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ǝȊȀ ȓȀ ȃȈȉȀȈȝȋȀȓȀ ȏȐȎȒȓȀȓȄȜȎȌȓȀȈ. ǡȏȀȂȎȐȄȜȄȓȀȈ 
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ǥȔȖȀȐȈȒȓǾȄȑ 

ǩȃȈȀǾȓȄȐȄȑ ȄȔȖȀȐȈȒȓǾȄȑ ȒȓȎȌ ȏȀȐțȌȓȀ ȈȃȈȎȉȓǽȓȆ ȓȆȑ ȏȐȝȆȌ ȎȈȉǾȀȑ ǦȀȐǾȕȆ ǨȄțȃȘȐȎ 

ǪȀȓȒȈǻȋȏȎȔȊȀ.  

ǚȌȀ ȋȄȂǻȊȎ ȄȔȖȀȐȈȒȓȝ ȒȓȆȌ ǲȓȀȋȀȓǾȌȀ ǪȎȉȉȈȌǻȉȆ, ǰȐțȄȃȐȎ ȓȎȔ ǰȎȊȈȓȈȒȓȈȉȎȜ 

ǯȐȂȀȌȈȒȋȎȜ ǪȔȗǼȊȆȑ, ȒȓȎȔȑ ȄȌȌǼȀ ȒȔȋȋȄȓǼȖȎȌȓȄȑ ȄȈȉȀȒȓȈȉȎȜȑ (ǡȈȉȀȓȄȐǾȌȆ ǣȄȂȆȒȈǻȌ, 

ǡȏțȊȊȘȌȀȑ ǣȊȜȉȀȑ, ǬȏǼȓȓȔ ǦǼȐȁȀ, ǥȊǼȌȆ ǫȜȐȀ, ǤǼȒȏȎȈȌȀ ǬȄșȋǻȐȎȂȊȎȔ, ǱǼȌȀ 

ǰȀȏȀȒȏȜȐȎȔ, ǡȌȃȐǼȀȑ ǲǻȁȁȀ, ǤȆȋǽȓȐȆȑ ǲȉȎȔȐȎȂȈǻȌȌȆȑ, ǬȀȐǾȀ ǡȌȃȐȎȋǻȖȆ 

ǶȀȓȅȆȌȈȉȎȊǻȎȔ) ȂȈȀ ȓȆȌ ȄȋȏȈȒȓȎȒȜȌȆ, ȓȎȌ ȄȌȇȎȔȒȈȀȒȋț ȉȀȈ ȓȆ ȒȓǽȐȈȍǽ ȓȎȔȑ ȒȓȎ țȊȎ 

ȄȂȖȄǾȐȆȋȀ ȉȀȇȝȑ ȉȀȈ ȒȓȎȔȑ ȄȇȄȊȎȌȓǼȑ (ǪȀȓȄȐǾȌȀ ǨȄȎȃȘȐǼȊȎȔ, ǬȀȐǾȀ ǫȀȂȎȜ, 

ǪȀȓȄȐǾȌȀ ǫȔȉȎȜȃȆ, ǬȀȐǾȀ ǬǻȋȀȊȆ, ǶȐȜȒȀ ǬȈȖȎȏȎȜȊȎȔ, ǥȔȀȂȂȄȊǾȀ ǰȀȌȓȄȊǾȃȎȔ, 

ǨȄțȕȈȊȎȑ ǰȀȏȀȂȄȘȐȂǾȎȔ, ǥȜȆ ǲȓȀȇǻȓȎȔ) ȏȎȔ ǼȊȀȁȀȌ ȋǼȐȎȑ ȒȓȆȌ ǼȉȇȄȒȆ.  

 ǚȌȀ ȋȄȂǻȊȎ ȄȔȖȀȐȈȒȓȝ ȒȓȎȌ Stephen  Hodson , ȓȆȌ ǩȘǻȌȌȀ ǪȀȒȀȏǻȉȆ, ȓȆȌ ǲȋȀȐǻȂȃȀ 

ǳȒȎȋȏǻȌȆ ȉȀȈ ȓȆȌ ǵȀǾȃȐȀ ǦȀȋȏȀȇǻ-ǰȀȂȎȔȊǻȓȎȔ ȂȈȀ ȓȆȌ ȀȋǼȐȈȒȓȆ  ȁȎǽȇȄȈǻ ȓȎȔȑ.  

