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The Prague College Research Centre (PCRC) was founded with the idea of developing interdisciplinary 
research crossing several fields and subject areas underlying the academic curricula at Prague College, its 
main purposes are:

PREFACE

To promote a medium of participation and discussions by means of regular interdisciplinary work-
shops and seminars.

To promote and to encourage the collaboration among different Schools and programs in the design 
and creation of multidisciplinary courses in the College. 

To provide a means of publishing research work for both students and staff as part of a quarterly 
academic bulletin and e-journal.

To cooperate with other education institutions and organizations in the development of common 
projects of interest

The Centre was developed from projects initiated by Stefano Cavagnetto in the context of his role as Head 
of the School of Business and the School of Computing, by Bruce Gahir, Principal Lecturer in the School of 
Business and Computing, and by Pascal Silondi, Director of Libat and Principal Lecturer in Interactive Media. 
Beginning in 2009 research in the following areas has been initiated:

Game theory and its application to economics, business, philosophy and international relations.

The history of programming languages and history of computers.

Experimental media (Prague College and the PCRC is an associate partner for Underground City XXI, 
an international interdisciplinary EU project).

The history of cryptology and the science of enciphering.

Art and mathematics: a profitable relationship in history-from classical geometry to fractals and topology.

By combining academic study with practical training the PCRC aims to create an environment where personal 
achievement goes hand-in-hand with social responsibility. Strategically, this offers students the chance to ac-
tively collaborate in several research areas with the support of faculty members and lecturers of the College. 

Since 2010  a quarterly Bulletin has been published detailing progress in relevant research activities of lec-
turers and students. This bulletin forms an integral part of the PCRC and provides a medium whereby the 
research activities of the centre can be documented. Faculty members, Lecturers and students belonging to 
every School of the College are welcome to submit their work for publication. 

You can find the published Bulletins of PCRC in Prague college library and in six Prague’s libraries (Národní 
knihovně, Knihovně Národního muzea v Praze,  Ministerstvu kultury ČR,  Parlamentní knihovně,  Městské 
knihovně v Praze,  Knihovně a tiskárně pro nevidomé K. E. Macana) and digital version in the electronic 
library “Ebrary”. 

Deadlines for the next issues in 2012 are:   31/07/2012   •    30/12/2012.
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5.
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PART I
ART & DESIGN
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ART FROM WITHIN

ART FROM WITHIN

Since 1943, American abstract expressionist Jackson Pollock had one-man shows nearly every year, and by 1948  was 
well-known in the American art community. Regular exhibitions of his work caused many and varied responses from his 
contemporaries, ranging from rejection to admiration. Pollock’s new and unusual style was shocking to his audience, 
some believed that “Jackson Pollock produces nothing more than interesting, if inexplicable, decorations”, and others 
thought of his pictures “as degenerate... and as unpalatable as yesterday’s macaroni”. Few critics were able to identify 
patterns in Pollock’s work, comparing them to labyrinths or calligraphic curves (Karmel, Varnedoe, 1999, pp.65-66).

ECATERINA KELLY
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Despite many attempts to find pronounced meaning in Pollock’s paintings, his canvasses have been con-
sidered abstract by the majority of observers. In 1950, Italian critic Bruno Alfieri wrote in L’Arte Moderna 
magazine, that Pollock’s artworks completely lack any structure or harmony, and don’t represent anything. 
“Jackson Pollock’s paintings represent absolutely nothing: no facts, no ideas, no geometrical forms”, wrote 
Alfieri, “no picture is more thoroughly abstract than a picture by Pollock: abstract from everything” (Karmel, 
Varnedoe, 1999, p.68).

Pollock’s work remained purely abstract, outside any systems of meaning for the majority of his critics, 
until a recent discovery of fractal structures in his drip-and-splash paintings. This established a new criteria 
to interpret his art. The fascinating scientific discovery tells us that Pollock’s abstract paintings, previously 
considered to be nonfigurative, may in fact be representing nature and its processes.

The aim of this paper is to explain that, while contemporary critics considered Pollock’s paintings to be entirely 
abstract, the discovery of fractal structures in the canvasses he created during his drip-and-splash period sug-
gests that Pollock was actually painting nature, and pointing the way to a new tradition of landscape painting 
for the technological age. This paper discusses the discovery of fractals in Pollock’s drip painting, outlines how 
he had started painting fractals years before they were discovered, and analyzes how his work can now be 
interpreted in relation to this discovery. The research methods for this dissertation include studying Richard 
P. Taylor’s research into structures within Pollock’s drip paintings, analyzing Pollock’s biography, his technique 
and personal statements, as well as evaluating criticism of his work. This paper is limited to the drip period of 
Pollock’s work, from 1947 to 1952, when he created his most famous and influential paintings.

Fig. 1: Convergence: Number 10, 1952 (detail), 1952. Oil and enamel on canvas.
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Fig. 2 (left): Audience observing Jackson Pollock's  
painting, 1949. 

Fig. 3: Metropolitan Museum director James J. 
Rorimer photographing a painting by J.Pollock, 1950.

In the same era that Pollock's paintings were considered purely abstract, nature too was considered unor-
dered and random. However, in 1961, five years after Pollock's death, American mathematician and mete-
orologist Edward Lorenz made a revolutionary discovery. He had been performing experiments involving a 
computer-generated weather prediction system, and developed a theory that it is possible to get random 
results from the same starting conditions. He believed that all processes in nature initially have structure 
and order. However every small activity during this process, for instance the slightest swing of a butterfly's 
wings, affect the outcomes significantly and provide “random” results. This behavior was named “chaotic”. 
Chaos theory explained many natural dynamic processes, showing that they actually have order and struc-
ture (Sardar, Abrams, 2005, pp.40-43).

A year before the discovery of Chaos theory, Franco-American mathematician Benoit Mandelbrot, who 
studied information theory, brought together various studies in self-similarity and developed a new math-
ematical concept – “fractals”. Fractals (from the Latin word “fractus” - meaning broken) are systems that 
have similar structures reccurring at all levels of magnification, building complex patterns (Fig. 4). Although 
initially fractals were studied in terms of information organization, further development of the concept 
showed that it could also be applied to describing organization in nature. It was proved that coastlines' 
geometry (Fig. 5-7), mountain terrain, clouds, tree branches, broccoli and snowflakes, (Fig. 5-7) as well as 
many other natural objects and processes, are based on fractal structures (Sardar, Abrams, 2005, pp.29-30).

Both chaos theory and fractals allowed a better understanding of nature, its organization and behavior. They  
show that natural processes have order, and behave within a system of rules; remarkable discoveries which have 
changed the world of science and also offer a new perspective from which to interpret Pollock's abstract paintings.
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Fig. 5-7: Examples of natural fractals: from up to 
down: coastline, lightning, snowflake.

Fig. 4: Sierpinski gasket - self-similar fractal. 

Fig. 8: Lavender Mist: Number 1, 1950, 1950. Oil, enamel and aluminum on canvas. 
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In 1994 Australian physicist Richard P. Taylor (2002, 
p.117) decided to put his career on hold and study 
art in England. He had an assignment to do free-air 
paintings of natural landscapes, but the harsh Eng-
lish weather kept him indoors. Anxious to fulfill his 
assignment, he created a spontaneous experiment: 
a group of students built a structure, from which 
hanging paint buckets would drip paint on a canvas 
when swung by strong wind. The students left the 
structure overnight, and observed the results in the 
morning. Taylor noticed that the paintings made by 
the wind were visually very similar to Pollock's drip 
paintings, which gave him the idea that Pollock may 
have been adopting natural rhythms and processes 
in his work. Using his physics background for analysis, 
Taylor guessed that the “irregular” swirls in Pollock's 
drip paintings might actually have some order.

When Taylor returned to his lab in New South Wales, 
Australia, he scanned Pollock's “dripping” works into a 
computer and broke them into smaller parts, captur-
ing patterns at various magnification levels (Fig. 9). He 
then analyzed the paintings' parts, and results con-
firmed his initial impression: Pollock's drip-and-splash 
canvases do  contain fractal structures. This discovery 
means that Pollock's paintings have structures similar 
to structures in nature, which suggests that Pollock, 
long considered to be an abstractionist, could, in fact, 
have been painting nature.

The presence of fractals in Pollock's work created 
many further questions, and Taylor (2002, pp.119-
121) continued his research, looking for more 
details. The analysis of visual fractals can be done 
using the criteria of dimension. As shown in Figure 
10, fractal dimension can range from a value of one 
(non-fractal single line) to a value of two (non-
fractal fully covered area). Fractals with a dimen-
sion closer to one result in thinner images, whereas 
fractals with a dimension value closer to two have a 
higher intensity and level of detail. Computer analy-
sis confirms that in early works, when Pollock was 
first developing his dripping technique, he painted 
single layers of swirling trajectories, while toward 
the end of his drip period, around 1952, he was ap-
plying multiple layers, reworking his canvasses over 
months and building dense webs of paint splashes, 
steadily raising the fractal dimension up to 1.72.

Fig. 10: Fractal dimension range. 

Fig. 11: Statistical similarity in natural fractals (left) and exact 
similarity of mathematically generated fractals (right).

Fig. 9: Taylor's research method. 

D = 1 (non-fractal) D = 1.1 D = 1.6

D = 1.9 D = 2 (non-fractal)
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According to Taylor (1999b), one of Pollock's first drip paintings “Composition with pouring II”, created in 1943 
(Fig.12), has fractal dimension close to one. In ”Number 14” (Fig.13), painted in 1948, the fractal dimension is 
1.45. “Autumn Rhythm” (1950) and “Blue Poles” (1952) (Fig.14-15) reach the highest level of density in all Pol-
lock's drip pictures with fractal dimensions of 1.67 and 1.72 respectivally. Evolution of Pollock's work in terms of 
increasing fractal dimension was so steady that it can be used to validate and even date his work (Taylor, 1999b).

Fig. 12: Composition with Pouring II, 1943. Oil on 
canvas. Fractal dimension is close to one.

Fig. 13: Number 14: Gray, 1948. Enamel over 
gesso on paper. Fractal dimension is 1.45. 

Fig. 14: Autumn Rhythm: Number 30, 1950, 1950. Oil on canvas. Fractal dimension is 1.67. 
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Fig. 15: Blue Poles: Number 11, 1952, 1952. Enamel and aluminum paint with glass on canvas. Fractal dimension is 1.72. 

While mathematically generated fractals, like the Sierpinsky gasket shown in Figure 4, demonstrate exact 
self-similarity, natural fractal patterns are not exact. In nature, similarity within fractal patterns is statistical, 
due to the chaotic behavior of nature itself. Figure 11 shows that the natural fractals of the tree branches 
do not repeat exactly. Pollock's fractals exhibit a statistical quality, similar to fractals in nature, rather than 
exact mathematically generated fractals. Pollock's patterns are similar to natural ones, confirming that he 
could have been painting nature.

Experiments in visual perception of fractals have shown that fractal dimension plays a major role in perception 
of visual fractals. Taylor (2002, pp.120-121) and a group of psychologists performed an experiment where they 
offered test groups of viewers three types of visual fractals – mathematical fractals rendered by a computer, 
natural fractals, and Pollock's fractals. The results showed that people didn't have a preference over the origin 
of fractals, however, the majority of test viewers preferred fractals with a dimension between 1.3 and 1.5. This 
dimension range is most commonly found in nature. For instance, clouds have fractal structures with dimen-
sion of 1.3 (Fig. 16). Based on steady evolution of Pollock's fractals, Taylor believed that Pollock was uncon-
sciously raising the dimension value, testing the boundaries at which his work would be perceived as appealing. 
Emmerling (2009, p.91) also writes that Pollock himself was aware that he was “pushing the limits of what still 
could be understood as painting”. This can be illustrated by a situation when Pollock, showing his latest painting 
to his wife Lee Krasner, instead of asking if the painting was good or bad, asked her: “Is this a painting?”.

Fig. 16: Examples of natural fractals with different dimension values. Left to right: horizon - 1.0, clouds - 1.3, branches - 1.9. 
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Considering this gradual and steady development of Pollock's fractals, it is unlikely that they were accidental 
or incidental. His own comments show he was in charge of his process: “...it seems to be possible to control 
the flow of the paint, to a great extent, and I don't use – I don't use the accident – 'cause I deny the ac-
cident.” (Karmel, Varnedoe, 1999, p.22).

Although it is clear that Pollock's fractals are not accidental, their presence in his drip pictures can't be the 
result of conscious application. Fractals were discovered nearly five years after his death, and he therefore 
couldn't have been aware of their existence. There are many factors that could have lead Pollock to paint 
fractals. For instance, it is known that Pollock developed a unique painting technique, dripping paint on 
canvas without contacting it. In the late 1940s he moved out of the city, and this increased contact with 
nature coincides with the development of his drip painting style.

During the first half of the 1940s Pollock was living in a small apartment in New York, working with a con-
ventional easel and brush technique. In 1945 he married fellow painter Lee Krasner, who, concerned about 
Pollock's growing alcoholism, convinced him to move to the countryside. The new environment brought 
new opportunities; Pollock started to take long walks along the beach, closely experiencing nature. In the 
summer of 1946 Pollock decided to turn a large barn into his studio, giving him a significant space and a 
chance to experiment with technique. Getting closer to nature had a positive effect on Pollock, whose style 
transformed from dark images to a lighter and richer palette. The overall mood of his painting started to 
express more tranquility (Emmerling, 2009; O'Connor, 2010).

Fig. 17: J. Pollock and L. Krasner on Long Island, 1949. Fig. 18: Jackson Pollock's barn studio. 

In the 1950s, attracting a lot of attention from the media, Pollock received a proposal from a German 
photographer, Hans Namuth, who was interested in Pollock's art. Namuth intended to photograph and 
film Pollock in the process of painting (Emmerling, 2009, p76-77). Though this collaboration may have 
triggered a new wave of depression and alcoholism in Pollock, leading him to abandon the drip technique, 
nowadays this evidence has significant value. It  helps us analyze and understand Pollock's process in terms 
of the presence of fractals in his pictures, and by looking closely at his methods it is clear that he was adopt-
ing methods which are similar to processes occurring in nature.  
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The previously mentioned large studio space of the barn gave Pollock an opportunity to tack big canvases to 
the floor instead of stretching them. This horizontal position allowed him to move freely around the canvas, 
approaching it from all sides and use his whole body in the painting process, in contrast with the traditional 
easel technique, where the artist is limited to only hand and arm movement (Namuth, 2010). Pollock moved 
around his paintings in rhythmical circular trajectories, as if he was dancing. This motion most likely had chaotic 
nature, similar to the motion type that can be observed in nature. For instance, ants and bees, when they are 
searching for food, move in complex circular trajectories  which have self-similar fractal structure, creating cha-
otic motion called “Levy flights”, after the French mathematician who developed this theory. Levy flights are a 
system of self-similar movements which demonstrate statistical fractal structure, and the effect can be applied 
to analysis of motion, time and even human heart fluctuations and nervous system dynamics, demonstrating 
that the whole dynamics of the human body are based on fractal structures (Taylor, 2005).

Fig. 19-22 (left to right): Stills from the film Jackson Pollock, 1951, by Hans Namuth and Paul Falkenberg, showing Pollock in process of work. 

As well as giving Pollock an opportunity to move freely, the horizontal position of the canvas also provided 
a different surface to paint on, in contrast to the softer resistance of traditional stretched canvas technique. 
Pollock himself explained his process many times: “My painting does not come from the easel. I hardly ever 
stretch my canvas before painting. I prefer to tack the unstretched canvas to the hard wall or the floor. I 
need the resistance of a hard surface.” (Karmel, Varnedoe, 1999, p.17). With our modern intrepretation that 
Pollock could have been painting nature, it is interesting to compare his methods to natural processes. For 
instance, his horizontal canvas spread on the floor resembles physical terrain, ready for fractal patterns to 
appear and evolve on its surface, similar to the way it occurs in nature.



16 Bulletin PCRC 2012/01

ART FROM WITHIN

As well as an unusual canvas position, Pollock employed an unusual use of paintbrushes. Instead of apply-
ing paint with brush directly onto the canvas, Pollock splattered liquid paint from hard brushes and sticks, 
allowing it to drip on canvas in swirls: “Most of the paint I use is a liquid, flowing kind of paint.The brushes I 
use are used more as sticks rather than brushes – the brush doesn't touch the surface of the canvas, it's just 
above” (Karmel, Varnedoe, 1999, p.21). The paint dripping from Pollock's brush could be defined as a natu-
ral chaotic flow of liquid, another chaotic process in his technique. Scientific studies of a dripping tap proved 
that small adjustments change non-chaotic flow of liquid into a chaotic process (Taylor, 2005). Though sent 
in a defined direction and given a certain trajectory by Pollock at the start, the drip of his paint was affected 
by gravity, air flow and temperature, turning it into chaotic liquid behavior resembling natural processes.

Pollock also used other materials in his painting, pouring sand or crushed glass onto the canvas to create 
texture (Fig. 24). Sometimes ash falling from his cigarette would become part of the painting, and while 
Pollock controlled what ended up on his canvas, the particles were laid down in similar ways to the forma-
tion of natural landscapes. This mimicking of natural chaotic processes, together with fractals that are visu-
ally similar to natural scenery patterns, support the idea that Pollock's drip paintings, though unusual and 
abstract at first glance, in fact represent natural landscapes.

