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Site specific for Gallery Nedbalka - Bratislava, Slovakia
2 550 cm / glass & iron / 2012
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350 % 250 x 550 cm / Steel / 2610
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water wall

600 x 270 cm / polished glass / 2009
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3D printing / acrylic resins /
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Project o in o (object in object) Project o in o (object in object)

60 x 30 x 30 cm / glass / metal / 2005 30 x 30 x 30 cm / glass / metal / 2005




i love moiré

150 x 150 x 500 mm

polishede optical plate glass
glued / 2011

-

Moiré vzory sU prevazne neZziaduce artefakty zo snimok vyrobenych réznymi digitdlnymi
zobrazovaniami poc¢itacCovej grafickej techniky alebo neziadice miestne zmeny svetlosti
najmd v televiznej technike, prevazne vyvolané poruchami napdtia a rudenim v sieti.
Moiré v beZnom svete je povazZovany za rusivy efekt, ktory vznikd spojenim dvoch 2D
ploch. Efekt vznikd vtedy, ked pravidelny obrazec pola buniek snimaca fotoapardtu alebo
zobrazovacich bodov obrazovky alebo displeja interferuje s nejakym pravidelnym vzorom
na ploche zobrazenia, napriklad so StruktUrou tkaniny. Prekryvanie dvoch pravidelnych
obrazcov, ktoré sU si podobné, ale nie sU dokonale vyrovnané, ¢o vedie ku vzniku sady
vzorov efektu moiré. Projekt I LOVE MOIRE je zdmernou snahou vyuZitia danej chyby
k dosiahnutiu stvrtej vektorovej dimenzie ndsobenim daného principu. V tomto pripade
Chyba sa
v tomto pripade stdva nosnym prvkom na dosiahnutie pozitivneho zobrazenia iluzivnej

je sklo neodmyslitelnym materidlom na dosiahnutie nekonec¢ného mnoZenia.

nekonec¢nej cesty tym, Ze zo zdkladnych dvoch 2D pléch, ich ndsobenim stdva 3D objekt
tak, aby trojrozmerny objekt otdcanim preSiel do svojho zrkadlového obrazu, kde mdzeme
pod urc¢itym uhlom vidiet Stvrty rozmer

Moiré patterns are usually undesired of moiré effect patterns. I LOVE MOIRE

artifact of images produced by various
digital imaging and computer graphics or
undesired local changes in brightness,
especially in TV technology, predominantly
caused by voltage faults and network
jamming. Normally, moiré is regarded as
a disruptive effect caused by overlaying
two 2-D planes. The effect occurs when a
regular pattern of camera sensor array of
pixels or screen pixels interfere with any
regular pattern on the display surface,
e.g., with fabric texture. Overlay of two
regular patterns, which are similar, but

not perfectly aligned, produces a set

50 —

Project is a deliberate effort of using
the defect to produce the fourth dimension
In this
case, the glass material is indispensable

by multiplying the principle.

for achieving infinite multiplication.
The defect actually becomes the backbone
for achieving the positive image of
an illusory infinite path by means of
multiplying two 2-D planes which become
a 3-D object so that the 3-D object, if
rotated, would merge with its mirror image
the fourth

where, at a certain angle,

dimension will be visible.
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crash visual w
100 x 100 x 200

mm / optical plate glass / glued / 2010

crash visual g
100 x 100 x 200 mm / optical plate glass / glued / 2010
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25 x 15 cm / polished optical glass / 2007
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polished optical glass / 45 x 45 x 10 cm / 2012
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Rio

50 x 15 cm / polished optical glass / 2012
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Core
45 x 45 x 45 cm / plate glass / glued / 2009
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Multiply
140 x 80 x 40 cm / plexiglass / Hps / Variable Object / 2009
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Project o in o (object in object)
74 x 74 cm / plexiglass / 2007




cube
900 x'600 mm / perforated graphics plates on plexigla'ss 71 20198)
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Digital Canvas
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Project o in o (object in object)
100 x 100 x 10 cm / plexiglass / 2006
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0
95 x 95 cm / graphic plates on plexiglass / 2009
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PLUS
100 x 100 cm / graphic plates on plexiglass / 2009
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in the Hive
light object / 120 x 80 cm / graphic plates on glass / aluminium / 2010
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o INSTABILITY OF GEOMETRY - Museum of Art Zilina
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1x 38
light object / 150 x 150 x 10 cm / plexi glass & aluminium & intelligent Remote Control / 2011
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Instalation - vibrating alert
light object / 700 x 150 cm / plexi glass & aluminium & intelligent Remote Control / 2011

Gallery * 0,0, Zilina
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light object / @ 100 cm /
graphic plates on plexiglass / aluminium / 2012
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moving simulation rings of perspective 00
spray & acryl on canvas / 200 x 200 cm / 2012
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cube
120 x 80 cm / acryl on wood / 2011
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PROJECT OF PAINTINGS
moving simulation rings of perspective
spray & acryl on canvas / 2011
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golden chip / 130x90 cm / 23,75 karat gold

vizudlny kéd grafiky vznikol na zdklade

umyselného preruSenia generovania datamatrix

kédu a jeho zoskupenia znakov (pismen&cisel),

ktoré sa ndsledne premietli do vrstveného reliéfu.

golden chip / 130x90cm / 23.75 carat gold

The creation of the visual code of the print

was based on the deliberate interruption

of the datamatrix code generation and its configuration
of symbols (letters&numbers) that were subsequently
projected onto the layered relief.
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“headwater level” 2008

headwater level 2008 pochddzne sklo - 215 x 215 x 80 cm / celkovd vy3ka - 450 cm.
Vodopadd je funkcény exteriérovo-interiérovy objekt realizovany v hotelovom wellness
komplexe. Exteriér tvori pochédzne sklo s rozmermi 215 x 215 cm bez podpornej
stredovej konstrukcie. Pod sklom je 80 cm nizSie umiestnené vrstvené frézované sklo
s kruhmi /kruhy na vode/ so stredovym otvorom, ktory slizi ako prepad na ochladzovanie
ndvstevnikov pod objektom. Voda vyvierajlca po strandch pretekd kruhmi a akoby

simuluje vodnlu plochu po vhodeni kamefa do vody. Prienik denného svetla je zabezpeceny

z exteriéru terasy nad objektom. / dizajn: Jan Gasparovi¢ / realizdcia: A3ot Haas /
Objedndvatel: Hotel DIPLOMAT **** / (Modern Sport Wellness Hotel) / 1. mdja 14 / 460 /
01313 / Rajecké Teplice / Slovenskd Republika www.hoteldiplomat.sk

headwater level 2008 walkable glass
- 215 x 215 x 80 cm / total height -
450 cm The waterfall is a functional
exterior-interior object realized in
the spa complex of a hotel. The exterior
consists of walkable glass, size 215 x
215 cm,

construction.

without a supporting central
Located 80 cm underneath the
glass is layered milled glass with circles
/ circles on the water / with a central

opening that serves as an overflow to

cool the visitors underneath the object.
The water springing on the sides washes
over the circles and it seems to simulate
a water surface after a stone has been
thrown in. The penetration of daylight
is secured from the exterior balcony
above the object. / design: Jén Gasparovit
/ realization: Hotel
DIPLOMAT **** / (Modern Sport Wellness Hotel)
/ 1. mdja 14 / 460 / 01313 / Rajecké Teplice
/ Slovak Republic http://www.hoteldiplomat.sk

ASot Haas / Customer:
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HARFOVIC 2009

Harfovi¢ je interaktivny hudobny ndstroj zaloZeny na kontraste k beznému ponimaniu

hudobného nadstroja, tonu a pohybu (tanca).

Vaesinou subjekt reaguje pohybom (tancuje)

na dany tén vysielany z média, pripadne z daného hudobného ndstroja ovladdaného inym

subjektom. Dielo Harfovi¢ vyddva tén na zdklade samotného pohybu/tanca subjektu. Dielo

pozostdva zo 60 instalovanych laserov, ktoré skenuju dany subjekt a transformuju jeho

pohyb do zvukovej zlozky.

video Harfovi¢ - www.asothaas.com

(Harp-man 2009)

Harfovi¢ 1is an interactive musical
instrument based on the contrast with
the ordinary perception of a musical
instrument, with tone and motion (dance).
The subject mostly reacts (dances) to
a tone transmitted from the medium or
from the musical instrument that is being
operated by another subject. The artwork

Harp-man emits the tone based on the
actual motion/dance of the subject. The
artwork consists of 60 installed lasers
that scan the subject and transform his
motion into sound.

Harfovi¢, the video - www.asothaas.com
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“MOTHER WIT" 2005

Film s ndzvom Vrodend inteligencia opisuje manipuldciu dvoch fenoménov - umelej
inteligencie a biointeligencie. Projekt opisuje sucasného ¢loveka, ktory je natolko
pohodlny, Ze si klpi zviera ako doplnok a nechd si ho nacCipovat, aby sa s nim musel Co
najmenej zaoberat. Proces vychovy je maximdlne urychleny a udity priamo pre zdkaznika.
Projekt mysticky poukazuje na to, kam moéZe dospiet ludskd chamtivost a posadnutost
vietko okolo seba prispdsobovat pre svoje potreby. Kradtkometrdzny film “MOTHER
WHIT” natocCeny pre dany projekt vyhral prvé miesto na Filmovom festivale AZYL a bol
prezentovany v roku 2006 na Medzindrodnom filmovom festivale v Bratislave.

video - www.asothaas.com

(“MOTHER WIT” 2005)

The film entitled Mother Wit describes the
manipulation of two phenomena - artificial
intelligence and bio intelligence. The
project describes the contemporary man
who is so self-indulgent that he buys
an animal as an accessory and has it
programmed so that he does not have
to waste time over it. The process of
training is sped up and it is fitted
exactly for the customer. The project

mystically points out where it leads to
when human greed and an obsession to adapt
everything to one’s needs prevails. The
short film “Mother Wit,” shot for the
project, won the first place at the Film
festival AZYL and it was presented at the
International Film Festival in Bratislava
in 2006.

the video - www.asothaas.com
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CHLASTAL

2007

Projekt Chlastal je zaloZeny na kontraste k beznému ponimaniu hracky a majitela

danej hracky. Vac¢sinou majitelia nicia svoje hracky (opotrebovavaju sa, maju urcitu

Zivotnost), v danom pripade interaktivna hracka md za Ulohu nic¢it svojho majitela.

