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SAZETAK: Ovaj pregledni rad u potrazi je za odnosom izmedu vizualnih podrazaja i emocija
u kontekstu kulturnog turizma. Svrha mu je otkriti utjecaj vizualnih podrazaja na emocionalno
uzbudenje (kulturnih) turista, a §to se moZe primijeniti u kreiranju doZivljaja. Rad se fokusira na dva
mehanizma izazivanja emocija: psiholoske ¢imbenike i umjetnicke vizualne podrazaje. Na pocetku
rada analiziraju se teorije razlicitih afektivnih stanja u kontekstu turizma. Zatim se ispituje povezanost
umjetnickih vizualnih podrazaja (boja, oblik, simetrija, apstrakcija, sloZenost itd.) i emocionalnog
uzbudenja kulturnih turista. Posebna je pozornost posvedena boji koja se analizira pregledom
razlicitih studija primjenom transdisciplinarnog pristupa s ciljem sistematizacije postojeceg znanja.
lako istrazivanje nije donijelo zaklju¢ke o jasno definiranim odnosima izmedu vizualnih podraZaja
i specificnih emocija, primjena opcenitih nalaza moZe pruZiti veée razumijevanje mehanizama
izazivanja emocija vizualnim podraZajima i potaknuti daljnja istraZivanja. Osim turizma, nalazi su
primjenjivi i u drugim podrucjima.
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ABSTRACT: This review paper is in the search for connections among visual stimuli and
emotions in the context of cultural tourism. Its purpose is to detect the role of the vision-related cues
in (cultural) tourists’ emotional arousal which can further be applied in experience design. We focus
on two mechanisms of emotion elicitation: psychological factors and artistic visual cues. First, theory
of different affective states is analyzed and is put in the context of tourism. Artistic visual cues’
correlation with emotional arousal of cultural tourism consumers (color, form, symmetry, abstraction,
complexity, etc.) are further examined. Special focus is on color through the review of different studies
taking a transdisciplinary approach. The goal is to systematize the existing knowledge. Even though
the research is inconclusive of clear relationships between visual stimuli cues and specific emotions,
application of the generic findings, though, may provide greater understanding of the nature of emotion
elicitation by visual cues and stimulate further research. Besides tourism, findings may be applicable
in other fields.
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1. UVOD

Danasnji zZivot Cesto je karakteriziran
povrSnim iskustvima ne ostavljajuéi vreme-
na za dublji angazman u aktivnostima, $to
je vidljivo i u turizmu. lako se na kulturni
turizam opcenito gleda kao na trZi§nu niSu
s ponudom za znalce, Cest je slucaj da Cak
i kulturni turisti samo povr$no konzumira-
ju kulturne znamenitosti (npr. one koje su na
UNESCO-ovom popisu), biljezeéi atrakcije
koje su posjetili u svoje putne dnevnike, a
da ih zapravo dublje ne doZivljavaju. To je u
skladu s ,,ponaSanjem u potrazi za senzaci-
jama i izraZenom netolerancijom za dosadu”
(Pizam, Reichel i Uriely, 2001:18), §to karak-
terizira danasnja putovanja. ,,Jako se turizam
ne moZe jednostavno ugasiti, bududi da lju-
di neprestano traZe nove podraZaje kako bi
dali smisao svom Zivotu i zbog toga traZe
iskustva izvan svog prebivalista” (JelinCié,
2019), turisticka putovanja moguce je oboga-
titi dubljim znacenjima. Primjecuje se novi
profil turista koji traZe iskustva ,,usmjerena
na opustanje, otkrivanje, uZivanje i znanje”
(UNWTO, 2015:35) te se cijene moguéno-
sti ucenja, novosti, uzbudenja, stimulacije,
avanture, pa Cak i rizicnih aktivnosti. Iako
ove osobine turisti¢kog iskustva mogu ima-
ti bioloSku osnovu, one takoder proizlaze
iz uniformnosti dana$nje turisti¢ke ponude.
Turizam se opcenito smatra aktivnos$éu koja
nudi bijeg od svakodnevne rutine (Krippen-
dorf, 1986) pa je mogucénost doZivljavanja
neceg drugacijeg prakticki preduvjet nove
turisticke potraznje.

Brojne studije fokusirale su se na temu
doZivljaja, slijede¢i koncept ekonomije do-
Zivljaja koji su uglavnom popularizirali Pine
1 Gilmore (2011). Kreiranje doZivljaja poka-
zalo se snaZznim alatom za stvaranje znace-
nja. Jedno od najvaznijih nacela kreiranja do-
Zivljaja je stimulacija osjetila (Pine i Gilmo-
re, 2011), buduéi da um interpretira osjetilne
podraZaje i na temelju njih stvara znacenje.
Na sli¢an nacin, potraga za iskustvima ,,mje-

1. INTRODUCTION

Today’s life is often characterized by su-
perficiality of experiences leaving no time
for deeper engagement in activities. This is
also seen in the tourism industry. Although
cultural tourism is generally seen as a niche
tourism with a meaningful offer, it is often
the case that even cultural tourists simply
consume cultural sites (e.g. UNESCO list-
ed ones), marking their travel logs with the
must-see attractions, without really expe-
riencing them. It is in line with “sensation
seeking behaviors and the expressed intol-
erance for boredom” (Pizam, Reichel and
Uriely, 2001:18), which characterizes today’s
travel. “While tourism cannot simply be ‘un-
done’ since people are constantly seeking
new stimuli to give meaning to their lives
and thus searching for experiences outside
their place of residence” (JelinCi¢, 2019),
it is possible to enrich tourism travel with
deeper meanings. A new tourist profile is
noticed seeking for experiences “focused on
relaxation, discovery, enjoyment, and knowl-
edge” (UNWTO, 2015:35). Education op-
portunities, novelty, arousal, stimulation, ad-
venture and even risky activities are valued.
Although these traits may have a biological
basis, they also result from the uniformity of
today’s tourism offer. Tourism is generally
an activity offering an escape from the daily
routine (Krippendorf, 1986), so being able to
experience something different is practically
a prerequisite of the new tourist demand.

A number of studies zeroed in the topic
of experiences, following the concept of ex-
perience economy largely popularized by
Pine and Gilmore (2011). Experience design
proves to be a powerful tool for the creation of
meaning. One of the powerful experience de-
sign principles is the stimulation of the sens-
es (Pine and Gilmore, 2011) since the mind
interprets the stimuli obtained through the
senses. In the same line, experience seeking
“measures the desire to seek new sensations



Daniela Angelina Jelingi¢, Marta Sveb: Utjecaj vizualnih podraZaja na emocije u kreiranju... 41

ri Zelju za novim senzacijama putem uma i
osjetila” (Pizam, Reichel i Uriely, 2001:18).
Stimulacija osjetila kao i interpretacija po-
draZaja mogu izazvati emocije. Ako podra-
Zaj izazove emocionalnu reakciju turista, to
povecava vjerojatnost pamcenja, Sto onda
moZe utjecati na odanost destinaciji.

Puno se pisalo o vaznosti emocija u tu-
rizmu (Fortuna, 2013; Jelin¢i¢ i Senkic,
2017; Ma et al., 2017; Picard, 2012) i razli-
¢itim konceptima vezanima na emocije (npr.
participativni turizam, socijalni turizam,
volonterski turizam, turizam nade, transfor-
mativni turizam, itd.), pri ¢emu su emocije
temeljni aspekt svakog znaCajnog turistickog
putovanja.

Ovaj pregledni rad nastoji istraZiti odnos
izmedu stimulacije osjetila i emocija u krei-
ranju dozivljaja, a u svrhu razvoja kulturnog
turizma. Fokus je na vizualnim podraZajima
s utjecajem na emocije i njihovoj ulozi u krei-
ranju dozivljaja u kulturnom turizmu, a cilj je
sintetizirati rezultate postojecih studija. Vaz-
nost ovog rada temelji se u postavljanju valja-
nih zakljucaka na temelju teorijskog znanja
kako bi se razvila osnovna nacela kreiranja
vizualnih doZivljaja s posebnim fokusom na
boju te njihova primjena u kulturnom turizmu.

Struktura rada je sljedeca: prvo se ana-
lizira teorija razliCitih afektivnih stanja i
stavlja u kontekst turizma, a zatim se pre-
gledavaju postojece studije emocija u turiz-
mu. Slijedi pregled odnosa izmedu osjeta
vida i vizualnih podraZaja te njihov ucinak
na emocije, pri ¢emu se donose zakljucci o
osnovnim nacelima kreiranja vizualnog do-
Zivljaja, usredotocujuci se na boju kao glavni
podraZaj. Zakljucci se iznose u obliku smjer-
nica koje se mogu koristiti u kreiranju vizu-
alnih doZivljaja.

2. AFEKTIVNA STANJA,
KULTURA I TURIZAM

MozZe se reéi da kultura ima prirodni mo-
nopol na doZivljaje; oni su gradivni elementi

through the mind and senses” (Pizam, Reichel
and Uriely, 2001:18). Stimulation of the sens-
es as well as the interpretation of the stimuli
may elicit emotions. If a stimulus results in an
emotional reaction by tourists, it increases the
probability of memorability, which may fur-
ther also have impact on destination loyalty.

A lot has been written about the importance
of emotions in tourism (Fortuna, 2013; Jelin¢ié
and Senki¢, 2017; Ma et al., 2017, Picard, 2012)
and different concepts developed around it (e.g.
PET - participatory experience tourism, social-
ly conscious tourism, volunteer tourism, hope-
ful tourism, transformational tourism, etc.);
emotions are the underlying concept of any
meaningful tourism travel.

This paper is a review article seeking to
address the connections between sensory
stimulation and emotions in the experience
design for cultural tourism development pur-
poses. The focus is on the visual cues with im-
pact on emotions and their role in designing
cultural tourism experiences while aiming to
synthesize the results of existing studies. Its
importance is seen in drawing valid conclu-
sions from the theoretical body of knowledge
as to provide basic principles of visual experi-
ence design with the special attention on color
and their application in cultural tourism.

The structure of the paper is as follows:
first, theory of different affective states is an-
alyzed and is put in the context of tourism.
Then, existing tourism studies of emotions
are examined. The relationship between the
sense of sight, visual cues and their effect on
emotions follows while trying to draw basic
principles of visual experience design, focus-
ing on color, as the main cue. Conclusions
are put forward in the form of guidelines to
be used in visual experience design.

2. AFFECTIVE STATES, CULTURE
AND TOURISM

It can be stated that culture has a natural
monopoly on experiences; they are the build-
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glazbenih, kazali$nih i filmskih predstava,
kao i muzejskih izlozbi. Turizam, a od nje-
ga to turisti i ocekuju, s druge strane, nudi
bijeg od svakodnevnice i novo okruZenje,
odnosno dozivljaje koji su drugaciji od onoga
Sto se Covjeku svakodnevno dogada. Medu-
tim, doZivljaji se razlikuju po intenzitetu, a
neki od njih imaju veéu ili manju vjerojatnost
izazivanja emocija. Prema Pineu i Gilmo-
reu, eskapisticki doZivljaji podrazumijevaju
aktivno sudjelovanje i utonuée posjetitelja
(2011) i smatra se da osiguravaju najvecu
privrzenost od svih tipova dozivljaja. Stoga
se smatra da ¢e upravo eskapisticki doZivljaji
najvjerojatnije izazvati njihovu emocionalnu
reakciju.

lako distinkcija nije uvijek najjasnija,
potrebno je razlikovati afekt, raspoloZenje,
osjeéaje i emocije. Afekt je ,,opCeniti pojam
koji pokriva Sirok raspon osjecaja koje ljudi
proZivljavaju” (Barsade i Gibson, 2007, citi-
rano u Robbins i Judge, 2013:98), odnosno
obi¢no se smatra opéim pojmom koji pokri-
va sve vrste koncepata povezanih s osjecaji-
ma. Osjecaj je imenovana senzacija koja je
provjerena u odnosu na prethodna iskustva;
pojedinac je moZe prepoznati i imenovati
jer ga podsjeca na senzaciju koju je neka-
da prije osjetio. Emocija je viSa kategorija
osjecaja koja potice ,,specificne odgovore na
ponaSanja” (Cohen i Areni, 1991, citirano u
Prayag et al., 2017:42). Usporedimo li ovu
definiciju s eskapistickim doZivljajima Pi-
nea i Gilmorea, jasno je da ¢e eskapisticki
dozivljaji vjerojatno potaknuti emocije jer
ih karakterizira sudjelovanje posjetitelja,
pruZajuci priliku upravo za specificne od-
govore na ponasanja.

Za raspoloZenje se smatra da je manjeg
intenziteta i ne zahtijeva odredeni (vanjski,
autorska napomena) dogadaj kao poticaj
(Weiss i Cropanzano, 1996, citirano u Rob-
bins i Judge, 2013). Medutim, ,,iako su ras-
poloZenja manje intenzivna od emocija, ona
dulje traju” (Jelincic¢ i Senkic, 2019:44). Ako
turisticko putovanje smatramo cjelovitim
proizvodom, raspoloZenja mogu utjecati na

ing blocks of musical performances, the-
atre plays, film shows, museum exhibitions.
Tourism, on the other hand, offers grounds
for experiences since escape from the dai-
ly routine and the new environment impact
tourist expectations; tourists actually expect
experiences, which will offer them some-
thing different. Experiences, however, differ
in intensity, some of them being more or less
likely to provoke emotions. According to
Pine and Gilmore, the escapist experiences
entail active participation and immersion by
the consumer (2011) and can be considered
as providing the strongest attachment in the
experience realm. This type of experiences is
highly likely to evoke consumers’ emotions.

It is first necessary to differentiate be-
tween affect, moods, feelings, and emotions.
The distinction, however, is not always eas-
ily captured. Affect is “a generic term that
covers a broad range of feelings people ex-
perience” (Barsade and Gibson, 2007, cited
in Robbins and Judge, 2013:98) or is usually
considered a general term covering all types
of ‘emotion related’ concepts. A feeling is a
labelled sensation since it has been checked
against previous experiences; an individual
can recognize it because it reminds her/him
of a sensation that has been previously felt.
Emotion is a higher category of a feeling; it
instigates “specific response behaviors” (Co-
hen and Areni, 1991, cited in Prayag et al.,
2017:42). If we compare this definition with
Pine and Gilmore’s escapist experiences, it is
clear that escapist experiences are likely to
instigate emotions since they are character-
ized by consumer participation, providing an
opportunity for response behaviors.

