


715l 2

CURATORIAL ESSAY

=X| o|A|Ct: Ofo|E, &

2|0 OXE s

’

RYOJI IKEDA: DATA, SENSATION,
AND THE DIGITAL SUBLIME

oloi4d
= 2lOtA| Ot 3t M B Shof| A AL
Aekyeong Lee
Curator, National Asian Culture Center



2X| 0|7, 2025, TAt7tete| QIE|F(QEF: olofZ),,
119 3. [1AF &= ].

Ikeda, R., 2008, ‘Best: Music of 2008 Ryoji Ikeda’, Artforum,
December 2008.

ZF9|(Total serialism)S

950y o] F&
S Sotx oA 2 £5HA Xl

He 1
2=, %S
of 3%

=x
=)
®
c
N
d

T
.
)
~
=
©
a
=

3} Studie I(1953)&
IS 7|8to 2 St AE A FMALSote| HE Atal=,

A}
i 250 M2t RSEo2 MASts “LHE E(Moment
=3

212 Serol22 ot
OlLIg! ARl KA ClolE] 2Bl HEE Folou, #8a2HoO
opiah 2% AICIALOI 0] SIZ TS, olic sefolefel HAY

L02|EE =2 AL8st0] f+S5tuel 0|22 CIXE S22 M(Digital
materiality) At = SZE3MCL (Misch, I., 2023. ‘The Serial
Music of Karlheinz Stockhausen’, In: M. Iddon, ed. The Cambridge
Companion to Serialism, Cambridge: Cambridge University Press,
pp. 140-153; UMS, 2014. ‘Artist Interview: Ryoji Ikeda, Creator
of superposition interviewed by Peter Weibel’, MI: University
Musical Society, 8 October.)

1990\ALH =22 —;-E;*. 235t He FA % IT Atz %%ﬂ
23t fo| ZEE 2

7HX| 2ol M BiofL
Al 0ot 2AL7te ﬁliﬂaf%
=|Act. & Etdat 22 01|%7+
2y 2OiE MLt o2 |
ojL|2|EA ofo|Ef ot °.é401| sl
ALRE OtEQ| £23 ECH7} =|QUCt. (Eckersall, P., 2014, ‘Dumb Type

- The Birth of New Media Dramaturgy: Points of departure for

EQ‘-
_>',_
=)
0
™ -]
rol 0x
njo
u9_l U
0x ‘L' 39
ol
rlo _G
Fﬂl N
> o> &
oy E
$3RE:
5 2 iR
pul 10
10 o
b
" lo |
1o
_|_>4 fu
= 4o
[11°] 0
i o
3

njo
R
3Q
[0
=]
5 O
>
£

the Interweaving Performance Cultures symposium’, Textures,
17 November; The Vinyl Factory, 2015. ‘Data as spectacle: An
introduction to the work of Ryoji Ikeda’, The Vinyl Factory,
1@ May.)

Z| ™2, 2022, "AHRE OLEE A2|LHA| 5t7],, TS Y=, M475, MS:
stebrhstm SotoiA, 162%; 0|215], 2021, FC|A|E O|L|Y Sote| Fafa}
0|8} A, BIALSR|=2, M2: MSCHstnm chstel.

0|2I3], 2021, "CIX|E O|UY Seoto| k4fnt 0|3t AT, HALS R =R,

ME: MeCistn chshel, 2021, 103-110%.

ME
CIXIE 7|=0| SAlg 225t siAlet= WAlS AESIHA 22| 0|EA-X|2H A &5
QACt. 20254, = 2lOtA|OH=5HH E
HHstEl ofl & 2Hak ZH2E A A of| C
ot 7|& 7|48t of = A& o &hata} Af
X|H oM ZX| O|AICHE CHA| Z&ot=
E|2le SAlof ol&0| O ES0f of 2
Zo|ct.
2025 ACC ZHA(ZEX| O|AIChHE L2 E4lo| AHRE U 2C|2 H|FY OtE|A
E 2X| 0o|7||Ct (Ryoji Ikeda, 1966-)2] =L A AN =, A7to| ZE5t0 AEHAQ

