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AHAQXH XYITTPA®EA

«ANAOVEO OTL glpon N OTOKAEISTIKY] ONMOVPYOS TG TPOTOTUNG EPYUCING, VOHLUN
KATOYOG TOV TVELLOTIKMV STKOUMUATOV TG Kot OTL £ TO SIKA{mMLO, VO TOPOXOPCM
TOL SIKOULMLLOTO, TTOV AVOPEPOVTOAL GTNV TTapovoa adsla. Befaidvm, 6Tt To GUVOAO TOV
TeKUNpiov oL KATaOET® amotedel Yoo Epyo mapayBEv and epéva kat dev mapoPralet
T0 SikadpoTo GAAOL dMpovpyo pe omolovonmote TpoOmo. To Tekunplo Tov KATUOET®
elvol 1o TEMKO EYKEKPIUEVO £PYO ATO TNV EEETUCTIKI EMITPOTI), OEV TPOKVTTEL OO
AoyokAomn M voBevuévn €pevva, dev mPooPdiel  TVELHOATIKE Stkoldpote GAA®V
INUoLPYDV Kot 0V TapoPLalel mpoocwmikd dedopéva. Q¢ KATOYOG TV TVELLOTIKMV
SIKOOUATOV TG £pYaciag avTnS, Tapaywpd oty Avotatn Xxoin Koilov Texyvav to
UN-0moKAEIoTIKG dkaiwpo dnupocievong kol 61d0eong g YNOLOKNG HOPONS TNg
epyaciag Lov, vidc Kot €KTOG TOL SIKTVOV, HECH TOL [dpupaTikod AmoBetnpiov «Art-
[A», pe v tpoiimdOBeom 01t dratiBeton pe pio omd T1g AdEIES TOV EY® EMALEEEL KOTA TNV
avtd-amodbeon. H ev AOym mapoydpnon 0ev GLYKPOVETOL e SUKOIMLOTO TVEVLOTIKNG
wokmoiag tpitwv 1 pe mopaympndévia 1om and epéva o€ TPITOVG GYETIKA dSTKald AT
pov. H Biprodnkn dev ackel kavevog eidovg empuédela 610 TEPIEYOUEVO TNG EPYOCIOG
HOv Kol avoAapuPdve TANpmg TV gvduvn tov mepleyopévou e H €ykpion g
TOPOVCAG EPYOCIOC OEV LTOONAMVEL OTOPOLTHTMS TNV ATOO0YN TOV OTOYEDV TNG

oLYYPUPENS amd TNV Avotatn Zyoin Kolov Teyvov.

Avootaoio Toovtoovka



Kevtpwmn 16éa

Tig televtaieg deKaeTieg, TOPA TIC PUIVOUEVIKE OEETEPAGTESG TPOKANGELS GTOV
OPIoUO TNG TEYVNGS Kol TNG ooONTIKNG, £xovv KataBAnOel onuavtikéc Tpoonddeies yo
va, dtepevvnbodv ot Proroyikés Paoeic g ooOntikng eumepiag. H mpoomddeia
KATAVONGONG TOV VELPOVIKOV UNYOVICU®V TOV SETOLV TNV EKTIUNGCT TNG OLOPPLAC
Eexivnoe pe TN HEAETN TOL OMTIKOD GUGTNUATOS TOV TPOTELOVIOV UECH
VELPOPLGIOAOYIKAOV HEBOOWMV. AV Kl GUYVA OEV TO GUVELITTOTOLOVLE, 1) EPUNVELN LLL0IG
OMTIKNG OKNVNAG amotelel pia e&opetikd ocvvletn dwdwaocio. Eivoal, emopéveg,
TPOYUATIKE EVIVTIOGIOKO VO TOPATPOVUE TOCO OMOTEAEGUOTIKA O EYKEPOAOC

Kkatapépvel vo v ekterécel (Casile & Ticini, 2014).

