Meanders, Meandres, Pictures and the Forest, 1997
Milos Vojtéchovsky

1. To exhibit a picture in a gallery or museum is a fairly fraught endeavor, neither pleasant nor a matter of course. The
museum was established to safeguard objects, most of which had been separated from their original owners; the
gallery as a site of the marketplace. The very first pictures, however, most likely came into being quite innocently — as
the trace of a spontaneous movement of the hand on a moist and smooth cave wall, or perhaps in the sand at the
water’s edge. In China the ancient tradition of ink drawing without the use of a brush has been preserved to today. The
mythical blind inventor of this ‘pure’ technique created the first Imago Mundi on the clay walls of his dwelling.

The first pictures — experiments, impressions, and signs — records of residence and movement, must have been
connected with ritual moments of reflection and rest time spent underground. They were not integral to survival, to an
economy, to livelihood; they rather came into being out of feelings of insufficiency, tedium, or fear. They originated in
near darkness, in isolation from the exterior world. They were gropings, formed into being with palms and fingertips
smoothing over the clay interiors of temporary dwellings.

The first pictures — symbolic, pre-linguistic, and pre-ornamental — were concealed within the intimacy of the abode: the
underground quarters where only reflections of sunlight fell and the flames of the fireplace drew and instigated fantasy
and the play of shadows on the stone walls.

2. In the age of hunters and gatherers images became infused with the spontaneous and conscious movement of the
human hand in contact with the malleable material brought forth from the world. The faint idea of the line — of a marking
as an image of the world — was mulled over by those who drew. A million years ago in southern Africa a scar, like a trace
of the index finger, somehow remained visible in the sand or in clay. Upon that first symbolic relic of the sign, millions
upon millions of signs have been layered, forming a boundless hypertext of the history of civilization.

3. From this moment on the mysterious split between the world and the image has developed in limitless variations and
mutations. Every second a myriad of signs, lines, and letters are distributed electronically and “per pedes” from place
to place, from a certain time to the future, all finding their way to the halls of the archive. A continuous and insistent
line connects the past with the present, times long gone with a brush and computer mouse, ornament on Paleolithic
earthenware with Silicon Valley’s computer matrices. From that certain wondrous moment of the Paleolithic, human
genetic memory has retained the faint recollection of the miracle of the pure; the magical trace of motion in the wavy
line; of the concentrated gesture; and of the ferment engraved upon the earth‘s surface reflected in the tattooed body,
in the melody and lyrics of song, or in the rhythm of dance.

4. The notion of the First Picture carries with it the sense of lost purity and melancholy to which the artist’s subconscious
must return during the process of creation. The fossilized draughtsman was very likely pleased with the First Picture. It
was at once meaningless and essential and burnt with the brand of the hand’s gesture, which belonged to neither the
shaman nor the artist, to neither the illusionist nor the illustrator. The single, unsteady, inconstant, and ephemeral line
has torn apart the universe above and below, to the east and west; has divided time into past and present; into a linear
notion and a singular sequence; into the image of hurled stone, its angle of incidence, and the feeling of stone held
in the hand. The mark of the line — with it we encounter the irreversible division of the world into two: light and dark,
dead and alive, fast and slow, cold and hot; the separation of the face and mask, of thought, gesture, and the word.
The imaginary horizon of the image drawn by the human hand onto the surface of the nomadic dwelling has estranged
Nature of cyclical repetition from our fear of the dark, from death, and from the magical experience of existence.

5. Encoded within the curved line are echoes of the ocean’s primary element and the rhythm of the walking, running,
breathing body,of the beating of the heart, the ecstasy of the ritual dance or of sex. The wavy line is the sum total of the
circular and linear. Thought and body experience the amplitude of the curved line as they would the fluctuating voice
and quivering strings during the delivery of songs long forgotten which, according to their myth, had fused together
the fissures of the world. The serpentine line encompasses the meander, the current of the river in the lowlands, the
traces of waves reaching the shore, the flight of animals through the high grass, the rhythm of the wind on the steppe.
The sinuous line is not solely nostalgic and archetypal: it is visible in the microstructures of material, is repeated in the
circular and curved motion of invisible elements — the vibrations of electrons around a void, the waves of light, or the
interference of sound waves.



6. With the multiplication of waves the line becomes a network or a web, which brings forth water and entraps bait.
The curved line returns repeatedly to its own axis and to its dynamic balance. It skirts around Euclidean space and
mathematical categorical imperatives of the shortest distance between two points. The rippling space and surface
is the mark of natural organisms: schools of fish in the sea, labyrinthine paths of termites, insect dwellings, trails of
crabs in the sand. A drawing of meanders has the character of an individual experience, but refers to collective events
unfolding throughout the common experience of ritualized time. One fluctuating line corresponds with the countless
others that conceal, dematerialize, and induce the creation of others. The threads binding a picture together become
the flickering poles dissolving the discernible single element. The web of this net seizes the gaze of the eye.

