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. Experimentélna ¢rta je tak v autorove;j
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 zdklade
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
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Pozri viac:

3 Zosobiuje 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 fo6lii

¢i inych redlii, dalej pouzivanie
Specidlnych typov sklenenej hmoty

s vysokym obsahom olova

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

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

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

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

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

Vyuzivanie technologii je ur€ujucim
znakom tvorby ASota Haasa. Rozhodne nie
sU len jej sekundarnym aspektom, naopak, su
vyraznym formotvornym cinitelom. Je nevyhnutné
ich chapat ako suc¢ast 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 Gzko spojeny zazZitkovy
L,upgrade”, ale zarovef su aj zadsadnym ddkazom
prirodzenej koexistencie vedy a suc¢asného
umenia. PouZivanie vlastnych, no aj aplikovanych
vedeckych a technologickych postupov svedci
o interdisciplinarnej stranke diel ako jedného
3 z typickych rysov dnesného umenia, no zaroven
sU nevyhnutnou zloZzkou experimentov. Odraza sa
to vo vzniku technik, ktoré mdézeme v mnohych
pripadoch oznacit ako autorské. 4 Znamkou
pritomnosti, resp. odvolanim sa na technolégie je aj
farebnost v malbach vznikajuca vyluéne z miesania
zakladnych modelov. 5 Inou strankou tvorby ASota
Haasa, ktora 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 realizédcie s uplatnenymi principmi
robotiky alebo tzv. dynamicky systém s pouzitim
lasera ako obdoby klasickych nastrojov, kde
inicidtorom fungovania je vyluéne pohyb divaka.

6 Navzdory racionalite geometrického
jazyka nie sU prace ASota 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 t3a, v ktorej fragmentuje
a transformuje vizudlne vnemy percipienta tak,
aby vnimal efekty nestdlosti, vibracie ci ilazie
pohybu v inak statickych dielach, ktorych strohé
a matematicky presné a zdanlivo nezivé formy tieto
moznosti sprvu vylucuju. Autor zdmerne rozohrava
hru iluzérnostou, ktord vedie az k vyvolavaniu
zrakovych manipuldcii, predovsetkym simulaciou
3D virtualnych priestorov (nielen) v 2D ploche.
Destabilizuje tym pocit z vnimania beznej reality
a spdsob vizualneho ¢itania nechdva vyslovene
na individuadlnom vneme divaka, ¢o je doélezity
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 ¢i
pulzacie. Vznika tak ojedinely stav, kde sa k sebe
priblizuja racionalne a striktne dodrziavané pristupy
v kreativnom autorskom procese a moznost
vyvolania subjektivheho pocitu v divdkovi.

Asot Haas rozsiruje hranice geometrie
tym, Ze vo svojej tvorbe kladie najvacsi doéraz
na pocitovld az metafyzickd stranku vyznenia
svojich préc. Posuva tak chapanie do iného
¢itania, v ktorom uz geometria nie je len odrazom
raciondlneho myslenia vyjadrujiceho 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
technolégii ako ¢itatelnych presahov vedy do
umenia, ktoré umoziiujd rafinovane zakddovat
subjekt autora za strohé neosobné a minimalistické
formy diel, rozSiruju moznosti vnimania prac
ASota Haasa, disponujucich na prvy pohlad
iba spektakuldrnymi povrchovymi vizudlnymi
charakteristikami, o dalSie roviny.
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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
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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.
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