Mood is considered to be of a less inten-
sity and does not require a specific (external,
author’s addition) event as a stimulus (Weiss
and Cropanzano, 1996, cited in Robbins and
Judge, 2013). However, “although moods are
less intense than emotions, they last longer”
(Jelin¢i¢ and Senkic, 2019:44). If we consider
a tourism travel as a whole product, it is obvi-
ous then that moods can impact the traveler’s
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turisticki dozivljaj odredene destinacije ili
¢ak na iskustvo turista prije i nakon putova-
nja. Dakle, §to je duze turist u raspoloZenju
pozitivnog eskapistickog dozivljaja, afektiv-
no stanje povezanosti s odredenom destina-
cijom bit ée izraZenije.

Kad se usporeduje intenzitet afekata,
osjecaja, raspoloZenja i emocija, ,,smatra se
da su emocije najdublje ... buduéi da poticu
specificne odgovore na ponasanja, stimuli-
rajuéi posjetitelja na sudjelovanje” (JelinCié
i Senkié, 2019:44). Medutim, sva afektivna
stanja svijesti mogu pobuditi razli¢ite emo-
cije, bez obzira na to prepoznaje li ih pojedi-
nac ili ne. Njihov intenzitet odredit ¢e upija li
pojedinac samo iskustvo ili je u njega potpu-
no uronjen, odnosno je li pasivni promatrac¢
ili aktivni sudionik. Takoder, sva navedena
afektivnih stanja svojstvena su kulturnim i
turistickim doZivljajima.

3. ISTRAZIVANJA U TURIZMU I
EMOCLJE

Turizam je izravno povezan s emocijama
koje se mogu proucavati u razliitim faza-
ma putovanja. U fazi prije putovanja, odabir
odrediSta kao i ponaSanje posjetitelja moZe
ovisiti o afektivhom stanju turista (Moyle
et al., 2019). Brojna istraZivanja planiranja i
marketinga u turizmu bave se ovom temom
(Morgan, Pritchard i Pride, 2004; Jelinci€ i
Vukié, 2015). Jednom stigavsi na odrediste,
turist je istodobno izloZen razli¢itim emoci-
jama vezanim uz lokaciju, ali i vlastita afek-
tivna stanja. Faza nakon putovanja takoder
moZe biti nabijena emocijama, ¢esto uvjeto-
vanih koriStenjem razliCitih suvenira pove-
zanih s odrediStem ili aktivnostima nakon
putovanja, kao §to je recenziranje iskustva.

Veéina istrazivanja koja se odnose na
emocije u turizmu istrazuje zadovoljstvo
kao srediS$nju emociju povezanu s odredenim
mjestom/odrediStem ili pruZenim uslugama
(Alegre i Garau, 2010; Fuchs i Weiermair,
2003; Kozak, 2003). Uz podrsku psihologi-

experience of a certain destination or even
her/his pre-travel and post-travel experience.
Thus, the longer (s)he is in the mood of the
positive escapist experience, the probability
of an affective state of connection to a cer-
tain destination will last.

When comparing the intensity of affects,
feelings, moods and emotions, “it is thought
that emotion is the deepest... since it insti-
gates response behaviours, engaging the con-
sumer participatively” (Jelin¢i¢ and Senkic,
2019:44). However, all the affective states
of consciousness may evoke different emo-
tions, regardless of their recognition by the
individual. Their intensity will determine if
the individual only absorbs the experience or
is totally immersed in it, if (She is a passive
observer or an active participant. All types of
affective states are inherent to cultural and
tourism experiences.

3. TOURISM STUDIES AND
EMOTIONS

Tourism is directly linked with emotions,
which may be studied in different travel
phases. In the pre-travel phase, a choice of
a destination may depend on the potential
tourist affective state as well as the travel
behavior (Moyle et al., 2019). A number of
tourism planning and marketing studies deal
with this topic (Morgan, Pritchard and Pride,
2004; Jelinci¢ and Vukic, 2015). Once in the
destination, a tourist is exposed to a differ-
ent scale of place-based emotions sharing
at the same time, one’s own affective states.
Post-travel phase may also be charged with
emotions, which reflects in different destina-
tion-linked memorabilia or post-travel activ-
ities, such as reviewing the travel.

The majority of emotion-related tourism
studies research satisfaction as the central
emotion linked to a certain place/destina-
tion or services provided (Alegre and Garau,
2010; Fuchs and Weiermair, 2003; Kozak,
2003). With the support of psychology, these
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je te se studije dalje usredotoCuju na istra-
Zivanje turistiCkih motivacija za putovanje
u odredeno mjesto/odrediste (Simkova i
Holzner, 2014; Crompton, 1979; Van Vuuren
i Slabbert, 2011) koje su ponekad povezane i
s emocijama. MarketinSke studije ¢esto ko-
riste pristup temeljen na emocijama u turiz-
mu (Hosany i Gilbert, 2010; Marciszewska,
2005; Dickinger i Lalicic, 2016). Primjeri-
ce, neke turisticke studije istraZuju emocije
izazvane u samom odredistu (Lee i Kyle,
2013), dok druge istrazuju emocije koje po-
krecu prisjecanje odrediSta (Sthapit, Bjork i
Coudounaris, 2017). ,,Opéenito, studije emo-
cija u turizmu i ugostiteljstvu uglavnom se
usredotoCuju na dva aspekta: emocionalni
odgovor na odredeni podraZaj, poput odre-
dista,...i ulogu emocija u turisti¢kim stavovi-
ma i ponaSanjima” (Liu, 2016:1). Veliki broj
njih usredotocuje se na mogucnost mjerenja
emocija, promatrajuéi ih kao kvantitativne
jedinice, a neke stavljaju emocije u srediSte
pozornosti obuhvacajuci njihove psiholos-
ke i psihoanaliticke aspekte (Fortuna, 2013;
Nawijn i Biran, 2018; Servidio i Ruffolo,
2016).

Iako nisu izri¢ito proucavane u tom
kontekstu, emocije leZe u pozadini brojnih
oblika turizma posebnog interesa. Pritom
naglasavamo odgovorni turizam (Goodwin i
Francis, 2003), socijalni turizam (Minnaert,
Maitland i Miller, 2011), volunturizam (Vra-
sti, 2013), turizam utjecaja (Sklad 05, 2014)
itd. pri ¢emu ,,moralizacija turizma™ (Butc-
her, 2003) potice ,,dobre” emocije. Ne tako
cesto, medutim, studije emocija u turizmu
bave se onim $§to prethodi ili odreduje emo-
ciju. Broj takvih istraZivanja emocija poceo
je rasti usporedno s istraZivanjem doZivljaja.
Stoga Pine i Gilmore, utemeljujuci koncept
suvremenih nacela ekonomije doZivljaja,
izri¢ito spominju ukljucenost svih pet osjeti-
la (2011), s obzirom da uporaba osjetila, kao
S$to je prethodno spomenuto, poveéava mo-
guénost emocionalnog angazmana. Emocije
izazvane stimulacijom osjetila, prethodnice
su ponaSanja u fazi nakon putovanja/doziv-

studies further focus on researching tour-
ist motivations for travel to a certain place/
destination (gimkova and Holzner, 2014,
Crompton, 1979; Van Vuuren and Slabbert,
2011), which sometimes also relate to emo-
tions. Marketing studies abound with emo-
tional approach to tourism (Hosany and Gil-
bert, 2010; Marciszewska, 2005; Dickinger
and Lalicic, 2016). Some tourism studies re-
search emotions elicited at the destination it-
self (Lee and Kyle, 2013) and other those that
trigger memories of the destination (Sthapit,
Bjork and Coudounaris, 2017). “Generally,
emotion studies in tourism and hospitality
mainly focus on two aspects: emotional re-
sponses to a specific stimulus, like a desti-
nation, ..., and the role of emotions on tour-
ist attitudes and behaviors” (Liu, 2016:1).
A number of them focuses on the possibil-
ity to measure emotions, observing them in
quantifiable terms. Some other studies put
emotions center-stage encompassing their
psychological and psychoanalytical aspects
(Fortuna, 2013; Nawijn and Biran, 2018; Ser-
vidio and Ruffolo, 2016).

Although not explicitly studied, emo-
tion lies in the background of a number
of special interest tourism types. Thus, we
note responsible tourism (Goodwin and
Francis, 2003), social tourism (Minnaert,
Maitland and Miller, 2011), voluntourism
(Vrasti, 2013), impact tourism (Sklad 05,
2014) etc. whereas the “moralization of
tourism” (Butcher, 2003) instigates greater
good-linked emotions. Not so often, though,
emotion studies in tourism deal with what
precedes or determines an emotion. The
wider academic body of emotions has been
starting to grow alongside the research of
experiences. Thus, Pine and Gilmore, while
grounding the concept of contemporary
experience economy design principles, ex-
plicitly mention the engagement of the five
senses (2011) whereas the use of the sens-
es, as previously mentioned, increases the
possibility of a tourist emotional engage-
ment. Emotions evoked by sensory stimu-
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ljaja i utjecu na namjeru preporucivanja, za-
dovoljstvo turista, odanost i pozitivho pam-
¢enje iskustva (Guzel i Dortyol, 2016).

Turisticki doZivljaji stvaraju uspomene,
poboljsavaju znanje o mjestu/odredistu i po-
veéavaju potro$nju. Kulturni turizam, a po-
sebno njegova podvrsta — kreativni turizam,
mogu se smatrati suStinski sklonim kreiranju
doZzivljaja. Uspjesno kreiranje doZivljaja Ce-
sto poti¢e emocije, a ako je doZivljaj pred-
stavljen tijekom godiSnjeg odmora, moze
imati i veée uinke. Kreativni turizam pruza
jos vedi angazman od kulturnog: participa-
tivne je prirode i ukljucuje turista u aktivnost
koja je sama po sebi dozivljaj. IstraZivanja
turizma Siroko raspravljaju o konceptima su-
djelovanja i su-kreacije u stvaranju doZivljaja
(Binkhorst i den Dekker, 2009; Campos et
al., 2015; Pappalepore i Smith, 2016; Ric-
hards i Raymond, 2000) kao vaZnim alatima
za upravljanje dozivljajima, no ne rezultiraju
nuzno emocionalnim odgovorom.

Emocionalni okida¢i mogu biti bezbroj-
ni i razliCiti za svakog pojedinca, ovisno o
njegovim osobnim iskustvima (vezanim uz
pamcenje), kulturnom porijeklu, raspolo-
Zenju i osobnosti (npr. razina empatije), ali
mogu biti 1 vanjski koji proizlaze iz okoline.
Vec je spomenuto da je stimulacija osjeti-
la vaZno nacelo kreiranja doZivljaja koji
moze dovesti do emocionalnog uzbudenja.
Medutim, istraZivanja koja bi mogla pruZi-
ti indikacije o podraZajima koji su izravno
povezani ili izazivaju pojedinane emocije
su oskudna i prili¢no neuvjerljiva (npr. Cim-
balo, Beck i Sendziak, 1978; Li et al. 2016;
Sliburyte i Skeryte, 2014). Do sada je po-
tvrdena vaZnost svih pet osjetila u kreiranju
dozivljaja (Guzel i Dortyol, 2016; Baumgar-
tner, Esslen i Jancke, 2006), ali za pruZa-
nje sustavnog znanja potrebno je istraZiti
pojedina osjetila u odnosu na emocije. Ovaj
pregledni rad to Cini usredotocujuci se na
podraZaje povezane s osjetom vida, odno-
sno vizualne podrazaje.

lation are antecedents of post-experience
behavior and have impact on the intention
to recommend, tourist satisfaction, loyalty
and remembering the experience positively
(Guzel and Dortyol, 2016).

Tourism experiences can provide mem-
ories, enhance knowledge about the place/
destination or increase consumption. Cul-
tural tourism, and especially its offspring
creative tourism can be considered as in-
herently prone to experience design. A good
performance often instigates emotions; if
featured during the holiday period, it may
even have greater effects. Creative tourism
is even more engaging: it is of a participa-
tory nature and engages the tourist into an
activity, which per se represents an experi-
ence. Participation and co-creation of experi-
ences have been widely discussed in tourism
studies (Binkhorst and den Dekker, 2009;
Campos et al., 2015; Pappalepore and Smith,
2016; Richards and Raymond, 2000) and are
important tools for experience design. How-
ever, they do not necessarily result with an
emotional response.

Emotional triggers may be countless and
different for each individual depending on
their personal experiences (memory-related),
cultural background, mood and personality
(e.g., empathy level), but can also be external
resulting from the environment. Stimulation
of the senses has already been detected as
an experience design principle likely to lead
to an emotional arousal. However, studies
which would provide indications on cues di-
rectly related to or evoking individual emo-
tions are both scarce and rather inconclusive
(e.g. Cimbalo, Beck and Sendziak, 1978; Li
et al. 2016; Sliburyte and Skeryte, 2014). So
far, the importance of all the senses in expe-
rience design has been demonstrated (Guzel
and Dortyol, 2016; Baumgartner, Esslen, and
Jéncke, 2006) but to provide systematized
knowledge, it is necessary to research indi-
vidual senses in relation to emotions. This
review study does so by focusing on the cues
related to the sense of sight.
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4. VID, VIZUALNI PODRAZAJI I
NJIHOV UTJECAJ NA EMOCIJE

Vaznost ukljucivanja osjetila u kreiranje
dozivljaja je u njihovom utjecaju na pam-
¢enje (Pine i Gilmore, 2011) i emocionalno
uzbudenje, no istovremeno proucavanje svih
pet osjetila u ovom pogledu predstavlja po-
prilican izazov. Vid je najuinkovitiji nacin
stjecanja znanja o svijetu (Zeki, 1998), a ve-
¢ina ljudi osjetilo vida smatra svojim primar-
nim osjec¢ajem (Jelinci¢, 2019). Vid je ujedno
i najceSée spominjana senzacija u objasnja-
vanju osjecaja i emocija (Guzel i Dortyol,
2016). Vizualni podraZaji stoga mogu igrati
znacajnu ulogu u oblikovanju (kulturnog)
turistickog iskustva. Zbog toga osjet vida i
vizualni podrazaji zasluZuju posebnu pozor-
nost u istraZivanju stvaranja emocionalnog
doZivljaja. S obzirom na to da su vizualni po-
draZaji sastavni dio umjetnickih djela, ¢ime
se izravno utjece na iskustvo turista, kulturni
turizam moze uvelike profitirati od ovakvih
saznanja. PronalaZenje vizualnih podraZaja
koji bi bili univerzalni, barem za veéinu po-
sjetitelja/turista, omogucilo bi relativno lako
kreiranje doZivljaja.

