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Evgenij Kozlov (E-E): CHAOSE ART

“CHAOSE ART” is a term Evgenij Kozlov
coined in 2009. It describes the formal com-
plexity of a painting or drawing where different
elements — figures, geometrical forms, symbols
— are assembled one by one, without a com-
positional plan. This is art after the disappea-
rance of meaning; the attempt to find this lost
meaning or rather, the desire to introduce new
meaning into art, as into life, out of chaos. It is
a completely new approach to art starting in the
early 20th century — sparked off by Abstract art,
advanced by the Dada movement, fuled by Pop
art, and now constituting the main approach in
the 21st century. Some of the artists entirely or
partly pursuing CHAOSE ART principles are
Wassily Kandinsky, Pavel Filonov, Joan Mir¢,
Willem de Kooning, Jean Dubuffet, Roberto
Matta, Jackson Pollock, Arshile Gorky, Robert
Rauschenberg, Kenny Scharf, Jean-Michel
Basquiat, Sigmar Polke, Martin Kippenberger,
Francis Bacon, Shinro Ohtake, Georg Baselitz,
Evgenij Kozlov (E-E), Jason Rhoades, Neo
Rauch, Jonathan Meese, Jonas Burgert. '

In CHAOSE ART, the application of the artistic
means is often unconsidered, but never ran-
dom. If we consider, for instance, a painting by
Jean-Michel Basquiat, it inspires harmony in
spite of its obvious anarchic style.

In the case of Kozlov’s art, however, the
seemingly uncontrolled way of building up
a composition is in fact the result of a highly
conscious method. It aims at enhancing what
he calls the “spiritual layer”. The spiritual layer

1 The letter “E” in “CHAOSE” is a reference to Evgenij
Kozlov's artist name “E-E”. An introduction into the theory
of CHAOSE ART, based upon the findings of E. Kovlov
and written down by Hannelore Fobo, can be read at the
end of this document in English and Russian.

is what remains of a work of art when we first
remove the paint (or anything else on top of the
medium) and then the medium itself. The mate-
rial “nothing” or “zero” we obtain is the equiva-
lent of the spiritual essence of this work of art; it
is, in fact, art itself.

The main contribution for the spiritual layer to
arise comes from the human figure and, in the
artist’s owns words, the face and its expressi-
on. Exploring the potential wisdom of a human
being, it is here that the artist’s creative intelli-
gence finds its most important manifestation.
When looking at Evgenij Kozlov’s art, we find
this approach combined with subtle as well as
anarchic humour. In 1998, when he wrote the
children’s “Poem on orange peels”, inventing
the character of a little piggy called “Chruni”, he
made it say:

On the human face

The ears appear strange,
and not pointed enough.
The nose not hip enough;
the eyes not kind enough;
the mouth not wise enough;

the facial shape not round enough.

In this way, Evgenij Kozlov’s art is not a criti-
cal response to the constraints of the imperfect
world, but an attempt to unfold the human po-
tential through new images and symbols. In the
process of creation these elements may gather
in a chaotic way only to build up a cosmos of a
higher order.

Selection of works

The 103 selected works are from 1982 to
2013, either being part of larger thematic and
stylistic cycles or standing out as single works.



They represent one of several stylistic positions
by Evgenij Kozlov — CHAOSE ART, which is
described above — , whereas works belonging
to a more minimalistic or abstract position were
not included.

From 2008 up to now the artist has been
working on a large series of graphic works on
paper, dedicated to the twentieth century and
called “Century XX”. It is based on 102 collages
(Century XX, part 1, with a book edition for the
Biennale di Venezia library), and, when fini-
shed, will comprehend approximately 500 origi-
nal drawings and the same number of so-called
“light boxes”. Here the style of CHAOSE ART
is elaborated to its full extent with the help of a
new technique. Eighteen examples of “Century
XX “ have been included into this document.

Evgenij Kozlov — biography

Evgenij Kozlov was born in Leningrad in 1955.
In the 1980s he was an active member of the
most important Russian avant-garde art group
“The New Artists”. His works have been shown
internationally since the late 1980s, beginning
with the Kulturhuset, Stockholm (1988), Blue-
coat Gallery, Liverpool, (1989) Micsarnok,
Budapest (1990).

From 1991 to 1991, his Leningrad studio
“‘Russkoe Polee” (The Russian Field) was
legendary as a meeting place for artists, jour-
nalists (as reported in “Aspects” on German
television) and gallery experts. It was there the
German curator Hannelore Fobo met the artist
in 1990, and in 1994 he moved to Berlin, where
they both opened “Russkoe Polee2” (1994 —
2008) within the confines of an old factory. Here
he continued to collect works by Russian artists

for his large collection “2x3m”, now consisting
of 50 works of this size.

In 2007, Maurizio Cattelan, Massimilano Gioni
and Ali Subotnik included Evgenij Kozlov into
a list of 100 “great solitary masters” presented
in the “Charley 05” album, making him the only
Russian artist in his “gallery of obsessions”.

His last exhibitions include “Brushstroke”, The
Russian Museum, St. Petersburg (2010), “Ost-
algia”, New Museum, New York (2011), “The
New Are Here!”, Moscow Museum of Modern
Art (2012), “ll Palazzo Enciclopedico (The
Encyclopedic Palace) 7, la Biennale di Venezia
(2013), "Blue Velvet®, Aboa Vetus & Ars Nova,
Turku.

More http://www.e-e.eu/biografie.htm

Hannelore Fobo, September 2013

Hannelore Fobo, born 1957, is a German
curator and art-critic with a degree in linguistics
and a postgraduate diploma in Eastern Euro-
pean studies at the Free University Berlin.

She started lecturing on Russian art in 1989
and in the 1990s curated several exhibitions
of St. Petersburg artists, until she decided to
dedicate her work entirely to Evgenij Kozlov's
art (website http://www.e-e.eu).

She has represented the artist at the Biennale
di Venezia 2013 see interview on Biennale Channel
http://www.youtube.com/watch?v=IIQcyeBACJ4

contact: Hannelore Fobo and Evgenij Kozlov
art.tomorrow@t-online.de

+49-177-771 87 56



W.A.S.P.