2 =& A7tet 7|2o0| 23 7|2 XSl 2 HH 2A
prul

I-_I

AMEA Matsiior & oMol O o mECt
t

(ACC)2 7H3'.; 10532 WO X EH AL 2 9|

Moy
e >
°

W

Pal
_<'J£
o
>
0
O
10
A
i
o
i
rlo
o
n
2
io)
|m

0|3, 10FHo|2t= 7|'HH

J_>‘
£

0]

|=, CllolE{ 2t 2lZto] 2hatEl &

St A=7tol Ch ek g & e &E TEIA 5

Ho

rr u

S
B
2
rok
o
o
=4
o
rr
N
Q
(6]
7
>
O
(@]
=

o
EAI R 858 SHa Z2HEof Fo{JE F2 2It=2

YAl Q| oAste £85I ALCE = BHA| ME QI test pattern [n °8] (2015) =& 12 E5f| Z LY
2 of| A RtAl 2| of| & A1|71I S 2ANMoZ AJl5tH ACCRte| ofl&X ALHE FL=al|Ch

o== 23k AF2E OtE | M CHZEZEA M X[ 2

2X| O|AICH= 1990 =| A5t S8 QAE ALS S
x| o| StAHE EAMCE. T+/-,(1996) 2 TO°C4 (1
A2 2|3 Iz Hztol
Ct. J+= 20084 TArtforumy 2| £2 7|1
AR 2B = FIESIRI= ?r%ﬂ—?—’.‘il(Karlheinz Stockhausen, 1928-2007)
FO|E 30| ARl A= 22 FA

Ct. s=sfat %9'* -TLB‘-QP SO o101 & 27H= O 7|Cte| &g A=

£ =

gHolEE SAlol F&5HRX L, O]

>
o
In
i°)
Im
Y
)
m
nz
b
o
e
>
ot
1y

il
)

©
©
%)
L]
mi
rlo
M
lo
P
&
)

e

L3

> Trlo
>

i H
[ioK
mo o

ro
=
=

=

d

ok
ok
)
i
ot
2
rx
M
|
>
i
My
o
_O'I_l
2
oo oY

© N

o
Ho

N
=
x
o
sl
rx
A
10
N
o
o

S A
reh 41 oo

4 B
=
a
Rl
Ral
o
e
02 —
0ot
1
1o
2
_q|_-
=
L_I
1o
_|
ok
1A
mjo
_|0

HO 3@ 1K 19 @
0o
1o
>

T
ok

0
> 32

o
r
=
jiE}
il
_I_I.
2 I

©
o
(@]
ik
(=]
o
T
N
re
n oo 00 m

rr my wo
oI gy 2y
Jok
1o
>
S
B
2y
p'l_l
_O'I_l
o
e
|.|']
30
Ir
N

=l
2
ful
lo
il
]
A
mn
30 T
fnl

3
m
I
ro
il
e
lo
hr
Il
rlo
n
02

ol

=

2
1o

[al

ISt o| A T
|, olo|x], ZAt

n

>
ru 0%
o Mo

==
2

il
4o
o
0
ok

>y o

B I
mu

n

o
> >
ol
i

0

\IH]_IJZ!
il

“-I.I.I.
ok
_o'|_-
rr
L]
e njn
S
_gl
(E
1]
o
glé
o
M
Am
ol
>

of, A2 E2} o| 0| x| &

0o
=l(JI=I
o
1=
>

AAZte 2 MM st= ]
Alof| 7tsstA st 2
f Z0llM O|AH|CHe| AL
5t0 QL 2-H|FLH=E
R ZESIHA A2 AKX
= Ef°'(Dumb Type, 1988—

y
Nﬂmq;ﬂMﬂu'EEEWHQQ%EQQ%Q%$%

4
o e
u
io)
<
7y
C
)
7
CD

(m}
>
>
it
n
rlo
to
il
0
3
N
1]
_?_ v
m
lo
18
>
o
imfe)

I

H

o
o

= 1o

0>

[
ol

Q
12
>

N 2 B g0 on rulru Hn

ok

0x [
m

$Q
=]

rir
|
Hu
Ml
]

_o'k
rir
>
o 2
=
=
O
z E
B9
|0
u

o
o

o r||'

t

03

_O'I_l

rir

RrL)

