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EIXAT'QI'H

O oxomdg ¢ mapovoag epyoaciog eivar SUAGS: TO TPMOTO OKEAOG TMEPIKAELEL TNV
LETAQPACT TOV TTPDOTOL Ke@oiaiov tov PiPfriov ‘Stories of Art’ tov Apepikavod
kprtikov  téyvng TCénug ‘Eixwvg (James EIKInS) kouw ta onueio 1diaitepov
TPOPANUATOV OTNV EKTOHVNON OVTNG TNG LETAPPACTIKNG TPOOSTADEINS EVD TO OeHTEPO
OKEMOG OGYOAEITOL [LE TNV EPUNVEVTIKT TPOGTADELD TOV 1310V TOL GLYYPUPED Y10 TNV
TEYVN KOl 1010{TEPA Yo TNV 10TOPioL TNG TEYVNG HECOH GE EVOL OKENVO OTOYEMV Kol
OTEPEOTVTIKMV T ATTOOOGEMV TNG 1EPAPYIOG KOt KOTNYOPLOTOiNonG TNG 16TOPIoG TNG
téxvns. Efvor mo guowd vo pnv pddpe yuo évo amhd ‘ypovikd’ oAAd Yoo o
noAOTAOKN e€lotdpnon G otopiog g téxvns . O oxolacpdc Aowmdv teprhapdvet
KOl TO PETAPPOACTIKA TPOPALOTO TOV TOPOVGIAGTNKAV, TNV GTPOUTNYIKN Kol TNV
peBodoroyior TG exkmOVNONG NG UETAPPOAONG QAL KOl TNV TPOcEYylon o€ Bépata
avdAvong Kot TPodONoNS TG TEYVNG, KATL TOV amoteAel o HEPOG TG EPYACIOG TOV
LLETOPPOGTY) GTNV GUYYXPOVT] ETOYN).

KYPIQYX KEIMENO - META®PAXH

Iotopieg oraiocOnong

Mepucég popég ta mo dvokoAa mpoPfAnpata ypetdletal vo apyicovy e TIG To amAég
aoknoelg. O Ailvotdvy emvonce vontikd melpdpote yioo va tov Bondnoovv va
EexaBapioer tov AaPopwvBo tev eflodoewv oty @uowkn. O mo  YveoTog
avtayoviotis tov, o Nikg¢ Mmop ( Niels Bohr), agiépwoe moAd ypdvo
OVOKOADTTTOVTOG Kot oXEO1AL0VTOS TETOOL €I00VG VONTIKE TEPAUATO LE GKOTO Vo
avaTpEYEL TIG TPOSTABEEG TOV ATvoTay. AKOUO Kol CTUEPE Ol PLGIKOL HAGVE Yo
‘mepapotikd cvotuate’ ( toy systems) dtav oev pmopobv Vo €PYOCTOVV UE
oAoKkANpopéva cuoTAHaTe podnuoTikdv. TToAAEC @opég TOAOTAOKEG EMYEIPNOELS
apyilovv pe mpdypata 1060 anAd mov @aivovion yeloia. To 1010 1oyvel Kot Yo To
eyyxepioln yYAwooag: o kuprog b yvopilel tov kvpro Mrpdovv, Tov potdetl av BEAEL
va Tave Kivnuatoypaeo kot yopilovv yopic va movve kapio dAAN KovPévta. Movo
HETA amd PEPIKES EKOTOVTAOES GEADES Kal YIMAdES KavoUpleg AEEELS umopel 0 KOHPLog
2 va pukncet eredBepa 6tov KOplo Mrpdovv.



Ag apyiocm Aoutdv Kol £Yd PE pol amAn aoknomn mov Bo pog fondnoel va okeptovue
™ popoen g lotopiog g Téyvne. Amotelel emiong Ko éva vontikd meipopo 1 10€a
elvar n €€Ng: oxedlace 1 eavtdoov €vo oAV elevbepo 1 dtvmo Ydptn ™G 16TOPiog
™mg TéYVNG Onm¢ toplalel oe céva. Oa mpémel va Ppelg €va vonTikd oynpa, &va
OTOPIKO  TMAOIGIO0 NG QOVTAGIOG GOV  amoPedyovtog OHMG TO  cLVNOIGUEVO
evBvypappo ypovordyro. Me dAha Adyla, T0 o610 AVTO TPEMEL VaL EIVaL OTOKVTLLNL
™G OKN] GOV POVTAGIOG TOL VO TAPLACEL OTIC OIKEG GOV TPOTIUNGELS, YVAOGCELS OALG
Kol aicOnon tov maperBovtog. Avtog o yapTNg Ba amoteAécel To TAaiclo mov €0V Ha
epyaoteilg, Ba glvor 10 06 cov ‘mepopotikd cvomua’. Kabog 1o Piprio avtod
KIWVEITOL PLEGO OTIC O CNUOVTIKEC “1oTOPIES TEYVNG OV £Y0VV YPOUPTEL 6TO TOPEADOV,
om¢ avakaAOyelS OTL Kol o1 OIKEG GOV 10€eC Exouv amoTumT®Oel AL Kol TOAAEG
(QOPEC VTOGTEL KPLTIKN OO TPOTYOVUEVEG YEVIEG IGTOPIKAOV. B0 avaKAADYELS EMioNC,
eAmtilm, 6T 1 KN GOV €KOOYN TNG 1OTOPLOG TNG TEXVNG EXEL VO TTEL TOAAG Y10 EGEVQL:
70106 €loat, TOTE YEVVIONKES, AKOUA KO TOV PEVELG.

Xapres g Iotopiag g Téyxvne

Oeopd OTL (o 0o TG 7O EVKOAES EIKOVEG TOV UTOPElG Vo oYedLdoEL Kavelg elvan
évag TAOVNTIKOG 0oTEPIOUOG, €va €100C KATOYIGUOD 10e®V, OTOL Ol ayamnUéVol
KOAMTEYVES KOt £pya TEYVNG TOTOOETOVVTOL YMPIG CLYKEKPIUEVOL GEPE YOP® amd Eval
KéVTPo (€kova 1). Avtd elvar To ox£010 TOV EKAVA KOIL O1 EIKOVEG TTOL €l GTO HVAAD
pov 1o karokaipt Tov 98. Tnv mepiodo ekeivn €ypapa yia ddpopa and to BEuata
avtd. Elvar puoikd 01t éva 1€1010 oY€d10 givol Tpocmmkd Kat ivol ToAD Thovo va
unv avtiototyel pe Kkavevog ailov. o mapddstypa évo amd ta ‘actéplo pov’ stvor n
mhokéta Ta, éva pkpd, eyybpokto mpoictopwkd Koppdtt koOkkaiov. Eva dido
ovopdletar Ntvodv ( Duchamp) mov mévta @aivetol va TepLeEpeTal KATOv KOVTd,
éva, tpito givon to ‘Wrangel — Shrank’, éva yeppovikd epudplo thg AvayEvvmong pe
nepiepyeg ekOVeEG TV o€ dtaKoountikd EVAva evlépata. ‘Eva aoctépt ota de&1d g
CEMVIG OVTUTPOGMOTEVEL TOVG TIVAKES TNG YVVOiKAG HOL: 0gV €ival TOGO O140MUOt
OT®G 01 AALOL 0oTEPIGHOTL 0TO YapTn AL Yo péEva eival To 1010 oNUOVTIKOL.



(ewova 1)

210 KEVIPO LWAPYEL M LeAvn UE TOV TITAO ‘QUOIKEG €KOVEG: KAWL, YOPTAPL,
actépla, duppoc, etepd poyos’. Ta tomoBétoa oto K€vipo O10TL ekeivn TV TePiodo
omovdalo TOC0 PLGIKY 10TOPiot 6CO Kol 1GTOPio TNG TEYVNG. XTO KAT® WEPOG TOL
¥GpTn, Kamov otov opilovia ayvopaivovtal 0 0ALavOdc KolAtéyvng Oilmg Kovivk (
Philips de Koninck) kot o Toéyog I'av Zplapé (Jan Zrzavy): o mp®TOg avoKAAVYE
Tomioe pe yapnAo opilovia, cov 1o O1KO HOv, Kol O OegVTEPOG oL €0e1&e mOGO
EKKEVTPIKOG pmopel va etvor évag kaditéyvng tov 20°° awdva. O acteptopodg avtdg Oa
QOVOTOV GTOVG TEPLGCOTEPOVS YMPIC KavEVA 1O10iTEPO VONLUA 1] OTAN 1OOLOPPOS” Yo
HéEVOL QMG OVTITPOSMTEVEL TOL GTOLKElD EKEVA TNG 1OTOPING OV UE ATOTYOAOVCAV
TOTE KO TO KAVEL avEATIGTA KOAd. Bprjka Tov €0vtd pov va tnyaivel micw oto ypdvo,
o€ gkelvo ToV TPOTO OKEYNG.



Otav mopovctdlm avtd T0 VONTIKO TEIPOUO GTOVS POITNTES, TOVS OElYVM , Yio apyn,
po tétown ekova. O oynmuotiopds ovtog  givor mToAD KaADTEPOG amd TOV TAANLOD
TOTOL YPOVOAOYI0 KOl OTOTEAEL £vOL KAAO TPOTO VO 0pYicEL KAVEIG VO YOAOPDOVEL TOL
TPENEL TNG EKTALOEVONG TOL Kot Vo MkeVTpmBel oto potifo mov £xel va avadei&el n
otopia ywoo tov 610. To ddypappa avtd ToVv acteEPIoUod Tapovotdlel oo Eva
peovEKTNHa, TO OTL InAadT| dev deiyvel v ‘dopn|’ g wotopioc. Aev eivan EexdBapo
o0l KOAAMTEYVEG 1 €1KOVEG Ppiokoviotl mo pokpld omd 1o KEVIPO Kol £Tol Ogv
VIdpyel TPOTOG Vo KaToAdPel kavelg Tt elval mo onuavtikd. Ta aotéplo 6 aTV TV
EIKOVOL gV £YOVV 0L GUYKEKPIULEVN TASIVOUNOT TOPOAO TOL TOTE Ta £lyal PAAEL o€ o
oelpd. OVTE eniong AMOKAAVTTEL TOLOVE KAAMTEYVEG Ko Town Epyoa T€YVNG Bempovoa
TOTE KOADTEPO KOl O XEPOTEPQL.

M GAAN emAoyn], oL HOALEl TEPIGGATEPO HE TO. CLUPATIKA YPOVOSIOYPELLATO,
arotehel o ypdonua pdpdov. ‘Evag eormrng pov oyediace €va ypdonuo pe povo
Tpelg papoovc. H tehevtaio ota de€id gixe tov titho ‘tdpa’ kot ta ovopato tov Blue
Man Group, Aopt Aviepoov ( Lorie Anderson), ITliva Mndovg ( Pina Bausch),
Poumept I'ovikoov ( Robert Wilson), Mmud BaioAa ( Bill Viola), téhapk ( Stelark),
®povk Xtého ( Frank Stella), Avti T'ovopyor (Andy Warhol), ka1 Poi Avytevotduy
(Roy Lichtenstein), oe telkf avdivon oyt Ko pio 1060 1otopikn tagvouncmn.( ot
Blue Man Group «ot 1 Adpt Aviepoov £xovv HEYOAN EMITUYIO GTIG TOPUGTOTIKEG
téyveg, N Iliva Mndovg eivar yopoypdpog, o Poumept I'ovidcov oyedidler ko
oknvoBetel Oeatpwcd épya, o Mmh Baidlo Ompiovpyel mepopotikd Pivieo Kot
KOAMTEYVIKEG EYKOATAGTACELS, 0 ZTEAAPK €ival Kuplwg YVOGTOS Yo TIC TOPAGTAGELS
TOL KPEUAEL TOV EAVTO TOV YOUVO LLE TNV EIGAYMOYT AYKIGTPOV, KOl Ol TEAELTOLOL TPEIG
elvar ekmpooconol ¢ apnpnuévng kot mom téxvng). Ot dAdieg 600 umdpeg oto
YPOPNUO TOL @OITNTH] £€YOLV Vo KAVOUV HE KOAMTEYVEG TOV TIO HOKPLVOD
naperBovioc. To onueio avtd Ntav oxeddv ddswo. Emélele ovopootikd pepukcoig
KoAtéyves omog [ToAok ( Pollock), Ma& ‘Epvat ( Max Ernst), Ockop ZAéuep ( Oscar
Schlemer), ®iAtmo Toudoo Mopwétt ( Filippo Tommaso Marinetti), Aovitlt
Povooro ( Luigi Russolo) kot Péumpavt ( Rembrandt), dniadn évav eknpdowmno
apnpnuévov  eEmPeEcIOVIGHOD,  €vav  TOL  GOVPEOAGHOD, €vav  Topaymyd
avTicupPatikod PTaAiéTon, dV0 1ITAAOVG POVTOVPIGTES Kat Eva 0OAAaVOO Coypapo Tov
17°° auowva. 'Hrov oporoym éva apketd mepiepyo ypdonua. Iapadéytnke kot o 110G
0Tl o1 emAoYég tov mponABav omd podnuoata otopiog TG TEYVNG TOV TPOGPOTO
TopaKoAovLONcE Kot OTL TOPO APYIGE VO OVOKOADTTEL TNV 10TOpiaL TNG TEXVNG, ALTOL
NTAV ATADG 01 KAAATEYVES TOL OTOTLITOON KAV GTO LLOAD TOV.

Mepukoil amd Toug o EVOLOPEPOVTES VONTIKOVS YAPTEG TG 1oTOPlag TNG TELVNS EXOVV
10 potifo tov tomiov. ' mapdderypa, pmopeic va povtacteic 0Tl Ppickecal o pia
Taporio Kol ayvavteDELS TOV OKEOVO Gav va KOITdS To mapeAbov. H dppog ota moédio
ocov omotehel v T€xvn mov eival owelo oe céva, Ta PNyl vEPA TO TPOCEAUTO
napelBOv Kot Ta Pabid vepd tov wkeovol TV €YV oL EaiveTal TOAD pakpvr. [Tow
Ba Mtav n Sk cov gkdoyn avtov Tov Tomiov; [Tolor KoAAITEYVES Kot epiodot TG
téxvng Ba Ppiokodtav Kovtd kot oot Ba PubiCoviav oty dpvcco; ('Evag gottng



oL £KOVE ALTH TNV doKnon, oxediace pepikd mepiepyo mAdopata 6to Pabv oKeavo
Kot ta ovopooce ¢ Proeotilopevn téxvn g Mn — Adong’).

H 6um pov ekdoyn eaivetar oty gikova 2. T'a péva, n mopnmn g SVTIKNG TEXVNG
eatveron oav va PuBiletar oto vepd kdmota otryun tov 19°° cdva ko amd exel Kot
TEPOL YAVETOUL 0TASIOKA OA0 Kot o Padid kbte amd To vepd MGTOL va. Yivel adpaT.
Exo pelemost v t€yvn ¢ Avayévvnong, tov Mecaiova kot tg Poung aild
AKOUT OV QoiveTon AyOTEPO TPOGRAGIUY, AlydTEPO TTaPOHGa, AyOTEPO EEKABOPT KO
owkelo amd Vv o TPOcPaTN TEXVT. AAAOL 1oTopKol TéYVvNG oiyovpa Ba (wypdpilov
KATL TOAD J10POPETIKO amd EPEVAL.

~ (sk6voL2)

O 'EpPwv ITavogokt ( Erwin Panofsky), évag amd toug mo S1oKeKpuévous 16Toptkong
™g t€xvng tov 20°° audva gime KATOTE OTL O1 YVAOGELS LOG EIVOL GOV TO OPYUTELNYOG —



uiKpd vnold mviypévo oe por 0dlacca dyvolag. Axopa kot yu tov Ilavoéeokt n
otopio TG TEYVNG 0EV OMAMVOTOV GOV YEOUETPIKE EMIMEES AAVKEG YOPIGUEVES OE
xPOVIO Kot aldvec. Tomg va evvoovoe 0Tt av KAmolog eiye apketd ypovo Bo umopovce
070 TEAOG VO YEUGEL TOV OKEOVO Kol v bt ta mavta. Aev ipon OUmg Kot TO60
olyovpoc. Ymhpyovv emoyég Kot péPM mov OV oG Oivetol Toté 1 duvaTOTNTO VL
KataAdfovpe S1OTL AOY® TG EMOYNG LOG, TNG BEoMC Lo Kot TNG 1010GVYKPAGIOG oG
etvar og peyddho Pabud anpodoita. Oo Eleya Aowmdv 6TL | BdAacca g dyvolag dev
TEAELDOVEL TOTE. XTO OKO POV QavTOcloKO ToTio, 1 apyoion Méon AvatoAn eaivetol
TEPLEPYMOS MO OIKEl amd TNV TéEQVN TG KAaownG EAAGSac kot yio avtd v
TomofEToa o€ Eva LaKPIVO aKp®TIPLO (Kot Ol 6TOV OKENVO). AVTE TO TPAYLOTA OEV
Byalovv mhvta vonuo: dgv Lmop® va eENYNo® amdAvTa To Adyo Tov 1 {oYpapiKn TV
Avotpariavav ABopryiveov (ota de&id) kot 1 Loypoaeikn tov Mdayla (ota aplotepd)
eaivovtor mo EekdBapa and 0tL  {wypagiky tov Mecaiova. I'vopilo opmg 0Tt
HEPOG TNG OOVAELAG HOV MG OTOPIKOC TEYVNG gival vo TpooTadcm vo eENyHo®m TO
ywti copPaivel ovTo.

Exo o mtAnfopa and tétolong xapteg oaicOnong oyedoopuévoug amd @ortnTég,
daoKAAOVS TEYVNG Kol KaBnyntég mavemotuiov and 6A0 tov Kocpo. Xty Kiva,
po @ourtnTpla g 1otopiag e téyxvnsg Coypdeioe éva yaptn mov €5glyve TEVTE
LLOVOTLATIO TTPOG TO TOPEABOV (euKOva 3). ZTOV OpOLO TAVE® OPLoTEPH TEPVAS OO LLLoL
oelpd KaAlteyvov Tov 19 ko 20°° aidva, mo wicw PAEmelg v Avayévvnon Ko
Tov Mecainva kol KatoAnyelg 6tovg mépa Aoeovg g EAAGdag kot g Poung, oty
npoiotopikn Evponn kot Meconotapia. [Ipocééte v emAoyn tov KOAMTEYVOV NG
Abong: Movp (Moore), Mayior (Maillol), I'koykév ( Gauguin), Bav I'koyk (Van
Gogh) kaw Matig (Matisse), tpocomo mov yevikd evvoodvtor omd v Kivellkn téyvn
KaBmg o1 TpAOTEG YEVIEG KIVELOV KOAMTEYVOV MOV emokEPTNKay TV [oAla
dekaetio tov 1920 ko 30 peAémoav Kupiwg GuVINPNTIKA EPYa TEXVNG KOL ATEPLYOV
tov KvBiopd, tov Ntavraiopd kot tov Zovpeolopd. And tov Povtév (Rodin), axdpa
éva ayamntd kadltéyvn oty Kiva, ndet Eagpvikd mico oty Avayévvnon.

Baler v veotepkn dutikn t€xvn o€ éva tereing Eexmplotd povomdtt (méve deEid)
Kot 10 PAETEL ®G £va AAUTEPO AGTEPL TTOL OEV UITOPEL VO PTAGEL OV Kol VITOGYETOL OTL
Bo mpoomabnoel. Avtd okplBd¢ omoteAel pe kown avtiinym teov  Kwvé(ov
KoAMTEYVOV 0omd ta péca Tov 90, Tt dNAadN 1 cLYYPOVN OLTIKN TEXVN ATOTEAEL Lo
e€OTIKN TPOKANGT, WO TPOKANCY] TOL OmOLTEL oL TEPIMETEUDON €EOPUNOT| GE
dyvootn mepoyn. H Aryortiokm téyvn eivan emiong amopovopévn 6to té€Aog £vOg
Eex®P1oTOV SPOLOV(KATM aPLoTEPQ).



(ewova 3)

Ag&ld oto kdte pEPog g oeiidog Coypailel dvo mopeieg mpog o d1kd ™G KivéCko
naperBov. H pio mopeia mpoomepvael tovg kAackob {oypdeovg Kot OTAVEL OG TIg
ommiotoypagicc Tov Ntovvyovdvyk ( Dunhuang) tg apyaioc Kivag (750 uX). Avtodg
0 0poOuog omotehel ovclaoTIKG TNV 1oTopion NG KveQlKNg TEYVNG UE HEPUKOVC
a&loroyovg mpoyodvovg g oav tov Muyxank Ayyeho ( Michelangelo) «xat tov
Agovapvto (Leonardo) kabmg kot pepikong poviepviotéc 0nmg tov Marig ( Matisse)
kot Tov Bav T'kovyk (Van Gogh). Kavévag and toug 600 dpopovg dpwmg dev oyyilet to
POV Kol OVCLCTIKA pog Aéel OTL 6Tov KO TG XApTn dev vIapyel BEom Yo TV
ovyypovn t€xvn oty Kiva tovAdyiotov pe tov 1610 tpomo ya v t€vn otn Avon.
Kot avtd ev péper dott 1 xwvelikn (oypoeikn pe peddvt Bewpeiton o1l €xel
TOPOKUAGEL TOV TEAELTOIO OLdVA KOODG emiong S10TL Yiol TNV GLYKEKPUEVT] POITHTPLN
N ‘vewtepikn TEYVN TepAapPavet kol v ovyypovn t€xvn ¢ Kivag. ‘Evog televtaiog
opopog, kdtw oefld, odnyel amevbeiog oe OvVO TMEPLOSOVLS: UL TPOCPATY, TNV
Avvooteia Towyk ( the Qing Dynasty) 1644-1912 ko puo Ttodotdtepn, v Avvacteia
Xav (the Han Dynasty, 206 n.X — 220 p.X). Avtog givar o dikdg g TpdmOg Vo
avadeigel €va GAAO €100G TEYVNG TOL TEPIAALUPAVEL KEPALIKY, OVTIKEILEVA OO YOUAKO
Kol YALTTIKY]. Ogopel Aomdv 0Tt avTh 1 TOPEO0CT| UTOTVTMOVETOL KAAVTEPA OO TOV
ocvvdvacud piog molodtepns Kot piag vedtepng mep1doov TéXVNG KaTd ToV {010 TpOTO



oL pmopel Kamolog v suvtanpraéel ™ Popoikn t€yvn pe mv avapioon tov 10edv
™G Kotd Tnv Avayévvnon.

Vo i
1% W
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= (ewova 4)

Oa doelém axopa &va yaptn Yy vo dMGM Uio 1060 YloL TO TL UTOPEl KOVEIC va
Coypapicel av 1o dokipudoel. Avtd elvar €va akOpo KovotOpo oxédlo amd &va
Apepikavd eormt (swova 4). BAémer tov eantd tov Kot TOVG OIAOLG TOL GE Eva
EMKOELOEG LOVOTTATL 6T HEST Tov ddoovg cav tnv Ntopobv otov Mdayo tov OC. To
LOVOTtATL 0V €xel éva TITAO OAAG O 1010 POV ONAMGE OTL OVIUTPOCMIEVEL TOV
YovpeaMopd yotl pepikés eopég 0 XovpeaAopdg eoaivetor va PpiokeTor akpiPag
‘UmpooTd Gov’ Kol GALEG @opég Tov VidBelg apketd ‘pokpid’. H dwaicOnon avtm
avtikatontpilel o 0adedopévn 10éa 0Tt T0 TPOTOTLNO KivHo TOL YOAALKOD
YovpeaAiopod mov Eekivnoe to 1920 kan mapnKpoace v dekaetia Tov 40 givon akoOpo
Lovtavd aALd oe avvmoyiaotes poppés. Iotopucol téxvng €xovv avamtvcel v o1
Beswpia. To BiPrio ‘Apopeia: odonyieg xpnong’(1997) oyt povo avaeépel v otopia
TOL OPYIKOV YOAMKOV KviHatog oAAd To avaPaduilel kol avartiooel TIG 106G TOV
WPLTAOV TOV GOVPENAIGHOD DGTE Vo fvol YPCIUES G GUYYPOVOLS KOAMTEYVES Ko
Kkprtikovs. ‘Eva tétoto €pyo, kdmov evoldpesa amd 16Topia TG TEXVNG Kot KPLTIKY| TNG
téyvne, Pyadet kamolo vonua yuo Tov 1610 AdYyo mov Kot 0 ¥éptng tov gottntn Pyalet
vonua avtictowyo. o moAhovg, o Xovpeaiiopdg eivar TovtdYpova Eva Kivipa Tov
var pev €xel Eemepaotel aAAd amotelel emiong dSvvatdtnTa avaPiwong yio Ty TEv.