Fig. 23: Jackson Pollock painting, 1950. Fig. 24: Pollock, pouring sand on the painting, 1949. 
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Now that it is known that Pollock's drip canvasses contain fractals, it is interesting to look back at contem-
porary criticism of his work. While the majority of viewers saw pure abstraction in his swirls, it is remarkable 
that Pollock's grocer, who bought one of the paintings, described it as an “aerial view of Siberia” (Karmel, 
Varnedoe, 1999, p.63).  The aerial view of Siberia shown in Figure 26 has a naturally chaotic structure, and 
there is striking visual similarity between a photograph of a Siberian lake and detail of Pollock's painting 
(Figs 25-26). It is interesting that a “simple” grocer was the first to notice the resemblance to natural scenery 
in Pollock's pictures, in contrast to the highly educated art critics. This fact confirms once again that Pollock 
was painting nature: a person, living close to nature and not burdened by a heavy art education, could see 
the resemblance of nature in Pollock's painting, while art critics, looking for complex hidden meaning and 
symbolism, missed this simple connection.

Fig. 25: One: Number 31, 1950, 1950 (detail).  
Oil and enamel on canvas.

Fig. 26 Aerial view of frozen lake Baykal in Siberia. 

Fig. 27 Non-Pollock drip painting. Fig. 28: Comparing non-Pollock drip painting (a) 
and Pollock's Number 32, 1950 (b).

a b
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Pollock's chaotic and nature-like methods definitely helped fractals to appear in his pictures. Many artists have 
tried to recreate Pollock's technique in order to achieve the same results, but none of them have managed 
to get close to Pollock in terms of structure. Taylor's analysis of non-Pollock dripping works (2002, p.120) 
show that they don't contain fractals (Fig.28). It wasn't his technique alone that was responsible for the frac-
tals in Pollock's paintings. Technique, as stated by Pollock himself is “just a means of arriving at a statement” 
(Karmel, Varnedoe, 1999, p.17). It was something else that led Pollock to mastering the drip process and 
painting fractals. He stated: “The thing that interests me is that today painters do not have to go to a subject 
matter outside of themselves. Most modern painters work from a different source. They work from within.” 
(Karmel, Varnedoe, 1999, p.20). It was something within Pollock himself, his history, his personality, influences 
and experiences, that caused these natural patterns to appear in his canvasses. In term of this assumption it is 
interesting to explore the influences that came together to create Pollock's unique drip painting style.

Fig. 29: Number 32, 1950, 1950. Enamel on canvas. 

Fig. 30: Jackson Pollock, 1953. 
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Pollock was close to nature from the earliest years of his life; he was born on a farm in Wyoming and grew 
up in the rural areas of Arizona and California, where he could observe nature (O'Connor, 2010). His father 
was a farmer and later land surveyor for the government, who used to take  Pollock with him to survey-
ing jobs. It could have been during this time that Pollock's interest in natural patterns was aroused. When 
he was 15, Pollock spent the summer with a land surveyors party, where the older men introduced him 
to drinking, another influence that would continue throughout Pollock's life. His alcoholism caused many 
psychological problems which he fought for the rest of his life (Emmerling, 2009, p10).

While living in California, Pollock was introduced to traditional sand painting of the Navajo Indians (Fig. 31). 
“I have been always very impressed by plastic qualities of American Indian art” he stated years later (Em-
merling, 2009, p.10). Indian sand painters, who paint on the ground, influenced Pollock's style, becoming 
an inspiration for his creative method: “On the floor I am more at ease. I feel nearer, more a part of the 
painting, since this way I can walk around it, work from the four sides and literally be in the painting.This is 
akin to the method of the Indian sand painters of the West” (Karmel, Varnedoe, 1999, p.17). The traditional 
Indian painting method was one of the factors which inspired Pollock to create his own unique technique.

Fig. 31: Indian sand painting. Fig. 32: Pollock painting, 1949. 

During the 1930s Pollock moved to Los Angeles to study at Manual Art High School, where his teacher, 
Frederick Schwankowsky, introduced him to theosophy, a doctrine of religious philosophy and mysticism. 
This “prepared Pollock, who had been brought up as an agnostic to be open to contemporary spiritual 
concepts: the unconscious, Carl Gustav Jung's analytical psychology and Surrealist automatism” (O'Connor, 
2010). Pollock's interest in automatism and the unconscious was probably one the most important factors 
that led him to paint nature. Automatism  is a process of painting where conscious control over the mind is 
eliminated in order to release imagery from the unconscious (Emmerling, 2009, p.30).

There is a link between Levy statistics, mentioned above, and Automatism. The automatic painting method 
involves speed, to a point where there is no room left for conscious involvement. Pollock didn't try to con-
sciously control either the subject of painting, nor the movements of his body, letting it follow natural chaotic 
trajectories, releasing “physical memories, stored in his arms, hands and mind” (Emmerling, 2009, p.69). In-
spired by the work of Pablo Picasso and the Surrealists, who were employing this technique, Pollock started ex-
ploring the automatic drawing process, working towards full freedom of unconscious expression. This pushed 
Pollock in a direction where his art became more symbolic and abstract, moving towards his dripping period.
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Pollock's explicit interest in the dripping method started when he attended Mexican muralist David Alfaro 
Siqueiros's workshop, where they experimented with industrial paints and lacquers, adding sand and other 
materials to the paint to introduce texture. Siqueiros, experimenting with pouring and dripping to reach 
the effect of “controlled accident”, was a direct and strong influence on Pollock's development of his own 
trademark technique (Emmerling, 2009,p.14).

In the beginning of the 1940s Pollock, whose progressing alcoholism led to him developing depression, 
underwent psychiatric treatment. He was treated by Jungian therapists, who used his own drawings in the 
process of therapy. The Jungian method, focused on the unconscious, triggered further “obsessive explora-
tion of [Pollock's] unconscious symbolism” (O'Connor, 2010). Pollock was trying to reach a state where he 
was completely unaware of what he was painting, immediately expressing his emotions rather than illus-
trating them, letting them come directly from his unconscious. He believed that a painting has its own life 
and, as a painter, he is letting it come through himself to appear on the canvas. He stated: “When I am in my 
painting, I'm not aware of what I'm doing. It is only after a sort of “get acquainted” period that I see what I 
have been about. I have no fears about making changes, destroying the image, etc., because the painting has 
a life of its own. I try to let it come through. It's only when I lose contact with the painting that the result is 
a mess. Otherwise there is pure harmony, an easy give and take, and the painting comes out well.” (Karmel, 
Varnedoe, 1999, p.18). Psychoanalysis made a strong impact on Pollock, pushing him into further practice 
of unconscious painting. Emmerling (2009, p. 18) writes that according to Pollock's friend, when describ-
ing his works of art, Pollock used more psychoanalytical terms than aesthetic ones. Pollock's interest in the 
unconscious presumably  reached its peak in his drip period, when fractals started to appear in his creations.

Fig. 33: Jackson Pollock in his New York 
apartment, standing near bare canvas, 1943.

Fig. 34: Pollock, sitting near his car, 1950. 



21Bulletin PCRC 2012/01

ART FROM WITHIN

After moving from New York to the countryside, 
getting closer to nature, observing his surroundings 
and taking up gardening, Pollock started his drip-
ping experiments in search for a suitable technique 
to allow him to turn his personal visual language 
into paintings. Pollock tried various methods; paint-
ing large canvasses and walls, using paint of differ-
ent thicknesses and working on his technique. This 
was the time when all his influences converged and 
caused him to develop his unique style of painting 
fractals. Years of exploring the unconscious, automa-
tism, constant experimentation, development of 
self-expression and fascination by nature came to-
gether, and he started channelling it onto canvas with 
the help of the right technique. Suddenly his pictures 
started to have structure, forming fractals.

The presence of fractals in Pollock's canvasses, as 
well as the various influences described above that 
led to his unique style, confirm the idea he was in fact 
painting landscapes. Being inspired by nature, Pollock 
may have managed to learn the structure and lan-
guage of it and express it in painting by eliminating 
conscious control. When comparing his canvases to 
photographs of nature, it is obvious that visually they 
have a lot in common. For example, there is a  striking 
visual similarity between aerial photographs made by 
photographer Yann Arthus-Bertrand and Pollock's 
paintings. Figures 36-41 show the resemblance be-
tween Pollock's paintings and natural scenery.

Fig. 35: Cathedral, 1947.  
Enamel and aluminum paint on canvas.

Though it is clear, looking at the evidence and facts, that Pollock's paintings resemble landscapes, Pollock 
himself never mentioned that painting nature was his intention. According to Emmerling (2009, p.22) 
Pollock's intention was to reflect the period, and develop a truly contemporary style.  His contemporaries 
described him as a well-educated and very intelligent person, with strong opinions about modern art. His 
own statements and interviews often convey the idea that modern painters express the aims of the time 
they are living in. Pollock said: “Modern art to me is nothing more than the expression of contemporary 
aims of the age that we are living in.” (Karmel, Varnedoe, 1999, p.20).

His age was the age of technological progress – the first satellite, the hydrogen bomb, passenger airplanes and 
more. The technology expansion of the 1950s was faster than ever before, forcing the world to change and 
adapt. Pollock felt that the new age required a new approach to art, and that modern painters couldn't use old 
methods to paint in the new age: “My opinion is that new art needs new techniques. And the modern artists 
have found new ways and new means of making their statements. It seems to me that the modern painter 
cannot express this age, the airplane, the atom bomb, the radio, in the old forms of the Renaissance or of any 
other past cultures. Each age finds its own technique.” Jackson Pollock (Karmel, Varnedoe, 1999, p.20).
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Fig. 38: Pantanal, Brazil. Fig. 39: Number 15, 1948: Red, Gray, White, Yellow, 
1948. Enamel on paper.

Fig. 40: Algae in the gulf of Morbihan, France. Fig. 41: Number 32, 1950, 1950. Enamel on canvas. 

Fig. 36: Copacabana Beach, Rio de Janeiro, Brazil. Fig. 37: Full Fathom Five, 1947 (detail). Oil on canvas 
with nails,  buttons, key, coins, cigarettes, matches, etc.
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Pollock often expressed an interest in the future of modern art. He was strongly influenced by Mexican 
muralists Diego Riveira, José Clemente Orozco and David Alfaro Siqueiros, and considered murals to be 
“the medium of the future”.  “I believe the time is not yet ripe for a full transition from easel to mural. The 
pictures I contemplate painting would constitute a halfway state, and an attempt to point out the direction 
of the future, without arriving there completely.” (Emmerling, 2009, p.14). It is possible that Pollock's own 
technique was an attempt to point out the direction for the future of landscape painting.

Fig. 42 : Pollock and Krasner talking to a guest, 1949. 

In one interview, Pollock said: “...the modern artist is living in a mechanical age and we have a mechanical 
means of representing objects in nature such as the camera and photograph. The modern artist, it seems 
to me, is working and expressing an inner world – in other words – expressing the energy, the motion, and 
other inner forces.” (Karmel, Varnedoe, 1999, p.21).  New inventions, like the videocamera, offered dif-
ferent ways of representing nature, starting new directions in modern art, and conventional methods of 
landscape painting became out-of-date in the mechanical age, forcing  artists to search for new methods. 
Technological progress in Pollock's modern world made him look for different sources of inspiration, within 
himself, extracting the nature from his unconscious and turning his swirls into fractal patterns.

Fig. 44: Number 12A, 1948: Yellow, Gray, Black, 
1948. Enamel and plaster on paper.

Fig. 45: Meanders in the Tuul river, Mongolia. 

Fig. 43: Jackson Pollock in his studio, 1949. 
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While painting fractals was presumably unconscious, Pollock's own expressed attitude shows that he may 
have felt that he was channelling nature. In one of his statements he said: “My concern is with the rhythms 
of nature... I work inside out, like nature“ (Emmerling, 2009, p.48). Another time, in what is probably his 
most famous statement, Pollock said “I am nature”, in answer to a question of whether he paints from nature 
(Karmel, Varnedoe, 1999, p. 253). In the context of the newly discovered fractals in Pollock's works, these 
statements make perfect sense -  as with every human, Pollock was a part of nature, and by expressing it 
through unconscious and automatic painting he has managed to extract nature's patterns and rhythms to 
create beautiful and revolutionary new landscape paintings for the new age of technology.

During his drip period Pollock continuously received accusations about his pictures being meaningless, and 
many doubted their art value. The Metropolitan Museum's graphic art curator stated: “I suspect any picture 
I think I could have made myself”, while Yale professor Theodore Green expressed an opinion that Pollock's 
Cathedral “would make an excellent design for a necktie” (Emmerling, 2009, p.68). One reason for some of 
this criticism could be that Pollock's drip period coincided with the start of the cold war – a period of political 
and military tension between the communist and western worlds. Abstraction was considered as the art of 
the “free world” in contrast to the social realism of the Communist Bloc. Pollock's public image, created by the 
mass media, presented him as a true representative of American art - art that gave artists freedom of individual 
expression, the opposite to the limited, Party-controlled art from behind the Iron Curtain. This public image 
and overall political situation may have limited opportunities for audiences to discover meaning in Pollock's 
patterns, making American art-lovers want to believe in their abstractionism (Emmerling, 2009).

Despite negative contemporary criticism, Pollock's works demonstrate long lasting appeal for viewers 
throughout time. His works are exhibited in many museums around the world and his Number 5 (Fig. 46), 
painted in 1948, is  currently the most expensive painting ever sold - an unknown buyer paid $140,000,000 
on 2 November 2006 (Klemencic, 2007). This time-proven success is possibly the result of Pollock's frac-
tals – plain abstract patterns wouldn't cause so much interest and controversial criticism. It's possible that 
everybody can spot something familiar in his paintings, and on a deep unconscious level viewers can see 
same basic structures that they experience within themselves and around them in nature.

It is fascinating that modern science is able to provide tools to find new perspectives on things and events from 
the past. Fifty years after Pollock's death, the science of physics made it possible to see something in Pollock's 
work that his contemporaries couldn't see - swirly patterns, which seem to be entirely abstract, in fact have 
structure and order.  An order that has similar organization to the rules of nature. With the aid of computer 
analysis, Pollock's random splashes took shape, and turned from abstractions into landscape painting.

Technological progress is the moving force in the development of the world, forcing modern art to adapt and 
transform to suit the needs of the new realities. Sometimes it happens that the result of this adaptation can only 
be understood and interpreted years later, like has happened with Pollock's work. In terms of the presence of 
fractals in Pollock's pictures, Bruno Alfieri's accusation that Pollock's works are nothing but chaos (Emmerling, 
2009, p.69) turned out to be not far from the truth. Although in the last 50 years the term “chaos” has gained 
a new meaning, and Alfieri is right, Pollock's pictures are chaos – the ordered and structured chaos of nature.

Pollock's paintings and nature both have fractal patterns, not only are they present but they have a similar 
statistical quality. His technique included chaotic and fractal methods, resembling natural processes and, 
even to a non-professional eye, there is a definite similarity between his paintings and natural scenery. 
Considering that Pollock himself mentioned that he was working in tune with nature,   there is no doubt 
that he was painting nature.

Fig. 46: Number 5, 1948, 1948. Oil, enamel and aluminum on hardboard. 
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Pollock's artworks have kept attracting art-lovers, critics and collectors for years after his death, because 
behind what seem like abstract and unordered splashes of paint are the structures and patterns of nature. 
Not only nature that people can observe in the world around them, but nature within people themselves, 
the internal basic order which determines the human body's dynamics and social behavior, and is perceived 
and understood on the unconscious level of the human mind.

Pollock's fractals are not accidental, and their presence in his art reflect his aims. His own statements show 
that  he was concerned about the future of contemporary art, which he believed should be expressing the 
modern age, and that he believed that the modern age required new artistic techniques. Ultimately he suc-
ceded, by creating a new technique of nature painting.

Clement Greenberg, one of the most influential art critics in America in the second half of the twentieth 
century, said that Pollock is “the strongest painter of his generation and perhaps the greatest one to appear 
since Miró.” True, his art may initially be ugly, but ”all profoundly original art looks ugly at first” (Emmerling, 
2009, p.51). Interested in the future of modern art, Pollock created a new style of landscape painting for 
the new age. Pushing the possibilities of painting to the extreme, Pollock developed a new technique and 
style, pointing out a new direction for painting nature in the future.
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NOTES ON 
WORLDBUILDING: 
WHAT HAPPENS IN 
THE GAP BETWEEN 
OBJECTS AND TEXTS IN 
CONTEMPORARY ART?

PETER LE COUTEUR

LIFTING THE CARPET: READING ILYA KABAKOV’S SOMEONE’S UNDER THE 
CARPET (1998-2010)

The yarns of seamen have a direct simplicity, the whole meaning of which lies within the shell of a cracked nut. But Mar-
low was not typical (if his propensity to spin yarns be excepted), and to him the meaning of an episode was not inside 
like a kernel but outside, enveloping the tale which brought it out only as a glow brings out a haze, in the likeness of one 
of these misty halos that sometimes are made visible by the spectral illumination of moonshine. (Conrad, 1990, p.2)

CAVEAT LECTOR
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A PERSONAL PREAMBLE OF DUBIOUS MERIT

ILYA KABAKOV ~ SOMEONE UNDER THE CARPET (1998-2010)

In my own art practice over the last few years, I have gradually and intuitively but very consciously been 
developing a language. A language of materials, palette, signs and subjects. These individual elements are 
inseparable from a growing set of connections between the various signs. As my own work progresses, I 
have started to notice parallels in the work of other Modern and contemporary artists. I’ve tentatively be-
gun to wonder if this style of work is not a relatively distinct direction,  grown from the foundations laid by 
conceptual, narrative, and installation art.