Interaktivny objekt Chlastal zndzorfiuje pavika vo velkosti 1m® so zakomponovanym

bruskom (nddrzkou), ktord obsahuje alkohol - jed. Subjekt (zdujemca o dany jed) po

zapiskani k nemu pribehne pavik a nacapuje mu dany jed... Objekt Chlastal je Gc¢innou

hrackou pre dospelych, ktord nepochybne patri k nic¢itelom svojich majitelov.

(He Drank 2007)

The project He Drank is based on a contrast
to the ordinary perception of a toy and a
toy owner. Toy owners mostly destroy their
toys (they wear out, have a certain live
durability); in this case, the interactive
toy is supposed to destroy its owner.
The interactive object Chlastal depicts
a spider, size 1m?®, with an incorporated

tummy (a8 mini tank), that holds alcohol -
poison. After the subject (interested in
that poison) whistles, the spider runs to
him and serves him the poison.. The object
He Drank is an efficient toy for grown-ups
and there is no dispute that it elongs
into the category of owner-destroyers.

— 185



00 otvor pre ......

WH

Top

3-Ks

e ] [ 4 I
\ I e Joilee - L
i oo
[
o
m -
i EGPOT

L OB

ot b

bo o

&
N

e |

-

>

fa TAEAN\

/

— 187

186 —






Svétlo a pohyb Nestdlost Neohranicenost
u Asota Haase geometrie geometrie,

(raciondlny jazyk verzus

e posuvanie hranic,
subjektivny vnem)

Light and Motion Unik od reality

1in the Works of

The Fickleness of
Asot Haas Geometry Boundlessness

(Rational Language vs. of GeomEtTy,

Subjective Perception) Shlftlng of
Boundaries,
Escape from
Reality

Ji¥i Valoch Mira Sikorovad - PutiSové Ludmila Kasaj Polackova

194 - 198 | 200 - 204 208 - 209 | 210 - 211 214 - 215|216 - 217




Svetlo a pohyb
u ASota Haase

Light and Motion
1in the Works
of ASot Haas




Sveétlo a pohyb

u ASota Haase

Mimorédnou kvalitu dila ASota Haase
jsem si uvédomil pfi pfipravé druhého dilu velice
vybérové vystavy Slovenska geometrie 2 pro Galerii
mésta Plznég, jez shodou okolnosti i kuratorskym
zdmeérem zacinala Milanem DobeSem - a jeho
nejmladsim protipolem byl pravé tento umélec.
Od pocétku jsem to vnimal tak, ze Milan Dobes
je zakladatelem kinetického a optického uméni
u nas, jak se prezentoval v kontextu toho, ¢emu
jsme fikali ,nova citlivost” podle jiz legendarni
vystavy, zapocaté na jafe 1968 v Domé uméni
meésta Brna, pres karlovarskou reprizu az po
prazsky Manes - tam bohuzZel jiZ do vystavy
vstoupila okupaéni vojska. Normaliza¢ni césura
samoziejmé mnohé zdrzela, ale nyni je opét nase
umeéni pfinejmensim po dvé dekady reprezentovédno
celou skalou moznych pristupl. A tak jako Dobes
vyuzil maximalné tehdejsi technologické moznosti k
dosazeni maxima nového komunikaéniho plsobeni,
podobné nyni zase Haas uplatfiuje ve své dobé
nejaktudlné;jsi technologické moznosti a rozehral
celou $kalu svych novych komunikacnich Feseni.
Prosté si myslim, Ze je dnes v podobné situaci,
jako byl tehdy Dobe$ a stejné jako on aktualizuje
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zase nyni ty dobové technologické moznosti se
zamérem najit nova komunikaéni FeSeni pfi uziti
novych materidlG i pfi uplatiiovani jazyka geometrie
- a podle mne se mu to skute¢né vyborné dafi.
Hlavnim predpokladem samoziejmé je,
e a¢ vystudoval na bratislavské VSVU obor ,sklo”,
maximalné je v mnoha aspektech presahuje. Jako
paralelu si opét pfipomenme, Ze kinetista Dobes
vystudoval vlastné malbu a zpocatku ji také
provozoval. Oviem jiz na prelomu padesatych a
Sedesatych let se obratil k jazyku geometrie nejen
v malbé, ale pfedevsim v technologicky tehdy zcela
aktudlnich svételnych a kinetickych plastikach.
Pritom ASot Haas skutecné ¢lovéka fascinuje také
tim, jaka je Skala jeho feSeni, pfesahujicich tradi¢ni
podobu sklenéné plastiky, uvazuje o rlznych
podobach vztaht a konstrukci, které jsou nové
svym konceptem a diky nimz objevuje celou $kélu
moznych feSeni urc¢itého problému. Na plzeriské
vystaveé jsme to vyjadfrili kontrapunktem v dobrém
smyslu slova spektakularni svételné instalace s péti
kruhovymi elementy, zapliujicimi celou podlahu
posledni mistnosti, a dfevénou plastikou, pouze
bile monochromni, de facto prostorovou kruhovou

strukturou, vytvoienou z mnoha set drevénych
geometrickych element(, majicich nékolik moznych
zéakladnich tvard.

V tom je jedinecnost dila tohoto umélce
- zkouma celou skalu moznych problém, v tom,
v této otevrenosti zcela pfijima postmoderni lekci
v podobé oprosténé geometrické struktury, jak ji
nejradikalngji artikulovali protagonisté minimal artu,
v pfipadé prace se svétlem samozrejmé predevsim
newyorsky reprezentant Dan Flavin (jenz uved! do
uméni neonové trubice). ASot Haas si je védom
této nové, proménéné ,komunikacni situace”, tak
jak ji zpUsobila postmoderni lekce, dovolujici opét
hledat své FeSeni zcela individudIné a vztahovat se
ke vSemu, co moderni uméni objevilo i objevovat
feSeni, jakd jsme zatim nepoznali, kterd jsou
skute¢né inovaci celé estetické, to jest vytvarné
komunikace dneska.

V jeho pfipadég, v jeho usilovani to
samoziejmé predevsim znamen3, Ze nechce hledat
pouze nové moznosti sklenéné plastiky, ale celou
§kalu moznosti prace se svétlem a tvarem, pficemz
pfirozené potom jeho tvorba osciluje mezi novymi
technologiemi i témi tradi¢nimi. Stejné samoziejmé
uplatiiuje kinetické svételné elementy jako nové
moznosti prace s jazykem geometrie — pfitom
podle mne pravé to reprezentuje ono rozpéti od
technologicky novych, svételné proménlivych,
pocitacem fizenych objektd az po novou podobu
prostorové konstrukce...

V tom je na prvni pohled to, co realizuje,
skutec¢né velikym pfinosem nasi vytvarné scéné,
jez se stdle jesté vice orientuje na tradicni feSeni,
vétSinou zejména malifska ¢i socharska. Pritom
vibec celd sféra geometrického uméni je vniména
jako skute¢né marginalni, jak to vidime na radé
jinak skute¢né reprezentativnich vystav, coz nas
na prvni pohled odliSuje od situace nejen tfeba
v Holandsku, ale zejména v Polsku ¢ Madarsku,
kde mame podobnou historickou césuru, hovofime-
li o aktudlnim umeéni, vétSinou se setkame také
s kategoriemi problémd ryze geometrickych ¢i
konceptualnich ... A to vSe si uvédomujeme
samozfejmé s védomim, Ze prdvé jeho zajmy
sahaji od onéch svételnych férii, jaké jsou nyni jiz
technologicky mozné, az po nové typy konstrukce.
Pritom celd tato Skala samoziejmé vzdy méa u ASota
Haase svij evidentné intelektudlni, konceptualni

nadhled, védomi zakotveni v jasném, pfedem
védomeé artikulovaném myslenkovém zameéru.

Na prvni pohled tedy také vidime, Ze
tento umélec programové kombinuje tradi¢ni
i netradi¢ni technologie pfi praci se sklem. Nékdy
kombinuje dva zakladni prihledné materialy, tedy
sklo a plexisklo, k tomu jako jakasi osnova nékdy
pristupuje kovové deska. Jindy se ovdem jednotlivé
materidly osamostatfiuji, jako by chtél dokazat, ze
je schopen i ze skla nebo naopak pouze z dfevénych
¢i kovovych elementl vytvofit novou, esteticky
a komunikacné skute¢né pisobivou konstrukci.

Samozi'ejmé, pfedevsim jsou to nové
estetické a komunikacni problémy, které tento
umélec naléza: jiz série kruhovych obrazl - a u
Asota Haase vétSinou dominuji vétsi formaty,
stejné jako je tomu dnes u jinych umélcq, i u
téch pracujicich s jinymi aktudlnimi médii, ovsem
to podstatné je, Ze jeho, na rozdil od urcitého
,meinstreamu”, zajimaji problémy ryzi autonomni
geometrické skladby. Zatimco v klasickych
obsahy, on naopak zkoumd moznosti ryze
estetické komunikace, od téch lapidarnich az po
hodné komplexni, ale stale je to uzivani jazyka
geometrie spjatého s moznymi artikulacemi.
Jeho komunikaénim médiem jsou skute¢né pouze
promény formy a barvy, nékdy lapidarnéjsi,
ale jindy, jak jsem jiz také zdlraznil, diky své
barevnosti a komplexnosti také tfeba programové
hodné spektakulédrni. Ale vzdy je to pouze forma,
barva a pohyb, nikoliv ndhodou je jeho oblibenym
vychodiskem kruh a jeho rtiznéd rozvinuti, rizné
varianty jeho artikulace. Takovym zakladnim
rozvinutim jsou tfeba subtilni estetické linearni
struktury, jako tomu bylo jiz u prvnich kruhovych
obrazd - oviem jeho poselstvim jsou mozné
promény percepce vychoziho Gtvaru, tak jak je
muUzZeme vnimat z rdznych Ghld pohledu. Nékdy to
maze byt rozvinuti problematiky, kterou pfineslo
optické uméni, ovsem nové technologické moznosti
autorovi prinaseji novy zplsob, jak ménit percepci
v ur¢itém uhlu, samoziejmé veetné promén barev -
tfeba Seda se ndm v urcitém Uhlu objevi jako modr3,
ovsem vsechno je to pouze disledkem této zmény
Uhlu percepce... Je to tedy nova situace, v nasem
kontextu samoziejmé stale velice inovativni,
protoZe, pfiznejme si, stale jesté vétsina divaka
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déava prednost jinym typdm vytvarného dila nez
takovym, které tematizuji pouze promény svétla
¢i barvy pfi uziti zakladnich nebo i komplexnégjsich
geometrickych Gtvard.

