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1. TIPOAOI'OX

H mapovoa mruyloky epyasio cuvtdydnke pe Bacn 1oug KovoviopoOs Kot TIg 00MYieg Tov
Tuquatog Zévov TMowoocov Metdopaong xor  Aepunveiog (TEIMA), tov loviov
[Mavemomuiov. Amoteleiton amd pion €vbeion PETAPPOOT) Kol GYOACUO EVOG TEXVIKOV
KEWEVOL oamd To oyyAMkd oto ehAnvikd.  To keipevo-mnyn g epyaciog omoteAel
GpOpo/kpiTikn amd TV 16toceMda emoTuoveyV Frontiers in Human Neuroscience pe Titho
Marvels of illusion: illusion and perception in the art of Salvador Dali ka1 avaivel Epya
€xvNG 10V ZaAPadop NtaAl o omoia mwapovoidotnkay o £kBeon (wypapikng Kot KivovvTol

YOp® amd 1o BENa TV YevLdasOncewv Kot TG avtiAnymng.

ZOUP@OVO [LE TOV KOVOVIGHO EKTOVNONG TNG TTUYLOKNG epyaciog, apyikd Ba mapovclactel to
TO TPOTOTVTO KEIUEVO OTO OYYAKA KOl 0KOAOLOEL TO HETAPPOUCUEVO KEILEVO GTOL EAANVIKAL.
To x0Oplo pépog g epyasiog, to Bewpntikd pépog omiadn, ympiletoar oe tpia LEPM: oTOV
OYOAMOCUO 1TNG HETAPPOUCTIKNG EVIOANG, OTNV OVOALCN TOL KEWWEVOL-TNYN Kol GTNV
QITIOAOYNON TV AVCEMV TOV UETOPPOUCTIKOV TPOPANUATOV. TNV GUVEKELD, YiveTar €vag
YEVIKOTEPOG EMIAOYOG TOL GYOMAGHOV Kot Tapovctaletal Eva YAmoodpt e factkods 6povg
Tov petappacpatog yw emenfynon. Téhog, n Piprloypagion kot OAEC TIG avaQOPES OE

TOPAAAN AL KEILEVO TTOV EYIVOV KOTO TNV SLOPKELD TOV GYOMOGHOV.

H ovykexpuévn dwdwocio petdopaong omotélece pio mpdkAnomn, kabmg 10 KeiUEVO
nepleiye apKeTONS TEXVIKOVG OPOVE GYETIKA LE TNV TEYXVY], OAAL Kol 10TPpIKODS Kol Opove omd
TOV TOpéN NG Wuyoroyiog. Hrtav opmg pio gukaipio va Slevpbive Tig YVAOCELS OV KOl GTOV
TOUEN TOV TEYVIKAOV KEWEVOV Kal TNG EOIKNG 0pOAOYinG, KATL TOV HEAAOVTIKA Bl el TOAAL

mheovektnpoto Kot O pe Bondnoel oty peténeita epyoacio LOL Kol AmoGYOANCT GTOV TOUEN

NG HETAPPOACNG.

KAetvovtag avtov tov mpdroyo, Ba nBeia va euyoplotom tovg kabnyntég pov, to PEAN ¢
emtponng kot 1o TEIMA yia v gumeipio Ko TG YVOGELS TOL OMEKTNGO KATE TN ddpKeLa

TV 6ToLdMOV pov oto Lévio Mavemoto.



2. IPQTOTYIIO KEIMENO

Marvels of illusion: illusion and perception in the art of Salvador Dali

Susana Martinez-Conde, Dave Conley, Hank Hine, Joan Kropf, Peter Tush, Andrea Ayala and
Stephen L. Macknik

The surrealist movement aimed to blur the distinction between the real and the imagined.
Such lack of a border between truth and fantasy is perhaps most apparent in the art of Spanish
painter Salvador Dali (1904-1989). Dali included numerous illusions in his artworks, with
the intent to challenge the viewers’ perceptions of reality and to enable them to see beyond
the surface. The “Marvels of Illusion” exhibit, shown at The Dali Museum in St. Petersburg,
FL., from June 14 to October 12, 2014, showcased Dali paintings, prints and sculptures
centered on illusory themes. Here, we review the significance of illusions in Dali’s art,

focusing on the pieces displayed at the “Marvels of Illusion” exhibit.

Keywords: surrealist movement, illusions, ambiguous images, stereopsis, anamorphic

perspective, face perception, illusory contours, pareidolia

Introduction

The “Marvels of Illusion” exhibit, shown at The Dali Museum in St. Petersburg, FL., from
June 14 to October 12, 2014, offered visitors a unique perceptual and cognitive experience
into the world of ambiguity and illusions. The exhibition displayed a number of paintings,
prints and sculptures by Salvador Dali (1904-1989), a sixteenth century piece from the
School of Arcimboldo that was on loan from the Ringling Museum, and interactive
demonstrations and illustrative material. Here we review the role of illusions in the art of

Dali, focusing on the pieces displayed at the “Marvels of Illusion” exhibit.

Illusions are noted as the disconnect between physical reality and subjective perception
( ). When experiencing a visual illusion, we may see
something that is not there in reality, fail to see something that is, or more generally see

something different from what is there. Due to this disconnect between perception and reality,



visual illusions exemplify how the brain fails to re-create the physical world, and provide
vision scientists with substantial tools to apply to the study of the neural underpinnings of

perception.

Throughout history, artists and researchers have utilized illusions with the aim of
understanding perception. Many years before scientists began studying neuronal properties,
artists devised multiple techniques to trick the brain into believing that a flat canvas had
depth or that a sequences of brushstrokes was in fact a still life. Factors such as brightness,
color, shading, and eye movements, among other contributors, can powerfully affect what we

SEe.

Salvador Dali intuited that what we construe visually as reality is the product of the habits of
the mind, more than of the eye. He understood that we create an ordered or disordered world
from intermittent and incomplete retinal information processed by our mind’s experiences,
desires and apprehensions. Thus, Dali’s artworks challenge the viewers’ perceptions of reality
and enable them to see beyond the surface. Visual illusions, present in many of the painter’s

artworks, include numerous examples of perceptual completion and ambiguous images.

Ilusory Contours and Filling-in Illusions in Dali’s Art

Our brain makes up a large fraction of what we perceive. High resolution vision is limited to
the center of our eyes—about a tenth of a percent of the entirety of our visual field—, but we
perceive the whole visual field as a high-resolution, focused, perfectly formed image. This is
a grand illusion that results from the joint action of the neural systems responsible for our

vision and eye movements.

Various perceptual rules, such as the Gestalt laws conceptualized in the late 19th and early
20th centuries, govern the way our brains fill in incomplete information. For instance, the
Gestalt Principle of Closure says that our perception will group individual elements as a
whole (rather than consider them as separate from each other) if they seem to complete an
entity. The Kanizsa triangle illusion appears as a ghostly triangle partially superimposed on
three circles at the triangle’s vertices. We perceive the triangle, rather just than the three
Pac-men that are actually present, because our brain overlays the shape of a triangle on an

extremely limited field of data. The illusory triangle manages to look slightly whiter than the



background, though it is in reality the same shade. A great deal of our everyday experience
consists of similar feats of filling in perceptual and cognitive gaps, where we use what we

know about the world to imagine what we do not know.

Our visual system is ingrained with the ability to detect and process faces rapidly and with
efficiency, even with few details. Even infants look at basic depictions of faces for longer
times than they explore similar cartoonish faces in which the eyes and other features are
scrambled. The neurons responsible for our refined “face sense” lie in the fusiform gyrus or
fusiform face area, a brain region that becomes active not only when we detect an actual face,
but also when we perceive an illusory or imaginary face. Meng et al. recently found that,
whereas both faces and objects that look like faces activate the left fusiform gyrus, real faces

activate the right fusiform gyrus much more strongly than look-alikes ( ).

Trauma or lesions to the fusiform face area result in a prosopagnosia, or face blindness. But
even people with standard face-recognition skills are susceptible to various face perception
illusions. Many of these occur when the visual system fills in the gaps to create a complete

face from scarce visual content.

“Face pareidolia” refers to our visual system’s predisposition to find faces in accidental or
vague visual information. Common examples are finding faces on the fronts of cars and
buildings. This phenomenon results from face-recognition circuits that are constantly at work
to find a face in the crowd. Our brain’s aptitude to find meaning, united with an outstanding
skill for face detection, can lead to spectacular cases of pareidolia. A grilled cheese sandwich,

with an image resembling Virgin Mary burned into the bread, sold on eBay for $28,000
( ).

The brain’s ability to fabricate links among things that are in reality unconnected is essential
to the “paranoiac-critical method” artistic method invented by Dali. (In fact, paranoia and
pareidolia share a common etymology, from the Greek para- for “instead of ” and -oid,

-oeides, or -eidos for “form”).

FIGURE 1 | Paranoia, by Salvador Dali, Oil on canvas, 1935-1936. ©Salvador Dali.
Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Collection of the Salvador



Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind permission from

the Salvador Dali Museum, Inc.

Paranoia—Qil on Canvas, 1935-36

Paranoia provides a striking example of an illusory contour resulting from filling-in
processes. A battle scene reminiscent of some of Leonardo Da Vinci’s sketches hovers over a

bust set on a pedestal. The bust is headless, yet we perceive a head (Figure 1).

The small figures that appear to be standing on or behind the woman’s neck form her chin,
mouth, and nose. In the distance, groups of men on horseback form the eyes and hairline. The
brain then fills in the missing lines and contours of the woman’s face ( ).
Facial recognition is a dominant perceptual function, so the brain easily completes the head

despite having to fabricate most of the information.

The woman’s face can be seen more easily by squinting our eyes to blur the distinct edges of
the small figures. Interestingly, there is also a double image in the face. Some people can see
a sweet woman with downcast eyes, while others see a wild-eyed woman with a sinister smile

(see “Ambiguous Illusions” section for more examples of perceptual ambiguity in Dali’s art).

Paranoia pays homage to Leonardo, not only in the depiction of the battle scene, but also in
following his advice to find perceptual patterns in meaningless objects: “. . . stop sometimes
and look into the stains of walls, or ashes, or a fire, or clouds, or mud, or like places, in
which, if you consider them well, you may find really marvelous ideas,” Leonardo wrote in

his notebooks.

FIGURE 2 | Left: The Madonna of the Birds, by Salvador Dali, Watercolor on paper,
1943. ©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015.
Collection of the Salvador Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced
with kind permission from the Salvador Dali Museum, Inc. Right: Alba Madonna, by
Raphael, c. 1511.

The Madonna of the Birds—Watercolor on Paper, 1943



The Madonna of the Birds watercolor (Figure 2, left) is based on the Italian High Renaissance
artist Raphael’s (1483-1520) Alba Madonna, c. 1511 (Figure 2, right). In Dali’s version, the
torso is only suggested, and the face is formed by a flock of birds. Neurons in our visual
cortex connect the shapes of the individual birds,to form the illusory contour of the expected
but missing head, as well as the hair, eyes, mouth and chin. Dali kept the hue and value of the

birds subdued, to merely hint at the face.

Connecting the head to the body requires a larger perceptual effort than filling in the face.
The torso gap is large, and the lack of details and suggestive lines in the bodice challenges
our visual system to generate the perception of a whole upper body where we know it should

be.

Dali’s borrows the compositional arrangement of Raphael’s original. In Dali’s version, the
Christ child, identified by a halo, holds the slender cross while seated on the Virgin’s lap.
Another child, John the Baptist, reaches up to face the Madonna with a small bird in hand.

Dali replicates the sandal worn by Raphael’s Madonna.

FIGURE 3 | La Soif, by Salvador Dali, Ink and gouache on paper, 1965. ©Salvador Dali.
Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Collection of the Salvador
Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind permission from

the Salvador Dali Museum, Inc.

La Soif (Thirst)—Ink and Gouache on Paper, 1965

In Thirst, Dali either used decalcomania (folding a piece of paper with wet gouache inside,
and then peeling it open) or took an ink-soaked cloth and pressed it onto the surface of the
paper. Within the ink and gouache blotches he visualized two Renaissance figures in period
clothing, one serving wine to the other (Figure 3). He then drew line and shape fragments and
left it to our imagination to complete the implied presence of objects in the scene. The
trousers of the person in the right are little more than blotches of ink, and yet, in context, our
perceptual processes fill in the missing information so we recognize the overall shape as a

piece of clothing.



Dali created his own system of observation, his celebrated paranoic-critical method, in which
the artist could look at any object and see another. In The Conquest of the Irrational, Dali
described that his aim was to “materialize the images of concrete irrationality with the most
imperialist fury of precision” (Dali, 1935). Dali’s goal was to achieve images that could not

be analyzed or diminished by rational logic.

Dali was very familiar with Leonardo da Vinci’s notes in his Treatise on Painting, which
contained the following advice on seeing hidden images: “look at certain walls dirtied with
various stains... you will be able to see various battles and figures... strange expressions on
faces, and costumes, and an infinite number of things” ( ). Dali’s ability to
identify different images within a given configuration allowed him to perceive reality from a

fresh perspective.

Ambiguous Illusions in Dali’s Art

Dali’s art includes frequent examples of ambiguous illusions, where the brain interprets the
same picture in two mutually exclusive ways. The physical object is unchanged, yet it
produces two (or more) contradictory percepts. By creating accessible double images, Dali

asks us to reconsider on a fundamental scale our constructs of reality.

FIGURE 4 | Femme-Cheval, by Salvador Dali, Ink, 1933. ©Salvador Dali. Fundacion
Gala-Salvador Dali (Artist Rights Society), 2015. Collection of the Salvador Dali
Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind permission from the

Salvador Dali Museum, Inc.