I am suggesting by my approach to the works of art in this paper a particular strategy of ‘reading’. This strategy 
or approach is a personal one, based on my own way of making work and understanding the world. One of the 
pitfalls of this type of work in general is that it may seem dry, scholarly or obfuscatory to someone for whom 
the approach is unnatural. Not everyone is drawn to puzzles, quibbles and marginalia. If you can parse it, this 
style has all the rich psychological depth of a fairytale. It is a mindset fascinated with  information  and how it is 
interconnected. But explaining the interconnections or reflections between different structures of meaning is 
rather like explaining  a joke; if you don’t get it, no amount of explanation will make you laugh.

I set out to write a quite different essay. But after months of research and note- taking, I left my home city 
for one on the other side of the world. And there, quite by chance and in two different places, I came across 
a rare book and a rarer exhibition by Ilya Kabakov. Mr. Kabakov is one of the few artists I connect with 
deeply; a profound influence on me, but someone whose work I had never before seen ‘in the flesh’. And 
so the glut of preliminary work I undertook has, naturally, and as if by surprise, been redirected and brought 
to bear on quite a different case…

We see a corner of the gallery, surrounded by a low wall. Covering the floor is a carpet, made of pieces 
of grey industrial felt stitched together. And under the carpet is a human figure, crawling slowly around. 
(Actually it is not crawling. It was crawling on the opening night, but has since broken. It is an old machine, 
made in the late ‘90s – the gallerist tells us – and is going to be completely remade when the exhibition 
finishes.) Next to the walled-off carpet area, on the gallery wall, is a small painted wooden noticeboard, with 
two sheets of paper glued to it. The noticeboard is painted a light greenish-blueish-creamish colour, which 
somehow suggests an institution, perhaps a sanitorium. The first sheet of paper, that is, the sheet on the 
left, has a handwritten text in Russian, fairly neat, but with a downwards drift to the lines. The second has a  
short printed text in German and English, presumably a translation of the Russian. It says:

Ward No.

It’s not enough that I loved to hide from everyone in the most inappropriate and 
unexpected places  – behind the door, in the closet, under the bed – but I also  al-
ways loved to frighten others. But I didn’t think up my favourite trick myself, rath-
er I borrowed it from my neighbour, Volodya, when I saw how he did it. One time 
he came to visit us and hid unnoticed under a big  old rug in mama’s  bedroom. 
Mama and grandmother went into the bedroom for something and screamed 
with fright when they saw that something was slowly crawling toward them under 
the rug.Ever since then, I love to do this, but not so much for others as for myself. 
Under the rug it is quiet, dark, warm in winter. I have already hidden under the 
rug three times here after dinner in the hospital cafeteria. (Kabakov, 1998-2010)
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This text’s relationship with the physical objects next to it seems clear. It is a statement by the nameless 
figure under the carpet. But what exactly is the structure of this piece? How do the text and the object work 
together? Why is the text there? In setting out to find the answers to these seemingly simple questions, 
I discovered that examining this single piece cast light on a huge and unstable area in contemporary art: 
Are objects in themselves sufficient? How much do objects need to be explained or introduced by written  
texts? And if there are texts, how can they be said to be separate from the works themselves? What hap-
pens in the gap between objects and texts in contemporary art?

Fig. 1: The Figure Under the Carpet 

Fig. 2: The Noticeboard 
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Contemporary art at the beginning of the 21st century is a huge and varied field, and no one theoretical 
perspective or method of interpretation is appropriate for all the myriad forms produced by artists today. In 
this paper, we will look at an unconventional sculptor whose work is surrounded by a complex  of references 
to real and fictional places, events and characters, a conceptual context without which the objects lose their 
full significance. Many of the virtues of this type of work are the vices of another. The work of such artists is 
acutely self-aware, marked by capricious artifice and extravagant whimsy. It has very little  in common with 
a huge piece of Cor-ten steel sticking up out of the ground. Or with throwing molten lead at the meeting 
of the wall and the floor, for example. Such work might, however, be swept up into the whirlwind network 
of references and sidetracks that characterize this field of art; swept up and then put down again, in the 
manner of a chess piece.

We will use a case-study methodology, examining the sculpture described above in the light of the wider artistic 
practice of its author, the halo of conceptual context the author constructs around the work, and what might 
be called his position in relation to recent western art history. In so doing, we will find that this artist is not a 
‘sculptor’ in the traditional sense, but rather a builder of worlds ~ with all the hubristic and sprawling ‘baroque’ 
sensibility that such an activity inevitably entails. The following statement about British  artist  Mike  Nelson 
could apply almost equally as well to Ilya Kabakov, though his literary references are, of course, different:

LIFTING THE CARPET

“As a builder of narrative  worlds, [Mike] Nelson is more influenced by writers than 
by artists. Those central to his work are Jorge Luis Borges, HP Lovecraft, Joseph 
Conrad. He quotes the preface to Borges's A Universal History of Infamy: ‘I should 
define as baroque that style which deliberately exhausts (or tries to exhaust) all its 
possibilities and which borders on its own parody.’ Most of us are familiar with the 
baroque as an architectural style. Nelson thinks about it, as defined by Borges, as 
a kind of fiction in which stories have other stories concealed within them, or in 
which - an effect Nelson loves - a preface turns out to be the story.” (Jones, 2001)

Mike Nelson is a sculptor who makes huge and complex installations, filled with references to other works 
and sources. Mike Nelson is, as Jonathan   Jones says above, “a builder of narrative worlds”. It is this aspect 
of his work, which we can call ‘worldbuilding’, that  interests me, and links the work strongly with  Ilya Kaba-
kov, and two other artists who have strongly influenced my own work ~ Joseph Beuys and Matthew Barney.

Each has their own carefully developed and often very specific symbolic language of materials, signs and 
relationships, and consequently it is absolutely possible to be mistaken when interpreting the works of 
these artists. It is crucial, in my opinion, to first accept that you do not understand the work, but that there 
is something to be understood, which contemplation and research might lead us towards. This goes against  
a very prevalent contemporary attitude that art means ‘whatever you want it to mean’. Doubtless, this is 
true of some artworks, where the artist states that this is his intention. For this type of artwork, however, 
the notion of specific interpretation is appropriate, and sought out; the artists surround their work with a 
gyre of attendant spoken and written texts, which simultaneously form part of the work, and provide  com-
mentary and interpretation.
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“For the concept of the supplement—which here determines that of the image—har-
bors within itself  two significations whose cohabitation is as strange as it is nec-
essary. The supplement adds itself, it is a surplus, a plenitude enriching another 
plenitude, the fullest measure of presence. […] But the supplement supplements. It 
adds only to replace. It intervenes or insinuates itself in the-place-of; if it fills, it is as if 
one fills  a void… This second signification of the supplement cannot be separated 
from the first. […] Each of the two significations is by turns effaced or becomes dis-
creetly vague in the presence of the other. But their common function is shown in 
this: whether it adds or substitutes itself, the supplement is exterior, outside of the  
positivity to which  it is  super-added, alien to that which, in order to be replaced by 
it, must be other than it.” (Derrida, 1974, p.145-146, italics original)

The inclusion of introductions, commentaries and marginalia into the form of an artistic work is not new, 
at least not in the realm of literature. Western literature has been playing with the tension between the 
artistic work and its marginalia at least since Herman Melville’s seminal leviathan Moby Dick, written in 1851. 
Moby Dick was a groundbreaking  work in this regard, including material more common to an encyclopædia 
than a work of literature: there are elaborate footnotes and pages of illustrative diagrams, along with many 
pseudo-academic discussions on the meaning of whiteness, or the physiognomy of cetaceans. There is a 
definite mockery here of the literary and academic establishment, but there is also a certain uncertainty of 
scale. If the work already includes commentary on itself, can further commentary on it also be said to be 
part of the work? The world of Moby Dick spreads beyond its pages into any and all discussion of it, and out 
into discussions of whales and whaling…

J. L. Borges (a particular favourite, as we have seen, of Mike Nelson), constructed labyrinthine ‘metafic-
tions’. Footnotes, introductions and commentary in Borges’ work seem to be traditional academic addenda, 
but begin insidiously to creep into the fictions themselves. Like Ilya Kabakov, many passages in Borges’ writ-
ing are attributed to fictitious or fictionalized characters. With Borges, it is often impossible to tell which 
quotations are historically real and which are falsified. We might perhaps call these added textual elements 
‘con-texts’. They seem to merely provide framing or context for the ‘main’ text, but are in fact inseparable 
from it. And such additions are untrustworthy; they claim to be neutral introductions or explanations when 
they are themselves fictions, participating in or contradicting the fiction of the ‘central’ text.

These con-texts supplement the work in the queer sense that Jacques Derrida (a radical ontologist con-
cerned with  exposing the instability  of meaning) wrote about the supplement, as something at once 
‘extra’ and necessary:

Perhaps Derrida’s ‘supplement’ (taken from his exhaustive deconstruction of Rousseau) can help us with 
the person under the carpet?

The translated statement by our nameless carpeteer seems, at first, additional to the ‘main’ object ~ the 
carpeteer himself, navigating his carpet. It performs the function of introduction or commentary, ‘explain-
ing’ what we are seeing, and therefore existing outside of it. But the colour and style of the noticeboard pin 
the text into the work. The text seems to hover at the margin of the work, inside and outside.

Without the text, our experience of the figure under the carpet would be quite different. We might imagine 
the work to be about suffocating, being lost or trapped. But as we read in the text, the figure is not an ‘every-
man’, metaphorically embodying the artist’s or the audience’s spiritual situation, commenting on the muffled, 
confused existence we lead, crawling around in search of who-knows- what under a pall of industrial felt.
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Instead, the figure has a character,  and we have a short text that we must take to have been written by him. 
This immediately catapults us into the world of fiction or theatre. There are two levels in the mind; a reality, 
in which we know the figure under the carpet is a machine and the text has been written by Kabakov, and 
a fictional world in which the figure under the carpet is a person who has found solace there, a person who 
seems from the colour of the noticeboard and the reference to the hospital cafeteria to have been taken 
in to some sort of institution,  perhaps an asylum or sanatorium. In which case, our status as an observer 
takes on an unpleasant sense of callous voyeurism. We are observing a psychiatric patient as a spectacle, an 
intriguing specimen, like an animal in a zoological garden.

As Derrida says of the supplement, the text ‘fills a void’. Without it, we would know nothing of the narra-
tive. For it is a narrative world we are entering into, masterfully condensed into a hundred and fifty words. 
We  have places, characters, events. As Roberta Smith puts it, Kabakov “seems like a novelist or playwright 
who has inexplicably set up shop in the house of art.” ( Smith, 1992) There is nothing simple about this fact, 
and for many more traditionalist  art- lovers, this is dangerous territory. Smith goes on to criticize what 
she sees as a weakness in the installation she is reviewing - “[the] weakness is the fact that it is almost more 
interesting to read the artist's synopsis of the piece and its intended effect in the accompanying brochure 
than to experience it firsthand.”

I think it’s telling that Smith uses the word ‘almost’ here. ‘Almost’ more interesting; does she mean that it 
is or isn’t more interesting? I feel that Ms. Smith is making a mistake (assuming she isn’t saying this simply 
to find something to criticize); she has drawn her boundaries too narrow. What makes her so sure that the 
‘accompanying brochure’ isn’t part of the work? Ilya Kabakov is a writer and theoretician as well as a creator 
of objects. He explains:

“A work in which, next to the image, both a commentary and an explanation 
are arranged… in itself… does not represent anything new… A little different 
situation arises, when we arrange both a commentary and an explanation next 
to a painting (object) in such a way that both the first and the second form an 
artistic whole, a unified “organism”. […] [B]eing placed in the same composi-
tional field… these texts begin to radiate some new significances, new mean-
ings. This clearly occurs, because such a pair turns out to be itself in the field 
of commentaries and explanations “pronounced” by the viewer… This con-
nection between the text and image begins “to work” in a particularly enrich-
ing and intricate way when the “commentaries” are attributed to invented 
viewers… the real viewer feels that he has involuntarily wound up in an infi-
nite suite of opinions, many of which, it seems to him, could belong to him.” 
(Kabakov, 2000, p.257)

This extraordinary destabilizing strategy ( Kabakov’s inclusion of fictitious audience responses in many of  
his works) has the effect that the viewer is confronted with the fact that his own responses and ‘opinions’  
are part of a larger sphere of discourse, which is external to and greater than the individual. Many of our 
responses are not, in fact, personal productions but socially conditioned speech-acts implied by the context. 
Smith’s mistake is to locate the work too simply within the object, rather than accept Kabakov’s awareness 
and manipulation of its reverberations through the web of context.
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Installed in the same space as Someone’s Under the Carpet (1998 -2010) is another Kabakovian work, The 
Reading Room (1995 -2010).  Both exist in the same space within the Wolfgang Roth &  Partners gallery 
as part of the “Ilya and Emilia Kabakov: Someone Under the Carpet” show (Miami, Dec. 1, 2010  – Jan. 15, 
2011). The Reading Room consists (in this incarnation of it at least) of three sets of new pine tables and chairs, 
with books of writing and sketches by the Kabakovs, documenting and explaining past installations [fig. 3].

This work, we can read in the catalogue,

“…represents a simple, Russian library room sometime before the age of computers. 
This site-specific installation takes on a different role each time it is exhibited, as it in-
teracts with the surrounding  artwork and the space in which it is installed. […] Here, 
the installation is presented as an artist’s library. As such, it offers the opportunity 
to learn more about the artists from the great quantities of books and catalogues 
that lie on the light colored tables. The interaction with the artists and what they 
present is simple and tactile, like hands touching and turning the pages of books.” 
(Wolfgang Roth & Partners Fine Art, 2010)

Figure 3 

There is nothing ‘simple’ about “the interaction with the artists and what they present,” however. Here we 
have tables and books that are considered by the artists to be ‘a work’ that has been installed many times 
with different specifics for fifteen years. And ‘within’ this work are texts and images of a great number of 
the Kabakovs’ other installations, perhaps including The Reading Room. This introduces into the work a sort 
of vertiginous, nested recursion, an “infinite suite of opinions”.

The fraught question of the relationship between the work and its con-texts is one to which we should 
return again and again in this field. And in a piece like The Reading Room, the relationship is even more 
problematic; the work itself is built of the texts surrounding, supplementing and commenting on other 
works! There is clearly nothing simple or straightforward about this relationship. Examining it depends upon 
another set of questions, which cannot be answered and yet cannot be escaped: How do we come to the 
meaning of a work? Where does the meaning of a work end? What is legitimate interpretation? And just 
how does the process of meaning function anyway?
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We are lost here in a labyrinth of con-texts which, as Kabakov says above, “begin to radiate some new 
significances, new meanings”, enmeshing the viewer in “an infinite suite of opinions.” In the simple act of 
including an explanatory text within a work, Kabakov has exposed a deep and reverberating instability. How 
can we simply separate a work from the “infinite suite of opinions” that surrounds both it, and everything 
else? Furthermore, in composing these con-texts, Kabakov has changed the nature of the work. Rather than 
a tiny object drowning in texts, the work begins to overspill its boundaries, re-authoring and spreading into 
its con-texts like a dye capsule in vat of water.

THE DISCOVERY OF CONTEXT

“…which since the mid-1960s – and especially through the spatial arrangements 
of Paul Thek, Joseph Beuys and a younger generation of artists – has reflected the 
endeavour to integrate the single sculptural element, the addition of materials and 
combining of objects, into complexes of unified intellectual structure in which traditional 
forms of the various media and genres disappear.” (Meschede, p. 1145).

This trend finds succinct and lucid expression in Ilya Kabakov’s description of “total installation”.

Looked at in the light of the questions above, the artistic direction of the 20th century can be summed up as 
the discovery (and, later, the manipulation) of context. A radical shift occurred around the end of the 19th  cen-
tury; different formal traditions began to be seen in parallel. The cardinal rules of European academic painting 
were exposed as mere parochial style. As European artists began to be exposed to visual languages from Africa, 
China and Japan, they saw that their tradition was one style among many. They saw it, simply, in context. And 
with industrialization, the context was changing rapidly. Artists realized that this context could be changed.  The 
importance to  early 20th century art of movements and manifestos can be understood in this way. Such tactics 
are a collective effort to engineer a context in which the work should be understood: Impressionism; art in the 
context of human vision. Cubism; art in the context of post-Newtonian physics and non-Western art. Bauhaus; 
art in the context of radical social change. And – with the advent of abstract expressionism – art in the context 
of art itself. An infinite,  hall-of-mirrors attitude that left much of the general public still saying they don’t like 
or understand ‘modern’ art a full century after abstraction and the Modernists.