Samozrfejmé, existuje zavazny okruh
umélcl, ktefi jiz od konce Sedesdtych let
konstituovali bratislavskou sekci Klubu konkrétistd,
ale ti vétsinou zlstavaji — pravé s vyjimkou Milana
DobeSe - u klasického geometrického obrazu
¢i sochy, v nejradikalnéjsich pripadech pracuji
s variabilitou, to plati pfedevsim o Viktoru Hulikovi
a Marianu Drugdovi - ti se diky charakteru své
tvorby mohli alespon pfipojit k mezindrodnimu
hnuti MADI.

Asot Haas déla vlastné svym zplsobem
pravy opak, jestlize zlstava u klasické podoby
obrazu, vyuziva jej k ¢&istym proménam vnimani
ryzi elementarni geometrické formy, prosté je to
vnimani (nékdy subtilnich) metamorféz struktur
jeho obrazl a objektd. A to je v nasem prostiedi
néco, co je, jak véfim, opravdu zcela nové -
a pro nékoho moznd i provokujici, je- li s tim
konfrontovén v prostiedi vystavni siné a ma-li
tedy tyto drobné nebo naopak velice vyrazné
promény barev a svétla a jejich zpisob percepce
povazovat za jediné poselstvi, které takové dilo
prindsi. Vétsina publika asi davé prednost prece jen
a svétla, byt nékdy velice subtilni — nebo naopak
skutecné v dobrém smyslu slova spektakularni.
Samoziejmé si myslim, Ze ASot Haas prindsi do
nasi vytvarné scény novou problematiku, ovsem
pro konzervativnéjsiho vnimatele pfece jen dost
vzdalenou od jeho navyklého zplsobu vnimani.
Pritom pracuje i s velice subtilnimi tématy
a feSenimi, tfeba perforaci bilého objektu, jenz
potom zplsobi proménu vniméani obvyklého
geometrického Gtvaru v prostorovou iluzi. Musime
pfistoupit na umélcovo zdékladni pravidlo hry:
Haasovym tématem jsou promény svétla a barvy
v podstaté jednoduchych geometrickych forem.
Nic vice, ale také nic méné. Pristoupime-li na to,
muze byt stejné fascinujicim estetickym zazitkem
subtilni proména linii v barevném kruhu. A umélec
jiz dokazal, Ze toto téma subtilni optické promény
Ize rozvinout do velké série pfi rizném uplatnéni
proryvani linii @ proménovani celé struktury smérem
ke stfedu ¢i pfimo ve stfedu. Jeho dilo je pfi kazdé
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zméné Uhlu naseho pohledu vice nebo méné
vyrazné odlisné. A mdzZeme se zaméfit i na detaily
geometrické struktury a opét se setkame s celou
Skalou iluzivnich prostorovych promén.
instalace tvorfené lapiddrné organizovanymi
sestavami identickych elementld. Na plzenské
vystavé to bylo pét kruh@ a jak jsem zminil,
prévé zaplnily podlahu posledniho salku sklepeni.
Repetitivni skladbou elementd ndm zase umélec
pripomene, Ze existovaly ony lapidarni skladby,
jez prinesl minimal art. Jeho sestavy jsou ovsem
programové Uplné jiné, k minimal artu je odkazuje
pouze opakovani identického elementu, navic
symptomaticky se u néj nej¢asteéji uplatiuji kruhy,
bud na podlaze nebo na sténé, a v minimal artu
byl kruh skute¢né vyjimkou... A potom se objevi
jesteé jejich skute¢né zhodnoceni: podle pfedem
daného programu se proménuji jejich barvy v ¢ase
od fialové prfes modrou po Zlutou. V jiné instalaci
na sténé dokonce uplatnil sérii tfikrat pét element(:
a potom muZeme sledovat ono krasné proménovani
barevnych kruhl, ono nesmirné lyrické, ptsobivé
divadlo proméniujicich se svételnych kruhd, tento
pfibéh svétla a jeho postupnych, esteticky velice
pUsobivych metamorféz! Jako by ona syntax
zdkladnich geometrickych figur, kterou jsme
kdysi obdivovali u minimalist(, zase dostavala
jedine¢nou autentickou podobu diky sepéti
s moznosti postupné ménit barvu svétla. Ze
sklarského Skoleni si ASot Haas asi odnesl pouceni,
Ze i ryze estetické plsobeni mizZe byt dostatec¢nym
tématem dila a pripojil se tak k tém umélctm,
jejichz téma se staly svétlo a pohyb, u néds pocinaje
Zdenkem Pesankem z okruhu prazského Devétsilu
v letech tficdtych a potom nové revitalizovanym
internacionalnim hnutim kinetického uméni, na
némz se u nas zase dusledné podilel pouze Milan
Dobes$ (bohuzel aktivita prazské skupiny Syntéza,
také v Sedesdtych letech, kromé Stanislava
Zippeho, méla velice kratké trvani). A ASot Haas je
prislusnikem té nové, dnesni generace, jez dokaze
vyuZit zase Uplné nové technologické prostfedky
a tak vytvofit zase nové, dosud nevidané estetické
poselstvi!

Pritom zakladem je vétSinou jasny, prfesny
geometricky koncept - ony proménlivé barevné
instalace jsou tvoreny sestavami soustfednych,

vétsinou cernych kruznic na prisvitném kruhovité
formovaném plexiskle, prvni kruhové obrazy jsou
zase tvoreny fadami ke stfedu sméfujicich linii na
vymezeném Sestithelniku, vétSinou jesté fixovaném
c¢ernym kruhem... A jestlize chce umélec vytvofrit
strukturu méné neosobni, zvoli centralni malbu
rGznymi spreji, chce-li pfitom zachovat barevnou
redukci, pak zvoli skalu ¢ernd a bild ¢i modra
a bila, ale sympatické je samoziejmé pravé to,
jak systematicky zkouma rizné moznosti. Tak
se v sérii - samoziejmé kruhovych - maleb objevi
nejen rdzné podoby monochrom, ale jsou zase
kontrapunktovany vyslovené pestrobarevnou
strukturou barev nékolika. Ovsem zase se opakuje
repetitivni skala zaznam( kolem stfedu, individudlni
charakter zdznamu pak stvrzuji skutec¢né

i

Jrukopisné” diference, stvrzuji zptsob vzniku celé
struktury.

Sice jsou u ASota Haase neosobni,
striktné geometrickd rfesSeni komplementarni
s feSenimi individualné artikulovanymi, ovsem
vSe se odehrdva v ramci jazyka geometrie
- komplementarni k takovym obrazdm jsou
série lapidarnich sklenénych blokd, nékdy
s opakovanymi kruhovymi liniemi, jindy pouze
fazené sklenéné bloky s minimalnimi barevnymi
zdsahy, které zase vnimame jako skutec¢né
ozvlastnéni celého bloku. Tady je mozna nejblize
zakladateli bratislavské ,skoly sklenéné plastiky”
na VSVU, tedy Vaclavu Ciglerovi.

Ovsem Haas je jeho pravym opakem,
je programové komplexni, vstupuje-li (stejné jako
nékdy Cigler) do verejného prostoru, vyuZije tak
spektakularnich specifickych vlastnosti nad sebou
polozenych struktur na sklenénych tabulich, ze
vznikne veliké prostorové moaré, jak vidime na
jeho realizaci pro namésti SNP. Uskutec¢ni-li se,
bude to po vsech téch konvencnich, zastaralych,
jiz ddvno nezajimavych realizaci v bratislavskych
exteriérech skute¢né zésadni kvalitativni pfinos.
Samoziejmé, Ze v podstaté je princip moaré
zakladem rfady umélcovych dél tvorenych vrstvenim,
zase rozvedenym do celé $kaly feseni, napiiklad
u kruhovych reliéfnich konstrukci.

Ovsem vétsina umélcovych dél
problematiku moaré nejrGznéjsimi zplsoby
pfesahuje. Velice origindlni a pdsobivé jsou
struktury tvorené riznymi perforovanymi body,

nékdy jsou zavéseny v prostoru, takze vznikaji
konstrukce rizné iluzivni, tfeba v ¢erném prostredi
rdznd shlukovani bodd kolem stfedu nebo
s moznosti iluze perspektivné vnimaného jiného
objektu - koule v krychli & rdzného formovani kruhu
ve Ctverci ¢i zase iluzivné prostorové spojovani
vychozich bodd rdznymi prabéhy linii. To jsou
vlastné jeho autentické prace s konstrukcemi
objektu v prostoru i s riiznymi moZnostmi iluzivniho,
,zdanlivého” objektu, tvoieného velijak vedenymi
prabéhy linii prostorem, vétSinou vychazejicich ze
spojovani urcitych bodd podle urcitého pravidla.
Nebo jindy utvéreji dalsi iluzivni geometricky Gtvar
v pfedem daném prostoru. Navic se uplatni i barva
zvoleného objektu a jeji soundlezitost s témito
iluzivnimi zésahy.