Femme-Cheval—Ink, 1933

Dali’s Femme-Cheval challenges the viewer to determine if the two drawn figures are part of
one image or another, and to guess where one figure ends and the other begins. The
intermingling of the mane and the woman’s hair, or the woman’s legs that are rendered so
faintly that they disappear, causes perceptual ambiguity (Figure 4). Our brain also fills in
incomplete or missing information for each of the perceptual interpretations. Many of the
illusions that we discuss here as ambiguous also include significant illusory contours and
filling-in/perceptual completion, and vice versa. The various illusory components play off,

and enhance, each other.
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According to Dali'’s 1930 essay L’ Ane pourri, “The double image (an example of which might
be the image of a horse that is at the same time is the image of a woman) may be extended,
continuing the paranoiac process, with the existence of another obsessive idea being
sufficient for the emergence of a third image [. . . | and thus in succession until [the number

of images is] limited only by the extent of the mind’s degree of paranoiac capacity (

)

FIGURE 5 | Nieuw Amsterdam, by Salvador Dali, Bronze sculpture painted with oil &
added metal, 1974. ©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights
Society), 2015. Collection of the Salvador Dali Museum, Inc., St. Petersburg, FL, 2015.

Reproduced with kind permission from the Salvador Dali Museum, Inc.

Nieuw Amsterdam—Bronze Sculpture Painted with Oil and Added Metal, 1974

Dali painted directly onto a copy of the famous nineteenth century bronze bust of White
Eagle (1899) by the American sculptor, Charles Schreyvogel (1861-1912). In doing so, Dali
transforms the bust into a three-dimensional scene as envisioned by his paranoic-critical
method (Figure 5). Although technically this may be classified as an ambiguous illusion, the
ambiguity between competing perceptions (scene vs. face) is more subtle than in other
artworks. The ambiguity arises when Dali uses the facial features of the sculpture to define a
scene: the outline of White Eagle’s eyes form the faces, the cheekbone shadowing forms the

arms, the chin forms the table.

The painted scene features two Dutch merchants at a table. On White Eagle’s forehead is a
wall map surrounded by blue drapery. The red capes of the merchants cover the cheeks while
their plumed hats define the eyebrows. The merchants are seated on a divided miniature
metal chair, which is attached to the bust. The figures are toasting a Coca-Cola bottle, the
presence of which combines a modern symbol with the otherwise traditional embellishment
of the sculpture. The chief’s chin is transformed into a table top with the lips becoming a

basket of fruit.

FIGURE 6 | Left: Old Age, Adolescence, Infancy (The Three Ages), by Salvador Dali,
Oil on canvas, 1940. Right: The Three Ages, with Adolescence subdued. ©Salvador Dali.

11



Fundaciéon Gala-Salvador Dali (Artist Rights Society), 2015. Collection of the Salvador
Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind permission from

the Salvador Dali Museum, Inc.

Old Age, Adolescence, Infancy (The Three Ages)—Oil on Canvas, 1940

In The Three Ages, cues of textures and apparent openings suggest a plausible wall of arches
through which we see distant scenes. Competing with that interpretation, our visual system’s
bias for face detection, and the high-contrast edges that define the shapes of the heads,
indicate to our brain that we are seeing faces against a dark background (Figure 6, left). Dali’s
selection of lighter hues and shading values for the three “faces” leads our perception to make
sense of the scene by grouping these areas as facial entities, separate from the dark of the
surrounding “background.” But Dali may not have achieved as much perceptual ambiguity as
he sought. For Old Age and Adolescence, the faces dominate the ambiguity struggle, partially
due to Dali’s choice of almost saturated (solid) dark hues with high contrast edges for the
details of the faces, which sets up a strong preference in our brain for the facial interpretation.
It is easier to see the Old Age and Adolescence faces (left and middle) than the arches and the
scenes in the distance. Conversely, Infancy (right) blends more subtly with the opposing

image of fisherwomen mending nets, resulting in greater ambiguity.

Dramatically subduing the figures and hills in Adolescence sets up a stronger ambiguity
between figure and background where our mind now can perceive an opening in the wall

with greater ease than in the non-subdued image (Figure 6, right).

FIGURE 7 | Study for “The Three Ages,” by Salvador Dali, Pencil on paper, 1940.
©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Collection
of the Salvador Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind

permission from the Salvador Dali Museum, Inc.

Study for “The Three Ages”—Pencil on Paper, 1940

As Dali prepared for The Three Ages, he sketched figures and experimented with shading,

size, and other elements that would be in the final image (Figure 7). Seeing through the eyes
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of his paranoic-critical view of the world he searched for the elements that would best induce

perceptual ambiguity.

FIGURE 8 | Left: Study for “Disappearing Image,” by Salvador Dali, Charcoal on
paper, 1939. Center: Study for Disappearing Images: enlarged face. Right: Study
modified. ©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015.
Collection of the Salvador Dali Museum, Inc., St. Petersburg, FL, 2015. Reproduced

with kind permission from the Salvador Dali Museum, Inc.

Study for “Disappearing Image”—Charcoal on Paper, 1939

Dali’s preliminary study for The Three Ages explores the development of an ambiguous
illusion. On the one hand, we can easily see through the archways, past the figures to the
courtyard beyond. But we can also identify objects that look like eyes, mouths, and heads that
are strong triggers for our face detection neurons (Figure 8, left). The confusion stretches our

mind’s ability to make sense of what we are really seeing.

While this study has an overall similarity to the final oil painting, the specific faces are
different. In the oil painting, there is an allegorical progression of the three stages of man:
infancy, adolescence, and old age (from right to left). In this earlier study, the specific faces
are much less precise, and the order of the ages is reversed. An indeterminate face appears on
the left, possibly a child close to adolescence, and an older looking adolescent bearing a
mustache is in the center. The face on the right is a skull, perhaps representing death, which

Dali abandoned in the finished canvas.

Squinting or stepping away from the image blurs the fine details defining the objects and

people inside the arches, allowing the face interpretation to dominate our perception instead.

Dali experimented very carefully with sketching shapes, shading, edge details, and placement
to set up the double images. We can see how these elements matter by zooming in on the
center image to eliminate the presence of a wall. The result is more obviously a face (Figure

8, center).

Conversely, softening the intensity of the features in the middle face degrades the cues for

face detection and allows us to more easily perceive the arch as a structure (Figure 8, right).
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FIGURE 9 | Left: Changes in Great Masterpieces, Rembrandt, by Salvador Dali,
Lithograph, 1974. ©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights
Society), 2015. Collection of the Salvador Dali Museum, Inc., St. Petersburg, FL, 2015.
Reproduced with kind permission from the Salvador Dali Museum, Inc. Right:
Rembrandt’s original: Dali saw a receding dark hallway to a woman in a lit room

through an open door.

Changes in Great Masterpieces, Rembrandt—Lithograph, 1974

Dali paid tribute to the old masters, such as Raphael, Rembrandt, Ingres, Vermeer, and
Velazquez, through his paranoiac-critical view of the world. In Changes in Great
Masterpieces, Rembrandt (1974), Dali saw an open door and receding dark hallway in the
self-portrait of Rembrandt van Rijn (1606—1669), and set up a double image by using contrast
and shape cues (Figure 9). To create perceptual ambiguity, Dali reduced the overall value of
Rembrandt’s image to create a much darker version of the portrait. This allowed him to
transform the otherwise flat background into a receding wall meeting the floor at what would
be Rembrandt’s arm. These cues of perspective produce the perception that the hallway
recedes into the distance. The brighter opening suggests a lit room beyond the wall. An open

door and the hard edges of a doorframe complete that interpretation.

The ambiguity lies in how our perception switches back and forth between Rembrandt’s face
and the hallway scene. As is often the case in this type of illusion, focusing on the close-up
details helps the perception of one image (woman in room at end of hall), while stepping
back to view the whole reveals the larger portrait. Squinting one’s eyes also helps to perceive
the portrait as the dominant scene, by blurring the edges and boundaries of the fine details of

the door and hallway.

FIGURE 10 | Left: Transformation of Antiques Magazine Cover into the Apparition of
Face, by Salvador Dali, Gouache on magazine cover, 1974. ©Salvador Dali. Fundacion
Gala-Salvador Dali (Artist Rights Society), 2015. Collection of the Salvador Dali
Museum, Inc., St. Petersburg, FL, 2015. Reproduced with kind permission from the

Salvador Dali Museum, Inc. Right: Antiques original 1974 cover for comparison.
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Transformation of Antiques Magazine Cover into the Apparition of Face—Gouache on

Magazine Cover, 1974

Dali had a vision of a face on the original cover of Antiques Magazine. He had been
fascinated with camouflage and mimicry in nature since he was a child (see also “Tres Picos”
for Dali’s particular interpretation of camouflage in the natural world). This fascination

influenced the invisible and paranoic images that inhabit his paintings.

In the Transformation of Antiques Magazine Cover. . . , Dali creates an ambiguous illusion
where our visual system struggles between the alternate and incompatible perceptions of a
face and a scene within the Crystal Palace mall. Looking at the image closely, we may focus
on the easily recognizable branches and leaves of the tree. Or we can look at the lines and
shading of the glass ceiling, and identify a plausible arched structure fading into the distance

(Figure 10).

But when we focus on the image as a whole, especially when we step back, the strongly
contrasting edges of the dark tree against the light background provide us with sufficient cues
to discover a face. The shading and changes of tone within the backdrop also shape our
perception of the curvature of the face and the protruding eyebrows, nose and lips. Even with
the obvious face, however, the scene of a tree in a mall is not lost, and our mind switches

back and forth between face and scene interpretations.
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3. META®PAXMENO KEIMENO

Oavpata ™G yevoaicOnonc: yevdaiocOnon kot avriinyn otnv TévN
70V LoAfaoop Ntorl

Susana Martinez-Conde, Dave Conley, Hank Hine, Joan Kropf, Peter Tush, Andrea Ayala and
Stephen L. Macknik

To covpealotikd kivnuo otdyeve vo. BOADGEL TN O10POPA AVAUESH GTO TPUYLATIKO KOl TO
QovTooTIKO. Mio tétot EAlelym SOPICTIKOV YPOUUOV pHeTa&d tng oAndelog kot g
eovtaciog eivol iowg N To YopakTPIoTikny oy t€xvn tov lomavod (wypdeov ZariBadop
NtoAl (1904-1989). O NtoAi copmepiérafe ota Epya ToV TOAVAPIOUES YELOAICONGELS, LE GTO
oTOYO VO TOPOKIVACEL TNV AVTIANYM TV Oeat®V 68 GYE0N UE TO TL EIVOIL TPOYUOTIKOTNTA KO
Vo TOVG EmMTPEYEL VoL O0VV TtEPaL amd v empdvela. H ékBeon Oaduazo s YevoaioOnong
(Marvels of Illusion) oto Movoeio NtaAi otv Ayia [letpovmoin g @ropwvta, and tig 14
Tovviov péypt ko tig 12 OktwPpiov 2014, mapovcioce mivakes Tov {OYPAPOV, YOPUKTIKE KO
yALmTa pe emikevipo 10 Oépa Tov yevdaicnioemv. Edm, Ba eEetdoovpe ™ onuacio avtdv
TOV YeLoacinoemv 6To €pyo Tov, £6TIALOVTAG GTA £PY0 TOL TAPOVCIAGTNKAV GTNV £KOEOT

auTr).

AEEEIS  KAEWOWG: OOVPEOMOTIKO Kivipa, WYevdooloOnoels, OLPOPOVNEVES ELKOVES,
OTEPEOYIO, OVOHOPPLKY] TPOOTTIKY], OVTIANYN TOV 7APOCAONTOV, YEVLOULGONTIKO

TEPLYPUPPQ, TAPELOOALQ

Ewayoyn

H éxBeon Oaduara e Pevdaiobnong, mov napovsidotke 6to Movogio NtaAl oty Ayla
[TeTpovmoin g @Lopwvta amd Tic 14 Tovviov €wc Tig 12 OktwPpiov 2014, Tpocépepe 6TOVG
EMIOKENTEG U0 LOVOAOIKT] OVTIANTITIKY] KOl YVOOTIKY EUTELPIO GTOV KOGHO TNG OGAPELNG KOt
Tov yevdasnoewv. Tlapovoidotke Evag aplBuog mvakwv {OYPUPIKNG, YOUPUKTIKMOV Kot
yAomtodv tov ZoAPaddp Ntoil (1904-1989), éva épyo tov 160V aidvo amd T XyYoAn TOL

Aptoundivto, ddvelo and to Movoeio Ringling, kabBdg kol SodpacTikég emOiels pe
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emeEnynuotikd vAkd. Edo, Oa eggtdcovpe Tov pOAO TV yeudacHncemv oTnv TéYXVN TOL,

eotidlovtag ota £pyn mov ektiBeviot oty £kbeom.

O yevoaioOnoelg opilovtalr ®g M amOcLVOEST TNG PLOIKNG TPAYUATIKOTNTOS Omd TNV
VIOKEWEVIKT avTiinym ( ). Otav Pidvoovpe pio omTikn
yevdaicnon, pnopet gite va PAETOLLLE KATL TOV JEV VLAPYEL GTNV TPOAYLOATIKOTNTO, EITE VO
unv PAémovpe KATL TOL LVILAPYEL 1 YEVIKOTEPA Vo PAETOVE KATL S10POPETIKO amd avTd TOL
vdpyel. AGy® aVTAG TNG AMTOCVVOECNC HETOED OVTIANYNG KO TPOYUATIKOTNTOG, Ol OTTIKES
YELOAICONGELS OTOTELOVV TTOPAOELY LA TOV TPOTOL [LE TOV OTOI0 O EYKEPALOC OTOTVYYAVEL VUL
VOO LLOVPYNOEL TOV PLGIKO KOGLO, KOt TAPEXOVV GTOVG EMIGTILLOVEG TNG OPOUCTS GNUAVTIKE

epyoreia yioo TV HEAETN TOV VELPOVIKOV BAGE®V TNG avTIANYNG.