Polaze¢i od pretpostavke da je moguce
kreirati umjetnicke/kulturne doZivljaje koji
¢e utjecati na emocionalnu uzbudenost, po-
stavljena su sljedeca istrazivacka pitanja koja
su usmjeravala ovaj rad: O ¢emu ovisi emoci-
onalno uzbudenje posjetitelja/turista? i Koji
su vizualni podraZaji povezani s pojedinim
emocijama? Na ova se pitanja ne moZe dati
jednoznacan odgovor pa detaljno analizi-
ramo vizualne podrazaje kako bi se otkrila
njihova uloga u emocionalnom uzbudenju
izazvanom kod kulturnih turista.

5. DOSADASNJA ISTRAZIVANJA,
NJTHOVA OGRANICENJA I
MOGUCA ANALIZA

Kao S$to je ve¢ spomenuto, emocionalno
uzbudenje pojedinca ovisi o raznim ¢imbeni-
cima. Dva su prevladavajuca modela kada se

4. SIGHT, VISUAL STIMULI AND
THEIR EFFECT ON EMOTIONS

The importance of the application of the
senses in the experience design is in its im-
pact on memories (Pine and Gilmore, 2011)
and emotional arousal. The study of all five
senses in this respect poses quite a challenge.
Vision is the most efficient way of acquisi-
tion of knowledge about the world (Zeki,
1998) and most people consider the sense of
sight as their primary sense (Jelin¢i¢, 2019).
Sight is also the most frequently mentioned
sensation in explaining emotions and feel-
ings (Guzel and Dortyol, 2016). Visual stim-
uli, therefore, may play a significant role in
(cultural) tourism experience design. This
is why the sense of sight and visual stimuli
deserve special attention in the research of
emotional experience design. Cultural tour-
ism can greatly profit from it since visual
cues are an inherent part of artworks, thus
directly influencing cultural tourists’ expe-
rience. Finding visual cues which would be
universal at least for the majority of cultural
consumers/tourists would enable a relatively
easy experience design.

Starting from the premise that it is pos-
sible to design artistic/cultural experiences,
which will impact emotional engagement,
the following questions were posed to guide
the research on visual cues: What does the
emotional arousal of a consumer/tourist de-
pend on? and Which visual cues are related
to individual emotions? While not a single
answer can be given to these questions, the
analysis of the vision-related cues is provid-
ed as to detect their role in the emotional
arousal elicited in cultural tourists.

5. EXISTING RESEARCH, ITS
LIMITATIONS AND POSSIBLE
ANALYSIS

As mentioned before, emotional arousal
of an individual depends on various factors.
There are two prevalent models when dis-
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raspravlja o emocijama izazvanim vizualnim
podrazajem: 1) teorije kognitivne procjene
koje sugeriraju da su emocije rezultat proce-
sa procjene koji se dogadaju u korteksu moz-
ga i na koji utjecu fizioloske, psiholoske i so-
cio-kulturne dimenzije (Moyle et al., 2019); i
2) Berlyneova paradigma u kojoj su emocije
automatski procesi izazvani umjetnickim
vizualnim podraZajima (Hagtvedt, Patrick
i Hagtvedt, 2008). Kako dosadaSnja istra-
Zivanja jo$ nisu potvrdila da je bilo koji od
ovih modela superiorniji kada se primjenju-
je na kreiranje kulturnih doZivljaja, ovaj se
rad usredotocuje na oba mehanizma pomocu
kojih vizualni podraZzaji izazivaju emocije, to
jest na psiholoske ¢imbenike (npr. percepci-
ju i paznju) i umjetni¢ke vizualne podrazaje
(npr. boja i oblik).

Za pocetak, vizualni podraZaji opcenito
su definirani kao predmeti ili dogadaji koji
izazivaju odgovor stvaranjem vizualnog
osjetilnog iskustva i dovode do promjene u
okolini. Na primjer, vizualni podraZzaji po-
put jakih svjetala tjeraju Covjekove oc¢i na
Skiljenje, odnosno na promjenu u normal-
nom nacinu funkcioniranja. Vizualni po-
drazaji koji su do sada istrazeni ukljucuju
skulpture (Di Dio et al., 2007), lica (Roye et
al.,2008; Chatterjee et al., 2009; Tsukiura i
Cabeza, 2011; Zhang i Deng, 2012), tekstu-
re (Jacobs et al., 2012), geometrijske oblike
(Jacobsen i Hofel, 2001, 2003; Jacobsen et
al., 2006; Hofel i Jacobsen, 2007; de Tom-
maso et al., 2008); i matematicke formule
(Zeki et al., 2014) (citirano u Cheung et al.,
2019:2).

Zakljucci koji su proizasli iz prethodno
navedenih studija istiCu vaZnost psiholoskih
¢imbenika poput percepcije, selektivne pa-
Znje, empatije i ukljucenosti viSe osjetila u
izazivanju emocija vizualnim podraZajima.

Percepcija je kognitivni proces koji uklju-
Cuje stjecanje, tumacenje, selekciju i organi-
zaciju senzornih informacija (Hagtvedt, Ha-
gtvedt i Patrick, 2008). Percepcija vizualnog
podraZzaja svojstvena je teorijama kognitivne
procjene koje sugeriraju da procjena (tj. per-

cussing emotions elicited by a visual stimu-
lus: 1) appraisal theories which suggest that
emotions are a result of appraisal processes
that occur in the cortex of the brain and are
influenced by physiological, psychological,
and socio-cultural dimensions (Moyle et
al., 2019); and 2) Berlyne tradition in which
emotions are automatic processes elicited by
artistic visual cues (Hagtvedt, Patrick and
Hagtvedt, 2008). As the existing research
studies have not yet confirmed any of these
models to be superior when applied to cul-
tural experience design, our paper will focus
on both mechanisms by which visual cues
have shown to elicit emotions, that is through
psychological factors (e.g. perception and
attention) and artistic visual cues (e.g. color
and form).

To start, we can generally define visual
stimuli as objects or events that elicit a re-
sponse by producing a visual sensory experi-
ence and lead to a change in the environment.
For example, visual stimuli such as bright
lights make a person’s eyes squint shunt thus
resulting in a change in the environment. Vi-
sual stimuli that have been researched include
sculptures (Di Dio et al., 2007), faces (Roye
et al., 2008; Chatterjee et al., 2009; Tsukiura
and Cabeza, 2011; Zhang and Deng, 2012),
textures (Jacobs et al., 2012), geometrical
shapes (Jacobsen and Hofel, 2001, 2003; Ja-
cobsen et al., 2006; Hofel and Jacobsen,
2007; de Tommaso et al., 2008); and mathe-
matical formulae (Zeki et al., 2014) (cited in
Cheung et al., 2019:2).

Important conclusions resulting from
the previous studies stress the importance
of psychological factors such as perception,
selective attention, empathy, and engagement
of multiple senses in eliciting emotions by
way of visual stimuli.

Perception is a cognitive process that in-
volves the acquisition, interpretation, selec-
tion, and organization of sensory information
(Hagtvedt, Hagtvedt and Patrick, 2008). Per-
ception of a visual cue is inherent to apprais-
al theories which suggest that appraisal (i.e.
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cepcija) vizualnog podrazaja odreduje koje
¢e emocije biti izazvane (Moors et al., 2013).
Ovaj se mehanizam temelji na subjektivnoj
procjeni koja ovisi o prethodnim iskustvima
i znanju, vrijednostima, emocionalnom sta-
njuiZeljama (Ma et al.,2017; Le et al., 2019).
Stoga je kognitivna procjena interaktivni
proces izmedu vizualnog podrazaja i pro-
cjenitelja. Takvo interaktivno iskustvo, koje
ukljucuje pojedinca u stvaranje znacenja, a
posljedi¢no i osjecaja, motivira pojedince da
budu kreativni, Sto na posljetku takvo isku-
stvo €ini privlaénim (Campos et al., 2017).
U kontekstu kreiranja kulturnih (turistickih)
doZivljaja, to nazivamo ,,izvedbeni zaokret”
(performance-turn) - turisti prestaju biti pa-
sivni promatraci iskustava i postaju aktivni
sudionici koji Zele biti angaZirani i izazvani
(Mansfeldt, Vestager i Iversen, 2008). Kao
§to je spomenuto, percepcija ukljucuje ne
samo organizaciju i identifikaciju senzor-
nih informacija prikupljenih iz okoline, veé
i njihovu interpretaciju (Schacter, Gilbert i
Wegner, 2011). Ljudi prikupljaju informacije
iz svog okruzenja oc¢ima, koristeéi se vidom;
no, ne vidimo okom ve¢ korteksom mozga
(Zeki, 1998). Dakle, kada mozak prikuplja
podrazaje iz okoline, on tumaci stvarnost
pokusavajudi izdvojiti najbitnije informacije
(podrazZaje). Oko, stoga, osjeca, a mozak tu-
maci i na taj nacin stvara znacenje.

Paznja je jo§ jedan kognitivni proces koji
utjece na emocije i ¢ini iskustvo nezaborav-
nim (Campos et al.,2017). Konkretno, paznja
moZe dovesti do automatiziranog ponasanja i
reakcija kada je usmjerena prema vanjskim
podrazajima kao Sto su objektivni vizual-
ni podrazaji (paZnja odozdo-prema-gore ili
bottom-up) i/ili na nju mogu utjecati interesi,
motivi i ciljevi osobe (paZnja-odozgo-prema
dolje ili top-down) (Campos, Pinto i Scott,
2020). Obje vrste paznje dovode do preferen-
cijalne obrade podrazaja, a time i selektiv-
ne pazZnje i boljeg pohranjivanja informacija
(Pinto et al., 2013). Emocije se obi¢no iza-
zivaju interakcijom top-down i bottom-up
paznje (Ochsner et al., 2009). Povrh toga,

perception) of the visual stimulus determines
which emotions will be elicited (Moors et
al., 2013). This appraisal is based on a sub-
jective assessment which depends on one’s
previous experiences and knowledge, values,
emotional state, and desires (Ma et al., 2017,
Le et al., 2019). Therefore, the appraisal is
an interactive process between the visual cue
and the appraiser. Such an interactive expe-
rience, which involves the individual in the
creation of the meaning and consequently
also emotions, motivates individuals to use
their creativity which makes the experience
appealing (Campos et al., 2017). In cultural
(tourism) experience design, this has been
termed as “performance turn” — tourists are
no longer passive observers of experiences,
but rather active participants who want to be
engaged and challenged (Mansfeldt, Vestag-
er, and Iversen, 2008). As mentioned, per-
ception includes not only organization and
identification of sensory information gath-
ered from the environment, but also their
interpretation (Schacter, Gilbert and Wegner,
2011). Humans gather information from their
environments through eyes, using vision;
still, we do not see with the eye but with the
cerebral cortex (Zeki, 1998). This means that
when the brain collects environmental stim-
uli, it interprets the reality by trying to nar-
row down information (stimuli) to the most
essential one. The eye, therefore, senses and
the brain interprets as to create meaning.

Attention is another cognitive process that
influences emotions and makes the experi-
ence more memorable (Campos et al., 2017).
Specifically, attention can lead to automatized
behavior and reactions when directed towards
external stimuli such as objective visual cues
(bottom-up attention) and/or it can be influ-
enced by person’s interests, motives and goals
(top-down attention) (Campos, Pinto and
Scott, 2020). Both of these types of attention
lead to preferential stimulus processing, and
thus selective attention and better memory
storage (Pinto et al., 2013). Typically, emo-
tions are elicited through the interaction of
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»-. Cini se da selektivno ignoriranje, za ra-
zliku od selektivnog usmjeravanja paZznje,
utjece na emocionalnu procjenu” (Raymond,
Fenske i Tavassoli, 2003:541). Ako osoba
viSe puta ignorira vizualni podrazaj, zbog
prisutnosti drugih zadataka koji zahtijeva-
ju paznju, vizualni podrazaj tumaci se kao
ometajudi, $to na kraju dovodi do smanjene
emocionalne reakcije na taj podrazaj. Stoga
je, da bi se izbjeglo selektivno ignoriranje i
izazvale pozitivne emocije, potrebno, ali ne i
dovoljno, vizualne podraZaje prezentirati na
nacin da privlace potpunu paznju posjetitelja
i ne ukljuciti ih u druge zadatke koji oduzi-
maju paznju (Raymond, Fenske i Tavassoli,
2003).

Sposobnost prepoznavanja emocionalnog
sadrzaja vizualnih podrazaja (npr. lica, boja
1 apstraktnih dizajna) takoder je povezana s
osobnoscu, konkretno s empatijom. Osobe
koje empati¢no reagiraju na druge, vjerojat-
nije ¢e prepoznati emocionalni sadrZaj vizu-
alnih podrazaja (Mayer, DiPaolo i Salovey,
1990), nego osobe koje nemaju razvijenu
empatiju. Iako je prepoznavanje izraza lica
univerzalno te je na Siroko proucavano, emo-
cionalna percepcija nije ograni¢ena samo na
lice, ve¢ se odnosi i na apstraktnije znako-
ve kao $to su boje i drugi vizualni podraZaji
(Mayer, DiPaolo i Salovey, 1990).

Sto je veci broj osjetila stimuliran, to je
i emocionalno uzbudenje vece. Pri kreiranju
doZivljaja, kombiniranje viSe vrsta senzaci-
ja (npr. slusni i vizualni podraZzaji) dovodi
do uzbudenja i posljedi¢no pojacanih emo-
cionalnih reakcija (Baumgartner, Esslen i
Jancke, 2006). Samim time doZivljaj postaje
nezaboravan jer se doZivljaji koji se ocjenjuju
kao emocionalni obi¢no bolje pamte (Mar-
gounakis i Politis, 2012). Slicno tome, mogu
se dogoditi sinesteticka iskustva kada jedan
osjecaj vodi drugom.

Suprotno teorijama kognitivne procjene,
koje sugeriraju da su emocije izazvane per-
cepcijom i interpretacijom vizualnih podra-
Zaja paradigma koju je razvio Daniel Berlyne
(1960), zagovara da evocirane emocije utje-

bottom-up and top-down attentional process-
ing (Ochsner et al.,2009). On top of that, .. .it
is selective ignoring, as opposed to attending,
that appears to exert influence on emotional
evaluation”. (Raymond, Fenske and Tavassoli,
2003: 541). If a person ignores a visual stim-
ulus multiple times, due to presence of other
attention-demanding tasks, the visual stimu-
lus becomes perceived as distracting which
eventually leads to reduced emotional sa-
lience. Therefore, to avoid selective ignoring
and evoke positive emotions, it is necessary,
but not sufficient, to present visual stimuli in a
way that draws the full attention of the view-
ers and does not engage them in other atten-
tion-demanding tasks (Razmond, Fenske and
Tavassoli, 2003).