Ovsem za nejpodstatné;jsi povazuju od
prvniho setkdani fakt, Ze tento umélec dovede
paralelné objevovat celou Ffadu problémi,
realizovatelnych pfi uzivani jazyka geometrie.
Jako pfiklad jsem zminil prvni bily kruh, vytvoreny
mnoha stovkami geometrickych element( - nyni je
jiz rozvinuty i do ,lidského méfitka”. Tento tvirce
tedy pfinasi i nové objevy do materidlové tradi¢ni
geometrické plastiky, coz je v nasem kontextu
skute¢né novum. Jiné socharské sestavy vytvoril
sklddanim prostorovych rastrd, vrstvenych tak,
Ze vznikaly nové prostorové konstrukce tvorené
nékolika rovinami, jez pak vnimame ve vzajemné
interakci jako novou prostorovou zkusSenost.
Dalsi skupinu tvofi struktury lineadrné vymezenych
geometrickych Gtvard, tfeba bilych nebo ¢ervenych,
které opét nejsou neseny striktni minimalistickou
syntaxi, ale mnohem volné&ji - tfeba i s odkazem
k oném minimalistickym FeSenim, ovsem
svobodnéjsi, volné, hravéjsi, prosté opét ziva
geometrie této doby.

Jindy ASot Haas svda vrstveni
transformoval do prostorové iluze trojrozmérného
dila a tak aktualizoval zase jinou podobu naseho
vnimani, aktudlné transponujici problematiku,
kterou jsme si spojovali s optickym uménim, op
artem, do nového kontextu.

V situaci, kdy je geometrické umeéni u nas
stale vnimano jako néco prece jen okrajového,
rozvinul A3ot Haas celou skalu probléma, které
nejsou ndvratem k né¢emu, co jsme jiz vidéli - pravé
naopak, on pfinasi své autentické poselstvi, jez
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je plné spjato s jazykem geometrie, jez si je také
védomo nutnosti urcitého vychoziho konceptu,
ktery si nejprve dokonale promysli a potom
perfektné realizuje. A oblouk od svételnych
proménlivych realizaci k rGznym hledanim
prostorovych geometrickych skladeb ¢ini podle
mne jeho program originalnim a mimoradné
kvalitnim. Jsem skute¢né réd, Ze na nasi, pokud jde
0 geometrické uméni, stale ponékud Gzkou scénu,
vstoupil tak pfemyslivy tvidrce, jenz se neboji ani
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urcité spravné miry spektakuldrnosti, ani jejiho
oprosSténi — oboji je pro nase smysly cenné a v
nasem kontextu skute¢né pfijemné, prekvapivé
i inovativni.

Tento umélec samoziejmé vySel
z moznosti skla, ale vztéhl je do mnohem Sirsiho,
obohacujiciho kontextu. To je kvalita, jiz nelze
prehlédnout, stejné jako zpUsoby, jimiz obohatil
sféru geometrického uméni i v SirSim kontextu.

Jiti Valoch
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Light and Motion in the
Works of ASot Haas

| have first realized the extraordinary
quality of ASot Haas' work when | was preparing
the second edition of the highly selective exhibition
Slovak Geometry 2 for Galerie mésta Plzné. Both
by chance and by curatorial choice it started with
Milan Dobes - and his youngest counterpart would
be precisely this artist. It was my understanding
from the beginning that Milan Dobe$ was the
founder of kinetic and optical art in our country, the
way he presented himself in the context of what
we called “the new sensitivity,” after the already
legendary show that had begun in the spring of
1968 in DGm uméni mésta Brna, continued with the
rerun in Carlsbad, and ended at the Prague Manes -
unfortunately, by that time the army of occupation
had stepped in. The caesura of normalization had,
of course, slowed down many things, but for at
least two decades now, our art is again being
represented by a large scale of approaches.
And the way Dobe$ had made the most of the
technological means of his era to achieve a maximal
new communication impact, is similar to how
Haas now uses the most up-to-date technological
possibilities and how he has introduced a full scale
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of his new communication solutions. | just think he
is in @ similar situation today as Dobes was then,
and exactly like him, he is now actualizing those
contemporary technological possibilities with the
intention of finding new communication solutions
when using new materials and when applying the
language of geometry — and in my opinion he is
really doing a great job. The main qualification is,
of course, that even though he graduated from
the Academy of Visual Arts (V5VU) in Bratislava
in Glass, in many aspects he goes way beyond
it. There is another parallel to the kinetist Dobes
who had in fact studied painting and at first also
engaged in it. In the late 1950’s and early 1960's,
however, he had already turned to the language of
geometry not only in painting, but most of all in
the technologically very modern light and kinetic
sculptures.

Indeed, ASot Haas is really fascinating
also because of his scale of solutions that
transcend the traditional form of glass sculpture;
he ponders different forms of relationships and
constructions that are novel in their concept
and that allow him to discover a whole scale of

potential solutions to a problem. At the exhibition
in Plzen we have expressed it with a counterpoint
of a spectacular (that is a compliment) light
installation with five circular elements covering
the whole floor in the last room, and with a wooden
sculpture, simply whitely monochromatic, in fact a
spatial circular structure, composed of hundreds of
wooden geometric elements of several possible
basic shapes. This is the uniqueness of this artist’s
work - he studies a full scale of possible problems
and while doing this, through his openness he is
fully accepting a postmodern lesson in form of
the seamless structure as it was most radically
articulated by the protagonists of minimal art, of
course mainly by New York’s Dan Flavin when we
talk about working with light (he introduced neon
tubes into art). ASot Haas is aware of this new,
altered situation in communication, triggered by
the postmodern lesson and re-enabling to look for
one’s own solutions completely individually, and to
relate to everything that had been discovered by
modern art, but also to discover solutions which we
did not yet know and which are the true innovation
of the whole esthetic, i.e. visual communication of
today.

In his case and in his pursuits it mainly
means that he does not want to search only for
new possibilities of glass sculpting, but for a whole
scale of possibilities of working with light and
shape, which means that he naturally oscillates
between new and traditional technologies. With
equal obviousness, he applies kinetic light elements
as new ways of working with the language of
geometry - | think this is what represents the range
from the technologically new, light-changeable,
computer-controlled objects up to the new form
of spatial construction...

This is why his realizations are at first
glance really a major contribution to our visual- arts
scene, still focused more on traditional solutions,
specifically mostly painting or sculpture. Indeed,
the whole sphere of geometric art is considered
truly marginal, as becomes evident in cases of
many otherwise representative exhibitions; that
distinguishes us - at first glance - not only from the
situation in Holland, for example, but most of all in
Poland or Hungary where the historical caesura is
similar to ours when we talk about contemporary

art; most of the time we also encounter
problem categories that are purely geometric
or conceptual... And we realize all this knowing
that his interests span precisely from those light
ferias, already technologically possible these days,
up to new types of construction. In case of ASot
Haas this full scale has nevertheless always had
its evidently intellectual, conceptual perspective,
a consciousness anchoring in a clear, earlier
articulated and forethought purpose. At first glance
we also see that the artist chooses to combine
traditional and non- traditional technologies when
working with glass. Sometimes he combines two
translucent materials - glass and acrylic sheets
- and sometimes a metal board functions as an
outline here. At different times, however, individual
materials go solo, as if he wanted to prove that he
is capable of creating a new esthetic construction
that has real communication impact even with
glass, or, reversely, only with wooden or metal
elements.

Of course, the main thing this artist is
discovering are new esthetic and communication
problems: already the series of circular paintings -
and with ASot Haas’ work, larger formats usually
dominate, just as they do with other artists today,
even with those who work with different media;
the important thing is of course that his interest,
unlike the mainstream, is focused on issues
of purely autonomous geometric composition.
While various literary contents are still frequently
used in classical media, he, on the other hand,
is exploring the possibilities of a purely esthetic
communication, from the lapidary up to the highly
complex, but it is still the use of the language of
geometry, intertwined with possible articulations.
His communication media are really pure form and
color metamorphoses, at times more lapidary,
but at other times, as | have already pointed out,
thanks to the color range a complexity also quite
spectacular. But it is always solely form, color
and motion; it is not by chance that the circle and
its various developments, various options of its
articulation, represent one of his favorite starting
points.

Subtle esthetic linear structures are
an example of such elemental elaboration, the
same way they were present already within the
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first circular paintings - indeed his message are
potential perception metamorphoses of the base
formation, the way we can perceive them from
different points of view. Sometimes it can be a
further development of the issues brought out by
optic art; indeed, new technological possibilities
introduce the author to new means of altering
perception in a certain angle, including, of course,
color metamorphoses - e.g. grey can be viewed as
blue from a certain angle; it is all a result of altering
the perception angle though... Therefore it is a new
situation, still very innovative within our context of
course, because, let’s be honest, most spectators
still prefer other types of visual art, not those
that focus only on light or color metamorphoses
while using basic or even more complex geometric
shapes.

Of course there is a major group of artists
who have been constituting the Bratislava section
of the Club of Concretists since the late 1960’s
but they remain - with the exception of Milan
Dobe$ - within the context of classical geometric
painting or sculpture; at their most radical, they
work with variability, which is true especially in
the case of Viktor Viktor Hulik and Maridn Drugda.
Thanks to the character of their work, they were
able to at least join the international movement
MADI. In a way, AsSot Haas is basically doing
the opposite when he remains in the classical
form of painting; he uses it for pure perception
metamorphoses of genuine elementary geometric
form; it is simply the perception of (at times subtle)
metamorphoses of the structure of his paintings
and objects. And this is something within our
setting that is, as | believe, really totally new -
maybe even provocative for some, especially if
they are confronted with it in the atmosphere
of a showroom and if these tiny or, conversely,
very distinct color and light metamorphoses and
the way of perceiving them appear to be the
only message that such work of art conveys.
The majority of the audience probably prefers
more traditional themes to actual color and light
metamorphoses, even if they are very subtle at
times - or, conversely spectacular, which | mean
as a compliment.

| think, of course, that ASot Haas is
introducing new topics to our visual-arts scene;
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for a more conservative perceiver, however,
these might be quite distant from his usual way
of perception. And yet he also works with very
subtle topics and solutions, e.g. a white object
perforation that induces the metamorphosis of
perceiving a usual geometric formation as a spatial
illusion. We have to play by the artist’s basic rule:
Haas focuses on light and color metamorphoses
of generally simple geometric forms. Nothing
more, but also nothing less. If we accept that,
a subtle change of lines in a color circle can be
an equally fascinating esthetic experience. And
the artist has already proved that this theme of
subtle optic change can unfold into a large series,
with different applications of dotted lines and with
altering of the whole structure towards the center,
or precisely in the center. With every alternation
of our point of view, his artwork is more or less
markedly varied. And we can also focus on the
details of the geometric structure and we will
again encounter a whole scale of illusory space
metamorphoses.