Katd t dudpkeln g 10topiog, ot KOAMTEXVEC KOL Ol EPEVVNTEG YPNOLUOTOINCAV TIC
yevdasOnoelg e otoéxo v Katovonon g ovtiAnyng. [ToArd xpodvia Tpv ot emoTHHOVES
apyicovv vo HEAETOOV TIG VELPOVIKEG 1010TNTEG, Ol KOUAMTEXVEC EMVONCOV TOAAATAES
TEXVIKEG Y100 VO EEYEAMAGOVY TOV EYKEPOAAD, DGTE VO TOTEYEL OTL EVaG EMIMESOG KAUPAS Exel
BaBog M 6Tt o axolovBio. amd MvEAEG €ivol OTNV TPOYUOTIKOTNTO ML VEKPT QLOM.
[Mopdyovieg OT®MG N POTEWVOTNTA, TO YPOUA, N oKioo™, KOt 1) Kivion TV Hotidv, Petasd

GAA®V HITopohv VoL EXNPEACOVY CTLAVTIKA AVTO TOL PAETOVLE.

O ZaAPadop NtoM dicBavinke 01t avtd oL EKAAUPAVOLLE OTTTIKG MG TPAYUATIKOTITO
gtvo Tpoidv tv cuvnbeldv Tov £ykePdAov, TePGGOTEPO A’ O,TL Tov potov. KatdhaPe ot
ONUIOVPYOLUE EVOV OPYOVOUEVO 1 0d0PYAVOTO KOGHO amd TG EAMTElG TANPOPOpieS TOV
AUPIPANCTPOEOOVS EMEEEPYUCUEVES AT TIC EUMEIPiES, TIG emBupieg KOl TIC AVTIAYELS TOV
eykepdiov pog. ‘Etol, ta €pya t€yvng tov mapakivovv TV ovTiinym tov Bsatdv yio v
TPOYHOTIKOTNTO KO EMLTPETOVY VO S0V TTEPQL amd TNV emeavela. Ot onTikéS WyevdacOnoelg
elvar mopovoeg o€ MOAAG omd ta €pyo Tov (wypdoov, mepapfdvovv molvdapduo

TOPASETYLATO OVTIANTITIKIG OAOKAN PGS KOl SUPOPOVUEV®V EIKOVOV.

YevomeOnTikd meprypdppata ko yevdorsOneseig copripoons otny 1éyvn 10v Ntoii

O eyképaldg pag eAéyyel peyaho péPog avtov mov avtilapPavouacte. H opacn vyming
avVAAVONG TOV TEPLOPILETOL GTO KEVIPO TMV LOATIOV HOG, EIVOL TEPITOL TO £VOL OEKATO TOL EVOG

TOLG €KOTO TOV GLUVOAKOV OTTIKOV oG Tediov, aArd gpelg aviilapPoavopacte oAOKANPO 10
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onTkd medio MG pa LVYMANG avAvong, ectiacévn, Télela oynuatiopévn ewova. [pdkertan
Yoo po peYaAn yevdaicOnon mov mpokvmtel amd TV Kown Ophom TV VELPOVIKOV

CLOTNUATOV VIELOLVOV YO TNV OPACT] KOl TIC KIVIGELS TOV UATUDV HLOGC.

A1Gopot avtiAnmrikoi kavovee, orwe ot vopot Gestalt' mov Stotvaddnkov oto tékn tov 190v
alove Kot o1l apyés tov 200V, eAEyYouV TOV TPOTO HE TOV OMOI0 O £YKEPAAOG oG
CLUUTANPOVEL MUITEANG TTANpogopiec. Tlapadeiypatog xapn, n Apyf tov Kieloipatog g
Gestalt avapépet 0TL 1 avtianyn pog Bo opadomomaost pepovopéva ototyeion g oAdKANpa
(avti va ta Bewpnoel Eexwplotd 10 £va omd TO GAAAO), OV QOIVETAL OTL OAOKANPOVOLV [id
ovtotta. H yevdaicOnon tov tprydvov tov Kanizsa mopovcstdletl Eva pavtaciokd Tpiywvo,
eV pépel vmeptebuévo, pHe  TPEG KOUKAOLG OTIG KOPLEES Tov  Tprydvov. Epeilg
avtilopupavopacte 10 tpiyovo, avii ywo to Tpiol “TOK-pov”’ TOL GTNV TPAYUATIKOTNTO
onuovpyovvtol, Yot 0 €yKEPOAOS WG EMKOADTTIEL TO GYNUO TOL TPLYDOVOL CE £&va
eopetikd meplopiopévo medio dedopévev. To ywevudashnTikd TPIymvo KOTOPEPVEL VL
eoivetal ELdyIoTa O AEVKO amd TO EOVTO, TAPOLO TOV GTNV TPOUYUATIKOTNTO 1) ATOYPOON
elvar n 01 . 'Eva peydio pépog tg xabnuepvig pog epmelpiog amoteleiton omd mapoUoleg
TPOGTAOEIEC GUUTAPOONC OVTIANTTIKOV KOl YVOOTIKOV KEVAOV, OOV YPNGILOTOIOVUE OVTA

oV YVoOPIilovpe Yo ToV KOG, Y10l VO QOVTOGTOVUE ALTA OV deV Yvopilovpe.

To ontkd pog cVoTNHO SBETEL TNV IKOVOTNTO VO AVIYVEVEL Ko vo. EmeEepyaletol TpoOc®maL
YPNYOPO KOl OMOTEAECUATIKG, £0T® Kol He Alyeg Aemtouépelec. Axoun Kot to Ppeepn
egetalovv T TPOGMTO TOL PAETOVV Yo LEYAADTEPO YPOVIKO SacTna amd O,TL e€epeuvodv
TO. TOPOLOL KOPTOLVIOTIKO TPOCMOTO GTO OTOi0 TO UATIOL KOt GAAL OPAKTNPIOTIKG Elval
umepdepéva. Ot vevpaveg mov eglval vmedOBvvor yoo v ekientoouévn “aicbnon tov
TPOGAOTOV HoS” PBpiokovioal otnv atpaktoedn EAKa (fusiform gyrus M fusiform face area),
Lo TEPLOYN TOL £YKEPAAOL OV gvepyomoteitan Oyt LOVO OTaV aviyVEDOVUE EVO TPOYLLATIKO
TPOCHOTO, OAAL Kot Otav ovTAapPoavopacte €va Yevdés N eovtaoTikd mpoécoro. O
kafnynmg M.Mévyk x.a. dwumictwcav npdseata 0TL, EVO TOCO TO TPOCMTO OGO KOl TO
aVTIKEILEVO TOL HOLALOVV UE TPOGMTO EVEPYOTOLOVV TNV OPICTEPT] OTPUKTOEWN| EAIKO, TO
TPOYUATIKE TPOCHOTO EVEPYOTOLOVV TN 0eE18  ATPAKTOEDT EAka TOAD o Evtova and O,TtL T

QOVTOOTIKA ( ).

! ¥tM: Ou Nopor Gestalt givor kovoveg mov €€nyovv v mpoélevon TV aviMjyeov omd o

gpebiopata. Xdapn og oLTA HTopovpe vo, KAToAdfovpe Yot avTIAaUPovOIOGTE TO TPAYLOTA LLE TOV
TpOTo oV TO KAvovue. [lepioTpépovtal yopm omd TV 10€a OTL TO GUVOAO EivaL KAUTL TEPIGGOTEPO AUTTO
To dBpotopa tov Tunuatev Tov (Todorovic, 2008).
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Tpovpatiopot 1 PAGPeg otV TEPLOYN TNG ATPAKTOELOOVG EAKOG 001 YOVV GE TPOCOTAYVAOCIOL
N TOEA®GT TOV TPOSOT®V. AAAE akdOuUN Kol 01 AVOP®TOL LE TUTIKES OEEIOTNTES AVOLYVAOPLIOTG
TPOGMTOV Elval EMPPENELG 6€ SAPOPESG YeLdGONGELS avTiAnyMG Tov Tpos®Tov. TToArE
amd avTég cuUPaivovy ATOV TO OTTIKO GUGTNIO GUUTANPOVEL TO, KEVA, Y10 V. dNULOVPYNGEL

éva T peC TPOSOTO 0md TO AYOGTO OMTIKO TEPLEYOUEVO.

H mapeiowiio mpocdnov ovo@épeTor oty TPOOIEOEST TOL OMTIKOV OGS CLGTHUOTOS VO
Bplokel mpdowma oe TVYOiEG 1 AcAPElG ONTIKEG TANpOoPOpies. ZvvNnOn mapadsiypato sivor n
€0DPEOT] TPOCONTMV GTIC TPOCOYELS OVTOKIVITOV kol KTipiwv. To @avopevo avtd sivor
OMOTEAECUO, TOV KUKAOUATOV OVOYVOPIoNG TPOCOTMOV 7oL PpIicKoviol CLVEY®S OE
Aertovpyia Yoo va Bpouvv éva mpocwmo oto mAnbog. H téon tov eykepdiov pog va Bpioket
vOnuo, o€ GUVOLOCUO He Mo EEQPETIKN WKAVOTNTO OVIYVELGNG TPOCOT®Y, UTOPEl Vo
odnynoel og Beapotikég TePITTAOGELS TapedwAiag. 'Eva cdvtovttg, pe pio gikova mov Epotale

pe v Havayio kapévn oto youi, toindnke oto eBay yia 28.000 dordpra (
).

H wovotta tov eyke@dlov vo KataoKeLdlel cVVOECHOVG HETAED TPAYUATOV TTOV GTHV
TPAYUATIKOTNTO OV GLVOLoVTOL HETAED TOLG elval amoapaitntn Yo TNV KOAAITEYVIKN

rapovoikn-kprtiky NEB0d0, mov emtvonce o NTaAl.

®II'OYPA 1| Hoapavoie (Paranocia), Loifodop Ntori, Ador oe kopPa, 1935-1936.
©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Xviloyn
amd to Salvador Dali Museum, Inc., Ayia IIerpovmory , ®Aoprvro, 2015. Me v Gdewa

Tov Salvador Dali Museum, Inc.

Hapavoia— Aaor g kappa, 1935-36

H Ioapavoio amotelel £va evIvmmotlokd Tapadelyo £VOG WEVUIGONTIKOD TEPLYPALLLATOS, TO
omoio cupumAnpovel o gyképaiog. Mia oxknvn payng mov Bopilel kdtt and Agovdpvto Nta

Bivtol va awwpeiton yopo amd pio mpotoun tomobetnuévn oe éva Babpo. H mpotoun eival

aKEQOUAN, aALG epeig avtilapPavopacte va vapyet Eva ke@ait (Pryovpa 1).
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Ot pikpég @ryovpec mov @aivovtor vo otékovtol Téve 1 T amd To Ao Hog yovoikog,
oynuatitovv 1o myodvy, T0 oToU Kol T POT TG ZT0 PAboc, opddeg Epummwv avopmv
oynuatitouv To paTIL Ko TV ypopp Tov poAlov. O eyKEQOAOC HETA GUUTANPOVEL TIG
YPOUUES TTOV AEIMOVV KO TO, TEPTYPALUATO TOL TPOCHOTOL TNG Yuvaikas avtig (

). H avayvopion evég mpoodmov givor pio. Kvupiopyn avIIANTTIKY A&ttovpyia, omoOTe O
eYKEPOAOG CUUTANPAOVEL EDKOAN TO KEPAAL, TAPA TO YEYOVOS OTL TPEMEL VO KOTAOKEVAGEL TO

LEYOAVTEPO HEPOG TMV TANPOPOPLOV.

To mpdcmwTO TG Yuvaikag UTopel va Yivel To e0KOAN OVTIANTTO €0V LUGOKAEIGOVUE T LTI,
v vo BoAdcovpe TIG €LOAKPITEG AKpes TV KpOV oynudatov. Efvar moapdiinio
EVOLAPEPOV OTL LITAPYEL pio SITAY €lkOVa 6T0 TPdowTo. Mepikoi dvOpmmot pmropovv vo dovv
plo yAvkid yovaiko pe kotePoacpévo PAEppa, evd GAlotr PAEmovv o yovaiko pe dyplo
BAéupo kol poynpod youoyero (deite v evotta Awpopovueves wevdoioOnoels yu

TEPIOCOTEPO TOPAOELYLOTO OVTIANTTIKNG OGAPELOG TNV TEYVN TOL NTOATL).

H Iopadvoio amotiet pdpo Tiung otov Agovapvto, Oyt LOVO GTNV OTEWKOVIOT] TNG GKNVNG TNG
péyme, aAAd kot yuoti axkolovbel ™ ovuPovAn tov, va Ppiokovpe aviianmrikd potifo oe

avTiKeipeva xopic vonua: "... Vo GTOUOTAS UEPIKES POPES KOI VO, KOITAS TOVS AEKEOES TV
TOlYWV, N T OTAYTH, N UG QWTIC, ] TO. GOVVEQPQ, 1] TH AGOTH, §§ TOPOUOLO. UEPY], TTO. OTTOL0, AV
10, LETATEIS KOAD, UTOopEl vo. fpelg mpoyuotika Bavudoies 10éeg", €ypape o Agovdpvto ota

oNUEWOUOTAPLE TOVL.