The ability to recognize the emotional
content of visual stimuli (e.g. faces, colors,
and abstract designs) is also related to per-
sonality, specifically to empathy. People who
are able to react empathetically to others, are
more likely to recognize the emotional con-
tent of visual stimuli (Mayer, DiPaolo and
Salovey, 1990). While recognition of facial
expressions appears to be universal and has
been studied widely, emotional perception is
not limited to it only but also applies to more
abstract cues such as colors and novel graph-
ics (Mayer, DiPaolo and Salovey, 1990).

The greater the number of the senses
stimulated, the greater the emotional arous-
al. When creating an experience, combin-
ing multiple types of sensations (e.g. aural
and visual stimuli) leads to arousal and
consequently enhanced emotional feelings
(Baumgartner, Esslen and Jdncke, 2006).
This experience tends to be emotional and
thus memorable because experiences that are
appraised as emotional tend to be better re-
membered (Margounakis and Politis, 2012).
Similarly, synesthetic experiences may occur
when one sensation leads to another.

Contrary to the appraisal theories, which
suggest that emotions are evoked by percep-
tion and interpretation of visual cues, the
paradigm developed by Daniel Berlyne (1960)
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¢u na kognitivne procese. Drugim rije¢ima,
umjetnic¢ki vizualni podraZaji, poput sloZe-
nosti, novosti i asimetrije, dovode do uzbu-
denja, §to posljedi¢no utjece na kogniciju.
Ovo je stajaliSte potvrdeno neurofizioloSkim
studijama koje pokazuju da emocije pret-
hode kogniciji (Damasio; LeDoux, citirano
u Hagtvedt, Hagtvedt i Patrick, 2008:202).
Medutim, dosadasnja istraZivanja nisu do-
nijela konacne zakljucke i, premda nismo u
moguénosti s potpunom sigurnoscu utvrditi
§to je prvo, emocije ili kognicija, mozemo
zakljuciti da je interakcija izmedu njih vrlo
sloZzena. U kreiranju doZivljaja nasa je spo-
sobnost utjecaja na prosla iskustva, vrijed-
nosti, empatiju i druge psiholoske ¢imbenike
pojedinca ograni¢ena. No, moguce je utjecati
na umjetni¢ke vizualne podraZaje, Sto bi, na-
damo se, moglo dovesti do viSe ili manje uni-
verzalnog emocionalnog iskustva. Iako nije
vjerojatno da ¢e svi promatraci podjednako
percipirati odredene vizualne podraZaje, cilj
kreiranja kulturno-turistickog doZivljaja je
detektirati podrazaje koji vecini posjetitelja
mogu biti emocionalno privlacni. To bi po-
sljedi¢no imalo utjecaj i na upravljanje de-
stinacijom, utjeCuéi ne samo na njen estetski
izgled, ve¢ i na odanost posjetitelja.

Kultura je do sada pokazala da ima spo-
sobnost izazivanja emocija. Kulturni artefakti
uglavnom imaju znacenje relevantno za posje-
titelja te su Cesto povezani s nekim povijesnim
dogadajima ili zemljopisnim mjestima. Osim
toga, nacini na koje umjetnici kombiniraju po-
drazaje pri stvaranju umjetnickih djela (npr.
ritam, tempo, melodija ili sklad u glazbi ili
boja, oblik, simetrija u vizualnim umjetnosti-
ma) mogu utjecati na njihovo znacenje. Poje-
dinacni umjetnicki alati su vanjski podrazaji
koje osjetila percipiraju odozdo-prema-gore,
ali nacin na koji su predstavljeni i kombini-
rani (npr. upotreba ravnomjernog ritma i vi-
sokog tona u glazbi ili komplementarne boje
u vizualnim umjetnostima) moZe potaknuti
promatraa, u potrazi za znacenjem, da se
ukljuci u obradu odozgo-prema-dolje. S obzi-
rom na to da je to relevantno za cilj pronala-

advocates that cognitive processes are to some
extent influenced by the evoked emotions. In
other words, artistic visual cues, such as com-
plexity, novelty, and asymmetry lead to arous-
al which consequently influences cognition.
This view has been confirmed with neuro-
physiological studies, showing that emotions
precede cognition (Damasio; LeDoux, cited
in Hagtvedt, Hagtvedt and Patrick, 2008:202).
However, so far research studies have been
inconclusive, and although we are not able to
state with complete certainty which comes
first, emotions or cognition, it is safe to con-
clude that the interaction between the two is
complex. In the experience design, our ability
to influence an individual’s past experiences,
values, empathy, and other psychological fac-
tors is limited but we can influence the artistic
visual cues, that hopefully might lead to more
or less universal emotional experience. While
it is not likely that all beholders will perceive
certain visual cues equally, the goal of cultur-
al tourism experience design is to find cues
which may be emotionally appealing to the
majority. This would consequently have man-
agerial impacts on the attraction impacting
not only the attraction’s aesthetic appearance
but also visitors’ loyalty.

Culture has so far demonstrated to have
the tools for emotion elicitation. Cultural
artifacts are generally associated with some
viewer relevant meaning, often linked to
some historic events or geographic locations.
Besides, the ways in which artists combine
the cues for the creation of artworks (e.g.
rhythm, tempo, melody or harmony in mu-
sic or color, form, symmetry in visual arts)
may influence the meaning. Individual artis-
tic cues are external bottom-up stimuli per-
ceived by the senses but the way how they
are represented and combined (e.g. use of
steady rhythm and high pitch in music or
complementary colors in visual arts) may
stimulate beholder to engage in top-down
processing in search for the meaning. This
potentially leads to an emotional arousal as
it is goal relevant. As this research focuses
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ska znacCenja, to moZe dovesti i do emocio-
nalnog uzbudenja. Kako se ovo istraZivanje
fokusira na kulturni turizam, analizirane
su postojece studije umjetnickih podrazaja.
Koliko bi god emocionalna uzbudenost koja
proizlazi iz umjetnickog djela mogla biti ovi-
sna o njegovom sadrzaju, ¢ime vise ili ma-
nje otkriva znacenje, prakticki je nemoguce
istraziti sadrZaj, jer ga svaki pojedinac moze
vidjeti kroz perspektivu svog proslog isku-
stva. U skladu s time, prakticki je nemogué
zadatak kreirati doZivljaj temeljen na istra-
Zivanju proSlih iskustava, preferencija i mo-
tivacija svakog pojedinog turista. Zbog toga
moguca analiza izbjegava sadrzaj kao repre-
zentativni podrazaj i usredotoCuje se na op-
éenite i apstraktne vizualne podrazZaje (npr.
boju, oblik, simetriju, lateralnost i sloZenost)
koji su primarno povezani s obradom odoz-
do-prema-gore, a koja se obi¢no obraduje au-
tomatski na niskim razinama svijesti (Cam-
pos et al., 2020). Stoga je za vece skupine
posjetitelja prikladno proucavanje apstrak-
tnih vizualnih podrazaja koji utje¢u na njihov
doZivljaj atrakcije. Medutim, iako su pojedi-
na¢ni vizualni podraZaji primarno povezani
s automatskom obradom odozdo-prema-gore,
njihova uporaba u umjetnickom djelu takoder
moZe potaknuti obradu odozgo-prema-dolje
u mozgu promatraca, za §to je potrebna krea-
tivnost. Obrada odozgo-prema-dolje ukljucuje
mentalne funkcije viSeg reda (paZnja, slikovi-
to razmisljanje, ocekivanja, naucene vizualne
asocijacije) koje mozak koristi kako bi razri-
jesio nejasnoce i odredio znacenje slike. Da-
kle, reduciranjem slika na oblik, liniju, boju
ili svjetlost, apstraktna se umjetnost oslanja na
obradu odozgo-prema-dolje, a time i na naSe
emocije, mastu i kreativnost (Kandel, 2016).
Medutim, kao §to je receno, pojedinci
nece uvijek imati iste interpretacije pojedinih
podrazaja, obi¢no zbog procesa povezanih s
paméenjem, ali i zbog konteksta i vlastitog
raspoloZenja tijekom izloZenosti umjetnic-
kom djelu, Sto predstavlja veliki izazov za
pronalaZenje univerzalnih podrazaja koji se
mogu koristiti u kreiranju dozivljaja. Jedno

on cultural tourism, the existing studies of
artwork-related cues have been analyzed.
As much as the emotional arousal resulting
from an artwork may be extremely depen-
dent on its content, thus more or less reveal-
ing the meaning, it is practically impossible
to research it since each individual can see it
through one’s past experience lenses. Along
the same line, it would be practically an im-
possible task to design an experience based
on the research of each tourist’s past expe-
riences, preferences and motivations. This
is why the possible analysis avoids the con-
tent, as a representational cue, and focuses
on generic and abstract visual cues (e.g.
color, form, symmetry, laterality, and com-
plexity), which are primarily linked with
bottom-up processing usually processed
automatically, at low levels of awareness
(Campos et al., 2020). For larger groups
of visitors, therefore, the study of abstract
visual cues influencing their experience of
an attraction is appropriate. However, al-
though individual visual cues are primarily
related to automatic bottom-up processing,
their use in an artwork can also stimulate
the top-down processing in the brains of
beholders requiring creativity on their side.
Top-down processing involves higher-or-
der mental functions (attention, imagery,
expectations, learned visual associations);
the brain must resolve the remaining ambi-
guities and one must guess the meaning of
the image. Thus, reducing images to form,
line, color, or light, abstract art relies on
top-down processing, and therefore on our
emotions, imagination, and creativity (Kan-
del, 2016).

However, as said, individuals may not al-
ways have the same interpretations, usually
due to their memory-related processes in the
brain but also due to the context and their
own mood while consuming an artwork.
This poses a great challenge to finding uni-
versal cues to be used in experience design.
One of the first studies in this respect was
the one by Ramachandran and Hirstein who
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od prvih istraZivanja u tom pogledu proveli
su Ramachandran i Hirstein te su predlozili
osam zakona umjetnickog doZivljaja (1999)
koji mogu utjecati na konzumente vizualne
umjetnosti. Prvi zakon, vr$ni pomak (the
peak shift),kaze da nadrealni podraZaj dovo-
di do jace reakcije od normalnog podrazaja.
Prema ovom zakonu, neurone u mozgu opti-
malno uzbuduje nesto drugadiji, pretjerani ili
karikaturalni podraZaj (npr. nadrealni oblik,
Zensko/musko drZanje, ton koZe itd.) u uspo-
redbi s normalnim podraZajem. Iako Rama-
chandran i Hirstein ne navode razlog zaSto
dolazi do vr$nog pomaka, taj zakon je u skla-
du sa studijom Campos et al. koja je otkrila
rijetkost kao bottom-up faktor koji utjece na
paznju, jer je u suprotnosti s ,,ponavljajué¢im
objektima i dogadajima ili se razlikuje od
obrazaca normalnosti® (2020:6).

Drugi zakon ukazuje da izoliranje jednog
vizualnog podrazaja pomaZe konzumentu
usmjeriti paznju na jedan modalitet omoguca-
vajuéi mu tako uZivanje u vrSnom pomaku. Na
primjer, izoliranje jednog segmenta, kao $to je
,oblik” ili ,,dubina”, usmjerava pozornost na
ove informacije omogucujuéi prepoznavanje
pretjeranosti, odnosno nadrealnosti, koju su
umjetnici unijeli u taj odredeni modalitet. Tre-
¢i se zakon odnosi na perceptivno grupiranje i
povezivanje koje ima izravnu vaZnost. Proces
perceptivnog grupiranja povezuje korelirane
znaCajke podrazaja i stvara jedan objekt ili
dogadaj pomazudi tako u razlikovanju lika od
pozadine. To se dogada zbog ,,vizualnih pod-
ru¢ja mozga koja su se posebno razvijala da bi
stvarala korelacije izmedu razli¢itih domena
(npr. oblik, dubina, boja) i zbog otkrivanja te
stvaranja viSestrukih izravnih veza tih pod-
ru¢ja s limbi¢kim strukturama” (Ramachan-
dran i Hirstein, 1999:15).

Prema Cetvrtom zakonu, znacajan je utje-
caj ekstrakcije kontrasta. Kontrast se obi¢no
dogada izmedu razlicitih svojstava koja su
fizicki bliska, stvarajuci tako granicu koja
privlaci paznju, a koja se pokazala vaznom
za kamuflazu u Zivotinjskom svijetu. Ra-
zlog tome nalazi se u Cinjenici da ,,stanice u

proposed the eight laws of artistic experience
(1999), which may affect visual art consum-
ers. The first law, the peak shift, states that a
supernormal stimulus leads to a stronger re-
action than a normal stimulus. According to
this law, neurons in the consumer’s brain get
optimally excited by the somewhat different,
exaggerated, or caricatured stimulus com-
pared to the normal stimulus (e.g. in form,
feminine/masculine posture, skin tone, etc.),
but the authors are unaware of the reason.
This is in line with the study of Campos et al.
which detected rarity as a bottom-up factor
influencing attention as it contrasts “with re-
curring objects and events, or is distinct from
normality patterns” (2020:6).

The second law indicates that isolating
a single visual clue helps the organism allo-
cate attention to a single modality, thus al-
lowing it to enjoy the peak shift. For exam-
ple, isolating a single area such as ‘form’ or
‘depth’ allocates attention to this informa-
tion, enabling recognition of enhancements
introduced by the artists in that particular
modality. The third law concerns percep-
tual grouping and binding which is direct-
ly reinforcing. The process of perceptual
grouping “binds” correlated features and
creates a single object or event, thus help-
ing to distinguish between the figure and
the background. This is due to “visual areas
which may have evolved specifically to ex-
tract correlations in different domains (e.g.
form, depth, colour), and discovering and
linking multiple direct connections from
these areas to limbic structures” (Ramach-
andran and Hirstein, 1999:15).

According to the fourth law, contrast
extraction is reinforcing. Contrast usually
occurs between different features that are
physically close together, thus creating a
boundary that grabs the attention, which has
shown to be important in nature through the
effect of camouflage. The reason for this is to
be sought in the fact that “cells in the retina,
lateral geniculate body... and in the visual
cortex respond mainly to the edges... but not
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mreZnici, lateralnom genikularnom tijelu ...
i u vizualnom korteksu uglavnom reagiraju
na rubove ... ali ne i na homogene boje po-
vrsine” (Ramachandran i Hirstein, 1999:25).

Peti zakon navodi da je perceptivno rje-
Savanje problema takoder znacajno. Kada
u umjetnosti postoji neki skriveni element,
kada je poruka implicirana, a ne eksplicitna,
vizualnom sustavu nije lako pronaci rjeSenje
te je taj proces nagradujuci. Dakle, ,,model
¢iji su kukovi i grudi zamalo otkriveni pro-
vokativniji je od onoga koji je potpuno gol”
(1999:33). Ovaj je zakon posebno zanimljiv
jer zahtijeva kreativnost promatraca.

