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In the opening pages of his novel,
The Polish Complex (1977), Tadeusz
Konwicki wrote that he hoped his book
would

reoch lhe honds, ontennoe, or computers of olher
intel l igent beings who moy hoppen by our goloxy, intel l igent
beings from the centaol regions of the universe, from the more
elegoni neighbourhoods of the Lord God's melropolis, b6l-
ler beings ond wiser thon we, the noble supermen of mon's
imoginotion.

He explained:
I write with such on ombifious, iodeed unusuol inlen-

tion, only becouse I om bored wilh communicotion wilh my fel-
low men, my fellow wise men ond idiots, my fellow prophels ood
scoundrels, my fellow torfurers ond viclimsi s0



As it happens, Konwicki's 'unusual intention' may have been
more widespread among Central Europeans than he realised.

Jrilius Koller, working in neighbouring Czechoslovakia, felt
much the same way. 'Up to 1968 we still had the impression that
1,..1 "democratic Socialism" [..,]- could work better than it had
done so far,'Koller recalled.l But after the invasion of Prague by
the Warsaw Pact troops in August 1968. this form of communica-
tion 'ceased functioning in the normal way.'r Censorshipt suspend-
ed under the Prague Spring, was restored, and an extended period
of repression known as 'normalization' began. Like Konwicki,
Koller despaired of human beings, and turned to extraterrestrials
for support.

He announced that there had been a 'Socialist Occupation
of the Subject.' Issuing a signal of distress from earth, he called
for assistanc€ from other beinss in the universe.
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He painted question marks in public spaces as democratic
invitations to universal questioning.l 'I have so many questions,
so much unsatisfied curiosity that the very question mark symbol-
izes the quantity of those questions as a whole,' I(oller explained.5
Amongst these was the question of 'the cultural and political
situation in Czechosloyakia at the time,'6 'The question mark is
a symbol of doubt,' he said; 'I doubt everything [...] But not in a
pessimistic sense, in a realistic sense. Questions and asking ques-
tions are aimed against illusions, against lies and ignorance; they
help us to see and know. things and implications realistically,'7

The 'Socialist Occupation of the Subject' entailed an olncial
monopoly on truth. But Koller longed for another truth equiv-
alent to that of human beings, civilization and nature. In the sum-
mer of 1971, he announced the founding of a'Truth Compound.'
This would be a Dlace to wait 'for the arrival or anticiDation of
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something to come, for example, from the cosmos, from some
extraterrestrials who might become our partners - perhaps in a
more communicative way than our terrestrials, our society of the
time.'8 He raked the surface of a tennis court into a series of piles
resembling craters and set up a Universal Futurological Observa-
tory ( U-F.O- ). Keeping watch at the site, sitting on th€ steps of th€
hut beside the court, he waited for the arrival of a new form of
truth. An extraterrestrial occupation would surely be preferable to
a socialist one.

Koller redefined himself. He took on the alter ego
'U.F.O.-naut J.K.', becoming a human extraterrestrial -'a being
that travels in time through the universe.'e His mission was to pro-
mote 'cosmo-humanism' based on 'a non-anthropocentric princi
ple of understanding man in oature, in the cosmos,'r0
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A jungle condensed to the scale of a balcony. 1893/1983.
Koller screams silently in this suburban wilderness, reworking
Edvard Munch's experience of the 'infinite scream of nature',
90 years on,

'I'm interested in the transformation of everyday situations
in life into'cultural situations," Koller said.'l

Inexplicably, the photos Koller took of a small green U.F.O.-
-naut popping out of the heap of sand beneath his balcony did
not come out. But the monotony of the view from his window
exploded into an adventure. The indifferent language of photo-
conceptualism proved ripe for some low-key extraterrestrial
intervention.
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For Koller, toeing the line put him on a collision course
with many mysteries, Koller's photodocuments tell stories of his
encount€rs with the unknown.

'My activity rests on a recognition of the struggle of
antithesis, on an admission of the world's insolyability. Why
should we receive an answer from nature, from God, from People?
I don't mind the unknown,' he said,l2

Art docurnentation is narratiye. It is 'the art of making
living things out of artificial ones [...] a bio-art that is simultane-
ously biopolitics,' Boris Groys writes. 'We are no longer able by
visual means alone to make a firm distinction betwe€n the natural
or organic and the artificial or technologically produced.' In such
a situation, 'documentation inscribes the existence of an object
in history, gives a lifespan to this existence [...] the difference be-
tween the living and the artificial is, then, exclusively a narrative
tdifference,'rr
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