®IT'OYPA 2| Apwotepa: H Havayio twv Iloviiwv (The Madonna of the Birds), 2oi0.00p
Ntori, Akovapéra oe yopti, 1943. ©Salvador Dali. Fundacion Gala-Salvador Dali
(Artist Rights Society), 2015. Xviloyn omé to Salvador Dali Museum, Inc., Ayia
IleTpovmorny , Propvta, 2015. Me v Gécwo Tov Salvador Dali Museum, Inc. Ag&id:

Mavtova Aluna (Alba Madonna), Paganl,

H Havayia twv Ioviimov— Akovapéra o€ yopti, 1943, mep. 1511.

H axovapéra (Dryodpa 2, apiotepd) eivar Paciopévn otov mivaka tov Itarod {oypdeov g
aKung e Avayévvnong, Pagoni (1483-1520) Adura Mavtova, mepimov to 1511 (Oryovpa 2,

de€1d). Zmnv ekdoyn tov NtaAi, Hdvo 0 KOpUOS VTTOINAMVETAL, EVE TO TPOSMOTO GynuatileTot
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amd éva ounvog mtnvav. Ot veupmdVveS GTOV OTTIKO LG PAOLO GLVOEOLV TO. GYNUATO TV
LELOVAOUEVAOV TTTNVAV, Y10, VO GYNLOTICOVV TO YELOGHNTIKO TEPTYPOLLLLL TOV OVOUEVOUEVOL
aAAG elAeimovtog Ke@aAoV, KaOdC Kol To. LOAALY, TO HATLOL, TO OTOMHO Kot To Tyovvt. O

NtoAl KpdTNoE TNV ATOYPMOOT TOV TTNVOV VTOTOVIKY], Y10l VO, VITOVOT|GEL OTAMG TO TPOGMTO.

H o0vdeomn tov kepoiol pe to ocdpo amortel pio peyaddtepn avTiANTTiky Tpocmddeia omd
TNV OAY] GOUTANPOOT) TOV TPOo®TOV. To KeEVO GTOoV KOpUd givorl peydro, Kot 1 EAAEYN TOV
AEMTOUEPEIDV KOl TOV VTOONAMTIKOV YPOUU®DV OTO UTOVGTO TOPOKIVEL TO ONTIKO MO
oLOTNUO VO, ONUOVPYNGEL TNV OVTIANYT €VOC OAOKAN POV VM HEPOVS TOV CAOUNTOG EKEL TOV

EEpovpe 0TL Ba Empene va BpiokeTat.

O NrtoAi daveileton ) ovvletikn ddtaén tov TPOTOTHOL TOL PaYonA. Xtnv ekdoyn Tov
NtoM, o pikpog Xp1otdc, mov avoyvopiletor amd £vo pMTOCTEPAVO, KPOTO TOV AENTO
oToVPO, evd KaBetan oty aykold g [Havayiog. 'Eva dAlo maudi, o Iodvvng o Bantiomg,
Kwvettatl pog v [Hovayia pe éva pikpd movid oto ¥épt. O NtaAl avamoapdyel To GovoaAL, TOV

@opovoe 1 [Tavayia tov Pagan.

®ITI'OYPA 3|H Aiya (La Soif), ZarBadop Ntari, Meravi ko tépmepa o€ yopti, 1965.
©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Xviloyn
ané to Salvador Dali Museum, Inc., Ayia Iletpovmoin , ®Lopivra, 2015. Mg tnv oo

Tov Salvador Dali Museum, Inc.

H Aiya — pehavi ko tépmepa o€ yopti, 1965.

>m Adiyo o Ntoll glte ypnoyomoince v TEYVIKN NG YoAKopoviog (Surhdvoviog éva
KOUUATL YOpTi [E vYpY| TEUTEPE GTO EGMTEPIKO KO GTN GLVEYELD EEPAOVIILOVTAC TO) | TpE
éva Tovi EUTOTICUEVO e PHEAGVL KOl TO THECE OTNV EMPAVELN TOV YOpTIoV. Méca oTIg KNAideg
TOV HEAOVIOU KOl TNG TEUTEPAG OPOUATIOTNKE VO OVOYEVVNOLUKES OLYOUPES UE povya
emoyne, M wa va oepPipel kpaci oy aAAn (Pryovpa 3). Metda {oypdpioe eryovpeg pe
YPOUUES KOl GYNUOTO, Kot GQNoE TN QOvVTOCio HOG VO GOUTANPADGCEL TNV VIIOVOOUVLEVN
TAPOLGI0 OVTIKEIWEVOVY 0T oknvY|. To Tavteldvl g eryovpag eival KATL TEPIGGHTEPO OO
KNAOEG peEAOVIOD Kot €TGL, Ol OVTIMNTTIKEG LG OlEPYOCIE CUUTANPOVOLY TIG EAMITNG

TANPOPOPIES, MOTE VO avaryvopilovE TO GLVOAMKO GO MG POVYO.
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O NrtoaAi onpovpynoe 10 01KO TOV GUGTNLUA TAPOUTHPNONG, TNV TEPIPN LN TAPOVOTKI-KPLTIKY
néBodo, e TV omoile 0 KOAMTEYVIG LTOPOVCE VO TOPATIPNGEL OTOLOONTOTE OVTIKEILEVO KOl
va dnpovpynoet éva daro. Xto Pipiio tov H katdxtnon tov moapoloyov o NTakl meptypapet
OTL 0TOY0G TOL NTAV “DAOTOINOEL TIG EIKOVES TOV GVYKEKPLUEVOD TOPOAOYIGUOD UE THV TLO
wumepioliotiky povio, axpiperas” ( ). ZKOTOC TOV NTAV VO EMTVYEL EIKOVEC TOV OEV

UTOpOoLGAV VO, avaAvBoLV 1} va vToBadicTobV amd TNV AOYIKN.

O NrtoM NTav moAd e€otkelmpévog pe Tig onpelmoelg Tov Agovapvto Nta Biviot oto fifiio
Tov “Ald v Coypaeiav’(Treatise on Painting), 10 omoio mepAaupave mdAl Tig akdAovOeg
GUUPOVAES Yo TV BEAOT KPUUUEV®V EIKOVOV: “KOITALTE OPIoUEVODS TOLYODS LEPMWUEVOVS LUE
016Qp0opovS  AEKEDES... Oa umopéoete vo. Ogite O1OPOPES UOYES KOI QIYOVPES... TOPALEVES
EKPPATELS OE TPOTWTA, KOl KOGTODULA, Kol EVOY ATELPO aplOuo mpoyudtmv” ( ).
H wavémta tov NtoM va avayvopilel d10popetikés eikdveg péca  amd KaBopiopévoug
OYNUOTICUOVS TOL EMETPEYE VA OVTIAAUPBAVETOL TNV TPOYUATIKOTNTA OO (o VEQ OTTIKY|

yovia.

Awpopovpeveg yevdarodoerg oty tévn Tov NToAi

H téyvn tov NtoAl mteptihappdvel cuyva mopadeiypoto SipopodUEVOV YEVOICONGE®Y, OOV
0 EYKEPAAOG epUNVEVEL TNV 10100 EWKOVa e 6V0 apoPaio arokieldpevous tpdmovs. To puoikd
OVTIKEILEVO TAPAUEVEL QUETAPANTO, ®OTOCO Tapdyel 000 (1] TEPIGOOTEPES) OAVTUPATIKEG
avTMYES. AnHovpydvos mpoottég SmAég ewdves, o NtaAl pog gntd va emaveletdoovpe

o€ OgpelMmOT KMUOKO TIG KOTOUOKEVEG LG Y100 TV TPOLYLOTIKOTNTO.

®ITOYPA 4 | TIvvaika-Aioyo (Femme-Cheval), XLolBodép Nrtori, Merawvy, 1933.
©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Xviloyn
ané to Salvador Dali Museum, Inc., Ayia I[letpovmoin , ®Lopivta, 2015. Mg tTnv oo

Tov Salvador Dali Museum, Inc.

T'vvaika-Aioyo— Mghavi, 1933

H I'vvaika-Aloyo tov NtoM mpotpénet tov Bgatn vo Tpocdlopicel av ot V0 GYESUGUEVES

QLyoVPEG AMOTEAOVV UEPOG TNG LLOG N TNG AAANG EWKOVOG KOL VO LOVTEYEL TTOD TEAEUDVEL 1] L1
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eryovpa kot Tov apyilert n dAAn. H avapei&n g yoitng Kot Tov LoAMdv g yovaikog, 1 Tov
MooV TNG Yyuvaikag mov amodidovtal TOGo ayxvd @omov efapavilovtal, TPOKAAODV
avinmtikn acdes (Dryovpa 4). O eyk€eoidg Hog cvumAnpavel emiong muteAeis M
eMumeic mAnpogopieg vy kdBe pio amd T avrinmrikég epunveieg. TloAhég amd Tig
yevoaionoelg mov ocuvNTape €0 ®C SUPOPOVUEVEC TEPIAAUPAVOLY, ETMIONG, CNUOVTIKA
YELOGONTIKA TTEPTYPAUUOTO, CUUTANPOOT)/AVTIANTTIKY) OAOKANP®ON, Kot avtictpopa. Ta

AAPopa YeLdUGONTIKA GTOtYEID OVATOPEYOVTOL KO EVIGYDOLV TO £Va TO GAAO.

Soppwva pe €kBeon tov NtaAl to 1930 oto épyo tov O gamiog yaidopog (L' Ane pourri), “H
O1TAN e1KoVOL, (Eva Topdderyuo. TS omoiag Qo umopodaoe va. eivoi ) EIKOVaA. VOGS 0AOYOD IOV givol
TAVTOYPOVA. KOl 1] EIKOVO, UIOG YOVOIKOG) UTOpPEL Vo emektafel, ovveyilovtag TV Tapavoixn
01001K0010, UE TRV DIOPEN HI0G CAANG EUUOVIKNG LOEAS VO EIVAL OPKETH VIO TNV EUPAVIOH UIOG
IS e1KOVOS [. . . | Kou €101 dLadoyika. ugypic otov [o apifuog twv eikovamv] va mepiopiletal

1OVo amo v éxtaon Tov Lobuod Topoavoikng ikavoTnTag Tov voo ( )”.

®ITOYPA 5 |Néo Aucrtepvrau (Nieuw Amsterdam), Toifadép Ntoari, Mrpodtiivo
YyArté Pappévo pe Aadr kor wpocOeto pérario, 1974 ©Salvador Dali. Fundacion
Gala-Salvador Dali (Artist Rights Society), 2015. Xviloyn ané to Salvador Dali
Museum, Inc., Ayio Iletpovmoin , ®ropvta, 2015. Me ™qv ad€wo tov Salvador Dali

Museum, Inc.

Néo Auctepvropu, — Mapovtlivo yYhorté Bappévo pe Aaor kor tpdcOeto pérario, 1974

O NtoM Coypdoice ansvbeiog mhve o éva avtiypago e dtdonung YGAKvinG TPOTOUNG TOV
Agvkod Aetod tov 190v awwva (1899) tov Apepwavod yAOdmn Toopig Zxkpdifoyked
(1861-1912). Mg tov 1p6mO 0010, 0 NTOM HETATPEMEL TNV TPOTOUY GE M0 TPIGOLACTOTY
oKNVY, OTTG TNV opopotiCetarl n wopavoikn-Kprtikn tov uébodog (Pryodpa 5). Av kot texviKd
avTd UTOPEL VO YOPOKTNPIOTEL MG pia O1popodevn wevoaicOnon, n acheesa petatd twv
AVTOYOVICTIKOV OVTIMYE®VY (GKNVY| £vOVTL TPOoOTOV) givol mo Aent amd 0,1t 6€ GAlQ
épya téyvme. H acdeelo mpoxvmtel kabmg 0 NTaAl ypnoUomolel To YOpOKTNPIGTIKA TOV
TPOGAOTOV TOV YALTTOV Y10 VO OPIGEL U0l GKNVI: TO TEPTYPOLUO TOV HOTIOV TOL AguKov

Agtob oymuartilel ta tpdcwna, N okicon TV uyopatike®v oynpatifetl o yEpia, To TyouVL

23



oynuatitet To TpamédL.

H (oypagikn oxnv) mapovstalel dvo OAhaviong epumdpovg oe Eva Tpaméll. XTo PHETMTO TOV
Agvkob Agtol vrmapyel évag xdptng toiyov mov mePPAAieTon amd pia pmie Kovptiva. Ot
KOKKIVEG KOTTEG TOV EUTOPMOV KAADTTOVV TO LLAYOLAO, EVA TO TAOVGTA KATELN TOVG opilovv
0. epOow. Ot éumopotr kGBoviol 6e po HETOAMKY] Kopékho pviaTovpa, 1 omoio givol
TPOCAPTNUEVT] 6TV TPOoTopn. Ot HOPPES KAVOLV TPOTOGT HE €va UTOVKAAL KOKO- KOAW, 1
mopovcio TG omoiag cuvoValel éva chyypovo GOUPOAO [E TOV KATA T GAAL TAPAOOGLOKO
OTOMGUO TOV YALTTTOV. To mNyobvt Tov apynyod UETOUOPPOVETOL GE EMPAVELD TPATE(OV U

Ta yeiln va yivovtor Kahdadt pe ppovta.

®IT'OYPA 6 | Apwotepa: Iijpas, Epnpeia, Bpepixy Hlkia (O Tpeig Hlikieg), Lalfadop
Ntari, Adadr oe kapupa, 1940 Aera: O1 Tpeig Hikieg, pe v Eonpeio mo vrotovik.
©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. Xviloyn
ané to Salvador Dali Museum, Inc., Ayia Iletpovmoin , ®Lopivta, 2015. Mg tnv doa

Tov Salvador Dali Museum, Inc.

