0 pvbog Tov MIVOTAVPOL BTNV TIPWTOTIOPLA TOU LEGOTIOAELOV EXEL EKTEVWIG
ueAetnOel.

H gufAnpatikn pop@n tov «Aké@aiov» gival U0 ATO TA TTAEOV EKTUTIA LOPPLKE
«OUUTITOUATO» TNG «KPLONG TWV GCUUBOAWVY, TTOU XapakTnpilel TNV TEYVN KAl TN
Aoyoteyvia TwV TeEAevTAlwY KUPILwS XpOVWV TOU HECOTIOAELOU.

AvTti 1 kplon OV KATAYPAPNKE KAL OTA KAAALTEXVIKA TIEPLOSIKA TNG ETTOXNG, TEALKA
odNynoe oe P eBvoypa@ikn oTpo@n TG TEXVNG 161 ATO TOAV Vwpig aAAd TO
OTUAVTIKOTEPO Elval OTL T TEYVN KaTavonOnke oav epyaieio emiAvong evog
TpofAuaTOoC.

To mpoBAnpua Sev tav timota GAAo Tapd To adté€odo TG AVATIAPACTAONG KL 1) VEQ
TOu TaVTOTNTA TV 0 AaBUPLVO0G, EVW 0L OTPATNYLKES TNG EMAVONG TOV adle§6Sov
NTav Kal ival aUTEG TTOV EVAVOUV TNV LOTOPLA TOU LOVTEPVOU LE TO GUYXPOVOU
EPYou TEXVNG.

)G €K TOUTOU £XEL TAVTA EVELAPEPOV VX OTLELWOOV LE KATIOLX BaCIKA
xapaxkmmplomka Tov AaBupivBou kot va SOUHE KAl KATIOLEG EKAEKTIKEG GUYYEVELEG
Tou (&v ouvtopia o€ QUTO TO oNUElWUQ).

Q¢ yvwoTtov 1 SovAeld tov Giacometti otn Sekaetia Tov 1930 Tav moAw To
TPWTOTIOPLAKI] ATLO TNV HETETMELTA TNG LETATOAEULKNG TIEPLOSOV. ‘OTw G TTOA) CWOTA
n R.Krauss emonpaivel o Giacometti tav o mTpwTOG OV TAVTIOE TO YAUTITO [E TNV
Baom Tou kat avETTLEE 0PLIOVTLA TNV POPUA KAL LAALOTA GE £PpYO TIOV TIPWTO TITAO
elxe v AéEn —AavpvOoc.

Avt n avamtuén g @oppag otnv opLlovTIX €V €61 TTpOOLKOVOpING TTPOUTIAPYEL
oTIG peyarompemels (wypa@ikés ouvbéaelg Tov Delacroix, eite oty :

«H EAevBepia 06nyel To Aad» PE TA TTOUATA TWV EMAVACTATWOV VA AVOLYOLV TO
TPWTO TTAAVO TNG 6UVOEGN G € 0pL{OVTIA TTAPATAEN 1] EITE OTO EMAVACTATIKO YLA TNV
emox1 Tou : «0 B&vatog Tou ZapSavATAAOU» LE TA TTWUATA TWV YUUV®OV YUVALK®OV
TLAAL OTO TIPWTO TAAVO KAL TNV OTITIKI] YWVLIA TTOL oS0V €0 eALleL TNV YPAUUT TOV
opilovta 6To TTAVW HEPOG TOV KASPOUL.

Avt n tpoBAnpatikn Tov Egkivoe amd To Popavtiopnod kat SloykwOnke oto
Movtepviopo €ywve To povipo epfdArov ™G oUyXpovnG KATAGTACTG.

H eveviivta polpwv otpo@n Touv kKabetov dEova tav xwpig TponyoUeVo yia TNV
SuTkn TéYVN KAl oxeSOV TavTIoE TO pvnpeio pe ™ Baon tov. To dvolypa kat To
EeSIMAW A TOV £€pYOU 0TO XWPO TAVTIOTNKE UE TNV TiepLTETELX TOV AafupivBou o€
HLo oElpA amo eUPANUATIKG Epya TOLV MovTepVIoHOU Kal £YLVE 0 BaoLKOG
HOPPOAOYLKOG KAVOVAG TWV EPYWV TEXVNG TNG LETATIOAEUIKN G TIEPLOSOL UE
TpoegEyovoa TNV TePITTwon ¢ Minimal Art ¢ Sekaetiag tov 1960.

Av K&TL GUYKAOVIOTIKO £QEPE AUTI 1) AVTLOTPOPT] TAV OTL TAVTIOTNKE TO
QVATIAPACTATIKO UE TO TPAYHUATIKO KL TO £€pY0 €yLVeE TO K&aSpo/frame a@rvovtag
TOV XWPO TNG AVATIHPAGTACTG/SpAonS YL ELAS TOUG BeaTES.