O 1d10g portnmc Loypailel Tov eavtd TOL 0T Pdon evog peydAov TLAGVA, GOV
TOPOTANKO GTOYEIWUEVT OO TPOUAKTIKOVS apnpnpévovg eEnpectoviotés. o mépa

10



eppaviletoar éva Ayotepo ameAntikd pvnueio tov Ilikdoo xor tov Kuvfiopov.
AtcOdvetonr moAd owkelo pe v Aedpaom kot v ‘T€yvn tov 80°, €10Kd TNV
‘mieontikny”  gotoypoeion ¢ Mrapumapo Kpovykep (Barbara Kruger). O
apnPNUEVOG eEMPEGIOVIoUOG KOt 0 KUPIGHOG gival dLO TEAEIMG SLOPOPETIKA KIVILLOLTAL.
AmoteAoOv PEPOG TNG ONUAVTIKNG, TG coPapng totopiog kot dev givor KaBOAov
QUAIKA 1) TPOGLTA.

IMpw amd Tov PortnTy Kot Toug PIAOVE TOV ATADVETOL TO dGGOG TO OTOI0 ATOKOAEL
‘eovto amd Opopea Oévipa’, {oypapikn mov eivar Yvoot oAAG Oyl Kot TOGO
OLVOPTAGTIKY. YTApYovuv Aomdv 610 d4G0G O1dpopot TePiodot Kot pedUATO, KAVEVO
OL®G PO TOAD eVOLOPEPOV, KOVEVO TTOAD dVOKOAO 1N HaKpvO. AVTO gival Kot o
YOPOKTNPIOTIKY  UETOUOVIEPVO, OVIIANYN TOL TOPEABOVTOG OmOL €MOYEC TOGO
Swpopetikég 660 1M Avayévwnon, n  EAMnviotikp TAvmtikp ko o
Meraipnpeooioviopds  eitvan 6Aa e&icov mpoottd. O ZovpeaAiopdc, To pedua Tov
nepopiletar otov 20° aidvo, KvkAogopel o OAO TO VONTIKO aVTO YOPTNH OAAG
tavtoypova 1 XV oxedov 3000 ypdvov cvykevipmveTol TOAD gdkoAo YOp® TOL.
Yrotyela avokaTepEva Ympig dtaitepn YpovorLOYIKY| GEPAL.

Ytov opilovta PBpiokovion ta oAvumo Bovvd g EALGdac, n Poun kabdg kot
AmooTPATTOVGO. vy Tov Avtikov PeaAiopov: n EAAGSa kot 1 Poun Bpiokovot
otabepd paxpld oto otepéwpo. [ToAdol dvtikol ortntég Kot kabnyntég mov Exouvv
oYEOAGEL TETOLOVG YAPTES Yo PEVO, £x0oVV KAvEL TO 1010 pe v EAAGSa kot T Poun,
etvar dnAadn pEPog Tov GLALOYIGHOD TOL OTL 0 KAOGGIKOC TOAMTIGHOG opileTal g O
avandonactog Bepélog AiBog g Avong. O NAog mov poTilel Tov ovpavd dev etvan
Timoto. GAO omd to kKevipikd Bépo tov I'kdumpyy ( Gombrich) oto Piprio © To
Xpovikd g Téyvng’ ( Story of Art), wa apketd tpofnyuévn Bewpio g peariotikng
OTEKOVIOTC.

O 13106 o I'koumpry dev Ba GLUPWVOVGE e TO ‘OVAKATEUEVO’ dAGOG, TNV VIEPOYT TOV
Aopnpnpévov E&mpecioviopon , tnv KovAtovpa tng thAedpaong 1 tov dpolo LE To
kitpva T00BA0 ToL  XovpeoAopod. Oa  avoyvopile OUMC TN GUVIPITTIKN
‘OVTIKOTPOTN ATHOGPALpA TNG €KOVOC. 1o avTdv TOoV Qortntn, N ‘Un dvtikny t€xvn’
elval KUPLOAEKTIKA E@YNIVI: OTOTLTTAOVETOL MG OLO MTAUEVOL dIGKOL LE TAOTOVG dVO
TépoTo He patia akpidog (0 eortntig mov 1o oyediace {Tnoe cuyyvaun Yo Tovg 600
avtodg e€mynivovg ot omoiol, Onwg &ime, dev givan mwoAttikd opboi). IMapdia avtd,
etvat amotédes o etAkpivelag Kot avtd eival Tov PHETPAEL GE QLTI TNV AGKNOM).

[Tep1rtd va o 0TL 6YEd Gav ovTd dgV €lval dSuVATOV Vo TEPTYPAYOVY TANPOS TOV
oynpotiopd g woropiag. Eivar moAd omdd kot ektdg tov GAA®V, o1 TEPIGGHTEPOL
amo epdg dev okeTOpaoTE P dtoypappota. To oyédta Kot to dtoypappoto dsv etvat
ONUoPA oV 1oTtopio TG TEYVNG OWOTL €lval TOAD ‘TOKTOTOUMUEVA Yo Vo
EKTTPOCMOTNGOVY TNV TPAyUATIKY oAndsto. Opmg maipve 1o picko va Tig avadeiEm
€00 10Tl MaPAyoLV KATL awBOPUNTO KoL OVETIONUO Kot 0VTO TO, KAVEL EQUPETIKA
moAvTa. H doxknon eivon oA oAdd Oyt amhoikn. Mmopel va Pondnocer dote va
dun&et kavelg 1o PApog TG Taday®YIKNG avAAVONG Kol VoL avaKaAVWEL ol aicOnon
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G 1oTopiog TS TEXVNG TOL €IVOL TO KOVIA GTO TMOC YPNCLOTO0VGAY Kot Evimbay
mv 1€)vn oto mopeAbov. EAmilow wor €00 va oxéptecor vo @Tiagels éva TETO0
LAY PO, TOVAQYIGTOV VONTIKA, Yioti Oo o fondnoel cuykpivelg T1g O1KEC GOV 10€€C
pe dAlec Kobmdg mpoympdpe oty avayvemon avtov tov Pifiiov. Me 10 mOUL
OAOKANPADGELG £Val TETO10 GYES0 UTOPELG AUECHS VO EEKIVIGELS TO PLVIPIGHOL KoL TNV
avadldpOpwon mov Ba 0dNYNoEL GTASIOKA GE [0 AOYIKT KOl LOVOSIKT aicOnor tov Tt
oLVEPT ot TEYVN amd TNV TPoicTopia MG onpepa. Avtd mov petpdet dev eivan To 1610
TO OY£010 OAAG M OKEYN OV TOPEYEL Y10 VO, GE WONGEL VO GUVEIONTOMOOCELS TNV
aVAYKN VO GKEPTEIC TO oYU TNG O1KNG GOV QavTaciog. AAMMGC, 1 10Topia TS TEXVIG
Oo Mtov cav o mopEAaom, oXEOOUEVT) amd OAAO TPOGMOTA, ODOVIOL VO, CE
TPOCTEPV.

IIepiodor kon vrepmepPiodol

"Eva. dAAo ototyeio mov mpémetl va oke@tel Kavelg yio v wotopio tng téxvng givor to
TOG TPEnEL va. epapynBovv ot otopikég mepiodol. Ta ovopata avtd Bopiovv v
YVOOT TOUm 1TNg totoplag g téyxvng emumédov yvuvaciov: Kiaowmn emoyn,
Meocaiovag, Avayévvnon, Mmnapok, Metapoviépva emoyn. Agv  vrdpyet
OCLYKEKPLUEVOG aplBUOC emoymv. Oa pmopovca kaAhota va éheya: Khaoown emoyn,
Mecaiovag, Avayévvnon, Mmopdk, Pokokd, Poupavtikr mepiodog, Peaiiouoc,
Iunpecroviopodg, Metaipnpeoosioviopog, Newtepikn emoyn, Metoveotepikn 1
omoladnmote GAAN ekdoyn. Oco mo Aemtopepéc 10 PipAio 1 10 paOnupa, t6C0
nePloc0TEPEG epiodotl téxvng Ba vapyovv. O Xopot Tlavoeov ( Horst Janson) oto
BArio tov ‘Iotopia g Téxvng’, éva amd ta mo cvyypova PiPiia yioa o omoio Ba
piAnoovpe o100 kePdAowo 3, ovvBétel €va TOAOTAOKO YPOVOAOYO  OPKETA
HLOKPOGKEAES.

Av mpocbécel kaveig 6t AMoTta ToVg GLYYPOVOLS “IGHOVS  UTopel va yivel akdpo o
pokpookeAns.  Opoopds,  Aovuwviopds,  DPovtovpiopds,  Kovotpovktifiopog,
Neomhaotikiopdg, [Movpiopde... Ilegpimov ota péco Tov adVA, GTO ATOKOPLOWLO
10V d1ebvoig Newtepiopov, eowvotav 6t o 20% odvog amoteAoVce pio KaKOQ®Vvio
woudv. O Alppevt Mnop ( Alfred Barr), o npdtoc mov dievbuve 10 Movaoeio
Movtépvag TExvn omv Néa Yopkn €xet peivel yvwotog 6ty 10Topia TG TEXVNG MG
naforoyikdg AdTpng G AloTag Kol TG KOOWOMoinong twv oumv. [evikd,
amoplBpovce peptkég vrovlives “lopmv’, pepkéc amd Tig omoieg dnuovpynoe o id1og
(ewdva 5). Kabog mepvdel o ypovog, ot ToAloi dtapopetikoi ‘topoi’ cuykAivovuv og
HEYOAQ KOAMTEXVIKG KIVAUOTO OAAL Oev givor Aoyikd va pidd Kaveic yuo tov 20°
a1OVe, MG €vo. HLOVAOIKO KOAMTEXVIKO pevpa, yopig vrokatnyopieg. [Ipwv tov 19°
aldve vInpyav Atydtepot ‘wopol’ aAld apketéc mepiodot: Obmpavikn, Kapoliyyeia,
Popovikn, T'otu. .. kot BEPara or ovopacieg moAlamiacialovtal dtav to BEua dev
elvar m dvtikn téyvn. Tty Ivdwn téxvn vy mapdderypo n Bedkn téyvn ko ot
ocvvéyewn M Maovpovavn, N t€xvn Avipa, n t€xvn t@v Koccavdv kot n téyvn tov
I'covmta. 'Eva oloxkAnpo Piprio Ba umopodoe ebxoro vo yepicelr pe mapouolo
ovopato.
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(ewova. 5)

Mmnopet kaveig va @Tacel oto dKpa Kot €ite va Onpovpynoet atéhelmteg Moteg (Onmg
0 Mmap) 1 va TPOGTAONGEL VO CLYKEVTIPMOOCEL OAEG TIG TEPLOOOVS KATM £VOV TO TOAD
dvo tithovg. Av Bewpeig 6TL 0AOKANPN 1 TEXVN amoTerel pia ovtdTnTa Kot ot Tepiodot
dev &yovv onuocio, tOTe MPEmel vo. eloon poviorg, motedelg dniadn OTL
omAawoypagio eivar éva kol o avtd pe évav mivaka tov [oAok kol og TEAK
avéAlvon 0ev vapyel vonua va Sexympicovpe avtd to 600 ( avtd mTov peTPdEL glval N
ONUoLPYIKOTNTO Kol 1 dtdvola). Av, amd v dAAN, kdBe mepiodog eivorl yia céva
onuovtiky kot kabe ‘wopog’ ailel vo avaeepbel, tote gioar arouiotic (Katd v
apyoio Anpokpitela Evvola). O eoavatikdg atoukiog Ba Eheye 0TL Kot o1 “lopol’ Ko
ot KoAMTEXVIKEG TEPTOOOL UITOPOVV VO £XOVV LTOKATNYOPIEG MGTOL N 16TOPia TNG
TEYVNG VO LeTaTpanel 6e o 6epd and Eexwplotohs KaAMTEXVES. XTO TEAOG, OKOL
KOl TO GUVOLO TOV £PY®V £VOG Kol LOVO KOAMTEYVN TPENEL VO dlaymPloTel 010TL KAbe
onpovpyia Eeympiler amd dieg 11g GAleg. O Bakyog, éva amd to mpdia YALTTA TOV
Muyond Ayyelov, pe ta d1donpa opyodTpOTa. YOPUKTNPIOTIKE, deV TOPLAlEL e TO
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voAowmo €pyo Tov ‘Thiéta’ g Prowpevtiog, £va TepdoTio YALTTO e Kavéva a&lohoyo
yopaktnplotikd. Me pio évvola , KaBe €pyo Eexympiotd amotedel amd pHdvo Tov pia
nePiodo. X10 HWOOAO TOV arouioty, M 1otopiol TG TEXVNG OloTAtTal oTa idwl To
OLOTATIKA OV TNV amopTiloVY EVM GTO HLOAO TOV HovieTy M 16Topio TG TEXVNG
OLGGMPEVETOL GE L0 odtovon T pada.

Ot 7eplocdHTEPOL 10TOPIKOL TEXVNG OCLUTEPLPEPOVTAL OC OTOMOTEG - UEAETOLV
Eexoplotd KoAMTERVEG KOl £€pyo — OAAG SOACKOLV MG HETPLOMADEl HOVIOTEG
opyavaovovtog TNV totopion ™G TEYVNG o€ €va apKeETA peydAo oaplOud amod
KoAMTEXVIKEG TTEPLOdOVG. Ymdpyovv BéPata ko eEopéoel. O T'koumpry dMAwoe
KAmoTe OTL PeTdvimoe OV TOTE dev €lxe YpAWYEL povoypagia Yoo £va KaAMTEXVN
Eexoprotd. Ta Pipiia tov Pacilovioan oe cvykekpyévo Bépoata — éva Pipiio yia
vomoypopieg kal 1o ddonuo £pyo tov ‘Téyvn ko YevdaicOnon’- evod ta vroAoTa
amotehoVV ovvBécelg dokipiov mov kvpoivovtolr amd v Avayévvnon g v
ovyypovn emoyn. To €pyo tov I'kdumpry pmopel va Bewpnbel ‘poviotikd’ pe v
évvolo. OTL JLOKOTEYETOL TEPIOCCOTEPO MO 106G KO ALYOTEPO MO UEHOVAOUEVOVG
KOAMTEYVES KOl ETOYES.

O yeppovog kprtikog téyvng Bikyeip Iiviep ( Wilhelm Pinder) fjtav mtio kovtd otov
‘atopukiopd’: Eypaye to £pyo ¢ To IpdPAnua tov 'evewv oty Evponaikn lotopia
Téxvng’, oto omoio mpdteve v Katdtaln TG TEXVNG, OYL O TEPLOSOVS, OAANL Lo
Katataln o€ GYE0T LE TOVG GLYYXPOVOLS KAAMTEYVEG 1 KOVTE GE aLTOVG. X€ QVTY TNV
nepimton N ExvN ®g Vv Avayévvnon Bo kabopllotav and po cepd TOLAAYIGTOV
EKOTO yevemv mopd €51 — emtd emoydv. Av o Ilivtep mepopatiotmke pe tov
‘atopiopd’ 10te 0 YAAAOG 1otopikog téxvng ITiep Ntai ( Pierre Daix) idikebetanr otnv
KaTnyopie TOL VIO-ATOMGHOV: GLuVvEDEsE o pedétn ywo to €pyo tov [Tikdoo amd to
1900 ¢ 10 1906, ywpilovtdg to oe VIOMEPLOOOVG Oyt LOVO Ve ETOYN OAAGL Kot avdL
unva. To ypdonua tov Mmap givol atopukioTikd aAAd Tar 6010 ToV TEPIAAUPAVOLV
TOAAG TEPLGGOTEPAU OVOLOATO KOAMTEXVOV O10TL apykd e€étale TOVS KOAMTEXVES G
HOVAOES -Opa ATOUIGTIKT KOTEVBLVON- TPOGTAODVTOG TAVTOYPOVE VO TOVS KOTATAEEL
o€ (o oglpd-apa poviotikn katevbuvon. (O Mmap déytnKe avorytd KpITiKn Yo TO
OWYPOLLO TOV HOVTIEPVOV “ICUMV’ KOl ovT 1N TPOocéyylon Tov Pondnce omnv
avddeltn g Metavewtepikig meptodov, Omwg B dovpe Ko mopokdtw). H
TAELOVOTNTO TOV IGTOPIKOV TEYVNG OEV PTAVOLY TOTE G Eva EEKABOPO Kol EPEVPETIKO
oynuo. ¢ otopiog O6mwg o Mmap wor o Ilwtep. Kdbe 1otopikdg té€pvng
OUPITOAOVTEDETAL OVAUESOH OTN YOPE TNG MEAETNG LMOG HEHOVOUEVNG OOVAELNG
AQNVOVTOG TO €PY0 TOV KOAATEXVN va BETEL Ta O1KA TOV EEXWPIOTE EPMTNUOTO KO
NV oAV 1dwaitepn gutuyio va kdvel éva Puo miow kot va Bpel éva TOLAQYIGTOV
OVETIOTLO GYESLAYPALLLLO GTO XAOG TNG 1oTOPLNG.

Ot mepiocoTEPEG GLINTNGELS, OGOV APOPA TNV TEPLOOOTOINGT), LETAED TV 1GTOPIKOV
TEYVNG €YOLV VO KAVOLV UET CUYKEKPIUEVES EMOYES KoL TNV peTAPacn amd v pio
otV GAAN. Ta ocdvopa peta&d Nemtepikng kot Metd-veoteptkng téxvng sivar pia
amd 11§ mo apeiofnrodpeveg vrobécelc. Mepikoi wotopikol avapépovy 61t 0 Metd-
vemTePoOG Gpytoe 0 1960 pe tov Avtt I'ovdpyor kar v Mo Apt. O prhds0POog
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ApBovp Ntévto (Arthur Danto) éyetl emyelpnUATOAOYHGEL EKTEVAOG TAV® OE OVTO TO
Oélo Kol TO GLUTEPAGHOTO TOV E€lvol avap@eloPNTnTo TOLAAYIOTOV OO TOVG
1otopkovg mov Elnoav and kovtd v Ilom Apt evd apketol dAAot Exovv mhpel BEom
oto (o avtd. O Ntéif Xiket (Dave Hickey) yvootog yio to cuyypappote tTov o
okapeilovtar avonta TALypata and mePLodovs kol pevpata (o omoio OV amEYOLV
TOAD amd T oYEdL TOV EOITNTY HE TO ddc0g) Tomobetel v €vapén tov Metd-
vewteplopod 1o 1962 ue mv npot ékbeon Ilow Apt. O Touag Maképiar ( Thomas
McEvilley), kpttikdg mov €xet emiong apiepmbei oe té€To100 SIMuUATA 16TOPIOG TNG
téxvns, Palet mv oapyn oto 1961. O kpitikdg téxvng Alo Ztduvumepyk ( Leo
Steinberg), mov Tp®dTO 10T YOYE TOV OpO ‘POSt -modernism’ otnv Bewpio TG 16TOPiOG
™G T€YVNG, CLVOEEL Kal 0 1010G To kivnua pe v o Apt Ko 1dwaitepa pe T0 KOAGL
tov Pdovoevunepyk ( Rauschenberg). Ymdpyovv PBéPato puplddeg StopopeTikeg
yvoues. H Polaivt Kpdovg (Rosalind Krauss) kot o YB Arév Mmovd (' Yve Alain
Bois) Bewpodv 611 0 MeTh-vemTeEPIGUOG Eival TEPIOGOTEPO MO SLOPKNG OVTIGTOON
o010 Newteptopnd mopd po oAdKANpN mepiodog. AALOL 1oTopIKol Ontwg o PEAyog Tiepl
vte Ntip ( Tierry De Duve) éovv Bpet ototyeio peTtd-ve®tepIopnod otov NTucav Kot
tov Ntovtd ond v apyn oxeddv 1oL adva.

H 1610 ov{ftnon de&dyston kot yro T1g omapyég g Ne®Teptkng T€vinG. ZOUQOVO LE
o ekdoyn Eexivnoe amd v yevid tov Zok Aovi Ntafivrt katd ™ [odiim
Enmavaotaon. O otopikds téxvng Mawkd @pdivt ( Michael Fried) evromiel kdmoia
otoryeia Nemtepkng t€yvng otV yevid tov Ntafivt eved dAlot otn yevid tov Mavé.
Allot 1otopkoil tomobetodv tov Zelhv wg v mnyn g Ne®teptkng Té€YvNg Kot
Aot apyiCovv pe tov KuPiopd.

Avtumopafécelc T€toton gidovg £xovpe emiong kot Yo GAAEG TEPLOOOVG. 2T deKaETIN
oV 1960 ywotav peydAn cvlntnon yw v dudpkeo Tov Maviepiopol Kot av givot
ocwot) N Bewplo Ot apyilel apéomg petd v axpn e Avayévvnong 1 apyotepa
péca otov aiwwva. Ot mpdrtol 16Topkol mov Eypayav yio tov Maviepiopd (pe v
évvolo OTL emaveEétacov TO PeOUO aLTO OTWG Ol OPYOLOAOYOl OVOKOAVTTOLV
KavoOplovg TOMTIGHOVG AVAIESOH GTOVLG MON YVOGTOVS) ONUIOVPYNCAY UK EIKOVA
Bacovicpévov vrapélokov tobdv. Xt dekaetio tov 60 o Tlov Inoappov (John
Shearman) éypaye éva onuavtikd Biprio ndve oto Oéua, eravanpocdiopilovtag Tov
Moviepiopd ©¢ (o o eA0EPl KOl TVEVUATIKY aoyoAio. TOToBeTOVTOG TO pELLLA
avtd MO KOVId TovTtOYpova mo kovtd ot Poun mopd ot Propeviia. Aliot
axkadnpaikoi, 6mwg o Touag NtoKoota Kdoveuav ( Thomas DaCosta Kaufmann),
peretovy Vv e£EMEN Tov Moviepiopol amd 1o T€Aoc tov 16°° audve otV avAT ToL
Podorhpov II oy Ilpaya. Enquepa 10 epO®TNHO 0VTO deV PPICKETOL GTO EMIKEVIPO
OUMOG VILAPYOVY TOLAGYIOTOV TPELS UTOOEKTEG EIKOVEC TOL OPOL ‘HOVIEPIOUOS .

Ta epoTuOTe VTA Y100 TO TOL KO TO TOTE TOV “IGUOV’ Kol TOV KIVIUATOV ivol Kot
TOAVTTAOKOL Kol KOoiplog onupaciog kot Ogv yIVETOL VO GLUUTTLYTOOV YOPIG v
adiknBovv. Evtuydc vrmapyel éva aAlo adtopgiopfnmmro mo Pactkd epdOTNU TOV
etvat o gvkoro va tebel: TV yevikn iepdpymon diwv towv teptddwv. H dapopd eivor
oiyovpa onuavtiky av o Neoteptopog apyilet pe tov Ntafivt, tov Mavé, tov Zeldv 1
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tov [Tikdco oAAG M evaoyOANCN LE TNV CEPA TOV ETOYDOV TOL TEPIAAUPAVEL TOV
Nemtepiopd 0€tel Kpioia EpOTAUATO Yo TN GXECT TOV LE TNV 10TOPia TNG TEXVNG
YEVIKA.