H mapodoa épgvuva mpooceyyiler tov tpodmO pe TOV 0moio Tol SodPACTIKA
ynoeka  wePIPAAAOVTIO.  UTOPOLY VO, EVEPYOTOUCOLY  CLVOUCHNUOTIKEG Ko
OOUOTOTOMUEVES OVTIOPAGEIS OV TOPAOOGLOKE GUVOLOVTAL HE TNV EUTEIPIO TNG
eoong. To épyo AapuPdver ) popen pog eppubiotikng (immersive) €yKATAGTOONG
OMOTEAOVUEVIC OO TPLOOLACTATO COPOUEVO GvOT, To omoin petacynpatilovio

aAyopOKd 6€ TPAYLOTIKO XPOVO.

Epyopoaocte oavtipéromor pe v €vvold €vOG  €IKOVIKOD KHTov, Ol G
TPOGOUOI®MON N YNOLIKO OVTIYPOPO TOL PLGIKOD KOGLOV, 0AAL ¢ Eva VTOOETIKO Kot
cuvauoOnuatikd mEPPAAAOV OV AELITOVPYEL OTO UETOAYUIO OVOYVAOPIONG KoL
agaipeonc. H yprion tov avbéwv etvar okdmun: n ¢don kotorapupdver pio 16toptkd
eopTicpévn Béon omv otopion ™S TELVNG, OtV oeOnTik) kol oto avOpamivo

cuvoicOnua, cuyxva CLVOEOEUEVT] LE TNV OUOPOLL, TO EPUEPO KOl TN QPPOVTIOW.



"Epgvveg ot vevpoasOntikn deiyvouv 0Tt 01 0pyaviKES LOPPES KOL TOL VTOOLOIOLOPPO.
poTifa EVEPYOTOLOVV L€ GUVETELD, VEVPMOVIK( GUGTHLATO, O1AH{TEPA OTAV 1GOPPOTOVV

OVOUESO GTNV OTKEWOTNTA KO TV avTIAnmtiky apgonuio (Pearce et al., 2016).

H evvololoyikn| Bdon tov épyov avtieiton amd 11 Oewpieg g pfrogiliag, ot
omoieg vmootnpilovv pw Eueutn avBpdmivn €AEN TPOG TIC QUOIKEG HOPPES Kot
nepPaiiovta, KaBdc 1 ocOVOESN HE TN QUG TPOAYEL TNV YUXOAOYIKY gveia, T
YVOOTIKY Agrtovpyia Kot v ousOntikn evaicOnoia (Wilson, 1984). Qotdco, avti va
emPePordverl T eOoN ©¢ Eva oTafepd 1N EEOAVIKELUEVO TPATLTTO ATOKATAGTOONG, TO
épyo emdéyel va mepumAEEEL anTn T oYE0T, cuVBETEL AvOn TToV pETABAAAOVTOL SLOPKDG:
KatakeppatiCovial, emKaAOTTOVTIOL, OGTEAAOVTOL Kol €mavacvvTifevtal. Avti 1
TaAdvVTOOoN evepyomolel, cOppmva pe to dpbpo twv Di Dio et al. (2016), 11g ontikég
TEPLOYES TOV €YKEPAAOV, TO. oucONGLOKIVNTIKA Kot Ta cvvoioOnuatikd diktvo. H
TOPATHPNON £PYOV UE PUOIKA TOMIO TPOKAAEL KIVNTIKEG KOl COUATIKEG OVTIOPAGELS,
EVO 01 GKMVEG TNG VOGS POLVETOL VOL EVIGYDOLV TNV OTTIKOYWPIKY) Enegepyacia Kot tnv
aicOnomn g GLUUETOYNG, VITOdEIKVOOVTAG OTL 1| ausOnTiky kpion eivar TawtOYpOVL

GO0 KOl VOUG.