30

2

ru

r_l_

e 2 r\OII
ro
on
_\T'_

_,_ |'0II

re o
=
(0]
=
o
0>
10
x
>
mlm

Introduction
As digital technologies redefine how we sense and interpret the world, the need to re-
consider our aesthetic and perceptual frameworks has never been more urgent. In 2025,
the National Asian Culture Center (ACC) commemorates its 10th anniversary by reflect-
ing on how the digital era has transformed the sensory and aesthetic landscape. Over
the past decade, ACC has emerged as a leading institution for media art, championing
technology-driven artistic experimentation and interdisciplinary inquiry. At this pivotal
moment, the decision to return to the work of Ryoji Ikeda is both reflection on the institu-
tion’s foundational vision and an invitation to re-examine critical questions surrounding
data, technology, and human subjectivity.

2025 ACC Focus: Ryoji Ikeda marks the artist’s first solo exhibition in Korea,
offering a critical reflection on his long-standing collaboration with ACC as well as his
unique art practice. Ikeda was among the key featured artists in the institution’s inaugu-
ral convergent creation project in 2015, playing a formative role in shaping its early di-
rection. With the presentation of test pattern (2015) [n °8] Fig- 1, he formally introduced
his artistic practice to Korean audiences and initiated a sustained dialogue with ACC.

Amid ongoing transformations driven by data saturation, algorithmic domi-
nance, and the collapse of boundaries between the virtual and the real, Ikeda’s work ex-
amines the material and perceptual conditions of the digital age. His artistic language—
grounded in sound, light, and mathematical structures—renders the abstract tangible.
These minimalist compositions operate as both technological experiments and philo-
sophical inquiries into the expansion of human perception and cognition, offering au-
diences utra-sensory experiences. Building upon this context, the exhibition presents
a curatorial perspective that reflects on shifting notions of subjectivity and sensory ex-
perience. Framed by the concept of the ‘digital sublime,’ it reimagines the conditions
and responsibilities of human existence in a datafied society—one increasingly shaped
by technological environments.

ZH Figure 1
test pattern [n°8], 2015, AlZl: Z2I0}A|OF25}F S
test pattern [n°8], 2015, Photo by National Asian Culture Center
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2% 0|7Ch, 2025, T2X| OlFICtete] CHsH(IE{S: 0foiZ),,

72025 ACC Z7{£: 2| O|7|Ch,, 25F: 2 OA|Ot2 st M Y, 78 8.
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Beitin, A., 2019. Ryoji Ikeda: data-verse,
Wolfsburg: Kunstmuseum Wolfsburg.
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Sound is the vibration of air — a property of physics.
Music is the sound, a physical property, with structure, a mathematical property.
—Ryoji lkeda, 20251

Artistic Evolution: From Sound Art to Multisensory Installation
In the 1990s, Ryoji Ikeda explored the limits of auditory perception through sound art
composed of minimal sonic elements. His early seminal albums, +/- (1996) and 0°C
(1998), combined sine waves, white noise, frequencies extending beyond the threshold
of human hearing—pushing the boundaries of sensory experience. In a 2008 Artforum
Tribute, 2 Ikeda acknowledged the profound influence of Karlheinz Stockhausen (1928-
2007)3, often regarded as a foundational figure and structural innovator in contempo-
rary electronic music, noting that Stockhausen’s mathematical approach to composition
deeply informed his own practice. Ikeda’s work, which navigates the languages of math-
ematics, sound, structure, and silence, also absorbed the experimental ethos of Japan’s
electronic and club music scenes. 4 This fusion of intellectual precision and sensory in-
tensity laid the minimalist foundation that continues to shape his artistic philosophy. ®

The mid-1990s saw the rise of personal computers and the internet, intro-
ducing a wide range of computer-based software and further expanding the possibili-
ties of lkeda’s artistic experimentation. Within computer systems, disparate media such
as sound, image, and text are all converted into the singular element of “data,” enabling
seamless integration between sound and image. Notably, the emergence of visualiser
programs, which generated images in real time in response to sound, and algorithms
that allowed simultaneous manipulation of sound and visual elements, accelerated the
development of audio-visual art. ¢ Ikeda’s practice evolved accordingly, combining sound
with minimal yet powerful projections to produce immersive audio-visual compositions.
These works developed into large-scale installations that engaged not only sound and
image, but also spatiotemporal concepts embedded within each piece.