1982
approx. 80 x 120 cm,mixed media, canvas,
Inv.nr. E-E-182004



90 x 120 cm, mixed media, canvas

Komuccapsbi
Commissars
1982 / 83,
Inv.nr. E-E-183001



Hoeble xydoxHuku - Hoeast Moda
New artists - new fashion
(Cover for the magazine “New artists - new fashion®)

1984

45 x 35.5 cm, collage, cardboard
Inv.nr. E-E-184008



A-A
YA-YA

1985

145 x 404 cm, nitro enamel, black lightproof paper bags for photo paper
Inv.nr. E-E-185004
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Untitled (lieb mein)

1986

50 x 98 cm, mixed media, paper
Inv.nr. E-E-186010
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Untitled (lieb fergiss)

1986

52 x 96 cm, mixed media, paper
Inv.nr. E-E-186011
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1985

225 x 80 cm, collage, photography, cardboard
Inv.nr. E-E-185005
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Hxetimcc BoHO
Jamess Bond

1986

approx. 72 x 45 cm, gouache, paper
Inv. nr. E-E-186002



S.I.S. (SEX INDUSTRIAL STYLE)

1986

42.2 x 71.8 cm, Indian ink, paper
Inv.nr. E-E-186009



untitled

1986

30.5 x 42 cm, felt-tip pen, collage, printer paper
Inv.nr. E-E-186020



,Oonamsb 25“. ,,AxmyHe, AxmyHre! H.3.J1.11.4.11.“,,Hemeuykuii 3onb0ameH.
»Again 25“. ,,Akhtung, Akhtung! N.Z.L.P.D.P.” “German Soldaten."

1986

29.4 x 20.9 cm, frottage, painted photomontage, cardboard
E-E-186029
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Koz0a ebI HayuHaeme 4yecmeogamb MycKybl!
When you start feeling muscles

1986

118 x 158.8 cm, mixed media, canvas
Inv.nr. E-E-186019



untitled

second half of the 1980s

approx. 230 x 110 cm, mixed media, textile
Inv.nr. E-E-187166
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Tonbcmoiu
Tolstoy

1988
89 x 77 cm, gouache, textile
E-E-188011



lopmpem lNeopeusi 'ypbsiHoga
Portrait of Georgy Gurianov

1987
62 x 48 cm, mixed media, paper
Inv.nr. E-E-187014



ARMY

1987
69 x 93 cm, mixed media, canvas
Inv.nr. E-E-187008



Kumaiu CCCP
China CCCP

1987
161 x 213 cm, oil, canvas
Inv.nr. E-E-187052



untitled (Anna Karenina 2)

1988
200 x 145 cm (approx.), mixed media, canvas, 1988
Inv.no E-E-188003
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untitled (Anna Karenina 1)

1988
215 x 149 cm,

mixed media, canvas

Inv.nr. E-E-188004




Akyna
Shark

1988

221 x 159 cm, mixed media, canvas
Inv.nr. E-E-188006
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Cmpax Bpazam. OzHu lNfempodeopuya
Terror to the Ennemies. The Fires of Petrodvorets
1989

204 x 219 cm, mixed media, canvas
Inv.nr. E-E-189020



Hoeasi O6HaxeHHas1 Modenb. O2Hu lNempodeopua.
The New Nude. The Fires of Petrodvorets.

1989
205 x 174 cm, mixed media, canvas
Inv.nr. E-E-189027



Benasi Udesi ConHevHol Kynanbwuyu
The White Idea of the Sun Bathing Lady

1989

129 x 208 cm, oil, canvas
Inv.nr. E-E-189021



Ueopb. Mup?
Igor. Peace?

1989

226.5 x 97 cm, mixed media black lightproof paper bags for photo paper
Inv.nr. E-E-189007



Banepa. fJywa Beuweu
Valera. The Soul of Things

1989

226.5 x 85 cm, mixed media, black lightproof paper bags for photo paper
Inv.nr. E-E-189006



lNopmpem Tumypa Hoeukoea ¢ KOCMsIHbIMU pyKamMu
Portrait of Timur Novikov with bone arms

1988

103 x 94 cm, mixed media, canvas, 1988
Inv.no. E-E-188002



Aemonopmpem ¢ CuHumu Nnaszamu
Self-portrait with blue eyes

1990

94 x 70 cm, oil, paper
Inv.nr. E-E-189032



SHepausi u Cuna XeHwuH
The Energy and Strength of Women

1990

150 x 100 cm, oil, canvas
Inv.nr. E-E-190024



AHepeusi u Cuna Myx4uH
The Energy and Strength of Men

1991

150 x 100 cm, oil, canvas
Inv.nr. E-E-191001



S nobnro mebsi-s
I love you-ou

1990

150 x 100 cm, oil, canvas
Inv.nr. -E-190025
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1991
155 x 92.5. x 5.5 cm, mixed media, wood
Inv.nr. -E-191002



lWmeeanuy lWmpacce
Steglitz Strasse

1992

520 x 90 cm, two parts, 90 x 260 cm each, mixed media, silk
Inv.nr. -E-192018a+b




Fepmaghpodumsi
Hermaphrodites

1993

250 x 170 cm (approx.), mixed media, canvas
E-E-193019



Peka 3abeeHusi
The River of Forgetfulness

1993

102 x 420 cm, mixed media, paper
Inv.nr. E-E-193026



CunbHoe cepduye Cobopa Pabomaem
The Strong Heart of the Cathedral is Working

1993
277 x 102 cm, mixed media, paper
Inv.nr. E-E-193027



untitled

1994
approx. 40 x 13 cm mixed media, paper
Inv.nr. E-E-194061



lNepenbiti nouyenyu e lNne4o
The first kiss on the shoulder

1995

118,5 x 84 cm, mixed media, paper
Inv.nr. E-E-195104



Owubku o6bLeduHsirom u npa3oHyrom 1rboeb
The errors unite and celebrate love

1995

118,5 x 84 cm, mixed media, paper
Inv.nr. E-E-195105



Wap M
Globe M

100 x 70 cm, mixed media, paper
Inv.nr. E-E-195107



Wap X (ukc)
Globe X (iks)

100 x 70 cm, mixed media, paper
Inv.nr. E-E-195106






,,Hem, - omeeyvaro, - Imo s1 xun“
“No,“ I answer, “It is me who lived*

1995

69 x 95.9 cm, mixed media, plywood
Inv.nr. E-E-195111



O6pawjaem eHumaHue Ha MopwuHbI
Let’s pay attention to the wrinkles

1995

83.5 x 61.4 cm, mixed media, cardboard
Inv.nr. E-E-195143



99 x 77 cm, mixed media, cardboard

Portrait of H.F.
Inv.nr. E-E-195144

1995
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JTrob6oeb Kk Jlrobsu
Love to Love

1996

104 x 338 cm, mixed media, canvas
Inv.nr. E-E-196028



Insds Ha kapmuHy, Hazoeume yugpy — 3mMo U ecmb €é Ha3eaHue.
When you look at the painting, say a number - this is its title.