ǨȀ ǽȇȄȊȀ ȄȏǾȒȆȑ ȌȀ ȄȔȖȀȐȈȒȓǽȒȘ ȓȎȌ ǣȈȝȐȂȎ ǥȔȕȐȀȈȋǾȃȆ, ȓȎȌ ǣȈǻȌȌȆ ǬȀȐȋȀȐǼȊȆ 

Ȁȏț ȓȆ ȋȈȉȐȎȅȔȇȎȏȎȈǾȀ Siris ȉȀȈ ȓȎȌ ǪȝȒȓȀ ǬȀȌȘȊțȏȎȔȊȎ Ȁȏț ȓȎ ȎȈȌȎȏȎȈȄǾȎ ǪȜȀȇȎȑ.  
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The former Zarifi (also spelled Zarephe) residence ð a fine example of Athenian art 

deco and modernist aesthetics ð was built in 1924 on the crossroads of Eptanisou and 

Andros Streets and embodies the echo of a bourgeoisie tha t defined not just the 

history of the area of Kypseli but the city of Athens during the 20 th century. With owners 

as merchants trading tea and sugar in Ceylon, the residence was situated at the 

epicentre  of an historic reality also encompassing other neighbouring residences, 

such as the one next to it on 18 Andros Street. This became the first American college 

of Athens for three years (1925 -1928) before relocating to Psychiko. During the 1930s, 

Ethiopian  emperor Haile  Selassie (1892-1975) unofficially stayed there for his summer 

holidays with his family, and a few years later the building functioned as the 

headquarters of the prestigious boarding school ôPalladium Lyceum - Filip Doucasõ.  

 

Andros Street ð among other areas in Kypseli ð was in the forefront  of the December 

political events ( Dekemvriana ) of 1944.   

 

Today, the neighbouring building on 18 Andros Street continues to exist, as a derelict 

listed monument. The Zarifi residence  changes  hands.  In 1984, its ground  floor  is 

converted  into  a  traditional  rebetiko music  hall  (To Pontiki) while the rest of the building 

continued to be vacant and inactive since at least 1978. After about 40 years of sleep 

the house is now coming  back to life, playing host t o this exhibition.                         

 

As a  shell and ark  of  memory  encapsulating the  layering  of  socio -historical  events , the 

show invites nine contemporary artists (a numerical metaphor for the nine decades 

of the buildingõs life) to respond to the formation of a contextual backdrop as this 

unfolds since the emergence of the former Zarifi residence. Diverse  conceptual  

chapte rs that  deal  with  the presence and evolution of architecture , social  identity 

and human landscape , economic zenith and nadir, collective memory, the political 

backstage but also the surfacing of an amalgamation of nostalgia, pride and 

underlying hope, acco mpany  the participating artists, who act as guides and 

co mpanions.  

 

The artists filter through their cross -disciplinary visual lexicon and diversity of mediums 

the spoken (or in other words the subjective) history as this has been orchestrated 

throughout t ime. They reveal a site -specific and site -responsive narrative which attests 

the rethinking of values and the engagement with multiple emotional territories that 

coexist and intertwine with one another.  



 

 

 

The disturbing socio -economic and political manifest ations of contemporary 

civilisation have left their scars on the skin of urban monuments not only in Athens but 

also in other similar neighbourhood counterparts in capitals around the world. What 

used to be regarded  as architectural jewels of a significant  cultural heritage are now 

standing as urban debris, mutely collapsing. The appropriation and reconfiguration of 

urban space no longer acknowledges the existence of such buildings, state 

restoration funding is minimal and many of them are helplessly disint egrating. The 

detachment of these structures from their original habitats has become visible more 

than ever.  