Of course, the most spectacular are the
installations formed by the lapidarily organized
groups of identical elements. At the exhibition
in Plzen, these were five circles, and as | have
mentioned, they covered the floor of the last room
of the basement. With the repetitive arrangement
of elements, the artist is reminding us that those
lapidary compositions brought by minimal art
have existed. His formations are nevetheless
totally different; they refer to minimal art only by
the repetition of an identical element; moreover,
symptomatically, he uses circles the most, either
on the ground or on the wall, and circle was really
an exception in minimal art... And then their
true valuation appears: as a result of previous
programming the colors change in time, from
violet to blue to yellow. In another installation he
even used the series three times five elements:
and then we can watch that beautiful changing
of color circles, that strongly lyrical, expressive
show of the changing light circles, this story of
light and its gradual, esthetically very expressive
metamorphoses! As if the syntax of the basic
geometric figures that we once admired in
minimalists was once again obtaining a unique,
authentic appearance, thanks to the clasp with the

possibility of gradually changing the color of light.
Asot Haas has perhaps finished his glass studies
with the lesson that even purely esthetic impact
can be a sufficient topic for a work of art, and he
has thus joined those artists who have chosen light
and motion as their focus; in our country starting
with Zdefiek PesSanek from the group around
the Prague Devétsil in the 1930’s and then with
the newly revitalized international movement of
kinetic art, in which again only Milan Dobe$ had
participated (unfortunately, the activities of the
group Syntéza, also in the 1960’s, lasted only
briefly, except for Stanislav Zippe). And ASot Haas
is @ member of the new generation of today that
can make use of completely new technological
means and thus create a still new, never-seen
esthetic message! The base is usually an obvious,
exact geometric concept - those changeable color
installations consist of formations of centered,
mostly black circles on a translucent plexiglass,
while the first circular paintings consist of sets of
centrally directed lines in a delineated hexagon,
usually fixated with a black circle...

And should the artist want to create a
less personal structure, he will choose a central
painting done by various airbrushes; if he wants
to keep the color reduction, he will choose the
scale black and white or blue and white, but
what is congenial about it is precisely the way he
observes various possibilities. Therefore various
forms of monochromes appear within a series
of - no doubt circular - paintings, but these are
again counterpointed by a pronouncedly diversified
color structure. Naturally the repetitive scale of
entries around the center repeats itself again; the
individual character of the entry is validated by
truly holographic differences, they validate the way
the whole structure is created. Even though the
impersonal, strictly geometric solutions in ASot
Haas’ work are complementary with the individually
articulated solutions, certainly everything plays out
within the language of geometry - complementary
to such paintings are series of lapidary glass block,
sometimes with recurring circular lines, other times
they are only lined up glass blocks with minimal
color interpositions that we perceive as a special
touch to the whole block. Here he might be at the
closest to the founder of the Bratislava “school of

glass sculpture” at V5SVU, Véaclav Cigler. Haas is his
exact opposite though, he is deliberately complex,
when he steps into the public space (just like Cigler
sometimes), he uses the spectacular specific
attributes of the structures placed on glass boards
one over the other so that a huge spatial moiré is
created, as we can see in his realization for the SNP
Square. If it materializes, it will really be a major
qualitative contribution after all those conventional,
old-fashioned, long uninteresting realizations in the
exteriors of Bratislava. Of course, the moiré axiom
is the base for many of the artist’s works created
by layering, further developed into a full scale of
solutions, e.g. in his circular relief constructions.
Surely, most of the artist’s works go beyond the
topic of moiré in many different ways. Structures
created by various perforated points are very
original and impressive; sometimes they are hanged
in space so that differently illusory constructions
originate, for example in a black space, various
types of clustering of points around the center
or with the possibility of an illusion of another
object perceived in perspective — a ball in a cube
or various formations of a circle in a square, or
again an illusorily spatial connecting of points of
origin by various lines courses. Those are in fact his
authentic works with constructions of an object
in space, and also with various possibilities of an
illusory, alleged object, formed by in- all-kinds-of-
ways conducted courses of lines in space, mostly
originating from the connection of certain points
according to a certain rule. Or at other times
they form another illusory geometric formation
in a pre-set space. Furthermore, the color of the
chosen object and its correlation to these illusory
interventions is applied as well. However, what |
consider the most significant from the first meeting
is the fact that this artist is capable of concurrent
discovering of a full set of problems, viable by using
the language of geometry. | mentioned the first
white circle as an example; it was created with
hundreds of geometric elements - now it has been
developed even into the human scale. Accordingly,
this author brings even new discoveries into the
materially traditional geometric sculpture - that is a
real novelty in our context. He has composed other
sculptural sets by piling spatial grids, layered in
such way that new spatial constructions emerged,
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created by a couple of levels; we perceive these in
a mutual interaction as a new spatial experience.
Another group is formed by structures of linearly
delineated geometric formations, lets say white
or black, that, again, are not carried by a strict
minimalist syntax, but in a much looser way -
perhaps even with a reference to those minimalist
solutions, but more free, more loose, more playful;
an agile geometry of today once again.

At other times, ASot Haas has
transformed his layering into a spatial illusion of
a 3D work and thus updated yet another form of
our perception, currently transposing the theme
that we have connected to optical art, op art, into
a new context. In this situation, when geometric
art in our country is still perceived as something
marginal after all, ASot Haas has unfolded a
whole scale of problems that are no returns to
something we had seen - on the contrary, he is
bringing an authentic message that is connected
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to the language of geometry, that is aware of
the necessity of a certain starting point that he
first contemplates into the last detail and then
executes with perfection. And an arc from the light-
changeable realizations to various searches for
spatial geometric compositions make his program
original and of extraordinarily quality in my point
of view. | am really glad that an artist like this has
entered our - when geometric art is concerned -
still somewhat narrow scene, and that he is not
even afraid either of a certain proper measure of
the spectacular, or of its deliverance - both are
valuable for our senses and are really pleasant,
surprising and innovative within our context.

This artist has of course emerged from
the potential of glass, but he has stretched it out
onto a much broader, enriching context. That is the
type of quality that cannot go unnoticed, just like
the ways he has enriched the sphere of geometric
art even in a broader context.

Jiti Valoch
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Nestdlost
geometrie

(raciondlny jazyk verzus

subjektivny vnem)

The Fickleness

of Geometry

(Rational Language vs.

Subjective Perception)
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Nestdlost geometrie

(racionadlny jazyk

verzus subjektivny vnem)

Vizudlnu strdnku prac ASota Haasa
okrem prislusnosti k sfére geometrickej abstrakcie,
konstruktivizmu a op artu vyrazne charakterizuju
ich dokonalé high-tech linie spolu s vyvazenostou
a preciznostou kompozi¢nej stranky a naleziaca
estetika. Tento jav sp6sobujd autorove skisenosti
z vysokoskolskych studii, pocas ktorych posobil
v ateliéroch venujucich sa vyucbe dizajnu, volného
sochdérstva i sklarskeho vytvarnictva. Dizajnérsky
pristup sa odraza v déraze na efektivitu a Gcel
tvaru, sochdarske skolenie v spésobe nardbania
s objemom a hmotou v si¢innosti s priestorom,
a principy sklarskej tvorby vo vyuZivani svetla
a v praci s transparentnostou materialov.
Komplex vytvarnych zruénosti z réznych oblasti
a ich pouzivanie predurcili autorovo typické
nezotrvavanie v jednej polohe alebo forme vytvarnej
produkcie a vzdy pritomna chut experimentovat.
A tak to, ¢o by sme mohli pokladat za permanentné
hladanie vyrazu, resp. nerozhodnost, je naopak
zamerné skudsanie novych moznosti a vytvéranie
zuzitkovatelnej esencie z nadobudnutych
poznatkov. Experimentalna ¢rta je tak v autorovej
tvorbe pritomné neustéle, prostrednictvom nej
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sa snaZi rozsirovat limity, ktoré ju ohranicuju.
Hlavnym prostriedkom na to je vyuzivanie vedy
a uplatiovanie technoldgii.

Tvorba ASota Haasa nadvazuje na
tendencie op artu a geometrickej abstrakcie
striktnym geometrickym jazykom, principom
multiplikéacie alebo seridlovosti, no predovsetkym
akcentom na fyzikalne vlastnosti svetla a farby,
Cize je uplatnenim kinetickych i statickych foriem op
artu.1 Ich spoloénym menovatelom sG najma prvky
optického iluzionizmu, ktory vznikd na zéklade
vzniku virtudlneho pohybu v diele - vytvaranom
,destabilizaciou pravidelnych vzorov a neustalou
inverziou objektu a podkladu”.2 Ovladanie
gramatiky jazyka geometrie dokazuje autor
predovsetkym pouzivanim dvoch tvarov -
kruhu a Stvorca, ktoré su jeho elementarnymi
jednotkami. Vytvaranie derivatov ich multiplikaciou
¢i zmnozovanim fragmentov alebo vysekov
(ako désledkov permanentnych analyz tychto
zdkladnych geometrickych Gtvarov) mu umoziiuje
plynulo prechadzat z 2D zobrazenia do 3D
formy, ¢im narGsa a prekracuje ich naoko stabilné
hranice. Na druhej strane je tato stratégia aj

1 THOMASOVA, Karin: Op-art. In: Dejiny
vytvarnych stylov 20.
Bratislava 1994,

Uméni po roce 1900.
Modernizmus, antimodernizmus,

postmodernizmus. Slovart,

Pozri viac:

3 Zosobfiuje ho vyuzivanie matematickych
postupov - v kédovani a vytvarani
matematickych modulov, dalej principov
kybernetiky a aplikovanie poznatkov

z fyziky - predovsetkym optiky a jej
zdkonov v svetelnych a sklenenych
objektoch.