After years of paintings, sculptures, and performance that addressed and critiqued the context in which they 
were viewed, examining the institutions of society that surround “Art” (the Museum, Beauty, Taste etc.), art-
works began to appear which to a greater and greater extent engineer and even become their own context. 
Individual works came to be exhibited alongside each other in carefully selected locations and arrangements, 
often supported with a variety of written statements. This was the birth of a relatively new area in fine art ~ 
installation. A form,

“The installation medium continues to make many people nervous. Sometimes it is per-
ceived as an ultimatum: 'Give yourself up and come out to face the firing squad.' Instal-
lation is a three-dimensional invention, and one of its features is a claim to totality, to a 
connection  with universals,  to certain  models  that,  in the  general  view,  no longer 
exist. Such claims take us back  to the epic genre, to literature, to something immobile 
and yet worrisome, like a corn on one's foot. An attempt is being made to encompass 
all the levels of the world, all of its corners, to describe everything that happens in it...Of 
special interest to me is the type of installation that transforms the room down to the 
smallest detail, so that it is reconstructed, painted over, and so on. All the parameters 
of the space are re-created anew; a cosmos of sorts is brought to life.” (Kabakov, 1999)
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Both these quotations make reference to  installation being a form of visual expression that has an odd 
relationship to ‘genre’; Friedrich Meschede talks of the disappearance of traditional  forms of  genre within  
installation, and Ilya Kabakov mentions a universalist and totalizing attitude, an encyclopædic bent that links 
installation somehow with a genre  radically different from traditional sculptural concerns. Kabakov links in-
stallation with epic literature, with texts like Homer’s Odyssey and Dante’s Inferno that attempt, through the 
description of a single journey, to describe an entire world. “A cosmos of sorts,” Kabakov says, “is brought to  
life.”  Kabakov’s conception of  installation is as a ‘worldbuilding’ enterprise, calling to mind the early work 
of the sociologist and theologian Peter Berger:

“Every human society is an enterprise of world-building. […] Man must make a 
world for himself. The world-building activity of man, therefore, is not a biologi-
cally extraneous phenomenon, but the direct consequence of man's biological 
constitution.” (Berger, 1990, pp.3-6)

Berger highlights the societally-constructed nature of reality, talking about the terrible state of anomia, be-
ing without a world-system  through loss, exclusion or trauma. Berger reminds us that the destruction of 
our social world is often more terrifying than death. (One need only call to mind instances of mass-suicide 
cults to be persuaded of this.)

Many of the Kabakovs’ characters are extremely socially excluded. In the texts that surround the installa-
tions, ‘loneliness’ is a recurring trope. Again and again we read of loneliness: “He lived completely alone” 
(The Man Who Never Threw Anything Away, 1981); “in his lonely room” (The Man Who Flew Into His Painting, 
1982); &c. &c. Aloneness is directly linked to anomia; adrift from society, the individual must work con-
stantly to build and rebuild a world in which his life has meaning.

In a text connected with The Collector (1985), Kabakov describes a telling scene:

“Complete loneliness  – you are alone, there is no-one around, the lamp illuminates 
the surface of the  table you are sitting at. You are immersed in what you are doing: 
in a special order that you have devised, you are gluing postcards on carefully cut-
out small pieces of wrapping paper. […] The distant, exciting world, unaware of you 
and living its own life, approaches, it becomes small, yours. …a strong bright stream 
of joy of which there is so little, virtually none at all, in the life that surrounds you. 
You disappear, float away into another space, into another world where you have 
never been and probably never will be… you understand with anguish… there is no 
crossover, no bridge between that large, wonderful and distant world and this piti-
ful small one of yours. […] But this bridge… does in fact exist when you place the 
stack of carefully cut-out pieces of gray paper in front of you… You are in charge and 
manage this paper world… worlds depart into the depths like galaxies in the cosmos, 
emerging and hiding, covering one another, peeking out from behind one another.”  
(Kabakov, 2000, p.290)

This text occurs in the exhibition catalogue. Contrary to Roberta Smith’s beliefs, the experience of reading a 
Kabakovian catalogue is not separable from the rest of the work. This is not a simple personal reminiscence 
or confidence from Kabakov. We have here a carefully constructed and acutely self-aware metaphorical 
text. This worldbuilding reverie in the catalogue is deftly connected to the social construction of reality 
through discourse in the installation text:
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“And right away, from the first page on, I was able to identify the type and genre 
of the works which  he let me see. The were classic stands (notice boards)… 
which we never noticed because we considered them to be the indispensible 
property of these “beaurocratic establishments.” […] Each of these stands was not 
just a simple and business-like announcement board… Quite the opposite was 
true. Like a book for pre- school kids, the stand was a separate work… of high 
style and with its own artistic merits. […] The main meaning, in my opinion, can 
be expressed in two concepts: “Solemnity” and “Order”. …a will toward universal 
knowledge, order and triumph.” (Kabakov, 1985)

Here, as in many other works and writings, we see Kabakov’s obsession with the noticeboard. The noticeboard 
becomes for Kabakov an emblematic field upon which the con-text of social worldbuilding is played out. The 
board itself is a rich sign in his conceptual language, his “complex of unified intellectual structure” as Meschede 
would have it. We’ve suddenly found that there is much more to Kabakov’s use of institutional-style notice-
boards than we could possibly have imagined from simply seeing one on the wall. What has changed is that we 
have begun to participate in Kabakov’s project of ‘seeing-reading’; we’ve discovered that the noticeboard is a 
sign that we don’t completely understand. It has an echoing significance, which we can only begin to compre-
hend as we enter Kabakov’s world more and more deeply. The critical point to  bear in mind, however, is that 
this is not simply a solipsistic interior world of meaning, but is delicately and extensively interconnected with 
cultural and philosophical registers. We do not only need to read into  Kabakov to understand the significance 
of noticeboards. The meaning is in some odd sense ‘out there’ in the social worlds we ourselves inhabit.

In the Kabakovs’ work, miniature worlds are built. A gallery room becomes a meticulously reconstructed 
microcosmic Soviet-era kitchen, replete with attendant texts:

“That Kabakov rather considers himself a ‘narrator’ becomes clear when he, ex-
plaining the function of his writings, uses the term ‘narrative’, though for him, the 
‘flow of words’ is not a discursive basis for philosophical or theoretical considera-
tions but rather an autonomous concomitant form of artistic work. At the same 
time, the text is directed at countering rash judgements such as “Oh, a social realistic 
painting” or “What a badly furnished kitchen”, which might lead the viewers onto the 
wrong track when they ignore the context of the visual.” (Felix, 2000, p.403)

The mistake Roberta Smith made in drawing a line between the work and its con- texts was I think what Felix 
means here by “ignoring the context of the visual.” The visual is always surrounded by con-texts, whether they 
are reified, as in the Kabakovs’ work, or immaterial ones implicit in the culture. This was Duchamp’s point with 
his ‘ready-mades’; an object in a different context becomes  a different object. What the Kabakovs are doing 
is adding a wealth of material to the context, material that re-authors the context of their  works, and is thus 
inseparable from them.

As stated above, what is ‘added’ to Someone’s Under the Carpet is actually inseparable from it; without the  sup-
plemental con-text,  the work  can be completely misinterpreted and thus become a completely different work. 
This link of inseparability exists more subtly but  just as  fundamentally between Someone’s Under   the Carpet and 
The Reading Room; by including this wealth of textual reference to other installations, the Kabakovs are demon-
strating the broad yet specific context of the installation, the links to dozens of  other fictional and non-fictional 
characters, places and events. From the sheer extent of these accompanying texts, we are made to understand 
that we are only beginning to enter into the world of the work. The fictional realm we have entered is just one 
cluster of events and characters in a vast net of works or worlds. It is, as it were, an episode in a multi-volume 
novel. And if we begin to look around, we are forced to admit that we cannot  see the edges of the work.
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Textual material is so important that “…visitors to the Kabakovs’ enveloping architectural installations are 
not just viewers but readers…” (Schlegel, 2007, p.59) Indeed, as Felix states above, the swarm of texts that 
surround the objects in the installations are “an autonomous concomitant form of artistic work.” The texts 
are not in the position of an inferior explicatory or didactic addition to an already replete physical element 
in the work. Nor, according to Kabakov himself, do they “replace visuality”, but rather “impart to it that depth 
and clarity which, as a rule, most often are insufficient in it.” (Kabakov, 2000, p.237)

What we are being confronted with in Kabakov’s assertion that something is ‘insufficient’ in “visuality” is 
a very specific perspective on the nature of visual art, with strong links to the uncompromising and con-
tentious beliefs of conceptual artists such as Joseph Kosuth and Laurence Wiener (see above). The insuf-
ficiency Kabakov is speaking about calls to  mind again the ‘filling a void’ nature of Derrida’s supplement. 
The language Kabakov sees as an essential supplement to the visual is an

JASPER JOHNS’S FLASHLIGHT

“Without language there is no art.”  
(Laurence Weiner, quoted in Stangos, 2003, p.260)

“…internal ‘speech’ [accompanying] any artistic ‘action’, often remaining hidden 
even to the ‘one producing it’ himself … this very same text which was clearly for-
mulated in the very ‘beginning’, can clearly be ‘seen-read’ in the finished work. 
This is particularly noticeable on works of art which were made a long time ago… 
The signs and forms which these artists used go together distinctly into phrases, 
we can easily read this graphic text.” (Kabakov, 2000, p.237)

What we are being presented with here is an approach to art which privileges a pre-existing conceptual/
visual language, a ‘graphic idiolect’ of signs, forms and materials that produces an individual “graphic text” 
which can be “seen-read”. This was true of works made ‘a long time ago’; works from particular traditions, 
made within rich and elaborate contexts, in which, for example, size was understood to mean importance, 
or the colour white to signify spiritual purity.

There is a strong link here to Joseph Beuys, both in an evident interest in works from before the modern 
age, and in the idea that a clearly formulated ‘text’ in the beginning can be clearly read in the finished work:

“Beuys’s work is about transformation, it is heavily symbolic, and it is central to its 
character that its symbolism stems directly from him as an individual. […] Beuys 
believed that ‘sculpture begins in thought, and if the thought is not true, the ideas 
are bad and so is the sculpture. The sculpture’s idea and form are identical.’ There is 
an equivalence here of thought  – or he might  have said feeling  – with image,  that  
one of Beuys’ strongest critics has called a ‘naïve transparency between form and 
matter and the “idea”.’ […] It is this transparency of image and idea, certified by the 
artist alone, and detached from critical analysis of his own artistic practice, that has 
contributed to a relatively hostile critical reception in the United States. […] Beuys 
was unsympathetic to Duchamp because of the shift in his ready-mades away from 
meaning given by the artist to meaning arising from their context, the switch from 
authorship to discourse…” (Causey, 1998, pp.141-143)
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Beuys’s idea that leads to and is identical to the form is very similar to Kabakov’s ‘internal speech’. Both 
seem to need clarity or truth, which can be judged in the resulting artwork. What Kabakov seems to be  
attempting is a fusion of Duchamp’s revelations with Beuys’s more ancient symbolic attitude. In contrast to 
Andrew Causey’s views, Beuys did not act as though the symbolism of his work ‘stemmed from him as an 
individual’. His explanations were uncompromisingly mystical, and imply that the symbolic meaning of the 
shapes and materials he used were universal. I see Beuys’s work as located firmly within a Germanic symbol-
ist tradition, which includes Wagner and Jung. Beuys’s lectures, writings and sculptures propose that there  
is a universal and spiritually significant symbolic language of materials, in which he is writing very specific 
things. In this sense his project is absolutely in accord with Kabakov’s description of “a claim to totality, to 
a connection with universals, to certain models that, in the general view, no longer exist” (Kabakov, 1999).

Causey’s pinpointing  of  Beuys’s uneasy relationship  with  the  “shift   from authorship  to  discourse” is  
apt.  There  is  a   definite  tension  between an ‘essentialist’ model of meaning, which is fundamentally  a 
religious proposal, the “naïve transparency between form and idea”, and a ‘relativist’ model which breaks 
the age-old link between form and content. This is the structuralist ( and post- structuralist) epiphany that 
words have meaning because of their position within the linguistic structure, and not  because  of any es-
sential  characteristics they possess qua themselves.

But to position Beuys’s work as ‘naïvely’ essentialist is difficult  given that his widely disseminated ætiological 
myth – that he was rescued by Tartars from a plane crash in WWII and encased in felt and fat – is just that, a 
myth. While the story was based in truth, the key ideas are, as Causey puts it, ‘embellishments’ (Causey, 1998, 
p.140). Frankly, we can either choose to view Beuys as a naïve and self-deluding charlatan, or accept his work as 
something much more complex. Beuys’s artistic persona, including his gnomic style of discourse, his unchang-
ing uniform, and his myth of artistic genesis, is clearly a performance. (He was, after all, a performance artist.) He 
is performing artist-as-revelatory-mystic, not the then-fashionable performance of artist-as-scientist,  and it is 
difficult to watch his interviews and refuse to acknowledge his self-awareness and humour.

The naïveté is to complain that Beuys’s fictions are dressed as reality, to childishly exclaim ‘but it’s not real’. 
I view this as symptomatic of the reductive and arrogant literalism of post-Victorian culture. What critic  
could be taken seriously while complaining that Robinson Crusoe poses  as an autobiographic true-story? Part 
of Defoe’s purpose in dressing many of his fictions as reality is surely to call into question the veracity of any 
so-called ‘true’ stories. To claim that the postmodern revelations are a 20th century ‘discovery’ is to have 
failed to read mythopœic works from Ovid to Melville.

Beuys’s commitment to his mythology assures us that while it is not real, it is nevertheless true: ‘if the 
thought is not true, the ideas are bad’. Rather than simply denying context in  favour of authored meaning, 
the vast majority of Beuys’s action – indeed his whole persona – is dedicated to a performative authoring 
of context, particularly to re-connecting his work with historical symbolic registers which had been partially 
dismantled during the various phases of Modernism.

It is this aspect of the work, the authoring of context, that links Beuys most fully with Kabakov’s work. Beuys’s 
creation and elaboration of a mythical artist-actor is a radical solution to the problem of context ~ a world built 
around a fictionalized self that links his work in turn to the work of Matthew Barney. The “naïve transparency 
between form and idea” is more present in Roberta Smith’s failure to admit Kabakov’s artfully  orchestrated con-
textual material into the work, drawing the boundaries of art too narrow and believing that the object should 
contain the idea. If simple physical metaphor is even applicable to the intricate relations between object and 
con-text, it would be more appropriate to say that the objects are contained within the idea. Kabakov’s works are 
like Marlow’s stories in Joseph Conrad’s Heart of Darkness; “to him the meaning of an episode was not inside like a 
kernel but outside, enveloping the tale which brought it out only as a glow brings out a haze”. (Conrad, 1990, p.2)
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This ‘haze of meaning’ is a deeply unsettling approach to art-making; the significance of the work does not 
end with the edge of the glow, but continues, an ‘infinite suite of opinions’. The ‘work of art’ is enmeshed  
within layers of metafictional con-text, and continues to generate meaning the more one reads and thinks 
on it. We view the man under the carpet, and find he is tied to a noticeboard with texts. Having seen the 
strings, as it were, we begin to see others, a disconcerting web of illusion and elision where we cannot tell 
exactly how much the artist has put in place, and how much was always there. What really separates this 
noticeboard from the others in our lives? What will we really find when we lift the carpet? That the rug has 
been pulled from under us?

CONCLUSION

Visiting the man under the carpet was a strangely  unsettling experience, but not in the way that one might 
expect. Perhaps because the machine was broken, the work was curiously ‘flat’. There was little drama or 
tension. It seemed distant, impersonal somehow. Seeing my first Kabakov in the flesh was a curiously flesh-
less experience. But the more I thought about the work, indeed, the more I wrote about the work, the more 
it opened up.

Roberta Smith has a point, you see. It is “almost more interesting” to read the accompanying texts than to  
see the ‘work itself.’ The objects alone are insufficient; the essence of the work is somehow between the 
texts and the objects. In some queer sense, what happens in the gap between objects and texts is the art.

The strange and unsettling character of this kind of artwork lies in the fact that it begins to work when you 
view the piece, but continues to work after you have left the gallery, becoming stronger the more you think 
about it. This is an art form which is no longer installation is a physical sense. The work locates itself not simply 
in the gallery, but installs itself within a conceptual or inter-textual space. Friedrich Meschede’s “unified intel-
lectual structure”, Kabakov’s “infinite  suit of opinions”, Zdenek Felix’s “context of the visual”; perhaps all these 
phrases refer to this gap, this conceptual space in which I feel the work is located. Or perhaps, as I began to 
state above, and in a manner that I can barely begin to express in simple language, the gap is the work.



42 Bulletin PCRC 2012/01

NOTES ON WORLDBUILDING

APPENDIX: RE-INTRODUCING OUR ARTISTS

MIKE NELSON (1967-)
Mike Nelson is a British sculptor who has twice been nominated for the prestigious Turner Prize. His highly 
respected oeuvre has been approaching more and more fully Ilya Kabakov’s ‘total installation’ genre. From 
a seminal interstitial installation in Matt’s Gallery, London (TRADING STATION ALPHA CMa, 1996)[fig.4], 
Nelson has progressed to works such as those made for the Sydney Biennale (24a Orwell Street, 2002) 
and for Creative Time, New York (A Psychic Vacuum, 2008), which take the form of mazelike complexes 
of rooms, dressed with all the detail and artifice of a film set. Vast and intricate as these installations are, 
however, it is the conceptual constructions that give rise to them that are at the heart of the work. This 
non-linear narrative web of references and associations guides Nelson’s aleatoric rambles through salvage 
yards and flea markets as he searches for the right pieces to put his puzzles together. He has at his com-
mand a typology of architectural ephemera; what particular type of door will allow the viewer to enter this 
or that fictional realm?

JOSEPH BEUYS (1921-1986)
Joseph Beuys’ work includes painting, performance, sound work and conceptual pieces, but he is best 
known as one of Germany’s finest post-war sculptors. The manner in which he grouped his pieces – as 
interconnected elements in a sort of psychic machinery – places him securely within the foundations of 
the installation genre ( Meschede, no date). He worked in raw, significant materials: felt, fat, copper, wood, 
honey ~ all had near spiritual significance in the manner of alchemical elements. Beuys is especially relevant 
to our theme not only for his symbolic language of materials, but because he surrounded his sculptures with 
a swarm of stories, performed lectures and writings, which make clear that his sculptural work can only be 
fully understood in the context of his elaborate politico-mystical weltanschauung.