 

[un]known destinations will bring to the forefront issues of abandonment, neglect and 

desertion. It considers the relation ship between public and private space that once 

used to be in  constant dialogue and draws our attention  to  the moment when these 

stopped interacting with each other. The former Zarifi residence opens for the first time 

after several decades of stillness. Its rooms are now occupie d by the works of the 

participating artists, activating not only the inside but also its relation with the outside 

contemporary urban setting. The use of artificial lighting has been deliberately 

minimised ð in some cases totally suspended ð the windows op en widely and natural 

light invades and reoccupies the space. The house is re-introduced to its new urban 

reality comprising the surrounding modern building blocks and the enormous 1948 

concrete parking space just across the road, also remaining redundant for years. 

Private and public domain will be involved in a fresh interplay for the duration of the 

exhibition.  

 

Presentational frameworks and modes of artistic expression perform as tools for 

analytical reflection. Each of the artists receives their inspi ration from notions of 

creation and de -creation as these are imbued throughout the given spatial 

circumstance. Found in situ objects ð mainly pieces of furniture and some personal 

items ð are repurposed and transformed into readymades which become a vital part 

of the visual vocabulary for several artists in the show. The conception of construction 

and deconstruction progressively comes forward; the artworks open up and engage 

in a conversation with their immediate environment and eventually merge with it, t hey 

become generators of a new re -narrated history.  

 

All artists have one common point of reference; human activity and its fossilised 

existential hypostasis with time as the protagonist of the plot. The fabrication as well 

as interpretation of ideas aroun d memory, personal mythology, life and death 

permeated through channels of altered states of consciousness, transcend multi -

layered readings. Inspired by those historic traumas and societal recast that distorted 

the synthesis of the quotidian, all works on  view embrace recurrent themes of identity 

and interchange.  

 

The diversity and multi -dimensionality of the artistic utterance of Maria A dromachi  

Chatzinikolaou  are  visible in her site -responsive installation here  is your home now  

(2017). Having occupied one of the most vital parts of the residence, the kitchen 

quarters, she explores aspects of parallel life trajectories within the life of the house 

itself. The architectural planning of high profile townhouses  of this era echoes 

me ticulous functional and social characteristics, one of them being the placement of 



 

 

the kitchen at the back of the building with other elements of architectural design 

specifically organised for the exclusive use of housemaids and other attendants. Side 

doo rs, small corridors and service stairs were the unseen routes within such a dwelling 

and regarded as inappropriate areas for family members to visit ; a sign of social 

division within the house itself . Chatzinikolaou perceives  the kitchen as the core and 

the engine of the household. It is where all meals were prepared, the gathering point 

of all staff, their retreat, their place of occasional rest and where they often shared 

their problems and anxieties. Her attempt to shed light on  this remote  part of the 

house, revives the sense of smell, brings back hidden memories and makes the sound 

of voice s heard once again . The sound installations coming from different parts of the 

room, through draws and cupboards, turn archival sound recordings into recollection 

voiceprints. At the same time, the distortion of realities becomes evident with one of 

the artistõs signature techniques incorporating the use of a certain type of paint which 

is activated through the use of black light. Figures and objects appear and disappe ar 

on the walls like fading footprints in space. The interactivity between the viewer and 

Chatzinikolaouõs environment and its relationship with conditions of light and shadow 

denudes signs of impermanence, a vicious circle involving the past and present, the 

real and the imaginary.  

 

The Little Refugee  (2017) by Aikaterini Gegisian  addresses issues of displacement, 

immigration and child hood. It features a cohort of 12 0 found figurines of children ð 

made of porcelain, terracotta, plaster and resin ð that the  artist painstakingly sourced 

from flea markets and shops during her extensive travels. The Little Refugee  is named 

after the homonymous 1 st century BC marble statue currently on display at the 

National Archaeological Museum of Athens. It was brought to Gr eece during the Asia 

Minor Catastrophe of 1922 and the Greco -Turkish War, when over a million of Greek 