A decisive turning point in both the scope of Ikeda’s practice and his artistic
philosophy came through his collaboration with Dumb Type (1988-), as he recalls. As
one of Japan’s most prominent experimental art groups founded in Kyoto, Dumb Type
brought together members from diverse fields—including theater, dance, architecture,
music, film, and design—to produce performances that rejected text-based narrative
in favor of sensory immersion and multimedia layering to stimulate perception.? While
working with Dumb Type, lkeda was responsible for the group’s music and sound, and
the process of collaborating with colleagues from varied disciplines provided him with
profound creative stimulation and inspiration. This interdisciplinary and experimental
environment became foundational for broadening his approach and later played a key
role in his development of installation works that transform entire exhibition spaces into
sensorial environments. 8

At the opening of the National Asian Culture Center in 2015, Ikeda present-
ed test pattern [n°8] (2015), as part of the ACT Festival: Techtonics,® ACC’s first-ever
art creation project. This monumental installation, with a 75-meter-long and 33-me-
ter-wide floor screen, transformed various forms of everyday data—including text,
sound, and images—into precise, barcode-like visual patterns accompanied by vibrat-
ing electronic tones. Using the binary logic of Os and 1s, lkeda encoded information into
flickering black-and-white sequences projected across the floor at hundreds of frames
per second. As audiences walked through the immersive space, surrounded by pulsat-
ing data and resonant electronic sound, the work challenged the perceptual limits of
human cognition in the digital age. lkeda’s inquiry into sensory translation of data and
the boundaries of perception continues to this day, grounded in the belief that invisible
information can be rendered into tangible and experiential form.

For Ikeda, data is more than just a collection of information — it is an artistic
medium with its own aesthetic potential. While test pattern [n°8] (2015) explored the
transformation of everyday data into perceptual experience, lkeda’s more recent works
expand this inquiry across radically different scales—from microscopic biological infor-
mation to expansive cosmic data. The datasets he now engages with include genetic
codes, scanned images of human organs, urban infrastructure, weather forecasts, as-

Ikeda, R., 2025. ‘An Interview with the Artist, interviewed by
Aekyeong Lee’, 3 November. [Primary source].

Ikeda, R., 2008, ‘Music: Best of 2008 Ryoji Ikeda’, Artforum,
December 2008

Karlheinz Stockhausen, from the 195@s onward, systematised
all musical elements parameters - pitch, timber, duration,
dynamics, and spatialisation - through the logic of total
serialism. Works such as Kreuzspiel (1951) and Studie I (1953)
exemplify his rigorous use of sine waves and frequency-based
composition. In these pieces, he developed the concept of “moment
form:” a musical structure designed to unfold fluidly, governed
by mathematical probability. Stockhausen’s mathematical
theories of music directly or non-directly influenced

Ryoji Ikeda’s minimalist sound and non-narrative data flow;
however, whereas Stockhausen relied on scores and electronic
synthesisers, Ikeda expanded Stockhausen’s theory into the
realm of digital materiality by using big data and audio-
visualsing algorithms as his tools. (Misch, I., 2023. ‘The Serial
Music of Karlheinz Stockhausen’, In: M. Iddon, ed. The Cambridge
Companion to Serialism, Cambridge: Cambridge University Press,
pp. 140-153; UMS, 2014. ‘Artist Interview: Ryoji Ikeda, Creator
of superposition interviewed by Peter Weibel’, MI: University

Musical Society, 8 October.)

Japan’s club culture of the 199@0s emerged in a post-bubble
economy environment shaped by social uncertainty and the
influx of global culture. The younger generation began to

move away from traditional elitist values and sought to
explore their own identities. In this context, underground
clubs in Tokyo’s Shibuya district and Osaka rose as hubs of
creative experimentation. Artist collectives like Dumb Type
presented immersive performances by fusing digital technology
with sensory experiences. This spirit of experimentation

had a direct influence on Ryoji Ikeda’s early works and his
minimalist approach to data art, forming a crucial foundation
for contemporary sound art. (Eckersall, P., 2014. ‘Dumb Type -
The Birth of New Media Dramaturgy: Points of departure for

the Interweaving Performance Cultures symposium’, Textures,
17 November; The Vinyl Factory, 2015. ‘Data as spectacle: An
introduction to the work of Ryoji Ikeda’, The Vinyl Factory, 10
May.)