Sesti zakon poti¢e umjetnike da ne koriste
slucajnosti, jer ljudski vizualni sustav ne voli
jedinstvene perspektive nego favorizira gene-
ricke. S druge strane, prema sedmom zakonu,
metafore u umjetnosti izazivaju osjecaj ugo-
de (npr. grane drveéa koje oponaSaju Zensko
tijelo i njezinu mladolikost) jer predmet nije
otkriven odmah, ve¢ je potrebno malo truda.
Samo otkri¢e metafore dovodi do limbicke
aktivacije, bududi da taj proces donosi nagra-
du (Ramachandran i Hirstein, 1999:31).

Konacno, osmi zakon naglaSava estetsku
privlacnost simetrije. Zbog svoje evolucij-
ske vaznosti, simetrija plijeni paZnju kako bi
olakS$ala daljnju obradu predmeta. Iako ovih
osam zakona neuroloSke teorije estetskog
doZivljaja tek treba eksperimentalno potvr-
diti, Ramachandran i Hirstein predstavili
su ih kao ,univerzalne umjetnicke zakone”
(1999:15) koji mogu posluZiti kao smjernice
za izazivanje ugodnih emocija kod konzu-
menata vizualne umjetnosti. Prema teorija-
ma kognitivne procjene emocija, ugodnost
je jedna od glavnih varijabli koja razlikuje
pozitivna i negativna turisticka iskustva, §to
utjeCe na ponasSanje turista. Procjena vizual-
nog podraZaja kao ugodnog izaziva pozitivne
emocije i privla¢nost dok procjena podrazaja
kao neugodnog izaziva negativne emocije i
izbjegavanje (Hosany, 2012). Umjetnicki do-
Zivljaj ljepote moZe imati snaZne emocional-
ne ucinke, a ponekad moZe dovesti i do fi-
zickih simptoma poput pojacanog rada srca,

to homogeneous surface colors” (Ramachan-
dran and Hirstein, 1999:25).

The fifth law states that perceptual prob-
lem solving is also reinforcing. When there
is some hidden element in art, when the mes-
sage is implied and not explicit, it is not easy
for the visual system to find a solution and
this process is reinforcing. Thus, “a model
whose hips and breasts are about to be re-
vealed is more provocative than the one who
is completely naked” (1999:33). This law is
particularly engaging as it requires creativity
by the beholder.

The sixth law encourages artists not to
use coincidences, as the human visual sys-
tem abhors unique vantage points and favors
a generic one. On the other hand, according
to the seventh law, the metaphors in the art
are pleasing (e.g., tree branches that mimic
the female body and her youthfulness) as the
object is not discovered instantaneously. The
very discovery of the metaphor leads to a
limbic activation since the process is reward-
ing (Ramachandran and Hirstein, 1999:31).

Finally, the eighth law emphasizes the
aesthetic appeal of symmetry. Because of its
evolutionary importance, symmetry grabs
the attention to facilitate the further process-
ing of the object. Although these eight laws
of a neurological theory of aesthetic experi-
ence are yet to be experimentally confirmed,
Ramachandran and Hirstein pitched them
as “artistic universals” (1999:15) which may
serve as guidelines to elicit pleasant emotions
in the visual art consumers. According to ap-
praisal theories of emotion, pleasantness is
one of the main variables which differenti-
ates positive and negative tourist experiences,
hence affecting consumer behavior. Apprais-
ing a visual stimulus as pleasant evokes pos-
itive emotions and approach behavior while
appraising a stimulus as unpleasant evokes
negative emotions and avoidance (Hosany,
2012). The artistic experience of beauty can
have strong emotional effects and can some-
times even lead to physical symptoms such
as increased heartbeat, fainting, and chest
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nesvjestice i bolova u prsima. Ovo se stanje
naziva Stendhalov sindrom (Palacios- Sanc-
hez et al., 2018).

Nadalje, istraZivanje Lindell i Mueller
(2011) koje se bavilo prosudivanjem vrijed-
nosti umjetnosti, analiziralo je sedam indika-
tora: smislenost, oblik, sloZenost, simetriju,
lateralnost i kretanje, prototipi¢nost i novost.
Analiziraju¢i smislenost koja se prenosi kroz
oblik, istraZivanje je otkrilo da konzumenti
umjetnosti preferiraju reprezentativnu sliku
nad apstraktnim umjetnickim djelima dok se
veliki i zakrivljeni oblici doZivljavaju estetski
ljepSima nego mali i ostri oblici. Konzumenti
takoder preferiraju vodoravne i okomite crte
u usporedbi s kosim crtama, a umjereno slo-
Zena djela vrednuju bolje od manje ili vrlo
sloZenih djela. Iako sloZena djela dovode do
veéeg uzbudenja, da bi umjetnicko djelo bilo
estetski vrijedno, mora se razumjeti, a razu-
mijevanje ima snaznu korelaciju sa smislom.
Takoder, sloZenost izaziva zanimanje, a po-
nekad i uZivanje (Krupinski i Locher, 1988);
potice uzbudenje i vece hedonisticke ocjene.
Drugo istrazivanje (Silvia, 2005), medutim,
nije potvrdilo povezanost sloZenosti s uziva-
njem.
ljepSim” (Lindell i Mueller, 2011:459), $to su
takoder pokazali Jacobsen ef al. (2006) koji
smatraju da je simetrija ,,najvaZnije svojstvo
podrazaja koje odreduje estetske prosudbe
sudionika” (Jacobsen et al., 2006:279). To je
takoder u skladu s univerzalnim umjetnic-
kim zakonima Ramachandrana i Hirsteina
koji tvrde da simetrija ima estetsku privlac-
nost.

Lateralnost i kategorija kretanja, koji se
odnose na teZiSte i ravnoteZu, pokazali su se
ovisnima o kulturi. U zapadnim kulturama
»citanje” slike je slijeva udesno, $to utjece na
sklonost slikama u kojima se radnja krece u
analognom smjeru. U arapskim kulturama
estetska vrijednost lateralnosti i kretanja
ocjenjuje se zdesna nalijevo, §to utjee i na
naslov umjetnickih djela. U zapadnim kultu-
rama poZeljnije je da se prva rije¢ u naslovu,

pains. This condition is called the Stendhal
syndrome (Palacios- Sdnchez et al., 2018).

Further on, a study by Lindell and Muel-
ler (2011) examining the art appreciation
analyzed seven indicators: meaningfulness,
form, complexity, symmetry, laterality and
movement, prototypicality and novelty.
When analyzing meaningfulness, which is
conveyed through forms, the study found
out that art consumers prefer representation-
al over abstract artworks while large and
curved forms are perceived more aesthetic
than small and sharp ones. Preference for
horizontal and vertical lines in comparison
with oblique ones was detected. Moderate-
ly complex works are valued better than less
or highly complex ones. Although complex
works lead to greater arousal, in order to be
valued aesthetically, one must understand
the artwork, which shows a strong correla-
tion with meaningfulness. Also, complexity
is associated with interest and sometimes
enjoyment (Krupinski and Locher, 1988); it
stimulates arousal and higher hedonic rat-
ings. Another study (Silvia, 2005), however,
disapproved its correlation with enjoyment.

“The more symmetrical the stimulus, the
more beautiful it is deemed” (Lindell and
Mueller, 2011:459), as also demonstrated by
Jacobsen et al. (2006) who found symmetry
“to be the most important stimulus proper-
ty determining participants’ aesthetic judg-
ments” (Jacobsen et al., 2006:279). It is also
in line with Ramachandran and Hirstein’s
universal artistic laws claiming that symme-
try has the aesthetic appeal.

Laterality and movement category re-
fer to weigh and balance, and showed to be
culture dependent. In Western cultures, the
“reading” of the painting is left to right which
impacts preference for images in which the
action moves in analogical direction. In Ar-
abic cultures, the aesthetic value of the lat-
erality and movement is judged right to left.
This also has impact on titling the artworks;
in Western cultures, it is preferred if the title
in which the first word refers to content is
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koja se odnosi na sadrZaj, nalazi s lijeve stra-
ne. Pored toga, postoji preferencija za stavlja-
nje teZiSta u gornji desni kvadrant.

Prototipske slike znak su ljepote i stoga
su konzumentima draZe, a to potvrduje Ra-
machandranov i Hirsteinov umjetnicki za-
kon koji poti¢e umjetnike da ne koriste slu-
¢ajnosti jer ljudski vizualni sustav favorizira
generiCke perspektive. Iako novost pojacava
uzbudenje i zanimanje, nije nuZno povezana
s estetskom vrijednoscu. Nekoliko je studija
(Berlyne, 1971; Marshall i Thornhill, 1995)
potvrdilo da su umjerene razine novosti
,vjerojatno najugodnije” (Lindell i Mueller,
2011).

Iako su nalazi spomenutih studija izuzet-
no zanimljivi, njihova primjena u pruZanju
tocnih smjernica za kreiranje dozivljaja je
ogranicena; osim toga, joS uvijek ne garanti-
raju emocionalno uzbudenje jer emocionalna
reakcija ovisi o brojnim unutarnjim (pove-
zanih s bottom-up obradom) kao i vanjskim
¢imbenicima (npr. raspoloZenju i kontekstu u
kojem konzumiramo umjetnost). Ovi nalazi,
medutim, mogu biti preduvjet za kreiranje
emocionalnog doZivljaja, ali s obzirom da
nisu analizirali povezanost izmedu prouca-
vanih podraZaja i konkretnih emocija (ve¢
su se bavili estetskom procjenom i stoga vje-
rojatno izazivanjem radosti), iz njih nije mo-
guce izvesti jednostavne zakljucke. Prouceni
podrazaji odnose se na automatsku obradu
odozdo-prema-gore, zbog cega bi mogli
imati barem djelomi¢no univerzalni u¢inak
na emocije. To, medutim, tek treba potvrdi-
ti. Sinteza zaklju€aka navedenih istraZivanja

on the left side. Additionally, preference has
been shown for weight to be put in the upper
right-hand quadrant.

Prototypical images are a sign of beau-
ty and are, therefore preferred. It confirms
Ramachandran and Hirstein’s artistic law
encouraging artists not to use coincidences
due to the human visual system’s favoring
generic images. While novelty enhances
arousal and interest, it is not necessarily as-
sociated with aesthetic value. Several stud-
ies (Berlyne, 1971; Marshall and Thornhill,
1995) confirmed that moderate levels of
novelty are “likely to be the most pleasing”
(Lindell and Mueller, 2011).

While findings of the mentioned studies
are extremely interesting, they have a limit-
ed application in providing exact directions
for experience design; besides they still do
not guarantee an emotional arousal since an
emotional experience depends on a number
of intrinsic (related to top-down processing)
as well as extrinsic factors (e.g. mood and
the context in which we consume art). They
may be a prerequisite for emotional experi-
ence design, but as they did not analyze the
correlation between the studied elements and
concrete emotions (only aesthetic apprais-
al and therefore possibly eliciting joy), it is
not possible to draw simple conclusions from
them. The studied cues relate to automatic
bottom-up processing, which is why they
could possibly have at least partially univer-
sal effect on emotions. This is, however, yet
to be confirmed. The synthesis of the find-
ings is provided in Table 1.
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nalazi se u Tablici 1.

Tablica 1: Analiza procjene umjetnosti prema sedam indikatora

. . . \ . .. lateralnosti | prototipicnost
preferencija | smislenost oblik sloZenost simetrija . P . P
kretanje i novost
. . lijevo (zapadne
veliko, zakriv- jevo (zap .
. . kulture), desno | prototipicno,
reprezentativ- | ljeno, vodorav- . L . .
+ . . . srednja simetricno | (kulture arap- | srednja razina
na umjetnost | no i okomito .
skog govornog novosti
podrucja)
desno (zapadne
. A kulture), lijevo | neprototipi¢no,
apstraktna malo, ostro, manja ili L L
- . ) asimetri¢no | (kulture arap- | manja ili veca
umjetnost koso veca . .
skog govornog | razina novosti
podrucja)

Izvor: Adaptirano iz nekoliko studija i prezentirano u radu Lindell i Mueller (2011)

Table 1: Analysis of art appreciation according to seven indicators

preference meaningful- form complexity | symmetry laterality and | prototypicality
ness movement and novelty
left (Western .
large. curved, . prototypical,,
representa- - . cultures), right
+ . horizontal and | moderate | symmetrical - moderate
tional art . (Arab speaking
vertical novelty
cultures)
right (Western M- Drofo-
small, sharp, . asymmet- cultures), left . P
- abstract art . less or high . . typical, less or
oblique rical (Arab speaking hiohlv novel
cultures) gy

Source: adapted from several studies and presented by Lindell and Mueller (2011)

Boja

»Kada znamo da se 80% ljudskog iskustva
filtrira o¢ima, razumijemo da je izbor boje
presudan.‘

Institut za boju Pantone

Vjerojatno najproucavaniji element um-
jetni¢kog djela i njegovog odnosa prema

Color

“When 80% of human experience is filtered
through the eyes, we understand that the
choice of color is critical.”

Pantone Color Institute

Probably the most studied element of an
artwork and its relation to emotions is the
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emocijama je boja. Koliki god broj istraZi-
vaca tvrdio da je naSe ,,iskustvo boje iluzija”
(Hyman, 2006:7), budu¢i da je boja svojstvo
mozga i ne odnosi se na predmete vanjskog
svijeta (Zeki, 1983), ona se kontinuirano po-
tvrduje kao najvazniji vizualni podrazaj: za-
mjecujemo je prije oblika, a oblik prije kre-
tanja (Moutoussis i Zeki, 1997), a ,,prednost
boje u odnosu na pokret je 60-100 ms” (Zeki,
1998:75). Ljudski mozak, dakle, interpretira
boju prije oblika i pokreta, Sto moZe pruZi-
ti vaZnu smjernicu za kreiranje doZivljaja.
Boja, prema tome, ima vecu vaZnost u inter-
pretaciji okruZenja te stoga na nju treba biti
posebno usmjeren prilikom kreiranja doZiv-
ljaja u kulturnom turizmu.

Brojne studije analizirale su utjecaj boje
na emocije (Valdez i Mehrabian, 1994), po-
naSanje (Dambhorst i Reed, 1986), percepci-
ju (Rogers, 2015) i na preferenciju boja (Ou
et al., 2004). Osim u podrucju psihologije,
istrazivacke studije o boji najcesce su u mar-
ketingu. Studije na temu boje u turizmu, me-
dutim, izuzetno su rijetke (Yiiksel, 2009), a
ako se boja istraZuje, takve studije opet imaju
marketinski fokus, kao Sto je utjecaj boja na
potroSacko ponasanje. Manjak znanja o utje-
caju boja na emocije u kontekstu turizma tek
predstoji popuniti.