Orthodox natives were forced to flee and relocate to Greece as part of a major 

population exchange programme. With clear references to historical and cro ss-

cultural constraints that remain more topical than ever, Gegisianõs work is a testimony 

to the ambiguous destination and luck of refugees and, especially, refugee minors as 

we have been witnessing in recent events in Greece and the rest of Europe and it s 

collision with the labyrinthine bureaucracy and legalities over human rights. The 

romantic and poetic depiction of her figurines ð an aesthetically ornamental trait of 

bygone eras ð occurs as an implicit documentation of the residence itself and its own 

occupants who were also in constant transit across countries and continents. The 

indication of a constellation -like movement within the group of figurines conceals a 

symbolic proclamat ion of continuous change, fluidity, instability and transience. This 

distilled abstract taxonomy recalibrates and reformulates the criss -crossing of 

geographies via an existentialist sensory experience. The factualness of otherness that 

pervades the artist õs installation is an optimistic declaration for a thread of continuity 

within a collective humanity that also challenges the disparities and imbalances in life.  

 

The series of black and white photographic works by Apollonas Glykas  Liquids (2017) 

investigates the layers of existence as these unfold in the course of time. Through his 

experimentations carried out in his studio and darkroom, the artist manipulates his 

imagery by initiating a chemical process that modifies the original source a nd imitates 

its physical ageing and decline in a fast forward mechanism. With a keen interest in 

practices focusing on the properties of paper and its behaviour, Glykasõ works can be 

viewed and appreciated through their texture, their sculptural distinctiv eness and 



 

 

their three -dimensional morphology. Occasionally descriptive and other times more 

abstract, they enunciate a cinematic language transferring the viewer onto an 

irregular actuality soon realising the mobility between realities. Activating and 

refo rmulating the past, stimulates an interconnectedness and cohesion traversing 

across generational and geographical borders. The works on display laboriously 

succeed in discussing the role of private and public sphere whose limitations gradually 

become equiv ocal  as a result of the artistõs technique of image processing. The 

appointment of unidentified individuals as well as architectural features augments a 

surreal situation where sometimes people and buildings are portrayed 

indistinguishable and inseparable.  It is a proclamation of the complexity and 

challenges of life, leading to the inevitable and the cynical conversion of human 

existence into a distant memory.  

 

Eleni Lyraõs inspiration embarks from the ancient Greek myth of Persephoneõs 

abduction by Hades , the lord of the underworld who offered her pomegranate seeds, 

a deceitful gesture to eternally tie her in a state of indissoluble marriage. Following the 

intervention of her mother goddess Demeter as well as her father Zeus, Persephone 

was finally allowe d to live between the two worlds, a transition that defined the 

change of seasons on earth. Persephone  (2017) is a site-specific installation that 

negotiates notions of femininity and fertility as seen through the temporality of life 

cycle which entails th e perpetual succession of biological decay and rejuvenation. 

Pomegranate prevails with copious metaphorical connotations in several religions 

and theological doctrines across the world such as Judaism, Buddhism, Zoroastrianism, 

Islam and Christianity and p lays a special role as a symbol of fecundity, abundance 

and plentitude  for both genders. Lyraõs great interest in delicate and ethereal  

garments and textiles ð dresses in particular ð that could be worn not only by her 

Persephone but by any woman during an  initiation or ceremonial procession or any 

other occasion, renders a statement on female beauty and splendour. This is in 

accordance with female fragility which extends to the representational duality of 

fertility as well as infertility, concurrently  unde rlying critical issues on gender relations  

and societal conflicts, inequalities and prejudice. The utilisation of reworked images 

of dresses contained within wooden frames on a par with the cluster of suspended 

dresses from the high ceiling divulges a seri es of metaphysical  memory portraits. The 

pronounced theatricality of such visual repertoire evinces an esoteric process dealing 

with the passing  of generations and the ceaseless journeys of life.   

 

The installation by Despina Meimaroglou  exhibits the conscious awareness of a 

convoluted creative process. Interval  (2017) stems from the artistõs first visit to the 

former Zarifi residence a few months before the beginning of the exhibition when 

memories and emotions from her distant past were unexpectedly triggered. Having 

lived herself as a lodger in Alexandria, Egypt, at a similar social environment during 

her high school years in the late 1950s, Meimaroglou recalled that episode of her life 

which uncontrollably surfaced back as a lost interval in time. S eeing the Zarifi 

town house with all its decrepit old furniture covered in thick layers of dust and 

scattered around its dark uninhabited rooms, she decided to document this first visit 

by capturing the state of atrophy and decline. Her device to challenge the 

elusiveness of memory through the prism of auto -biographical referencing as well as 

the viewerõs perception of reality is a photographic album whose imagery records the 

most recent history of the house in its current condition, stripped of its old gran deur 