1996

152 x 282 cm, mixed media, canvas
Inv.nr. E-E-196025
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The sechs lNManbuyee in my Right Before My Birth (u3 cepuu Bupmyo3Has

PeanbHocmb)
The six Fingers in my Right Before My Birth (from the series ,,Virtuoso

Reality”)

206 x 141.5 cm, mixed media, canvas
Inv.nr. E-E-196018



Benbie Hoyu lMNempoodeopuya (u3 cepuu Bupmyo3Hasi PeasibHocmb)
The White Nights of Petrodvorets (from the series ,,Virtuoso Reality*)

1996
201 x 141 cm, mixed media, canvas
Inv.nr. E-E-196015



XeHckas XKu3Hb (u3 cepuu Bupmyo3Hasi PeasibHOCMb)
Feminine Life (from the series ,,Virtuoso Reality*)

1996

185 x 135 cm, mixed media, canvas
Inv.nr E-E-196014



Cepue He ob6s13amesnibHO KpacHoe
The heart is not necessarily red

1996

199.5 x 146 cm, mixed media, canvas
Inv.nr. E-E-196004



B VXXI eeke nrodu 6ydym xumb
In the 71st century people will live

1998

308 x 110 mixed media, fabric
Inv.nr. E-E-198047



»Ha nuye 4enoeeka / cmpaHHoO eblenisadsam ywu:

OHu GosmKHbI 6bIMb - MPoYHee /HOC - 38y4YHee / 2na3a - Ky4yHee / pom - xap4yHee /
106 - my4yHee / 6posu - moyHee / wieku - coyHee / No060opodok - ApayHee / oean
Jiuya - cmayHee*

On the human face /The ears appear strange, / and not pointed enough. / The
nose not hip enough; / the eyes not kind enough; / the mouth not wise enough; /
the facial shape not round enough.

1998

295 x 112, mixed media, fabric
Inv.nr. E-E-198048



OcmopoxHo! Uckyccmeo!
Attention! Art!

1998

236 x 160, mixed media on kraft paper
Inv.nr. E-E-198057



Today in the LXXXI Century (Qemckass koMHama)
Today in the LXXXI Century (Children‘s room)

1998

1M0mx2.10m
Inv.nr. E-E-198069



Mein Blut (richtig wirklich) gut
My blood (just/ really ) good

1998

119 x 196 cm, mixed media, canvas
Inv.nr. E-E-198025




untitled

1999

252 x 201 cm, / mixed media, fabric
Inv.nr. E-E-199028




3mo eemep, komopbili dyem, amo XeHsi, e20 OH pucyem
This is the wind blowing, this is Zhenya drawing

1999

300 x 200 cm, mixed media, canvas
Inv.nr. E-E-199040



untitled (self-portrait)

1998

20.8 x 29.7 cm, mixed media, paper
Inv.nr. E-E-198029



untitled

1999

200 x 160 cm, mixed media, canvas
Inv.nr. E-E-199038



My future

1999

200 x 160 cm, mixed media, canvas
Inv.nr. E-E-199039



The Moon 2000

2000
101 x 236 x 4.5 cm, mixed media, wood
Inv.nr. E-E-199056



Portrait of Evgenij Kondratev

2000

170 x 280 cm, mixed media, canvas
Inv.nr. E-E-200001



Bopoma e E-E /e - e = mc?®
The Gate to E-E-/ e - e = mc?

2000

552 x 290 x 3 cm, 10 parts 109 x 145.5 cm each, mixed media, wood
Inv.nr. E-E-200012



untitled

2000

155 x 106 x 5 cm, mixed media, wood
Inv.nr. E-E-200067



Oy, maliH 2om!
Oh, mein Gott! / Oh, My God!

2000
283 x 196 cm, mixed media, canvas
Inv.nr. E-E-200075



Apyaue nuya
Other faces

2000

196 x 280 cm, mixed media, canvas
Inv.nr. E-E-200089



untitled (double portrait)

2000

111 x 213 cm, mixed media, canvas
Inv.nr. E-E-200096



The next century is goad

2000
680 x 210 cm, mixed media, canvas
Inv.nr. E-E-200100



Bbecame my4o
Bésame mucho

2000

232 x 212 cm, mixed media, canvas
Inv.nr. E-E-200103



Mister Twister

2001

300 x 200 cm, mixed media, canvas
Inv.nr. E-E-201003



untitled

2004
43.8 x 64 cm, mixed media, paper
Inv.nr. E-E-204027

E-E



untitled

2001

300 x 381 cm, mixed media, plastic
Inv.nr. E-E-201015



Aemonopmpem, 068ymbigarowuti pucyHoK noo fammnodui
Self-portrait, reflecting upon a drawing, under the lamp

2004

210 x 152 cm, mixed media, canvas
Inv.nr. E-E-204030



untitled

2004
211 x 320 cm, mixed media, canvas
Inv.nr. E-E-204031
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untitled

2000

64 x 44 cm, mixed media, plastic
Inv. E-E-200079



untitled
2001

100 x 80 cm, mixed media, canvas
Inv.nr. E-E-201006



untitled

2005

135.5 x 62 x 12 cm, mixed media on metal
Inv.nr. E-E-205061



MopoxxeHoe
Icecream

2006
70 x 100 cm, mixed media, canvas
Inv.nr. E-E-206024



Kpacoma Heonucyemas unu Heonucyemas kpacoma E-E!
Beauty indescribable ... or indescribable beauty E-E!

2005

198 x 150 cm, mixed media, canvas
Inv.nr. E-E-206030



untitled

2001

80 x 120 cm, mixed media, canvas
Inv.nr. E-E-201007



777

2005
200 x 600 cm, (two parts 300 x 200 cm each) mixed media, canvas

Inv.nr. E-E-207005




E-E

2007

70 x 100 cm, mixed media, canvas

Inv.nr. E-E-207018



S2HeHOK u oeeyKu
Lamb and Little Sheep

2007

70 x 100 cm, mixed media, canvas
Inv.nr. E-E-207019



E-E

2008

200 x 150 cm (approx.), mixed media, canvas
Inv.nr. E-E-208001



untitled

2005

66 x 26 x 26 cm, mixed media, concrete, several views.
Inv.nr. E-E-205062



OxudaHue
Expectation

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 9 / 500
Inv. nr. E-E-xx-011-01



Ha camom ebiCOKOM ypogHe.
On the highest level.

