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ABSTRACT

A Study of Sublime in works of Bill Viola

Choi, Me-ryong
The department of Art History
Graduate School of Sungshin University

Supervised by Professor Lee, Joo—eun

The people in the Postmodern age live in the highly developed society
with technology. Especially artists who make use of science and
technology have come to be able to express their own idea and thought
freely. Bill Viola (b.1951) is one of today’s leading media artist who
express universal human experiences—birth, death, the unfolding of
consciousness —through virtual images. His approach in terms of
technology content and historical reach has made channel to the rich
essence of the spiritual and the sublime.

The study examines and evaluates the sublime and spirituality in art
within the context of Postmodern theory. Discourse of the sublime will
serve as a structural grounding. The study will analyze how spiritual

traditions engaged with human condition and technical specification have
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been used to produce the sublime and transcendence in art.

Edmund Burke(1729-1797) and Immanuel Kant(1724-1804) employed a
notion of the sublime that continued developing into the
twentieth—century  theoretical discourse of Jean-Francois Lyotard
(1924-1998) who developed his ideas by referencing avant-garde artists
such Barnett Newman(1905-1970) as exemplars of the sublime and the
spiritual. He explains why the sublime is an experience of pleasure as
well as pain but more importantly this experience is as something here
and now.

Video artist Bill Viola infuses a richly developed melding of the
sublime, the spiritual, and the transcendent into his works. His
architectural video installation focuses on space as well as time

Time is an essential element in Bill viola’s work. He makes his
distinctive way (extreme slow motion) to use technology to manipulate
the real time. This provide time for viewers to accommodates their own
experience and thoughts.

The overall purpose of this study is to trace the emergence and define
the role of spirituality in the works of Bill Viola. His work shows not

only the documentation and recounting of his motivations from his

research in such areas as religion, psychology but also the sublime.
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