4 Spravidla vznikaju prostrednictvom
dlhodobejsich procesov, v ktorych si
autor overuje a skUSa viacero moznosti.
Dolezitym je kooperdcia s inymi
technolégmi ¢i Specializovanymi subjektmi
- napriklad sklarske dielne. V pripade
sklenenych objektov ide o techniky
lepenia, leStenia i farbenia sklenenych
tabuliek, vkladanie hlinikovych félii

¢i inych redlii, dalej pouZivanie
Specidlnych typov sklenenej hmoty

s vysokym obsahom olova

(sklo s vysokymi optickymi kvalitami),
generovanie a ndsledné uplatfiovanie
osobitych postupov pri vypalovani
objektov zo skla. V oblasti malby je to
najma pouzivanie tzv. digitdlneho Stetca,
ktorého proces nandsania 1linii programuje
autor prostrednictvom vlastného
autorského softvéru.

5 S0 to RGB (Red-Green-Blue) model pri
monitoroch a CMY(K) Cyan/azurova-Magenta/
purpurovd- Yellow/z1ltd-blacK/¢ierna model
pri tlaci.

6 Je to kratky experimentdlny film
Mother Wit (2006) a interaktivny zvukovy
objekt na bdze laserovych ldc¢ov Harfa
(2009). Z robotickej bazy vychddzaju aj
dalsie eSte Studentské préce. Viac na:
http://www.asot.sk/4/video.html

7 RUSINOVA, Zora: Ad fontes. In: Kol.
60. toky v slovenskom vytvarnom umeni,
SNG, Bratislava, 1995, s. 23.

kreovanim virtualnych priestorov, a to nielen
v sklenenych plastikach a svetelnych objektoch,
ale predovsetkym v plosnych malbéach.
Je obdobnym variantom autorovho rozbijania
reality na pixely a simulaciou reality inej ich
znovu zoskupovanim, ktoré pouziva v sochach.
V tomto pripade je zobrazovana roztrieStenim alebo
fragmentarizaciou Stvorca a kruhu, no simulakrd
vnutornych priestorov vznikaju podobne v presnej
autorovej rézii.

Vyuzivanie technolégii je urcujucim
znakom tvorby ASota Haasa. Rozhodne nie
su len jej sekundarnym aspektom, naopak, su
vyraznym formotvornym cinitelom. Je nevyhnutné
ich chapat ako sucast komplexu diela, v ktorom
je vSetko postavené na ich efektivite, G¢innosti
a preciznom prevedeni. Prace s vychodiskami
v geometrickej abstrakcii a op arte tak ziskavaju
nielen kvalitativny a s tym uzko spojeny zaZzitkovy
Lupgrade”, ale zarovef su aj zdsadnym dbékazom
prirodzenej koexistencie vedy a st¢asného
umenia. Pouzivanie vlastnych, no aj aplikovanych
vedeckych a technologickych postupov svedci
o interdisciplinarnej strédnke diel ako jedného
3 z typickych rysov dnesného umenia, no zdroven
su nevyhnutnou zloZzkou experimentov. OdrazZa sa
to vo vzniku technik, ktoré mézeme v mnohych
pripadoch oznatit ako autorské. 4 Znamkou
pritomnosti, resp. odvolanim sa na technoldgie je aj
farebnost v malbach vznikajuca vyluéne z miesania
zdkladnych modelov. 5 Inou strankou tvorby Asota
Haasa, ktord tiez plne potvrdzuje jej experimentalnu
povahu, su isté ,vybocenia” mimo dominantnych
foriem jeho prac. Ide o experimentalny film,
kde autor skima presahy a interakcie umelej
inteligencie a tzv. biointeligencie, no najma
interaktivne realizécie s uplatnenymi principmi
robotiky alebo tzv. dynamicky systém s pouzitim
lasera ako obdoby klasickych nastrojov, kde
inicidtorom fungovania je vylu¢ne pohyb divaka.

6 Navzdory racionalite geometrického
jazyka nie sU prace AsSota Haasa vyrazovo
chladnymi a sterilnymi jednotkami. Naopak,
vdaka tomuto jazyku sa vytvéra otvorené pole

pre interakciu. Mimo cielenej interakcie, kde sa
divédk nachadza v programovanej pozicii urcitého
Startéra mechanického fungovania diela, je pre
autora typickd najma ta, v ktorej fragmentuje
a transformuje vizudlne vnemy percipienta tak,
aby vnimal efekty nestdlosti, vibracie ¢i ildzie
pohybu v inak statickych dielach, ktorych strohé
a matematicky presné a zdanlivo nezivé formy tieto
moznosti sprvu vylu€ujd. Autor zamerne rozohrava
hru iluzérnostou, ktora vedie az k vyvolavaniu
zrakovych manipulacii, predovsetkym simuldciou
3D virtudlnych priestorov (nielen) v 2D ploche.
Destabilizuje tym pocit z vnimania beznej reality
a spOsob vizudlneho ¢itania nechava vyslovene
na individualnom vneme divaka, ¢o je délezity
aspekt komunikativnosti jeho diel. Uvedené
formy interakcie a interaktivity posivaju autorove
definuje stret parametrov geometrickej abstrakcie
a jej analytického a exaktne presného jazyka
s prvkami nestalosti, efemérnosti az Zivosti Ci
pulzécie. Vznikd tak ojedinely stav, kde sa k sebe
pribliZzuju raciondlne a striktne dodrziavané pristupy
v kreativhom autorskom procese a moznost
vyvolania subjektivneho pocitu v divékovi.

Asot Haas rozsiruje hranice geometrie
tym, Ze vo svojej tvorbe kladie najvacsi déraz
na pocitovu az metafyzickd stranku vyznenia
svojich prac. Posltva tak chédpanie do iného
¢itania, v ktorom uz geometria nie je len odrazom
raciondlneho myslenia vyjadrujuceho pozitivisticky
vztah k svetu a intelektu, 7 ako to bolo v pripade
umenia geometrie ako jedného zo smerov neo-
avantgard, pritomnej aj v slovenskych podmienkach.
Zamerné nastavenie diela na participaciu divaka,
nielen fascindcia, ale aj programovanie vlastnych
technoldgii ako c¢itatelnych presahov vedy do
umenia, ktoré umoziiuju rafinovane zakédovat
subjekt autora za strohé neosobné a minimalistické
formy diel, rozSiruju moznosti vnimania prac
ASota Haasa, disponujucich na prvy pohlad
iba spektakularnymi povrchovymi vizudlnymi
charakteristikami, o dalsie roviny.

Mira Sikorovd - PutiSova
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The Fickleness of Geometry
(Rational Language vs.
Subjective Perception)

Aside from belonging to the sphere of
geometric abstraction, constructivism and op art,
from a visual point of view the works of ASot Haas
are strongly characterized by perfect high-tech
lines together with balance and precision of the
compositional side, and by pertaining aesthetics.
This is due to the artist’s college experience. He
has worked in design, free sculpting, as well as
glass-design studios. The design approach is
mirrored in his accent on effectiveness and
intention of form; the sculptural training is evident
in the way he works with volume and mass in
relation to space; and he uses the principles of
glass crafting when he works with light and
transparency of materials. The complex of skills of
different ranges and their use have foreshadowed
the artist’s typical non-abidance in one position or
form of visual production, and an ongoing taste
for experimenting. What we might translate as a
permanent search of expression, or indecisiveness,
is in fact deliberate testing of new possibilities and
creating of an exploitable essence, based on the
acquired knowledge. That is why there is always
an experimental side to the artist’s work; through
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it, he searches to expand the limits that enclose
it. The main tool for this is the use of science and
technologies.

The work of A3ot Haas relates
to the tendencies of op art and geometric
abstraction with a strict geometric language,
with the principle of multiplication or serial-
ness, but most of all with an accent on physical
attributes of light and color, so it is an assertion
of both kinetic and static forms of op art.
1 What they have in common are elements of
optical illusionism that stems from the creation
of virtual motion in a work of art that originates in
a “destabilization of even patterns and a perpetual
inversion of object and subject.” 2 The artist
proves he masters the grammar of the language
of geometry mainly by using two shapes - the
circle and the square -, his elementary base units.
Creating of derivates by their multiplication or by
layering of fragments or sectors (as a result of a
permanent analysis of these elementary geometric
forms) enables him to smoothly transition from
2D into 3D, and in so doing he transgresses their
seemingly rigid boundaries. This strategy also

See:

1 THOMASOVA, Karin: Op-art. In: Dejiny
vytvarnych &tylov 20. storoc¢ia, Pallas,
Bratislava 1994, p. 182.

2 1In: Collective of authors: Uméni po
Ttoce 1900. Modernizmus, antimodernizmus,
postmodernizmus. Slovart, Praha, 2007,
p. 380.

See:

3 It is impersonated in the use of
mathematical principles - in coding
and creating of mathematical modules,
and also of principles of cybernetics
and application of physics - mostly
optics and its laws in light and glass
objects.

4 They are usually created through
longterm processes in which the author
verifies and tests more possibilities.
Cooperation with other technologists

or specialized subjects is important,
e.g. with glassworks. In case of glass
objects we are talking about techniques
of gluing, polishing or coloring of glass
tablets, inserting of aluminum foils and
so on, and also the use of specific types
of glass mass with high volumes of lead
(glass with high optical qualities),
generating and subsequent assertion

of unique practices when firing a glass
object. When considering painting, we

are talking mostly about the use of

the so-called digital brush and the
process of applying of lines programmed
by the author through his own authorial
software.

