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Honouring the late Samuel Mallin’s phenomenological observation that the
sinuous line has been regularized by the straight line of modernity, the project of
shooting theory went to an ancient site of sinuousity—the remainder of Ancient
Minoan architecture and art 1650BCE-1450BCE, with some ruins dating back to
1900BCE. Four archeological sites were filmed: Gournia, Knossos, Malia and
Phaistos on the island of Crete.

The film technique used was Deleuze’s liquid perception in which images flow
together. The shots are direct stationary, meandering motion and swirling
circuitousness; the shots unevenly range in duration from 2 seconds to 33
seconds.

According to Mallin the life-world is naturally, originally, sinuous. “This original
space and time”, the abode of “the irregularity and sinuosity of the earth and the
human body”, have been “progressively repressed” by “technologism”. (289)

The sinuous line has been covered over by the regularized line. “The regular line
is a sinuous line that has turned on itself and that seeks ever re-currently to
regularized every vestige of sinuosity that remains in it.” (351) “The
sinuous...turns, twists, tenses, pulses, stretches, undulates and so on in
response to its diverse influences or environments and the more it is sinuous the
more it comprehends with its open texturedness.” (p. 329)

The sinuous line, says Mallin, is “flexuously adaptive to the multi-dimensionality
of situations”(p.361). The sinuous body moves in chiasmic relation with the
outside world. “Our body is of the same ‘stuff’ or ‘flesh’ as things with the result
that the lines in each bend into one another simultaneously.” (259) Mallin
specifically notes the way the body moves in chiasmic relation (simultaneously
holding and being held, inside and outside flowing) in the famous bull-leaper
image on the Athletes’ Vase and in one’s movement induced by the Grand
Staircase of Knossos. The bull-leaper’s “hold on the bull is held by the bull’s own
motion [.]” (135) When Mallin was at Knossos he repeatedly walked the grand
staircase and/or the grand staircase walked him: his body took on “the famous
Minoan bowed back stance so often seen in the sculptures and paintings, leaning
forward on the balls of the foot and with arched back.” (141)

Mallin describes this sinuous walk: “each step has a very short rise, is canted
downward and is quite long. This promotes a flowing sinuous walk.” (140) “I find
that if | let the stairs guide me, | go up or down on my toes with arched back! ...
The shape of the stairs (long step, low drop and downward cant), and the texture
and transparency of their alabaster, have much to do with motivating this motion
and stance.” (141)



The Minoan archeological sites have become even more regularized since Mallin
interacted with them, particularly Knossos where entrance to the Grand Staircase
is blocked. It is noted on the Mionancrete website that at “Knossos walkways of
scaffolding scar the Palace and so much of Knossos has been roped off,
preventing access to visitors.” http://minoancrete.com

While the sinuous line is almost completely concealed at Knossos even to the
extent of squaring off the steps of the Grand Staircase, there are remnants of it in
the Theatre Area where the long steps retain the original short rise and
downward cant promoting a flowing sinuous walk. The grand staircase steps of
Phaistos and the Theatre Area steps complement and play off one another, each
retaining the sinuosity of movement experienced by Mallin.

Not surprisingly the most sinuous site is the one least reconstructed— Gournia.
Here the motor body can move with the swirling Minoan lines of the two
peripheral paved streets that cross and connect with smaller paths winding and
turning up the hill among the labyrinth of wall ruins. The Minoan flow is most
evident in moving about in Gournia and Malia (where there is not as significant a
reconstruction as in Phaistos and Knossos); the film has flowing movement
images of both Gournia and Malia. The Minoan swirl and flow is evident in the
bird’s eye view images taken from Phaistos of the ruins below.

Mallin observes in the pottery (S-Swirl Jug shown in the film) the swirl and
movement of existence arising out of the deep; he says we can “sense the swirl
as an arising of the dark itself.” (169) Pottery was “the highest form of art for the
Middle Minoans” (143); for Mallin, the phenomenologist, the line revealed in non-
literary texts such as artwork—Minoan pottery jugs and frescos—discloses ways
of thinking and being that are occluded by the texts written about them. Mallin
suggests: “My method of anchoring my thought in an artwork can save me, in
spite of myself, from being completely lost in textuality.” (231)

Experiencing and shooting the S-Swirl Jug, the Marine Style Octopus Jug and
the Blue Dolphin Fresco at the Heraklion Archaeological Museum, in a highly
regularized environment, the Minoan confluence of depth and motion, the dark
and the emergent swirling was visibly present in the S-Swirl Jug. In Mallin’s
image-words: “The Minoan dark can be ...sensed in all these pots ... The black
is inseparably experienced in the swirling red and white contours of their midsts;
for the dark is felt phenomenologically to ‘line the insides’ of its brighter
patterns...It can be seen especially well in the s-swirls, flashing lozenges and
black-flowers how the carefully fashioned outermost edge of the brushwork,
although quick and sharp, is modulated by the black’s ownmost darkly absorbing
currents and bulging weights.” (170) The S-Swirl Jug has an overall bird-like
shape that has a feel of vessel-in-flight.

The Marine Style Octopus Jug lets the fluidity of the sea creature move on the
curved surfaces of the jug, just as the Blue Dolphin Fresco from Knossos shows



the dolphins leaping, winding and gliding amongst smaller fish. The Bull-leaper
Fresco, and the depiction of bull-leaping on The Athlete’s Vase, encapsulates the
sinuosity of body, movement, and line visible in the Procession Fresco (a replica
greets the visitor at Knossos), in the architecture of the grand staircases, in the
S-Swirl Jug’s unconcealed sense of the deep, in the flowing of the octopus and
dolphins. One can see even in the 21% century cheap mass produced regularized
bull-leaping replica of the fresco the simultaneously holding/held sinuosity of
ancient Minoan existence: “the bull’'s motions, the toss of its head and arch of its
body, are not manipulated by, used up or challenged, but lay out the lines that
the leaper seeks to take up. His hold on the bull is held by the bull’'s own motion
and that is what makes the [leaper’s] elegant twist be a unique line of turning and
bending.” (135)

All quotations are from Samuel B. Mallin, Art Line Thought (Dordrecht, Boston,
London: Kluwer Academic Publishers, 1996.