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 273 / 500
Inv. nr. E-E-xx-065-01






B 6eweHOM ...
In furious ...

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 270 / 500
Inv. nr. E-E-xx-064-05



B HacmosiwE-E epewmsi.
At the presE-Ent time.

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 339 / 500
Inv. nr. E-E-xx-067-01



Bo!
Wow!

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 339 / 500
Inv. nr. E-E-xx-080-01




Bo!
Wow!

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 340 / 500
Inv. nr. E-E-xx-080-04



Hapro mebe cobayky ...
I offer you a little doggie ...

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 296 / 500
Inv. nr. E-E-xx-071-03



Hapro mebe cobauky ...
I offer you a little doggie ...

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 299 / 500
Inv. nr. E-E-xx-071-06




5.000 kunoepamm, HemeHE-E
5.000 kilogrammes, no le-Ess

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 331 / 500
Inv. nr. E-E-xx-076-01
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From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 423 / 500
Inv. nr. E-E-xx-093-01



3osomasi cmyneHs.
Golden step.

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 429 / 500
Inv. nr. E-E-xx-094-02
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Om amo20o ucxooum

From this we will start.

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 416 / 500

Inv. nr. E-E-xx-092-02



Pakema. (Hukmo MHe He 360HUM U HUKOMY S1 HEHY)Ha, ox dypaKu Kakue ece!)
Rocket. (Nobody calls me nobody needs me, stupid idiots they are!)

From the series “Century XX”, 2008 - 2014

59.4 x 42 cm, mixed media, paper, nr. 325/ 500
Inv. nr. E-E-xx-078-01



59.4 x 42 cm, mixed media, paper, nr. 444 / 500

From the series “Century XX”, 2008 - 2014
Inv. nr. E-E-xx-096-01-01

u,cmuxu” (CD
i (and) “poems” (CD)



u,,cmuxu*“ (CD)
i (and) “poems” (CD)
From the series “Century XX”, 2008 - 2013

59.4 x 42 cm, mixed media, paper, nr. 451 / 500
Inv. nr. E-E-xx-097-01
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68.2 x 42 cm, mixed media, paper, nr. 478 / 500

Unraveling a ball of string. “poems” (CD)
Inv. nr. E-E-xx-099-01-second-version

From the series “Century XX”, 2008 - 2013

Pacnymams kny6ok. ,,cmuxu“ (CD)
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67.8 x 42 cm, mixed media, paper, nr. 479 / 500

Unraveling a ball of string. “poems” (CD)
Inv. nr. E-E-xx-099-02-second-version

From the series “Century XX”, 2008 - 2014

Pacnymamb kny6ok. ,,cmuxu‘ (CD)



XaHHenope ®060, Ha 0OCHOBaHUK NccrnegoBaHnii EBreHns

Kosnosa
CHAOSE ART
BeedeHue

B XX Beke B UCKyCCTBE CMOXUNOCh TPU OCHOBHbIX Te-
YeHUs, KOTopble NPOAOIMKAT UrpaTh BEAYLLYHO POrb U B

nckyccree XXI| Beka.

MepBoe 13 HUX B BonbLUeln cTeneHn anennupyer K
nHTennekty. [ponssegeHne nckyccTea NOHMMaETCS B
HEeM Kak npegmer, SBnALWmMncs u3niyeckum HocuTe-
nem csoero cmbicria. OHO BO3HUKAET Kak HeKWIM Kod Ans
onpegeneHHbIX yoexaeHnin cBoero cosgartens, kak «Kpu-
TUYECKUI NOAXOA», HOCALLMIA XapakTep 0bLLEeCTBEHHOrO
NN NcmMxonornyeckoro aHanusa. CTpeMsach NPOHUKHYTb B
CyTb NMpoOuU3BeAeHUs, pasragbiBatoT ero Wwuagp. 370 Xy-
OOXECTBEHHOe TeYEeHNEe OPUEHTNPOBAHO Ha NOHATUAHOE
cogepaHme NpoussBedeHns 1 B LULMPOKOM CMbICIIE MO-
XeT 6bITb 0603HAYEHO Kak KOHLenTyanbHoe NCKYCCTBO; K
HeMy OTHOCHATCS Kak OEeKOHCTPYKTUBU3M, Tak 1 non-apt. B
KOHLeNnTyanbHOM UCKYCCTBE LIEHUTCS CKOpee OCTPOoyMue,
TOHKOCTb (NN «TONCTOCTb») MbICITN XYAOXHMKA, HEXENU
KOHEYHbIN NPOJYKT; CaM Xe NPOAYKT HepedKo 3aknovaeT-
cs B BbIbope, NOBTOPEHUN 1M 0603HaYeHn Kakoro-nmbo
cylecTByloLLero npegmeta. XyqoKecTBeHHOe npon3ee-
OeHne CTaHOBUTCSA, TakumM 06pas3om, yaaqyHon OCTPOTOMN,

M CyLLeCTBOBaHMWE ero CTofb Xe HegonroevyHo. Heyaneu-
TenbHO, YTO 34EeCb OTKPbIBAETCH LUMPOKUIA NPOCTOP AN
KOHTEKCTYyarbHOro nccneaoBaHus, MOCKOMNbKY OCTpOTa
CTaHOBUTCS NMOHATHA TOMbKO B KOHTekcTe. CBOMM yCrexom
KOHLenTyarnbHOe UCKyCCTBO 06513aHO UNno3nm, Npu3BaH-
HOW BHYLUUTb €0 OCHOBHOW NOCbIM: MNOHSB MbICMb XyO0X-

HUKa, No3Haellb LeHHOCTb ero npou3segeHus.

HPOTMBOHOJ'IO)KHOG Te4yeHune — a6CTpaKLI,VIOHVI3M — ABn4d-
€TCS NOMNbITKOW Bbl3blBaTb 9MOLIN, (bOpMI/IpyIOLLI,VIeCﬂ He-
nocpeacTtBeHHO opraHamMmu 4yBCTB. A6CTpaKTHOG MCKYyCCTBO
— 3TO ncuxororua uBeTa, (bOprI 1 nuHuKn. OHOo nmeet
MeaNTaTUBHbIN Xapakrep, KOTOprVI CTPEMUTCA UCKIKOYNTb
roBopsiiee mMmbliluneHne YTOObI noaapwuTb 3pUTESTIO YNCTOE
BocCnpuaTune. I'IepBble npoun3seaeHnA a6CTpaKLI,VIOHVI3Ma
obrnagatoT 6ONbLUON CUITO HOBU3HHI, OPUTMHaNbHOCTH,

Oornee No3gHMe e NbiTarTcA FlpVIO6LLI,VITbC$| K 9TON cune.