Figure 4: TRADING STATION ALPHA CMa 
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Figure 5: The Pack, 1969. 



44 Bulletin PCRC 2012/01

NOTES ON WORLDBUILDING

ILYA KABAKOV (1933-)
Ilya Kabakov is a Russian artist who escaped the grip of the Soviet Union in the 1980s and came to interna-
tional reknown in America for his artistic and theoretical work. Starting as a painter and illustrator, he began 
to include text in his paintings in the early 1970s, then progressing to the form of “Albums”, large archive 
boxes filled with a dozen or so sheets of card with text and illustrations, narrating in a very sparse and surreal 
manner the experiences of fictional characters, with commentaries by other fictional persons included at 
the end of the album. He is now famous for installations (often built together with his wife Emilia Kabakov) 
that completely transform a space, weaving objects and multilingual texts into strongly psychological inte-
rior spaces, or oppressive institutional domains.

Figure 6: The Man Who Flew Into Space From His Apartment, 1968-1996 
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“Because information and communication are fundamental components of every human interaction and business transac-
tion, each new communication medium - the telegraph, telephone, radio and television - has had a successively greater 
impact on the world, and created great fortunes for those who rode each wave of change. The Internet will be the most 
significant wave of all” (Van Dyck, 2010).

PATRICK SCHERER
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Every day we are surrounded by technologies without even noticing them anymore. The Internet, smart-
phones, digital TV, and GPS navigation are only a small part of an immense technological impact which 
started to connect people to their daily lives. This essay gives a brief reflection on the different actors and 
their surrounding which are involved in this rapidly growing new digital environment. Thus, selective views 
at entrepreneurs, intrapreneurs, and infopreneurs should introduce us to the term digital entrepreneurship, 
which appears to be a key concept throughout the overall topic. We shall see how this fairly young environ-
ment is driven by technology, innovation and e-business. Alongside with those factors we try to emphasize 
the importance of social and ethical responsibility. Unfortunately, today's globalized economics and mo-
nopolized institutions generally tend to ignore factors which are not directly related to profit. It is quite 
obvious in which direction contemporary entrepreneurship and business is leading us within the economy: 
Worldwide financial inequity, political disgracefulness, and social frustration are only a small part of a series 
of grievance (BBC News, 2011). Let us believe that this digital entrepreneurship brings up more responsible 
actors (i.e. infopreneurs) with a refreshing business approach, where it is more than about taking only. Let 
us consider the -preneurs1, now.

Generally, entrepreneurs are people who have the ability to create and maintain business opportunities. 
Their characterizations go from middle men, facilitators, risk takers to creative and imaginative innovators 
(Infopreneurs/Intrapreneurs, 2011). Today's business and ICT era, however, introduces new terms and new 
definitions for entrepreneurs.

The intrapreneur “is like an entrepreneur but within the organization“ (Infopreneurs/Intrapreneurs 2011, 
p.3). This definition gives the entrepreneur the possibility to act within corporations or within larger busi-
ness constructs. Nevertheless, there are certain examples where it could be considered that this extended 
definition is not really necessary. Hacklin et al. (2009) use the term entrepreneurial activities in a scientific 
context - including ICT together with nanotechnology. Here we have an entrepreneurial activity with an 
academic background, where we also could expect an intrapreneur. Nevertheless, it is quite obvious that 
science and technology are important triggers of today's new business opportunities. It is all about a wide 
range of changing systems, thus, any kind of –preneur has to have knowledge about changing opportuni-
ties. “Interaction between science and industry is an important aspect of the innovation ecology; it contrib-
utes to the diversity of knowledge that is a defining feature of the sustainability of such systems” (Caraça et 
al., 2009: 866). Finally, this innovation ecology might be the essence of what matters, regardless to roles2 
and environments3.

The diffculty, however, is a lack of comprehension within the business world. Creativity, which is crucial 
for innovation, is either being restrained (Amabile, 1998) or compensated by incomprehensible measure-
ments, as for example numbers “[n]ear $100 [b]illion” for facebook at the stock exchange (CNBC LLC, 2011). 
On the other hand, different organizations and institutions realize the importance of being creative in these 
difficult days and they try to implement this factor in existing business structures. For example, some see 
creativity as the future of education (The Ghetto Film School Inc., 2011), other professionals declare it al-
ready as a road-map for success in start-up or well-established companies (Swiss Innovation Forum, 2011). 
UK's Annual Innovation report (2010: 18) says that “skills and capabilities of staff are an important ingredient 
for successful innovation. Skills from all disciplines are important [...] but for some sectors traditionally as-
sociated with innovation, science and technology are particularly important. Science and technology skills 
are associated with technological innovation [...]”. Interestingly, the emphasis now seems to be on people 

1 Preneur is French and means ‘taker’. We will use -preneur throughout this essay as a generalized term in the sense of 
businessman or contractor.
2 Entrepreneurs, managers, the buying public, etc.
3 Finance, retail trade, ICT, etc. 
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and no longer on profit. To sum up, creative and innovative people are the key for a future which differs 
from the reality today. It is also true, that technology is having an impact on the overall innovation process. 
So, do we really need a new/different type of entrepreneur who is able to handle this bizarrely changing 
economical construct with new skills?

“Infopreneurs are the new entrepreneurs who envision ways to apply new infor-
mation technologies and systems to satisfy market needs and wants. They can see 
and create new economic models. They don't need to raise capital; they create 
it instead. They don't manage large organizations; they guide small teams. They 
don't work in corporate office complexes, but in bedrooms across America. They 
don't have onsite employees, they have contractors spread around cyberspace” 
(Van Dyck 2010).

According to Van Dyck, infopreneurs seem to be a potential panacea for our economy: They know the tech-
nology, the market, the needs, the models, and, most importantly, they create capital4. Another view on the 
infopreneur, however, is much more personable: “An infopreneur is a self-motivated learner and continually 
follows up leads. [...] Infopreneurs enlarge their jobs, they see their career developing horizontally rather than 
vertically” (Infopreneurs/Intrapreneurs 2011). An example for an infopreneur with previously mentioned 
characteristics would be Linus Torvalds5, who can easily be seen as one of the founding figures for open-
source technologies. Today, his contribution supports not only Google6 and their projects7, but a growing 
community of users, governments, educational institutions, companies, and, of course, other infopreneurs.

Now, just being a new type of entrepreneur is not sufficient. To some extent, relevance also lies in theoreti-
cal concepts, as for example business models. Amin et al. (2011, p.14ff) introduce the following new business 
models which are related to the infopreneur's acting: Aggregator (e.g. YouTube, Facebook, Flickr), Organ-
izer (e.g. Wikipedia), Collaborator (e.g. Android), Liberator (e.g. Linux, Firefox), and Exchanger (e.g. Skype, 
msn). According to these examples we can see that these business models are applied to software and the 
Internet. The question, if an infopreneur is not allowed to deal with hardware or digital media, shall be left 
open for discussion8 or might be found in different sources of literature. In summary, the importance is not 
in the definition of the particular -preneur, it is in the definition of its environment. This, eventually, leads 
us to the terminology of digital entrepreneurship.

Doubtlessly, the business environment is still aligned within prehistoric structures: Profit-orientated corpo-
rations, affordable politicians for lobbying, financial dept system, unrewarded working class, and neglecting 
damage to nature in the means of business9. On that account, there are possible enhancements as “digital 
business ecosystems and digital entrepreneurship as key concepts of sustainable socio-economic develop-
ment and poverty alleviation” (Moore et al., 2011). After all, it was shown that infopreneurs would have 
the availability to build socio-economical business models through digital entrepreneurship, since the use 
of resources can be minimized and the capitalization process can be maximized. If we have a quick look at 

4 This particular attribute has to be considered with caution. We want to compare the bursting dot-com bubble in the year 2001 
with facebook’s IPA of $100 billion. It is highly possible that a certain business overestimation is repeating itself and could have 
an essential negative impact on market and society.
5 http://www.cs.helsinki.fi/u/torvalds/.
6 For more information please see: http://lwn.net/Articles/357658/
7 An example would be Android, an operating system for mobile devices.
8 Furthermore, to satisfy the academic appetite for new definitions, we could suggest a new terminology for an infopreneur 
whose specialization is the Internet: The webpreneur.
9 We are pretty confident with today’s economical reality and a detailed critical discussion is beyond the scope of this essay. 
Therefore, we will not list detailed arguments it at this place.
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the dot-com bubble from 2001 we will see that most of the Internet companies were “over-hyped”, sim-
ple profit maximization took place, and only the more innovative Web 2.0 companies survived (O'Reilly,  
2005). Maybe this survival was thanks to -preneurs which were responsible for the web innovation. And 
more-likely, the capitalization process has been controlled by finance institutions and companies, which 
were driven by profit maximization instead of sustainable socio-economic development. This would be a 
plausible reason for the burst of the dot-com bubble back then. Nevertheless, according to the media, we 
are in an economic crisis ten years later. And it appears that monopolies, state-supported institutions, and 
some innovative companies would not be affected financially. Maybe this is why Moore et al. (2011) also 
emphasize “civil and economic rights” and “protection against abuses of monopoly power” including [...] 
state-controlled monopolies” as important factors for successful digital entrepreneurship.

Opportunity, imperfect knowledge of various topics, innovation and creativity are being taught to be the 
main factors for successful e-business and provide advantages in entrepreneurship ( Info-preneurs/Intra-
preneurs, 2011). Some people think that Mark Zuckerberg (Facebook) or Steve Jobbs (Apple) are actual 
valid examples for this success. To some extend one could argue that these people did successfully maintain 
their business by digital entrepreneurship. On the other hand, these people drastically benefit from busi-
ness factors like marketing and the globalization process. Marketing made it possible that facebook has this 
enormous amount of users today, and thanks to the Chinese production of Apple products - the globaliza-
tion process provides disposable hardware and keeps the production high and at low cost. Unfortunately, 
cultural disrespect and neglecting of problems are the other part of the agenda, even though this reality 
is not being published in popular western media (MacNeil-Lehrer Productions, 2011). Other institutions 
and projects10 at least think in a rather socio-economic context and try to generate more solid values than 
money alone. It goes without saying that it would be a worldwide logical responsibility to create and share 
knowledge, welfare and stability. There are even concepts for socio-economical approaches. As an example, 
digital entrepreneurship (and its infopreneur) could be involved in projects concerning ICT for develop-
ment in developing countries. Prahalad and Hammond (2002) provide strategic views of multinational cor-
porations deploying social development by using ICT as a tool for this action. After all, ICT is a part of digital 
entrepreneurship and if properly initiated and maintained, ICT has the ability to reduce cost and generate 
employment. Therefore, hypothetically, there would be resources and possibilities to support developing 
countries from an entrepreneurial point of view.

We have seen that there is a certain necessity for a fresh view on business and entrepreneurship in general. The 
worldwide daily news present quite homogeneously the grievance in the contemporary economic situation and 
people's frustration is obvious. It seems to be a plausible step, and a possibility, for a more personable approach 
towards digital entrepreneurship. This brings up the -preneurs as key figures towards more social and fair busi-
ness procedures. Some of these key figures already have extensive communities behind them11. With such an 
impact on the buying public there is potential for new approaches in business and entrepreneurship. These new 
approaches, as we have seen, need new business models. Finally, with a little bit more common sense and a little 
bit less avidity there will be possibilities to use technology and progress in a beneficial way.

“Technology should be our servant and not the other way around, but we have 
to be accepting of the change and advances it offers and be prepared to plot 
new routes to success. But in doing this we have to take care to inform and edu-
cate our politicians, leaders, managers and people as well as the wider populous.” 
(Cochrane, 2011)

10 An example would be: http://www.ubuntumission.org/.
11 The irritating queues in front of Apple stores can be seen as such a phenomenon.
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Cryptography today has evolved into a complex science (some say an art) presenting many great promises and chal-
lenges in the field of information security. The basics of cryptography include classes and types of ciphers — crypto-
graphic transformations — various terms and concepts, and the individual components of the cryptosystem. 

INTERNATIONAL CONFERENCE ON CRYPTOGRAPHY AND INTELLIGENCE
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Throughout history, politicians and military strategists have used simple-substitution ciphers to encode 
their secret documents for thousands of years - even back to the time of Julius Caesar! The process is sim-
ple: change each letter in your document to another letter in the alphabet, so that your new document is 
completely illegible. Your new encoded document might look a little something like this: 

Caesar cipher (substitution cipher):

A B C D E F G H I J K L M N O P Q R S T U V W X Y Z 
G H I J K L M N O P Q R S T U V W X Y Z A B C D E F 

The letter A is replaced with G and B is replaced with H and so on...

It looks like a whole lot of nonsense, right? Well, to many people, for many hundreds of years, it was non-
sense - and the simple substitution cipher worked just fine to keep secret documents just that: secret. But 
eventually people started to realise these ciphers could be broken quite easily, using nothing but simple 
pattern recognition, frequency analysis and a general knowledge of grammar and vocabulary. Soon enough, 
simple-substitution ciphers were no longer enough to keep encoded documents safe from prying eyes, and 
those who wanted to keep their secrets secret moved on to more complex encryption methods. 

While no one uses cryptograms (a type of simple-substitution cipher) today to encode their secret docu-
ments, they have survived to become a wildly popular puzzle that is available in thousands of books and 
newspapers... and of course websites! 

Until modern times cryptography referred almost exclusively to encryption, which is the process of convert-
ing ordinary information (called plaintext) into unintelligible gibberish (called ciphertext). Decryption is the 
reverse, in other words, moving from the unintelligible ciphertext back to plaintext. A cipher (or cypher) 
is a pair of algorithms that create the encryption and the reversing decryption. The detailed operation of 
a cipher is controlled both by the algorithm and in each instance by a key. This is a secret parameter (ide-
ally known only to the communicants) for a specific message exchange context. A "cryptosystem" is the 
ordered list of elements of finite possible plaintexts, finite possible ciphertext, finite possible keys, and the 
encryption and decryption algorithms which correspond to each key. Keys are important, as ciphers without 
variable keys can be trivially broken with only the knowledge of the cipher used and are therefore useless 
(or even counter-productive) for most purposes. Historically, ciphers were often used directly for encryp-
tion or decryption without additional procedures such as authentication or integrity checks.

 Cryptograms are solved primarily by two methods; first by pattern recognition. The easiest to recognize 
are single-letter words, which generally can only be A or I (or, rarely, O). Then there are a limited number of 
two-letter words such as IN, IS, IT, TO, AN, AT, AS, WE, HE, US, etc. One trick in particular is to look for the 
common TH- words, i.e. THE, THAT, THEN, THEY, THERE, THEIR. 
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Secondly, the successful cryptogrammer will use letter frequency to help suss out a difficult puzzle. The 
twelve most frequently used letters in the English language are ETAOIN SHRDL, in that order. The least 
common letters are JXQZ. If you notice a certain letter being used again and again in any given cryptogram, 
at a frequency much higher than any other letter, it is a good bet that its unencrypted form will be one of 
the ETAOIN group. Finally, when all else fails, simple trial and error can generally fill in the gaps. 

Cryptology prior to the modern age was almost synonymous with encryption, the conversion of information 
from a readable state to apparent nonsense. The sender retained the ability to decrypt the information and 
therefore avoid unwanted persons being able to read it. Since WWI and the advent of the computer, the 
methods used to carry out cryptology have become increasingly complex and its application more widespread.

Modern cryptography follows a strongly scientific approach, and designs cryptographic algorithms around 
computational hardness assumptions, making such algorithms hard to break by an adversary. Such systems 
are not unbreakable in theory, but it is infeasible to do so by any practical means. These schemes are there-
fore computationally secure. There exists information-theoretically secure schemes that provably cannot 
be broken, an example is the one-time pad, but these schemes are more difficult to implement than the 
theoretically breakable but computationally secure mechanisms.

The development of digital computers and electronics after WWII made it possible for much more complex 
ciphers. Furthermore, computers allowed for the encryption of any kind of data representable in any binary 
format, unlike classical ciphers which only encrypted written language texts; this was new and significant. 
Computer use has thus supplanted linguistic cryptography, both for cipher design and cryptanalysis. Many 
computer ciphers can be characterised by their operation on binary bit sequences (sometimes in groups 
or blocks), unlike classical and mechanical schemes, which generally manipulate traditional characters (i.e., 
letters and digits) directly. However, computers have also assisted cryptanalysis, which has compensated 
to some extent for increased cipher complexity. Nonetheless, good modern ciphers have stayed ahead of 
cryptanalysis; it is typically the case that use of a quality cipher is very efficient (i.e., fast and requiring few re-
sources, such as memory or CPU capability), while breaking it requires an effort many orders of magnitude 
larger, and vastly larger than that required for any classical cipher, making cryptanalysis so inefficient and 
impractical as to be effectively impossible. Alternate methods of attack (bribery, burglary, threat, torture...) 
have become more attractive in consequence.

Essentially, prior to the early 20th century, cryptography was chiefly concerned with linguistic and lexi-
cographic patterns. Since then the emphasis has shifted, and cryptography now makes extensive use of 
mathematics, including aspects of information theory, computational complexity, statistics, combinatorics, 
abstract algebra, number theory, and finite mathematics generally. Cryptography is also a branch of engi-
neering, but an unusual one as it deals with active, intelligent, and malevolent opposition, other kinds of 
engineering (e.g., civil or chemical engineering) need to deal only with neutral natural forces. There is also 
active research examining the relationship between cryptographic problems and quantum physics.