O EpPwv Iavocepokt, TOL €16MY0YE TOV OTOUICUO KOl LOVICUO, OIEKTOPEWMGCE L0l OTTO
TIG o coPapég Kot kpiolueg €pevveg o€ avtd to {NTNUO. AV KOITAEOLIE TTOAM T
Mota mov elya kdvel otV opyn

KAaowm téyvn
Mecaimvag
Avayévvnon

Mmrapdk

Nemtepikn téxvn
Metd-vemteptkn téxvn
{omg Ba Tav kaAVTEPA Vo, GLVIVAGTOVV T dVO TPMTO e Ta Tpio TEAELTALN MG EENG:
IIpo — Avayévvnon
KAaowm téyvn
Meoaiovag
Avayévvnon
Meta-Avayévvnon
Mnapdk

Newtepikn| téxvn
Metd-vemteptkn TEvn

O TMavogpokt ovopace ovTohg TOVG TITAOVG “VIEP-TEPLODOVS, KATL GOV UEYOUAVTEPES
OUAdES amd TEPLOOOVS TEXVNG. ZOUG®VO HE TNV Ok Hov Alota Bedpnong g
wotopiag, tote N [Ipo-Avayévvnon, n Avayévvnon ko 1 Meta-Avayévvnon Ba ftov
01 01KEG oL vrtep-epiodot. Agv Ba LTopovoaY VoL GKEPTMD KATL L0 EKTEVEG OO QVTO.
‘Evag plloomactikdg poviotig Ba £ptave oTa AKpo CLUTVKVAOVOVTAS TIG TPELS LITEP-
TEPLOOOVG o€ o tepdoTia mePiodo ovopatt ‘Téyvn’. Q¢ ex tovTov 0 povioThg Oa
amodopovoe oAdKANPN TV €vvolo NG otopioc. o avtd or vmep-emoyég TOL
[Tavoeoxt eivar 1660 evolapEPovces. ATOTEAOVV avaykondtnta Yo ke Evvola g
1oTopiag ™S TEXVNS ALY GE PEPVOLV emtiomng Kot Eva PLa TPV TO TOPAAOYIGUO.

H meprodomoinon tov onuovtikOTEp®V EMOY®OV Kol VREP-emoy®V Ponbdel va
amokaAveOoHv ta peyardtepa kePaiota TG AvTikng t€xvne aALd oyetileton emiong
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Kol pe v pn-Avtikn téyvn. Ot kputikol t€yvng teivouv va xpnoipomolovv AEEelg
ommwg Mmopdx kot Kloowkd yioa va meptypdyovyv Ty €Vl TOAADV ETOYMV KOl
neploy®v. Tétoleg AEEelC Yo MOPAOEYHO YPTCULOTOOVVTIOL OVETICTUO Yo VO
TEPLYPAYOLV  OVTIKEIPEVO OT®G TIG OTNAEG TV MdAywo, KwvElKeG TOPoEAAVEG,
pecomvikd Emmia 1 apyrtektovikny g Taihdvong.

(ewova. 7)

Av xortd&ovpe to avtikeipevo oty gwkdva 7 (doxeio kavong Bupidpatog) o Aéyape
ot potdlel pe Mmapox av kot o 6pog owtdg dev eivan 6wotdc. OvTOg 1 dAL®G TO
avtikeipevo Ppébnie oe TopPo e Avvaoteiog tov Xov tov 113 ©.X, 1900 ohdxinpa
xpovia tpv o Evponaikd Mrapok. Avtd mov evvoovue pe v ovopoacio Mmopdk
elvar 0Tt T0 BVUITO OVTO EUTMEPLEYEL UEPIKA YOPOKTNPIOTIKA — ETPOVEINKO KoL
GUUTTOUOTIKE - pe évo pedpo  wilaitepa  Egxmpotd. Ov kprrikol  téxvng
YPNOLOTOOVV KATMS adPLoTa TETOLOLG OPOLGS, Ywpig kapia Wwaiteprn Eueact Kabmg
n ocvvnBela oot eivon Padid pllopévn péca toug. H Bifitoypapio e pun- Avtikng
TéYVNG elvar yepdtn and GUYKOAVUUEVES KOl ETPAVEINKES OVOPOPES GE ‘KAUGIKE’,

LY ¢ Lo ¢

‘UTapOK’, VEOKANGIKS, ‘pOKOKO’, ‘VEOTEPIKO Kol ‘UETAVEDTEPIKO .

[IpocéEte emiong 6Tt o1 16TOPIKOL TEYVNG OV AOdIdOVV EVKOAN TIG TEPLOOOVG TNG LN~
Avtikig téxvng O6tav avaeépovtatl otn téxvn g Avong. Agv Ba nepvovoe moté amod
TO0 HVOAO KOveVOS Vo Teplyphyel éva yAvmntd — umopok tov Mmepvive (- Bernini)
armokaA®vtag to ‘Xav’ N vo mTpoomafncel vo omodDGEL TNV OPYLTEKTOVIKY] TOL
Mmpovveréokt (Brunelleschi) ovoudlovtag ta mpdua épya tov w¢ © Maopvavd’
(Maurya) 1 ‘Avtpa’( Andhra) 11 apyodtepa ‘Kovodav’(Kushan) 1 ‘T'kodnra’(Gupta).
Eivor kaBapd 6€pa oucgromoinong kabmg oe €vav 1otopikd and v Kiva 1 v Ivdia,
této1eg ovykpioels iowg EPyalov meptosodTepo vonua. Eivar dpmg evdeiktikd to mdco
Babewd ‘Avtikn’ mopapével n oporoyia g totopiag g téxvne. H mietiovomta tov
IGTOPIK®V OKEPTETOL UE OPOVE TOV UEYOADTEP®V ‘OUTIKOV’ TEPLOd®V KOl VIEP-
TEPLOOMV. AKOUO KO OV OTOPUY® VO AmOKOAESH TO Oupatd “Mmapox’ Kot Tw Yo
TOPAOEYIO  ‘KOUTUAOYPOUUO’ M ‘OUVOUIKO’, YPNOUYOTOID YOPAKTNPIOTIKG TOV
Mnapdk. Kopio wotopio g téyvng, aKOpo Kot €KEv TOL avVOOVETOL OO N
Evponaikéc yopeg, dev umopel va amo@dysl vty v mopeia. o oavtd 10 AdYOo, N
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KEVIPIKY] TePLodomoinon g Adong eivor cuvagng pe oAOKANPN v 1otopio TG
TEXVIG.

Ot peydreg mepiodotl Kot vrep-mepiodol €ival mAvVIo 61O KEVTPO KAOE Teprypapng
EpymV TEYVNG oKOLO Kot av dgv vtdyovtol oty mpaypatiky Evporaikny Avayévvnon
N 10 Mrapok. Ac mdpovpe GALO £vo VONTIKO TTEIPOLLOL TTOL ATOJEIKVVEL TO EMLYEIPMLAL
avtd: eoviooteite dvo ayysio to €va dimha oto GAA0. Ag vmoBécouvpe OTL TO
OVTIKEILEVO OVIIKOLV GE UL TEYVOTPOTia TTov dev £xete Eavadel kat dev yvmpilete o
OOV TOMTICUO aviKovy. o pmopovce va givat Téxvn ‘“TOLPIOTIKY QOTIOYUEVT] GTO
Kdpo 10 1990 1 xepapkd g Zovndiag and to 2000 n.X. To éva ayyeio €xel éva
amAd potTifo ACTPOLOVP®V YPOUUDY EVH ©TO O0e0TEPO PAETEIS €va TOVEHOPPO
eMKO0E1OEG KAMNUa Tov aykaAlalel 6Ao To ayyeio amd ™ Pdon wg to yeihog. Tloto givar
apyodTtePOo; 10 onueio avtd kKdAMota Ba pmopovoeg va gicor otny id1a Béon pe Ttov
T EUmepo apyotordyo. Ohot Ba éreyav Ot 10 éva givar oiyovpa apyordtepo omd To
dAho. Aev glvar ciyovpo BéPara molog Ba d1dAeye moo. Eyd ywo mopdderypo icmg
aropdctlo 6Tl To oY€d0 e TO KANUO LTOOEKVOEL PeyoADTEPT de&loTeyvia Kot
erevbepia dpa o TOavVOTEPO €ivar va dnpovpyndnke apyotepo. AArog Ba Edeye OTL
o1 piyeg amoTeEAOVV HEPOC APALPETIKNG TEXVNG, ONUASL AVETTVYUEVOD TOMTIGLOD. XTO
TEPALE VTO OV HOG EVOLOPEPEL TO10G €xEL O1Klo. AVTO TTOV givarl EVAAPEPOV elvan
o0tL 0 Kabévag pag, avtopata, epapyel Ta 600 ayysion pe Ypovoroykn cepd. Av
pdaiota tpocBécovpe akdpa Eva ayyeio pe oplloviieg KOKKIVESG Kot Aekég plyeg OOt
Ba 10 tomofetovoav oty Ot TEPiodo e TO dOYElD TOV ACTPOLOVPOV YPULULDY.
Avtopata apyicape vo TOKTOTOOVUE TO AYVOOTO AVTE OVTIKEILEVO GE TEPLOOOVG Kot
elvarl oyedov oiyovpo 0t emmpedlovtar amd v Avtikn meplodordynon. (ot piyeg pog
eaivovtal cOyypovn T€xvn Kot to KAfpo Mroapdx).

g auTo 10 oKEMTIKO PactloTtav M avdAvoT TS TEXVNG, OO TOVS aPYLKOVS EWONUOVES
oV 17%° audva £mg TOVG TPDOTOVS GTOPIKOVS GVYYPOVNG TEXVNG, OIS O YEPUAVOS
Xduvpry Béhopiw ( Heinrich Wolfflin). Ot coyypovot 1otopikoi t€xvne to ovopdalovv
‘avaivon teyxvotpomioag’ (style analysis). Xfquepo  Oo mpotiwovoav vo TEPUEVOLV
Kamow GAAN amddeln — mMUEPOUNVIES, YMUWIKN avdAvon 1N KATO0 £YYpopo TOv
amodEKVOEL TNV NAKio TV ayyelov - aAAd Kavévas dev Ba avTioTekOTAY GE QLTI
™V TapOpUNon va epapynoel ta Epya té€xvng oe meptddovs. Oco peyorvtepm
KATAPTION KOTEYEL O 1GTOPIKOG TOCO MO YPNyopa Kot Giyovpa Bo mpoywpnoel oty
TovTonoinomn tov ayysiov (ko petd Ba apyicel va v apeiopntet). H ‘Onud’ opog
égxet MOn yivet oe awtd 1O TP®TO OgvTEPOAENTO. Ol €MOYEG KOU WG TIC
AvTIAOUPBAVOLOGTE 03N YOUV GE KPITIKT YMOPIG OVCIACTIKA VA TO cuvewdnTonoovpe. H
Avtikn weprodordynon eivor Pacikn mpodmdheon yu TNV yvodoT G 1oTopiog TG
TEYVNG Yo avtovg mov Covv gite omv Evpdnn eite omv Apepikn 11 omovdnmote
aALOV.

[Towog eivar TOTE 0 KOAVTEPOG TPOTOG VO 1EPAPYNOEL KAVELS TIG TEPLOOOVE KOl LITEP-
TEPLOOOVG;, XNV TPA&n, vmdpyovv MOAAEG ADGEC KOl EVOAAOKTIKOL TpOTOL. AV
Kdmolog Bewpel v Avayévvnon mg onueio avagopds Ba torobetnoet ta mdvta (o
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vokoTnyopieg) kATt® oamd oavtnv.(ot vrep-mepiodol  yphovior UE  EVTOVOUG
XOPOKTNPES)

Apyonotnro

Klaoowm emoyn

Meoaiovag

Avayévvnon
Mnapok
NeokAoGIKIGHOG
Newtepikn emoyn
MetavemTepikn moyn

Avto 10 oynua £xel ovopootel ‘Otevpopévn Avayévvnon’ 010tt Katd Kdmolo TpOTo
vovoel 0Tt 1 Avayévvnon €0woe T duVOTOTNTO KOl 6To LITOAOUTA Vo, avBicovv.
Eivor o dnpogiing amoyn pe adidoeioto ototyeio mov v vrootnpilovv. H téyvn
OVImg apyloe Katd v Avayévvnon: kotd tov Mecaimva, ot mivakeg {oypoa@ikng Kot
o YATTO MTav OpnoKELTIKA avTIKEIHEVO Oyl GLAAEKTIKA €10 1 avTikeipeva
aoOnTikng a&iog. Mali pe v évvola g TéQvNS ¢ TEXVN, ELEAVIGTNKAY Kot TOAAOT
dALot 6pot Tov Tdpa T Bewpovpe dedopévoug: TNV Evvola TG afdy YKopvT, TV 10a
OTL OL01 01 PEYAAOL KOAMTEYVES Elval LOVOYIKES WOLOQPVIES, TNV TPOKTIKY TNG KPLTIKNG
™G TELVNG, TIG 0pYES TS aucOntikng Ko g Bempiog g téxvng, TV Avodo g
KOGUIKNG TEXVNG aKOUo Kol TO Tedio S 1d10¢ TS 1oTopiag TG Téxvng. Av oke@ToOUE
Olec owtéc TG aAAayég OBa pmopovoope va mwodpe Ot M petdfocrn omd TOV
Newtepiopd otov Metavemtepiopd ivor oyeTikd aman).

O 1dwo¢ o Tavogokt Tpotiunce 4 VIEP-TEPLOGOVG LE SIAUPOPES LITOKATYOPIES
Klaown emoyn
Muxnvaiknm
ElMnvioticn
Meooaiovag
KopoAriyyela
Tothun
Avayévvnon
[Tpown Avayévvnon
YymAn Avayévvnon
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Nemtepropog

To owypappa avtd tov Ilovogpokt givor mOavdtato 1 GEPA TOL TPOTHOLV Ol
TEPLGGOTEPOL 10TOPIKOL TEYVNG. AV TpocHiécovpe vmokatnyopies kit omd TOV
Newtepiopd, Ommg yoo mopddetypo Mmapdk, Popoavtiopog, Iumpecioviopodg kot
Metavemtepikny t€xvn, m Alota tov Ilavopokt mo moAd Ba avtiotoyovce o€
neplypapr] Béong epyaciog MOV TO TOVEMIGTAWUIN TPOKNPVGGOLV 1 G TITAOLG
oepvapiov o€ cLVEIPLA Yo TV 1oTopia TG T€)vNG. H Mo peyddn andkiion andyewv
OU®G €lval OVAIESH GTOVS 1GTOPIKOVG TTov €1dtkevovTot oty [Ipo-Newtepikn téyvn
(ko B vioBeTovGaV éva oYEdo cav tov TTavoeokt) Kot 6e AVTOVG OV S10GCKOLV
Newtepkn kot Metavewtepikr] téyxvn ot omoiot Ba cicBdvovtav mo owkelo pe éva
OYEOLAY PO OTIWG TO TOPAKATW:

IIpo-veotepukn) TéE(V

Apyoadomta — Meoaiovag — Avayévvnon — Mmnoapox — Poupaviiopdg —
Peaopog

Neotepucn tévn

Meto — wmpecsoviopnds — KoPwopdcs — Aeaipeon — ZovpeoMopds —
Apapetikdc EEnpeciovicpndc — Metapovemtepiopoc

Ot wrtopwol téyvng mov gpydlovior mePosoOTEPO pHe VAKO ToL 20 cudva
YPNOoTovV Katd péco Opo  Aydtepo 10 mapeABOV amd Ot Ol 16TOPIKOL TOL
acyolovvtor pe pia mepiodo g Ilpo —vemtepikng otopiag. Xe cuvédplo dnAadn
OAAG Kot 0TV KOONUEPIVOTNTA TOV TUNUATOV TOV TOVEMGTNU®OV TG 16Topiag TG
TEYVNG, 01 NEMTEPIOTES KO Ol EOIKOL GTN GUYYXPOVN TEXVN OGYOAOVVTOL ALYOTEPO LLE
OAOKANPO TO TAGICIO NG 1oTopiog G€ oyéon MUE TO MOCO acyorovvtor ot [Ipo —
VEMTEPLOTEG LE TNV TPOCPOTN TEXVT).

Emiong, oev Eeyvaue kar 1o Oépa g ‘un — Avtikng ¢ téyxvng, pe to omoio o
acyoAnBovue apyotepa oto PiAio avtd. O e0KOc ™G un- Avtikng t€xvng icwg Ba
éPale OAeg T ‘AvTiKéG TEPLOSOVE Kol VTOTEPLOOOVG KAT® Omd TOoVv TiTAo ‘AvTIKN
Téxvn’, petapopedvovtog ) AVon o€ ol KOLATOLPO avALESH 6€ TOAAEG GAhec. O
E0KOG TG AQPIKOVIKNG TEXVNG Yo Topadetypo Bo oKe@TdTOV TV 1GTOPIKT Topeia

oG Ciic:
Agpwavikn Téyvn

A TévNg ™G Zayapag — Aryvrtiokn — Nok — Tlevé — Ap kow Mreviv —
Amnowciaxn Téxyvn — Meta-amowkiok

Evponaikng tévn
AocwoTikn

ApeEPIKAVIKY
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(o1 appikavikéc KOLAToVpES Kol TEPiodol akoAovBovv Eava v aAiniovyio KAaoikn
téyxvn — Meoaiovag — Avayévvnon —Mnoapdk aArd avtd etvar Eva ahdo CnTnpo)

Kot téhog, avapeca otovg cuyypovoug KoAATE veS, Bempd 6T 1 1oybovsa BEon g
woToplag ™G TEYVNG EMIKEVIPAOVETOL TEPIGGOTEPO GTINV TPOCPOTN KOTITOAIGTIKY|
Apepwcn ko Evpomn eved m wotople mov vmoAeimeton kataywpeiton pe to €ENg
OTOTEAEGLOTIKO TPOTO:

Mn —d6vTikn Tévn

AvTun Téyv
IIpo-vemtepikn téxvn
Newtepikn| téyvn

Agbviig Neotepikn) tévn

Mepkd povoeio pdAGTo 0OpyavadVoLV TIS GLALOYES ToVg BalovTag Toug TitAovg Mn-
vtk téxvn, Evpomaikn téyvn kot téxvn tov 20°° audva 6€ S1pOPETIKE TUMLLOTAL.
[ToAd cvyva avtol ot doywpiopol GuUTITTOVY HE AVEEAPTNTO TUNLOTO TOV LOVGEIOL,
T0 KoBéva pe TN O1KN TOL OIKOVOMIKY OlXEIPIoN, TPOCMMIKO Kol TOATIGLUKY
katevbvvon.

Av m mpotiunomn ocog KAMvel mEPIGGOTEPO TPOG OLTY TNV TEAELTOin AloTa, TOTE
axolovbeite 10 O TPOGPATO PEVLIO VIO TNV TEXVN, TNV TOYKOGULOTOINGOT TNG TEXVNG
®G GUVOAO KOl TNV GOUTTLEN TNG oToPiog o€ Eva EVINIO TTPO-VEMTEPIKO TOPEADOV.
Ymv Metavewtepikn t€xvn o 6pog ‘otkelonoinon’ (appropriation) éyel 600l oty
TPOKTIKT TOL VO LETOPEPEL KAVELG oTOlYEln amd OAEC TIC TEPLODOVE TNG 1OTOPIaG OE
po kovovpto. popen téxvnes. Tétotot kaAAtéyveg cuvnBwg emAéyovy otoyyeio KoTd
BovAnom 616t 1 idwa 1 wotopia paivetal va £xel kaTappevoel oTa dikd Tovg patio. o
aVTOVG, TO TAVTO glval To 1010 pakpvd gite avtd eivon Eva TPOIGTOPIKO AVTIKEILEVO
elte éva KoAdl tov ITikdoo. Avti n mpoontikn amobavatiletor oto €pyo ‘Ilwcdoo
Mavtéve’ ( Picasso Madonna), pia eapoa evog cuvinpnty omd v Plwpevtia to
1960 (ewcdva 8).
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Oa Aéyape OTL OTOTEAEL TOV HETAVEMTEPIKO YAPTN TG Avayévvnong. Ztn Pabdtepn
otpmon PAEmovpue Eva mivako tov 13° awmdva, opatd oto deEi patt g [oavayiog, oto
oTOLA TNG, GTOVS VO HKPOVG ayYEAOVG Kot 6Tov INcod Bpépog akpifog kdtm amd to
npocwno e [Idveo amd avtd 10 eminedo VIAPYOLY aKOUA dVO EMGTPOCEIS TNG
Avayévvnong, ( umopeic va Tig dtaxpivelg); To amotélecpa eivar €vo yopItOUEVO
KOAGL tovddyiotov 4 aidvev téxvng e OAa to otoryeia evouéva, Onmg oe kdbe
Metovemtepikd KoAAL.

H o1 10éa pmopet va Ppebel kot oe vontikovg xapTtes OTmMG ovtovg Tov EISUUE OTIC
ewoveg 1-4. 'Evag koAMtéyvng oyedioce KAmote yloo pévo £va YapTn TOToOETOVTOG
TOV €0VTO TOL G€ &va £pMUO VNnot kot OAn TV wotopia cav Eva Oncavpd (M wg éva
ocwpoO UE oKOLTIO) amAmuEVO YOpw tov. Timota dev Ntav mo pokpld and o dAro. H
Mota omd meP1dd0vg Kat vep-tePLOdovg Ba NTav G EENG:

Iotopia Tng Téxvng
(kapio vTokatyopic)

Hapov

Yoyoroykd, avty 1 évvola TG amOAVTNG KATAPPELONG NG 1oTopiag amoterel Eva
€100¢ avaxkoveong otovg avlpmmovg mov vidBovv avtd to gvoYANTIKO PApPog Tng
‘onuaciag’ mov Olakatéxel TV wotopic. O TPOTOG POTNTAG TOV OVEPEPQ TOV
oyediooe 10 ypaonuo pe v Ilive Mrdovg kar tovg Blue Man Group eivatr molv
KOVTA G€ T TN Aoyikn. Mepikol 1otopikol Tov acyoAobvTal e TNV GOYYPOVN TEXVT
vioBouv Vv 01 gvyapiotnorn. Mrmopodv va epappocovv Omowo Oewpia BEAOVV
elevbepa, va v avaAldoovv pe Omolo tpdmo SAEEoLY Kot va mopabiécovv 1 va
ayvoricovv ta dedopéva katd fovAnon. Onme, onwg Ba éleye ko o Milav Kovvrepa
( Milan Kundera) , apyd 1 ypiyopa, 1 Tpo@ovic xoAapoTnTa TG 16TOPiag TG TEXVNG
Bo amokaAveBel wg ‘afdotoyn erappoTTa’ Kot 6to TEAOG Ba petapopembel og
afdactayto eoptio.

Iotopia exkpepéc

Ot Aloteg mov £x® avagépel ¢ TOPA eivar 16w amd Ta TO KOWOTLTTA LOVTEAN, OAAG
dev vapyovv povo awtd. O Bérpiwy (Wofflin) woyvpiotnke o1t vadpyet po ol mo
evpela oyxéon petald ‘umapox’ kol KAaowkiopov’. Tnv dmoyn tov ovty TNV
VROGTAPLEE e TOADTAOKES OVOADGELS Kol EMAEYUEVA €PYO TEXVNG OTOPEVYOVTOG
OLmG evied®G kdBe Toltiopko mAaictlo. (O BéApAw Bo tav apketd mo Npepnog and
péEVA oV oAl OTOKAAOVGE TO OVTIKEIIEVO TNG €KOVAG 7 amAd umapox). Dortntéc g
wotopiag g téxvng dwdckovtal tov BEAEAY ev pépet yio va toug Ponbnoet va
amoPEVYOLV QTN TNV TEPLTTN OVOAVLON TEYVOTPOTING. AKOUO KOU UE OVTH TNV
ACQOAICTIKT OIKAIDN, TO YEYOVOS 0Tl cuveyiletan Kou d1dAoKeTOL Eivan amddeEn g
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1660 €AKLOTIKNG POoNGg ™G Bewplag tov. Towe teMkd vdpyel kATl ‘UmapdK’ oto
elkoedn, ykpilo oyfuato tov doxeiov, iomg 10 avBpdmvo patt yupvdel Eova Kot
Eava otig 101eg Kataotdoel. Elval o Osmpio mov mpénetl va v detl koveic coPapd
novo Kot pOvo €mEdN OV yAveTal. Av fLovy @avatikog ‘BedoAviotig’, katd mtaco
mhovotnTo, Oa Eypaea TNV apyikn TEPLOd0TOINGT ¢ EENG:

Khaown téyvm

Meoaiova (= Mrapdk)
Avayévvnon (= Khaoikiopog)
Mrapdk

Newtepkn téyvn (= KAAGIKIGUOG)
Mertavewtepkn €xvn (= Mrapox)
"H pe mo gvxorovg 6povg:
Khaown téyvm

Mnapdk

KAaowm téyvn

Mnapok

Khaown téyvm

Mrapdk

........ KTA yopig térhoc. Kavévag 1otopikdc téxvng PEPata dev Ba cuppmvovoe pe o
tétola Alota kol o 1010¢ 0 BéEApMy amépuye va givol T0G0 KOTYOPNUOTIKOG OAANL
OVImG vdpyel Katt o Mropdk otov Mecsaimva Kot OVIMS Lapyel KATL TO avoTnpo,
TVELUATIKO Kol KAOGIKO 6TOV NemTEPIGUO.