Hannelore Fobo, based upon the findings of Evgenij

Kozlov
CHAOSE ART
Introduction

During the 20th century, three main trends emerged

and have grown to dominate the artistic landscape.

The first trend is an intellectual one in which the
work of art is seen as a material stand-in for its me-
aning. It appears as a code for a particular attitude
of its creator, analysing society or human psychology
with a “critical approach.” Therefore, the cipher key
is required in order to “decode” the work. This trend,
which includes deconstructivism, as well as pop-art,
is focused upon the work’s message expressed in
concepts and notions and, in the widest sense, can be

defined as conceptual art.

In conceptual art the object of appreciation is the
wit (at times gross and even crude), the esprit of the
author, rather than his product. Most particularly, the
product itself often consists in selecting, replicating
and labeling an existing object. Thus, the work of art
turns into a witticism, and its lifetime is accordingly
short. It is no wonder that conceptual art offers a great
opportunity for contextual analysis, as a witticism
becomes clear only within a particular context. The
success of conceptual art is based upon a delusion
suggesting that to understand the artist’s intention is

to recognise the value of the work of art.

The opposite trend, abstractionism, is an attempt to
evoke feelings formed directly by the senses. Abstract
art is the psychology of colour, form and line. It has a
meditative character about it that seeks to exclude the
speaking mind and give the observer an experience
of pure perception. Whereas the first works of abstract
art possess the power of innovation, of originality, the

later works simply try to partake of this power.

While conceptual art tends towards frivolity, abstract
art tends towards contemplation. The frivolous work
of art appeals to the person who is on the crest of

time and enjoys fashionable discourse: conceptual art



Ecnu npousBefeHne UckyccTBa NEPBOrO TEYEHNS TAroTe-
€T K (OpPMBOINBHOCTYM, TO BTOPOE CTPEMUTCS K co3epLarenb-
HocTW. MNepBoe NOHPaBUTCS TOMY, KTO, HaXoAsICb Ha rpeb-
He BpeMeHU, NpebbiBaeT B akTUBHOM MHTENNEKTYanbHOM
avarnore — nocTaensAs TeMbl AnA 6eceql Ha akaaeMU4eckmx
CBETCKMX payTax, KOHLeNnTyarbHOe UCKYCCTBO CTaHOBUTCS
carnoHHbIM. MickyccTBO cosepuaTenbHO HanpaBrieHHOCTH
OyaeT 6nnsko YenoBeky, B MOWCKaX CBOEW BHYTPEHHEN
CYLLIHOCTU JIETKO YBeKatoLeMycsi HEKUMU (paHTasnsIMmn —
AaBasi nvLLy ans ux 6ecpopmeHHOro NoToka, abcTpakumo-

HN3M CTaHOBUTCA anI/I6yTOM MeLLaHCKOro yrTa.

Ho ecTb npou3BeaeHns UCKyccTBa, KoTopble GpocatoT
BbI3OB KaK MbILLMEHWUIO, TakK U MHTYULIUKW, TBOPSA CMOXHbIe
rapmMoHum, 3akntovatowme B cebe HeopraHMsoBaHHoe,
HEe3aKoAMpPOBaHHOE, He YNopsiAoYMBas ero, a Co3aaBasl B
HEM CBSI3U; €CTb XY[OXECTBEHHbIE NPON3BEAEHMs], KOTO-
pble, NPUHNMAs XaoC Kak OH eCTb, BMECTe C TeM npeBspa-

LatoT ero B Hamsblcwnin nopsigok — ato CHAOSE ART.

CHAOSE ART — u1CKycCTBO, KOTOPOE BO3HMKaeT 6e3
Habpocka v nnaHa, pa3BMBaloLLLEECH OT 3rIeMeHTa K
anemeHTy, oT urypbl K durype. CTeneHb ero BHyTpeH-
HeW CBSI3HOCTU MOXET ObITb pasfMyYHOM — OT BbICOKOM A0
HEe3Ha4nUTEeNbHOW, YTO, OQHAKO, HE ABMNSAETCS NokasaTternem
ero 6onbLlen nnn MeHbLlen cunbl Bosgencteus. MNpo-
nasegeHunsa XXan-Muwens backna — TUNWYHBIA Npu-
mep CHAOSE ART. HecmoTps Ha To, 4YTO pasHOpPOAHbIe
3NEeMEHTbI YAEPXXMBAKOTCA BMECTE OOHOW NULLIL LIBETOBOM

rammon, 3deKT OT KAPTUH HEBOOBPA3NMO CUITEH.

Ha cnepytowen ceoen ctyneHu uckycctso CHAOSE ART
CBSI3bIBAET OTAENbHbIE 3NIEMEHTbI KAPTUHbI MOCPEACTBOM
He TonbKo hopmarnbHbIX, HO U BHYTPEHHUX OTHOLLEHUIA.
OT1u cBS3M 0BHapYXMBaOTCS NPEMMYLLIECTBEHHO B OCaHKe,
XecTax 1 MUMUKE M300pakeHHbIX huryp Kak no oTHoLue-
HUIO OpYT K APYTY, TaKk U MO OTHOLLEHUIO K 3pUTENHD, OCO-
GeHHO BaxkeH WX B3rnsg. Yepes BHYTPEHHUE OTHOLLEHMS
BO3pacTaeT AyXOBHOE coaepXaHue KapThHbl, BO B3rnsaae

XXe NnoriHee BCEero nposaBnAaeTca ,El,yXOBHbIVI HaCTpOVI.

Ha BbicLien cTtyneHu csoero nposienerHus — 8 CHAOSE
ART — xaoc npeogoneaeT cam cebsi, He CTaB Npu 3TOM
HW YNCTON MaTeMATUKOMN, HU CEPUNHOCTBI. CUMAGOHUS,

Co3By4ue, rapMoHusa npounseeeHna NCKyCcCTBa BKItoHaeT

becomes parlour art supplying topics for highbrow
small talk. The contemplative work of art appeals to
the person who is in search of the inner self and is
easily carried away by certain fancies. Captivating
the mind with vague emotions, abstractionism
becomes an attribute of the comfortable bourgeois

lifestyle.

There are, however, works of art that challenge
both the mind and the intuition by producing com-
plex harmonies which include the unordered, the
uncoded without arranging it, but rather establishing
relations within it. There are works of art that accept
chaos as it is and, at the same time, turn it into a
higher order — they are CHAOSE ART.