Boje su Cesto intuitivno povezane s odre-
denim emocijama i mogu utjecati na to kako
se osje¢amo. Neke se boje Cesto opisuju u
semantickim opozicijama, poput tamna-svi-
jetla, topla-hladna, jaka-slaba itd., $to se na-
dalje intuitivno povezuje s emocijama (npr.
topla ljubav, hladna ravnodus$nost, mracna
mrznja, svijetli optimizam itd.). ,,Semanticke
rijeCi koje opisuju karakteristike boja i Co-
vjekove emocionalne reakcije na boje opce-
nito se nazivaju emocijama boja” (Gao et al.,
2007:223) i Cesto se koriste u istraZivanjima
boja. Rezultati veine studija, medutim, ne
mogu se protumaciti na jednostavan nacini s
apsolutnom sigurnos$cu, a pogotovo ne na na-
¢in koji bi jednu emociju pripisao jednoj boji.
Umjesto toga, nalazi su opcenitiji i na prilic-
no opisan nacin prikazuju odredi$ne ¢imbe-

color. As much as a number of researchers
claim that our “experience of color is an il-
lusion” (Hyman, 2006:7), since color is a
brain property and not pertaining to objects
of the outside world (Zeki, 1983), it proves to
be the most important visual cue: it is seen
before form, and form is seen before motion
(Moutoussis and Zeki, 1997), “the advantage
of color over motion being of the order of
60-100 ms” (Zeki, 1998:75). Human brain,
therefore, interprets color before form and
motion, which may provide an essential tip
for experience design. The color, thus, possi-
bly has a greater relevance in interpretation
of the environment and should be focused on
while designing experiences.

A number of studies analyzed effects of
color on emotions (Valdez and Mehrabian,
1994), on behavior (Damhorst and Reed,
1986), on perception (Rogers, 2015), or the
color preference (Ou et al., 2004). Except for
the field of psychology, research studies on
color are most common in marketing. The
studies of color in tourism, however, are ex-
tremely rare (Yiiksel, 2009); if so, they again
have a marketing focus, such as the relation-
ship of color on shopping behaviors. The
void of the relationship of color and emotions
in the context of tourism is yet to be filled.

Colors are intuitively often associated
with certain emotions and can affect how
we feel. Some colors are often described
in semantic oppositions, such as dark-light,
warm-cool, strong-weak, etc., which can fur-
ther intuitively be associated with emotions
(e.g. warm-love, cool-indifference, dark-ha-
tred, light-optimism, etc.)). “The semantic
words describing the characteristics of col-
ors and human’s emotional responses on col-
ors are generally termed as color emotion”
(Gao et al., 2007:223) and are often used
in color studies. Results of the majority of
studies, however, cannot be interpreted in a
simple way and with absolute certainty, and
especially not in a way which would attri-
bute single emotion to a single color. Rather,
findings are more generic showing the deter-
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nike temperature boje, aktivnosti, potencije
itd. (tako se boje opisuju kao npr. vesele,
poticajne, uznemirujuce) i ne pruZaju visoku
sigurnost to¢nih emocionalnih asocijacija.
Zakljucci izvedeni iz vecine studija povezuju
znacenje boje s pojedinim odrednicama kao
$to su njezina svjetlost i kroma (Zivost) (Gao
et al., 2007), a ponekad i nijansa (Dorsch,
2009), koje mogu imati utjecaj na emocije i
iskustva . Dakle, Gao et al. (2007) su otkrili
da su ljudski odgovori na emocionalne vari-
jable indeksa aktivnosti boje (npr. pasivna,
dinamicna, nejasna) odredeni kromom dok
su njihovi odgovori na indeks potencije (npr.
duboka, blijeda, mekana) uglavnom odredeni
svjetlinom. Odgovori na ,,prozirna - mutna”
emocionalnu varijablu boje, pod utjecajem
su krome i svjetlosti, dok su nijansa i kroma
odredili ljudske reakcije na temperaturu boje
(npr. topla, hladna). Znacenje boje, prema
navedenom istraZivanju, uglavnom oblikuju
njezina kroma i svjetlost dok nijansa ima ma-
nju ulogu.

Neke studije upustile su se u pokusaj ot-
krivanja emocija izravno izazvanih bojom
(Cimbalo et al., 1978; Sliburyte i Skeryte,
2014), ali s ograni¢enim brojem boja i s upit-
nom pouzdanoS¢éu nalaza zbog ograniene
mogucénosti koriStenja kvantitativne meto-
dologije. Tablica 2 prikazuje saZete nalaze
iz razli¢itih studija o odnosu boja i emocija,
znacenja 1 percepcija stavljenih u medukul-
turnu perspektivu, s obzirom na to da kultur-
ne razlike mogu ometati potragu za univer-
zalizmima u tim procesima. Medukulturna
perspektiva posebno je vazna zbog njezine
turisti¢ke primjene. Sve kulture ne vide iste
boje ili njihove nijanse te, s obzirom na ocite
razlike u percepciji boja, dovodi se u pitanje
univerzalnost percepcije i interpretacije, a
posljedi¢no i doZivljaja.

minant factors of color temperature, activi-
ty, potency, etc. in a rather descriptive way
(thus, colors are described as e.g. cheerful,
stimulating, disturbing) and not providing
high certainty of exact emotional associa-
tions. Conclusions drawn from the majority
of studies link the meaning of a color with
specific determinants such as its lightness
and chroma (Gao et al., 2007) and some-
times also its hue (Dorsch, 2009) and they
may also have impact on emotions and ex-
periences. Thus, Gao et al. (2007) found that
human responses to emotional variables of
color activity index (e.g. passive, dynamic,
vague) were determined by chroma, while
their responses to the potency index (e.g.
deep, pale, soft) were mainly determined by
lightness. Responses to the “transparent —
turbid” emotional variable were influenced
by both chroma and lightness, while hue and
chroma determined human responses to col-
or temperature (e.g. warm, cool). The mean-
ing of color, according to this study, is mostly
shaped by its chroma and lightness, and little
by its hue.

Some studies have accepted the challenge
of trying to detect a direct emotion caused by
a color (Cimbalo et al., 1978; Sliburyte and
Skeryte, 2014) but with a limited number
of colors and with questionable reliability
of findings due to a limited and not always
easily quantifiable research methodologies.
Table 2. presents a summarized adaptation
of findings from different studies on the rela-
tionship between colors and emotions, mean-
ings and perceptions put in the cross-cultural
perspective since the aforementioned cultur-
al differences may hinder the quest for uni-
versals. Cross-cultural perspective is espe-
cially important for its tourism application.
Differences are evident in the perception
of colors since not all cultures see the same
colors or their shades. This again introduc-
es the issue of perception and interpretation,
consequently questioning the universality of
experiences.
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Tablica 2: Percepcija boja, asocijacije na znacenjelemocije i medukulturne razlike
ST koncepti boja asocijacije .. . | medukulturne
asocijacije boja | . . . . percepcija boja .
. i semanticko izmedu boja o . usporedbe boja
s tonovima . . R (asocijacije)
. . znacenje i emocija X . | (Jacobs, Keown
raspoloZenja . . (Sliburyte i .
(Wexner, 1954) (Adams i (Cimbalo et al., Skeryte, 2014) i Worthely,
’ Osgood, 1973) 1978) e 1990)
. aktivna, vruéa i
.. ljubav/opasnost, | .. N
uzbudljiva, e Y . Zivahna + oStra
Crvena e snazna i aktivna tuZna vatra/bijes, strah, | . .
poticajna tuea i vadenic i emotivna u
ga 1 gaceny ve€ini kultura
. smirena/
sigurna/ugodna, . . Sy
.y depresivna/ mirna, njezna i
Plava njezna/ dobra sretna L SN
S ljutnja, strah, smirujuca
umirujuca . .
tuga i gadenje
pohlepa/
_ ozitivne
5 vesela/Zovijalna/ S P .
Zuta slaba i loSa sretna emocije
radosna iy 1
(znatiZelja, nada,
radost)
ljubomora/
pozitivne mirna, njezna i
Zelena dobra emocije o e
iy 1 smirujuéa
(znatiZelja, nada,
radost)
uznemirujuéa
Narancasta / potresna/ sretna
uzrujavajuéa
P o . depresija, zlo,
mocna/jaka/ loSa, snazna, Y presya, 2 . . .
Crna C . tuzna smrt/ negativne | tuZnaiustajala
zapovjednicka neaktivna ..
emocije
hladna/pozitivne
.. . emocije mirna, njezna i
Bijela dobra i slaba -y A b1 )
(znatiZelja, nada, smirujuca
radost)
. loSa, slaba i
Siva .
neaktivna
Smeda tuzna tuzna i ustajala

Izvor: Autori, adaptirano iz prethodno navedenih studija
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Table 2: Perception of colors, associations with meanings/emotions,
and cross-cultural differences

color color concepts associations consumers’ cross-
. . . . cultural color
associations and semantic | between colors | color perception .
. . . .. comparisons:
with mood- meaning and emotions (associations) (Jacobs, Keown
tones (Wexner, (Adams and | (Cimbalo et al., | (Sliburyte and and W(’)r thel
1954) Osgood, 1973) 1978) Skeryte, 2014) 1990) ¥
active, hot
love / danger, .
. and vibrant +
exciting, . fire / anger, fear, .
Red . : strong and active sad emotional and
stimulating sadness and .
. sharp in most
disgust
cultures
calmness /
secure / depression / caceful. centle
Blue comfortable, good happy anger, fear, P » £
. and calming
tender / soothing sadness and
disgust
greed / positive
cheerful / jovial / emotions
Yellow joyful weak and bad happy (curiosity, hope,
joy)
jealousy
/ positive
Green good emotions peaceful, g‘entle
. and calming
(curiosity, hope,
joy)
disturbing /
Orange distressed / upset happy
depression, evil,
Black powerful /strong | bad . stror'lg, and sad death / negative | sad and stale
/ masterful inactive .
emotions
cold / positive
White good and weak efm(.)tlons peaceful, gf:ntle
(curiosity, hope, and calming
joy)
bad, weak, and
Grey D
nactive
Brown sad sad and stale

Source: Authors, adapted from the above mentioned studies
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Analiza ovih devet boja izvucena je iz pet
odabranih studija': crvena, plava, Zuta, zele-
na, narancasta, crna, bijela, siva i smeda. U
tim studijama nisu doneseni zakljucci o po-
jedina¢nim bojama, niti su dobiveni rezultati
u potpunosti konzistentni. Tako je crvena, na
primjer, povezana s emocionalnom tugom
(Cimbalo et al., 1978), ali i s ljubavlju (Sli-
buryte i Skeryte, 2014), plava s emocional-
nom srecom (Cimbalo et al., 1978.), ali i ljut-
njom, strahom, tugom i gadenjem (Sliburyte
1 Skeryte, 2014). U nastavku rada predstav-
ljamo analizu svake od devet boja.

Crvena.Kroz sve odabrane studije i u ve-
¢ini kultura crvena se smatra snaznom, ak-
tivnom, uzbudljivom, Zivahnom i poticajnom
bojom. Kad je rije¢ o njenom emocionalnom
znacenju, vjerojatno je najdvosmislenija od
svih boja: ponekad predstavlja ljubav, ali i
strah ili bijes zbog povezanosti s opasnoscu.

Plava. Velina nalaza potvrduje da se
plava smatra ,,dobrom” bojom; daje osjecaj
sigurnosti, udobna je, milujuéa, umiruju-
¢a, mirna, njezna i smirujuca, Sto odgovara
emociji sreCe. Medutim, jedno istraZivanje
(Sliburyte i Skeryte, 2014) povezalo je pla-
vu boju s depresivnim emocijama: ljutnjom,
strahom, tugom, ¢ak i s gadenjem.

Zuta. Tako se Zuta opéenito smatra vese-
lom, Zovijalnom i radosnom, §to je povezano
sa sre¢om, neki je smatraju slabom i loSom
bojom koja ima znacenje pohlepe.

Zelena. Opcenito je poznata po svojim
umirujuéim karakteristikama; njezna je i

The analysis of nine colors is provided
from five selected studies': red, blue, yellow,
green, orange, black, white, grey and brown.
Neither conclusions on individual colors
have been reached in all the studies, nor the
obtained results are entirely consistent. Thus,
red, for example is linked with emotional
sadness (Cimbalo et al., 1978) but also with
love (Sliburyte and Skeryte, 2014), blue with
emotional happiness (Cimbalo et al., 1978)
but also anger, fear, sadness and disgust (SI-
iburyte and Skeryte, 2014). Analysis of each
of the nine colors is further presented.

Red. Throughout all the selected studies
and in most cultures, red is seen as a strong,
active, exciting, vibrant and stimulating col-
or. When it comes to its emotional relation-
ship, it is probably the most ambiguous one:
sometimes it represents love, but also fear or
anger due to its association with danger.

Blue. The majority of findings confirm
that blue is seen as a good color; it is secure,
comfortable, tender, soothing, peaceful, gen-
tle and calming which corresponds to the
emotion of happiness. However, one study
(Sliburyte and Skeryte, 2014) detected it at
the same time with depressive feelings, an-
ger, fear, sadness, even disgust.

Yellow. While yellow is seen as cheerful,
jovial and joyful thus being associated with
happiness, it is by some seen as a weak and
bad color having the meaning of greed.

Green. It is generally known for its calm-
ing characteristics; it is gentle and peaceful

! IstraZivaCke studije odabrane su prema krit-

erijima njihovog istraZivackog fokusa na emocije,
istovremeno pruZajuc¢i podatke o razli¢itim as-
pektima (boje i tonovi raspoloZenja, boje i seman-
ti¢ko znacenje, boje i emocije, percepcije i emoci-
je boja i medukulturne razlike emocija boja). Sve
odabrane studije pripadaju podrucju psihologije/
bihevioralnih znanosti kako bi njihovi nalazi bili
lakSe usporedivi. Osim toga, psihologija/bihev-
ioralne studije preduvjet su razumijevanja ljud-
skog ponaSanja i njegove primjene u kreiranju
doZivljaja.

! Research studies were selected following the

criteria of their research focus on emotions, at the
same time providing different research aspects
(colors and mood tones, colors and semantic
meaning, colors and emotions, color perceptions
and emotions and cross-cultural differences of
color emotions). The selected studies belong to
the field of psychology/behavioral sciences for
their findings to be more easily comparable. Be-
sides, psychology/behavioral studies are pre-req-
uisites for human behavior understanding and its
application in experience design.
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mirna te je oznacena kao ,,dobra“ boja. U ri-
jetkim je slu¢ajevima povezana s ljubomorom.

