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Str: 13:00 - 20:00 / Wed: 1 p.m. - 8 p.m.
Stv - Ned: 12:00 - 19:00 / Thu: 12 - 7 p.m.

OTVORENE / OPEN

Pon: 12:00 - 19:00 / Mon: 12 - 7 p.m.
Uto: zatvorené / Tue: closed

Vstup volny / Free entry
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Nathan Baker, Myriam El Haik, Ciaran Walsh,

Pritomnost a absencia objemov formuji nase vnimanie trojrozmer-
ného prostredia. V zapadnej priestorovej tradicii od cias renesancie
vychadzalo organizovanie a artikulovanie priestoru z perspektivne;j
mriezky. V tradicii kérejskych, japonskych a ¢inskych krajiniek 15.

a 16. storocia sa vSak na reprodukovanie iltzie hibky a perspektivy
na dvojrozmernom povrchu pouzival iny technicky pristup: prazdno.
V spominanych tradiciach zobrazovania, napriklad pri zndzornovani
pohladu na nejaka horu, vytvarnik niektoré prvky — napr. oblak —
vynechaval. Skor sa sustredil na jeho okolie, pricom ho spracoval ako
vizualny vnem objemu prostrednictvom chybajtcej, pritom vsak vidi-
telnej pritomnosti oblaku.

Pojem ,,mu* oznacuje absenciu, ktora Vypiﬁa objem. ,,Mu* je
pritomnost cez prazdnotu a doslova znamena ,,nic®, ,,neexistenciu®,
Hhie®; ale aj ,,zapor®, ,bez a ,nebytie”. Okrem toho, ,,mu‘ je kltcovou
kultarnou koncepciou tradicie Zen: prazdno zosobnujuce stav ,,ne-
jestvovania®, pre tych, ktorym je $tidium Zen urcené. Na vysvetlenie
»mu dobre posltzi koan (meditacny pribeh) cajovej salky. Pri pohlade
na Salku vidime jej fyzicka podobu, pevny keramicky material, jej tvar
a obrysy. Délezitejsie je vsak to, ze vidime prazdno v nej, ovalnu du-
tinu, ktora tvaruje jej podobu. Prazdny priestor je tou najdolezitejsou
sacastou salky: je funkciou tohto predmetu. Pretoze dévodom jej exis-
tencie je pritomnost prazdna. Prazdny priestor je zakladnym prvkom,
ktory sliizi na opisanie Gcelu a existencie salky.

»Mu® (nebytie) je v podstate stav medzi ¢innostou a nec¢innostou.
Napriek tomu ,,mu* nema iadnu paralelu v zapadnej filozofii. Styria
zahrani¢ni vytvarnici pozvani na spolo¢nu vystavu Into the MU, napriek
tomu, Ze sa zaoberaja inymi vyrazovymi prostriedkami a maji iné
zameranie, prijali pozvanie, aby preskamali dimenzie tohto stavu z roz-
nych uhlov.

Ciaran Walsh napisal kratky sci-fi roman The Sickness, Book One, prvy
zo série, ktora predstavuje Styri rézne postavy. Ich pribehy st vzajom-
ne previazané tym, ze sa odohravaju v blizkej budtcnosti, v prostredi
zachvatenom paranojou, v ktorom sa $iri nevyliecitelna epidémia. Wal-
sh nasledne vytvoril drevent instalaciu, ktort umiestnil do priestoru
galérie a ktora zahina prva kapitolu knihy 7he Sickness, Book One ako
predmet, ktory si navstevnici mohli vziat a precitat. Instalacia sa stava
metaforou Stvordielneho knizného projektu, ktory este posilnuje zazitok
z knihy v samotnom priestore LAB: publikacia a vystaveny exponat, aj
ked stojace nezavisle, podla toho, ¢i sa navstevnik rozhodne knihu citat
alebo necitat mimo tohto priestoru, st nerozlu¢ne previazané, ako vy-
tvor jeden druhého.