Choi, J., 2022. ‘Sounding Sound Art’, Eumak Nondan (Music Discourse),
47, Music Research Center, Seoul: Hanyang University, p. 162;
Lee, M., 2021. A Study on the Aspects and Aesthetics of Digital

Minimal Music, PhD thesis, Seoul: Seoul National University.

Lee, M., 2021. A Study on the Aspects and Aesthetics of Digital
Minimal Music, PhD thesis, Seoul: Seoul National University,
pp.103-110.

Dumb Type, 2000., Memorandum Teiji Furuhashi, Kyoto: Littlemore
Co., Ltd., pp. 52-63.

Ikeda, R., 2025. ‘A Conversation with Ryoji Ikeda interviewed
by Aekyeong Lee’, in 2025 ACC Focus: Ryoji Ikeda, Gwangju:
National Asian Culture Center, 8 July.

Asia Culture Center, 2015. 2015 ACT Festival: Techtonics,
test pattern [n 8], Gwangju: Asia Culture Center, pp. 9-15.



Ikeda, R., 2020@. ‘Ryoji Ikeda interview: For me, there’s no
separation between sound and visuals interviewed by Ralph
Rugoff’, FACT Magazine, Autumn/Winter 2020.
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Ikeda, R., 2024.” T'S (NOT) MACHINERY A Conversation with Ryoji
Ikeda interviewed by David Rittershaus’, Ensemble Modern’s
Magazine, No. 59 (2024/1).
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Lyotard, J.-F., 1984, ‘Answering the question: what is
postmodernism?’, in The postmodern condition: a report
on knowledge. Translated by G. Bennington and B. Massumi.

Minneapolis: University of Minnesota Press, pp. 71-82.

Lyotard, J-F., 1991, Lessons on the Analytic of the Sublime,
Translated by Elizabeth Rottenberg, Stanford, CA: Stanford

University Press., p. 114.
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tronomical data, and advanced research in particle and quantum physics. This expan-
sion reflects a deepening interest in the invisible systems that structure both human
existence and the universe. The data-verse 1/2/3 (2019-2020) Fig. 2emerged from this
trajectory, shaped by lkeda’s engagements with institutions such as the Human Genome
Project, NASA, and CERN. 1@ Developed over more than two decades of research and
experimentation, the data-verse trilogy (2019-2020) represents one of the most com-
prehensive outcomes of lkeda’s practice. On three ten-meter-wide by six-meter-high
white screens, vast datasets are projected by three native 4K projectors as precisely
synchronised teams of light and sound-rendering the abstract and imperceptible into
sensorial form. Through data-verse 1/2/3 (2019-2020), |keda pursues a data-driv-
en sublime that confronts viewers with the overwhelming scale, intensity, and austere
beauty of algorithmic systems that shape how we experience the world.

Ikeda’s recent works invite a curatorial reading that foregrounds philosophical
and conceptual concerns—particularly the boundaries between data and human exis-
tence, technology and perception, and what might be described as the digital sublime.
Works such as point of no return (2018) Fig. 3 and critical mass (2025) Fig. 4 introduce a
distinctly abstract and meditative sensibility. point of no return (2018) presents a free-
standing, double-sided square screen: on one side, a pulsating halo of white light en-
circles a central black void; on the reverse, a stark white disc illuminated by an intense
spotlight, evoking an elemental light source. By contrast, critical mass (2025) spans a
100-square-meter floor, where vibrating black circles gradually merge into a singular
form that expands to engulf the entire visual field. In both installations, central black
voids are surrounded by pulsating white light, evoking the imagery of black holes and
the weight of existential gravity. 11 Their open-ended forms invite viewers’ interpreta-
tion, creating contemplative space within technologically saturated environments. The
interplay between white (all frequencies) and black (total absorption) echoes the sonic

tension between white noise and pure sine waves, producing a charged sensory experi-

I Figure 3
point of no return, 2018, ZZI0tA|O}2 5t EH, ALZI: 22I0FA|OFR SN St

point of no return, 2018, National Asian Culture Center, Photo by National Asian Culture Center

Beitin, A., 2019. Ryoji Ikeda: data-verse, Wolfsburg: Kunstmuseum
Wolfsburg.