 

 

and those who had occupied it . Protagonists are the remnants of human activity and 

the sense of personal identity . Although  elements of human presence  are totally 

absent  in the photo album, th e artist decides to present a 32-piece jigsaw  image of a 

school party in Alexandria spread across the opposite wall. This paradoxical mapping 

of the past and present is empowered by memorable melodies heard from a radio in 

the room next door; an enigmatic chamber that physically existed in the 1950s and is 

also transported in present time  as a fractured memory . The music was part of ôAt Your 

Requestõ, a fashionable Egyptian radio programme broadcasting popular hits of the 

1950s from the West and was broadcast  daily in English by Salim Rizkallah, who  was a 

famous ra dio producer in Egypt . Blurring the boundaries between the past and 

present as well as the Orient and the Occident, Interval (2017) masterfully  animates 

the past through the recycling of memory and re -enacts the collective unconscious 

of the artist and the  viewer.  

 

3 Frantzi Street - Images through m atter  (2008) by Rena Papaspyrou  re-imagines the 

dialectical relationship between spaces in a mode of polyphonic fragmentation. 

Utilising the practice of surface detachment and the subsequent intervention with in k, 

the artist assembles an in imitable hypostasis for the new born object. Its surface is 

transfigured into a new topography while at the same time it subsumes the symbiosis 

of heterogeneous  time scales and habitats. The praxis of place detachment and re -

attachment conveys meanings of place identity , interlinked with ideas around self-

identity. It inevitably renegotiates topics canvassing personal memories , which since 

all selected places are  situated within the socio -historical matrix of intergroup 

connections, they also confine a social memory and shared histories. The placement 

of Papaspyrouõs work at the central marble staircase of the Zarifi house generates a 

dialogue and reciprocity betw een the current locus and an unknown, non -identified 

counterpart; it underlines the vulnerability and the impermanence of urban space by 

acquainting and connecting homologous or parallel surficial situations. Like an 

archaeologist who effectively manages t o detach a wall fresco from some ancient 

monument for conservation and further study, the artist borrows found pieces from 

the urban milieu and submits them to carefully selected environments where 

members of the public can re -establish a corporeal bond an d re -interpret their 

iconography and all amplifying  noetic associations. Attempting to decode the 

structure and formation of time, this manifold process exposes the encounter of 

presentism vs eternalism filtered through the conditions of urban realism with  its 

historical weight and an ad infinitum voiding landscape.     

The wall sculpture , Letõs climb (2001) by Andreas Savva,  portrays the oxymoron 

between the ostensible sense of wealth and its succeeding voidance and 

annihilation. A ladder containing a body  of two thousand five hundred 100 drachma 

coins  ð representing a value that once considered to be a large amount of money in 

Greece ð now stands taciturnly before us. For Savva, money and fortune, social 

recognition and the process of progressing up the so cial ladder are conceptual motifs 

appearing in his oeuvre on a frequent basis. Acknowledging the constant flux within 

the international economy that reflects local as well as global socio -political 

parameters, the work on display signifies those crucial mo ments in human history when 

an abrupt change can radically overwrite the meaning of value with an immediate 

serious impact on peopleõs lives. Charged with emotional burden concerning the 

current financial crisis in Greece and lamenting for the better good old days before 



 

 

the country joined the eurozone, Letõs climb also transmits an indirect account of 

postcolonial issues involving the residence itself and the Zarifi family as a previous 

occupier, an integral part of the building õs colonial past. The discon tinued and 

nugatory coins manifest the collapsing colonial hegemonies and their deflating 

policies leading to social readjustments and fiscal modifications. The use of plexiglass 

for the construction of the ladderõs frame articulates not only the frailty of the 

contemporary monetary system but also the atomocracy  of capital. The transparent 

appearance of the sculpture and the unswerving  confrontation of the viewer with a 

large amount of coins, creates the delusion of physical active cash for a moment 

follow ed by the sad realisation of their invalidity and worthlessness.  