Koédované struktary st aj sacastou diela Myriam El Haik s nazvom
1oy 1oy II!. Na podlahe ulozena okrihla plastika pozostava z jednotli-
vych casti reprezentujicich isty sled kompozicie, ktorti napisala vytvar-
nicka. Na stene vedla tejto struktary visi partitara, ktort dopiflajﬁ Styri
malé hrackarske pidna v jej blizkosti. Toto dielo je zaroven miesto pre
preformanciu, v ramci ktorej Haik spolu s tromi dal$simi muzikantmi
nazivo hra svoju skladbu. Je to priestor, ktory priam pobada k aktu
hrania, zatial Co prezentuje zhmotnenie toho, ¢o poc¢ivame, a pontka
nam dalsi sposob, ako prezivat hudbu a rytmus.

Cas, priestor, ¢innost a necinnost rozmazavaju svoje fyzické hranice
v dvoj-rozmernych objektoch Nathana Bakera, ktory skiima povrch
a sposob, akym spractivame proces tvorby a vnimania obrazov. Medzi
fotografiou, malbou a performance, prechadza sledovany objekt viace-

INTO THE MU

Elisa Rusca
kuratorka vystavy / exhibition curator

rymi $tadiami manipulacie, pricom kazdé zanechava nejaky odtlacok,
stopu; viac ¢i menej viditelne, viac ¢i menej rozpoznatelne.

Dusan Zahoransky pracuje na semiotickych aspektoch v sacasnych
vizualnych jazykoch tykajacich sa verejnej sféry. Pre vystavu Into the MU
Zahoransky natocil video okolo bratislavského pamétnika Slavin, a pre-
mieta ho na netradi¢nej obrazovke, pricom sa pohrava s nasimi pred-
stavami o povrchu, svetle a objekte, ktoré s v podstate sticastou mie-
rok, ktoré pouzivame pri vnimani reality, ale aj pritomnosti ¢i absencie.
Monument na Slavine je pamétnym cintorinom vojakov, padlych
v druhej svetovej vojne, a natocenie prave tohto miesta, ktoré ma svoj
historicky vyznam, pridava instalacii dalsiu sémanticka vrstvu: spaja ju
s relativitou pritomnosti a absencie stvisiacej s konstrukciou historie.

Navstevnici LABu vstupuja do heterogénneho priestoru, v kto-
rom sa spaja socha, videofilm a fotografia, ale aj literatira, semiotika
a hudba. Spolo¢ne poukazujt na to, ako dolezité je zastavit sa a poroz-
myslat nad neviditeInymi stvislostami, ktoré spajaja a drzia pokope to,
o st myslime, ze ma svoj vyznam. Vystava Into the MU skima pojem
prazdnoty a relevantnosti jej beztvarych tvarov v sicasnom kontex-
te, ktory, ako sa zda, sa neustale a ztfalo snazi zaplnit sa predmetmi
a obrazmi, znakmi a symbolmi, vyznamom a informaciami. Ako to
definuje Irit Rogoff, ak je infrastruktira neviditeInou mriezkou, ktora
podmienuje nas pohyb v ramci post-semiokapitalistického sveta, ,,mu
zosobnuje Smyklavé miesta medzi uzlikmi infrastruktary a vytvara tak
nové vychodisko pre nazeranie na realitu.

Elisa Rusca je historicka umenia, kurdtorka a kriticka pdsobiaca v Berline. V sicasnosti je

doktorandkou na Ratedre vizudlnych stidii na Goldsmuths University of London.

The presence and the absence of volumes structure our perception of
a three-dimensional environment. In the western spatial tradition since the
time of the Renaissance, the organisation and articulation of space has
been based upon the perspective grid. However, in the 15" and 16* Cen-
tury tradition of Korean, Japanese and Chinese landscapes, another tech-
nical strategy was used to reproduce the illusion of depth and perspective
on two-dimensional surfaces: the void. In the aforementioned pictorial
traditions, for example in depicting a mountain’s view, the artist would not
have painted an element such as a cloud. On the contrary, he would have
worked on its surroundings, developing a visual impression of volume
through the missing, yet visible, presence of the cloud.

This is the notion of the “mu”: the absence that occupies a volume. The

s ”

“mu” is presence through emptiness and literarily means “nothing”, “not”,
“no”, but also “negative”, “without” and “nonbeing”. In addition, the “mu”
is a key cultural concept in the Zen tradition: the void embodying the state
of “nonexistence”, to whom the study of Zen is dedicated. To explain the
“mu”, there is the koan (a meditation story) of the teacup. If you look at
a cup you will see its physical appearance, its solid ceramic material, its
shape and contours. More crucially, you will see the void in it, the round
hollow that models its design. The empty space is the most important part
of the cup: the function of the object itself. Its reason to be relies on the
presence of that void. The empty space is a fundamental element to de-
scribe the purpose and the existence of the cup.