Av mhpovpe ota cofopd auTV TNV EVaAlayn TOV TeptOdwV tov BéApAy, N wotopia
Bo xweitar Pmpootd-micw coav eKKPEUES avii vo. KaTeLOVUVETOL UmPOoTA M Vi
OTADVETOL GE €va QAvTOcloKO Tomio. Ymdpyovv kdémola Pudoipa Tt€tolov €l00vg
LOVTEA 10TOPLOG KOt £Vl OO TaL O CNUAVTIKE 0pOCTLOL OVTHG apopd TNV eHON NG
Teppavikng téyvng. Ipdeovtac o IMavogpokt y tov Alumeyt Ntipep (Albrecht
Durer), tov mo emavy kaAltéyvn g Avayévvnong ot I'eppavia, Onlmace ot

H e&édén e Yyning xor Metd-ueoouwvikng weyvns e Avtikng Evporng umopel vo
ovykp1Bei ue pio povyka, t0 Kevipiko Géuo s omolog Eyel oikelomomnbel ue Kamoieg
O10POPOTOINTEIS OO TIS O1GPOpPES xawpes. H yotbOixn teyvotpomio dnuiovpynbnke amo
v T'odrio: H Avoyévvnon kou to Mrapok apyioe atnv Itolio kai teAeromoinOnke oty
Oidavdio: to Pokoko koi o lumpeoioviouos tov 19°° audva eivor yollika eva o
Kloowiouog tov 18 ouwwva xor o Pouavtiouos eivar ayylixa. Xe ovtqv v
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Kataminktky @ovyka Acimer n  @wvy s lepuoviag. Tloté n Iepuavia oev
OQVTITPOTOTEVTE IO OO TIGC OIEOVIS AVAYVWPIOUEVES TEYVOTPOTIES, TWV OTOIMV TA
ovouato. Exovv mayiwbel wg tithol ota kepaiaia ¢ lotopiog e TEyvng.

To B&pa avtd €xetl evpémg cuintBel oty ['eppavia. ‘Exel mapdyer n I'eppovia kdmoro
YOPOKTNPIOTIKO 100G  EKOOTIKNG TEXVNG TOL va. Tailel TPOTAYOVIOTIKO PpOAO GE
kdmolo onueio ¢ lotopiag g Avong, 'H amoterel povipa mo v ydpo g
ovvBeong kot g moinong; To Bépa avtd etvar ap@ieyopevo yioo ToAloHg Adyovg:
petd tov ‘BIIIT o1 cuintmoelg yoo v ‘yepuovikOTNTo NG EIKACTIKNG TEXVNG ElXE
petatpanel oe avabepo. Onmg emeonNuove Kol 0 YEPUOVOS 1GTOPIKOG TEXVNGS Xavg
Mréltvyk ( Hans Belting), n ['eppavia givol cav v unv vadpyet LETE Tov TOAEUO: 1)
uon (Avatolkn) I'eppavia NTov ampdciTn 6TOVG AKAOTUATKOVG TG ADONG EVOD dgv
NTav Kav SLVOTOV VO YPAYEL KOVEIC Y10 TNV YEPUAVIKY] KOVATOVPO TNG BOPELOSVTIKNG
[Tolwviag. Agv vipye kapio culnon ywo ‘eBvikn’ téyvn kot ot yeppavol Kprrikol
Kot axoadnuoikol paovcav pe ovakovelon ywoo ‘Avtikr’ M ‘Evporaikn’ 1 akopo
‘Toykdoma’ téxvn mopd va ypeldleTor va GKEPTOVV Yo TNV “YEPUAVIKOTNTO NG
Feppovikng téxvng. Méoca 6e aTd TO KEVO ELQAVIOTNKAY OPKETEG YEVIEG YEPUAVDV
KoaAteyvov: tpota o ['docep Mnog ( Joseph Beuys), o omoioc mpoondbnoe va.
emavaeépel o {ovtavn €vvola Tov YEPRAVIKOL TapeABOvTog tnyaivoviag ticm oty
apyoio mwpoictopia g 'eppaviag. Metd gppaviomkav kot ot Avoeip Kipep (
Anselm Kiefer) ka1 TCépodvt Piytep ( Gerald Richter) mov acyoAndnkav tavtdypova
Kot pe Bépoata yeppovikhg totopiog ARG kor pe Oépata téxvng eEopyloTikd
axabopiota. H yeppoavikn otopia g téyxvng €xel axopa moAd dpOUo UTPOGTAE TNG
wote vo mpoAdPer kouvovpleg e€eAifelg. Me pepikég eopéoelg Omwg pe TOV
Mréltivyk, tov KopA Bepxudiotep (Karl Werkmeister) kot tov Mrévtlopuy
Mmnobvyroy ( Benjamin Buchloh), dev voictatal copapn akadnuaikn cvlftnon mévo
o€ anoyelg onwg tov [Havopokt.

O TTavogpoxkt dev oyvpiletar 0T 0 Ntipep amoterel v cvvelspopd g ['eppaviog
ot eovyka ¢ Evponaikng t€xvne, ahld 6t1 0 Ntipep, Ommg kot TOALOT KAAMTEYVES
petd amd avtdv, Enecav Bopata g omiotevtng yonteiag g Itadikn t€yvng yopig va
TNV EVOOUATOGOVV TANPOS G€ o yeppavikn texvotponio. O Ntipep emoképnke
v Itada 500 @opég Yo va ddaytel v Bempia TG TEXVNG KOl TOPATOVIOTAV Y10 TNV
EMAenym G Be@PNTIKNG KATAPTIONG OTOVG YEPUAVOVG KaAATéYveS. O 810G Opmg ToTé
OEV GLYYADVEYE TNV ITOAIKN LE TNV YEPUOVIKN TEXVN. ATO ToV Boppd TV AATE®V, O
Nrtipep ®Anpovounce To ‘YEPUAVIKO YOPOKTNPIOTIKO' 1TNG  TPOGOYNS OGNV
Aemtopépela kar v eowtepikotnta. (Innerlichkeit). And tov voto, vioBétnoe 1o
TOAMKO  EVOLOPEPOV Y10 TIG EVOMOMUEVEG, 1GOPPOTNUEVES Kot  Bewpntikd
KatTopTicpéveg eikovec. TToAlol amd Tovg mivakeg tov Ntipep ypnoiporotodv ototyeio
Kot oo Tig 000 aVTEG TNYEG Ko kapia, cvpeova pe tov avoeokl, dev petamoteiton
o€ KATL EVIEAMG KOvop1o.

[Tapadooiakd, to €pyo TV KoAMTEXVOV Yopileton oe mep1doovs 1 pdoelg TG Cong
TOVG OOTE Vo oynuatifetot N ‘Tpon mepiodos’, N © dpun mepiodog’ Kot N ‘oyun’.
Av 0 koAATéYVNG otabel TuxepOg Ba Katapépel va @Tacel g po Oyiun mepiodo Tov
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ouvvnBwg Bempeitan g M mepilaumpn obvbeon tov €pyov tov. O Ilavoepokt
oyvpileton 6t N Katevhuvon exkkpepréc Tov NTipep, TOV AMETPEYE Vo £YEL QLT TNV
nopeia. Elvatl edkoAdo va dtakpivel kavelg ta mpota Epya Tov Ntipep and ta terevtaio
OALG OEV LIAPYOLV OVCLOCTIKES JPOPES KOOMG emiong Oev €pTace TOTE GE L
oy’ teyvotpomio. (O Ilavopokt Aéel O6tL TO POVO TOL €iyxe MTav po “TeEMKN’
TEYVOTPOTIO. EVVODVTOS OTL e 0vTO TO VPOG £Tvye va. epyaldtav 6to TEAOG TG (mNg
TOVL.

O IMavogokt Bewpel OTL VANPYE PO ‘ECOTEPIKN dapdyn’ 610 puadd tov Ntipep, o
‘évtaom’ Tov KvnTomolovoe OAEG TOL TIG 10€eg kat emitvyies. O Ntipep mépace kdmola
xpovia TG CoMg tov dSovAebovtog HECH Omd TO TOALKO TVEDHO KOl LETA Alya xpovia
péoa oe £va YepUOVIKO TAaIc1o kot o0Tm Kabe eENg, emopévmg ta Epyo ToL:

Kofepviovvtar amo v opyn e t0AGVIEDONS TOV 0ONYEL T EVO KUKAIKO GYHUO. UE TO
ovouo. ‘WIKPES TEPLOOOL’ KaL 1] EVAALOYN TOV HUIKPDOV ODTOV TEPIOODV ETIKOLDTTEL THV
OEIPC, TV TOPOOOCLOKDV TPIOV PACEWY (Tpawun, wpiuy, oyiun). Avty n ooveyng
EVIOON QVOTOPEVKTO. OONYNOE GE €VO. GUYKEKPIUEVO pvOUO TOV UTOpPEl KAVEIS va
OVYKPIVEL LE TNV 01000)N TIECH, Opaoy, omaBodpouncn’ ota PLOIKG OTOLYElo 1] LUE TO.
TaPEUPOLLOVTO. OKOVTTIKG KL HYNTIKG KOUOTO. OTH QUGIKH.

H avdivon tov [oavoéeokt amd 1o 1955 amotehel o and 11g mo cageic ewodveg evog
TETOLOV POVTELOV-EKKPENEG TNV 1oTopia TG TéYVNG. O 1010¢ T0 £Qapprdlel povo ctov
Ntipep aALd avamdPELKTA £XEL AMNYNON YEVIKOTEPQ GTY| YEPUAVIKY] TEXVT.

[Toporo mov M I'eppavio amoterel 10 MO YVOOTO TOPAOEYLO Y10 TO GLYKEKPLUEVO
IGTOPIKO HOVTEAO, LITAPYOLV Kol GAAEG YDPES TOV EXOLV Opoimg dryactel amd 6v0 N
neprocdtepeg emppoés. H téyvn ™ BovAyapiog tov 20°° awmdva yuoo mopdderypo
EVOALAGOETOL GUVEYELD OVAUESO GTOV  XOPIETIKO GOCIOMOTIKO PEOMOUO KOl TOV
FoaAlkd umpecioviopd, PETOIPTPESTIOVICUO Kol GovpeaMopnd. Onwg kot o€ Aleg
HIKPES YDPES, 01 KaAATEYveS ot BovAyapia tpoondOncav va kabopicovv 10 1dimpa
™G TéXVNG TOLS OUMG Yvopilovy kodd 6Tt avtiy N €y elvar kKupiog éva apdAiyopa
and coPietikd ko yoAhkd otoryeio. Onmwg akpipog n I'epuavia tov Nrtipep €xet
noAwBel avdpeca oto Boppd kot tov Noto, n téxvn ™ Bovkyopiog moidOnke
avdpeco otV AvatoAr kot v Avon. ( Avtd sivor po yevikevon @uowkd: otnv
mpaén ot PovAyapor koAATEyveg Swywpilovv Tic emppoég ¢ Tariiag, g
I'eppaviag, g Itariog kabmng ko v emidpaocn g Pwoiog kot tov Baikaviov).
BéBawa, omwc axpipog oty petamorepukn [eppovio €tor kot ot Bovdyapot
KOAMTEYVES APNoaY KOTO LEPOS TETOW0 EPMTNUOTA KO EGTPEYOV TNV TPOCOYN TOVG
o1 véa d1ebv| KaAATEXVIKNY ayopd.

Ta povtéda- exkpepés g otopiag g t€(VvNS dwxéovv avtdév Tov Kavova. Eva
akopo moapdoetypa givor avtd g ‘Orlavdilovoag’ Ba Adyape téxvng, and tov 15°
alova o¢ tov 17°, mov €yel meprypagel o¢ £va 100¢ AVTIGTPOPNG 1] OKLAG TNG LTOAKNG
téyvne. Onwg dNAwoe o Ntipep OTL M YEPUOVIKY] TEXVY] VTOAEWTOTOV TNG LTOALKNG
Bewplag, étor kar ot OAlavdol Coypdpotr €govv yapoaktnpiotel OTL vVIOAgimOvTOL
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moMKOV yopaktnprotikdv. H kpitikdc téyvng ZPethavo Admepe (Svetlana Alpers)
&xel mpoteivel €va kawvovplo HoviEAo  ‘olavdilovcag Téyvmg mov Ba v
aneAevfépove omd omowdnmote mopadociakn eEdptnon amd v ItoMa,
TonofeTdVTag £T01 TIG KATAKTAGES Tov Boppd oe éva Betikd mhaicro. H 1d1a PAémer
mv {oypapun ¢ OAlovdiog ®g ‘meprypagikny Té€yvn’ oTNV omoio To 1TOAKE
otoyelo avtikadiotovior amd évav dAlo tpomo va PAémel Kaveic Tov KOGHO, TO
dpeco Kot vAoTKO. BifAia dnwg g Amepg amotelobv gukapia yio TNV 16Topia TG
téxvng va epidyel amd TG TOPOdOCIOKES TOAMGCELS, OUMC HOVIEAN OTMG TNG
I'eppoaviag €yovv 1000 TOAD moyiwbel ®ote va &yovv mo yivel adlappiopfnmra
OmOOEKTA Kol £YOVV EVOOUAT®OEL 6TOV TPOTO OKEYNG LLOG.

Avtd ta moapoadsiypota ( Ieppavia, OAlavdia, BovAyopio) sivor Olo TomKOV
yopaktnpa péco otov Evpomaikd ydpo. Ot peyoAdtepeg moOADCELS OUMS OV givart
Boppdac — Notog 11 Avatorn] — Avon: eivar o1 tepdotieg evarlayég mTov asOdvovtot ol
U1 OLTIKES YDPeS LeTalh Tng S1KNG TOVG TEXVNG Kot NG TéYXVNS TG Avong. Avtod tov
gldovg 1 TOAwon dnuovpyel kaiplo TANypa, dydlovtag Ty ewova Tov £xeL 1 idwo N
YOPO Y10 TOV EAVTO TNG.

Iotopia Zong

Kd&Be povtého meprodomoinomg xet kot v 01N tov mTposmmiky wotopio. H otopia-
exkpelés iowg amotelel avakdAvyn g Avayévvnong S0t i idta n AEEN avaryévvnon
onpaivel po avoPioon g KAAGIKNG TEXVNG, ETOUEVOC TO EEKIVNOL i KIVIoNG TTPOG
T wow, Mg taddvtevons. Efvor yeyovog Ot avtég Ol TOAOVIOGES Kol
emavorapPavopevol KOKAOL otV 1oTopice TG TEYVNG amoTuvtddnkov oty Besmpia
apéowg petd to téAog G Avayévvnong omd tov 1otopikd Towumatiota Biko
(Giambatista Vico). O dwywpiopdg g 16topiag o TePLOSOVE Kol VIEP-TEPIOGOVS
TPOEPYETOL amd TIG TAYKOOULIES 1oTopieg Tov 18°” ardva, 16Topieg Tov Kébe £€Bvoug
avaAoya LE TIC YEVEUAOYIKES GLVOETELS TTOL £lye amd Tov NdE Kot TOVG Y10UG Tov. AT
TG apyés tov 19%° awdva, ot otopwkol téxvng apyioav va epoapuolovv v idw
opyavoTikn HEDOOO Kol GE MO TEPLOPICUEVO DAIKO Kot 1 10€0 TOV EMOYDOV Kot M
Katnyoplomoinot tovg Nrav BEpa poutivag amd To T€Aog Tov 19 cumva ko @’ €.

"Eva tpito poviédo 1otopiog ivor axdpa o moAld Kot oo T0 LOVTEAD — EKKPELLES KOl
10 Stbrypoppa. Aéyetal ‘opyovikd’ HOvTELO, N avTiAnyn dnAadn 6Tl ot TEPiodot Hag
KOVATOVPOG Hotdlovy pe Tig mepldoovs g Cmng TV avlpOTOV, TOV PLTOV Kol TOV
Lowv. To opyavikd poviédo NTav yvootd otoug apyaiovs EAAnveg kou amotélece
Baocuko podto yia v Popaikn ietoproypagia.

H Paocwkn 10éa emkevipoveror oto Ott M KdBe KovAtovpa, 10 KAOe £Bvoc ot
TEYVOTPOTiOL TEPVAEL OO Eva KOKAO (NG oV apyn £PXETOL TO OVGKOAO, AGTAOEC
Eexivnua 0tav 0 TOAMTIoUOG elvarl aKOpo ‘VEOS™ Kot 01 KavOveg dev €xouv akopo Te0el.
Koatd tov 20° andva, n mepiodog mov £xet TomobetnOel katd avtdv ToV TPOTO £ivar 1
Apyaio EAAnvuc té€yvn (600-480 .X). Kdtw and v enppon tov KuPiopov kot tov
Movtepviopod, m  OlKOoUNCN TGOV OpYUikKdv  oyyelov kol 1M YALTTIKY
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avayvopiotnkav ¢ 10 EeKaBapo Kot emkpvég Eekivnua g EAANvikhg téyvnc.
Axopa po T€toov €100vg TEPiodoc mov ekt OnKe Wwitepa oTig apyég Tov 20%°
atova givar n rtalkn (oypaeiky Tov 14°° amvo ard tov Tloto (Giotto) kot petd. O
OVLYKEKPIUEVOG oudvag, Tpv Tov Macdtoto (Masaccio) kot v avakdAvyn g
TPOOTTIKNG, GUVOETEL TI TPADTEG CLYKEYVUEVES TTPOoTAOELES VA amOTVTTMOEL 0 KOGHOG
VOTOVPOAMOTIKE, KATL TOL NTOV apKETA BeAKTIKd Tov 20° oudva KO Kol GE aVTOVG
nov giyov mo eEokelmbel pe v Newtepuen Téyxvn.

g auTo TO 0PYOVIKO HOVTELO, TO ETOUEVO GTASIO GLVIOTA TO TEAOG TNG PN PBelag Kot
™MV apyn ™G OpoTTaG. XNV EAMVIKY] YALTTIK avTd onuaivel TNV TpOUN
kAo wepiodo (480 -450 n.X) evd avtictorya yoo v ttaAtkny tov 15° aicdva. Ot
OLYKEKPIUEVES EMOYEC NTAV O104TEPQ AYamNTEG Kol vopitepa amd tov 20° audva. XTic
apyés tov 19 aumva, o yepuavog 1otopikog téxvng Kapd dpivipy Povpop ( Karl
Friedrich Rumohr) éypage pe tov 1610 evBovcioopd TOG0 Yo TNV 1TAMKT TEXYN TOV
15° audva 660 kot yio v Yynin Avayévvnon.

21 ovvéyewn Egovpe v mePiodo g mApovg evnlkioong. Tov 18° aidva, o
ueletntig apyoomtov I'oyav Ioakeip Bivkelpav (Johan Joachim Winckelman) o
omoiog Bempeitat o To oNUAVTIKOS 16ToPKOS TéEYVNGS NG [eppaviog, aoyoAndnke pe
™V EAMANVIKT apyoikn téxvn aAld mpotiunce v teAeldTnTa TG AOMVaAikng téxvng
oV 5% ko 4°° audva X, XV 1etopia ™S TEXVNG, TO AmOYELD TNG EAANVIKNG TEXVNG
éuewve yvootod pe to évoua Yynin khaoiwkn mepiodog. Mo v ttohkn téyxvn, N
TAPNS opdtnTo ovopaletor YynAn Avayévvnon (apyég tov 16°° aumva)

Otav gtdoet kavelg oto andyslo g Long Tov, YePVAEL, TEPVAEL GTN HEST NAKIN Kot
apyiler v apyn mopeia tpog to Bavato. ['a v eEAAnvi téxvn avt 1 Topeio v
Eexivnoe tov aumvo Tpy Tov Méya AAEEAVIPO, TEPAGE GTNV EAANVICTIKT ETOYN UEXPL
™V @vodo ¢ Poung tov 1° awdva p.X. o Bivkelpav ypaye pe evBovsloopod yio v
TAPOKUN TNG EAMNVIGTIKNG TEXVNG KATL TOL €10 G TAPASELYLLOL Y10l TNV TOPOKLT KO
dAov moMtiocudv. Xty ItaAio yio mopdadsrypo n kdbodog Oa dpyle pe tov
Movigptopd Kot TV akoadnpaikn téyxvn oAb apydtepa, kotd tov 16° aidva Kot Oa
télelwve Katd tov 17° 1 18° awdva.

Onwg stvor puowd dev mebBaivouv 6ot ot molticpol —  EAAGda kon 1 Itorio axdpa
voiotavtal — dpa 1 EnoyN TEAOVG OV £xEl PTAGEL akOpa. Mepikég @opég To LOVTELD
‘Cong’ umopet va yiver HOVTELD ‘eKKPENES’, KATL Gav peTeVoapKmon g ¢ CoMg’ pog
OLYKEKPIEVNG KOoVATOVpOoC. H todkn téyvn Bempeitar 6tL avayevvhdnke Koatd tov
19° oudvo pe v tomoypoeion Makiaytolr ( Macchiaiuoli) oAld ko o
OTOPACIOTIKA UE TNV Gvodo TV DoVTOLPIOTOV. X& GALEG TEPUTTOOCELS 1| TTMOON
ovveylomke axdBextn yio awdves. O apyodg Bavatog g Popaikng téyvng amoteiel
yvootd mapddetypo. H eddnviky téyvn petd tov 1° awwva m.X Mrov emiong
etopobavan. Katd pa évvola n kovdtovpa dArae 6tav £ytve Bulavtivi) ahdd Kotd
pio GAAN M ovyypovn EAAGOa cuveyiler o adioavontn mopakun mov Eexivnoe mpv
mv guedvion tov Méya AréEavopov. Topa mia ot wotopikol t€yvng £xovv pdbetl va
unv kpivovv tO60 OKANPA Kou ot ‘moapakpdlovoeg’ mepiodolr peEAETOVTOL TOGO
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pefodikd 0060 Kot o1 ‘KAUGIKEG™ €mOYES. YTAPYOLV TOPOAD OUTE TOALL EPOTIUOTO
TOL EALOYEVLOVY GTO TTOPUCKNVIO Y10 TOAAA BENOTO TOV KOTE Kapovg EXOVV YpopTel
Yo vV eAMNVIK Ko toMkn téxvn. To oinuua tov BivkeApov Mtav axoun
HEYOADTEPO O10TL glye emevdVoEL TOGO TOALL GE €va TOMTIGUO TOv dgv giye Kapia
oyxéon pe v Feppovia extdg amd 10 yeyovog 0Tt ot akadnpaikol e Ieppoaviog nrav
HEAETNTEG TNG KOl CLAAEKTEG TV aploTovpynudtev e 'Htav cav va embupodoe vo
avafiocel v otopia pog 'eppavia mdOovg kot peyoreiov amhdg Kot LOVO LE TO Vo
YPOAPEL Y10 QLTNV.

To oynua avtov tov KHKAoL TG (NS NTaV KOIIKOTOMUEVO OE apyain KEILeEVA otnV
enc oepa : infantia, adulescentia,maturitas, senectus ( Bpeewr niwia, gpnPeia,
opyn nAkia, yipoag). Kdamoeg popég vapyovv mévte otddia Kot dAleg povo tpia.
Mepicéc @opég o1 PETOPOPEG aVTEG Tpoépyovtal omd v PotavoAroyia, Oyt v
avOpamvn {on, Kot €Tt LIAGLE Y10 TOVG ‘GTTOPOLS’ TOV TOALTIGHOV, Yo TNV ‘dvenon’
0V, TOV ‘popacpd’ N v ‘mapokur’. Onog kot to dgl Kovelg OUms, 10 HovTéELD
“lotopion ComMg’ mepiéyel éva popaio eddttopa. o mpénet oto T€A0g va €pBel o
Bavarog.

Avtpatikn wotopia

[Na duapopovg Aoyovg, tor t€ocepa avTA HOVTEAD 1otopiog elval opkeTd (YAPTES
dwicOnong, mepiodor, 1otopior ‘exkpepés’, ‘opyoavikr’ iotopia). KoaAidmtouv éva
HEYOAO TOCOGTO OmMO TIC OVIIANWELS KOL TV HEAETNTOV Kol TNG OKOOMLOIKNAG
Kowdttog. Oa avaeeép® akouo Eva LOVTEAO, TOAD AMYOTEPO CNUAVTIKO OAAGL TOAD
EPLOCOTEPO OVOKOAO VO EENYNOEL KAVEIC.