Ikeda, R., 2020. ‘Ryoji Ikeda interview: For me, there’s no
separation between sound and visuals interviewed by Ralph
Rugoff’, FACT Magazine, Autumn/Winter 2020.




‘EAEH = gl= Zi(the unpresentable)’0|2t @1Zto| ZtZto|Lt 2104,
O|M™ Jfdo =& 2tX5| EASHAHLE RS S = gle AIQIS LsiCt
Z|QEIZEE ETAE

“HME F ols

(1991)0M = 511 2| &

Aot 22 HEA ciae AEAoz MAIE 5 gl3oM BIRECID

StACH ol218h Wato| M Eat E7Hs4'2 S22 o, X|ZA BHAS
P

Ssi AbRel HEe Sust

il
l 0
=
Aok
o
12
19
12
[k
]
o
Aol
,’:‘
<
(e}
9
[
3
o
_L
n

1984, ‘Answering the question: what is postmodernism?’, in The
postmodern condition: a report on knowledge. Translated by G.
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ence. Through these works, Ikeda provokes ‘uncanny 12’ bodily responses to the accel-
eration of technology and the overwhelming density of contemporary information.

Data has its own structure and aesthetics—
regardless of our ability to sense it.
—Ryoji lkeda, 2024 13

Philosophical Framework: The Digital Sublime
The aesthetics of Ryoji Ikeda’s work can be described as a form of the “sublime” that
arises from a precise order—characterised by “rationality, precision, simplicity, elegance,
and delicacy.” 14 This aesthetic is closely aligned with mathematics, which expresses the
laws of nature and the universe through symbolic representation. Mathematics embod-
ies not only orderly beauty, but also a sense of infinity and abstraction that evokes awe.
Within this framework, Ikeda materialises sound and image through data, confronting
dimensions that exceed human perception—such as the infinity of nature and the cos-
mos, the complexity of quantum physics, and the immeasurable scale of big data. His
works offer a sensory experience of the infinite—where awe and fear intermingle before
the vast unknown, in other words, the “sublime.”

At this point, the thought of Jean-Frangois Lyotard (1924-1998) provides
a critical framework for expanding lkeda’s aesthetics. In the Postmodern Condition
(1984), Lyotard extends the concept of the sublime beyond the realm of nature to the
overwhelming scale and precision of technological and informational systems. In the
vast flows of data produced by digital society, humanity confronts its cognitive limits;
the sublime, he argued, is not simply a matter of awe but a prompt for fundamental ques-
tions about technology, nature, human existence, and ethics. 15 Within the infinite, na-
ture is diminished, and humans too recognise their finitude before the systems of data
and technology. 16 Yet this recognition does not end in despair; it becomes a catalyst for
rethinking the very conditions of existence. The sublime thus expands beyond the im-
mensity of the external world to encompass a philosophical reflection on the self. In this
sense, the sublime of the digital age is the experience of confronting the infinite power
of technology and data, where human limitation is revealed alongside the possibility of
new modes of being. 17

Lyotard’s concept of the sublime finds direct resonance in Ikeda’s work. In his
installations, infinite streams of data, speculative scientific theories, and algorithmic
complexity are transformed into sensory experience. Entering lkeda’s spaces, viewers
are immersed in environments saturated with visualised data and high-intensity elec-
tronic sound. Terabytes of information cascade past — not to be deciphered, but to be
physically felt. Viewers relinquish the attempt to comprehend and, in accepting a mo-
ment of ‘loss,” encounter awe between the finitude of human perception and the infinity
of data. While Ikeda’s works follow the meticulous order of data and mathematics, they
also retain an irreducible opacity. They refuse a single, coherent narrative, compelling
audiences instead to assemble and generate meaning from fragments of sensory experi-
ence. In this, they exemplify what Lyotard described as art that “presents the unpresent-
able 18”; confronting the limits of cognition while opening the possibility of new thought.