7. The magical power of the picture’s surface — an infinitely complex combination of elements and layers — arises from
the sensual process of the intrigued, meandering eye’s search for order and sure footing on a surface collapsing into
the depths. The permeation and layering of sinuous, colored lines within the picture’s composition originates optically
— it is an aurally-minimal structure which the viewer approaches as if entering a landscape or the forest. A walk through
a forest or reeds — surroundings of seemingly ceaseless repetition — demands heightened attention and a sharpened
sense of orientation, an adaptation of the senses to estimate between what is distant and immediately nearby. It brings
a different type of experience to the body, one with indistinct boundaries. The unfamiliar and restless Forest, an age-old
metaphor for the subconscious, diffuses sharp contrasts of light and shadow, color and sound, reality and imagination.
The image and the object experience mutual permeation and the expanded conscious of the forest cleanses the vision
of the factual world, of incessant stimulation and distraction, of objectivity, and of the three-dimensionality of things.
Here the silhouettes of moving tree trunks and branches lose their materiality and singularity. The panoramic sensation
of the forest is projected into the mind of the wanderer as a hypnotizing environment where hurrying and false identity
can be forsaken.

8. Because forests and time are continuously vanishing it is necessary to cover a large canvas every day with one
circuitous line and paint a web of a picture that does not end. If it is sufficiently large, it will be possible to enter its
forest and experience the Orphean-sinuous passage of time. For the sake of this, the picture may be hung, after all,
even upon the gallery walls.



Meandry, obrazy a les, 1997
Milos Vojtéchovsky

1. Vystavovat Obraz v galerii nebo v muzeu je dost pochybné a neni to nic pfijemného ani samoziejmého. Instituce
Musea vznikla jako bezpec¢né a hlidané skladisté predmétd, které byly vétSinou uloupeny plvodnim majitelim a galerie
jako upravené trzisté. Prvotni obrazy vznikaly pravdépodobné dost nevinné — jako stopa mimovolného pohybu dlané
na vihké a vladné sténé jeskyné, nebo mozna v pisku na brehu jezera. V Ciné se dodnes uchovala davna tradice kresby
tusi bez pomoci Stétce a myticky slepy vynalezce této ,,Cisté” techniky tvorby stvofil prvni Imago Mundi v hlinéném
pribytku na sténéch.

Prvotni obrazy — pokusy, otisky a znaky — zdznamy pobytu a pohybu musely byt podminény ritualnim proZitkem
svatecni chvile odpocinku v podzemnim doupéti. Nebyly potfebné k preziti, ekonomické, nutné k zivobyti, snad
vznikly jako derivat pocitu nedostatecnosti, nudy, nebo strachu. Vznikaly v polosvétle, oddéleny od venkovniho svéta.
Byly hmatany, hnéteny dlanémi a bfiSky prstd, uhlazujicimi jilovité nitro do¢asného obydli. Prvotni obrazy — symboly,
predslova a pred-ornamenty byly ukryty v intimité domova — podzemni svétnice, kam slunec¢ni svétlo dopadalo jen
odrazem a plameny ohnisté kreslily a rozehravaly fantazii a hru stin(i na skalni sténé.

2. Obrazy se staly od doby lovcl a sbéracd prolnutim mimovolného a védomého pohybu lidské ruky, dotykajici se
tvarné hmoty objevovaného a zjevovaného svéta. Matna predstava linie — znaku jako obrazu svéta — se prevalovala
napred nejasné v hlavé kreslife. Pfed milionem let na jihu Afriky zlstala jizva prekvapivé v pisku nebo v hliné jako stopa
po ukazovacku. Na prvotni symbolicky relikt znaku se od té doby vrstvi milidbny znakd, tvoricich nekonecny hypertext
déjin civilizace.

3. Zahada rozdvojeného svéta a obrazu je od tohoto okamziku rozvijena v nekonec¢nych variacich a mutacich. Kazdou
vtefinu vznika statisice znakd, linii a pismen, které jsou distribuovany elektronicky i per pedes z mista na misto,
z jednoho ¢asu do budoucnosti, aby byly ukladany v tovarnich halach archivd. Neustéla a nepretrzZita linka spojuje
minulost s dneskem, dfivko se $§tétcem a pocitacovou mysi, ornament na hlinéné paleolitické nadobé s pocitacovou
matrici ze silikonového udoli. Od bajného okamziku paleolinie je v genetické paméti ¢lovéka zaznamenana nejasna
vzpominka na zazrak cisté a kouzelné stopy pohybu ve vinovce, na gesto soustfedéni a neklidu, vyryté do povrchu
zemé a opakované v tetovanich lidského téla, v melodiich a slovech pisni, nebo rytmickych tanec¢nich pohybech.