Narancasta.lako je neke studije smatraju
uznemirujuéom, potresnom i uzrujavaju¢om
bojom (Wexner, 1954.), druge je povezuju sa
sre¢om (Sliburyte i Skeryte, 2014).

Crna i bijela. Te se dvije boje opaZaju
u ocekivanim opozicijama: loSe-dobro, ja-
ko-slabo, negativno-pozitivno, prva izrazava
tugu, a druga nadu.

Siva. Ovu boju je samo jedna od oda-
branih studija istraZila te ju je oznacila kao
,losu®, slabu i neaktivnu (Adams i Osgood,
1973).

Smeda. Smatra se ustajalom i povezuje se
s tugom.

Nije lako sazeti ove nalaze zbog njiho-
vih dvosmislenih znadenja. Medutim, pre-
ma odabranim studijama, crna, bijela, siva,
smeda, zelena i plava imaju prili¢no stabilna
znacenja dok su znacenja crvene, narancaste
i Zute boje prili¢no kontroverzna. Dva su ra-
zloga za ovu nedosljednost. Prvi je povezan s
istrazivaCkim metodama koje su primjenjiva-
ne, a koje se oslanjaju na mjere samoprocjene
usredotoCene na asocijacije i percepciju. Pre-
ma Zeki (1998), percepcija ukljucuje osobnu
interpretaciju i ne mozZe biti vrlo pouzdana.

Daljnje nedosljednosti donekle se mogu
odnositi na nijanse boja koristenih u istrazi-
vanju, s obzirom da podaci o njima nisu do-
stupni u svim odabranim studijama.

Prilikom kreiranja doZivljaja, jo§ jedan
koristan nacin izazivanja emocionalnih re-
akcija je kombiniranje razlicitih boja, Sto je
posebno ucinkovito ako su boje skladne t;.
harmoni¢ne. Takva kombinacija boja dovo-
di do ugodnih emocija koje se Cesto grupno
nazivaju ,estetskim odgovorom” (Edwards,
2004). Da bi se postigla harmonija medu bo-
jama, boje moraju biti: 1) komplementi iste
vrijednosti i razine svjetlosti za svaku nijan-
su; 2) suprotne vrijednosti za svaku nijansu;
3) suprotni intenziteti za svaku nijansu. Na
primjer, kreatori doZivljaja mogu postiéi
harmoniju boja kombinirajuci svijetlo-Zarku

being labelled as a good color. In rare cases,
it is associated with jealousy.

Orange. While some studies see it as dis-
turbing, distressed and upset (Wexner, 1954),
the others link it with happiness (Sliburyte
and Skeryte, 2014).

Black and white. These two colors are
perceived in expected oppositions: bad-good,
strong-weak, negative-positive, the first one
expressing sadness, and the other one hope.

Grey. Only one of the selected studies re-
searched it and labelled it as bad, weak and
inactive (Adams and Osgood, 1973).

Brown. It is seen as stale and associated
with sadness.

It is not easy to summarize these find-
ings due to their ambiguous meanings.
However, according to the selected studies,
black, white, grey, brown, green and blue
can be seen quite stable in their meanings
while the meanings of red, orange and yel-
low are quite controversial. There are two
reasons for this inconsistency. The first one
is linked to the research methods they ap-
plied which rely on self-reporting measures
focusing on association and perception. As
noted by Zeki (1998), perception involves
personal interpretation and cannot be very
reliable.

Further inconsistencies may partially
apply to the color hues used in the research.
Since the data on this are not available in all
the studies, hues may be questioned.

When designing an experience, another
way to elicit emotional reactions is by com-
bining different colors. This is especially
effective if the colors are harmonious. Such
an arrangement of colors leads to pleasing
emotions often called an aesthetic response
(Edwards, 2004). To achieve the harmony
between colors, colors need to be: 1) com-
plements of the same value and lightness lev-
el for each hue; 2) opposite values for each
hue; 3) opposite intensities for each hue. For
example, experience designers can achieve
the color harmony by combining light bright
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plavu, svijetlo-Zarku narancastu, vrlo svije-
tlo-tupu plavu, tamno-Zarku narancastu, vrlo
tamno-tupu narancastu i vrlo tamno-tupu
plavu boju (Edwards, 2004). Cini se da je
svjetlost odlucujuci Cimbenik harmonije boja
jer su sheme boja koje sadrZze mnogo tamnih
boja manje estetski privlacne od onih koje sa-
drze gradijente svijetlo-tamno ili tamno-svi-
jetlo (Weingerl i Javorsek, 2018). Dosada$nja
istrazivanja, medutim, nisu pokazala koje
specificne emocije izaziva harmonija boja,
tako da je njena upotreba u kreiranju doZiv-
ljaja ogranicena.

6. ZAKLJUCAK I SMJERNICE ZA
BUDUCA ISTRAZIVANJA

Buduéi da svako putovanje podrazu-
mijeva promatranje i prikupljanje znakova
(Simonicca, 1997), za ocekivati je da se tu-
rizam opsezno bavi proucavanjem boja ili
drugih vizualnih podrazaja. Iako je osjecaj
vida svojstven turistickim putovanjima i tu-
risti¢koj geografiji koja proucava vizualnu
kulturu (Burns, Palmer i Lester, 2010; Wang
i Sparks, 2014), znanja o bojama u kulturnom
turizmu jo$ uvijek su nedostatna.

Iako nije mogude dati cjelovite i potpuno
jasne odgovore na pitanja koja smo postavili
na pocetku istraZivanja, ovaj pregledni rad
pokazao je da se emocionalno uzbudenje
posjetitelja/turista pod utjecajem vizualnog
podrazaja moZe promatrati iz dvije perspek-
tive: psiholoske (koja ukljucuje ¢imbenike
kao Sto su percepcija, paZnja, emocionalni
sustav, empatija i angaZziranje viSe osjetila) i
umjetni¢ke (koja ukljucuje konkretne vizu-
alne podrazaje poput boje, oblika, sloZenosti,
simetrije, lateralnosti i pokreta, prototipi¢no-
sti, novosti). SadrZaj je u izravnoj vezi sa zna-
¢enjem, stoga vjerojatno ima najveci utjecaj
na izazivanje emocija; medutim, predstavlja
veliki izazov za turisticka istraZivanja zbog
poteskoca u dizajniranju takvog istraZivanja
koje bi uvaZzilo sklonosti pojedinih turista
prema razli¢itom sadrZaju. Psiholoski meha-
nizmi koji utje¢u na emocionalno uzbudenje

blue, light bright orange, very light dull blue,
dark bright orange, very dark dull orange,
and very dark dull blue (Edwards, 2004).
Lightness seems to be the determinant factor
of color harmony, as color schemes contain-
ing many dark colors are less aesthetically
pleasing than those containing light-to-dark
or dark-to-light gradients (Weingerl and
Javorsek, 2018). However, until now, research
has not shown which specific emotions are
evoked by aesthetic response to color harmo-
ny so its use in experience design might be
limited.

6. CONCLUSIONS AND FUTURE
RESEARCH

Since each travel entails seeing and gath-
ering signs (Simonicca, 1997), one would
expect that tourism deals extensively with
the study of colors or other visual stimuli.
Although the sense of sight is inherent to
tourism travel and tourism geography stud-
ied visual culture (Burns, Palmer and Lester,
2010; Wang and Sparks, 2014), there is a void
in the study of colors in this field.

While it is not possible to offer a com-
prehensive and entirely clear answers to the
questions we posed in this research, this re-
view research has shown that the emotional
arousal of a consumer/tourist after a visual
stimulus can be regarded from two perspec-
tives: psychological (involving factors such
as perception, attention, emotional system,
empathy, and engagement of multiple senses)
and artistic one (involving concrete visual
cues such as color, form, complexity, sym-
metry, laterality and movement, prototypi-
cality, novelty). Content has a direct relation
with the meaning, thus possibly also having
the greatest impact on emotion elicitation;
however, it poses a huge challenge in tour-
ism-related studies due to difficulties in de-
signing such a research which would account
for individual tourists’ content preferenc-
es. Psychological mechanisms influencing
the consumer/tourist emotional arousal are
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posjetitelja/turista su percepcija, selektivna
paZnja, raspoloZenje i empatija koja je Ce-
sto bioloski uvjetovana te predstavlja izazov
za primjenu u turizmu. ViSestruka osjetilna
stimulacija i sinesteticka iskustva omogu-
¢uju lakSu interpretaciju podraZaja te njihov
utjecaj na emocije ima vrlo prakti¢ne im-
plikacije na kreiranje turistickog sadrzaja i
moZe se smatrati konkretnom preporukom
za kreiranje emocionalno nabijenog doZiv-
ljaja. Stoga je odgovor na prvo istrazivacko
pitanje o mehanizmima putem kojih vizualni
podrazaji utjeCu na emocionalno uzbudenje
promatraca, povezan i s psiholoskim ¢imbe-
nicima (obrada odozgo-prema-dolje), ali i s
vanjskim podrazajima (obrada odozdo-pre-
ma-gore). Emocionalno uzbudenje ovisi o
percepciji vizualnog podraZaja i oslanja se na
subjektivnu procjenu promatraca na temelju
njegovih/njezinih prethodnih iskustava i zna-
nja. U skladu s tim, viSestruka osjetilna sti-
mulacija koja aktivira razli¢ita osjetila utjece
na emocionalno uzbudenje jer poboljSava
procjenu i dovodi do lakSeg tumacenja zna-
¢enja. Takoder, emocionalno uzbudenje ovisi
o selektivnoj paznji jer ona utjece na odabir
podraZaja na koje se pojedinac usredotocuje
na temelju njegovih/njezinih interesa, motiva
i ciljeva (obrada odozgo-prema-dolje). Pre-
poznavanje emocionalnog sadrZaja, nadalje,
takoder je povezano s osobnos§¢u promatraca
i njegovom/njenom razinom empatije. Ti se
zakljucci oslanjaju na teorije kognitivne pro-
cjene.

Medutim, na kognitivne procese pove-
zane s umjetnickim djelima mogu utjecati
i emocije koje automatski pokrecu vanjski
podrazaji, u ovom slucaju vizualni podrazaji
(npr. boja, oblik, simetrija itd.). Tako, na pri-
mjer, pojedinac¢ne boje ,,vrSe perceptivne i
emocionalne uc¢inke izazivajuci asocijacije u
mozgu promatraca povezane s bojom ... bu-
dud¢i da mozak ima specijalizirana podrucja
za obradu boje ... a senzorna zastupljenost
... u mozgu uglavnom je posredovana pro-
cesima odozdo-prema-gore koji nastaju u
primitivnim vizualnim podruc¢jima” (Kan-

perception, selective attention, mood, and
empathy of a beholder, which is often bio-
logically conditioned thus posing another
challenge for its application in tourism. The
importance and impact of multiple sensory
stimulation and synesthetic experiences on
emotions engaging different senses enables
the easier interpretation of a stimulus. It has
a very practical implication in the tourism
experience design and may be considered as
a concrete recommendation for the emotion-
ally charged experience design. Therefore,
the answer to the first research question on
mechanisms influencing an emotional arous-
al of a beholder presented with visual stimuli
is both related to psychological factors (top-
down processing) but also on external stimu-
li (bottom-up processing). Emotional arousal
depends on the perception or appraisal of the
visual stimulus and relies on beholder’s sub-
jective assessment based on his/her previous
experiences and knowledge. In line with this,
multiple sensory stimulation involving dif-
ferent senses impacts an emotional arousal
since it enhances the appraisal and leads to
an easier interpretation of the meaning. Also,
emotional arousal depends on the selective
attention as it influences the selection of the
stimuli to be focused on based on one’s in-
terests, motives, and goals (top-down pro-
cessing). Recognition of emotional content,
further on, is also related to beholder’s per-
sonality and his/her level of empathy. These
conclusions rely on the appraisal theories.

However, cognitive processes related
to artworks may also be influenced by the
emotions automatically triggered by exter-
nal stimuli, in this case visual cues (e.g. col-
ors, forms, symmetry, etc.). Thus, individual
colors, for example, “exert perceptual and
emotional effects by eliciting associations
in the beholder’s brain that are related to
color... since the brain has specialized re-
gions to process color... and sensory repre-
sentation ... in the brain is largely mediated
by bottom-up processes arising in the early
visual areas” (Kandel, 2016:114). This is in
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del, 2016:114). To je u skladu s Berlyneovom
paradigmom o mehanizmima emocionalnog
uzbudenja. SnaZan emocionalni odgovor na
boju objasnjava se Cinjenicom da se taj proces
dogada u inferiornom temporalnom korteksu
koji razmjenjuje informacije ,,s hipokampu-
som i amigdalom, koji orkestriraju emocije”
(Kandel,2016:57). Medutim, znacenje izvuce-
no iz umjetnickih vizualnih podraZaja i dalje
se moZe znatno razlikovati medu pojedincima
jer na njega moze utjecati medusobna interak-
cija procesa odozdo-prema-gore i kognitivne
procjene. Oba mehanizma mogu utjecati na
emocionalno uzbudenje ¢ak i bez prethodnog
iskustva s (apstraktnom) umjetnoscu.

Kada je rije¢ o vizualnim podrazajima
povezanim s odredenim emocijama, kao od-
govor na drugo istrazivacko pitanje, analizi-
rana istraZivanja nisu dala zadovoljavajuce
odgovore. Nisu pronadeni jasni zakljucci o
vezi izmedu odredenih vizualnih podrazaja i
specifi¢nih emocija. Iako su neke studije boja
pronasle te veze, druge studije ih opovrgava-
ju. Dakle, studije o bojama predstavljene u
ovom preglednom istraZivanju pokazale su
djelomi¢nu dosljednost u percepciji emocija
s kojima su povezane pojedinacne boje (npr.
tuga za crnu, nada za bijelu), no veéina emo-
cija boje je kontroverzna s obzirom na to da
su neke boje povremeno povezane S potpu-
no razli¢itim osjecajima (npr. sreca ili bijes,
strah, tuga, ¢ak i gadenje prema plavoj boji;
srea ili uznemirenost prema narancastoj).
Razlog za takva odstupanja moZe se potraZi-
ti u percepciji emocija boje, $to je povezano
s individualnim i medukulturnim razlikama,
ali i nedostatkom kvantitativnih mjerenja.