Cryptography is a particularly interesting field because of the amount of work that is, by necessity, done in 
secret. The irony is that today secrecy is not the key to the goodness of a cryptographic algorithm. Regard-
less of the mathematical theory behind an algorithm, the best algorithms are those that are well-known 
and well-documented because they are also well-tested and well-studied! In fact, time is the only true test 
of good cryptography; any cryptographic scheme that stays in use year after year is most likely a good one. 
The strength of cryptography lies in the choice (and management) of the keys; longer keys will resist attack 
better than shorter keys. 
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SESSION: CONTEMPORARY MATHEMATICS, CRYPTOGRAPHY AND MODERN 
APPLICATIONS

THE ‘P VERSUS NP’ PROBLEM
JAN KRAJÍČEK 
Faculty of Mathematics and Physics, Charles University in Prague

Over a hundred years ago mathematics turned its attention to itself and started to investigate its own foun-
dations. One of the main mathematical concepts coming from this era is that of an algorithmically solvable 
mathematical problem. Examples of natural problems that are not solvable algorithmically were discovered.

With the development of computer science it became gradually clear that it is not enough to distinguish al-
gorithmically solvable problems from those unsolvable but that it is necessary to take into account also the 
efficiency of algorithms. It became a fundamental issue how to measure the efficiency, how to determine 
for various problems what the most efficient algorithms are, or how to show that every algorithm solving a 
particular problem have to be inefficient.

The modern name for this research area is computational complexity theory. It is believed that the right basic 
concepts were discovered and the key fundamental problems asked. The prototype of these problems is the 
most famous among them, the ‘P versus NP’ problem. The significance of this problem can be hardly overstated.

In the talk I will attempt to explain what it is about, why it is so important, and what we know about it. I will 
not assume from the audience any specific knowledge except a general mathematical background.

QUANTUM CRYPTANALYSIS & QUANTUM CRYPTOGRAPHY
ŠTĚPÁN HOLUB  
Faculty of Mathematics and Physics, Charles University in Prague

Quantum phenomena offer interesting perspectives in the theory of computing, information processing 
and, consequently, cryptology. These have been explored intensively during past three decades.

There are two opposite contributions the quantum mechanical approach can make to cryptology. The 
first one is the celebrated fact that prospective quantum computers would be able to effectively factorize 
integers, whereby breaking large part of current security protocols. We touch upon the Quantum Fourier 
Transform, which makes this possible.

The second contribution consists in providing a genuinely quantum key exchange protocol, which is secure 
thanks to fundamental properties of quantum measurement. We present the basic idea of the protocol and 
the sense in which it is claimed to be provably secure. Despite fairly well established theoretical framework, 
the factual impact of quantum cryptology is still very unclear, due to technical difficulties. We briefly com-
ment on the present situation concerning attempts.
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CRYPTOGRAPHY IN MOBILE PHONES
MICHAL HOJSÍK  
Faculty of Mathematics and Physics, Charles University in Prague

In this talk, we look at the cryptography used in mobile phones. In the beginning we give an overview of 
the GSM with the focus on its security features. We describe stream ciphers A5/1 and A5/2 which were 
designed to ensure over-the-air voice privacy. Then we focus on cryptanalysis.

First, we describe an attack on A5/2 which is the weaker of the two algorithms and which is not supported 
in GSM anymore.

Second, we review several attacks on A5/1 (still in use) including a brute force attack used in the A5/1 
Cracking Project and we look at practicality of these attacks.

Finally, we describe the A5/3 block cipher KASUMI and its recent crypt-analysis.

INDUSTRIAL APPLICATIONS OF CRYPTOGRAPHY
DAVID PODHOLA  
School of Computing, Prague College  
VLADIMÍR ŠVAGR  
I&C Energo

In this talk we introduce some industrial implementations of cryptography. It is focusing on the electric 
power industry with specific aspects to power generation, transmission, distribution, and retail in nuclear 
powerplants. The implications of storing sensitive personal data, invoicing, and customers money transfers 
will be described and discussed.

SESSION: HISTORY OF CRYPTOGRAPHY

ENIGMA
STEFANO CAVAGNETTO & VERONIKA DOUCHOVÁ  
School of Computing, Prague College

This talk is about the famous Enigma cipher machine that is well known for the vital role it played during 
WWII. We offer some descriptions of the various models, their manufacturers, some accessories and patents.

There is no such thing as the Enigma. In fact, Enigma is the brand name of a series of cipher machines that 
were developed before and during WWII, some of which are compatible with each other, and some of 
which are not. However, what we will try to do during this talk is to give a representation of the main idea 
behind it and its working principles and components.

In the last part of the talk we discuss the theoretical and practical strength of the Enigma machine, with a 
different number of rotors, by computing the key settings and configurations. This should offer an insight 
behind the motivation of why the machine was so trusted by its designers and led the German Army to 
place an undeserved confidence in its security.
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POLISH CONTRIBUTION TO BREAKING THE ENIGMA CIPHER
JIŘÍ TŮMA 
Faculty of Mathematics and Physics, Charles University in Prague

The breaking of the Naval Enigma was the turning point in the battle for Atlantic during the WWII. What is 
less known is that the Wehrmacht Enigma had been broken already at the end of 1932 by a group of Polish 
mathematicians. Their calculation of the internal structure of the Enigma machine by solving a system of 
equations in the symmetric group over 26 letters is one of the most remarkable events in the history of 
cryptology.

Moreover, between 1933 and 1938 they developed many sophisticated methods to recover daily keys to match 
up ever changing protocol of using the Enigma machine and further improvements made by the German army.
Many of these methods played important role also in British cryptanalytical success during the WWII.

THE TURING CONTRIBUTION TO THE SOLUTION OF ENIGMA
BRUCE GAHIR  
School of Computing, Prague College

During the Second World War, Turing was a main participant in theefforts at Bletchley Park to break Ger-
man ciphers. Building on cryptanalysis work carried out in Poland by Marian Rejewski, Jerzy Rozycki and 
Henryk Zygalski from the Cipher Bureau before the war, he contributed several insights into breaking both 
the Enigma machine and the Lorenz SZ 40/42 (a Teleprinter (Teletype) cipher attachment codenamed 
Tunny by the British), and was, for a time, head of Hut 8, the section responsible for reading German naval 
signals. He devised a number of techniques for breaking German ciphers, including the method of the 
Bombe, an electromechanical machine that could find settings for the Enigma machine.

In this talk we consider in detail Turing's contribution in the construction of the Bombe. Loosely speaking, 
the idea behind the Turing Bombe is to make an initial assumption, draw logical deductions, and prove that 
it yields a contradiction. The assumption is that some specific rotor orders and rotor settings are correct. 
We then try to solve the problem with the plugboard settings (stecker connections). If there is no solution, 
the assumption must be wrong.

CIPHER MACHINES DURING WORLD WAR II. : THE GERMAN ENIGMA AND THE 
SMALL-AND-SIMPLE HAGELIN M-209 FROM THE USA
MAX O. ALTMANN

At the end of the 1930s, Eastern Europe was a meeting place for emigrants, democrats and for people who 
were against Hitler and the war. The main topics of the intellectual circles in the cafes of Prague and War-
saw were war and peace. This is why former Czechoslovakia and Poland also were countries frequented by 
European secret services, mathematicians and cryptologists. These illustrious intellectual circles knew that 
specialists of the Germans Armed Forces were working on a mysterious cipher machine -ENIGMA.

Up to 1934, the ENIGMA was still available on the free market for banks and big enterprises. Only after 
the German Armed Forces intensified their interest in this machine was it withdrawn from the free market.
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HISTORY OF CZECHOSLOVAK ARMY SOLUTIONISTS IN THE TIMES OF THE COLD WAR

a) 

b) 

c) 

d) 

e)  

f) 

Deciphering service in the Czechoslovak people army,

Ciphers of the Moravec London intelligence service in 1939 -1945,

Organization of army deciphering service after 1945,

Accession of new powers, reorganisation in 1957,

Mathematics and computers in deciphering -start in 1963 (ELLIOT 803 B, EPOS, MINSK-22, ZPA-
600, HEWLETT PACKARD 9845-B + floppy disk, snimač DP S-1500, dalnopis TRANSTEL),

Few curiosities about deciphering.

StB CIPHERING & CRYPTOANALYSIS UNTIL THE 70’S 
DANIEL POVOLNÝ 
VHÚ

a)      StB (State Police) and cyphering from the beginning of the 50’s until the 70’s

         •    Establishment and functioning of the cypher service in Czechoslovakia

         •    Production of cyphering materials for the StB

         •    Development of the cyphering equipment and techniques for the security services

At the beginning of the 1950’s the cyphering services in Czechoslovakia was practically at its beginning. 
Everything was being developed under the Soviet model and with the use of Ssoviet cyphering material. 
Gradually the tendency to develop its own technology that would produce such material on the needed 
level grew. However, in spite of certain partial successes, suitable types of techniques for the highest level of 
security was not developed until the beginning of the 1970’s. 

b)      StB and the nonstandard breaking of cyphers in the 50’s and 60’s

         •    Operation K -infiltration into the Austrian consulate in Bratislava

         •    Operation Šachová hra (Chess game) - radio counter game against Intelligence Service

SESSION: SECRET COMMUNICATION AND INTELLIGENCE

ORGANIZATION, MANAGEMENT & DEVELOPMENT OF CRYPTOGRAPHY IN 
CZECHOSLOVAKIA IN 1989
OLDŘICH PEKÁREK 
JIŘÍ DOUŠA 
JAROSLAV ŠMÍD 
NBÚ Panel

Description of the situation in organization, management and development of cryptography in Czechoslo-
vakia shortly before and after the Velvet Revolution in November 1989.

JIŘÍ JANEČEK
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INTELLIGENCE ORGANISATIONS AND THE MEDIA
WILHELM DIETL  
Covername: Dali

A very personal account of my life in the German foreign intelligence service BND. A rather individual re-
port about the gathering of secret information in the Near and Middle East, in North Africa and South Asia 
during the period between 1982 until 1992. 

How common is it that intelligence services use journalists to the point that they are run sources and even 
spy rings? The practical work, the risks, the dangers, the advantages of working for an intelligence service 
will be highlighted.

Is there a clash between individual moral and national security concerns? What if professional intelligence 
officers are posing as journalists? This talk is an intimate look at a very dangerous liaison and a world full of 
“mine fields”. And, finally, what happens after the service outs its own personnel?

CLANDESTINE COMMUNICATION & CRYPTOGRAPHY IN GERMANY DURING THE 
COLD WAR
DETLEV VREISLEBEN

Both German states (FRG, West Germany and GDR, East Germany) used similar methods for communicat-
ing with spies. Until 1958 “HV A” (Hauptverwaltung Aufklrung, Foreign Intelligence Service of the GDR) 
encrypted the messages with a Soviet cipher system (Double Transposition) which was broken by the West-
German ”Verfassungsschutz” (Federal Office for the Protection of the Constitution).

Later on the HV A used OTP. Concerning BND (Bundesnachrichtendienst, Foreign Intelligence Service of 
the FRG) it is only known that he used OTP. Both German states transmitted encrypted messages by radio 
or sent letters with messages in invisible ink.

RADIO INTELLIGENCE & RADIO COUNTERINTELLIGENCE AS MEANS OF 
CAPTURE OF THE CIPHER MESSAGES FROM THE END OF THE 40’S UNTIL THE 
FIRST HALF OF THE 70’S
DANIEL POVOLNÝ 
VHÚ

•      StB radio counter-intelligence and radio intelligence organisation

•      Cooperation with other eastern block services within the Coordination Group

•      Technical aspects of the work and results of StB activities in this field 

Radio counter-intelligence (and radio intelligence) took up the prewar organisation and work of its prede-
cessor and considerably expanded them. Its main goal was to uncover the enemy’s radio stations in state 
territory. Due to the specific radio waves broadcast, the radio counter-intelligence services of the eastern 
block affiliated within the Coordination Group in 1955, in order to cooperate in this field. Since the express 
transmittors appeared in the 60’s of the 20th century, significance of the radio counter-intelligence de-
clined and it focused mainly on the capture of diplomatic documents.



65Bulletin PCRC 2012/01

ABSTRACTS FROM THE SECRET OF CIPHERS CONFERENCE

WAYS OF CONNECTION FOR FOREIGN AGENTS IN CZECHOSLOVAKIA (1970 -1990)
PROKOP TOMEK  
VHÚ

This talk will deal with the topic of the collaboration of the Western intelligence services during the last 20 
years of the existence of the totalitarian regime in Czechoslovakia.

Control of society and connection with citizens abroad was very intensive. In spite of this, State Police coun-
ter-intelligence did not achieve much success in uncovering these activities. Using a few concrete examples, 
we can become acquainted with the means of connection from the field of non-personal connection use at 
that time and the ways they were detected.

CZECH REPUBLIC’S DEFENCE INTELLIGENCE FROM THE WARSAW PACT TO NATO
ANDOR ŠÁNDOR

Czech Republic’s defence Intelligence was not part of the State secret police during the communist regime. 
It never worked against the Czechoslovakia’s citizens and did not follow Czech emigrants abroad. Those 
two facts were decisive in the thought process of whether to dissolve it or not after the Velvet Revolution. 
It does not mean that it did not go through a number of measures that made it suitable to operate in a 
democratic state.

The first Gulf War, the war in Yugoslavia and the disintegration of the USSR showed a necessity to have 
intelligence provided by soldiers for the leadership of the country as the only then functional service. The 
Defence Intelligence created many cooperation links with foreign counterparts and de facto became a 
member of NATO earlier then the country itself de jure.

QUANTUM OF NECESSARY CONCEALMENT
JAN SCHNEIDER  
PAVEL ŠTALMACH 
JAROSLAV BAŠTA 
Chair: TOMÁŠ WEISS (Europeum Panel)

The panel will address the issue of concealment besides encryption as a technical matter; it is necessary 
to discuss what is getting encrypted (concealed) and why are powerful technical instruments almighty or 
where are their limits and what kind of roles are played by loyalty and the motivations of those involved.

The paradox of concealment is that when the unclassified documents are the safest because almost nobody 
reads them while the classified documents are in the focus of all because access to them is a indicator of 
your rank, personal prestige etc. The panel will also address some specific cases (e.g. Wikileaks).
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PART III
HUMANITIES IN 
TODAY’S WORLD
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QUEER REPRESENTATION 
IN POST-YUGOSLAV  
CINEMATOGRAPHY 

There is a troublesome issue of being queer in most of the post-Yugoslav countries. It is an environment which is still facing 
many violations of human rights, and it also has a tendency to abnegate and oppress different sexual orientations.  Post-
Yugoslav space was a creation and result of ethnic wars which were happening in Yugoslavia during the 90s1. Wars and 
turbulent political changes, transitions from the communist regime to the one-nation republics and ethnically divided enti-
ties forcefully affected civil society and common conditions for human rights. The queer movement in post-war Yugoslavia 
was happening and organised through different levels – activism and social resistance of different human rights and queer 
organisations (Women in Black, Gayten LGBT, Association Q, Lori, Skuc LL, Egal, and other groups and associations), gay 
prides in Belgrade, Zagreb, and Ljubljana, and queer festivals2 and queer film festivals  across the region.

MAŠA HILČIŠIN

SOCIAL CONTEXT AND CONSTRUCTION OF ‘QUEER’  
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Questioning sexuality in most of the Balkan's societies goes along with analysing the re-construction of 
values and common views imposed by a rigid patriarchal tradition, domination of religion, and political and 
cultural transformation of society. In challenging and defining patriarchy as a tradition, many cultural theo-
reticians, including Chris Weedon, see patriarchy as the basis for transmitting numerous prejudices against 
LGBTQ people3, keeping heterosexuality as a cornerstone of patriarchal tradition. 

Weedon (1999, p. 43) stresses that 'social practices are interpreted only in terms of their role in the repro-
duction of heterosexuality as the basis of patriarchy.' This hetero basis versus homo/same-sex love has been 
conveyed through generations, producing more preconceptions and fears from evanescence of the nation. 
In order to keep and save the nation, patriarchal tradition was helping in empowering and building an iden-
tity of 'warriors,' politicising machismo, national pride, and national identity constructing and defining at 
the same time sexuality through specifically heterosexual based experiences rather than different practices 
and identities based on different social and cultural forms. Additionally, Weedon (1999, p. 105) elaborates 
on the meaning of 'queer' and how mainstream culture has the tendency to define 'homosexuals as queer. 
Queer in this context is the opposite of 'normal.' That is the tendency which also gives itself privilege to put 
some identities, and some groups of people over others defining them as 'better' or 'worse,' 'normal' or 
'abnormal,' 'accepted' or 'unaccepted.'  

With religion, which became a dominant political force in the establishment of a 'new' society, strengthening 
ultra radical-nationalism, and introducing new views of morality, guilt, and penitence, most of the countries in 
the region became even more intolerant and exclusive towards LGBTQ people. Religion was  actively involved 
in ethnic conflict, marking the territories, and justifying ethnic cleansing, mass rape, and genocide, after being 
highly tight to the political ruling. As Maria Todorova (1997, p. 304) explains, 'religion actually had incidentally 
role in building of new national identities, and in some cases it wasn't even became functional element in de-
fining of nation as long as national states didn't nationalized churches.' Therefore religion became an extended 
hand of the official mainstream politics. There are three dominant faith groups in the region: Roman Catholi-
cism (mostly inherent in Croatia, Slovenia, and Bosnia), Orthodox Christianity (mostly in Serbia and Serbs part 
of Bosnia called Republika Srpska), and Islam in Bosnia and Kosovo. Religion was oppressing any attempt of 
exposing queer culture or queer people in the public space. This shows a dichotomy of public/private spaces, 
and that space has been perceived as a political plane which privileges some groups of people over others, 
and detaining the creation of civic space which belongs to all individuals, but rather coding it according to the 
religious and sacred norms against secular establishment. The importance of public space and public appear-
ance was stressed in Hannah Arendt's words on Human Conditions published in 'The post-colonial studies 
reader' (2006, p. 482) where she defines public space as something equal to political action where 'action of 
the individual is exposed in the presence of others and there seeks recognition.'  