CHAOSE ART comes into being without any
sketch or plan, evolving from element to element,
from figure to figure. The degree of its inner cohe-
rence can be higher or lower. This higher or lower
degree of coherence does not necessarily corres-
pond to the art’s power of impact. The work of Jean-
Michel Basquiat is typical CHAOSE ART - the incon-
gruous elements of the picture are held together only

by colour, yet the impact of his work is extraordinary.

In its next stage CHAOSE ART establishes not
only formal, but also semantic relations between sin-
gle elements of the picture. These relations chiefly
manifest themselves through the posture, gestu-
res and facial expressions of the depicted figures
to each other as well as to the observer, although
the figures’ gaze is also of special importance. The
spiritual content of the picture increases through
the semantic relations within it, and in the gaze the

spiritual state is most vivid.

In the highest stage of CHAOSE ART, chaos tran-
scends itself without becoming pure mathematics or
serial production. The symphony - the consonance,
or harmony - of the work embraces the dissonance
— the so-called ugly, the one-sidedly developed. But
the very fact that the symphony contains dissonance
makes it lively and capable of development. It draws

its power from the chaos, and this synthesis produ-



AVCCOHaHC — Tak HasbiBaeMoe 6e30bpasHoe, 0AHOCTO-
pOHHe pasBuToe. Ho kak pas To, YTO CUMJOHUS TauT B
cebe auccoHaHc, U aenaeT ee CrocoGHON K ganbHerlemy
pa3BuTUio. 13 aMccoHaHca npouspacTaer ee cuna, Harnon-
HAKOLLAs ee XWU3HEeHHOW aHeprueit, KotTopasi B CBOI o4e-
penpb nepeaaeTcs 3pUTento. ATOT CUHTE3 HE MOYUYUTENEH,
KaK KOHLienTyarbHOe UCKYCCTBO, U He co3epLaTerneH, Kak

aGCTpaKU,I/IOHVI3M.

CHAOSE ART kak TpeTbe TedeHue B uckycctee XX B. 1
Kak rmobansHoe HanpasneHue B uckyccree XXI B. Bo-
6pano B cebst MHTeNneKTyanbHble U3bICKU KOHLEeNTyanb-
HOro MCKYCCTBAa, He 3noynoTpebnss, ogHako, TBOPYECKUM
BbIPaXXEHUEM KaK CPEACTBOM MOYYeHUs; N03aMMCTBOBano
y abcTpakumoHnsma ceoboay YNCTOro LBEeTa 1 YNCTOM

CbOprI, HEe OnoLwnda4aCb Npu 3TOM AEeKOPAaTUBHOCTLIO.

To ecTb, Te 311EMEHTbI, TEé CUMBOJIbI, KOTOPLIE N3BMpaeT,
ULLIET, cO34aeT U 0cobObIM 06pa3oM OpraHM3yeT Ansg CBOEro
Npon3BedeHnst XyA0XHMK, BOBCE HE 0OpasyoT 3akoaun-
pOBaHHOrO NOATEKCTA, @ 3aHMMAKT CBOM MeCTa, npexae
BCEro, N0 CBOMM 3CTETUYECKUM KavyeCcTBaM; 3TU 3CTETU-
YecKkue KkadecTBa, 0gHaKO, OLHOBPEMEHHO SIBNSAOTCS UX
3HayeHueMm, nx naeen. Mlaea soipaxkaetca He NOCpPeaCcTBOM

bopMbI, a ABNSETCS CaMOn 3TON (POPMOMN.

[MoaTtomy pestoMmmpoBaTth B TE3UCaX CyTb NPOU3BeAEeHUS
CHAOSE ART npakTtn4eckn HeBO3MOXHO. Takomn noaxon,
paspyLUMT OHO Ero CyLLEeCTBEHHOE Ka4eCTBO — hOpMYy.
Heobxoammo n3bpatb UHOWM NyTb, NPOAYKTUBHLIN NyThb.
Ecnun xo4eTcs nepeaatb BneyaTtrieHve oT onpeaeneHHoro
npoun3BedeHns, HY)XHO ero nepeckasatb. Hy>XHO CXnUTbCA C
npou3BedeHeM UCKYCCTBA, YTOObI YTO-TO MOMYYUTb OT Ero
MMpa n ObITb B COCTOSIHUM COOBLLNTL O HEM, O ero borar-
CTBE UNK, HaNpoTuB, 6aHanNbLHOCTN, MHLIMW CNIOBaMU, O €ro

nHaOnBnayanbHOCTU.

Korga peyb nget o npoussegeHnn CHAOSE ART, HyHO
NPMBNN3NTBLCS K €ro CoAepXKaHuio, Kak KNHOMaH npubnu-
XaeTcs K cyTn ounbma, NOMHOCTBLIO NOrpyXasiCb B €ro

aTtmocdepy.

O6WwumM Ans BCex HanpasreHUii B UCKYCCTBE SABNSETCS
TO, YTO aTMocdepa NPouU3BeAeHUs — ero «aTMocdep-

HaA NNOTHOCTb» - NMPOABNAETCA B €ro ocobowm rapMoHuNn;

ces an invigorating effect on the observer, as well.
This synthesis is neither didactic like conceptual art,

nor contemplative like abstractionism.

Rather, as the third artistic development of the 20th
century and as the main trend of the 21st century,
CHAOSE ART has retained the intellectual state of
conceptual art without misusing artistic expression
as a didactic means; it has adopted the freedom of
the pure colour and form of abstractionism without

becoming trivial with ornamentality.

The fundamental difference, therefore, is that the
elements — the symbols selected, found, created and
specially arranged by the artist for his work — do not
form any ciphered subtext, but take their own place
only according to their aesthetic features. These
aesthetic features are, at the same time, their me-
aning, their message. The message is not expressed

through the form — it is the form itself.

Hence, it is impossible to summarise the essence
of a work of CHAOSE ART, as summarising would
destroy one of its essential qualities — the form. Ano-
ther way, a more productive way, to explain CHAO-
SE ART must be employed. If we desire to share our
impression of a particular work of CHAOSE ART, we
should retell it. We should live life within this work
to learn something about its world and to tell about
its richness or, as the case may be, its banality — in

short, about its distinctiveness.

In case of a work of CHAOSE ART, it is necessary
to come as close to its content as a film fan comes to
the plot of a film, becoming completely immersed in

its atmosphere.