Yet lkeda and Lyotard diverge sharply in their views of the infinite. For Ly-
otard, the infinite can never be apprehended through the senses: before it, imagination
collapses, and only reason can think of it. 19 |keda, by contrast, presents the infinite as
something that can be directly experienced through extreme sensory stimulation. End-
less data — mathematical values, frequencies, cosmic figures — are translated into light
and sound that press directly on the viewer’s senses and body. Audiences attempt to
follow the unfolding screens and spaces, but within the explosive density of information
they encounter physical overload and perceptual failure. It is precisely in this failure that
the presence of the infinite is bodily felt. In other words, Ikeda shows that the sublime of
the infinite can be converted into immediate sensory experience through the excess of
perception itself.

Ikeda’s work thus carries significance in how it extends Lyotard’s sublime into
the register of sensation. While Lyotard identified the overwhelming scale of data and in-

Sigmund Freud (1856-1939) defined the ‘uncanny’ as a

psychological unease arising from something strange and 2
eerie that emerges within the familiar. Ryoji Ikeda’s works
dismantle the viewer’s sense of prediction and perception

through the repetition of data, infinite loops, extreme

contrasts of light and darkness,

and overwhelming electronic sounds - inviting an experience

of the uncanny marked by tension and anxiety.

Ikeda, R., 2024.” T'S (NOT) MACHINERY A Conversation with Ryoji
Ikeda interviewed by David Rittershaus’, Ensemble Modern’s 3
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formation systems as producing unpresentability — the core of the sublime — he insisted
this could only be apprehended through reason. lkeda, by contrast, transposes this limit
into the realm of experience, turning the sublime of the infinite into an event directly en-
countered through sensory overload and immersive environments. In his installations,
audiences do not merely grasp the abstraction of infinite data flows and algorithmic pre-
cision; they feel them, experiencing them as a present reality. His work therefore does
not simply reiterate Lyotard’s concept of the sublime but supplements and recontextua-
lises it, expanding it into a sensory dimension. More than evoking awe, Ikeda concretis-
es the sublime as lived experience, urging viewers to critically recognise and reflect on
their subjectivity within the digital world. In this sense, his practice demonstrates that
art continues to play a vital role in shaping philosophical discourse, even in an age dom-
inated by science and technology.

Conclusion
This exhibition marks both a retrospective and a new beginning. It reflects on ACC’s first
decade of media experimentation, while charting a speculative path for the next. The
vibrations and frequencies Ikeda embedded in ACC’s architecture in 2015 now resurface
— prompting renewed reflection on the aesthetic directions of the data era.

As Ryoji Ikeda’s first solo exhibition in Korea, this presentation stakes a claim
on Ikeda’s critical role in shaping ACC’s vision. test pattern [n 8] (2015) and recent works
featured in this exhibition share a foundational framework grounded in data aesthetics,
perceptual thresholds, and techno-artistic synthesis — though the latter also reveal a
deepened philosophical scope. In these newer pieces, lkeda draws upon an increasingly
expansive and complex range of data — from scientific measurements and astronomical
records to geopolitical metrics and quantum information — broadening both the concep-
tual scope and sensory impact of his practice.

Through intricately designed algorithms and increasingly precise conceptual
structures, Ilkeda constructs immersive environments that draw viewers beyond the act
of merely “seeing” data into the experience of “living” within the reality it governs. The
“digital sublime” in his work resists passive consumption, activating the audience’s sen-
sory engagement and calling for a renewed sense of subjectivity within a world mediated
by computer code. This intersects with Jean-Francois Lyotard’s account of the sublime
as an awe before the ungraspable, through which self-awareness and critical reflection
arise. Yet lkeda surpasses Lyotard’s limitation of conceiving the infinite only through
reason, instead realising it through sensory overload and immersive experience. The
abstraction of data and the physical intensity of perception not only demonstrate the
convergence of advanced technology, science, and art but also propose a meditation on
the balance between technological dependence and human agency, questioning anew
the sensory and ontological conditions of life in the digital age. In this sense, lkeda’s
practice secures its place as contemporary art that enacts a modern form of the sublime
and sustains a space for philosophical reflection.
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