H xataywyr ™ oOyxpovng eumAoKNS pag eivat AaBuptvOmdng Kot To avolyua Tou
XWPOL OTO TPAYUATIKO elvat 1) cuvOTIAPEN Lag 6TO XPOVO KL QUTH 1) CLVUTIAPEN
€ywe 1o {nTovuEVo Kal 1 amopia.

H Bepedimwon g cuviTapéng £yve o€ WU IOV ElVAL AKPWTNPLACUEVO, GTNV
eUBANUATIKN HOP@PT) TOV «AKEPAAOL» TIOV Eivat 0 MIvTavpogii.

H 18¢a 6tL 6Ttn B€0M TOL KEPAALOV VTIAPYEL pla TPUTIA BploKeTal 0 aVTIBETOG TTOAOG
TOU KAPTECLAVOU Kl 0pBOA0YIKOU OpAUATOS YL TNV avOpwToTNTAH. AVTN 1)
ETLOTPOPT] TOV TIPAYUATIKOU WG TPAUUATOS 1181 KUOQOPELTO ATTO TNV ETOXT TOV
PopavTiopol PéEXPL IOV OTIS HEPES LAG TITPE SLAHOTAGELS VEKPOTIOATG WG TO ATTOAVTO
OKNVLIKO TNG CUVUTIAPENG LA,

AvTo To oknVIKO Tov o Bataille to ovopale «base materialism» kot 1 TatoVoa eivatl
TO HOVO TIOV UTIOPEL VO TAVTLOTEL Hadl TOU eival Eva 0AOKAN PO TESIO KOLVWVIKWV



OX£0EWV, LA OAOKATPT) GUVON KT AVATIAPACTACTG TTOU YIVETAL TO EVOLAUECO £50(OG
HeToEV TTPAYUATIKOU KAl 0UUBOALKOU pHETATPETOVTAG OA0 TO eSO TNG GUYXPOVNG
TEXVNG O€ éva Bwud, o€ Eva BuoLAoTPLO, TTOU OUWE AUTH TNV POPA StkatoVTAL va
yvwpileL TV dyvola Tov.

Anuntpng Kapatlag, lobviog 2023

Anuntpng Kapatlag (eikaotikog, Metamtuxlako Ewkaotikwv Texvaov AXKT, ZxoAn
EAAnvikoU Kivnpatoypdag@ov kat TnAedpaong Aukovpyou ZTaupakou TUNHA
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The myth of the Minotaur in the interwar vanguard has been extensively studied.
The emblematic form of the "Headless" are two of the most unusual morphological
"symptoms" of the "crisis of symbols", which characterizes the art and literature of
the last years of the interwar period.

This crisis, which was also recorded in the art magazines of the time, ultimately led
to an ethnographic shift in art from a very early age, but the most important thing is
that art was understood as a tool for solving a problem.

The problem was nothing but the impasse of representation and its new identity
was the Labyrinth, while the strategies for solving the impasse were and are those
that unite the history of the modern with the contemporary work of art.

Therefore it is always interesting to note some basic characteristics of the Labyrinth
and to see some eclectic affinities.

of (briefly in this note).

As is well known, Giacometti's work in the 1930s was much more innovative than
later in the post-war period. As R.Krauss rightly points out, Giacometti was the first
to identify the sculpture with its base and to develop the form horizontally, even in a
work whose first title was the word Labyrinth.

This development of form in the horizontal in kind pre-economy predates
Delacroix's majestic painting compositions, either in:

"Freedom Leads the People" with the corpses of the revolutionaries opening the
foreground of the composition in a horizontal array or either in the revolutionary for
his time: "The Death of Sardanapalus" with the corpses of the naked women again in
the foreground and the visual angle that almost erases the horizon line in the upper
part of the frame.

This problematic that started with Romanticism and swelled in Modernism became
the permanent environment of the contemporary situation.

The ninety-degree turn of the vertical axis was unprecedented in Western art and
almost identified the monument with its base. The opening and unfolding of the
work in the space was identified with the Labyrinth adventure in a series of iconic
works of Modernism and became the basic morphological rule of the works of art of
the post-war period with the prominent case of Minimal Art of the 1960s.

If this inversion brought something shocking, it was that the representational was
identified with the real and the work became the frame, leaving the space of
representation/action for us, the viewers.

The origin of our modern entanglement is Labyrinthine and the opening of space to
the real is our co-existence in time and this co-existence became the question and
the question.

The foundation of coexistence was made in a body that is mutilated, in the
emblematic form of the "Headless" that is the Minotaurii.

The idea that in the place of the head there is a hole is the polar opposite of the
Cartesian and rational vision of humanity. This return of the real as a trauma was



already conceived from the time of Romanticism until nowadays it took necropolis
dimensions as the absolute scene of our coexistence.

This setting that Bataille called "base materialism" and the patousa is the only one
that can be identified with it is a whole field of social relations, a whole condition of
representation that becomes the intermediate ground between real and symbolic
transforming the whole field of modern art on an altar, on an altar, but this time he
is entitled to know his ignorance.

Dimitris Karatzas, June 2023
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