As in all artistic trends, the work’s atmosphere (its
“atmospheric intensity”) reveals itself in its specific
harmony, and there are as many harmonies as there
are works of art. An artist who is more capable of
establishing relations in the foreground and back-
ground of the picture and then integrating them into
a whole, can create a more complex and perfect

harmony. The impact of the harmony becomes even



CKOJTbKO XyOOXeCTBEHHbIX I'IpOl/I3Be£l,eHVIl7I — CTOJ1bKO
rapMOHMVI, Y KaXXaoro npounsseneHnd oHa cBos. Yem BUp-
TYO3HEE XY[OOXHUK 06pa3yeT CBA3UN B OCHOBHbIX U UHbIX
YacTtdax npousBeneHud, a 3atemMm coegnHAaeT nx soeamnHo,
TEM CIi0XXHee N coBepLLUEHHEE NPoABIAETCA rapMOHUA.
Uem HeoxunaaHHee, HeCTaHOapTHee, foraye oTTeHKamu
BbIMMAOAT 3J1EMEHTHLI Npon3BeaeHnsA, TeM Bbille cuna ero
BO34ENCTBUS. Xyﬂ,O)KeCTBeHHoe npon3segeHune 4yepnaet n3

rapMOHUM CBOKO OYXOBHYH CUIY.

[yxoBHas cuna — aTo He abCTpakTHOe NOHATUE, AaB
onpefeneHne KOTOPOMY, MOXXHO HarfnsiAHO NPOAEMOHCTPU-
poBaTb CUNy BO3OENCTBUSA NPOM3BEAEHMS Ha 3puUTeNs, a
OyXOBHas peanbHOCTb, KOTopasi nepeaaeT cebs B UCKYC-
cTBe yepes opraHbl YyBcTB. OBO3HAUYNTL MECTO AYXOBHOM
CWnbl, HAaNpPUMep, B PUCYHKE, MOXHO ObIno Obl, Npeano-
NOXWB, YTO AYXOBHbIA CNOW HAaXoaUTCs Mexay Gymaroin
N HaHECEHHOW Ha Hee XyOOXHUKOM Kpackon. brnarogaps
OYXOBHOMY CNOMO, 3pUTENb B COCTOSIHMM oLLyLLaTh n3obpa-
XXEHHOe Ha ByMare He NPOCTO Kak MMOCKYH NOBEPXHOCTb,

a 06beMHo, TO ecTb owyLaTb obpasbl CO CTOPOHLI Bymaru.

CHAOSE ART BHOCUT QyXOBHYIO CUITY B XYLOXECTBEH-
HOe Mpou3BedeHne, He crieaysi NPU 3TOM KakOMy-TO KOM-
NMO3MLUMOHHOMY MJlaHy. TO COBEPLUEHHO HOBbIV MOAXOA B
nckycctee XX Beka. XygoXXHUK OCTaBIsSiET 3a cOOOI NpaBo
B K&XXOOM MIHOBEHUW CrefoBaTb HOBOMY TBOPYECKOMY
nopsbiBy. Mpn 3TOM OH He pab cBoero nopbiBa, NOTOMY
4YTO cam cebe 3agaeT BOMNpoc, onpaedaH N ero nopsbie,
OOJMKEH NN OH eMy crieaoBaTtb. OTO peLleHne OH NpUHMMa-
eT cBoOOAHO; cBOOOAHO, O4HAKO, 03HAYaEeT, YTO OH HeceT
OTBETCTBEHHOCTbL TOMLKO Nepen cammm coboi. Takum
obpa3om, B ero 4eNCTBUSAX HET HUYETO NPOU3BOSIBHOIO. Xy-
OOXHWKM OTNNYaroTCA Apyr OT Apyra no CTeNeHn OCO3HaH-
HOCTM CBOMX AeNCTBUI. Vicnonb3oBaHne onpeaeneHHoro
LBeTa, NpMMEeHeHue onpeneneHHon MHUK Ui opmbl
poxgaeT crneumdudeckoe BO3AenNCTBME, 0 YeM noapoob-

Ho nucan B. KaHanHCKuK, 1 He Kakoe-To gpyroe unn Tem
bornee npoTtuBononoxHoe. Mtak, cteneHb 0CO3HAHHOCTU

— 9TO 3HaHWe nocneacTeui onpeaeneHHoro gencrems. No-
pobHasa cTteneHb 0CO3HAHHOCTU CErofHs, B 0OLLIEM-TO, He
Tak y>K BbICOKa. 3a4acTyto UCMofb30BaHME BblpasuTenb-
Hbix cpeacte B CHAOSE ART npoucxoamTt HeobayMaHHo;

HeOG,EI,YMaHHO He O3Ha4aeT, 0HaKo, NPOou3BOJIbHO.

more striking as more unexpected, unconventional,
and richly-nuanced elements are incorporated into
the picture. The work of art draws its spiritual power

from the harmony.

The spiritual power is not an abstract concept
describing the impact of the picture on the observer;
it is a spiritual reality transmitting itself in art through
the senses. To determine the place of this spiritual
power in a drawing, for instance, we can say that the
spiritual layer is located between the paper and the
paint applied by the artist. The spiritual layer allows
the observer to perceive the picture not only as a
flat surface, but also as a three-dimensional image,
in other words, to perceive its form from the paper’s

side.

CHAOSE ART introduces this spiritual power into
the work of art without following any compositional
plan — a completely new approach to art in the 20th
century. The artist reserves the right to follow a new
artistic impulse at any moment. He is not a slave to
his impulses, however, for he asks himself directly if
his impulses are just or not, if he should follow them
or not. He makes this decision freely, being respon-
sible only to himself. There is, therefore, nothing
random in his actions, although artists differ in the
degree of awareness of their actions. The application
of a particular colour, the use of a particular line or
form, produces a particular impact and not another
or opposite one, a phenomenon which W. Kandinsky
described in detail. Thus, the degree of awareness is
equivalent to the knowledge of the consequences of
a particular action. Today this degree of awareness
is generally not very high. That is, the application of
the artistic means is often unconsidered, but never

random.