Ye ouvéYEl aVTOD, 1 EMAOYN TOV YPOUATOV ©T0 épyo otnpiydnke otnv
nopakdto perétn. Xto Colour Perception in Immersive Virtual Reality: Emotional and
Physiological Responses to Fifteen Munsell Hues (Febbraio et al., 2025), diepguvdtot
CUGTNUOTIKA TG  OLOLPOPETIKEG  OMOYPADCEL  YPOUATOG — emnpedlovy  TIg
CLVOLGOMNUOTIKEG KOl QUGLOAOYIKES OVTIOPACES o éva euPfubioticd mepiPdirov
ewovikng mpaypotikotmrog ([Virtual Reality] VR). [Tapd tig dtapopetikég teyvoroyieg
péoov, to evprjuata tov Febbraio et al. (2025) yw eppubioticd mepipdiiovia

VTOOEIKVOOLV OTL O1 SLOPOPETIKEG YPWUOTIKEG ATOYPDCELS TPOKOAOVYV GUGTNUATIKEG,
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CLVOLGONUOTIKES KOl QUGIOAOYIKES OMOKPIGES 6TOV avOp®dTIVO gyképaro. Ot Beppol
TOVOL, OTMC TO KOKKIVO Ko TO HmP, cvvoéovtal pe vynAn diéyepon kot aicinon
TOPOVGIAG, EVA 01 Yuypoi TOVOL, OTWG TO WITAE Kol TO TPAGIVO, TPOAYOLV EvYapicTNOoN
Kot YOAGP®OoT|, enNpedlovTtog PUOIOA0YIKOVG OEIKTEG OTWG 1 SGTOAN TG KOPNG TOV
HOTIOD KOL 1) QUTOVOUT OpacTnPdTnTo. € W0 EYKATACTOON GE TPOYUOTIKO YPOVO
(real-time) pe pevoTEG HOPOEC KO EVTOVO YPOUATO, OVTEG Ol  YPOUOTIKES
SPOPOTTOMGELG UTOPOVV Vo, EVIGYDooVV TV aicnon PHOiong Kot cuppetoyns tov
Oeotr], KOOOTOVTIOG TNV EUMEPIO TPOCOTIKY, TOALOUGONTNPIOKY] KOl SLOPKDG
eEehMooopevn (Febbraio et al., 2025). H pekétn mapéyel v mpdTN OAOKANp®UEVN
OVTIOTOIYIoN YPDOUOTOC-0VTIOpAoNS ©T0 eminedo TG eumelpiog Kot 0QPOUAUIKNG
euoloroyiog og epPovOioTikd TepPAALoV, LTOSEIKVOOVTOS OTL Ol ATOYPMCELS LWITOPOVV

VoL ETNPEAGOVV AUEGO TO GLVOIGON L KoL TN PLGLOAOYIKT EUTAOKT TOL ¥PN|OTH.