Etvor duvatov va goavtaoctel koaveic v 1otopia g T€(VNG va Tyaivel EVOVTIO 6T V
ypovoroywkn cepd. H xodliteyvikéc emppoéc aviyvedovior cuvifwg omd v o
YEVIA GTNV GAAN DOGTE Ol KAAATEYVES VO GLVOEOVTAL KOTE KATO10 TPOTO HEGH OO Lo
ayovia yioo v okéyn tov moaperbovtog. Ko Oa éleya emiong Ot dev givor eviedmdg
ad1vONTO va WAGLLE Yo ETPPOT| TPOG TO TTaperBOv, va emnpedlel Sniadn o ITikdco
tov Podumevg, o yeppovikdc khacikiopdg tov Bivkedpay tov 18°° audva va emmpedlet
mv apyaio EALGSa. Ta mapdoola avtd mapadelypato avapEpoviol OmAmg 6TO TAG 1
wotopia dnuovpyel avtidqyels. Kabog mpoonepvd tov Ilikdco wor PAénm tov
Povumevg, o Podumevg topa apyiler va gaiveror mo Papds, mo akpoiog kol wo
aKovota aoteiog amd 0Tt Bo patvotav ot 01K Tov emoyn. EYd opwg tov PAénm péoa
and 1o wpioua tov [Tikdco pe anoypdcelc Tov Metaipnpeosioviopod kKot Kupiopov.
H olavdn kprtikde téxvng Mike Mrak (Micke Bal) éyet ypawyet éva Pifiio yio tov
Kapafatlio (Caravaggio) mov avapépel ovolaoTikd To 1610 mpayua: Hmwopovue va,
dovue tov Kapafdtlio povo péoca amd to €pyc TPOCEATOV KOAATEXVOV OV
emnpedoTKay amd avtdv: 10 ovopdlet ‘eEmepevikn’ wotopia. Katd tov id10 tpodmo, ot
Aoyl e Teppaviag tov 18%° aidva éxovav OTL pmopodoav vo, Lo OOCOVV TNV
aicOnon kot v droypovikn opopeld g Yyning khacikng EALGdag. TTapdrio mov ta
woavikd Tov BivkeApav €govv mAéov eykatahelptel, mAovator akopa 1 aicOnomn ot n
EMada etvan téheta kol apBoaptn o010 xpovo Omw¢ akpidg ot yeppavoi Adylol Kot
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romtég NAmlav. H ‘mapddoén’ totopion dev eivar kaBorlov mopdooln, otnv
mpaypotikéTnTo etvan avomdeevkt. Ilog pmopd eyd vo dw tov Povumevg 11 tov
Kapafatlio dwupopetikd mopd povo £xovtoc 6TO VO HOV Tov €1Kootd aidvo. H
Babid axadnUaiKn YVOGT KOTATVIYEL TOVG O AVIIKOVGTOVG OVO(POVIGHLOVS XWPIg va
Toug e&apavilel evieAdc. Av gloat TePIGGOTEPO KOAMTEYVNG Kol Ol LEAETNTNG TNG
otopiag e TéXvNe, tote B oKéPTesOL TNV TEXVN UOVO LE TETO0VG OPOLS KOl 16MC
EXEIC KAl TO O1KO GOV OVTIGTPOPO YPOVOAHY1O.

Metavemtepikn Emoyn

Newtepikr] Emoym
Avayévvnon
Meoaiovag
KAaowr EALGSa
[Ipoictopia

Yrdpyovv okOpo pHePKOl 16TOPKOL TEXVNG €KTOG amd Tov Mmop mov €xovv
nepopatiotel pe v ‘mapddoén’ wotopia. TovAdyiotov Tpiot TAVETIGTHUIO EXOVV
npoomadnoel vo 6184Eovy TV 1oTopia avdmoda (TPoPavads dev EXEL OMOTEAEGHA: 1)
EMIOPOOT TAVTA TOPEVETOL TPOG TO EUTPOG KOl OL POITNTEG KATOANYOUV UTEPOEUEVOL).
e éva Bipiio yia tov Mapoéd Ntuody meptypdeet v 1otopio Tov EeKtvavtag tnv 11
Iavovapiov kot kdtw amd avtdv Tov TitAo 01 SVLYYPOEEic TPpocshBiTovy oTdNTOTE
yvopilovy yia Tig dpactnpotTeES ToL NTLGAY, HOVO OUMG Yo TNV TPAOTN ToL ['evdpn
Kkd0e xpovov mov élnoe. Metd cuvveyiCouv pe tig 2 T'evdpn ko ovte kabe e€ng. Otav
&xovv mopabécel ko TG 365 pépeg, to ypovordyo tereidvel. Eivor mpaypoartikd
TapaAoyo — kaveic dev avtilapupdvetor ) (1N tov pE aWTOV TOV TPOTO — dAAE O
OKOTOG €lval VO KATOVONOEL KOVEIG KATL TPAYHOTIKO Kot 16Toptkd aAndvo yio tov
Ntoodv: to mdbog TOoL YW TO TOPAAOYO Kou TO Tapdcevo. Ogwpntikol ™G
Aoyoteyviog £xovv O aoyoAndel pe To vijpa g 1otopiog Katd T€To1o TpOTO Kol To.
amoteAécOTO TOVG Ogv givor kKaBOAov 1Wwopopea. Tomg oto pEAAOV TEPIGGOTEPOL
wtopwol téyvng Bo mpoomabnoovv va  koTomacToOV pe €vo TETOo  €1d0C

e&lotOpnonG.
Metd —1otopia

Y10 1éhog «kaBe 1otopilog eAroyedelr 1O TWPOPANUA TOL TOPOVIOC. AV O
Metavemtepiopndg amotehel v cOyypovn emoyn pog ( kot ovtd eivol po dmoyn
deKTN amd TOVG TEPLEGHTEPOVCS) TOTE TL B GLUPETL dTOV TEAEUDOEL,

Av 0 Metavewteptopdg peivel mg 0pog yua o T€A0g Tov 20°” audva Ko TIc apyES Tov
21°° apyd M ypryopa Oa @aivetor puo oAl mepiodoc Omme OAeg ot dAlec. Avti
oTyun Opmg Ppioketor akopa o e£EMEN Kot dev amoteAel Eeywplot) enoyn Onws yio
napddetypo 10 Mmopdk pe pio ovoyvopiowr] oapyn kot téhoc. 't moAlovg o
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Metavemtepiopndg 1600TAL PE 0 KATAGTACT), £va TpOTo {ong mapd pe pa mepiodo.
Tnv dekaetio Tov 1980 kpirikol TE(VNG dpyloay Vo avaPEPOVTal 6TO ‘QVAAE’, Evav
Opo OOVEIGUEVO OO TO OKAKL KOl EPUPUOCUEVO OTNV TPOKTIKY TOV 1GTOPIKOV
EMOYADV. LTO CKOKIOTIKO OIVAAE TOPAUEVOVY GTNV CKOKLEPA LOVO HEPIKA TIOVIOL KOt
dev elvan EexdBopo av Evag maiytng pmopel va Viknoel 1| to moryviol 0o cuveylotel
en’adpioto. Térown okokioTikd mpoPAiuato eivor dvcemilvto, dSvokivinta Kot
emovolopPavopeva kot dgv glval Tuxoio 7OV EOKOL GTO GKOKL £Y0vV Ypawel
OAOKAN PO YloL OVTO. ZE U0 EIKOVIKY Oewpia, TO ‘@vaAe’ NG TEYVNG amoTEAET
LETOVEMTEPIKT KOATAOTAOT, OV OEV EMOEXETAL VO, YIVEL KATL TOPOTAVED OALAL
tavtodypova oev eivar EekdBapo av to ‘maryvidl avtd ™S TEXVNG UTopEL oV ovoia
va TEAEIDNoEL. O1 KOAMTEYVEG GE AVTO TO PIVALE TPOYWPOVV CTAOINKA LE TOAD UIKPA
Bpoto TPooTaddVTOG VO OLVETGAPOLY TOVS ETOUOOEVATOVS UNYAVIGHOVG TG TEXVNG
ne pepkd akdpo tedevtaio fpata.

Av 1 Bsopia tov ‘Qvdre’ aroBavaticel Alyo and v didbeon tov MetovemTePIGUOD
omv totopioc ¢ Téyxyvng, tote M 1010 M pETOVE®TEPIKY €mOoyn Ogv €xel éva
ocvvnbiopévo téhog. Avtifeta, vapyel mTEPITT®ON VO So®VILETOL DGOV Ol TOLYTES
OTOV KOGHO NG TE€YVNG ( KOAMTEYVEG, KPITIKOl, 1GTOPIKOL, YKOAEPIOTEG, EMUEANTES)
VO GULLPMOVICOVY VO OTOYMPNGOVY Kot Vo EEKIVIICOVV Katvovpto manyvidt. OAOKANpN
N wtopia g tévNS Ba dapwvodoe e v éhevon Tov MetovemTtepiopov 810t Ha
ntav n Tpd™ ‘mepiodog’ ympic kabopiouévo dplo. Axpipog cav v yuyxobepameio
pmopel va cuve IGTEL €T AOPIGTO.

Evodloktucd, Bo Aéyope 0Tt 10 mouyvidl g Avtikng téyvng iomg ma va £xel oM
TEAELOOEL KOt 0 MeTavemteptopdg va cuvhETEL éva Kovovplo €i00¢ oy vidov mov
Eexwva petd v téyvn. H Bewpia avtr, mov wbwitepa tpodbnce o ApBovp Ntdvto (
‘Arthur Danto), emonpoiver 0tt n €y Téhewwoe otav o ‘Avtt [ovdpyor
onuovpynoe ta. ‘Kovtd Brillo’( Brilloboxes) ( ovoiaotikd, &ivar yeipomointeg
OTOMUNGELS amd To. GLVNOIGUEVO KOVTIO TTOV TOAOVVTOL GTH ALOVIKY] TOV TPOIOVTOG
‘brillo”). Kémoiot 1otopikoi Bempov o1t cuuPaivel o 610 kot pe to £pyo ‘Fountain’
tov NTuodv ( €va TOPGELAVIVO OLPNTAPLO TOL OYOPOGE Amd £va KOTAAOYO Kol TO
npochece oe po €kBeom). Av telkd omolodnmote omd ovté To. onpeion avapopdig
AVAYVOPLGTOVV MG TO “TEAOG’ NG TEYVNG — KATL TOPATAVE® amd SVCKOAO Eyxeipnua —
161 0 Metavewtepiopdg iowg amoteléoet kdtt avbaipeto petd v téyxvn OTMG O
Mecoaiovag amoTtéAess TV KOTAGTAGT TPV TV TEXVN.

Hpw v &€V
[Ipoictopia
KAaowm EAAGda kot Poun
Meoaiovag
Téyvn
Avayévvnon
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Mmapok

Newtepiopog
Meta v tévn

Metavemtepiopog

Ye autq Vv avalntmon v tov Metavewteptopd icwg Kamoto fondeio umopel va
épbel amd v Kiva, 5101t N wotopia g téxvng g Kivag iye po térola mepiodo
LETAVEMTEPIKAOV YOPAKTNPIOTIK®OV. Metd v duvvaoteio tov Kwvyk (1 Towyk) ot
Loypaeot ¢ Kivag emavellnuuévag amlorotovoay 1o mapelfdv g otopiag g
TEYVNG, CLUTTOGGOVTOG TO SLAPOPO KIVALLATO O AAEG OXOAES TEXVNG. OTtmg akp1Badg
Kot otn Avorn emBopovoav va dtakplBodv, kKatoAnyovtag €161 o€ MIVOKES WE
VePPOLEC KO EKKEVTIPIGUOVG ( TOALEG OUAOES KIVEL®V KOAMTEXVAOV ELEVAV YVOOTOL
¢ ‘exkevrpkol’). Onwg kot otn Avom, ot KEAMTEXVES APYLOOV VO, OVOTTOGCOVY TN
O1KY] TOVG MPOGMTIKT TEYVOTPOTiD. KAODS Kol TIG TPOCMOMIKEG TOVS WOLOTPOTIES TOV
TOVG K0O1oTOVCAY AVTOHTO AvayVePIGovs, cav Tig Ayehddeg otn pnebavorn tov
Ntéev Xepot ( Damien Hirst) 1 ot potoypagieg g Mrdpurnapo Kpovykep oto
neplodkd ‘National Esquire’. "Etot kot o1 Loypagikny oty Kiva e€eliybnke oe i
TAOVPOAICTIKY] ATUOGPALPO YEUATN OO ETEPOYEVEIC TEXVOTPOTIES, PpoyvypOVieS
OYOAEG, 1OOUOPQOO €pYO Kol KOAMTEXVES TOL EEXOPLAV Y10, TO TPOCMOTIKG TOVG
VIEPTPOPIKA YOPUKTNPICTIKG KOl EKKEVIPIKA emavorapfavopeva tpik, OAo OnAaon
T0. VYN O PEVA YAPOUKTNPLOTIKA TNG oVYYpovng Avtikrg Téyvnge.

H téyvwn g dvvaoteiog tov Towvyk om Kiva moapabéter povo emooavelokés
OUOOTNTEG HE TNV TEYVN 61N AVomn aALd glvan daitepa evitapEPov OTL 0 Kvellkog
‘UETOVEMTEPIGUOS dpyloe mpy amd 250 ypdviar Kot dev €0glyve Kavéva omueio
aQoviopoy otav mapacvupbnke pall pe To peEYOAVTEPO UEPOS TNG TOPOUSOCIOKNG
KelIKNg KOLATOVPOG KOTA TNV EMOVACTOOT). AV aVTOG 0 TAPAAANMGUAG £XEL KATOLN
Baon (cvvnbwg tétotec cLYKpioELS TEIVOLV VA KATOPPEOLY TOGO YPTYOPa OGO EKOVOV
va otnfovv) 10Te dev vootnpiletan apkeTd N WEa 6Tt 0 MeTavemTEPIGUOC amoTeLel
nepiodo Ommg OAeg o1 AAlec. AvtiBeta vovoeitan 0Tt 0 Metavewteptopdg dev gival
TEPI0d0C OAAG 0L KOTAGTOOT), KATL ooV TO KO Tov cvveyiletat yio mdvta. Tomg o
I AAév Mmovad (Yve-Alain-Bois) va 1o 0étel kodvtepa dtav gavtdletot To @vale
o¢ mpdén Bpnvov péca amd v omoia 1 (wypagiky] otadtakd avayvopilel OtL o
EATIOEG TG Y10 TO HEAAOV €lval GKOPTEG KOl ETCL GTPEPETAL TPOG TNV 1OEQ TOL VL
‘Eemepaoel To TEAOG TG LOYPAPIKNG’. AV 1oyVeL aVTO TOTE 1| 16TOPia TNG TEXVNG OEV
Exel €vol TOKTOTOMUEVO OYE010 Omwg avtd mov &xm mpoteivel. Avtifeta n téyvn
‘TEAELDVEL OVOOTOATIKE, KoTeELBVVOLEVT] GE £val aKaBdp1oTO TEAOG.

dvcloloyikég mepiodot
Klaown emoyn

Meoaiovag
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Avayévvnon
Mmapok
Newteptopog
A@ioikeg mepiodot
MetavemTepIoHOg

META®PAXTIKA XXOAIA

Mépog 1°

I'vopilovpe 011 M petdepoacn ¢ dwdwocio ivor pio. TOAVETITEON YAWOGGIKN
dnuovpyia Pe OKOTO TNV UETAPOPE EVOS 1IGOFVVALOV KEWWEVOL GE L0 YADGGH GTOHYO.
H woodvvapio oty O0umc otn HETAQpacT eVOg KEWEVOD TEYVNG (OTT®G Kol o€ GALQ
€lon peTdepaong: AOYOTEYVIKY, EMCTNUOVIKN KTA.) €ykeurtar o€ o mAndopo
TapoyOvVTOV Kot TpofAnudtov mov eivar avéykn va Aapet kaveig vodym av Béret va
OmOOMGEL oL GOPN €KOVOL TNG TPOYUOTIKOTNTAG Kol 1O10ATEPNS EKQOPAS €VOG
KEWWEVOU.

Oeopd 0Tl évag amd 1oL Pocikovg TPOPANUATICUOVS OV OVIUETOMIGH HE TNV
napovoo LeETaepactn Ntov o Babudg erevbepiag mov pnopel va vdpéel o va TETO0
€idog petdopaonc. Zopupova pe ™ Oewpio tov Harim ko Mason avtog o Pabuog
elevbepiag eotidleton otOov Opo emKOWV®VIO Kol 100UtEpO TNV GAANAETIOpaOT
avapeca oto otafepd vonuo Tov AEEE®MV Kot TO VOML TTOV ATOKTOVV aUTEG HEGO GTO
YA®GGIKO Kot T0 e€@yAmooikd mepiBdAilov. H aAinAenidopacn dnAadn avapeca oto
Keipevo (text) xar to mepieyopevo ( context) ( MratoaAid ed, 2001: 23-25). Bpénka.
Aomdv Ko €y® TOAAEG Popég otn Béom va ovapoTIEpaL av HE TS EMAOYEG LOV
TETVYALVO TN LETOPOPA TOV ETIKOWVOVIOKOD YOPOKTIPU TOV TPOTOTVTOV £TGL OGS
avtdg Kabopiletor 1060 and YAOGGIKOVG OGO Kot ond UETAYAMOGIKOVS TOPEyOVTES,
TPOcapHOLOVTOS TO TAVTOYPOVO GTO TOMTICTIKO TAAIGIO NG YAMGGHG 6TOY0. ZTNV
TPOKEWEVT] TEPIMTOON, €POCOV TO Keipevo omotelel keipevo TéYvng Kot To
TEPLEYOUEVO TOV TIPEMEL VO, AVTIKATOTTPILEL TNV KOWVWOVIKT AEITovpYyia TOv, O Tpémet
Kol 1 AeEIL0oYIKY| emA0YN va givan cupPaTr GNUOGIOAOYIKE KOt VPOAOYIKAL.

H npom emaen pe éva kelpevo amotedel po aveEaviintn anyn TAnpoeopidv mTov
elval amapaitntn vo yvopilel kavelg ®ote va Eekivnoel v petdepaon tov. H
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LETAPPOCT OTOLOLONTOTE KEWEVOL Ogv elvarl aveEApTnNTn TOV TEPLEXOnEVOL Tov. H
TOAMTIKN EKQPOOT TOV GLYYPAPEN Kol TO 16TOPIKO ToV VTOPabpo gival T0 TPOTO TOLV
dtvel 610 PETOPPOOGTN £Va TPOSAVATOMGHO TOL KEWEVOL. Otwc avapépet o TToAitng,
1N SdIKAGI0 KATOVOTGNG TOL TPOG LETAPPUCT KEWEVOD glval TOGO Pacikn 6GO Kot 1M
O n petdopaon. o v TANPN KOl OLGLOGTIKY KOTOVONGN TOL TPOG UETAPPOAOT|
KEWEVOL €lvarl duvatov va YpelocTel Kol CUUTANPOUOTIKY, guPplOéotepn Epevva
tekunpioong ( IMoiitmg, 2012: 129-131). Eivor Aowmdv omapaitnn ovty 1
AVOYVOPIGTIKNG PUOTNC O1EPELYNOT MOTE VO ATTOVTNOOVV Uld GEPA EPMTNGE®Y TOL Oa
OTOTEAECOVV TOV OKEAETO NG emakoAovOng petappaonc. Ilowog givor o cuvtdKTng
tov Kewévov; [1ote ko yoo moovg 10 Eypaye; Xe mola mepiodo avaeépetatl; ITowo
HEGO ypnoonoince Kot wolo okomd eEumnpetovos; Etol o KaAvyel o petappoactig
TIG AOPOLTNTEG YVAGELG Y10, TNV KOADTEPT OTAS00T) TOV TPOG LUETAPPOOT KEWWEVOD.

To ovykexpévo Pipiio amevBdvetoar oe @oumrtég 1otopiag TG TE(RVNG TOL
EVOLLPEPOVTOL Y10 10 GUVOMKT] OAAG KOl SLOPOPETIKY TPOGEYYIGT GTO TOAVTAOKO
0éna g epdpynong kar taSvounong e téxvng nuéca otovg aiwves. O Ténug
EAxivg, pe yAoooo Mt Kow pe dudbeon apkeTtod (lo0Uop OVTIHETOMILEL TO
moAvdtdotato avtd {fTnuo pe £va meipapa, Eva eovtactokd yapTn g 1oTopiag g
TEYVNG TOL SNUIOVPYOVV Ol POITNTEG TOL MGTE VO EEKIVIIGEL VO, AVOTYEL TO TEPITOALYLLOL
MG MOVOOLAGTATNG OVTIHETOMIONG TNG TEXVNG OtV  1otopio  doitepo TNV
adlpeIe N TNTN TPOocKOAANGN otV oyvovsa Avtikny Téxvn Kot Tavtdxpovn dyvola
N adapopia yio ™ "un-Avtikn’ téxvn. Avtd 10 VYOG KAt QLT TV TPOGEYYIoT) Bepd
ot mpémel vo AP vIOYN OV GTNV EKTOVNOT| TNG LETAPPOONG MOTE VO TANGLICH®
0G0 T0 OLVOTOV O TOAD TOV OKOTO TOL GLYYPOPEN OAAGL KOU TO TOMTIGHIKO
neplPdAlov HEGO GTO OTOI0 TPUYUOTMVETOL 1| UETAPPOCT], OLGLOCTIKG dNAad Vo
dttnpno® 6Go ival SVVOTOV TIG OTOMKEG TOV EKPPACTIKEG POPUES YOPIS ACAPEIES
Kol TEPLTTEC Tpomonomoaels. Kat ypnoipomoid v AEEN ‘meptttég’ d10TL TOALEC POpES
acBdvopor 6t 0 petoppactng, ®Boduevog and v TANBOpa TV Bewpldv oTNV
emomun ™ Metdppaong, KAvel TOGEG TPOTOMOMGELS MGTE VA YOVETOL OVTO TO
Wwitepo tov mpwtoTuToL. ‘Eva yopaxtnpiotikd mapddstypo givor n Bswpla ™G
‘emkowvoviakng’ petaepaocng ond tov Niovpav (Newman), copeova pe v onoia o
LETAPPOOTNG EYEL TO OKOimUO ¢ va EATIOCEL 1} vaL 010pBDOGEL TN AOYIKT] TOL KEWWEVOD,
VO AVTIKOTOOTNGEL OTVYEIS GUVTOKTIKES OOUEG PE GAAEG IO KOUWES KOl AEITOVPYIKEG,
va géarelyel kKdOe €ld0Vg OCAPELNG, ETAVAANYNG KOl TOVTOAOYIOG, VO TPOTOTOM|GEL
KOl VO 0toca@nVvicel TV apyko N 11§ 1toAéktons’ () ( Mratcala ed, 2001: 70). Ma,
avTéG aKPIPAOC Ol eEMaVOANYELS, M apykd N N ‘AdBog’ cuvtakTiKh dour €ival Tov
dtvouv 610 KEILEVO TO VPO TOL GLYYPAPEN 1 TNV TTALYVIOAPIKT] H140€0M TOV KEWEVOL
tov. [wtt Bewpovpe OBgptd va ‘Pedtudost o petappactig to Keipevo; Toti
Bewpole GOOTO Vo AVTIKOTOOTNOEL oTuYelG dopég pe mo kouyés, Av nbele o
oLYYPAPENS VO TOVICEL TNV KOUWOTNTO TOV KEWEVOL Ba to giye MO Kavel. Tétolov
eldoovg daywpiopol Bewpd Ot eitvan o Eemepacpévol. H ouvtaxtiky kot AeEhoyikn
emAoyn tov ‘EAktvg eivor aueon, amAn ko kKaBoAov emrtmosvpévn. H petappoon
TPEMEL VO OTOTVTTMOCEL TNV 1010, YEHOMN KOl 6T YAOGGO 6TOY0. ATAOGTNTA OV ONUaiveL
Kat®tepn moldtnta. [ati mpémel va €yovpe mavto TV TAGN VO YPNOCLUOTOIOVUE
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TOAVTTAOKEC KOl ampOoITEG EVVOLEC OTOV AGUE Yo Ttéxvn; [wotl etvanr avdykn n
uetaepacn va puetatpénetor o€ mo enionun (formal) ko mo emmdsopévn udvo ko
uoévo emedn etvar yawooo, axadnpaikn; Oleg ot aEloA0YNOELS Kol Ol KPITIKEG TOV
BiAriov Tov 'EAxivg éxavav Adyo yia éva Pipiio ‘katavontd’, ¢ TEAELO Y10 TPOTOETELG
eoINTES’, Yoo 000VG TOpa Eektvodv vo peietovv v téyvn’. Tati Aowrdv o
LETAPPOOTNG VO dMGEL 1o GAAT vEOAOYIKN dtdotaon; Kot avtifeta yioti, coppova
TOPAdEIYUATOG XAPLY LE TNV Touday®yikn g petdppaong tov Claude Tatilon, mpémet
0 HETOPPUOTNG VO £YEL ‘EMKOVOVIOKT KOOOPIOTIKOTOTA , VO TPEMEL dNANON VO
TOPOVCIACEL TNV TANPOPOPIo e TETOLO TPOTO MOTE VO SIELKOAVVEL TNV KOTOVOT O
™m¢. BePaimg kot to punvoua mpémel va yivetol Katavontd otn YAOGGH GTOY0 OAAN
Oewpd OTL TO EYOVUE PTAGEL GTO ONUEIO O UETAPPACTNG VO 1G0VTOL LE OVOALTY),
QWOGO0QPO, VOLIKO, Aoyotéyvn KTA. O KovOg HETOPPOUCTAG £XEL TNV KOVOTNTO VO
LETAPEPEL TO UVOUO TNG YADOGOG TNYNG 660 dvokoAlovonto Kot av gival yopic
avélvon kot omiomoinom.. AmAomoinomn Yy pévo onuaivel oAAoi®moT  TOL
npototutov. H petdppaon elvar amapoitto vo amodidel OAeg TIG MTLYEG TOV
TPOTOTVTOV. AV gival amhoikég T0Te e amhoikd Tpomo. Av eivarl dSuskoAovomteg ToTE
pe tov 1010 duvokorovonto TpoOmo. AAMDG dev eivorl LeTAPpAoN aAAG Eva KALVOUPLO
kelpevo mov eényel kot avaAdel to TPpOTdHTLNO. OePd OTL AVTA TO. dVO ATOTELOVV
dV0 SLPOPETIKA EKTOVILLOTO.