5 RGB (Red-Green-Blue) on monitors
and CMY(K) Cyan-Magenta-Yellow-Black
in print.

6 It is a short experimental film Mother
Wit (2006) and an interactive sound
object based on laser rays Harfa (2009).
More student works stem from the robotic
basis. For more information: http://www.
asot.sk/4/video.html

7. RUSINOVA, Zora: Ad fontes. In:
Collective of authors: 60.roky

v slovenskom vytvarnom umeni, SNG,
Bratislava, 1995, p. 23.

creates virtual spaces, not only in glass sculptures
and light objects, but mainly in flat paintings. It is
a similar variation on the artist’s deconstruction
of reality into pixels and the simulation of another
reality through their re-configuration that he uses
in sculptures. In this case the painting is created
through fractionalization or fragmentation of
the circle or the square, but the simulacra of the
inner spaces are generated similarly under precise
direction of the author. The use of technologies
is a determining moment in the works of ASot
Haas. They are definitely not only a secondary
aspect; on the contrary, they are a distinctive
forming factor. It is crucial to understand them as
components of the complex of the work where
everything is based on their efficiency, effectiveness
and precise realization. Through this, works with
a basis in geometric abstraction and op art
gain not only a qualitative as well as an adjunct
experience upgrade, they also become a principal
proof of the natural coexistence of science and
contemporary art. The use of one’s own, as well
as applied scientific and technological methods
proves the interdisciplinary side of works of art
3 as a typical characteristic of today’s art, but they
are also an inevitable component of experiments.
This is reflected in the development of techniques
that we can often call authorial. 4 Another sign
of the presence or a reference to technologies is
the range of colors in the paintings, created solely
from mixing of basic models. 5 A different aspect
of A3ot Haas' work, one that also fully affirms its
experimental nature, becomes visible through
deviations outside of the dominant forms of his
work. There is the experimental film where the
artist studies transgressions and interactions
of artificial intelligence and the so-called bio
intelligence, interactive realizations with applied
principles of robotics and the so-called dynamic
system that uses laser as a variation to classic
instruments. The motion of the spectator is the
sole operating initiator.

6 Despite the rationality of the
geometric language of Asot Haas’ works, they
are not cold and sterile. On the contrary, an
open field for communication is being created
thanks to this language. Beside the targeted
interaction in which the spectator finds himself

in the programmed position of a certain starter
of the mechanical functioning of the work, it
is also typical for the author to fragment and
transform the percipient’s visual perception so
that he registers the effects of impermanence,
vibration or illusion of motion in otherwise
stationary works, the austere and mathematically
precise and seemingly inanimate forms of which
preclude such possibilities at first. The author
opens the game with illusoriness that leads all
the way to evoking visual manipulations, mainly
a simulation of 3D spaces (not only) in a 2D
space. Through this, he destabilizes the sensation
of perceiving of ordinary reality and he leaves
the method of visual reading entirely to the
individual perception of the spectator. This is an
important aspect of the communicativeness of
his work. The mentioned forms of interaction and
interactivity push the author’s works into a position
in between, a position typical for him, defined
by the interference of parameters of geometric
abstraction and its analytical and exact language
with elements of impermanence and frailty to the
point of liveliness or pulsation. A unique status is
created - the rational and strictly followed methods
in the creative authorial process are coming closer
together with the possibility of evoking a subjective
feeling in the spectator.

ASot Haas broadens the horizons of
geometry by accentuating the emotional, even
metaphysical aspect of his work’s effect. He
pushes the understanding into a different kind
of reading, into a place where geometry is not
only a reflection of rational thinking, expressing a
positivist relationship to the world and to intellect
7 as was the case of the art of geometry, one
of the courses of the neo avant-gardes present
also in the Slovak context. At first glance, his
works bear spectacular surface characteristics,
visually speaking. A deliberate configuration of
the artwork in a way that requires the spectator’s
participation, and not only a fascination but also
the programming of his own technologies that are
readable transgressions of science into art and that
enable a cunning encoding of the subject of the
author behind austere, impersonal and minimalistic
forms of the artwork, add more dimensions to the
perception potential of the works of ASot Haas.

Mira Sikorovad - Putisova
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Neohranicenost
geometrie,
posuvanie hranic,
unik od reality

Boundlessness
of Geometry,
Shifting of
Boundaries,

Escape from Reality

Ludmila Kasaj Polackova
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Neohranic¢enost geometrie,

posuvanie hranic,

unik od reality

Tvorba ASota Haasa ma niekolko
zdsadnych poldh, v ktorych autor preukazuje
schopnosti dizajnéra, sklara, sochéra, kresliara-
maliara, medidlneho umelca, avsak vsetky
zjednocuje kone¢ny geometricky charakter. Haas
oproti svojim ,starsim predchodcom”, pracujacim
v dnes nam javiacej sa jasne definovanej linii
kinetického umenia druhej polovice patdesiatych
rokov a abtraktnej geometrie 3estdesiatych
rokov, stavia viac na praci s experimentovanim -
posuvanim hranic definujicich tdto tendenciu do
novych poléh.

Autor sa nepriamo vymedzuje voci
jasnym geometrickym principom. Kym geometrickd
abstrakcia 60. az 80. rokov 20. storocia je vac¢Sinou
spajana s undergroundom neoficidlneho umenia
svojej doby, aktualna podoba/kontextualita
stcasnych geometrickych smerov ma znacne
kyberkultarny charakter, kde akakolvek (ne)oficialita
(ne)ma jasny vyznam. Autor svojim zmyslanim
a tvorbou pokracuje v presahovani moznosti
principov geometrizmu.

Tvorba ASota Haasa nesie v sebe jasné
znaky uz prezitych domacich dekdd geometrie -
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povedané v duchu filozofického konstruktu Rolanda
Barthesa, ktory v roku 1967 ohlasil Smrt autora
ako autorského subjektu a institucie autorstva.
Text (dielo) nie je vysostne autorska zalezitost,
pretoZe je stretom mnohych pisomnych prejavov
(diel, interpretacii), z ktorych ani jedno nie je
povodné, nakolko su vsetky vysledkom réznorodych
kultdrnych zdrojov. Autor textu (diela) je podla
Barthesa modernym produktom pozitivisticky
orientovanej spolo¢nosti, ktora vytvorila ludské
individuum, a preto pre osudy textu (diela) je
dolezitejsi Citatel, pre ktorého je text uréeny
a ktory zarovefi rozhoduje o napisanom texte (diele)
a konstituuje ho. Z diel ASota Haasa sa ndm (ne)
prihovara autor, ale isty vizudlny jazyk - kéd. Autor
musel metaforicky zomriet — uml&at sa, aby sa
mohla rozvinat dloha divaka, ktory nie je zatazeny
historickym poznanim... Barthesova metaforicka
téza sa tak da naplno aplikovat v perceptivnej
i receptivnej rovine prijemcov a interpretdtorov
Haasovho diela.

Dielo ASota Haasa je obohacujace
zdsadnou a délezitou skutoénostou, ktorou
v barthesovskom ponimani (ne)mala moZnost

disponovat ¢ast pomerne 3irokej zakladne predstavitelov novej geometrie. Ide o skuto¢nost a skisenost
s (neo)konceptudlnym umenim. Tvorivy princip ASota Haasa si dovolujem nazvat synkretickym.
Dominancia znakov op-artu, (neo)konceptudineho umenia, novych médii a fascinacia novymi technolégiami
a materidlmi sa umociiuje v minimalistickych permutacidch a sériovosti v symetrickom usporiadani
kompozicii. Haasova aZz matematicka tuzba po pravidelnosti a neosobnosti pdsobi emotivne, mozno
dokonca spiritudlne, aj vdaka sublimovanym monochrémnym prvkom v spolupraci so svetlom. Casto az
(ne)materidlna idea a minimalistické prevedenie formy nutia divakovu mysel zaangaZovat sa viac, ako
sa len obmedzit na prvotny vizualny vnem.

Autor pomocou najnovsich technolégii konstruuje do zloZitych novotvarov sklo, leskly biely kov,
plexisklo, pricom ich umocniuje cielenym nasvecovanim. Geometrické tvary, naj¢astejSie Stvorec a kruh,
s vychodiskami v komponovani a vytvarani optickych hier/foriem. Na prvy pohlad minimalisticka forma
je optickym klamom ukryvajacim zlozity systém. Vdaka nemu nase oci vidia prelinanie dvojrozmernych
pléch do trojrozmernych optickych vnemov. Inovativne chdpanie a vnimanie hmoty v kombindcii s réznymi
materialmi a novymi naro¢nymi technolégiami spracovania skla - to su charakteristiky, ktoré najlepsie
vystihuja tvorbu ASota Haasa.

Nadviazanie na geometricky prid s pouzitim konstruktivistickych tendencii spdsobilo, ze
Asot Haas opéatovne vyvolal zadujem o geometrické objekty vytvorené zo skla ¢i kovovej folie, s malymi
kovovymi prvkami v sklenenych tabuliach. Sériovost a repeticia sa v nasom umeni vyvijali v réznych
plosnych i priestorovych modifikacidch. ASot Haas vyuZziva v procese tvorby racionalitu konstrukénych
matematickych modulov, vdaka ¢omu vyvolava u divdka emocionalne zazitky,¢im zdmerne akoby neguje
akékolvek zaskatulkovanie do konkrétnej vytvarnej tendencie.

Ojedinelost tohto autorského pristupu v nasom lokalnom prostredi jasne definuje ,novy
jazyk geometrie”, ktory uz nie je postaveny na dodrziavani noriem a pravidiel, ale razantne prenikad do
réznych vytvarnych smerov, 3tylov, ¢im podnecuje divaka k Gvahe o vizuadlnom. Intuitivnost Haasovho
nepredmetného umenia nam poskytuje priestor asociovat predstavy o vizualnych geometrizmoch dne3nej
doby.

(Text vychadza z kuratorského prispevku k vystave: ASot Haas - Za hranicami geometrie? v Galérii umenia
Ernesta Zmetaka v Novych Zamkoch)

Ludmila Kasaj Polackova

Vychodiskovd literatlra:

BELOHRADSKA, Luba - TROJANOVA, Eva: Hranice geometrie. Bratislava: Petum, 2009
JANKOVICOVA, Sabina: Dekady 1960 - 2010. Slovenské sklo. Bratislava: Galéria NOVA, 2011
JANKOVICOVA, Sabina (ed.): Slovak Contemporary Glass. Bratislava: Galéria NOVA, 2008
KASAJ POLACKOVA, Ludmila: A&ot Haas - Za hranicami geometrie?, Nové Zamky. Galéria umenia
Ernesta Zmetdka v Novych Zadmkoch, 2012
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Boundlessness of Geometry,

Shifting of Boundaries,

Escape from Reality

The work of ASot Haas has a number
of crucial aspects through which the author
demonstrates his skills as a designer, glassmaker,
sculptor, draftsman/painter and media artist, but
all of these are united through the conclusive
geometric character. In comparison with his older
predecessors who work within the lines of kinetic
art of the second half of the 1950’s and abstract
geometry of the 1960’s, a line that we now
perceive as clearly defined, Haas focuses more on
experimenting — pushing boundaries that define
this tendency into new positions.