This private/public dichotomy and marking out territories was shown during the organisation of the first 
Queer Sarajevo Festival 2008 in Bosnia, when numerous religious groups and media were spreading homo-
phobic rhetoric against the festival. Editor-in-Chief of Islamic oriented magazine Saff in Bosnia, Semir Ima-
movic, (Odgovorite ljudima, 2008), said about the Queer Sarajevo Festival: 'So, one of the fundamental rights 
in a secular State is the religious right. I have a right to my religious attitude. I have a right to say this is an oddity. 

1 Yugoslavia started falling apart at the beginning of 90s. Ethnic tensions and ethnic hatred especially started to grow when 
Slobodan Milošević was elected as presidential candidate for the League of Communists of Serbia in 1986 (later, 1989, elected as 
a President of Serbia). Milošević was heavily spreading nationalistic rhetoric’s among other Yugoslav Republics, and supporting 
the idea of  reduction of autonomy of provinces Vojvodina and Kosovo. This led to various ethnic clashes which spreaded across 
other Yugoslav republics, and resulted in ethnic wars in Croatia and Bosnia. First countries which step out from Yugoslavia and 
declared Independence were Slovenia, and Croatia, than followed by Bosnia, Macedonia, Montenegro, and Kosovo.
2 Among the most significant queer film festivals in post-Yugoslav region are Queer Film Festival  ‘Merlinka’, 
Dzunica festival “Film and art festival” for LGBT population in Macedonia, and Slovenian LGBT Film Festival.  
3 LGBTQ – lesbian, gay, bisexual, transgender, and queer people (Gender Equity Resource Center, 2009).
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I have a right to say this is a disease. I have a right to say this is a provocation.' Or Professor of Moral Theology 
at the Catholic Theology, Tomislav Jozic (Zabranjeni forum, 2008): 'I think there should be no tolerance when 
contemplating certain things that are against the society. Somebody mentioned it is normal to be a homosexual. It is 
not. It is against nature.' Richard Hasbany (1989, p.12) in his research on homosexuality and religion stresses 
the aspect of rejection of homosexual people which was a dominate approach within the religious scene 
over the several centuries. He explains that 'common previous religious approach is that categorized homo-
sexuality as a direct result of personal, moral failure or of a deliberate sin for which the individual was held 
accountable,  blameworthy, and sometimes even punishable either in this world or the next.' This is very 
often lined up to the valuation of the nation. 

The political transformation of Yugoslav space was determined by establishing republics and building eth-
nic national entities. The nation was structured through the institutions of the churches and mosques, and 
identified with history, language, and culture, and was shaped by politics.  As Anthony Smith (1991, p.14) 
defines nations according to their fundamental features such where among others are 'historic territory or 
homeland, and common mass public culture.' For the Yugoslav region, searching and defining a national 
identity became even more important in facing with the past and prosecuting war crimes4. Facing with the 
past resulted in the re-writing of history, and a new definition of society, nation, and pride. 

However, this also resulted in the formation of a number of human rights and LGBTQ organisations across 
the region along with cultural movements recognised in queer festivals, and queer film festivals, as a reac-
tion against suppressive and regressive political and religious systems.   For the Balkans the expression of 
queer culture led to wide spread violence against LGBTQ people: Belgrade Pride in 2001 resulted in 100 
(Pink News, 2010) injured people including police; Queer Sarajevo Festival 2008, a minimum of 10 people 
were injured during the opening night (Association Q, 2008); Split Gay Pride 2011 (Split Pride, 2011) in 
Croatia resulted in violence, a cancellation of the march and 5 people seriously injured.  Film builds an im-
portant forum that brings to the surface a tragic incapability of society to stand for individual rights, and also 
a society that supports and encourages the perpetrators of violence rather than the victims. According to 
the research report of the Danish Institute for Human Rights (Vuckovic, 2010, p. 3), in most of the Balkans 
societies, there is generally a very negative public perception and view of the LGBTQ population, and this 
negativity is expressed through rhetoric transmitted through religious and ultra-nationalist groups, where  
'public authorities generally do not speak out against the hate speech by these groups.'  There are just a few 
fiction films that deal with gay rights and a violation of these rights in the region, but at the same time these 
movies bring a new subject dimension to the film scene. They are not typical human rights films which ad-
dress violation in a direct manner, but they rather appoint widespread prejudices, stereotypes, questionable 
human values, and unified discriminatory norms.

3 The International Criminal Tribunal for the former Yugoslavia (ICTY) was established by the United Nations in May 1993. It 
was dealing with war crimes committed in former Yugoslavia during the 90s.

Misunderstanding, and the complexity which faces the biases of conservatism and uniformity of contem-
porary society, is usually a common basis for narratives in the movies. They illustrate intolerance, brutal 
religious hypocrisy, social isolation, and evil by showing lives of people who are marginalised. The film, Fine 
Dead Girls (2002), which was directed by Croatian filmmaker Dalibor Matanić, is the first film shot after 
the war in Yugoslavia, and it deals with homophobia in Balkan society. The film also observes the gradual 
disintegration and degradation of society and values. The narrative of the film is built around a lesbian 
couple and their 'surviving' in a hypocritical and judgmental society, which at the end costs them their lives.  

‘QUEER’ IN POST-YUGOSLAV CINEMA  
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The flatness of silence and monotonous ambience, which dominate the whole film, open the first cadre 
with an unvaryingly sound produced by knocking on the door. The police inspector is followed by two po-
lice colleagues, and a girl, Iva, try to question tenants who live in the flat – a middle aged couple Olga and 
Blaž. Iva accuses them of kidnapping her son. In an almost surreal dialogue with the tenants, the police, instead 
of defending the mother of missing child,  start to accuse Iva of why she was disturbing such an innocent cou-
ple. The scene is over with Iva watching the building through the windows of police car while leaving the area.

During the film Iva slowly reveals her past and her life story which involves her girlfriend Marija with whom 
she moved into the flat which Olga owns. Later she found out that instead of having a safe home for living, 
they are surrounded by homophobic and problematic neighbours who make the environment as hellish 
as it can be.  The building is full of vivid and troubled characters, showing the reality of society through a 
miserable war veteran who is physically abusing his wife, a semi-gynecologist who is doing illegal abortions 
in his flat, a prostitute...all of them are watched under the eyes of Olga. After Olga finds out that Iva and 
Marija are lesbians, because Iva has consistently rejected her skinhead son, Daniel, during all of the his at-
tempts to seduce her, their lives become a disaster. Frustrated with the whole situation, Daniel's mother, 
Olga, convinces him to rape Iva. In a clash between Maria and Daniel, he dies under the train, and Maria gets 
killed trying to escape his mother and neighbours who were running after her screaming 'whore, whore...'

Matanić criticises Croatian society but at the same time he overtakes a common stand of society which sees 
women mainly as victims, and a lesbian relationship as something unacceptable, and, in all possible senses, 
abnormal. He also shows this common fear of society from decay and disappearance of nation 'caused by 
homosexuality.' This socially constructed stereotype has won as well as confirmed these common fears of 
different sexualities: Iva is finding the 'right' way at the end of the film and going back to her ex boyfriend 
with whom she had a son. Her husband never finds out about her 'lesbian' past.

Fig. 1: Dalibor Matanić’s Fine Dead Girls (2002) 
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Different approaches and representations of queer population in cinema were widely discussed and analysed by 
Virginia Wexman (2003, p. 80) who stresses that apart from affirmative movies towards the queer population (e.g. 
Barbara Hammer, Yair Hochner), she finds important in the same way 'the articulation of lesbian authorship as a 
critical exploration of the very components of subjectivity  - self/other relations, desire, and – where lesbianism 
provides the most crucial challenge to theories of the subject – the relationship between the paradigms of gender 
and agency, such as the presumed identity between activity and masculinity, passivity and feminity.' Within this 
concept of self-identification and self-definition, Fine Dead Girls (2002) cannot be defined as a lesbian film as its 
narrative does not go deeply into the characters' relationship, emotions, and sexuality. There are just a few baldly 
scenes where these elements of their relations where shown, but again very superficial. But it shows animosity of 
society reacting against violence and homophobia, and this hidden approach in showing relations between the 
characters in a more deeply way confirms the 'unspoken' censorship and blockades society has when it comes to 
homosexuality and same-sex love. 

Fine Dead Girls (2002) is done in a thriller manner created by dramatic music, a melancholic surrounding of a city 
suburb area which emphasises social isolation, the monotony of everyday life, and poverty. Gray colors additionally 
illustrate such a feeling of quarantine and hopelessness. Matanić also clearly shows here the hypocrisy of religion 
which took over politics in a Croatian post-war republic. He shows how society tolerates violence and killing in the 
name of the religion in the scene where Olga's son rapes Iva, where his mother even helped him to 'finish' his work 
while making sure that nobody would find out. Olga is a Christian who deeply believes in religion and tradition. 
This is also where Matanić shows this deeply routed tradition and sense of  'morality;' a morality which excuses 
and justifies violence in the 'name of the God,' and a morality which has tendency to 'clean' society from all other 
'abnormalities.'

The film was shot one year after the first Gay Pride march was organised in Zagreb. It was only one year after 
Belgrade Gay Pride 2001 was held, where dozens of participants were beaten. Even Zagreb Gay pride faced the 
opponents who were exclaiming homophobia and spreading facist rhetoric, and it was still the first gay pride which 
was successfully held in the Balkan region after the wars5.

The film Go West was made in 2005 when Bosnian society was still, and still currently facing nowdays, a huge taboo 
concerning LGBTQ people. Go West (2005) brings the story about the love between a gay couple who are trying 
to survive in the middle of the war who have to exile out from the country. It was the first fiction film that features 
this kind of subject in Bosnian cinematography. There were a number of films made in Bosnia which deal with war 
from different perspectives and points of views. Most of them bring questions of nationalism, reconstruction of 
the past and dealing with war crimes committed between 1992 - 1995 (No Mans Land (2001), Remake (2003), 
Grbavica (2006)). 

A gay male couple, who are trying to escape Bosnia during the war also builds narrative around ethnic nationalism 

with the couple where one is a Muslim Kenan and one is a Serb Milan which bring them a 'double curse.' In order to 

protect his partner from the Serb police, especially when they were checking all males at the gunpoint if they were cir-

cumcised which approves they are Muslims, Milan puts Kenan into women clothes introducing him as his wife. They 

escape to Milan's native village in the middle of the Bosnia kept under the Serbian army forces. Milan has to leave 

the country without Kenan in order to get papers for him for Holland, which means Kenan stays alone in the village, 

pretending all the time being a woman, in addition to being surrounded by hatred and a devastated environment.

5 ‘The greatest improvement in the protection of LGBT rights in Croatian legislation occurred in 2003 upon the initiative of LGBT 
associations Lesbian Group Kontra and Iskorak. For the first time in Croatian legislation sexual orientation was explicitly identified in 
articles prohibiting discrimination based on certain differential criteria. Prohibitions of discrimination based on sexual orientation were 
introduced into the Gender Equality Act (Official Gazette, 82/08), Act on Amendments to Criminal Code (Official Gazette 111/03), Act 
on Amendments to Labour Act (Official Gazette 114/03), Scientific Work and Higher Education Act (Official Gazette 123/03), and into 
Schoolbook Standards (Official Gazette 63/03). Also the Same-Sex Unions Act (Official Gazette 116/03) was passed.’ (Juras, 2010, p. 3).
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The director of the film, Ahmed Imamović, does not pay much attention in building the characters as just giv-
ing them on the first sight recognised national ethnic identities as Serb or Muslim and their sexual orientation. 
Love is shown more verbally through a couple of scenes, but there is not much physical interaction between the 
couple which stresses a great presence of taboos in society and the inadmissibility of same-sex love. In his des-
peration to survive, Kenan makes love to a woman at the end of the film, and she finds out he is a male and gay.

The title of the film is symbolically, 'go west' which is all their life-dangerous adventure in an attempt to 
escape the country during the war, and at the same time it is a connotation for the 'west' and 'western 
culture' which is usually from the Balkans perspective perceived as a more tolerrant and more progressive 
one, unlike most of the Balkans countries. This also creates traps for other stereotypes based on cultural 
differences and origins. Todorova (1997, p.317) explains these stereotypical views and culture of 'others' 
very often imposed by western societies. She draws parallels between American and European cultural 
paradigms superposed against abortive 'others;' the 'American patrician version of old aristocrat European 
paradigm, decorated nineteen Victorian feeling for justice and fairness.' She expresses evolutionary faith in 
superiority ordered civilisations against barbarians, and against their archaism, backwardness, maladjusted 
and unpredictable behavior, respectively against 'tribalism.' Only the usage of the word 'tribalism' qualified 
Balkan as a lower civilisation category...'  Therefore, Go West (2005) pulls this double meaning of the wild-
ness of war and the desparate eagerness to escape, on one side, and cultural connotations of the West vs. 
the Balkans on the other side.

This film challenges Bosnian society and its struggle with homophobia due to its subject, but it is still far 
from provocating conventions and traditional norms based on sexuality which is usually a very playful and 
presence in New Queer Cinema, as it was elaborated by Susan Hayward, (2006, p. 291). New Queer Cin-
ema is much more concerned and assertive about the politics of the LGBTQ population 'starting with the 
expression of sexuality as multiplicity and not as fixed or essentialized. It is about ridiculing consumer passiv-
ity through deliberate vulgarity.' Vulgarity helps to provoke and force the viewer to watch with more open 
eyes into the depth of the problem and consequences of it.

Fig. 2: Ahmed Imamović’s Go West (2005) 
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There is a provocative element that is still lacking very much in Go West (2005), but at the same time it 
provokes enough that it aroused huge negative reactions in Bosnia even before it was released. The director 
of the film, Ahmed Imamović, received numerous threats, 'religious groups have condemned it and those 
who have actually seen the film do not want to be identified for fear of attack. All this, and the film itself 
has not yet even been released to the public' (BBC, 2005). According to the research 'Study on Homo-
phobia, Transphobia and Discrimination on Grounds of Sexual Orientation and Gender Identity' in Bosnia 
(Durkovic, 2010, p.3), 'neither Constitution nor any other legislation embodies the principles of equality 
and nondiscrimination on the grounds of sexual orientation and gender identity directly. However sexual 
orientation has been introduced in a number of other laws, including the Law on Equality of Sexes and the 
Law against Discrimination. Homosexuality was decriminalised in 1998 during reforms of the legislation in 
order to meet the formal requirements of a Council of Europe membership.'

Bosnia still does not have a Gay Pride march, and the first big attempt of stepping out more into the public 
by LGBTQ people was the organisation of the Queer Sarajevo Festival in 2008. Due to the violence and 
injuring of dozens of participants, the festival was closed after the very first night and it never happened 
again to the date of this article.

 The Balkans will still have long way to pass in seeing and speaking differently when it comes to other prac-
tises other than those imposed by a common tradition and conventional educational approaches. Movies 
are challenging conventions putting the characters into deeply routed traditional environments and waiting 
the viewers to react. Bojana Pejić (2002, p. 71) stresses the importance of using art as an instrument for 
transformation, art is here a balance against brutality and oppression, and serves as an event for achieving 
a wider discourse and audience, where filmmakers position themselves into the centre of a self-destructive 
world, using art as a potential instrument for social change. 'The 'artistic event' made a live, active response 
to live 'social events', and served as an alternative to the presentation of ideas through a conventional art 
and literature that had clearly been rendered impotent by the abuses of a dysfunctional and failing society.'  

SPEAKING DIFFERENTLY 

Fig. 3: Dragan Marinković’s Take a Deep Breath (2004) 
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All of the few fiction films which feature and problematise the queer population are an attempt to break 
stereotypes and raise questions of violence into the public space against the gay population. Some other 
feature films make similar statements such as Take a Deep Breath (2004), by Dragan Marinković. This film is 
also an attempt to question the issue of nonacceptance of same-sex love by building a narrative around a 
lesbian couple, or Who's Afraid of Jerry Springer (2003), directed by  Blaž Štrukelj about a schizophrenic mar-
riage between a male and female couple where one of them, the male, falls in love with another man. All of 
these films are reconsidering the existing practises in society which have a tendency to marginalise LGBTQ 
people or reject any ability to accept different sexual orientations as a cultural and human right on chosing 
a different identity. They also show the way in which queer identity is perceived in a post-communist and 
post-war Balkan region, along with hidden sexuality and a great presence of stereotypes where even films 
are subjects to condition adjusting narratives where most of them never go more deeply into analysing 
the relationship between the homosexual couple. There is a lack of deep involvement and elaboration of 
characters and their relationships in most of these movies. This elaboration is usually only based on physical 
contacts, also sometimes very humble, which all together emphasises the burden of bringing these kind of 
subjects into the public space in society like the Balkans.