4. Myslenka Prvotniho Obrazu nese v sobé pocit ztracené Cistoty a melancholie, ke kterému se kreslif musi pfi tvorbé
v podvédomi navratit. P.O se pravdépodobné fosilnimu kreslifi podaril. Byl nesmysiny a nutny zaroven a zafil puncem
samozrejmosti gesta ruky, nepatfici ani $amanovi, ani umélci — iluzionistovi, nebo ilustratoru. Jednotliva, chvéjiva,
kifehka a pomijejici ¢ara roztrhla vesmir na nahore a dole, na vychod a zapad, predélila ¢as na minulost a budoucnost,
na myslenku linie a linii samotnou, na predstavu vrzeného kamene, jeho Uhel dopadu a pocit kamene sviraného v ruce.
Kreslena linie — setkani dvou svétd rozdéluje od toho momentu svétlé a tmavé, posmrtné a Zivouci, rychlé a pomalé,
studené a horké, tvar a masku, myslenku, gesto a slovo. Virtualni horizont obrazu naznaceny lidskou rukou na sitnici
nomadského obydli oddélil pfirozenost cyklického setrvavani od strachu z temnoty, smrti a magického prozitku byti ve
svete.

5. Vinovka v sobé ukryva kod ozvény oceanického vodniho Ziviu i rytmického pohybu téla pfi chlizi, béhu, dechu, tepu
srdce, odkazuje na extazi béhem ritualniho tance, nebo sexu. Vinovka je souc¢et pohybu v kruhu a v pfimce. Amplituda
zaoblené ¢ary ma k télu a mysli vztah jako kolisani hlasu a chvéni struny pri prednaseni gestickych pisni, které lidé
uz davno zapomnéli a jejichz udrzovani zachovéavalo podle mytického vzorce spary svéta dohromady. Ve vinéni ¢ary
je ulozena vzpominka na meandry, na pohyb feky v niziné, na béh viny ke bfehu, na pohyb zvére prchajici vysokou
travou, na viny vétru ve stepi. Vinovka neni jen nostalgicka a archetypalni: je i v pohledu oka do mikrostruktury hmoty,
opakuije krouZzivy a vinivy pohyb neviditelnych ¢astecek: vibrace elektronli kolem prazdného stfedu, vinéni svétla nebo
interference zvukovych vin.

6. Efektem zmnoZené vinici se linie je predivo, nebo sit, které propousti vodu a zachycuje kofist. Vinovka se neustéle
vraci se své ose a k vyrovnani, k dynamické rovnovaze. Hadovité se vyhyba eukleidovskému prostoru a matematickému
kategorickému imperativu nejkratsi spojnice mezi dvéma body. VInéni prostoru a plochy je pfiznakem procest organické
prirody: rybi hejna v mofi, cesty v labyrintu termitich staveb, rojeni hmyzu, stopy krab( na pise¢ném pobrezi. Kresba



meandrd ma povahu individualniho prozitku, ale odkazuje ke kolektivnimu déji, odvijecimu se ve spole¢né prozitém
svatecnim Case. Jedna vinovka koresponduje s nekonec¢nym mnozstvim dalSich, které ji prekryvaji, odhmotnuji
a indukuji vznik dalSich. Pletivo drzici obraz pohromadé se stava mihotavym polem rusicim jednotlivy prvek. Oka sita
zachycuji pohled oka.

7. Magick& moc plodného obrazu sloZzeného z nekone¢ného mnozstvi prvk( a vrstev spociva v senzorickém procesu
tékajici a bloudici zorni¢ky, hledajici fad a zachytny stfedovy bod v plose propadajici se do hloubky. Prostupovanim
avrstvenim barevnych vinivych linii v kompozici obrazu vznika zrakové — zvukova minimalisticka struktura, do které mdze
divak vstoupit jako do krajiny, nebo do houstiny lesa. Chlize lesem, nebo rakosim — prostfedim slucujicim jednotlivé
s nekonec¢né se opakujicim, vyZaduje nastrazeni pozornosti a zostfeni smyslu pro orientaci, adaptaci smysli na odhad
mezi vzdalenym a bezprostfedné blizkym. Navozuje jiny proZitek vlastniho téla bez jistoty horizontu. V neznamém
a uklidriujicim Lese, ktery je odedavna metaforou podvédomi, se rozmyvaiji ostré kontrasty svétla a stinu, barev a zvuka,
polarita reality a imaginace. Pfedstava a postava se vzajemné prostupuiji a rozsifené lesni védomi ocistuje vidéni od
fakticity svéta a neustalého zaostfovani a odostrovani oka, od objektivity a trojrozmeérnosti véci. Siluety pohybuijicich se
jednotlivych kmen( a vétvi ztraceji svoji hmotnost a jedine¢nost. Panoramaticky pocit lesa se promita v mysli chodce
jako hypnotizujici prostiedi, kde mizeme opustit uspéchanost a fantomickou a faleSnou identitu.

8. ProtoZe lesl a ¢asu neustale ubyva, je potfeba pokryvat velké platno kazdy den jednou vinivou linii a malovat
nekonec¢né predivo obrazu. Je-li dost veliky, pak do ného je mozné vstoupit jako do houstiny lesa a zazit orfické — vinivé
plynuti ¢asu. Koneckonct je mozné poveésit k tomuto Ucelu obraz i do galerie.