"Evag emimAéov mpdPAnpa mov cuvavinca otn dadikacio avt e petdepacng eivor
N UETOQOPE TOV OVOUATOV GTN YADMGGH GTOYO, 1| GMOTH EKPOPE TOV OVOUATOV,
Witepa aVTOV TOL OV TPOEPYOVTOL OO YAMDGGES TEPIGGATEPO TPOGITES GTO EVPV
KOwo Om®G M ayyAkn, 1 YoAMKN, N yeppoavikny ktA. Eivol ma yvootd 6t 10 dvoua
wpénmel va. petagpdletal @ote 0 kAbe ovoyvoomng va €xel v dvvordtnTo vo
TPOPEPEL TO OVOULA LE TOV GOGTO TPOTO, OTOV UAAMGTO [UAGUE Yol TEXVT), TO OVOLLOTOL
elvarl og TAnBdpa. To peyoAdtepo OLmG Mo®YOLPIGHO GE aVTO TO TPOPANUO aoTEAET
10 O01dikTLO JOTL M TPAOTN oeAida mov epeaviCeton mpMOT eivar cuvnBg 1M
Buanaidgio mov mapdAo mov cuyva katakpivetal yio v aglomotioo e, TopaUEVeEL
and T dwonuotepeg myég avalnmnong yvaoong otov kocpo. Ot ypfoteg mov
onpovpyovv kot emeEepydlovior tor Afppote ogv xpetdletor va amodeiEovy TIg
KOVOTNTEG TOVS, TNV EKTOIOELON 1) TV EUTEPIN TOLS KoL TOL ANUUOTO OVTH UITOPOVV
va  ‘avéfouv’ o©t10 OldikTvo amd omowovonmote ywpic Waitepo EAeyyo. To
amotélecpo givorl amokapdmTKo. OvOouaTo YVOOTO HETAPEPOVTAL YMPIg 1aiTEPN
okéyn pe AaBog tpoémo. H 614000m TV TANPOQOPIOV OLT®V YiveTOl aoTpOmIoic
wlaitepa amd TV HaONTIK — QOITNTIKY] KOWOTNTO OV dev aUPoPntel e0koAa ta
TPpOTO. omoteAécpata ¢ avalnmong yopis tekunpioon. To pévo mov mpokTiKd
vrapyet ivarl n arovoun PpoaPeiov yio Tar KoADTEpA ANUpHOTO 08 KAOE YADCTO Op®G
T0 TOGOGTO TV ANupdtev mov €xovv Ppafevtel givor ToAd pikpog, g thEemg Tov
1% xobmg emiong kor véeg vanpecieg omwg 1 ‘Wikidata” mov cvppdirer otnv
eNOANBgVOT TANPOPOPLDY OTTMC MUEPOUNVIES YEVYTONG, ONUOYPAPIKO GTOTXEID KTA.
210 {Tnuor ORMG TNS TPOPOPAS OVOULATOV TO HEALOV OVOUEVETOL TAOVPOALSTIKO. H
puoévn Avon mov elya v dvvatdtTo Vo £ otav EPAEma apKETEG TOPAALAYES TOV
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i01ov ovopatog NTav vo amevbuvld oe cuvadeApo mov yvopilel ™ YAdooo
TPOEAEVOTG TOV OVOLOTOG,.

2uvavTnoo emiong CLYKEKPIUEVOLS OPOLG TOV OLGKOAEWYOV TNV OVTIGTOLYT EAANVIKN
petaepoon Oyt yati dev frov dvvatov va PBpedetl n woodvvapio aAld S10TL yhveTon
ot 1 WoitePN ¥Ppotd Tov divel To TP®TOTLTO. XvykeKPUEVa o 'EAktve ypnoipomotel
tov 60po ACE/BCE ( after common era/before common era) kot oyt 10 KAOGIKO
BC/AC. Evvoeitor oto eMnvikd Oa ypnoipomombei o opog m.X kot w.X oAl
avtopata Kotolofaivoope OtL n ypnon tov o6pov ACE/BCE vmodnidver v
10€0A0YIKT OTAOY CGLYYPAPEd Kol TIG OEO0AOYIKEG TOV TMEMOONGES YWPlg aVTO Vo
onpaiver 6tL givor évo KpIoHO KOUUATL TG HETAQPACTG OV UTOPEL Vo OAAOLDCEL
ONUOVTIKEC TTLYES TOL VONaToC. 'Evag emiong 0pog mov dev VIapyel TNV EAANVIKY
Biproypapia givor to High Classical Greece. H kAaowkr emoyn otnv apyoio. EALGSO
dev yopiletar oe VIO — €MOYES €KTOG amO TOV YVOGTO OPO “YPLGOG CLDOVOAG TOL
[lepucdn. Me dwotaypd Aowmodv ypnowwonoinca v £kepacn ‘YymAn klootkn
EAAGOa’ katd To TpdTumo TG Avayévvnong.

Mépog 2°

[log pmopovpe vo meplopicovpe v otopia G TéXVNS 6€ éva LOVO €YxEPId0 0G0
pokpookeAEg Kot vo ivar avto; [wg etvar duvatdv va amo@acicetl 0 16Topkdg VNG
Tt gfvo onpoavtikd Kot Tt Oy, yioti va amoyeumet évog [Tikdoo kot oyt évag Mmocdpt.
‘Eva am6 ta mo ddonpoe Pipria givar to ‘Xpovikd g Téyvng’ tov I'koumpry (The
Story of Art) to onoio amotelel ovolactikd v apopun yia tov 'Eikvg va Eekivioet
10 BiPArio tov ‘Stories of Art’. O idiog o I'kdumpry, 6TOV TPOAOYO TOL, AVOPEPEL OTL
&xel amokAgioetl amd v €€16T0PN T TOL TOAAL Epya TEYVNG MYOTEPO YVOGTA S1OTL TOL
7o ddonua eivar cvvnbwg kot ta o astoroya (M) evad éxel apapéoet tereiwg TV
v tov Etpodokwv, tov Ivoovictodv kti. BéPawe v dwdikacic avt) tov
OTOKAEIGLOV TTapad€xeTal Kat 0 1010 6Tt Gov ‘payilet TV kapdld’ d1OTL OV VIAPYEL
po téyxvn oAAG povo kaAMtéxves mov Elnoav Ge SQOPETIKEG €mMOYEG , WE
OWPOPETIKY]  OVATPOPY, OPOPETIKY OICONTIK Kot 7TOL TAVTIO £QEPVA  KATL
TPOGMOTIKO GTO £PY0 TNG TEYVNG TOVS €lTe avTd €lvarl KOVTA GTO O1KO LOG YOUOTO €ite
oyt Onag yopaxtnpiotikd avaeépel kor o0 Ppouvt, n yoyovdivon kat 1 t€xvn £YovV
éva Koo onpeio: Kot to 000 EMKEVIPOVOVTAL GTO GNUAVTIKO 0ALL TopafAéntovy Tnv
Aemtopuépeta ( Anne D’Alleva, 2005: 92), evd évo akOU EUTOSI0 OTIV KOTOVONOT|
oAAG Kol gvyopioTnon mOL pmopel VO HOG TPOCEOEPEL 1 TE(VN Eivar poOvo ot
TPOKATAANYELS KO 1] GTEPEOTLMIKY| LG avTiAnym yia Tov kOGpo. Ovtmg 1 dAA®G, Tt
etvar ta ‘épya t€xvng’; AmAd avtikeipevo mov dnpovpynnkay ard avOpdmTovg yo
avBpadmov kot oyt amAid ekBépata o€ éva Lovoeio.

Avtog axpipog givarl kot o okomdg Tov ‘EAkivg va tovicel, amd Tov TITAO TOL aKOUaL,
OT1 dev vdpyet mo pia wotopio TEXVNG. Agv LILAPYEL Lo LEPAPYNOT Kol KOIKOTOINon
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TOV EMOYDV GTNV 16TOPI0 TOGO PLAAAOV GTNV 1oTopia TNG TEXVNG. AEV LITAPYEL P Kot
HOVOOIKT TTEPLOO0TOINoT OALA amhd 10TOpiES , 10TOPiec amd OAO TOV KOGO, 1GTOPIES
amd OAOVG TOVG TOAITIGHOVGE, OO OAEG TIC EMOYES, amd OAES TIG TE€YVEC. To T Bewpeiton
ONUOVTIKO Kot Yioti elvat ToAd dvokolo va e&nyndei, To pévo Giyovpo UG eival OTL
av EYOVUE UTPOOTA UaG £va avVTIKEILEVO, avTopata Oa To TOToBETNGOVE HEGH GTO
¥pOvo, o Tov Parovpe Tapméleg OTMG ‘UTapOK’ N ‘KAOGIKS’, oYeOOV TOTE OUMG OEV
Ba movpe 6Tt pag Bopilel v Avvaoteioo Xav 1 v té€xvn tov ['kovnta g Ivoiag.(
Elkins, 2002: 89). Ta ovopata mov kuplapyodv otny Biproypaeia sivar o I'kdumpry ,
I'képvivep, Zrokotavr, Ovop ko PAEuvyk, TCoveov ( Gombrich, Gardner,
Stockstad, Honour and Fleming, Johnson). Ot pottntég, ot akadnuoikoi Kot yevikd ot
HeEAETNTEG NG 1oTopilag g TéYvng £yovv yohovynBel péoa amd oVTOVE TOVG
OLYYPAPELG, OMOTEAOVY TNV TNY TOL AVATPEXEL KOVEIG OTav avalntd TAnpoeopiec.
Oa NTav dpaye dtpopetikn N Topeia g wotopiog g Tévng av o TLoptlio Bacdpt
dev elxe tomobetnoel tov Oepélo Ao otnv otopio pe to épyo tov ‘Lives of the
eminent painters, sculptors and architects’, oAAd Mtav Me€ikavoc kot 1o KEVTPO
Bapovg tng otopiag Tov NTav N téxvn eV Wayevov e Apepikng; Eivar evdwapépov
va 0€l Kavelg OTL OAOL TOL GLYYPALLLATO TNG 16TOPLOG TNG TEXVNG OLKOTEYOVTOL OO Lo
“wotopie’ pe pkpés katd Kopovg mapepPoréc. O I'kdumpry otnv TPOKEWEVN
nepintmon deiyvel 1o mdg N Avtikn Téxvn avantoydnke and Ta apyaikd cOppora 6To
VATOVPOMGUO KOl TOV 0y®dVva Yo Tov moAvmodnto peaiiopnd. O peaMopdg ftov M
Koplo omacyoAnon and tov Bacdpt og ta pésa tov 20° oumdva eved Topa mo givot
KOWOTLTO VO OVOQEPETOL O 1OTOPIKOG TEYVNG KOl OTO TOMTIKO, Opnokevtio,
KOWOVIKO Kot YuYoAoy1Kd TAaiG10 TOL KOAATEYVN Kot NG emoyns Tov. [ToAAEC popég
ndAioto n wotopion TG TéEYVNS Thel kot avamoda. Eivarl mepiepyo aArd yivetar cuyvd
va kpivoope éva £pyo té€xvng péoa amd ta patia pog GAANG emoyng. H téyvn dev eivan
N TPO0d0g TG eMIEEIOTNTAG TPOS TNV TEAELOTNTO OAAL HOVO eVOALOYES, EVOAAAYES
WEDV KOl OTOUTGEWDV.

[Tog Mooy Ba meprypdyovpe v téxvn; Iwg o ddcovie GTOVE TPMOTOETELG POITNTES
10 16TOPIKO TG TE(VNG Hé€ca omd TV Ok pog €moyn, Héso oamd Opovg Ommg
‘amodounon’ kot ‘peTd-vemtepikn mepiodo’; [dg Ba cuveldnToToOmGOVY TIG LEYAAES
IGTOPIKEG CLAAOYIKOTNTEG, TIC LEYOAES 1OE0AOYIEG LEGO GE L0 ETOYT TOV ‘EPNUEPOV’
KoL TG TaryvLTNTOG TOL KOowvOTVLTIOV; ( TTamadnuntpiov, 2007: 39,110)

Ooc0 kot av aKOVYETOL TEGYUGTIKO, VT 1] Ad10popio TOV VE®V Kupimg avipdTmV Yy
TNV OLGLUGTIKY| TANPOPOPNOT KOl 1) ATOVGio TG avAyKng autg Yo fabivtepn yvoon
Oyt LOVO adPIoTOV 1GTOPIKOV OPNYNCEOV OAAG KOl TOAITIKOV KOl KOWOVIKOV
KOTOGTACEWDY TOV TOVG 0POPOVV AUETA, etvan Eva {TnHa TOV apopd OAES TIG TAELPES
MG Kowmviag (0KoyEVELD, EKTOIOELON. TOMTIKY]). XNV EAANVIKY TPAYUATIKOTNTO
™m¢g ekmaidevong, 1 vroPdduion tov TeRveOV givor gpeavig (- pelwon @pav,
AVETOPKELG VTOOOUES, amovsio Beatpiky] aywyng oty dcvtepoPdduio exkmaidevon)
TOV KOTA TN YVOUN HoL v pia omd Tig Pacikcés aitieg avtig g amdbetog Kot g
OKANPNG OMOUAKPVVONG TOV VEOV OOV OO TNV OVGLICTIKN CE L0 ‘E€KOVIKY
npaypatikoétto. To pdtio mo dev ‘PAEmOLY’, 1 yoyn Oev amoyelidveral d10TL OAa
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nepvave amd to eiltpo g 006vng, amd v avdykn g emPePaivwone. INati o va
NV UITOPOVUE VO omoAaGovUE TO MMOPacilepa Yopic Vo TO QOTOYPAPTIGOVLLE.
Mobvo péca amd v evacydAnon tov podntov pe v téxvn ( ewootikd, 6¢atpo,
KIVIUOTOYPAPOG) KOl TNV €mAQN TNG WYLYXOLANG TOLG HE TO ovvaicOnuo, v
evovvaicOnomn Kot TNV aAANAeYYyOn Kot oyt HOVOo TV Youypn cLVOEST TOV GYOAEIOV LE
™V enayyeANaTiky otadtodpopia, Bo apyicovpe vo Byoaivovpe amd v moyido g
“KOWOVIKNG SIKTOOONS KOt TNG ELUOVIG TNG TPOPOANG.

Apaye, uqmeg eitvar kdBe Kavodpla Lopen Tng Kovmviag Kot 1 aichnon evog téhovg;
[Tpoentikdc o Ntdvto (Danto) 6tav and to 1984 &ypape ywo T0 “T€AOC’ TG TEXVNG
OV QLOIKA Ogv onuaivel 0t pe v epedviorn tov 'ovdpyoh kot g Mo Apt pbe 1
KOTOOTPOPIKT] OTPOPN OTO KOAMTEXVIKO OTEPEMUO &ivol OU®G TO TEAOG LIOG
QUL00OoPIOG Yoo TNV HOPEY Kol TNV oauctntikn g t€vne, €ival éva TEAOG Yo TOV
OmOKAEIGUO TG eAevbepiag ToL okomoy TG TEXYVNG, éva TEAOG OTA LEYAAQ
KOAMTEXVIKG pedpaTO KOl TV €n0YN TOV Movigéotmv oAl TauTOYpova 1 apyr| TOL
TAOVPOAIGHOD KO TNG TOAVTOALTICUIKOTNTOG GTNV TEXV GE MO HETO — LGTOPIKN
nepiodo. (IMomadnuntpiov,2017: 179) Towg 1 KatasTpo@ TOL £PYOL TOL MTAVKGL
(Banksy) amd tov i610 pumpootd 6o EVIPOUN HATIO TOV GIAOTEXV®V EWONUOVOV 6N
dnuompacio Tov Sotheby’s va cvuPoAiler pe tov Mo PeaMOTIKO TPOTO OVTO TO
“TEAOC NG TEXVNG Y10 TO OTO10 LIAGLLE.

215 apyés tov 21°% awmva, L pmopel voo cuveyicel v Sladoy TOV ETOYOV GTNV
otopia g téxvne; O EAkive dev d€xeTot oV TNV GTPATIOTIKOD TUTTOL O1000YN Kot
0 KUPLOG 6KOmOG TOoL givarl ot ‘leTopiec’ TOV va Yivouv 1 apyn Yo TOLG POLTNTEG TOV
po ovalnTnong mépa Tov TETPUEVOD, TEPO TOL EDKOAOL Kol ETOOTOPAO0TOV. Not
yiver n apyn vy (o SIKaosuvn OTMG YOPAKTNPIOTIKA Ael Yoo OAES TIC KOLATOVPES
OALG TOVTOYPOVE Yoo TNV OIKN WOG TPOCMOTIKY TEXVY, TNV TEXVN TOL OO HOG
moMTiopoV.  Oswpd  OTL  glpoote  axOpo  pokpld  amd TtV woAvmdOnt
ToAVTOMTIGIUKOTNTA. Mo amodekt|] ‘lotopio’ ¢ téxvng Ba mpémel va eumepiéyet
ToV¢ £ENG Pacikos 6TOYOLC:

—  Meiwon g épeaong omv Evponaikn Téyvn

— Avoy og Bépata yovaikov, petovotitov kot AOATKI

— Amoouyn avaeopds uovo oe LOYPOQIKT, YALTTIKY] Kol 0PYLTEKTOVIKT

—  Kpuum ndvo og dedopéva apiotovpynpato

— Anpovpyio mo opaAng petdfoong Hetalld TV YPOVOAOYIKAOV TUNUATOV NG
16TOpilag MGTE VoL UV TAPOoLGLALOVIOL MG AAVGLOMTH aAAN AoVl

— Kot BéPata va ptdvel g v nuepounvio €kdoong kot Oyl Vo GTOUOTE GTO
téhog tov 20°° audva.

‘Eva této10 eyyxeipnua g ‘tédelng’ otopiag eival mpoktikd axatopOwto oAAd
fomg og Tomko 1 €Bvikd yapoakpa, N oTopion TG TEYVNG Vo lxe peyaldtepn
ovcia Kot evolapépov. Ziyovpa o MTov TP®OTOTLO VO OPAGOLUE Yio TNV
wotopia g téYvNS oty Képkvpa povo. o pmopovoe mo €0KoAo vo eivan
aVGTNPA XPOVOAOYIKY|, EUTAOVTILOVTAG TV €E10TOPNON UE EIKOVES KOl OVOPOPES
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0TO KOWMVIKOTOAITIKO TANIG10 TG KAOe emoync. Mia ‘tédela’ wotopia TG TEXVNG
elval yio akopa évav AOYo oLTOTIKO OMUIoVPYNHa 00Tt glval Kuplwg €pyo TG
Abong. Oa vanpye mEPIMTOON £VOg GOUTNTNG VA ‘TOPATNGEL TNV 16TOpio. TOL
I'copmpyy 1 100 'kdpvivep Kol Vo HEAETHOGEL OMOKAEIOTIKA TO POOCIKO £PYO
‘Universal History’ 1 éva obyypoupa oamd to Ipav ( Ali Nag Vazivi) 1 v
Atyvnto ( Salamah Musa) 1 6o 10 Bswpovcav TPodocio TG TOATIGUIKNG TOVG
TAVTOTNTOG;

Téhog, Ba Tovicm Eavd oto onpeio avTod, TNV ATOLGio SVGTLYMG TNG TEXVNG OTNV
ekmaidevon Tov padntov oe 6Aeg Tig Pabuidec kot kKupiwg otnv devtepoPadpia
ekmaidevon oty omoio Tvyaivel va aviKk® Kot €y®d. ‘Eva povémpo pddnuo
EIKOOTIKOV KOl LOVGIKNG TOL TOAAEG POPEG vl TO TEAELTOIO TOL POAOYIOV
TPOYPAUUOTOC (EVOEIKTIKO TNG onUociog Kol TG OdKpIoNG 0€ TPMTEVOVTO, Kol
devtepehiovta Labfuato) aALL Kot TNV KOALGLEPYIN TOL GLGTHLATOG VO KOADWEL
T KEVA EOIKA GTNV EWIKOTNTA TOV KAAMTEXVIK®OV ( 6 OG0 GYoAelo vIMpPETNO
TEPAGAV OAOKANPEG TYOMKEG YPOVIES YOPIG TNV KAALYN TOV KEVOV GE QTN TNV
ewkota povo). Iwg meppévovpe Aomdv amd Tovg UaONTEG pog vo Exouv
‘avoytd’ PVoADd, KPITIKY GKEWYT KOl SNUIOLPYIKOTNTO OTAV TOVG APULPOVUE EVal
amd o oNUAVTIKOTEPA padnuaTa Tov ®poioyiov mtpoypaupatos. Iog Ba pracovy
oL oVPlvol EOITNTEG VO KOTAMOGTOUV UE €VVOlEG OMMG ‘amodouncn’ Kot
‘LETOVEMTEPIKOTNTA’ OTAV dEV £XOVV EIKOVEG Kot PUCIKES YVAGELS Yo TV 1oTOpio
™G T€(VNG, £0T® KOl amd ovTi TN HovomAgvpn ‘dvtikn’ e&iotdépnon g H
gumepioc Lov otV OMUocte ekmaidevorn pov €xel oeiger 0Tt podntés niwciog
JEKUTEGGAPMOV LE OEKOTEVTE YPOVAV Oyl LOVO Oev €xouv del Tivakeg (wypagikng
aAAG oUTE TOvieg MOV BewPOVVTIOL TAOIKES KOl KAUCIKEC. XOPUKTNPIGTIKO
TOPAOELYa, (o TaEN 25 pontov ek tov omoiwv povo €vag eixe dst v AMKm
o1 YOPO TOV O0LHATOV’ GE OTOLONTOTE EKOOYN , TNV TOUOIKN 1] TNV OLOCKELT] LE
Tov Yvootd NBorotd TOvi Nten. Mfmwg Aoutdv ot ooAég yovéwv Ba mpémet va
evtatikomomBovv; MNmmg 1o oxoAeio Bo mpémel v apiGEL TNV 0A0EVA KOl TTLO
OVOKOAN SOOKTIKN VAN KOl VO KEVIPIGEL TO EVOLOPEPOV TOV HOONTAOV pE TETOLO
TpOmO doTe vo EEPUyouV amd To mevtaiento Pivtedkt tov You tube; Av dgv
dwa&ovpe Téyvn, éotw kol avty TV ‘gvpoTAiky’ OT®G TNV Yopaktnpiler o
Elkov téyvn, mog mepévove TO. EIKOCTIKA VoL UnVv €ivol omAd pio EMTIGTIKY
EVAOYOANOT KOl OVTIKEILEVO YAELOGUOV eEatTiog Oc®V €xove Tapakolovdnoel
otV TAedpacn ( amd mpoocwTIKY eunepion o€ TAEN, OTOV €050 TOV TiIvVOKO
I'covépvika tov [Tikdco, oxeddv 6ot o1 padntég avapmvnoay ‘AsBadid’ and v
YVOGTH aTéKO TNG ONUOPIA0VS GEPAS ‘Tapd 5™ evd pe TV eikdva Tov NToAl pHovo
m yvoor) oewpd tov Netflix Casa de Papel). Towg Aowmov eivar Aiyo
TAPOTPAPNYUEVO VO 0CYOAOVUOCTE LE TO OV 1) 1oTOpiaL TNG TEXVNGS €XEL Yivel mal
OTEPEOTVTIKN 1 TO oV Ol TNYEG NG €lvar povo ‘duTikég’ Kol va apyicovpe va
dwdokovpe ovolootikd Vv Iotopia g Téyvne, Tov KIVNUATOYPAPOL Kol TOV
Bedtpov mpocappocuévn oe Kabe ekmondevTiKn Pabuido OCTE 01 EIKOVEC Kot Ol
YVOOELS VO TOLG dMOOVV Ta amapaitnta epedicpata va avoiEovv o HLaAd Tovg
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Kol 6€ GAAOLG opilovtec, e AAALOVG TOAITIGHOVE KOt OLPOPETIKEG TTNYEG TEXVIG
K0l KOLATOVPOG.