But those films still give a great and important contribution in keeping and re-defining identities, accept-
ing different practises, and politicising the importance of public space. If there is an issue which has to be 
told aloud outside of the film, then issue should be told, and more authority should be given to him/her. 
Sometimes this is the only way which enables most of the people to see things the way they have never 
seen them before. 
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HOBSON AND THE 
JINGOISTIC IMPACT OF 
MUSIC-HALL
DAVE GANNON

Since the publication of J.A.Hobson’s ‘The Psychology of Jingoism’, there has been a popular association of the music-
hall and jingoism. For Hobson (1906), the rise of the music-hall as the dominant entertainment of the age combined 
with the destruction of ‘strong individuality of thought and desire’ by the conditions of cities, was a recipe which cre-
ated a patriotism ‘fed by the wildest rumours and the most violent appeal to hate and the animal lust of blood’. The 
culmination of this process was Mafeking, which as Hobson (1906) noted,  ‘fused the most antagonistic elements of 
London life for a brief moment into anarchic fraternity’.
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There is much debate about the association between music-hall and jingoism amongst historians, and for some 
there is clear evidence of increased jingoistic content in the latter part of the nineteenth century. Yet not all agree.

“When trained intellectuals...view the Mafeking crowds or the patriotic volun-
teering, they draw a series of logical conclusions about what it means which are 
frequently based on a series of false premises born of their own intellectualized 
conceptions of the issue and what is involved.” (Price, 1972, p.242)

The same could be argued about music-hall. Therefore, this essay will examine music-hall, and whether it had 
a role as an educator of jingoism. In order to do this, it will first examine music-hall in the late nineteenth and 
early twentieth century to ascertain whether the popular image of its jingoistic content was in fact reality, it will 
then examine jingoism as a phenomenon and gauge whether its inspiration was truly the music-hall.

One of the main areas of focus has been on the lyrics of music-hall songs, and several historians have found 
an increase in material on empire and patriotic topics. From the original jingo song, they see an expansion in 
number and increasing narrowing of content towards jingoistic themes in music-hall. Due to the prevalence 
of music-hall as the dominant form of entertainment of the period historians feel that it must have had an 
impact on its young, impressionable and mostly male audience. After all, if jingo themes were so much out 
of tune with popular sentiments, if music-hall was seen as ‘pernicious instruments of propaganda’ (Senel-
ick, cited in MacKenzie, 1984, p. 41), it needs to be explained why music-hall continued to be so popular, 
why the crowd kept returning.

Proprietors would also have found it difficult to find an audience, had the audience not agreed with the 
message or at least passively accepted the themes of empire and patriotism. This argument is extended with 
the suggestion that the new messages latched onto older themes in music-hall, building on existing themes 
of war and the military and thereby used familiar themes to expound a new message, a message which 
reflected changes in popular culture. As MacKenzie (1984, p. 162) argues;

“The intellectualized climate of the late century – aggressively self-confident, milita-
ristic, and racial – served to heighten long-standing trends in popular culture.”

For historians like MacKenzie, the culture of the time was changing to a more nationalistic tone, music-hall 
and its content, evidenced by the jingoistic lyrics of popular songs, both reflected and fed these changes.

However, there are certain problems with this line of reasoning. Firstly, the focus on lyrics with patriotic 
content and the depiction of war and aggression as an argument for increased jingoistic content is mislead-
ing. War, according to Cunningham (1981, p. 25) was and had been, a major subject of the music-hall so to 
argue that suddenly the audience became converted by a new militaristic message is unconvincing. There is 
also a particular difficulty here of gauging the impact on audiences. By studying lyrics, some have become 
convinced that the new themes, must have had an impact. Yet, as Cunningham (1981, p. 25) further argues, 
it is also convincing to argue that it was the tune, not the words, which was the convincing aspect of the 
performance.

Furthermore, although war was a popular subject, it can be argued as Porter (2004, p. 198) does, that it was 
only ‘tenuously’ linked to patriotism. The messages on offer were more to do with lauding the squaddie, 
often at the expense of officers. As Porter (2004, p.198) also argues, the majority of the patriotic references 
were to ‘Old England’ rather than Empire.
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“They outnumber the tub-thumpers by about ten to one; while songs that have noth-
ing at all to do with the war or empire outnumber those by the same proportion.”

“There is much uncertainty about how genuinely music-hall songs reflected the 
political and other feelings of the working-classes in the second half of the nine-
teenth century; an uncertainty borne of their generally reactionary tenor, which 
contrast sharply with the ballads of just a generation before” (Porter, 2004, p. 151)

The focus on evidence of patriotism has made us forget that the majority of themes were of a domestic na-
ture, reflecting the everyday concerns of the audience. After all, without a connection in the performance 
to the audience and their lives, music-hall would have had trouble attracting an audience. Whilst war was a 
topic of interest, it is unlikely that only a diet of such would have satisfied the audience of the time.

By taking lyrics at face value, it is possible to see empire and jingoism everywhere. By not considering the 
broader cultural context and traditions of music-hall, there is an assumption that audiences were passive, 
not active, that knowledge and traditions, what Bailey (1994, p. 156) describes as ‘knowing’ did not exist. 
Whilst there may have been a strong jingo message at a shallow level, it is arguable that something very 
different was communicated to an audience ‘in the know’. If this was not the case, it would seem strange 
that within a generation, the tone of music-hall would change so dramatically.

It is improbable that within a generation, popular feeling could change so dramatically. It is more convincing 
to argue that whilst form and physical appearance may have changed, its essential traditions, its poking fun 
at what Bailey (1994, p. 162) describes as ‘society’s high moralism and its intrusive vigilantes’ continued 
for those ‘in the know’. Its effect was the continuation of a culture, according to Bailey (1994, p. 168), that 
‘punctuated official knowledge and preserved an independent popular voice’.

Not all historians agree with MacKenzie that the increased jingoistic flavour of music-hall was the culmi-
nation of long term trends, instead they point to the physical and political development of music-hall as 
a means to explain the apparent transformation of the content and flavour of performance. Penny Sum-
merfield (1986) argues that music-hall was not a static institution and throughout the latter part of the 
nineteenth century and beginning of the twentieth, it evolved and this change had considerable impact on 
the material and performance of music-hall. With the consolidation and rise of chains and the gradual clos-
ing of smaller, under-capitalised halls, several distinct changes can be identified. With proprietors seeking to 
attract new and diverse audiences which crossed class boundaries, the programme began to change to one 
which was more acceptable to these new audiences. As she argues (Summerfield, 1986, p. 30),

“The evidence of playbills and programmes is that jingo songs and spectacles were 
favoured by the proprietors of large halls endeavouring to attract a ‘mass’ audi-
ence in the 1870’s and 1880’s.”

Therefore, the tone began to change and in effect, self-censorship began to take place. Audiences, espe-
cially those of the ‘respectable’ middle-classes did not favour the old themes and messages and new ones 
began to replace them. At the same time, proprietors wished to do away with the raucous and riotous 
image of music-hall in order to re-new or gain operating licenses. This not only took the form of physical 
re-arrangement, but also, as Summerfield (1986) argues, the type of entertainment on offer. It was a brave 
owner who did not consider the tastes and preferences of the licensing authorities.
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A further factor, according to Stedman Jones (1974, p, 494) which influenced the tone of music-hall was the 
move to the right by owners to the Tories who were perceived at the time as the party which would protect 
music-hall from the temperance movement. Without alcohol on the premises, owners would have had a 
hard job attracting an audience. Therefore, as Summerfield (1986) notes, physical and artistic arrangements 
were made to keep the tone more acceptable to the Tories.

Evidence of this, it is argued, can be seen in the depiction of international events which followed a line more 
closely associated with the Tories. As Russel (1987, p. 25) notes, these changes meant:

“The major commercial industry of the age was staking a strong claim to becom-
ing an institution of informal political education.”

As they argue, music-hall was not dealing in nuanced argument, offering shades of grey, but rather simplis-
tic arguments in black and white, pro-Turkey, anti-Russian, anti-Boer and always pro-British. (Summerfield, 
p. 25) With a rousing tune, colourful and even spectacular sets, depictions of manliness and channelling 
themes of male aggression for the mostly male audience, it is apparently hard to see how this failed to have 
an impact on its predominantly young and impressionable audience.

However, there is an assumption here that delivery of content was consistent in music-hall. This overlooks 
the fact that independent halls existed with their own specific audiences and that in mixed halls, according 
to Porter (2004, p. 197) ‘political songs were often performed in order to set one part of the audience 
against another’, which hardly chimes with the view of a consistent patriotic and jingoistic message. As Sum-
merfield (1986, p. 33) argued:

“In working-class halls the soldiers and sailors whose freedom liberated others was 
celebrated. In the socially mixed halls, the power bestowed on the nation, its Queen 
and its statesmen, by colonies subjugated through battle, was lauded and justified.”

If this is true, then the argument in favour of a consistent jingoistic message delivered through all halls 
would therefore seem problematic.

The  events surrounding the relief of Ladysmith and Mafeking are seen as evidence of the pernicious influ-
ence of music-hall, which influenced people of all classes to take part in an outburst of unimaginable ‘row-
dysim’. Yet, whilst jingoism is understandable as a theme mirroring  middle-class attitudes, Blanch (1979, p. 
235) argues that the patriotic offerings of music hall also connected with the working-classes as it presented 
them with an opportunity to ‘reflect upon themselves...as a national community’, providing them with a 
vision of ‘corporate unity and community’. In essence, music hall provided a jingoistic community and the 
celebrations of Mafeking and Ladysmith were, as Blanch (1979, p. 235) states, an extension of ‘music-hall 
onto the streets’.

There are of those who find fault with this reasoning, who dispute the class composition of jingoism. Mac-
kenzie (1984, p. 63) attempts to silence them by arguing that;

“The attempt to pin jingoistic expressions of imperialism on specific social classes, 
in particular the lower middle-class, will not do.”
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For Mackenzie (1984, p. 63), the patriotism of music-hall tapped into an imperialism which was not a jingo-
istic aberration, but part of a larger culture, ‘an enduring phenomenon which from time to time produced 
jingoistic outbursts’. Music hall turned abstract notions of empire, in the view of Russell (1987, p. 124), into 
a ‘popular imperialism’ and jingoism was the tangible result of this.

However, this is also an argument not without problems. In associating Mafeking night with jingoism, his-
torians forget other social factors at play. War was an excuse for ‘a party or a riot’ according to Porter 
(2004, p. 198), for people to let off steam, to escape from the realities and drudgeries of everyday life. 
It is very hard to argue convincingly that every single member of the crowd had swallowed and digested 
the jingoistic message and decided to give voice to it in one mass moment. As Cunningham (1981, p. 25) 
argues, the working class were ‘neither instigators nor chief participants on patriotic occasions, as they saw 
the irrelevance of patriotic themes to their daily lives, and rather than apathetic acceptance and resignation 
as Stedman Jones argues, had the ‘ability to interpret patriotism quite differently to those intended by its 
propagators’. (Cunningham, 1981, p. 26)

It is equally plausible to argue that the events of Ladysmith and Mafeking for the working classes were more 
related to older themes in music-hall, relief of the squaddie returning from the war. With so much news 
coverage of events during the siege, the ending could have caused a huge sense of relief within society, es-
pecially the working-class parts as the soldiers under siege would have been predominantly from their class. 
In this sense, maybe it was as Blanch argues, music-hall was extending itself onto the street. Not as a sign of 
jingoistic beliefs, but an extension of older themes within music-hall.

By dealing in absolutist concepts when dealing with music-hall, the subject is being treated as music-hall 
is seen to have treated international events, in black and white. Music-hall is too large a subject in which 
to do this. Regarding Hobson’s assertion that music-hall was a ‘potent educator’, despite much argument, 
the evidence would seem to suggest that this was not the case. Looking superficially at music-hall it is pos-
sible to identify changes in response to external stimuli, not necessarily driven by its audience, and that on 
the surface it would seem that its message did change to reflect a more nationalistic and jingoistic stance. 
However, it must not be forgotten that it was dealing with an audience well versed in its traditions who 
took from it according to their needs, entertainment, escapism, inspiration or something else. To argue that 
music-hall served as an educator of the masses is to vastly over-state its impact on the audience, to forget 
that these people were not blank slates for writing on a message on and that music-hall was primarily a form 
of entertainment, the expectation was to be entertained, not schooled.

Another mistake which has been made is seeing the jingo crowd as a cross-class phenomenon. Price (1972, 
p. 176) has argued that by seeing Mafeking night as a manifestation of jingoism and equating the jingo 
crowd with the working-classes, a basic misunderstanding of events ‘detracts from a true appreciation of 
the nature of the jingo crowd’. Rather than a cross-class solidarity, it is rather more illuminating to look at 
the lower middle-class, at jingoism as a response to the changes and erosion of their position in society.

The lower middle-classes according to Price (1972, p. 104), wishing to distance themselves from the working-
class and wishing to emulate the respectability of the middle-class, yet without the financial means to do so, 
due to the removal of their unique status in society caused by changes in employee supply and the introduc-
tion of new technologies became uncertain of their status which led to the generation of feelings of insecurity.

“As far as the lower middle-class were concerned, jingoism was a consequence of 
the tensions and pressures that were created by the expansion of the commercial 
sector”. (Price, 1972, p. 107)
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The result was, therefore, a need for a unique identity, an identity which fit their values. Such an identity in 
the view of Price (1972, p. 97) was being offered by jingoism.

‘’For the call for a patriotic unity which would sacrifice self to nation represented 
a new conservative political respectability and morality; and the jingo crowds (in 
which the lower middle-class often played a leading role) acted as enforcers of 
this new morality’’.

The form that this took was not the commonly held view of Mafeking, but to Price (1972, p. 176) the events 
which occurred later, the breaking up of peace meetings and attacks on those with perceived Boer sympa-
thies. There is of course criticism of the evidence of this view, with some seeing it as evidence of  cross-class 
participation, however it is possible to discern from the arrest rolls from jingo disturbances that members of 
the lower-middle class played a particularly important role in these events.  Attridge (2003, p. 32) is forced 
to concede that ‘the members of the jingo crowd during the Boer War were not necessarily the working 
class’. This does not fit the analysis of Hobson, nor does it fit that the focus of these attacks were often on 
the working classes themselves who were organising the peace meetings. Being the target of jingoism, it is 
hard to argue that jingoism was an ‘intrinsic feature of working class behaviour or attitudes’, rather as Price 
(1972, p. 171) argues, the reverse.

The question then is whether music-hall was responsible for these attitudes and contributed to Prices ‘ra-
tional jingoism’. There is the argument that the new music halls were predominantly middle-class, with 
performances written and performed by lower middle-class artists. As Attridge (2003, p. 21) argues, there 
was an increase in ‘audience differentiation and that jingoistic acts and songs were largely the product of 
middle-class and aristocratic halls, with what Stedman Jones (1974, p. 493) calls their ‘bombastic nature’.

However, even if this were true, it is hard to make the connection between music-hall performance and 
jingoistic rowdyism at peace meetings. For a true connection to be made, music-hall would have had to have 
created a rational philosophy or argument for the jingoistic elements of the crowd to latch onto. Yet the 
evidence available does not suggest that this was the case. As Porter (2004, p. 198) notes, music-hall ‘did 
not engender a constructive ideology of an imperial or any other kind’. Whilst criticism of empire may have 
been muted as a result of changes in music-hall, as Summerfield argues, this does not necessarily mean that 
there was a thoughtful patriotic and jingoistic discourse being provided.

To see how powerful jingoism was, it is simple enough to look at the occasion and duration of jingo activi-
ties. The end of the Boer war was not celebrated in the same manner as Mafeking and popular interest had 
waned significantly. If there were true jingo feelings, surely this would have been another occasion to riot.

“This falling off merely represented a decline in the enthusiasm for this specific 
war, not a fundamental re-thinking of basic beliefs.” (Russel, 1987, p. 125)

However, it is more likely that as jingoism was not a coherent set of values that was deeply rooted in the 
psychology of the masses, that interest waned under more pressing matters as jingoism did not have the 
strength or interest to keep their attention. Some would point to the outbreak of World War One as a sign 
that jingoism was not an aberration, especially considering the enthusiasm with which young men volun-
teered for the army. Yet, it is more likely that this tapped into old attitudes of defending ‘Old England’ 
against the foe than dreams of conquest and glory. To see whether music-hall jingoism was as powerful 
as some believe, it is only necessary, as Porter (2004, p. 198) comments,  to look at the fall from popular 
consciousness of the jingo songs. It is hardly the evidence for music-halls position as a potent educator of 
jingoism or for jingoism being a major theme in popular culture.
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To assess Hobson’s opinion of the music-hall is to examine two things, whether music-hall promoted jin-
goistic attitudes through its performance, and, to consider who exactly were the jingo crowd and whether 
their activities stemmed from it. Whilst it is possible to see changes in music-hall in both its physical setting 
and performance, it is hard to argue convincingly that it was radical and overwhelming change. It is better to 
see music-hall as a form of entertainment where the audience took according to their needs, whether it be 
escapism, or solace and comfort in a changing world. To see it, like Hobson, as a tool of imperial instruction 
is to take a superficial look at it and to misunderstand music-hall and jingoism, and what jingoism actually 
was. Porter (2004, p. 196) sums it up nicely when he says;

“The music-hall and popular, excessive imperialism became inseparably associ-
ated, especially in the minds of respectable middle-class critics (who included the 
more sober imperialists as well as the antis), most of whom probably never went 
to a music-hall in their lives. If they had done, they might have revised their view”. 

Rather than being prey to his own intellectualised conceptions, perhaps Hobson should have experienced 
what he so roundly denounced.
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