XopoKTNPIoTIKO UEPOG TNG EYKATACTOONG OMOTEAEL O TPOYPOUUOATIOUOS OE
TPOYUATIKO ¥pOVO PECH TOV aAyopiBpov mov £xel dnpiovpyndei £To1 dote T0 £pyo va
dwtnpeitatl o€ cuveyn Aeltovpyia, EMTPENTOVTOG OTIC LOPQES va. eEgAlocovTal aévada.
Otav KAmo10g E1GEPYETAL GTOV YDPO 1 aicOnomn Tov xpovov apuPfAdvetal, ot LOPPES Kot
T0 QMO PEOVY YOPMO TOV AKOAOVOMVTOC TNV Kivnom kot Tov N0 KabioTdVIOS TV
eumelpio ¢ KATL TPOSOTIKO Yo Tov kabéva. Avtd cuvdoel pe 1o Bepeddeg épyo
“Inner Vision: An Exploration of Art and the Brain”, (Zeki, 1999) 6t vevpooisOnrtiky,
oV enmyelpnpaToroyel 6Tt kdBe Epyo TEYVNG, €lte 0 KOAATEYVNG TO Yvopilel glte Oy,
avtikatontpilel Tov Tpdmo mov Aettovpyet 0 eykEPAAOS otV avTiAnym. O dvBpwmog
«PAémeyy pe TOV EYKEQPAAO TOL Ko Oyl OMAMG HE TO. UATI 1) Opaot Ogv glval
QOTOYPOPIKT KOTOYPOPT TOV KOGUOV, AAAG [o dwadtkacio avdivong kot cuvieonc
YPOLOATOG, LOPPNE, KIVNONG Kol pMTOC GE OPOPETIKES TEPLOYES TOV €YKePAAov. H
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TEYVN evepyomolel oTEG TIG 101G VELPOVIKEG AELTOVPYIEG, TPOKOAMVTOS ousOnTiKn
eumepio Tov 0ev mEPLOPILETOL GTNV TOMTICUIKN | YUYOAOYIKN EKTIUNOT), GAAL EXEl
vevpoAoyikn Baon. Me dAha AOya, 1 Soun EVOG £PYOV OVTOVOKAN TN VEVPMOVIKT SOUN
™G OpaoNG, Y0 TOPASELYLA EVIOVO YPDUATO EVEPYOTOLOVY TEPLOYES OMMG M OTTIKN
neployn tov eykeparov (V4) mov eivan vevbovn ylo v enelepyacio Tov ypmUATOS
KO TNG AVTIANYNG TNG LOPONGS, EVM 1 Kivnomn 1 1 aicOnom porg evepyomotel tnv OnTIKN
nepoyn MT/VS mov givar vrevBovn yia v avtidnym mg kivnone. ‘Etot, n tévn
yivetar €vag KaBpEQTC G AETOvPYiOG TOL EYKEPAAOV, KOOMSC Ol VELPWVIKEG

depyasieg Tov kabopilovv Tov TpOTO TOL AVTIAAUPAVETOL Kot aioBdveTal To £pyo.

[Ipoceyyilovtog v ynokn TéXVN ©C UL HOPEOY] CLVOUGOMUOTIKNG
OKOAOYIOC, LLE L0 TPOKTIKT) TOV OEV OVOTOPLOTA TN PVOT OTOKAEIGTIKA OC EEMTEPIKO
oTol(Elo, OAAG TOPOLGLALEL TOV TPOTO WE TOV OMOI0 PuUDVETAL, UVNUOVEVLETOL Kot
eneEepyaletan cuvarsOnuoTKd amd Tov Kaéva. MEcm g OnUIovpYIKNG dladtkaciog
TPOTEIVEL EvaV VEO TPOTTO KAAMTEYVIKNG EPELVOG TOV BEUEMDVETOL GTNV AVTIANYN Kot
10 cuvaicOnua kot oyt oV avarapdotoon. O eKovikdg KNTog dgv dnpovpynonke
OTOKAEIGTIKA Y10 VO VTTOKOTOGTIGEL TOV PUOIKO KOGHO® PEPEL GTO GMC TN oVVOeT
OAANAETIOPOOT TOV YVOOTIKOV AETOVPYIOV KOl VTOOEKVOEL OTL 1 EMAPN UE
TPOCEKTIKG dounpéva, anpofrenta ototyeio pmopel vo dNUOLPYNGEL VEEG LOPPES

aoOnTPLokng Kol cuvolsONUaTIKNG gvaicOnciog.

Aé&Earc-Kireroua

BlogiMa, moivaicOnmploky] eykatdotaom, oAyoplOuikn téxvn, vevpoosOntiki,

0PYOVIKO-YNPLOKO.



Central Idea

In recent decades, despite seemingly formidable challenges in defining art and
aesthetics, significant efforts have been made to investigate the biological foundations
of aesthetic experiences. The attempt to understand the neural mechanisms underlying
the appreciation of beauty began with neurophysiological studies of the primate visual
system. Although we are often unaware of it, interpreting a visual scene is an

exceptionally complex process (Casile & Ticini, 2014).

The present research examines the ways in which interactive digital
environments can activate emotional and embodied responses traditionally associated
with experiences of nature. We are thus confronted with the notion of a virtual garden,
a speculative and affective environment operating at the threshold between recognition

and abstraction.