I'jpag, Epnpfeia, Bpepixy Hixio (O1 Tpeig Hlikieg), — AGor o€ kappa, 1940

Ytic Tpeic Hhikieg, T0 VOGS TV “TPOCOT®V” KOl TO EUPEAVE] OVOTYUATO DTOONAMVOLV EVal
aAnBoeavég telyoc amd oyideg péoo amd TOo omoio PAEmovpe HOKPVEG  OKNVEC.
Avtayovi{opevo avti TV epunveio, N TPOKATAANYN TOV OTTIKOV OGS GUGTNHOTOS Yo THV
aviyvevuon TPOCHOTMOV Kol Ol OKUEG TNG LYNMANG avtifeong mov opilovv ta oynuaTe TOV
KEPOM®DV, VTOOEIKVOOVV OTOV €YKEPOAD pag 0Tt PAEmovue mpdowmo e okovPo EOHVTO
(Dryovpa 6, apiotepd). H emdoyr tov Ntadi yio avolytOTEPES OMOYPADCELS KOt TILES OKINONG
Yy to tpio ovtd mwpdowmo. odnyel TV aviiAnym pog vo dMGEL VOMUO OTN GKNVA
OLLOOOTIOIDVTOG TIG TTEPLOYEG QVTEG MG OVTOTNTEG TPOCAOTOV, EEYMPIOTEG AMO TO GKOTAAL TOV
nepBailoviog “eovtov”. Tomg Opumg o Ntail vo unv méTuxe TOCO UEYOAN OVTIANTTIKY
acdoeta, 660 emodioke. [a to IMpoag ko v EenPeia, ta tpdcwna kupropyobv 6Tov aydva.
™G AoAPELNG, €V HEPEL AOY® TNG EMAOYNG TOV Yo 0XEOOV KOPECUEVES (CLUTTAYNG), OKOVPES
ATOYPDOGELS PE AKPES LYNANG avTiBeong Yo TIC AETTOUEPEIEG TOV TPOCAOTOV, YEYOVOS TOL
ONUovpyel 6ToV €YKEPOAD LG L0 IGYXLPT TPOTIUNGN Yo TNV EpuNVeia Tov Tpocmmov. Eivat

EVKOAOTEPO Vo dovpe ta Tpocona Tov [Mpatog kot g EenPeiog (apiotepd kot otn péon)
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amo TIG KOUAPES Kot TIG okNvES 6T0 BaBoc. AvtiBeta, 1 Bpepwkn nAwia (0e&1d) avaperyvbeton
TO SLOKPITIKE e TNV avTIOETN KOV TOV YOPAd®V OV UITOAMDVOLY STV, LE ATOTEAEGLLOL

VoL VILAPYEL LEYOAAVTEPT] AGAPELCL.

H dpapatikn vroBdduion tov popeov kot tov Adewv oty EenPeio onuiovpyel por axoun
woyLpOTEPN aodeelr peTald HOpPENG Kol GOVTOL, OTOL O VOUG HOG UTOopel TAEOV va
avtineBel éva avorypa otov toiyo pe PeEYaAHTEPT EVKOAia amd 0,1t 6T Un vrofaduouévn

ewova (dryovpa 6, de€idr).

®IT'OYPA 7 | Zrovon 1w 1ig Tpeig Hiikies (The Three Ages), Laipaoop Ntari, Morofr
og yopti, 1940.OSalvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society),
2015. Xviroyn am6 to Salvador Dali Museum, Inc., Ayia Ilerpodmorn , ®roprvra, 2015.

Mg v aocwa Tov Salvador Dali Museum, Inc.

Yrovon Yo 1§ Tpeis Hiikies —MoloP o€ yopti, 1940

Kabdg o NtaAl mpoetopaldtav yia tig Tpeig HAkieg, oxediale gryovpes kot melpopatictnke
pe v okiaon, 1o péyebog kot pe dAlo ototryeio wov Bo ATOTEAOVLGAV TNV TEMKN €KOVA
(Dryovpa 7). BAémovtag péca omd tor PATIO TNG TOPUVOTKNG-KPITIKNG OTTIKNG TOL Yo TOV

KOopo Eyate yio otoryeio Tov Ba TPOKAAOHGAV KAADTEPA TNV AVTIANTTIKY AGAPEL.

®ITOYPA 8 |Aprotepa: Xmovon Y v Ewxova mov elapavilerar (Disappearing Image),
Yarpaoop Ntoii, KéapPoovo oe yoapti, 1939. Kévrpo:Xmovon yw tv Eiwxdva mov
elapavietar:onevpopévo mpéommo. Aglrd: Xmovdn tpomomowpévy. ©Salvador Dali.
Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. XvAloyn ané to Salvador
Dali Museum, Inc., Ayia Ilerpodmoin , ®ropvta, 2015. Me Tnv adcwa Tov Salvador Dali

Museum, Inc.

Yrovon yw v Eixéva wov elapavidetar — Kappovvo o€ yapti, 1939

H mpokatapktikn perétn tov Nto yw tig Tpeig Emoyég depevvd v avdmtuén pog
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dupopovpevns wevdaiocnong. Amo ) pia mievpd, pmopovpe e0Kolo va doOpe PECH Omd TIC
ayideg, mépa oamd TG ELYoLPES, OTNV OVAN Tov dnuovpysiton mEPA amd avTés. AAAG
UTOPOVUE TOVTOYPOVO VO, EVTOTIGOVUE OVTIKEIPHEVO TOv polalovv pe pdrtio, oTOpoTe Kot
KEPAMO, TO OO0 AITOTEAOVV 1GYXVPO EVAVGLO Y10, TOVG VELPMVES OVIXVELGNG TMV TPOCSHTWV
(Dryovpa. 8, aprotepd). H olOyyvon evioyder v kovOTnTa TOL EYKEPAAOL HOG VO

KOTOVONGEL TL TPAYLLOTIKA PAETOV|LE.

Ev®d avt) n pekétn €xel o yevikn] opotdtnTo e TV TEAIKN EA00YpaQia, To GUYKEKPIUEVA
TPOCOTO EIVOL SLOPOPETIKA. XTNV EAAOYPOPio, VITAPYEL Lol aAANYOPIKT EEEMEN TV TPLDV
oTadimv Tov avOpdmov: Todikn nAkia, eenPeia, kot ynpog (amd de&1d TPog Ta aploTeEPd). e
LTV TNV TPOYEVESTEPT WEAETY), TO GLYKEKPYEVE TPOS®MO eitvar Aydtepo akpiPn, Kot n
oelpd TV MUKV givol aveotpappévn. ‘Eva anpocsdidpioto mpdommo gpgaviletor ota
aplotepd, mbovov éva maidi Kovtd otnv epnPeia kot Evag peyalutepog o nhkio £pnpog mov
eépel povotdkt Ppioketar oto kévipo. To mpdowmo ota de€id eivor évag okeAETOS, TOL

mBavov cupPoriletl to Bavato, To omoio o NToll eyKatédenye 6TOV TEMKO KOUPA.

Edv piocoxieicovpe to pdtio 1 omopoakpuvloOue  amd TNV €IKOVO Ol AETTOUEPEIEG TTOL
opifouv ta avrikeipeva kot ToVg avOp®TOLS PEcH GTIG ayides BoAmVouy, emTpEmOvTag oVt

QVTOV GTNV EPUNVELD TOL TPOCHTOV VO KLPLAPYNCEL GTNV OVTIANYN LOG.

O NtoAl TEPAPATIOTNKE TOAD TPOGEKTIKA LE TOV CYESIOGUO TV GYNUATOV, TOV GKIAGE®V,
TIG AEMTOUEPELES TOV AKP®V, KOL TNV TOTOOETNOM Y10 VO 6TNGEL TIG OAEG ekOveG. MmopovjLe
vo doOUE TS oVTA T oTOKElD AmOKTOVV onuocion Heyefhvovtog TV KEVIPIKN EIKOVA Yo VOl
eCahetyovpe v mapovcia tov toiyov. To amotéiespa eivar éva mo kabopd mTpoOcOTO

(Dryovpa 8, kKEVTpO).

Avtifeta, M amodLVAU®ON TNG £VINOoNG TOV YOPOKTINPICTIKOV GTO HECHI0 TPOCSHOTO
vroPabuilel Tig evoeilelg Yo TNV aViyveLOT TPOGMTOL KO PG ETTPENEL VO, AvTIANPOoLpE

gukoAOTEPO TNV ayida wg ooun (Ewdva 8, oekid).

OII'OYPA 9|Apwotepa: Arhayég ota Meydia Apierovpyquata, Péumpovr (The Great
Masterpieces, Rembrandf), ToiPodop Ntari, MOoypagio, 1974. ©Salvador Dali.
Fundacion Gala-Salvador Dali (Artist Rights Society), 2015. XvAiloyn ané to Salvador
Dali Museum, Inc., Ayia [Ietpovmory , DAépivra, 2015. Me v Gocwa Tov Salvador Dali
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Museum, Inc. Ag&ra: To ntpoTéTUVTO TOV Pépmpavt: Ntoki €id€ évav okoTeve d1adpopo
VO OTOROKPOVETOL TPOG ML YOVOIKE GE £VE QOTIGUEVO OMPATIO pnéca amd o avoryTi

nopra.

Alhayég oto Meydla Apietovpyquata, Péurnpavt — ABoypagia, 1974.

O NrtoAi amétioe @OPO TIUNG OTOLG TOAOVS dAGKAAOVG, O o Pagand, o Péumpavt, o
Evykp, o Bepuéep ka1 o Beldoked, péoa amd v mopavoikn-Kpitiky] Tov Gmoyn yio Tov
KOopo. Xt AAayés aro. Meyaia Apiotovpynuoto. tov Péumpavt (1974), o NtaAi €ide pa
avoy T TOPTO Kol £VAV GKOTEWVO O1AOPOUO VO ATTOUAKPVVETOL OO TIV VTOTPOGMOTOYPUPia
tov Péumpoavt @av Pawv (1606-1669) kou €otnoe pio SmA] €1KOVO, YPNCUOTOIDOVTOG
avtiféoelg kol oynuata (dryodpa 9). o va dMOVPYNGEL AVTIANTITIKY AGAPELD, LEIWTE TN
ovvoAlkn] a&ila TG €KOvog Tov Péumpavt kot €ptiae po mOAD MO GKOTELVH €KO0YN TOV
ToPTPAiTOL. AVTO TOV EMETPEYE VO LETATPEYEL TO KATA TO AALQ EMITESO POVTO GE £vav TOlYO
OV OOUAKPOVETOL KOl GUVAVTH TO TATOUO 6TO onpeio wov Ba nTav o ¥épt Tov Péumpavr.
AvTég o1 evOEigeEl TPOOTTIKNG ONOVPYOVV TNV OvVTIANYN OTL O SIAOPOLOG OTTOLOKPVVETAL
010 PdBoc. To pmTEWVOTEPO AVOTYLLO VTTOINAMDVEL EVOL POTICUEVO OMUATIO TEPQ OO TOV TOTXO.
Mo avoyyty mopta Ko o1 okANPEG AKkpeg £vOG TAOIGIOV TOPTAG OAOKANPMOVOLY OVTH TNV

epunveia.

H acdpelo éykertonr otov tpdémo pe tov omoio M avtiAnyn pog evairdooetor petald tov
TPoc®TOL Tov Péumpavt Kot g oknvig tov dadpopov. Onwg cupPaivel cuyva oe avtol
oV €idovg TIC Yevdacnoelg, n eotioon ot KOVTIVEG Aemtopépeteg fondd v avtidnym
pog €kovog (yvvoika oto d®pdtio 6to TEA0G TOL SdPOUOD), EVA OV KAVOLUE Eva Prina
OO Yol vo, OOVUE TO GUVOAOD, OMTOKAAVTTETOL TO UEYAADTEPO TOPTPETO. To va pucokieicovpe
To pdtie Bonba emiong otV avtiAnymn Tov TopPTPAiTOL MG Kupiapyn oknvn, BoAdvovtog Tig

GKpEG KO TOL OPLOL TOV AETTOUEPELDV TNG TOPTOG KOl TOV SLAdPOLLOV.

®II'OYPA 10| Apwotepd: MeTapopemon Tov £E@QPUVAALOV TOV TTEPLOOIKOV Antiques pe
mv gueavien npocdnov, Xoifaddp Ntori, Tépumepa o eE@QPULAAO TEPLOOIKOV,
1974.©Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights Society), 2015.
Yvirloyn amé to Salvador Dali Museum, Inc., Ayio Iletpodmorn , ®Aéprvra, 2015. Me
™V ado€wo Tov Salvador Dali Museum, Inc. Ag&ld: Apyiko eEm@uiro Antiques 1974 o,

cUYKpLo.
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MeTopdpemon tov £E@PVALOV TOV TEPLOOIKOV Antiques PE TNV ERPAVICT] TPOCAOTOV —

Téumepo og EOPLVALO TEPLOOIKOV, 1974

O Nrtai giye éva dpapa Vg TPOSOTOV GTO aPYIKO EEMPLALO TOV TTEPLOdIKOV Antiques. ATd
Todt ToV elye yonTeLOEL TO KOUOVPAAL Ko 1 pipmon ot eVon (PA. emiong O1 tpeig kopvpég
(Tres Picos) yio v dwoitepn epunveia tov NToAM GYETIKA [E TO KOUOLVPAAL 6TO QUGIKO
KOGH0). AT M yontela enNPEOcE TIG OPATES KO TOPAVOIKEG EIKOVEG OV LILAPYOVY GTOVG

TVOKEG TOVL.