39



BIBAIOTPA®IKEX ANA®OPEX

7.
8.
9.

Mnatcaiid @. (emp.) ‘Ilepi Metappooews 2oyypoves Ipoaeyyioers’, Katdpti,
2001.

[ToAitng M. "Zytijuota yvwoloxns mpoceyyions s O100KTIKNG THS UETCPPOTHS
Exd6oe1g Avatoikog, Admva, 2012.

[aradnunpiov N. “Eva Metavewtepixé Requiem’, Gutenberg, ABivo 2017.
[amadnuntpiov N. ‘Newrtepikoc Evpwmairxoc Tlolitioude’, Gutenberg, Afnvo
2013.

Danto A. ‘Afier the end of Art’, Princeton University Press, 2014.

D’Alleva A. ‘Methods and Theories of Art History’, Laurence King Publishing
2005.

Elkins J. ‘Stories of Art’, Routledge, 2002.

Gombrich E,H ‘The Story of Art’, Phaidon, 2011

Hobsbawm E. ‘Fractured Times’, Abacus, London 2013.

10. Honour H. and Fleming J. ‘Iotopia ¢ Téyvne’, Yrodoun, Adfva. 1998

40



MMPOQTOTYIIO KEIMENO
1 Intuitive Stories

Sometimes the most difficult subjects need to begin with the simplest exercises.
Einstein invented thought experiments to help him clear the thickets of equations in
his new physics. His frequent antagonist Niels Bohr spent a great deal of time
inventing and drawing thought experiments designed to overturn Einstein’s thought
experiments. Even today physicists talk about “toy systems” when they can’t work
with the full mathematics. Many complex enterprises begin with things so simple they
seem laughable. Language textbooks are certainly like that: Mr. Smith meets Mr.
Brown, and asks when they will go to the movies; they part without another word.
Only after several hundred pages—and a thousand new vocabulary words—can Mr.
Smith speak freely to Mr. Brown.

Let me start, then, with a simple exercise to help think about the shape of art history.
It is also a thought experiment: the idea is to draw or imagine a very free and informal
map of art history as it appears to you. You’re to find the mental shape, the
imaginative form of history, and do it by avoiding the usual straight timelines. In
other words, the drawing must be a product of your own imagination, suited to your
preferences, your knowledge, and your sense of the past. The map will be your
working model, your “toy system.” As this book moves through the influential
histories of art that have been written in the past, you may discover that your ideas
have been posed and sometimes critiqued by previous generations of historians.
You’ll also see, I hope, that your version of art history has a great deal to say about
you: who you are, when you were born, and even where you live.

Maps of Art History

For me one of the easiest pictures to draw is a constellation, where favorite artists and
artworks are loosely arranged around some center (plate 1).
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(plate 1)

This is a drawing | made of the images that | was thinking about in the summer of
1998; at the time | was writing about several of them. Naturally such a drawing is
very personal, and it isn’t likely to correspond to anyone else’s. One of the stars is the
Tai plaque, a little prehistoric piece of bone inscribed with tiny lines; another is
Duchamp, who always seems to be floating somewhere around; a third is the
“Wrangel-Schrank,” a German Renaissance cabinet with bizarre pictures done in
wood inlay. A star at the right of the moon stands for the paintings my wife made:
they aren’t as well known as some of the other stars on the chart, but for me they are
nearly as important. At the center is the moon, which I labeled “natural images: twigs,
grass, stars, sand, moths’ wings.” I put those things at the center because at the time |
was studying natural history as much as | was studying art. Down near the horizon,
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shining faintly, are the Dutch artist Philips de Koninck, and the Czech artist Jan
Zrzavy: the one invented landscapes with low horizons, like this one, and the other
showed me just how eccentric a 20th c. artist can be. To most people this constellation
would be fairly meaningless, or just quirky; but for me, it conjures the pattern of
history that preoccupied me at the time, and it does so surprisingly strongly: as | look
at it, I find myself being pulled back into that mindset.

When | present this thought experiment to students, | show them a picture like this
one to start off. A constellation is better than an old-fashioned time line, and it is a
good way to begin to loosen the grip of your education and start looking for the
pattern that history has for you. The star chart also has a drawback, in that it doesn’t
show the structure of history. It isn’t clear which artists and images are further from
the center, so there is no way to tell what matters more, and what less. The stars in
this picture don’t fall into any order, even though they seemed ordered at the time.
Nor does the picture reveal which artists and works | thought were better, and which
worse.

Another option, more like the conventional time-lines, is a bar chart. One student
drew me one with just three bars. The last bar on the right was marked “NOW,” and it
was labeled with the names Blue Man Group, Laurie Anderson, Pina Bausch, Robert
Wilson, Bill Viola, Stelark, Frank Stella, Andy Warhol, and Roy Lichtenstein—all
things considered, a fairly unhistorical grouping. (The Blue Man Group and Laurie
Anderson are successful performance artists, Pina Bausch is a choreographer, Robert
Wilson designs and stages plays, Bill Viola makes experimental videos and
installations, Stelark is a performance artist best known for suspending himself naked
from hooks, and the last three are abstract or Pop painters.) The other two bars on the
student’s graph represented artists further back in time. That part was fairly empty. He
picked out just a few artists by name: Pollock, Max Ernst, Oskar Schlemmer, Filippo
Tommaso Marinetti, Luigi Russolo, and Rembrandt. (That’s an Abstract
Expressionist, a Surrealist, a producer of abstract ballets, two Italian Futurists, and a
17th c. Dutch painter.) It was a mighty strange graph. He admitted, too, that his
choices came from art history classes that he had recently taken, and that he was only
just discovering art history: these were simply the artists who stuck in his mind.

Some of the most interesting mental maps of art history use landscapes. For example,
imagine standing on a beach and looking out at the ocean, and say that looking out to
sea is like looking into the past. The sand at your feet is whatever art you’re used to,
and the shallow water is art of the recent past. Deep ocean water stands for art that
seems very distant. What would your version of such a landscape look like? Which
artists or periods would be nearby, and which would be sunk in the abyss? (One
student who tried this exercise drew some strange creatures in the deep, and called
them “bioluminescent non-Western art.”)
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(plate 2)

My own version is shown in plate 2; for me, the march of western painting seems to
dip under water some time in the 19th c., and from there it just gets progressively
deeper until art itself becomes invisible. | have studied the art of the Renaissance, the
Middle Ages, and Rome; but for me they still seem somehow less accessible, less
definitely present, less clear and familiar than more recent art. Other art historians
would no doubt draw things very differently. Erwin Panofsky, one of the preeminent
20th c. art historians, once remarked that everyone’s knowledge is like an
archipelago—Ilittle islands drowned in a sea of ignorance. Even for Panofsky, the
history of art wasn’t spread out like some geometrically level salt flat, ready to be
divided up into years and centuries. Panofsky may have meant that if a person had
enough time, he could eventually fill in the ocean, and learn everything. But I’'m not
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sure: there are times and places that we are prohibited from ever understanding
because our time, or place, or temperament make them in some degree inaccessible. |
would rather say the sea of ignorance cannot be drained. In my imaginary landscape,
the ancient Middle East seems mysteriously more familiar than classical Greek art, so
I drew it as a distant headland. These things don’t always make perfect sense: I can’t
entirely account for the reason that Australian Aboriginal painting (on the right) and
Mayan painting (on the left) appear more solid than medieval painting; but I know
that part of my task as an art historian is to try to explain why that should be so.

| have a collection of intuitive maps drawn by students, art instructors, and professors
from all around the world. An art history graduate student in China drew a map
showing five paths into the past (plate 3). One road, leading to the upper left, leads
past a selection of 19th and 20th c. artists back to the Renaissance, the Middle Ages,
and finally the distant hills of Greece and Rome, prehistoric Europe, and
Mesopotamia. Notice her choice of Western artists: Moore, Maillol, Gauguin, Van
Gogh, and Matisse are commonly favored in Chinese art because the first generations
of Chinese artists who visited France in the 1920s and 1930s studied mostly
conservative works and avoided Cubism, Dada, and Surrealism. From Rodin, another
Chinese favorite, she jumps abruptly back to the Renaissance.

She puts modern Western art on an entirely separate path (at the upper right), and she
sees it as a shining star that she can’t quite reach, even though she promises “I will
try.” This is also a common perception among Chinese artists since the mid-1990s:
contemporary Western art is an exotic challenge, one that demands an adventurous
plunge into alien territory. Egyptian art is also isolated, off on a road of its own (lower
left).

At the bottom and the lower right, she draws two routes into her own Chinese past.
One leads straight down, past the classic inkbrush painters to the ancient Chinese
Dunhuang cave paintings (c. 750 ACE). This road is essentially the history of Chinese
painting, with some venerable forefathers who are like Michelangelo and Leonardo,
and also some moderns who are like Matisse and Van Gogh. Neither road quite
reaches the present, and it is telling that there is no place on her map for contemporary
Chinese art, the way there is for modern Western art. That is partly because Chinese
inkbrush painting is widely perceived to have gone into a decline in the last century or
so, and partly because for her, “modern art” includes modern Chinese art. A final
road, at the lower right, leads directly to two other periods of Chinese art, one recent
(the Qing Dynasty, 1644-1912) and the other much older (the Han Dynasty, 206
BCE-220 ACE). This is her way of pointing out another kind of Chinese tradition,
which includes ceramics, bronzes, and sculpture; for her it is best captured by one
very old period and one new period, the way a Westerner might pair Rome with the
revival of Roman ideas in the Renaissance.
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(plate 3)

I’ll reproduce one more map here, to suggest the kinds of things you might draw if
you try this yourself. Here is a very inventive drawing by an American undergraduate
art student (plate 4). He sees himself and his friends on a meandering path in the
middle of a woods, like Dorothy on the way to Oz. The path isn’t labeled, but he told
me it represents Surrealism because sometimes Surrealism seems “right there,” and
other times it feels “far away and incomprehensible.” His intuition reflects a
widespread feeling thatthe original French Surrealist movement, which began in the
1920s and petered out in the 1940s, is really still with us, but in unexpected forms. Art
historians have developed the same idea. A book called Formless: A User’s Guide,
published in 1997, tells the history of the original French movement and also updates
it, expanding on the founders’ ideas so they can be useful to contemporary artists and
critics. Such a project, midway between art history and art criticism, makes sense for
the same reason this student’s map makes sense: for many people Surrealism is at one
and the time a movement whose time has come and gone, and also a living possibility
for art.

The student draws himself standing at the base of a big pillar or tombstone haunted by
frightening Abstract Expressionists. In the distance is a less threatening monument to
Picasso and Cubism. He feels most at home with TV and “art of the ’80s,” especially
Barbara Kruger’s media-savvy photography. Abstract Expressionism and Cubism are
a different matter: they are big, serious history, and not at all friendly or accessible.
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All around the student and his friends is a forest, which he calls the “beautiful
background trees”: painting that is well known but not really engaging. In the forest is
a host of periods and styles, none of them too interesting and none too difficult or
distant. This is a characteristically postmodern sense of the past, where times as
utterly different as the Renaissance, Hellenistic sculpture, and Postimpressionism are
all equally available. Surrealism, a movement confined to the 20th c., meanders all
over his mental map, but at the same time nearly three thousand years of art is
clustered conveniently around him, scrambled up in no particular order.

In the background are the Olympian mountains of Greece and Rome, and the shining
“dawn of Western realism.” Greece and Rome are solid, but far away. Many Western
students and teachers who have made drawings for me do the same with Greece and
Rome: it’s a reflection of the idea that Classical civilization is the indispensable
foundation stone of the West. The sun that illuminates the landscape is nothing other
than the central theme of Gombrich’s Story of Art: the far-reaching invention of
realistic depiction.

Gombrich wouldn’t have agreed with the jumbled forest, or the preeminence of the
Abstract Expressionists, or the TV culture, or the Yellow Brick Road of Surrealism.

(plate 4)
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But he would have recognized the overwhelming Westernness of the picture. For this
student, non-Western art is literally alien: it appears as two UFOs, piloted by bug-
eyed monsters. (The student who drew this apologized for his two aliens, which he
said “aren’t very politically correct.” Yet they are honest, and that is all that matters in
this exercise.)

Needless to say, drawings like these can’t fully describe the shape of history. They are
too simple, and besides, most of us don’t normally think in diagrams. Drawings and
diagrams are unfashionable in art history, because they are too neat to represent the
real truth. Yet I risk showing them here because they are unguarded and informal, and
that makes them tremendously valuable. The exercise is simple but it isn’t
simpleminded: it can help dislodge the weight of pedagogy, and uncover a sense of art
history that is closer to the way the past is imagined, felt, and used. I hope you are
thinking of making a diagram for yourself—at least a mental one—because it will
help you compare your ideas to other people as we go along through this book. Once
you have made such a drawing, you can begin the refining and rearranging that leads,
in time, to a coherent and independent sense of what has happened to art from
prehistory to the present. What counts is not the drawing itself, but the insight it
provides into the necessity of thinking about the shape of your imagination. Otherwise
art history is just a parade, designed by other people, endlessly passing you by.

Periods and Megaperiods

Another way to think about art history is by considering how the periods of art should
be ordered. Period-names are the familiar litany of high-school level art history:
Classical, Medieval, Renaissance, Baroque, Modern, Postmodern. There is no fixed
number of periods, and | might as well have said Classical, Medieval, Renaissance,
Baroque, Rococo, Romantic, Realist, Impressionist, Postimpressionist, Modern,
Postmodern, or any number of other permutations. The more detailed the book or the
course, the more periods there will be; Horst Janson’s History of Art, one of the
modern textbooks we will be looking at in Chapter 3, has a folding timeline several
feet long.
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1905

1910

1920
1925 MODERN 1925
‘ ARCHITECTURE
1930 1930
; r 4
1935 NON.GEOMETRICAL ABSTRACT ART GEOMETRICAL ABSTRACT ART 1935

REPRODUCED FROM THE JACKET OF THE ORIGINAL
EDITION

(plate 5)

If you add modern “isms” to your list, you can make it as long as you like: Orphism,
Luminism, Futurism, Constructivism, Neo-Plasticism, Purism... Around midcentury,
at the height of international Modernism, it looked as if the 20th ¢ was a cacophony of
isms. Alfred Barr, who worked at the Museum of Modern Art in New York, has gone
down in art history as a compulsive lister and codifier of isms; in all he counted
several dozen, some of which he invented himself (plate 5). As time passes, the many
isms coalesce into major movements, but it is not yet sensible to speak of the 20th c as
a single movement, with no subdivisions. Before the 19th c there are fewer isms but
just as many periods: Ottonian, Carolingian, Romanesque, Gothic... and of course the
names only multiply when the subject is non-Western art: in Indian art, for instance,
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there is Vedic art, and followed by Maurya, Andhra, Kushan, and Gupta. A book
could easily be filled with such names.

It is possible to go to extremes, either listing names compulsively (as Barr did), or
maintaining that all periods should be gathered under one or two big headings. If all
of art is one thing to you, and periods do not really matter, then you are a monist: you
believe that a cave painting is of a piece with a painting by Pollock, and ultimately
there is no sense distinguishing the two. (What would count is creativity, or genius.)
On the other hand, if every period name seems meaningful, and every ism is worth
recording, then you are an atomist. A fundamentalist atomist would say that isms and
periods can also be divided, until art history is reduced to a sequence of individual
artists. Ultimately even an artist’s oeuvre can be subdivided, because each artwork is
different from every other. Michelangelo’s early sculpture Bacchus, with its precious
antique looks, does not fit well with his later Florentine Pieta, a massive sculpture
with nothing precious about it. In a sense every single artwork is a “period” unto
itself. In the atomist mindset, art history disintegrates into its component atoms, and in
a monist mindset, art history congeals into a single unworkable lump.

Most art historians behave like atomists—they study individual artists and works —
but teach like moderate monists, organizing art history into a reasonable number of
large periods. There have been exceptions. Gombrich once remarked that he regretted
never having written a monograph on an individual artist. His books tend to be on
particular themes—there’s a book on fresco painting, and a famous one called Art and
Illusion—or else they are collections of essays that move through different
Renaissance or modern subjects. Gombrich’s work can be thought of as monist in the
sense that he is attracted by ideas and less so by individual artists and periods.

The German art historian Wilhelm Pinder was drawn more to atomism: he wrote a
Problem of Generations in European Art History (1926), proposing art be organized
not by periods but according to contemporaries and near-contemporaries. Art since
the Renaissance would then be a sequence of about one hundred generations, rather
than a half-dozen periods. If Pinder experimented with atomism, then the French art
historian Pierre Daix is a specialist in subatomic particles: he made a special study of
Picasso’s work from 1900 to 1906, dividing it into many subperiods by season and
even by month. Barr’s chart is atomist, but his unpublished sketches include many
more artists’ names, because he was thinking initially of individuals—atomist
fashion—and trying to order them as best he could— monist fashion. (Barr was
roundly criticized for his diagram of Modern isms, and his approach helped provoke
Postmodern scholarship, as we’ll see later.) The majority of art historians never get a
literal or inventive with the shapes of history as Pinder or Barr: each historian
negotiates the treacherous middle ground between the joy of looking at a single work,
and letting it pose its own unique questions, and the very different happiness of
stepping back, and finding at least a provisional pattern in the chaos of history.
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Most of the conversations about periods among art historians have to do with
particular periods, and transitions between them. The border between Modern art and
Postmodern art is an especially contested case. Some art historians say
Postmodernism began in the 1960s with Andy Warhol and Pop art. The philosopher
Arthur Danto has argued that at some length, and Danto’s conclusion is implicit in
work by art historians who do not stray far back before Pop art. Art critics have also
weighed in on the question. Dave Hickey, a critic known for writing that conjures
giddy mixtures of periods and styles (his concoctions are not unrelated to the
student’s drawing of the grove of trees), places the beginning of Postmodernism in
1962, with the first Pop art exhibition. Thomas McEvilley, another critic very much
engaged in questions of art history, puts it in 1961. The art historian Leo Steinberg,
who first introduced the word “postmodern” into art historical writing, also associates
the movement with Pop art, and specifically with Rauschenberg’s collages. There is a
myriad of other opinions: Rosalind Krauss and YveAlain Bois have argued that
Postmodernism is less a period than an ongoing resistance to modernism; and
historians such as the Belgian Thierry De Duve have found Postmodern elements in
Duchamp and Dada, back nearly at the beginning of the century.

The same kinds of conversations are going on with respect to the beginnings of
Modern art. According to one version, it got underway in the generation of Jacques-
Louis David, at the time of the French Revolution. The art historian Michael Fried
locates some elements of Modern art in David’s generation, and others in Manet’s
generation. Other art historians name Cézanne as the origin of Modern art, and still
others begin with Cubism.

Debates of this sort also go on with respect to older periods. In the 1960s there was
discussion about the span of Mannerism, and whether it should be said to begin
directly after the High Renaissance, or later in the century. The first art historians who
wrote about Mannerism (in a sense they rediscovered it, as archaeologists find new
cultures between known ones) pictured it as a time of tortured, existential passions. In
the 1960s John Shearman wrote an influential book on the subject, redefining
Mannerism as a lighter, more intellectual pursuit., and moving it away from Florence
and toward Rome. Other scholars, such as Thomas DaCosta Kaufmann, study
Mannerist developments very late in the 16th c, at the court of Rudolf Il in Prague.
Today the question is less often debated, but there are still at least three viable senses
of the term “Mannerism.”

These questions of the times and places of isms and movements are both complicated
and crucial, and they cannot be abbreviated with doing them serious injustice. Luckily
there is another question that is easier to introduce, and arguably even more
fundamental: the overall sequences of all the periods. It makes a world of difference
to your idea of Modernism if it begins with David, Manet, Cézanne, or Picasso; but
pondering the sequence of periods that includes Modernism raises deeper questions
about the relation between Modernism and art history as a whole.
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Erwin Panofsky, who named atomism and monism, has done some of the most sober
and useful thinking on this topic. If | look again at the list I made at first:

Classical
Medieval
Renaissance
Baroque

Modern
Postmodern

It may occur to me to lump the first two and the last three, like this:
Pre-renaissance
Classical
Medieval
Renaissance
Post-renaissance
Baroque

Modern
Postmodern

Panofsky called these new headings megaperiods: the largest groupings of periods
short of all of art. If this list corresponded to my sense of history, then Pre-
Renaissance, Renaissance, and Post-Renaissance would be my three megaperiods: |
would not be able to imagine anything larger than them. A radical monist could take
the last step, compressing the three megaperiods into one huge “period” called “art.”
In so doing, the monist would also collapse the entire idea of history. That is why
Panofsky’s megaperiods are SO interesting: they are necessary to any sense of art
history, and they are also just one step from irrationality.
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(plate 6)

Arranging the major periods and megaperiods helps reveal the largest units of
Western art, and it is also relevant to non-Western art. Art historians tend to use
words like “Baroque” and “Classical” to describe the art of many times and places.
Such words are used, informally, to describe such things as Mayan stelae, Chinese
porcelain, Medieval furniture, and Thai architecture. If | look at this incense burner
(plate 6), I may say it looks “Baroque” even though I know the term isn’t right. After
all, the object was found in a Han Dynasty tomb dated 113 BCE, a full 1,900 years
before the European Baroque. What | mean by calling it “Baroque” is that the burner
shares some traits— superficially, coincidentally—with a movement that is otherwise
distinct. Art historians tend to say such things offhandedly, without placing much
emphasis on them, but they are ingrained in the discipline. The literature on non-
Western art is rife with veiled and passing references to “Classical” “Baroque,”
“Neoclassical,” “Rococo,” “Modern,” and ‘“Postmodern.”