The project takes the form of an immersive audio-visual installation composed
of three-dimensional scanned flora that is algorithmically transformed in real-time. The
use of flowers is intentional; nature occupies a historically charged position in the
history of art, aesthetics, and human emotion, often linked to beauty, ephemerality, and
care. Research in neuroaesthetics indicates that organic forms and self-similar patterns
consistently activate neural systems, particularly when they balance familiarity with

perceptual ambiguity (Pearce et al., 2016).

The conceptual foundation of the project draws from theories of biophilia,
which propose an innate human attraction to natural forms and environments, as

7



connections with nature are associated with psychological well-being, cognitive
function, and aesthetic sensitivity (Wilson, 1984). However, rather than affirming
nature as a stable or idealized model of restoration, the work complicates this
relationship by composing flowers that are in constant transformation, fragmenting,
overlapping, expanding, and reassembling. This oscillation, according to Di Dio et al.
(2016) activates not only visual regions of the brain but also sensorimotor and
emotional networks. Observing artworks depicting natural landscapes can elicit motor
and bodily responses, while scenes of nature appear to enhance visuospatial processing
and a sense of engagement, suggesting that aesthetic judgement emerges through both

body and mind.

Following this approach, the selection of colours in the work was informed by
the following study. In Colour Perception in Immersive Virtual Reality: Emotional and
Physiological Responses to Fifteen Munsell Hues (Febbraio et al., 2025), the authors
systematically examine how different colour hues influence emotional and
physiological responses within immersive virtual environments (VR). Despite
differences in technological medium, the findings of Febbraio et al. (2025) suggest that
immersive environments elicit consistent emotional and physiological responses to
specific colour hues. Warm tones, such as red and purple, are associated with high
arousal and a heightened sense of presence. While cooler tones, such as blue and green,
promote pleasure and relaxation, affecting physiological indicators including pupil
dilation and autonomic activity. Within a real-time installation featuring fluid forms
and vivid colours, these chromatic variations can enhance the viewer’s sense of
immersion and participation, rendering the experience personal, multisensory, and
continuously evolving. The study provides the first comprehensive mapping of colour-

8



response relationships at the level of experiential and ocular physiology in immersive
environments, indicating that colour hues can directly influence emotion and

physiological engagement (Febbraio et al., 2025).

A defining aspect of the installation is its real-time programming through a
custom algorithm designed to maintain continuous operation, allowing the forms to
evolve endlessly. As visitors enter the space, their sense of time becomes disoriented;
forms and light flow around them, responding to movement and sound, rendering the
experience deeply personal for each individual. This aligns with the foundational work
“Inner Vision: An Exploration of Art and the Brain” in neuroaesthetics (Zeki, 1999),
which argues that every artwork, whether consciously or not, reflects the way the brain
functions in perception. Humans ‘““see” with the brain rather than merely with the eyes;
vision is not the photographic recording of the world, it is the process of analyzing and
synthesizing colour, form, movement, and light across distinct neural regions. Art
activates these same neural mechanisms, generating an aesthetic experience that
extends beyond cultural or psychological interpretation and is grounded in neurological
processes. In this sense, the structure of an artwork mirrors the neural structure of
vision. For example, intense colours activate areas in the brain such as V4 (primary
motor cortex), while movement or the perception of flow engages regions such as
MT/VS5 (a brain region specialized for the perception of motion in the visual modality).
Hence, art becomes a reflection of brain function, as neural processes shape how the

work is perceived and felt.

Approaching digital art as a form of emotional ecology, this practice does not
represent nature solely as an external entity but rather articulates how it is experienced,

remembered, and emotionally processed by individuals. Through its creative process,
9



the work proposes a mode of artistic research grounded in perception and affect rather
than representation. Suffice it to say, the virtual garden does not aim to replace the
natural world, but rather to reveal the complexity of cognitive processes, suggesting
that encounters with carefully structured yet unpredictable elements can foster new

forms of sensory and emotional awareness.

Keywords:

Biophilia, multisensory installation, algorithmic art, neuroaesthetics, organic—digital.
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Stills from video installation (2026)
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