From this statement, it follows that although there
exist more mature, more complete, more powerful
works in CHAOSE ART, there are no failed works
at all, for, due to the lack of a compositional plan,
the work of CHAOSE ART develops its own com-

position in the process of creation. This is the most



CniepgcTteue 13 3101 NPEAnoChINIKA TaKOBO: XOTH B UC-
kycctBe CHAOSE ART ecTb npoun3BegeHus no cune cBoen
bonee 3penbie, bonee coBepLUEHHbIE, BOnee MOLHbIE,
0OQHaKO COBCEM HET NPOV3BEAEHWUI HeyAaBLUMXCS, NOTOMY
4yTO, Bnarogaps OTCYTCTBMIO KOMMO3NLIMOHHOIO Habpocka,
XyAOXeCTBEHHOEe Npov3BeaeHne caMmo paspabaTbiBaeT
CBOIO KOMMO3ULMIO, YTO U SBNsSieTCa Hanbonee 3Ha4YMMbIM
B CHAOSE ART. 3710 roBopuT 0 TOM, 4TO fnto6oe npouns-
BegeHne CHAOSE ART c camoro Havyana opueHTUpoBa-
HO Ha rapMOHWIO, XO4ET OHO TOFO MIN HET. 34eCb CKPbIT
napagokc CHAOSE ART, KOTOpbIi OCNOXHAET OLEHKY €ro
nponseegeHnin. B kOHUE KOHLIOB, A4S OLEHKM MacTepcTBa
TOro NN NHOTO XYAOXHMKA He 06onTMCh 6e3 onpeaeneHns
KpuTepureB, KOTOpble OTBEYAlOT 3a ero BblpasnTerbHble
cpeacTBa, TO eCTb 3a 3CTETUKY KapTWHbI, MOTOMY YTO, Kak
yxe 6bino ckasaHo, B CHAOSE ART unpges coBnagaet ¢
chopmon. MNMpocTo «nepenpbirHyTe» 3CTETUKY Npou3sede-
HK1A, 4TobbI NOCKopee [obpaTbLCA 4O ero CyTU UK 3amblic-
na xXygoXHuka, He nonyyuntca 6e3 ywepba ans uenocTHoro
noHumanus uckycctea CHAOSE ART. AHanuTnyeckne no-
31MUUN B KOHLENTYanbHOM MCKYCCTBE CTOST Ha nepeaHeM
nnaHe — B CHAOSE ART oHu BTOpOCTeNneHHbl. He notomy
nn, yto B CHAOSE ART xygoxxecTBeHHOE npounsBeaeHne
BHOBb 0bBpeTaeT CBOt CyTb, CHUMas ¢ cebs 06Aa3aHHOCTH
cumBona unu koga k ngee? OHo Gonblle He 3HaMsl, KOTO-

poe BbLICTABMSAT Brepes Kak Maeonormiecknii MmaHngecrt.

OpaHako nges npon3seneHna OT 3Toro He TepAeTcA.
OHa NPOCTO NPOABIIAET cebs Nno-MHOMY — KaK TBOpYeCKas
MbICJ1b, 3ane4yaTtiieHHasa B 06pa3ax, a He KaK aHanmtun4ye-
CKad, 06epHyTa$| B CMMBOJ1bl. Pa3BuBas 3HaKoBblE Teopum,
aHannTn4yeckad MbliCrib CTPEMUTCA NpocBeLlaTb 1 noy4artb,
4YTO B UCKYCCTBE BeAET K NyCTOMY CMMBOJIM3MY U K BbIMY-
YEeHHbIM anneropuam. TBOp‘-IeCKaFI MbICJ1b CO34aeT HOBble
06pa3b|, a 3Ha4nT N HOBblE MUNPBbI. TBOp‘-IeCKaFI MbICJ1b
cama no cebe He HpPaBOYy4uUTEINIbHO-MOpPalibHa, eCiim no-
HUMaTb No4 «Moparibro» TONbKO €€ Y3KO negarorn4eckun
aCnekKT. TBOp‘-IeCKaFI MbICIb HE CTaBUT cebe Lenbto B
4Yem-To y6€)KLl,aTb. B HauBbICLLEM CBOEM npoABi1eHNN OHa
cama rno cebe HPaBCTBEHHA, NMOCKOJ1bKY KaXX0€ TBOPpEeHne
co3faeT HOBbIN MUp, MMeEOLLNIA ANs Hac NOCneacTeus.
Xy,EI,O)KeCTBEHHoe npoun3segeHne — He eCTb Nnib MaTtepu-

anbHbIN NPOAYKT; KakK noboe yenoBeveckoe AENCTBME, OHO

essential point of CHAOSE ART, because it means
that, intentionally or unintentionally, each work of
CHAOSE ART is oriented towards harmony from the
very beginning. It is this paradox of CHAOSE ART
that makes the assessment of its works so difficult.
To assess the skills of an artist, one must eventually
define criteria explicitly related to the artist’s creative
means, that is, to the picture’s aesthetics, for, as was
said above, in CHAOSE ART the message and the
form coincide. It is impossible to skip or forego the
work’s aesthetics in favour of the message or inten-
tion of the artist, for such an approach will destroy
the holistic understanding of CHAOSE ART. Analytic
positions may come first in conceptual art, but in
CHAOSE ART they are of secondary importance,
for in CHAOSE ART the picture becomes itself
again, resigning its function as a symbol or a cipher
to some idea and ceasing to be a banner carried in

front as an ideological manifestation.

The idea, however, is not absent. It is present, but
in another way, as the creative thought impressed
in images, not as the analytical thought wrapped in
symbols. The analytical thought struggles to exp-
lain and educate about the world. In art, it leads to
vapid symbolism and forced allegories. The creative
thought, on the other hand, creates new images and
therefore new worlds. The creative thought in itself
is not moralizing, if we take the concept of “morality”
only in its narrow educative aspect, nor does it try
to convince anyone of anything. Despite that, it is
moral on a very large scale, because each creation
gives birth to a new world, which has implications for
us. The work of art is by no means a solely tangible
product. Like any human action, it produces spiritu-
al phenomena, although they may not immediately
become evident in the tangible world. In this respect,
the artist bears an absolute moral responsibility for
his work. But he feels this responsibility only to his
work, and not to his critics or recipients. In other
words, he is his own critic and recipient, as he,

image by image, creates an ostensible chaos.

Hannelore Fobo, October 1st 2009



CO34aeT AyXOBHbIE peanuu, KOTopble Ha NepBbIi B3rMsA
He Bcerga oyeBuaHbl. B 3TOM cMmbicne XyaoXHWK BCerga
HeceT abComnTHY MOoparibHY OTBETCTBEHHOCTb Nepes,
cBouM TBOpeHneM. CTeneHb OTBETCTBEHHOCTM OH OLLyLLla-
€T nepen CBOUM NPOU3BEOEHNEM, a HE nepes KpUTMKamm
n peunnmeHTamu. VIHeiMy cnoeamm — OH cam cebe KpUTuk
N peunnmeHT Tam, rae oH, obpas 3a obpasom, TBOPUT

MHUMBbIN Xaoc.

XaHHernope ®obo, 1 okmsibps 2009