> peETOUOpe®on Tov eE@EVAALOL TOL TEPLOdOWoH Antiques, o NtoAl Oonpiovpyst pia
dupopovpeVN Yevdaichnon OTov T0 ONTIKO LG CUGTIUO TOAEVEL AVAUESH OTIG EVOALUKTIKES
Kot aoOUPOTEG OVTIAMYELS €VOC TPOCHOTOV Kol UG OKNVING UEGO OTO EUTOPIKO KEVTIPO
Crystal Palace. Kortalovtag tnv €1KOVO TPOGEKTIKA, UTOPOVUE VO EGTIAGOVUE GTA EVKOAO
avayvopioo KAadld Kot To pOALA Tov d€vipov. 'H pumopodpe va KottdEovpe Tig YPoppég Kot
™ okiaomn TG YLAAvNG 0poeNg Kol v avayvopicovpe pia aAnfogavr toE®t doun mov

yévetar oto Bdbog (DOryovpa 10).

Ouwg, 0tav eot1dlovpe TNV €IKOVA GTO GUVOAD TG, 1WiWg 0Tav Kdvovue éva Pripa Ticw, ot
EVTOVOL OVTLPATIKEG OKUES TOV GKOVPOV OEVIPOV GE GYECT) LLE TO AVOLYTO POVTO LOG TALPEXOVY
emopkelg evoei&elg yuo va avakoaivyoovpe éva tpoécmro. H oxioon kot ot aAlayéc Tov TOVoL
HEGO GTO POVTO SAUOPPDOVOLY TNV OVTIANYN LG Yo TV KOUTVAOTITO TOV TPOCMITOL KOl TO
nwpoe&Eyovta epHOoLa, T VTN Kot T XEIAN. Akoun, Opms, Kot Eival TPOPAVES TO TPOGMOTO, M
OKNVN €VOG OEVTIPOL GE £VOL EUTOPIKO KEVTPO JEV YOVETOL KOL TO HVOAO LOG EVOAAAGGETAL GTO

Vo epUNVEVEL TO TPOCMOTO KOL TV GKNVN.
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4. LXOAIAXMOX

4.1 XyoMoopnOS TNG HETOPPUCTIKIG EVTOAIG

Apyikd, Aoutdv, Yo vo LTopEGEL TO KEIEVO va. petappaotel ypetdletat va tebetl pio
LETOQPOCTIKN EVTOAN, Vo TeOEl 0 oKomo¢ Y100 TOV 0mo10 YiveTon 1 HETAPpacn owtov. Ommg
avapépetl ko 1 Oswpio tov Lxomwod, 1| Pacikn apyn mov Kabopilel kKGbe HeTAPPACTIKN
dradkacio lvatl 0 6TOYOG TNG GLVOAMKNG peTaepacTikng dpdong (Nord, 1997). Zvvnbwg,
Aouov, 0 TeEAITNG B0 dMOEL GTOV PHETOPPACTY| TIC KOTAAANAES LETOPPACTIKEG 001Yieg OV Oal
0pioovV AETTOUEPMG TO E100C TNG LETAPPAONS TTOV YpetdleTal va yivel. O HETAPPACTNG
umopetl amd ekel Kot TEPQ vaL AELOTOMGEL AVTEG TIC TANPOPOPIES KOl VO AELITOVPYNGEL OTMOG

Bewpel 0VTOG COOTO, MOTE VAL ONUOVPYNOEL PO GOOTN KOl GUVETT LETAPPOOT).

2TV CUYKEKPIUEVN TTEPIMTWOOT, POV 1 LETAPPOOT OTOTEAEL Lio ATOUIKT epyaciol, 1
LETAPPACTIKN EVTOAN 80OnKe amd Tov id10 Tov petappaoctt. To petdppacia, Aomov, £xel
TANPOPOPLOKS KOt EVIUEPOTIKO 6KOTO. Mmopel va 0moTEAESEL XPNGIUN TNYT TANPOPOPLDOV
Y10 EMGTAUOVEG, YIOTPOVS, YVYOAOYOLS, OALA Kol KOAATEYVES KOl AATPELS TNG TEXVNG KOL TNG
totopiog te. AmevBivetar g £va vpbd KOO, TO 0010 EVOLAPEPETAL Yio OEUATO CYETIKA LE
NV Yuyoroyia kot TV Téxvn, oAAE TapdAAnia stvor amapaitnto va Stofétel Kot Kamoteg
Baoikég yvooelg mavo og avtd o Bépata. o mapdaderypa va yvopilet Tovg factkodg
Loypapovg mov avapépovTat, To Kivnia Tov covpeacpov KTA. [Tapdia avtd, pali pe v
HETAPPOoN TapaTiBevTal Kot GNUEIDGELS TOL LETAPPOOTY, AAAL Kol Eva YA®GSAPL Yo

KOADTEPT] KATOVONGT TOV OPOV TOL LETAPPAGLLOTOG,

H paxpootpatnyikn mov akolovonke yio v petdepacm ntav vo dtatnpnoet to
HETAPPOGLOL OGO TTO KOVTA YIVETOL 6TO TPWTOTLTO. XPELAleTOL VOl YIVOLV KATTO1ES
AmoPOiTNTES OAAOYEC, Y10 VO, LTOPEGEL TO KEILEVO VAL £XEL GLVOYT KO GUVEKTIKOTNTO GTO
EAMMVIKA, 0ALG TapdAANAa eivar amapaitnto vo Leivel TIGTO 6TO VYOG TOL TPMTOTVITOV,
YPNOLOTOIOVTAG dNANSN TNV AVTIGTOLYN E101KT OPOAOYIN TOV TPMOTOTVTOL Kol S1OTHPDVTOG

70 1010 GoPapd Kot emionuo VoG,

H pikpootaptnywkn éxet 6100 va AVGEL TaL EW0IKOTEP LETAPPACTIKA TPOPANLOTO TOV
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dNUoLPYRONKOV KOTA TN LETOPPACTIKT SL0OIKAGI0 O EMIMEDO TPOTACEWV Kol AEEEMV, TA

omoia Ba avalvBovv Aemtopepmdg otnv cuvéyela (Nord, 2005).

4.2 AvaAvo1) ToV KEREVOV-TTN Y]

2NV GLUVEXELN TOV OYOAMAGHOD ypetaletor va avapepBodue oto keipevo-tnyn. [a va
umopécet va yivel n petdepoon eival avaykoaio Tpmto vo avalvdel extevac, eEacpaiilovtog
ot et yivel TApo¢ Kot opBd katavontd omd Tov HETAPPASTH. Me autdV ToV TpOTO
napéxetal n Pdon ndve oty onmoia 0 HETAPPASTIS O Acttovpynoet Kot o Tapet Tig

KOTAAANAES amoPaoelg yio TV peTo@paotikn dtadikacio (Nord, 2005).

Eivat yeyovog 611 0 tpomog e tov omoio Aapfavetl kabévag éva keipevo ivol VTOKEIUEVIKOC.
O ovyypaéag Tov KEWEVOL £YEL GALO GKOTO Kol O TOPUANTTNG UTOPEL VAL TO OVTIAAUPAVETOL
drapopetikd. O petappactg avtifeta cuviotatal va et pia kpitiky 6TaoN , OGOV
yperdleton va yvmpilel TNV KOLATOOPO TOL KEWEVOL-TTN YT, TV omoia Oa kKANnOel va petapépet

010 Keipevo-otdyog (Nord, 2005).

Yopeova pe v Katharina Reiss ta keipeva avdioya pe tnv Oepatikn Kot 10 6KOTo T0UG
yopiloviar 6e TANPOPOPLUKE, AOYOTEXVIKA, AEITOVPYIKA KOl OTTIKO-0KOVGTIKA. BAETOVTAG TO
Kelpevo g epyaciog avtig pmopode EeKAbapa vo avayvmpiGOVLE TOV TANPOPOPLOKO TOV
xapoxktpa. ‘Exel 6100 va mopouctdcel Kot v LETAODGEL TANPOPOPIES KoL YEYOVATO, EVA 1
YADOGO TTOL YPNCUYLOTOLEITAL Y10l TN HETASOOT) TV TANPOPOPLOV EIVOL AOYIKN 1) AVOQOPIKY,
kaBmg 10 TEPEXOEVO, TO BN eivan 1 KOpa eotioom Tng emkowvaviog (Reiss, 1977/1989).
Toavtoypova, Opme, Bo propovcape vo TOOUE OTL AVIKEL KAl GTNV KATNYOPi TV
OTTIKO-0KOVGTIKAV KEWEVMV KOOMG mapdAinia e To kelpevo Tapovstalovtal Kot ot

EIKOVES, TO £pYl TEYVNG OTO OTO10L YIVETOL AVALPOPEA KOTO TN SLAPKELD TOV.

Méow avtg ™G LEAETNC TOL TAPOVGLALETAL, TPOGPEPOVTAL GTOV AVAYVAGTH OTMG
avaeépOnke, TAN00g TANPOPOPIOV amd O1dpopovg Topeic. Puyoroyia, 10TpIKN, KAAMTEYVIKO
topéa, Loypaeikn, YALTTIKY, 1oTopia TG téxvNs. Evolapépovoeg mAnpogopieg Tig onoieg
oLvOLALEL Kot e TIC TAPAAANAESG EIKOVEG, EXOVTOG £TGL Uio, OMOKAP®UEVT] OTTIKY KO

Katovonon yio avtd to onoio dtoPdlet.
IInyn Tov kewévou avtod Ntav 1 wotocerida Frontiers in Human Neuroscience, 1 omoio
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nepthappdvet dpBpa oxeTiKd e (NTHLOTE TOL £XOVV VO KAVOLV LE TOV VPO, TNV 10TPIKN
KoL TV EMotun. ®o uropovcaple va movpe 0Tt ivat pio amdivto agldmotn mnyn, kabmg
etvan pio emionun 10toceMOn e TOAAES TOPOTOUTESG KoL pia omd TIG LEYOAVTEPES OTNV
éxdoon apbpwv. To cuykekpévo apbpo Ypapnke amd Eva GHVOLO EMGTNUOVOV, EIOTKOV

v 6ToV KAOE TOUEN TTOV TPOAVAPEPONKE.

Av avoAvcovpe TEPIocOTEPO TO KeIpeVvo-tny” Ba dovpe OTL apyIKa KAVEL pia 100y GTO
coVPEAMOTIKO Kivnpa kot otov {oypapo XaiPadop Ntord, ta épya Tov omoiov ivor ko TO
KEVTIPO TOL EVOLUPEPOVTOG aToV. Kavel Adyo yia tnv ékbeom otnv omoio TopovclacTnKay T
GLYKEKPLULEVO WYELOUIGONTIKA EPYaL TEXVNG. AVOQEPETOL, GTOV TPOTO KOl GTO OPYOVO LE TO
01010 0 £YKEPAAGG OGS OVOADEL TIG EIKOVES KOl GE OPLOUEVOVG VOLLOLG TG WYLYOAOYIaG, TOV
pag BonBovv vo avaADcovLE TIG YELOMGONCELS. TNV GLVEXELD, TOPOLGLALOVTAL TO Py
éxvne. Kdmowa etvan 61kig Tov €pmvevong, eve KAmotla AL eivorl umvevouéva. amd GAA
épya, avtiotoya peydiwv kaditeyvov. Exel tpoonadncet va ta “aviypbyet”, divovtag

TOVG OLMG EVOV YELOGONTIKO YOPOKTPOL.

Otav, Aoutodv, to Keipevo-mnyn €xel pehetnBel cooTA Kot avaAvTIKA, Yvopilovpe Tovg
OLYYPOPELS, TO OTOYO Kol TN AELTOVPYia TOV, TOTE LOVO UTOPOVLLE VO, TPOXWPT|GOVLE KOl TNV
Jtdtkacio TNG LETAPPUCTC KoL TIG LETAPOPAS OAMY OVTMV TOV CTOLXEIMV KOl TV

TANPOPOPLOV GT YADGGO-GTOYO.

4.3 ATo0A0YNON TOV AVGEOV NETAUPPUACTIKAOV TPOPLANUATOV

Eivor mpoavég 6t katd ) dtdpKela TG dtodkosiog e LETAPpaong dnovpynonkoy
dtbipopa PLETAPPACTIKE TPOPANLATA GE TOALA entineda oTa omoia dOOMKAV AVGELS, Yo va.
LTTOPECEL TO PETAPPACLL VO £XEL 0L KOVOVIKT pOT) GOV £VaL apy®dG EAANVIKO keipevo. H
dwdwasio Tov B akohovOnOel Yo TV aUTIOAOYNON TOV ADGEMV TOV UETOPPUCTIKAOV
mpoPAnudtov yivetal pe faon to poviého g Mona Baker. ‘Etot, Oa oyoAactovv ta
npoPAnuata o eninedo AEEeV, TAV® amd 10 £minedo TV AEEewV, GE YPAUUATIKO EMITEDO
KOl G€ KEWEVIKO EMIMEDO OvALOYA e TO OO Kot TNV OOUT TV TANPOQOPLOV, OAAY KO GE

oX£0M UE TNV GLVOYN TOL YEVIKOTEPOL KeEvoy (Baker,2011).