In fact, “mu”, the nonbeing, is a state between activity and inactivity.
Yet, the “mu” doesn’t have any correspondences in Western philosophy.

Dusan Zahoransky

The four international artists invited to join Into the MU, while dealing with
different media and focus, accepted this challange to explore the dimen-
sions of this state from different angles.

Ciaran Walsh wrote a short science-fiction novel, The Sickness, Book
One, the first of a series presenting four different characters, whose
stories are all related by taking place in a near-future, paranoia-driven
environment, where an incurable epidemic has spread. Walsh then con-
ceived of a wooden installation that is placed into the gallery space,
which includes the first chapter of The Sickness, Book One as an object
that visitors could take and read. The sculpture becomes a metaphor of
the four-part book project, amplifying the experience of the story in the
LAB’s own room: the publication and the exhibition’s display, albeit stand-
ing independently according to each visitor’s decision to either read or
not read the book outside the space, are indissolubly entangled, one the
offspring of the other.

Coded structures are also present in Myriam El Haik Toy Toy Il!, where
a round sculpture on the floor is constituted by single pieces representing
the sequence of a composition written by the artist. The partition hangs
on the wall next to the structure, which is completed by four small toy
pianos positioned in its proximity. The work is also the set for Haik’s live
performance of the composition along with three other musicians - the
space calling for the act of playing, while presenting the materialisation of
what we can hear, gives us another way to experience music and rhythm.

Time, space, action and inaction blur their physical boundaries in the
two-dimensional objects created by Nathan Baker, who explores surface
and the manner in which we deal with the ongoing production and con-
sumption of images. In between photography, painting and performative
act, the object we see passes thought multiple states of manipulation,
each of them leaving a print, a trace; more or less visible, more or less
recognisible.

Dusan Zahoransky works on semiotic aspects in contemporary visual
languages relating to the public sphere. For Into the MU, Zahoransky re-
alised a video turning around the Slavin monument in Bratislava, and pro-
jected it on an unconventional screen, playing with our preconceptions of
surface, light and object, which are in fact part of measurements we use
to perceive reality, and also presence and absence. The Slavin monument
is a World War Il memorial and military cemetery, and the choice to record
this specific place, which has a historical value, adds a semantic layer to
the installation: connecting it to the relativity of presence and absence
related to the construction of history.

Visitors of the LAB enter a heterogeneous space where sculpture, video
installation and photography, but also literature, semiotic and music, come
together, pointing at the importance of stopping and considering the im-
perceptible links holding together what we believe to have meaning. Into
the MU explores the concept of emptiness and the relevance of its formless
shapes in a contemporary context that seems to be constantly and des-
perately looking to be filled - with objects and images, signs and symbols,
meaning and information. If, as Irit Rogoff defines it, the infrastructure is
the invisible grid conditioning and moving us in our post-semiocapitalistic
world, the “mu” embodies the slippery spaces in between the infrastruc-
ture’s knots, creating a new point from where to start looking at reality.

Elisa Rusca is an art historian, curator and writer based in Berlin. She’s currently PhD

candidate in Visual Cultures at Goldsmiths, University of London.
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1 Nathan Baker: Bez ndzvu, 2014, pigment
na adhéznej latke, foto: archiv autora
Nathan Baker: Untitled, 2014, pigment on
adhesive fabric, photo: archive of the artist

2 Myriam El Haik: Farebné stavebnice, 2015,
koléaz, foto: archiv autorky
Myriam El Haik: Color Kits, 2015, collage,
photo: archive of the artist

Ciaran Walsh: Fragmenty nezndmeho ucenia,

2014, instalacia, foto: archiv autora

Ciaran Walsh: Fragments of Unknown Teaching,
2014, installation, photo: archive of the artist

Dusan Zahoransky: Tisert toho namluvi,
2015, instalacia, foto: Martin Polak
Dusan Zahoransky: Anxiety speaks a lot,
2015, installation, photo: Martin Polak



