
f201SR Ay (KS LI GASYGaQ YSY2NE>X aAayosS dkKSe |

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

freedom.

Case study: garderdf illusion

. ESYRAY3I 2F NBUE ATSlI G NS aa YA IRS a2dzZ3KG F2NJ aAyoOS

examples of early interfaces of real and raal

Alice opened the door and found that it led into a small passage, not much larger thahaleasheknelt

down and looked along the passage into the loveliest garden you ever saw. How she longed to get out of that

12
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dark hall, and wander about among those beds of bright flowers and those cool fountains, but she could not
evengetherheRG K2dzZ3K (KS R22NBI&T WIyR S@Sy A¥ Y& KSIR g¢2d
be of very little use without my shoulders. Oh, how | wish | could shut up like atelescope! | think | could, if | only
1y26 K2g (2 0S3AyYy oQ-ofd@e-NE things tad RaPperied latdy, that Alice hagl Begun to

think that very few things indeed were really impossibfé...

{OSyS FNRBRY ¢AY . dz2NI2yQa !tftA0S Ay 22yRSNIIFYRI HAwmn

If we remove gardens from fairy tales they might haet éven 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, marade more familiar and controlled the&inknown natural
environment.

Kant writes about gardensFor [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 thémagination 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 rageal 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:#

Zcarroll, Lewis, f A 05 Qa | R@Sy (i, disieil: Dbwh the RapbBIalE | v R
2 Kant,Immanuel, Kritik der Urteilungskraft (Ctitique of judgemet$)L.2: On thalivision of arts
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The garden combines aesthetic pleasure with that of horror. Horror is an intense and seductive
feeling.l A (i OK 1 2 O 1Peaple gasito beksdadd’ and t is no coiridence 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 experiengid G SNNBNJ Ay FIFANE Gl fSa Aa YdzOK
experience occurs within the safety offered by the awareness that it is a made up world where
threat is not real at alf as in virtual realityc there we are mesmerized by danger withe safety

offered by distance.

% Alfred Hitchcock interviewed in 1972 by journalist Pia Lindstrom andilm historian William Everson,
http://digitaldeconstruction.com/alfredhitchcockmasterscinemacomplete 197 2interview/#.U1p3Z8Z63el
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Large rosetree 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 thingshendent nearer to watch

them?*

#carroll, Lewis, f A 08 Qa | R@Sy (i, Ciaper: Dbwh the RapbisIalt | v R
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Spiral Jetty, Rozel Point, April 2005. 6,500 tons of basalt, mud and salt angigteeof land art, another type of hybrid
between nature and construct, like the painted red roses of the fairy tale.

alyQa O2yiNBf 2@SNI yI (misNilSis very stréhy &Ro8 gkampl&in RenSha ©  { 2
gardens. However, already from the™@entury French painterg such as Nicolas Poussin (1594

1665) and Claude Lorrain (160682)¢ 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 gardemehich were a manifestation of the
a20ASGéQa LI fchddkplatefin thie MLkl grivifohnierk ahy painting: radical ideas

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

world).

Nicolas Poussitkt in Aradia Egoca 163840 (Musee du Louvre)
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even more in gardens that are allowed to grow freely such as Freshkills Park in New York.

An interesting reversal Isabeen 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 Néwesient than

the dump ten years ago.

2,200 acres of open landscape

FreshKills Parlast and present
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