Notice that art historians don’t casually apply non-Western periods to Western art: it
would not occur to me to try to shed light on a Baroque sculpture by Bernini by
calling it “Han-like,” or try to elucidate Brunelleschi’s architecture by calling the
earlier work “Maurya” or “Andhra” and the later “Kushan” or “Gupta.” That is partly
a matter of familiarity, and to a Chinese or Indian art historian such comparisons
might make more sense. But it is also a telltale sign of how deeply Western the
discipline of art history still remains: the overwhelming majority of art historians
think in terms of the major Western periods and megaperiods. Even if | avoid calling
the burner “Baroque” and call it “curvilinear” or “dynamic” instead, I am drawing on
traits that are part of the Baroque. No art history, even the practices emerging in non-
European countries, avoids this quandary. For that reason the central sequence of
Western periods is relevant to the entirety of the history of art.
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The large periods and megaperiods are at the heart of any historical response to
artworks, even when it seems they are far from the real European Renaissance or
Baroque. Here is another thought experiment that demonstrates that point. Imagine
two vases, side by side on a table. Say they are in a style you have never seen before,
and you don’t know what culture produced them. They could be tourist art made in
Cairo in 1990, or ceramics fired in Sweden in 2000 BCE. Say one has straight lines
running across it, in a simple black and white stripe pattern, and the other has a
gorgeous serpentine vine twirling around from the base up to the rim. Which one is
older? Here you are on a par with even the most experienced art historian or
archaeologist: anyone would say that one is definitely older than the other. There is no
telling who might pick which vessel: | might decide the vine shows greater skill and
freedom, so it must have come later; you might say the stripes are expert abstractions,
the sign of a sophisticated culture. For the purposes of this thought experiment, it
doesn’t matter who is right: what matters is that each of us has automatically put the
two vases in a chronological sequence. If | then add one more vase, with horizontal
red and white stripes, we would both put it in the same period as the black-and-white
striped vase. We have automatically started arranging the unknown artifacts into
periods: and those periods will almost always be influenced by Western periods from
the main sequence. (Stripes look Modern to me, and vines Baroque.)

This kind of thinking was trusted from the beginnings of connoisseurship in the 17th
c. to early modern art historians like the German Heinrich Wolfflin; contemporary art
historians call it style analysis and put no stock in it. Today an art historian would
rather wait for some other evidence—dates, a chemical analysis, or some documents
to prove the vessels’ ages—but no viewer can resist arranging artworks into periods.
The more highly trained the historian, the more confidently and quickly she will make
the identification—and then begin to doubt it. But the damage is done in that first
halfsecond: periods, and the ways we conceptualize them, lead to judgments
practically without our knowing it. The sequence of Western periods is central to
many peoples’ imagination of art history, whether they live in Europe, America, or
elsewhere.

What, then, are the optimal ways of arranging the periods and megaperiods? In
practice several solutions have held sway over many possible alternates. A person
who thinks of the Renaissance as a turning point may put everything afterward in a
subheading. (Megaperiods are in capitals, and ordinary periods in lowercase.)

Ancient
classical
medieval
renaissance

Baroque Neoclassical Modern Postmodern
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This scheme has been called an expanded Renaissance, because it implies that in
some way the Renaissance made everything else possible. It is a popular view among
historians who specialize in the Renaissance, but it also has strong evidence in favor
of it. Art itself got underway in the Renaissance: in the Middle Ages paintings and
sculptures were religious objects, not collectibles or objects of aesthetic appreciation.
Along with the concept of art came a host of other terms we now find indispensable:
the notion of the avant-garde, the idea that great artists are lonely geniuses, the
practice of art criticism, the disciplines of aesthetics and art theory, the rise of secular
art, and even the field of art history itself. In comparison to those changes, it could be
argued that the shift from Modernism to Postmodernism is relatively superficial.
Panofsky himself preferred four megaperiods with period subheadings:

Classical —mycenean, Hellenistic

Medieval —Carolingian, gothic

Renaissance -early renaissance, high renaissance
Modern

Panofsky’s outline is probably the closest to a consensus of art historians’ working
notions. If I were to add some period subheadings under “MODERN,” such as
Baroque, Romantic, Impressionist, and Postmodern, Panofsky’s list would correspond
fairly well to

the job descriptions that universities post when they need to hire additional faculty,
and also to the names of different sessions in art history conferences. Probably the
largest divergence of opinion is between art historians who specialize in pre-Modern
art, who would subscribe to something like Panofsky’s outline, and those who teach
Modern and Postmodern art, who might feel more at home with an outline like this:

Premodern
Ancient

Medieval
Renaissance
Baroque
Romanticism
Realism

Modern
Postimpressionism
Cubism
Abstraction
Surrealism
Abstract Expressionism
Postmodernism
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Art historians who work primarily with 20th c. material tend to use less of the deeper
past, on average, than historians who work with some period of pre-Modern history.
In conferences and in the day-to-day life of art history departments, Modernists and
specialists in contemporary art are less engaged with the whole range of history than
preModernists are engaged with recent art.

There is also the question of non-Western art, which will loom larger later in this
book. A specialist in non-Western art might put all the Western periods and
megaperiods under the heading “WESTERN,” making the West just one culture
among many. A specialist in African art might think of history this way:

African art
Saharan rock art

Egyptian

Nok

Djenné

Ife and Benin
Colonial
Postcolonial
European art
Asian art
American art

(The African cultures and periods might still follow the logic of the sequence
ClassicalMedieval-Renaissance-Baroque, but that’s another questrion.)

And finally, among contemporary artists, | find the working sense of art history is
more centered on late capitalist America and Europe, and that the rest of history gets
telescoped in a fairly drastic manner, like this:

Non-western art

Western art
Pre-modern art
Modern art

International postmodern art

Some museums also organize their collections this way, putting non-Western art in
one place, “European art” in another, and “Twentieth-Century Art” in another. Often
enough those divisions also correspond to different departments in museums, each
with its own budget, specialists, and subculture.
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(plate 7)

If you feel the most affinity with this last list, you are siding with the current art scene,
and with the globalization of all art and the compression of art history into a single
pre-Modern past. In Postmodern art practice, appropriation is the name given to the
practice of taking bits and pieces from all periods of art history, and putting them into
new art. Such artists are not reticent to pick and choose at will, because history itself
seems to have fallen in ruins at their feet. Everything is now equally distant from the
present, whether it is a prehistoric artifact or a Picasso collage. This perspective is
nicely captured in the “Picasso Madonna,” a Florentine restorer’s joke made in the
1960s (plate 7). It’s like a postmodern map of the Renaissance: its deepest layer is a
13th c. painting, visible in the Madonna’s right eye, her mouth, two little angels, and
the infant Jesus just below the Madonna’s face. Over that layer are two further layers
painted in the Renaissance. (See if you can disentangle them.) The result is a playful
collage of at least four centuries of art, all stuck together like any postmodern collage.

The same idea can be captured in an intuitive map like the ones in plates 1-4. One
artist drew a picture for me showing himself on a desert island, with all of history like
a treasure trove (or a garbage pile) all around him. Nothing, he said, was more than an
arm’s length away. His list of periods and megaperiods might have looked like this:

Art history
(No subdivisions)

The present

Psychologically, such a radically collapsed sense of history is a great relief for people
burdened by a nagging sense of the importance of history. Suddenly, all art is
possible, and nothing needs to be studied. The first student | mentioned, who drew the
bar graphs with Pina Bausch and Blue Man Group, is close to that way of thinking.
Some art historians who work exclusively on contemporary art feel the same
exhilaration: they can apply any theories they want, interpret in any fashion they
choose, and cite or ignore precedents at will. But as Milan Kundera might say, sooner
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or later the apparent lightness of art history reveals itself as an “unbearable lightness,”
and finally as an unbearable burden.

Oscillating history

The outline lists I’ve given so far are the commonest models, but they are not the
only ones. Wolfflin claimed there are far-reaching affinities between “Baroque” or
“Classical” moments in different times and places, and he supported his contention by
making elaborate analyses of the styles of selected artworks, entirely avoiding
mention of their surrounding cultural contexts. (W6lfflin might have been more at
ease than I would be calling the Han Dynasty incense burner “Baroque.”) Graduate
students of art history are taught about WolIfflin, in part to help them avoid his
reductive kind of style analysis. Even with that precaution, the simple fact that he
continues to be taught is testimony to the seductive nature of his theories. Maybe
there is somethinng Barogue about the twirling smoky shapes in the incense burner:
perhaps the human eye does return to the same possibilities over and over. It is an
idea that needs to be taken seriously simply because it will not go away. If | were a
dyed-in-the-wool Woélfflinian, I might rewrite my initial sequence of periods like this:

Classical

Medieval (=Baroque)
Renaissance (= Classical)
Baroque

Modern (= Classical)
Postmodern (= Baroque)

Or, in simplest terms,

Classical

Baroque
Classical
Baroque
Classical
Baroque

and so on without end. No art historian would subscribe to such a list, and Wolfflin
himself avoided being so explicit, but there is something Baroque about Medieval art,
and there is something austere, intellectual, and Classical about Modern art.

If WOIfflin’s sense of alternating periods is taken seriously, history swings back and
forth like a pendulum, instead of moving forward or spreading through an imaginary
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landscape. There are some viable models of oscillating history, and one of the most
influential concerns the nature of German art. Writing about Albrecht Durer,
Germany’s preeminent Renaissance artist, Panofsky said that

the evolution of high and post-medieval art in Western Europe might be compared to
a great fugue in which the leading theme was taken up, with variations, by the
different countries. The Gothic style was created in France; the Renaissance and
Baroque originated in Italy and were perfected in co-operation wiuth the Netherlands;
Rococo and nineteenth century Impressionism are French; and eighteenth century
Classicism and Romanticism are basically English. In this great fugure the voice of
Germany is missing. She has never brought forth one of the universally accepted
styles the names of which serve as headings for the chapters of the History of Art.

The problem is widely debated in Germany. Has Germany produced a characteristic
kind of visual art, one which was a “leading theme” at some point in Western history?
Or is it preeminently a country of composers and poets? The question is vexed for
many reasons; after the Second World War, discussion of the Germanness of visual
art was anathema. As the German art historian Hans Belting points out, Germany did
not even exist as such after the War: Half of it (East Germany) was inaccessible to
scholars in the West, and it wasn’t even possible to write about the Germanic culture
of northwest Poland. Nothing to do with national art could be raised, and German
critics and scholars were relieved to be able to speak about “Occidental” or
“European” art, and even global art, rather than have to think about the Germanness
of German art. Into that vacuum stepped several generations of German artists: first
Joseph Beuys, who tried to recapture a viable sense of the German past by reaching
back into hoary Germanic prehistory; and then Gerhard Richter and Anselm Kiefer,
who are at one and the same time seriously involved with issues of German history
and maddeningly evasive. German art history has yet to catch up with those new
voices. With some exceptions, such as Belting, Karl Werkmeister, and Benjamin
Buchloh, there is little scholarly discussion of claims like Panofsky’s.

Panofsky does not propose that Diirer is Germany’s contribution to the “fugue” of
European art; rather he says that Durer, like many German artists after him, fell prey
to the impossible allure of Italian art without ever fully incorporating it into a German
style. Durer visited Italy twice to learn secrets of Italian art theory, and he complained
about the lack of theoretical training among German artists. Yet he never synthesized
Italian and German art. From the art North of the Alps, Direr inherited the Germanic
qualities of attention to detail and “inwardness” (Innerlichkeit); from the South, he
learned the Italian concern with unified, balanced, and theoretically informed pictures.
Many of Diirer’s pictures make use of both sources, but none, according to Panofsky,
remakes them into something new. Diirer’s style oscillated, but did not move forward
to something fundamentally new.

Traditionally artists’ careers are divided into periods or phases on the model of the
human life, so that there is an early period, a mature period, and a late period. If the
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artist is lucky, he or she will achieve a late style, usually conceived as a crowning
synthesis. Panofsy says Diirer’s oscillation prevented him from following this
sequence. It is possible to tell Diirer’s earlier works from his later ones, but there are
no essential differences, and he never achieved a late style. (Panofsky says he only
had a last style, meaning the style he happened to be working in when he died.)

Panofsky thinks there was “an innate conflict” in Diirer’s mind, a principle of
“tension” galvanizing all of his ideas and achievements. Diirer spent a few years
working in an Italianate manner, than a few in a German mode, and so forth, so that
his work

“is governed by a principle of oscillation which leads to a cycle of what may be
called short periods: and the alternation of the short periods overlaps the sequence of
the customary three phases. The constant struggle... was bound to produce a certain
rhythm comparable to the succession of tension, action and regression in all natural
life, or to the effect of two interfering waves of light or sound in physics.”

Panofsky’s analysis, proposed in 1955, is one of the most lucid statements of an
oscillating model of art history. He means it to apply to Durer, but it resonates,
unavoidably, with the larger question of German art.

Even though Germany is the most prominent model for this particular historical
guandary, there are many other countries and regions that have been similarly divided
between two (or more) influences. Bulgarian art in the twentieth century has shifted
between Soviet Socialist Realism and French Impressionism, Postimpressionism, and
Surrealism. Like artists in other small countries, Bulgarian artists have tried to define
the Bulgarian qualities of their work, and have been acutely aware that their art is
mainly a mixture of Soviet and French models. Just as the Germany of Direr’s time
was polarized between North and South, Bulgarian art was polarized between East
and West. (This is an overview, of course: in practice Bulgarian artists distinguish
German, French, and Italian influences, as well as Russsian and other Balkan
influences. Often, however, those other influences were themselves filtered through
French and Russian art.) And as in the case of post-war Germany, postwar Bulgarian
artists have recently suspended those these questions, turning instead to the new
international art market.

Oscillating models of history permeate the discipline. Another example is
Netherlandish art of the 15th through the 17th centuries, which has been described as
a kind of inverse or shadow of Italian art. Just as Durer said German art lacked Italian
theory, so Dutch painters have been described as lacking Italian traits. The art
historian Svetlana Alpers has proposed a new model of Netherlandish painting that
would free it of its traditional dependence on Italy, by putting the Northern
achievement in positive terms. She sees Dutch painting as an “art of describing,” in
which Italian optical models are supplanted by a more direct, materially based way of
seeing the world. Books like Alpers’s are art history’s best chance of escaping its
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traditional polarities, but some oscillations—perhaps including Germany’s—have
been around so long, and been tacitly accepted by so many writers, that they are built
into the fabric of our understanding.

These examples (Germany, Bulgaria, the Netherlands) are all local ones, within
Europe. The largest oscillations aren’t North-South or East-West: they are the huge
swings that non-Western countries can feel between their own art and the art of the
West. That kind of polarity can be crippling, dividing a country’s sense of itself right
down the middle.

Life history

Each of these models of history has its own history. Oscillating history may be a
Renaissance invention, because the Renaissance itself was a renascence, a rebirth of
Classical art, and therefore a revival—in other words, the beginning of an oscillation.
There’s also the fact that oscillations and cycles were theorized shortly after the end
of the Renaissance, by the historian Giambattista Vico. The divisions of history into
periods and megaperiods has its origin in the universal histories of the 18th ¢, which
were arrangements of all nations according to their genealogical links to Noah and his
sons. By the early 19th c. art historians were applying the same organizational
methods to their more limited materials, and the notion of periods and groups of
periods was routine in textbooks from the late 19th c. onward.

A third model of history is more ancient than either oscillations or outlines: it is the
organic model, the notion that the periods of a culture are like the periods of a
person’s life, or the life of an animal or plant. The organic model was known to the
Greeks, and it became a stock in trade of Roman historiography.

The fundamental notion is that each culture, nation, or style goes through a life cycle:
first comes the rough, unstable beginnings, when the culture is “young” and no rules
have been fixed. In the 20th c., a period that has been thought of that way is Archaic
Greek art (600-480 BCE); under the influence of Cubism and other Modern art,
Archaic vase paintings and sculptures came to be seen as the raw but honest
beginnings of Greek art. Another such period, also more widely appreciated in the
early 20th c. than before, is 14th c. Italian painting from Giotto onward. That century,
before Masaccio and the discovery of perspective, includes the first jumbled attempts
to make naturalistic depictions of the world, and it appealed to 20th c. tastes weaned
on Modern art.

In the organic model, the next stage sees the end of adolescence and the beginning of
maturity. In Greek sculpture that would be the Early Classical period (480-450 BCE)
and in Italian painting, the 15th c. Those periods were more fully appreciated earlier
than the 20th c.; the early 19th c. German art historian Carl Friedrich Rumohr wrote
as enthusiastically about 15th c. Italian art as he did about the High Renaissance.
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Then follows the period of full manhood (the schema is traditionally sexist, so it isn’t
full womanhood). The 18th c. antiquarian Johann Joachim Winckelmann, who has
been called Germany’s greatest art historian, described Greek archaic art but preferred
the perfection of Athenian art of the 5th and 4th ¢. BCE. That period, the “apogee” of
Greek

art, came to be known as the High Classical period. In Italian painting, the period of
full maturity is the High Renaissance (beginning of the 16th c.).

After the peak of life has passed, a man gets older, passing through middle age and
beginning the slow decline toward death. In Greek art, that would be from the century
before Alexander the Great, through Hellenistic art, to the rise of Rome in the 1st c.
BCE. Winckelmann wrote heartfelt pages on the decadence of Hellenistic art, which
he saw as a model for declines in other cultures. In Italy, the decline would begin with
Mannerism and academic art in the later 16th c., and end sometime in the 17th or 18th
centuries.

Of course not all cultures die—Greece and Italy are still extant—and so the final
period tends to be inconclusive. Sometimes the life-history model can become an
oscillating model, as if the culture’s “life” were reincarnated. Italian art is sometimes
considered to have partly revived by the 19th c. landscape tradition called the
Macchiaiuoli, and then decisively by the Futurists. In other cases, the decline
continued unabated for centuries. The slow death of late Roman art is a well-known
example. Greek art after the 1st c. BCE was also moribund. In one sense the culture
changed when it became Byzantine, but in another sense modern Greece continues a
nearly unimaginably long decline that began before Alexander’s lifetime. These days
art historians have learned not to judge so harshly, and the “decadent” late periods are
studied as earnestly as classical ones. Yet these questions lurk in the background of
much that is written about Greek and Italian art. Winckelmann’s quandary was even
greater, because he was investing so much in a culture that had no connection with
Germany except that German scholars studied it and collected its masterpieces. It is as
if Winckelmann were trying to recapture a full history for Germany, replete with
pathos and greatness, simply by writing about it.

The schema of the life cycle was codified in ancient texts into a set sequence: infantia,
adulescentia, maturitas, senectus. Occasionally there are five stages, and sometimes
only three. Sometimes too, the metaphors are taken from botany and not from human
life, and writers speak of the “seeds” of a culture, its “blossoming,” and its
“withering” or “decline.” Any way it’s cut, the life-history model has one fatal flaw: it
has to die in the end.

Paradoxical history

For many purposes these four models are sufficient. (Maps, periods, oscillations, life
histories.) They cover a large percentage of viewers’ intuitive concepts of history, and
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a surprising percentage of the serious scholarship. I will mention just one more, much
less influential and conceptually more difficult.

It is possible to imagine an art history that would work against chronology altogether.
Artistic influence is normally traced from one generation to the next, so that artists in
a tradition are linked by the anxiety each feels in thinking about the past. Yet it is not
entirely nonsensical to speak of influence extending backward in time, so that Picasso
“influences” Rubens, or Winckelmann’s 18th c¢. German classicism “influences”
ancient Greece. That apparently paradoxical result is really only an image of the way
that history builds meanings: as | look back past Picasso to see Rubens, Rubens
begins to seem clunkier, more extravagant, and more unintentionally humorous than
he could possibly have appeared in his own time. | see him through Picassoid glasses,
as it were, tinted with the colors of Postimpressionism and Cubism. The Dutch art
historian Mieke Bal has written a book about Caravaggio that says essentially the
same thing: we can only see Caravaggio through the works of recent artists influenced
by him. “Preposterous history,” she calls it. In a similar way German scholarship in
the 18th c. did much to give us our sense of the timeless beauty of High Classical
Greece. Even though Winckelmann’s ideals are largely abandoned, there is still a real
lingering feeling that Greece is perfect and timeless the ways the German scholars and
poets hoped it was.

Paradoxical history isn’t really paradoxical at all—in fact it is inescapable. How could
| see Rubens or Caravaggio, except with the 20th c. in the back of my mind? Good
scholarship suppresses the more egregious anachronisms, but it can never erase them
entirely. If you are more an artist than a student of art history, then you may think of
art entirely in these terms, and even have a backwards timeline:

Postmodernism

Modernism
Renaissance

Middle Ages
Classical Greece

Prehistory

A few art historians other than Bal have experimented with paradoxical history. At
least three universities have experimented with teaching art history backwards.
(Apparently it doesn’t work: influence always also goes forward, and the students
become confused.) A book on Marcel Duchamp tells the story of his life starting with
January 1, and under that heading the authors put whatever is known about
Duchamp’s activities on the first of January for every year he lived. Then they go on
to January 2. When they have recounted all 365 days of the year, their “chronology”
ends. It’s really entirely nonsensical—no one experiences their own life that way—
but it is intended to capture something real and historically true about Duchamp: his
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penchant for illogic and whimsy. Literary theorists have already toyed with the fabric
of history in this fashion, and produced results that are not at all counterintuitive.
Perhaps in the future more art historians will also try their hand at such things.

Posthistory

At the end of history there is the problem of the present. If Postmodernism is our
current period—and that’s an assertion that is far from generally accepted—then what
happens when it ends?

If Postmodernism sticks as a label for the latter portion of the 20th c. and the
beginning of the 21st, sooner or later Postmodernism will start to appear as a period
like any other. At the moment, however, it seems more like the name of something in
process than a discrete period like the Baroque, with an agreed-upon beginning and
end. For some, postmodernity is a condition or a mode of living, rather than a period.
In the 1980s art historians began speaking of the endgame, a term borrowed from
chess and applied to the workings of historical periods. In a chess endgame, only a
few pieces remain on the board, and it may not be clear whether one player can force
a win, or whether the play will continue indefinitely. Endgame problems are
especially intractable, slow-moving, and repetitive, and chess experts have written
books on the subject. In visual theory, endgame art is a postmodern condition in
which little remains to be done, and yet it is unclear whether the “game” of art can
actually be ended. Endgame artists make minimal moves, trying to finesse the dying
mechanisms of art a few more incremental steps.

If endgame theory captures some of the mood of Postmodernism in art history, then
Postmodernism itself may not be a period with a normal ending. Instead it may
continue indefinitely, until the players in the art world (the artists, their critics and
historians, and the gallerists and curators) agree to call a draw and start a new game.
All of art history would have decisively broken with the advent of Postmodernism,
because Postmodernism would be the first “period” with no determinate length. Like a
course of psychoanalysis, it might continue interminably. Alternately, the game of
Western art may have already ended, and Postmodernism may be a new kind of game
that starts after art. That theory, endorsed by Arthur Danto, holds that art ended when
Andy Warhol made his Brillo Boxes. (Technically, they’re hand-made counterfeits of
ordinary wholesale cardboard boxes holding retail Brillo boxes.) Some art historians
say the same about Duchamp’s Fountain (a porcelain urinal he bought from a
catalogue and submitted to an art exhibition). If either account of the end of art
becomes generally accepted—again, a far from certain outcome—then
Postmodernism could be the name of something after art, just as the middle ages was
something before art:
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BEFORE ART

Prehistory

Classical Greece and Rome
Middle Ages

ART

Renaissance
Baroque
Modernism

AFTER ART
Postmodernism

Some help in thinking about Postmodernism might come from China, because
Chinese art history has also had a period with “Postmodern” qualities. From the Qing
Dynasty onward, Chinese painters continuously simplified their past art history,
telescoping different movements into single schools. Like Western artists, they had to
try ever harder to be noticed, resulting in pictures with exaggerations and
eccentricities (several groups of Chinese painters are known as “eccentrics”). As in
the West, artists began to develop signature styles and personal quirks that would
make them instantly recognizable, like Damien Hirst’s cows in formaldehyde or
Barbara Kruger’s National Enquirer-style photographs. Later Chinese painting
evolved in a pluralist atmosphere filled with heterogeneous styles, short—lived
schools, idiosyncratic works, and artists distinguished by single hypertrophied traits or
monomaniacally repeated tricks—all typical traits of contemporary Western art.

Art in Qing Dynasty China has only superficial similarities to art in the West, but it is
intriguing that the Chinese “Postmodernism” began about 250 years ago and showed
no signs of ending when it was swept away, along with much of traditional Chinese
culture, in the revolution. If the parallel has any merit—and such parallels tend to fall
apart as quickly as they are made—it does not bode well for our notion that
Postmodernism is a period like any other. Rather it implies that Postmodernism is not
a period but a state, like a coma, that might go on indefinitely. Perhaps Yve-Alain
Bois has said it best when he imagines the endgame as an act of mourning, in which
painting slowly recognizes that its hopes for a future are not going to come true, and
turns to the business of “working through the end of painting.” If so, then art history
doesn’t have a neat tabular structure like the ones I’ve been proposing. Instead it
“ends” with suspension points, leading away toward an indefinite future:
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NORMAL PERIODS
Classical
Medieval

Renaissance

Baroque
Modern

ABNORMAL PERIODS

Postmodernism
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