Ag oobpe, Aomdv, apyIKa TO KEIPEVO 6€ OAN TNV EKTACT] TOL Kol T TPOPANLOTA TOL VITPEAY

oe AeEoy1ko enimedo.
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To ovopato OA®V TOV KOAMTEYVOV HLETAYPAPTNKAY GTA EAANVIKA, 010TL £TG1 givat
dradedopéva ota EAAMNVIKE keipeva kot Bo EEvile edv Tapépevay oe OO TO KEIEVO oTal
ayyaMKd (Nzadi, Paponl kth.). H AéEn border avti yio cOVOpO LETOPPACTNKE MG
owaywpiotiky ypouus. To prints LETAPPAOTNKE OC YOPOKTIKA, APOV EAV TAPUTNPNGOVLE TIC
EIKOVEG TOV TPOTOTLTOV KEWEVOL Y10l TOL £PYQL TOL EKTEOMKAY B dovpe OTL Tay HVTMG
oyé01a Kot oOUPoA 6€ YopTi Yio TV mapayoyn aviitdnov. ' avtd kot dev
xpnoomomOnkav ot AéEel yrpafodpa N extomwaers. To pHpa review NTov KOAOTEPO VoL
petappootel og eéetalmw Kot Oyl alloloyw, TOV €ivol 1] KUPLOAEKTIKT] TOL GNUacio. Av Kol
onpacio Tov pypotog are noted givon onueiwvovral, Elval KOAITEPO VoL TO LETAPPACOVUE OC

opitovroua. OVte T0 pYjHa arotelovy Ba taiplale o€ ALV TV TEPITTOON.

H Aé&n brain av kot dwaitepa amAr otn onuacio, 0o peta@pacTtel o¢ eyrxépalos kat oyt
HVAAO, EPOGOV KO TO KEIEVO Elvorl EMGTNUOVIKO Ko O100€TEL YevikOTEpa £101KN opoioyia. H
AEEN feat Ba yivel mpoomaleies kon O katopOmuoto M emrevyuaroa. H MEEN trauma avoroyo
pe ta cvpepaldpeva onuoaivet gite Tpadpo (YuxtKo/ Yoyoloykd) eite TpPaVUATICUOG. ZTNV

OLYKEKPIUEVN TTEPIMTOON TpavuaTIoNol €IvOL AVTO TOL EVVOEITOL GTO KEIUEVO.

Kémown mapadetyporo AEEewv Tov NTav OVGKOAN 1 ATOO0GT| TOLG GTO EAANVIKA Elval: TO
pnua enable, TOV PLETOPPACTNKE MG ETITPEWEL, TO. pUaTo showcased xou displayed mov
LETAPPACTNKAY KO TO VO WG Tapovaioce Kol Tapovaotdotnkay avtiototyo. To enifeto
superimposed Tov £Ywve vrepTediuévo, T0 PO Squinting oL GTA EAANVIKE OEV LITAPYEL
aKpPne pHetdepaon ondte anoddbnke w¢ uicorxicicovue (ta udtia). To oLo1UCTIKO cue
KUPLOAEKTIKG LETAPPALETAL G O 1] GUVON O XTNV GUYKEKPUYEVT] TEPITTMON YPELACTNKE

vo oAAGEOLLLE TNV oNUHaGio Kot LETAPPAGTNKE OC DPOG.

TéNog, elvat onUAVTIKO VO avaEPOLLLE OTL VPOV Ko KATOlEG AEEELS O1 OTTOlEC OEV
HeTaEPAoTNKAY, OAAL TOPEUELVOY GTO OYYAIKA, O10TL £T61 efvatl edpatmUEVES, EVO E0V
petappaloviav ota EAANViKd oev Ba yivovtay kotavontd 1 dev B pmopovoe Kamolog
AVOYVOGTNG VO GUVEYICEL LETETELTA TNV £PEVVE TOV, OVOLNTAOVTOGS Y10 TAPAOELY L0 GTO
S1adiKTLO TOV GPOVE AVTOVG 6T EAANVIKA. AVLTEG 01 AéEeg NTav to Ringling Museum wov
nopépeve povoeio Ringling, Kanizsa triangle dnkodn to tpiywvo Kanizsa, Gestalt laws, o1
vouor Gestalt, Antiques Magazine, wepiooiko Antiques. ZTo ayyAMKA TOPEUEVOV ETIOTG KoL TOL

OVOLLOTO TOV GLYYPAPEDY TOL TPOTOTVLITOV.
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Yvveyilovtag Tdpa TNV avAALGT GE EMIMESO TPOTAGE®V, LTOPOVUE VO, OOVLE T TOPUKAT®

napodeiypata.

H npdtaon Our visual system is ingrained with the ability dev eivon SOKIHO Vo LETAPPACTEL
¢ To ortiko pag adoTnua e1vor E0porwUEVO/ PILwUEVO UE TNV IKOVOTHTA, OAAA TO OTTAd o
yiver To omnixo pog abotnue orobéter v ikovotnta. H epaom downcast eyes etvat kaddtepo
Vo LETOQPACTEL OC Katefoouévo Préuua kan O udtio. H epdon within a given configuration
LETOPPACTNKE WG UETO OO KAOOPIoUEVODS TYUOATIONUODS, DLOTL AV YIVOTAY KOTA AEEN ™G
Héoa amo dedouéves oauoppaaels 6ev Ba vnpye vonua. [apouota ko n gpdon stretches
our mind § ability dev o peta@pacTel Katd AEEN ™G Tevimvel, AALEL MG EVIGYDEL THY IKOVOTHTO.
700 gyKepatov uas. H epaon fine details B0 itav 0EOUOPO VO LETOPPOCTEL O AETTES
Aemrouépeieg, ondte PETAPPACTNKE LOVO OG AemTouépeieg. Av ko Bo pmopovce va €xel
YPNOUOTOMOEL Ko 1| ppAoN Aemtd onueio ite Aemtd, yapoxtnpiotika, TPOTIUNONKE amAd 1

AEEN Aemrouépeteg.

‘Eva amd ta mo duokora onueio nTav 1 LETAPpOcN TG epaong challenge the perception.
Edv petappalape to pnua challenge katd AEEN, OnAad mpokalel v avtilnyy, dev Oa
VI PYE VoMU 6T EAMANVIKG. 'EToL, LeTaQploTtnKE ©OC Vo Topakivioer ThY ovTiinyn yio vo,

£xeL por| To KelEVO Kol va givor o Kotavonto.

Kot og eninedo npotdoemv vanpyoy kdmolo onUeiol 6TO KEILEVO TOV TOPEUELVAY
apetdopaocta. Eva mapddstypo eivar ot mapamopunés mov yivovrot og keipeva kot Biia Kotd
™ S1dpKel GAOV TOV KEWEVOL Kol £XOVV YIVEL OO TOLG GLYYPAPELS TOV TPWTOTOHTTOV. AVTEG
ot TapomopméG oev Oa glyav Adyo va elvar peTappacuéves kabmg avapépovtal 6
Eevoyhwaoon Biproypapio. Eriong otig Aelavteg TV elKOVOV OgV YPEOTNKE VO
petappactovv onueio 6nwg to Salvador Dali. Fundacion Gala-Salvador Dali (Artist Rights
Society).

I'evikotepa, Ommg £xel avapepHel Ko mapamdve To KEIPUEVO-GTOYOG XPELETAL VO TapapEiveL
000 TEPIGGOTEPO TIGTO YiveTaL GE GYE0M UE TO TPOTOTLTO. ETOL, 0md Ypoppatiknig dmoyng
OTN LEYOADTEPT £KTAIOT] TOV GTO UETAPPUGHO Ot priOnke 0 1d10G ¥pOVOG GTa. pYUaATO,
Kuplog TapelBovtikdg Kabmg avapepopacte o€ pia €kbeon mov &ywve oto mapelbov. Mia
aAAayn Bo UTOpOVGOLE VO TOVUE £YIVE OTIG TPOTAGELS LLE TO PNULA Feview OTOV

LETOQPACTNKE GE LEALOVTO GTOL EAANVIKA OVTL Y10 EVESTAOTA, O eCeTATOVUE.
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OVrte e TO OVOAOTIKG KoL TIG KANGELS TOVS £YvaY SNUOVTIKEG dAAAYEG oTa EAANVIKE. Eval
TPOPANLa TOV avTipeToRioTNKE NTav pe TNV AEEN illusory. H AéEN avtn emovolappdveton
k00’ 0An TV éktacn Tov keévov. ‘Etot, ftav 1dtaitepo onUavTiki 1 LETAPpao TG, OAAL
Kot 101aiTepa SVGKOAN, S10TL Uopel vo vTaPEOLY TOAAEG amoddGElS TS (WELOAITONTIKOC,
YELOALGIOKOC, YELOAITONGLOKOG), OLMG 1) TO CMGTH YPOLUUATIKE 0TOd00T) COLPOVO [LE TO

Ae&kd ¢ véag eAAnvikng Tov [ Mroapumvidm etvan wevdarobnrikos (Mropmvidtng, 2002).

2NV PEYaAVTEPT £KTOCT TOV KEWEVOL 1] GUVTOEN TapEUEVE 1 1010 MiKpEg aAlayEg £xovv

yiver kot €00.

Y& ToAAG onpeio 6To HETAPPOCHO TopaAEiTETOL TO Ovopa Tov NtoAd, eite avtikodiotataol
and ) AEEN Loypdpog, elte amd avtwvopies. Xe moAAd onueia yiveTon kol Tapdienym
KATO1®mV AEEEMV Y100 VO UMV VIAPYEL GUVEXOUEVT ETOVAANYT TOL Ba Kovpdoetl TovV

aVayVOGTI).

AALEC GUVTAKTIKEG AAAAYEG TTOV £YIVOV, TTOV 1 OVTIKATAGTOGT] TNG TAOAMS (-) TOV aryyAlkov
KEWWEVOL HE KOUU (,)0TO LETAPPUGLLOL, EPOGOV OEV YIVETOL GUYVE 1] YPTOT TNG OTOV EAANVIKO
ypamtd Adyo. Téhog, o€ TOAAG onuela £ytve TPOGONKN GLVIECSUW®V, Y10 VO VITAPYEL KOADTEPN
pomn Tov A0Yov ota EAANVIKA. [la mapddetypa, n TpodTacT) we may see something that is not
there in reality, fail to see something that is, or more generally see something different from
what is there NETOPPAGTNKE L€ CUVOECUOVS OC UTOPEL EITE VO PAETOVUE KOTI TOV OEV DITAPYEL
OTNY TPOYUOTIKOTHTO, EITE VO UV PAETODUE KATI TOD DIOPYEL i YEVIKOTEPQ, VA, PAETOVUE KATI

O10POPETIKO OTTO OVTO TOV DITGPYEL

Y& KEWEVIKO EMIMEd0 OGOV apopd To O KoL TNV SOUN TOV TANPOPOPLDV, OALL KoL TNV

YEVIKOTEPT] GLVOYT TOL KEWEVOV Efval onavTiKO va avapepfolie ota mapakdto onueia.

To petdppoacpa xpeldleTot vo datnpnoeel 060 TO OLVATOV TEPICCOTEPO Kol TNV EEMTEPIKN
Hop@Y| TOL TPM®TOTHTOV. ['V” avTtd, Aouwdv, ™G TPOg Ta eEMTEPIKE GTOLYXEIDL TO PETAPPACUAL
aroteleiton omd Tov 1010 akpPdg apdud mapaypdewv. Exovv dtutnpnbel ta eEoyAwooikd
oTOl(EL0 OTIMG O GLYYPAPEIG TOL KEWWEVOL TTNYN, OL AEEELG KAELOA, Ol TOPUTOUTEG OE KElevaL
TOV TPMTOTOTTOV, 01 AeCAVTES TV EIKOVMOV LE OAES TIG TTANPOPOPIES Y10 TNV TPOEAEVCT] TOVG.
[MapdAinia £xovv dtatnpnOel Kon oTotyeio 0TS To VIOV YPALLOTO, TAGYLO YPALOTO KO

O XPOUOTO TOV YPULUUATOV.
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Av avagepBove Tdpa 6Tig Aelhvies TV Epyv TEXVNG, Ba dode ATt £ytve TANPNG
LETAPPOOT TV TITA®V TOVG, OUWOS TAPAAANAL GE TAPEVOEST] VTLAPYEL O AVTIGTOLYOG

TPOTOTLTOG TITAOG Y1 VoL YVopilel 0 ovayvdoTng € Towo akpipmg Epyo YiveTol avagopd.

270 HETAPPACHO LINPENY Kol KATOLEG TPOCHNKES TOV JEV LANPYAV UPYLIKE GTO TPWTOTLTO.
[Mopadeiypotog xépn, MADVTOS Y0 TV OTPOKTOELON ELIKO NTAV COGTO Vo, avapepbel og
napévheon 1 enionun ovopacio TG oTo AATVIKA Kot ota ayyAkd (fusiform gyrus M fusiform
face area). Onmg ko £y1ve oNUEI®OT TOL HETAPPACTN Y10 VO, ETEENYNOEL TNV CNUOGIO TOV
vouov Gestalt. EmuAéov, mpootédnkoy Kot KAmolo 6Toyeio Tpo@optKOTNTOS Y10 VOL VITAPEEL

KaAOTEPN pon 610 AGY0 cav £va EAANVIKO Keipevo.

[MapdAinia Eyvay kot kdmoleg mapareiyels. 'Eva mapdoetypa sivon n mpodtaon: (In fact,
paranoia and pareidolia share a common etymology, from the Greek para- for “instead of ”
and -oid, -oeides, or -eidos for ‘‘form”), n onola mopareipOnke Teleimg 6TO EAANVIKO
Keipevo, kabwc n AEEN pareidolia lvar eAAnviky, €xel EAANVIKNY €TVHOAOYIO KO £TOL OEV

yperdleton va eEnynoovpe otoug EAANvES avaryvdoteg TV Tpoélevon tng.

ZYETIKA LLE TV GLVOYN TOL TPMTOTVLITOV, MG TANPOPOPLOKD KEIIEVO OeV dtabéTel Tapd Lovo
EAMBY1OTOVG GLVOESLOVG, OTWG thus, conversely, on the one hand, while, ot omoiot

LETOQPAGTNKOV KATA AEEN OTA EAANVIKE Y10 VO 010 TN PT)COVV TO VYOS TOV KEYEVOL TNYT).