The author is indirectly defining himself
in regard to clear geometric principles. While
geometric abstraction of the 1960’s - 1980’s is
mostly linked to the underground of the unofficial
art of its era, the current form/contextualization
of contemporary geometric tendencies has a
considerably cyber-cultural character in which
anything (un)official does (not) have an overt
meaning. With his mentality and his work the
author continues to exceed the possible principles
of geometrism. The work of ASot Haas bears
evident signs of the already-outlived decades
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of home geometry - said in the spirit of the
philosophical construct of Roland Barthes who
in 1967 announced the Death of the Author
as an authorial subject and as an institution
of authorship. A text (artwork) is not solely an
authorial affair because it is the meeting point of
many written texts (artworks, interpretations),
of which none is original since all of them are
the result of various cultural sources. According
to Barthes the author of the text (artwork) is a
modern product of a positivistically oriented
society that has created a human individual, and
therefore the reader is more important for the fate
of the text (artwork) - the reader for whom the
text was meant and who at the same time decides
about the written text (artwork) and constitutes
it. It is (not) an author who communicates with
us through the works of ASot Haas, but rather a
certain visual language - a code. The author had to
metaphorically die - extinguish himself - so that
the role of the spectator who is not burdened
by the historical knowledge could evolve... Thus
Barthes’ metaphorical thesis can be fully applied
on both the perceptive and receptive levels of the

receivers and interpreters of Haas’ work.

The work of ASot Haas is enriching via an essential and important actuality that - according
to Barthes - was (not) available for part of the relatively broad base of the representatives of new
geometry. We are talking about this actuality and the experience with (neo)conceptual art. | take the
liberty of calling the creative approach of ASot Haas syncretic.

The domination of op art symbols, (neo)conceptual art, new media and the fascination with
new technologies and materials amplifies in minimalistic permutations and in a serial quality in the
symmetric alignment of compositions. Haas’ almost mathematical desire for regularity and for the
impersonal seems emotional, perhaps even spiritual, also thanks to sublimated monochrome elements
in cooperation with light. Often an almost (im)material idea and a minimalistic realization of the form
force the spectator’'s mind to get involved beyond the initial visual perception.

By means of state-of-the-art technologies the author constructs glass, glossy white metal
and plexiglass into complex new formations, while he amplifies them with lighting. Geometric shapes,
mostly the square and the circle, are the starting point in composing and creating of optical games/
forms. At first glance a minimalistic form is an optical illusion hiding an intricate system. Thanks to it
our eyes see the blending of 2D surfaces into 3D optical perceptions. An innovative understanding and
perceiving of mass in combination with various materials and with new challenging technologies of glass
workmanship - those are the characteristics that best describe the work of ASot Haas.

By linking to the geometric current while using constructivist tendencies ASot Haas has re-
invoked interest in geometric objects composed of glass or metal sheet, with small metal elements in the
glass plates. The serial character and repetition in our art have involved in different surface and spatial
modifications. In the process of creation ASot Haas is using the rationality of construction mathematical
modules, due to which he evokes emotional experiences in the spectator and by doing that he deliberately
negates any attempts to limit him into a specific visual-arts tendency.

The singularity of this authorial approach in our local setting clearly defines a new language
of geometry that does not rely on following norms and guidelines, but fiercely penetrates into various
art movements, styles, thus spurring the spectator into thinking about the visual. The intuitiveness of
Haas’ non-objective art gives us space to associate the ideas of visual geometrisms of today.

(The text is based on the curatorial contribution to the exhibition: ASot Haas - Za hranicami geometrie?
in Galérii umenia Ernesta Zmetéka v Novych Zamkoch)

Ludmila Kasaj Polackova
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Asot Haas
16. 07. 1981, Moskva (RU)

SUv > Skola uzitkového vytvarnictva Josefa Vydru v Bratislave
- ateliér Kamenosochdrstva - V. Pohanka - 1996 - 2000
VSVU - Vysokd 8kola vytvarnych umeni v Bratislave
- ateliér Industrial Design - F. Chrenka - 2000 - 2002
VSVU - Vysokd 8kola vytvarnych umeni v Bratislave
- ateliér Transport Design - 5. Klein- 2002 - 2003
VSVU - Vysokd 8kola vytvarnych umeni v Bratislave
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VSVU - Vysokd 8kola vytvarnych umeni v Bratislave
- ateliér Socha, objekt, instalacia - J. Meli§ - 2004 - 2007

Born in July 16th, 1981 in Moscow

Secondary School of Applied

Arts of J.Vychra = Department of Stone Sculpting - V. Pohanka - 1996 - 2000

AFAD -> Department of Industrial Design - F. Chrenka - 2000 - 2002

AFAD -> Department of Transport Design - 5. Klein - 2002- 2003

AFAD - Department of Glass - J. Gavula - 2004 - 2005

AFAD -> Department of Sculpture, Object, Installation - J. Melis- 2004 - 2007
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Samostatné vystavy / Solo exhibitions

2012
2012
2011
2010
2010
2009710
2009
2007

Nestdlost geometrie / INSTABILITY OF GEOMETRY - PovaZskd galéria umenia, Zilina - SK
IN PLACE ELEMENT STRUCTURE - Galerie Pecka - Praha - CZ

PLUS/MINUS - Galéria + - 0,0, Zilina - SK

ASOT HAAS & NENAD BRANKOVIC / 3366 - Galéria Nova - Bratislava - SK

Ausfligler AH - Hotel Begardenhof - K&ln am Rhein - D

ART FROM CODE - Galéria Z - BA - SK

PUZZLE - ASot Haas & Nenad Brankovi¢ - Galéria Nova - BA - SK

0 in O - Galéria Nova - BA - SK

Kolektivne vystavy / Group exhibitions

2012
2012
2011712
2011
2011
2011
2011
2011
2011
2011

2010
2010
2010
2010

2010
2010

2010
2009
2009
2009
2009
2007
2007
2007
2006
2006
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Socha a Objekt XVII / SCULPTURE and OBJECT XVII - Narodné osvetové centrum - Bratislava - SK
European Glass Context 2012 - Bornholm - DENMARK

GEOMATHART -POLAND / CZECH REPUBLIC / SLOVAKIA & USA / New Yotk - USA

Slovak Glass Art - Gallery NOVA Project - Beirut’s Souks - Jewelry Souk - Beirut - LEBANON

Glass Presentation - Plateaux Gallery - London - UK

Voices Live 24 - Heineken Tower Stage - Bratislava - SK

GLASSART - Galarie Mark Peet Visser - Parade 29, 5211KL ‘s-Hertogenbosch - H

Socha a Objekt XVI. / SCULPTURE and OBJECT XVI. - Galéria Kressling - Bratislava - SK

Cena Galérie NOVA: Sklo 2011 / GALLERY NOVA GLASS AWARD 2011 - Galéria Medium - Bratislava - SK
Soucasnad slovensko geometrie 2 / CONTEMPORARY SLOVAKIAN GEOMETRY

2 - Galerie mésta Plzne o.p.s. - Plzen - CZ

Pecha Kucha Night Zilina, Volume 13 - Zilina - SK

GLASSART - Galarie Mark Peet Visser - Parade 29, 5211KL ‘s-Hertogenbosch - H

Kruhy na vode 2010 / RINGS IN WATER 2010 - Ustredie ludovej umeleckej vyroby (ULUV) - Bratislava - SK
Svetlo v umeni, Svetlo v nas / LIGHT IN ART, THE LIGHT WITHIN US

- Galéria mesta Bratislavy/ GMB - Mirbachov paldc - Bratislava - SK

AFTER HOURS - The Orange County Center for Contemporary Arts - OCCCA - Santa Ana - California - USA
Socha a Objekt XV. / SCULPTURE and OBJECT XV

- Medzindrodnd vystava velkorozmernych diel - Bratislava - SK

VAN PRIMAVERA 2010 ART - Rotterdam - H

Hranice geometrie / BORDERS OF GEOMETRY - Narodné osvetové centrum - Bratislava - SK

Black & White - Galéria Kressling - Bratislava - SK

Cena Galérie NOVA : Sklo 2009 / GALLERY NOVA GLASS AWARD 2009 - ViaGallery - Bratislava - SK
Hranice geometrie / BORDERS OF GEOMETRY - Galéria Z - Bratislava - SK

Biendle uzitkové umenia / BIENNIAL OF APPLIED ARTS - Narodné osvetové centrum - Bratislava - SK
Cena Galérie NOVA : Sklo 2007 / GALLERY NOVA GLASS AWARD 2007 - Galéria Z - Bratislava - SK
European contemporary art fair - Strasbourg Wacken - F

International Film Festival Bratislava - Bratislava - SK

Movie Festival Azyl - 1st place for 1 minute movie “mother wit” - Bratislava - SK

Ocenenia / Awards

2007 1. Cena - Cena Galérie NOVA : Sklo 2007 / 1st place for GALLERY NOVA GLASS AWARD 2007
2006 1. miesto za krdtkometrdzny film “MOTHER WIT” prezentovanom

na mezinarodnom filmovom festivale - IFF Bratislava / Movie Festival IFF Bratislava

- 1st place for 1 minute movie “mother wit”

Zastupenie v zbierkach / Works in collections

Galéria GIK / Gallery GIK - Bratislava - SK

Galéria mesta Bratislavy / Municipal Gallery - Bratislava - SK
Galéria Nedbalka / Gallery NEDBALKA - Bratislava - SK

Galéria NOVA / Gallery NOVA - Bratislava - SK

SOGA auktnd spoloc¢nost / SOGA Auction Company - Bratislava - SK
TATRA BANKA - Private banking

V domdcich a zahranicnych sukromnych zbierkach / In domestic and international private collections.
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Galéria NOVA
Bratislava 2012

ASot Haas

Vydavatel / Publisher: Galéria NOVA a.s.
Graficky dizajn / Graphic design

NENBRA Graphic Design Studio

Tlac¢/Print: REMKA
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811 03 Bratislava
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Texty / Texts
Ludmila Kasaj Polackova
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Fotografie / Photographs
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