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It is by no means a surprise that people m

speak about an astonishing experience

after they visited the Roden Crater of m

James Turrell. A massive naked-eye obser- =
vatory that was designed specifically for

viewing and experiencing sky-light, solar, C—D
and celestial phenomena. An artwork like g™ P
Roden Crater uses its specific environment  pe———g

to establish a sublime experi- : - - .

ence. For the American Philos-

opher John Dewey art is about d
the biological sensory exchange
between man and his environ-
ment. Experience represents the
core of his aesthetic concept: «... An
experience is a product, one might
almost say bi-product, of continuous
and cumulative interaction of an or- pu——(
ganic self with the world.»! E
In the romantic painting of David

Casper Friedrich the sublime is captured as a
motif. The painting The Monk at the Sea displays
an impression of experiencing the sublime in
that time. In the abstract expressionism of Bar-
nett Newman? however the material, the painting as a thing
acts as the medium for the sublime. In a certain kind of con-
temporary art the thing seems to have been disappeared. Not
the things, but the frames became important. What if the thing

CHAL

MEER - GOOGLE_ART PROJECT.JPG/600PX-CASPAR DAVID_FRIED-

RICH - DER MY%C3%B6NCHAM MEER - GOOGLE ART PROJECTIPG

HTTPS://UPLOAD.WIKIMEDIA.ORG/WIKIPEDIA/COMMONS/

THUNB/2/21/CASPAR DAVID FRIEDRICH - DER M%C3%B6NCH_AM

1 John Dewey: «Art as Experience», 1934, p. 220.
2 Barnett Newman:«The Sublime Is Now», 1948.
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has become the human condition? In Chris Salters Ilinx this
assumption is evident. It was shown lately in Berlin at the Club
Transmediale 2015. Chris Salter describes Ilinx as a «per-
formative environment for the general public provoking o
an intense bodily experience that blurs the ¢
senses of sight, sound and touch.»®
A group of four visitors at a time
wears specially designed garments,
that are outfitted with various
sensing and actuating devices to
interface with the prepared per-
formative space: «During the
event, a ritualistic progression
which lasts approximately twenty minutes,
the natural continuum between sound and
vibration, vision and feeling becomes in-
creasingly blurred, extending and stretch-
ing the body’ boundaries beyond the
realm of everyday experi-
ence.»*

Space, sound and light trig-
ger the visitors ability to
see, hear, touch, taste, and
smell. Embedded in the
frame of the performative
environment the visitor
as a subject loses in-
creasingly orientation

HTTP://ACADEMICS.SMCVT.EDU/
GBLASDEL/ART/NEWMAN, %20VIR-
EROICUSSUBLIMIS.JPG

HTTP://CHRISSALTER.COM/V2/
H

WORDPRESS/WP-CONTENT/
UPLOADS/2014/11/ILINX4.JPG
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3 Chris Salter: «Ilinx», 2014, http://chrissalter.com/projects/ilinx/.
4 Ibid.
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