4.4 Eni)oyog

Yvunepacpotikd, 0o pmopodoope Vo TOVHE OTL 1 UETOQPOCTIKN Ol00KOGI0. TOL
OULYKEKPIUEVOL KEWWEVOL MTOV OTOLTNTIKY, OU®MG TO UETOPPACTIKA TPOPANUOTO TTOV
onuovpyndnkav  xatdeepay va  AvBovv oto petdepacua. Ot wAnpogoplokol Kot
EVNUEPMTIKOL GTOYOL TOL KEWEVOL-TNYN emttevyOnkav. To eAAnvikd Koo sivar og Béon va

KOTOVONGEL TO KeIeVo ko va AAPet Tic TANpopopies Tov Ympic Kdmolo TpoPAnua.

KAetvovrag, yperaletor va avapepOel 6Tt 1 LeAétn Ko 1 £pguva oL £YIVE Y10 TNV LETAPPOOT)
KOl TV EKTOVNON QTG TNG EPYACING, NTOV 101HTEPO GNLOVTIKT KOl OTOTEAEGLLOTIKY], OOV
TPOCEPEPE KAVOVPYLEG YVMDGELS KOl TANPOPOPIEG GYETIKA LE TNV TPOGEYYION TETO0V €I00VG

Keévov. TIpoékoyav véa HeETAPPACTIKA TPOPANHATH TOL JEV Elyay aVTILETOTIOTEL Eova o
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GAAeC TEPMTAOGCELS Kol TEMKA KOTEGTN QOVEPOG O AOYOG YO TOV OO0 O UETOPPACTNG
ypewaletar va yvopilel KoAd tOG0 TV YA®GGO-TNYN, 0G0 Kol TNV YAOCCH GTOYO, Yo Vo

UITOPECEL VO LETAPEPEL OAO TOV TOMTICUO KoL TV KOVATOVPO TG Mo YAOCOAG 6TV GAAN.
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5. TAQXXAPI

AVOHOPQIKT) TPOOTTIKY: TPOOTTIKY) Tov mopdyet, oyetietor 1 yapaktnpiletar omd v

GKOTLUN TOPALOPPOGCT] OGS EIKOVOGS.

Avtidinym: odvBetn Aertovpyia pe v omoia 0 AvOpmTOS AMOKTA YVAOGCT TG TPOYUATIKOTN TG

elte queoa pe T aoOnoeig gite éppeca pe mapéuPacn Tov Aoyikoo.

Aptoundivro: O Tlovléne Aptoyumoivto (1527-1593) Nrav Itardg Loypdeoc, YvwoTog Yia
™ OMMovpyio. EVEAVINCTOV TOPTPETOV OV OMOTEAOVVTIOV Omd aVTIKEILEVO O PpovTa,
Aoyovikd, AoviAovdta, ydpo kot Piiio - dnradn Loypdole avomTOpPACTAGELS QVTAOV TOV
AVTIKEIWEVOV OTOV KOpPBA TomofeTnuéveg e TETO10 TPOTO MGTE OAOKANPY 1 GLAAOYN TOV

AVTIKEWEVOV Vo oynuatiletl éva avayvopicio opoimpe Tov IKoVILOIEVOU.

Apyn tov Kiewoipotog: avoaeépetar otny mENoidnon mov eMKPOTEL 0T GYOAN YLYOAOYinG
Gestalt 611 0 avBpdOTIVOG £YKEPAAOG TElVEL VoL AvTIMAUPAVETOL LOPOES KO GYNUATO LE TNV
TANPN Kot OAOKANPOUEVT EUPAVION TOVG TTOPE TNV OmoVsic EVOC 1 TEPLGGOTEPMOV UEPDV.

Avtn givon pio amd 116 5 apyég g Gestalt yia v opadomoino.

ATPOoKTOEONG EMKOL: EKTEIVETOL GT) POCIKT EMUPAVELN TOV KPOTAPIKOD KO TOV VIAKOD A0S0V
TOV EYKEQPUMKOV Muoeapiov. Amoteleitor amd 000 WINKOKPOTUPIKEG EAIKES, TN WEOM
WIOKOKPOTOPIKY €AMKO Kol TNV TAAYLL WIOKOKPOTOQIK €Aka. Ot 000 auTég EAIKEG

yopilovtatl amd pia adAoko, 1oV OVOUALETOL LEGOPLGLOEIONG AOANKOL.

Beldoked: O Ntiéyko Beldoked (1599-1660), ntav évag omd TOLG CNUAVIIKOTEPOUG
Ioravotg Loypaeovg tov 1700 aidva Kot e duTikng T€yvne. H vatovpaiiotiky| teyvotpomio
TOV KOU 1 TOPATNPNTIKOTNTO TOL TOV 0ONYNoov oTnv onpovpyia 1060 &vog (wvtavov

HOVTELOL OGO KOt TNG VEKPNS GUOT|G.

Bepuéep: O Troydveg Bepuéep (1632-1675) ntav OAovodc KoAMTEXYNG. Anpovpynoce
TIVOKEG TOV GLYKATUAEYOVTOL GTIC MO OYAmNUEVES Kol GEPACTEG EIKOVEG GTNV 1oTOPia. TNG
téyvne. Ot mivakég Tov amewkovilovy oknvég g kadnuepvig (ong oe e0OTEPIKOVS YDPOVG.
Ta épya avtd sivar a&loonueiota yioo v kaBopodTNTa TOL EOTOG KOl TNG LOPPNG TOVG,

1010TNTEC TOL HETAOIO0LV [LaL YOA VLA, OloYPOVIKT) aicOnon aglompéneiog.

A ™mv Coypagiov: H mpaypoteio yuo ) Coypagwr, (Trattato della pittura) sivor o
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GLALOYY| TOV Ypart®Vv Tov Agovapvto via Bivict mov koatayompndnkav oto onueiopotapld

T0v. O KOp1og 6TdHY0G TS TPaypHaTeiog NToV va vrootnpi&et 0Tt N {wypagikn elvat EmoTU).

Evykp: O Zav Qykdot Ntopwik Evykp (1780-1867), Ntav {oypdeog kot cOUPoA0 TOL
TOMTIOTIKOD cvvtnpnticpo ot I'addio Tov 190v awdva. ‘Eyive 0 k0plog vTtosTnpiktig e
YOAMKNG  veokAaowkng Coypapiknig. Ta wyoypd, oYOAdoTIKG OYESGUEVO £pYd. TOV
OTOTEAECOY TOV VPOAOYIKO 0VTITOdO TOV GLUVOLGHMUOTICUOD KOl TOL YPOUOTIGUOD TNG
oLYYPOVNG  POUOVTIKNG OYOoAG. Ot yOpIKES Kol  OVOTOMKEG  TOPAUOPPADCELS  TOV
yopoaktnpilovy o TOPTPETO KO T YUUVE TOV, TPOOIKALOVY TOAAOVS Atd TOVG TTLO TOAUTPOVG

HOPPIKOVG TEWPOUUATIGLLOVS TOV LOVTIEPVIGLOD ToV 2000 aimval.

[Mopavoikn-kprtikn pnéBodoc: eivor pio VIEPPEAMOTIKY TEXVIKN OV avamtOyOnke amd tov
YoaAPaddp NtoAl otig apyés g dekaetiog tov 1930. Tn ypnowomoince oty mapaywyn
TVAKOV Kol GAAOV €pyav TéXVNG, 10lmg eKeivev mov mepieiyav ontikéc yevduotnoelg. H
TEYVIKY] CLVIOTOTOL OTNV EMIKANGON OO TOV KOAMTEYVN UIOG TOPOVOTKTG KATAoTAoNS (POPog
OTL 0 g0VTOG YEWPAY®YEITAL, GTOYOTOEITAL 1] EAEYYETOL O dALOVG). To amotédecpa gival pa
amodOUNoN NG WYLYXOAOYIKNG £VVOLOG TNG TOVTOTNTOS, £TCL MOTE 1) VITOKEWEVIKOTNTO VO

YIVETOL 1] TPOTAPYIKT TTTVUYT TOL £PYOV TEYVNG.

TOPEWOALD: 1 TAON OVTIANYNG OGS CLYKEKPIUEVNC, GLUYVOL OVCLOCTIKNG €KOVOG oe €val

VY0 1 O1POPOVUEVO OTTIKO HOTIPO.

Papani: O Papaéro Xavtolo (1483-1520) ntav apyitéktovag Kot {OypAaeoc TG aKUNg g
rwalkng Avayévvnong. Eivar mepiocotepo yvaootdg yuo ta Epya téxvng tov pe v Iavayio
TOL Kot Yo TG oLVOESELS peydA®V pope®dv Tov 6to Batukavo. To £pyo tov Bavudletal yio
COPNVEWL TNG HOPENG Kol TNV €VKOAlDL TG ovvBeong kot Yoo TNV ONTIKY enitevén Tov

VEOTAUTMVIKOD 10€MA0VE TOV avOPMOTIVOL PEYAAEIOV.

Péunpavt: O Péumpavt Xdpueveoov gav Pdv (1606—1669), Olhovddg Loypapog pmapdk
Kol YopaKTnG, e EEUPETIKT IKOVOTNTO VO OTOOI0EL TOVS aVOPAOTOVE OTIC O18POPES O1UDECELC
KO OPAUOTIKEG HOPPES TOVG. ['VvoTodg g Loypdeog Tov eMTOS Kol TG OKLIC, TPOTILOVGE
évav acvppifacto peoiopd mov Ba 0dNyovcE OPIGUEVOVS KPLTIKOVS VO IGYLPIGTOVY OTL

TPOTILOVGE TNV OGYTLLOL OO TNV OPOPPLAL.

YarPadop NtoaAl (1904-1989): ntav évag amd Tovg onuavtikdétepovg lomavoivg Loypapovc.

2uvdéinke pe TO KOAMTEXVIKO Kivnpo TOL VIEPPEOAICHOV. ATotedel évav amd TOLG TO
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https://el.wikipedia.org/wiki/%CE%A5%CF%80%CE%B5%CF%81%CF%81%CE%B5%CE%B1%CE%BB%CE%B9%CF%83%CE%BC%CF%8C%CF%82

Yvootovs Loypdeovg Tov 2000 aidva Kot o TOAD EKKEVIPIKT] GUGLOYVOUIN TNG GUYYPOVNG
éyvne. Agopoiwoce €vav tepdotio aplpd KoOAMTEYVIKOV GTLA Kol emédelée acvvioiom
TEYVIKN wovoTNnTa oG Loypdeos. H avakdivyn tov yportdv tov Ziykpovvt Opdvt yio v
EPMTIKN ONUAGIN TOV VITOCLVEIINTOV EIKOVOV KOl 1] GOVOEGT] TOL UE TOVG LOVPEAMGTEG TOV
[Tapiowod, po opddo KOAMTEXVOV Kol cLUYYPUPEDY TTov Tpoonafovoe va kKablepdoeEL TV
"ovoTePN TPOYUATIKOTNTA" TOV AVOPAOTIVOL VITOGLVEIINTOL £VOVTL TNG AOYIKNG, EMNPEACOY
v mopeia Tov. o vor avoacvpel €KOveG amd TO VITOGLVEIONTO Tov, 0 NTaAl dpyloe va
TpokaAel 0TOV €0VTO TOL TAPUGONCIOYOVES KATAGTACELS LE 0L SLOOIKAGTO TTOV TEPLEYPAYE

¢ "Topavoikn kprikn".

Ytepeoyio: n avtiinyn tov PdOovg mov mapdyetor amd T ANYN OTOV £YKEPUAO OMTIKAOV

epediopdTov kat and ta 600 patTIo 6€ GLVIVAGUO- SLOPHUAUN OpaoT).

Tpiywvo Kanizsa: To tpiywvo Kanizsa givon pio otk yevdaicOnon mov meptypaenke yio
PO Qopd and tov Itadd yoyordyo Gaetano Kanizsa to 1955. To tpiymvo Kanizsa eivai
YVOGTO G VIOKEWEVIKN N WeLONG yevdaicOnon meprypappatos. H peiétn tov tprydvov
aVTOV 00NYNGE GTNV UEYOAVTEPT KATAVONGT TOV TPOTOL LE TOV OTOI0 O £YKEPOAAOG KoL TO

pdtio ovtidapuavovtot Tig OnTIKEG TANPOPOPIES.

Toaphg Zxpdfoyker: O Toapis Zxkpapoyked (1861-1912) rav Auepikavog (oypdeog pe
Bépata g Adong, v enoyn g e€apdviong twv cuvopwv. Evdlapepdtav emiong daitepa

Yo TN oTPATIOTIKY (o).

XopoKTIKO: ©C YOPOKTIKY TEPLYPAPOLHE TNV €yXapaln oyediov kot cuuPformv ce o
EMPAVELD, 1] OTTOl0L YPNOIUEVEL OC TAAKA YLl TNV TOPAY®YN aAvIITOT®V o€ yopti. To €épyo mov

dnpovpyeitor pe avtd ToV TPOTO AmoKaAEITAL YOLPAKTUCO.

YevdaicOnon: (o mopamoinorn evog "mpaypotikon” aentnplokod epebicpotog - dnAadm
po epunveia mov Epyeton o avtifeon pe TV AVIIKEWEVIKY] "TpaypatikdtnTa’, OTMS VT
elvar yevikotepa amodektr). H yevoaicOnon dwkpivetal and v mapaicnon, pio epmeipio

OV PAIVETOL VO TPOEPYETOL XOPIG EEMTEPIKT TNYY| OLEYEPOTG.
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