Kada su u pitanju medukulturne razlike,
postoji odredena univerzalnost percepcije
boja u kulturama koja vjerojatno proizlazi iz
povezanosti boja s prirodnim okoliSem (pla-
vo - more, voda, nebo; zeleno - trava, priroda,
proljece; crvena i narancasta - vatra; smeda
- uveli listovi) ili je kulturoloski uvjetovana
(bijela - mladenka, andeli). Jo§ uvijek je ne-
jasno, iako intuitivno predvidljivo, kako se
ove boje povezuju s emocijama. Predvidanja

line with the Berlyne tradition on mecha-
nisms of emotional arousal. A strong emo-
tional response to color is explained by the
fact that it happens in the inferior temporal
cortex exchanging the information “with the
hippocampus and the amygdala, which or-
chestrates emotion” (Kandel, 2016:57). The
meaning drawn from the artistic visual cues
may still greatly differ between individuals
since it is the interplay of bottom-up pro-
cessing and appraisal, which may influence
it. Both, mechanisms, however may affect an
emotional arousal even without prior experi-
ence with (abstract) art.

When it comes to the visual cues which
are related to specific emotions, as to answer
the second research question, the analyzed
research studies did not provide satisfactory
answers. No clear conclusions on the link be-
tween certain visual cues and specific emo-
tions has been found. Although some stud-
ies of colors found those relations, there are
other studies which disapprove the findings.
Thus, the studies on colors presented in this
review research showed partial consisten-
cy in the perception of emotions individual
colors are associated with (e.g. sadness for
black, hope for white), most color emotions
are controversial, some colors occasionally
being associated with totally different emo-
tions (e.g. happiness or anger, fear, sadness,
even disgust for blue; happiness or distur-
bance for orange). The reason for such dis-
crepancies is sought in the perception of
color emotions, which is linked to individual
differences, cross-cultural differences and
hardly quantifiable measurements.

When it comes to cross-cultural differ-
ences, some universality of color perceptions
exists throughout cultures and may stem from
color association with the natural environment
(blue - sea, water, sky; green - grass, nature,
spring; red and orange — fire; brown — dead
leaves) or is culturally conditioned (white —
bride, angels). It is still unclear, although in-
tuitively predictable, how these colors relate
to emotions. The predictions might hypo-
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bi hipoteticki mogla povezati plavu i zelenu
sa sreCom, vedrinom i smirenoséu (besko-
nacnost, novi zivot), crvenu i narancastu sa
strahom i uzbudenjem (opasnost), a smedu s
tugom (smrt), $to predstavlja novi izazov ne
samo za turisti¢ka istraZivanja ve¢ i za zna-
nost opéenito.

Sto se ti¢e kvantitativnih mjerenja i od-
sutnosti istih, ograni¢enja analiziranih istra-
Zivanja vidljiva su u metodama koje su pri-
mijenjene pokazujudi pritom da mjere samo-
procjene nisu prikladne za ovu vrstu istra-
zivanja. U buduéim istraZivanjima vezanim
uz emocije boja prednost bi se trebala dati
metodama snimanja mozga (npr. PET, EEG,
MEG i fMRI) u kombinaciji sa samoprocje-
nama i psihofizioloSkim mjerama (npr. elek-
trodermalna analiza, otkucaji srca, aktivnost
miSica lica, kretanje oCiju i vaskularna aktiv-
nost). Metoda funkcionalne magnetske rezo-
nance (fMRI) najviSe obecava u tom pogledu
jer ,,dopusta povezivanje odredenog doZiv-
ljaja s moZdanim regijama koje su ukljucene
u zadovoljstvo i emocije” (Motte, 2009:9).
Stoga izazov ostaje u potrazi za izravnim i
pouzdanim vezama izmedu boja i to¢nih te
lako prepoznatljivih emocija.

Medutim, to je mozda nemoguce. Najvje-
rojatniji razlog za izostanak jasne veze izme-
du pojedinacnih boja i emocija u ovom istra-
Zivanju je u Cinjenici da ta povezanost ovisi
o kontekstu u kojem vidimo odredene boje i
nasem raspoloZenju (Kandel, 2016:144). Nas
mozak obraduje ,,razlicite boje kao da imaju
razli¢ite emocionalne karakteristike, ali nasa
reakcija na boje varira” (Kandel, 2016:144).
Boje su vrlo otvorene za obradu odozgo-pre-
ma-dolje koja ukljucuje kreativnost i mastu
u njihovoj interpretaciji, zbog Cega ista boja
ima razlicita znaCenja za razlicite ljude. Isto
se dogada sa znacenjem ako se kontekst pro-
mijeni (Kandel, 2016). Redukcionizam u
umjetnosti (ili jednostavno boje, oblici, crte,
itd.) koristi se namjerno kako bi se izazvale
emocije (izmedu ostalog) i nije nuZno pove-
zan s predznanjem o umjetnosti. Cak i ne-
iskusni promatrac¢i imaju mastu i mogu biti

thetically link blue and green with happiness,
serenity and calmness (infinity, new life), red
and orange with fear and excitement (danger),
and brown with sadness (death). This presents
to be a new challenge not only for the tourism
research but for science in general.

As for the quantifiable measurements,
limitations of the analyzed studies are seen
in the research methodologies they applied
showing that self-reporting measures alone
are not suitable for this type of research.
Preference for brain imaging methods (e.g.
PET, EEG, MEG and fMRI) in combination
with self-reporting and psychophysiological
measures (e.g. electro-dermal analysis, heart
rate, facial muscle activity, eye movement,
and vascular activity) for capturing tourists’
emotions may be given in the future color
emotion related research. Functional mag-
netic resonance imagery (fMRI) method
seems to be most promising in that respect
since it “permits matching a specific product
experience to the regions involved in pleasure
and emotions in the brain” (Motte, 2009:9).
Thus, the challenge remains in the search for
direct and reliable links among colors and
exact, and easily recognizable emotions.

This, however, might not even be possible
and the most likely answer for our inability
to link individual color to individual emo-
tion is sought in the fact that it depends on
the context in which we see them and our
mood (Kandel, 2016:144). Our brain does
process “different colors as having distinct
emotional characteristics, but our reaction to
the colors varies” (Kandel, 2016:144). Col-
ors are very open to top-down processing
(and our creativity and imagination in their
interpretation), which is why the same color
has different meanings to different people.
Pretty much the same as they have different
meanings to the same person if a context has
changed (Kandel, 2016). Reductionism in art
(or simply colors, forms, lines, etc.) is done on
purpose as to elicit emotions (among other)
and is not necessarily related to prior knowl-
edge on art. Even inexperienced beholders
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kreativni u pronalaZenju vlastite interpretaci-
je umjetnic¢kog djela. ,,Uklanjanje figurativ-
nih elemenata sa slike ne uklanja sposobnost
slike da regrutira asocijacije u umu proma-
traca” (Kandel, 2016:65). Bilo je slikara koji
su namjerno reducirali figure na svoje na-
jelementarnije oblike, poput Mondriana, u
»potrazi za univerzalnim aspektima oblika”
(Kandel, 2016:79), a ti ,,jednostavni geome-
trijski oblici imaju svoje znacenje” (Kandel,
2016:80). Dakle, ,,u konstruiranju svoje per-
cepcije sustine slike ... on omogucuje gleda-
telju da konstruira vlastitu percepciju slike”
(Kandel, 2016:80).

Sve navedeno dovodi nas do zakljucka
da bi se bududa istraZivanja trebala usredo-
toCiti na medusobnu interakciju izmedu te-
orija kognitivne procjene i teorija vanjskih
podrazaja u otkrivanju to¢nih mehanizama
emocionalnog uzbudenja. Spomenute razlike
u nalazima studija emocija boje kao i nedo-
statak potpuno pouzdanih metoda istraZi-
vanja mogu biti frustrirajuéi, ali Kandelovo
objasnjenje o vaznosti raspoloZenja i kontek-
sta, pri stimuliranju bojom, pruZa smjernicu
za buduca istraZivanja koja ¢e potencijalno
pokusati dublje istraziti te mehanizme. Ja-
sniji odgovori mogli bi se nacdi i u daljnjem
proucavanju interakcije osjetila vida s dru-
gim osjetilima, kao i sinestetickih iskustava
koja imaju vaZan utjecaj na ljudske doZivljaje
(Wang et al., 2012).

Iako je analiza dala ogranicene zakljuc-
ke o emocijama boje, neki od njih mogu se
opéenito primijeniti u kreiranju doZivljaja
kulturnog turizma. Smjernice u tom pogledu
mogu se sazeti kako slijedi:
¢ Boje su najvazniji podraZaji za kreiranje

doZivljaja jer ih mozak opaza prije ostalih

podraZzaja, stoga bi kreatori doZivljaja po-
sebnu pozornost trebali obratiti na upo-
trebu boja.

e Tocnije, trebali bi obratiti viSe pozornosti
na svjetlost i kromu boje (nesto manje na
nijansu) jer one utjecu na znacenje boje.

have imagination and can be creative in
finding their own interpretation. “Removing
figurative elements from a painting does not
remove the painting’s ability to recruit asso-
ciations in the mind of the beholder” (Kan-
del, 2016:65). There were painters who delib-
erately reduced figures to their most elemen-
tal forms, such as Mondrian, in “search for
universal aspects of form” (Kandel, 2016:79)
and these “simple geometric forms have a
meaning of their own” (Kandel, 2016:80).
Thus, “in constructing his perception of the
essence of an image ... he enables the viewer
to construct his or her own perception of the
image” (Kandel, 2016:80).

This all leads to a conclusion that future
studies may further focus on the interplay be-
tween the appraisal theories and external stim-
uli theories in detecting exact mechanisms of
emotional arousal. The mentioned discrepan-
cies in the findings of the color emotion stud-
ies as well as the lack of fully reliable research
methods may be frustrating but Kandel’s ex-
planation on the importance of the mood and
context while being stimulated by the color
may offer a clue for future studies, which may
seek to investigate more deeply into it. Clearer
answers might also be found in further study-
ing of interaction of the sense of sight with
other senses as well as synesthetic experiences
since they have an important impact on human
experiences (Wang et al., 2012).

Although the present analysis provided
limited conclusions on color emotions, some
of them may generally be applied in the in-
tentional cultural tourism experience design.
Generic guidelines in that matter may be
summarized as follows:

e Colors are the most important experien-
ce design cues since the brain perceives
them before other cues. Experience desi-
gners should, therefore pay special atten-
tion to the use of colors.

e Specifically, they should pay more atten-
tion to color lightness and chroma (and
little to hue), as these influence the mea-
ning of color.
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e Izbor emocija boje u kreiranju doziv-
ljaja, medutim, ne moZe se lako propisati.
Opcenito, crna je povezana s tugom, bije-
la s nadom, crvena s uzbudenjem, plava
sa smirenoS¢u i sre¢om, zelena sa smire-
noScu, Zuta sa sre¢om. Njihova uporaba
u kreiranju doZivljaja, medutim, uvelike
ovisi o kontekstu i ciljnoj publici.

e Kada kombiniraju razlicite boje, kreatori
doZivljaja trebaju pokusati posti¢i harmo-
niju boja jer ona dovodi do ugodnih emo-
cija.

e Kreatori doZivljaja trebali bi obratiti po-
zornost i na druge znakove za privlacenje
vizualne paznje: oblik, sloZenost, sime-
triju, lateralnost i kretanje, prototipi¢n-
ost, novost i posebno sadrzaj vizual-
nog podrazaja jer je u izravnoj vezi sa
znacenjem.

e Na konzumente vizualne umjetnosti po-
zitivno utjee vr$ni pomak, izolacija je-
dnog vizualnog znaka, perceptivno gru-
piranje i rjeSavanje problema, ekstrakcija
kontrasta, uporaba generickih perspekti-
va, umjetnickih metafora i simetrije.

e Sto se ti¢e stvaranja ugodnih doZivljaja,
preferira se reprezentativna nad apstra-
ktnom umjetnoséu; velike, zakrivljene,
vodoravne i okomite crte nad malim,
oStrim i kosim crtama; umjereno sloZeni
podraZzaji nad malo ili jako slozenim po-
drazajima; simetri¢ni nad nesimetri¢nim
podraZzajima; fokus podraZaja s lijeve
strane za zapadni svijet i s desne strane za
arapski svijet; prototipske slike s umjere-
nom razinom novosti.

e Kombinacija viSe podraZzaja za vizualnu
paznju moZe proizvesti razlicite uCinke,
kao i stimulacija drugih osjetila uz vid,
pruzajuéi nezaboravna, ¢ak i sinesteticka
iskustva.

U upravljanju i kreiranju dozivljaja kul-
turnog turizma, u svrhu izazivanja emoci-
ja, kreatori ova saznanja mogu uskladiti sa
svojom intuicijom i iskustvom. Dosadasnja
djelomic¢na znanstvena provjera ne bi trebala

e The choice of color emotions in expe-
rience design, however, cannot be easily
prescribed. Generally, black is associa-
ted with sadness, white with hope, red
with excitement, blue with calmness and
happiness, green with calmness, yellow
with happiness. Their use in experience
design, however, greatly depends on the
context and target audience.

e When combining different colors, expe-
rience designers should try to achieve a
color harmony as this leads to pleasing
emotions.

e Experience designers should also pay at-
tention to other cues for visual attention:
form, complexity, symmetry, laterality
and movement, prototypicality, novelty
and especially content of the visual sti-
mulus since it is in a direct relation with
the meaning.

e Visual art consumers are positively af-
fected by the peak shift, isolation of a
single visual cue, perceptual grouping
and problem solving, contrast extraction,
usage of generic vantage points, art me-
taphors, and symmetry.

e As to create pleasurable experiences, re-
presentational over abstract art is preferred;
large, curved, horizontal and vertical lines
rather than small, sharp and oblique; mode-
rately complex stimuli rather than the ones
high or low in complexity; symmetrical
rather than non-symmetrical stimuli; focus
of stimuli on the left for the Western world
and on the right for the Arab world; pro-
totypical images with moderate novelty.

e The combination of the cues for visual
attention may produce different effects as
can also the stimulation of other senses
along to the sense of sight providing me-
morable, even synesthetic experiences.

As to achieve emotional effects on cul-
tural tourists, the experience designers’ de-
cisions, however, will still match these find-
ings with her/his intuition. So far only partial
scientific verification should not discourage
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obeshrabriti buduca istraZivanja jer je traZe-
nje senzacija svojstveno danasnjim (kulturno)
turistickim iskustvima, a turizam je posebno
povoljno podrucje za njihovo formiranje. S
druge strane, ovaj rad i ova vrsta istraZivanja
nemaju nikakvu namjeru utjecati na umjet-
nicku slobodu i oblikovati na¢ine izraZavanja
umjetnika i time utjecati na iskustvo gledate-
lja. Nase smjernice u tom pogledu, medutim,
mogle bi biti korisne za dizajniranje okruZe-
nja u kojem se umjetnicka djela izlaZu i na taj
nacin obogatiti doZivljaj.
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