Happiness someday will come  (2017) by Dimitris Skourogiannis  is an exploration 

considering the joint experiences of human beings that are seen through the lens of 

memory and remembrance embracing love, separation and the illusion of stability 

and equilibrium. For Skourogiannis, the places we live in are time capsul es of our own 

universe, imprints of who we are or once were. His multi -dimensional installation 

impregnates in its core a mass of old furniture ð found pieces exclusively from all rooms 

of this residence ð representing the course and phases of its existenc e, now emerging 

as a monument of past lives. This utopian scenery acts as the archaeology not just of 

this but of any other house and its inhabitants, it expands as a survey of lost identity. 

The room door is obstructed by a multi -layered system of tulle a nd embroidery 

employing a blown up printed version of a front page of Greek novels  magazine 

Zefyros (1953) featuring Marilyn Monroe in Gentlemen Prefer Blondes . Isolating the title 

of the novel as it appears in Greek and lending it to th e title of his installation, the artist 

playfully yet incongruously juxtaposes a romantic storyline against the mundane and 

the ephemeral. Not being let to enter the room, the viewer is invited to discover what 

happens inside through the layers of the tull e and muslin, yet the mirrors that lie within 

the furniture pile quietly reveal reflections of the surrounding private and public realm 

disclosing fragments of the inside towards the outside and vice versa. The inception 

of such an unsettling situation con cocts the idea of our true home which according 

to the artist òthis is the only place  that we can always return to and live in during our 

dreams ó.  

 

Betty Zervaõs imaginary soft toy landscape surveys the impact of the first years of 

infancy and early child hood. My toys  (2017) comprises an assemblage of innumerable 

stuffed toys resembling animals, cartoon characters and other creatures in a variety 

of colours erupting from the houseõs found wardrobes.  For Zerva, stuffed and cuddly 

toys are the vehicle for t he expression of a childõs early feelings whilst her chosen room 

could be the spatial equivalent for any childõs bedroom. Inscribing theories of 

psychoanalysis such as that of the ôtransitional objectõ ð a term coined by D.W. 

Winnicott in 1951 ð the artist  examines those pivotal stages in our life when selected 

objects from childhood years act as agents for the shift from the relationship with our 

mother towards a new relationship with another object and new friends at school. A 

toy given to a child as a gi ft on one of their first memorable birthdays or as a souvenir 

from travels performs as an emotional security blanket for the years to come. 

Synchronously, such toys develop into and register on the subconscious mind as a 

reference point for pleasant memory  and comfort yet they may accompany a 

grown -up person for the rest of their life. These fantasy friends always mediate the role 

of shelter of solace and exhilarate through their unique scent (sense of smell) and 



 

 

texture (sense of touch) special childhood m emories. The dynamics of such micro -

environment has a diverse effect on the viewer, triggering feelings of comfort or 

discomfort. Simultaneously, The quantitative hyperbole of the toysõ presence 

accentuates their necessity and weight towards the socialisation as well as  the 

shaping up  of the human character and personality.  

 

The conceptual intervention by Kostas Prapoglou  hortus conclusus  transpires  as an 

anti -epilogue for this exhibition refined from the intersection between the secret r ock 

garden situated at the roof top of the house  and  the concept of ôenclosed gardenõ; 

an attribute and a title of the Virgin Mary, quite popular in Medieval and Renaissance 

poetry and art. This discourse soon became a vital part in the iconography of 

manuscripts and paintings from the 14 th century onwa rds as well as a widespread  

modus operandi in the history of gardening which is probably rooted in earlier 

comparable garden design applications in the East. In Europe, t he theme  initiated  as 

a specific metaphor for the Annunciation  engulfing other subject -related qualities 

such as virginity, purity and innocence. The fountain in the ôenclosed gardenõ (fons 

hortorum ) represents the epicentre of life and new beginnings. Analogous to the idea 

of a closed -off womb (a fortified garden) in the Christian sense that becomes fertile 

from within, hortus conclusus  is deciphered here into the sacred unblemished retreat 

for the f amily of this home, a locus for solitude, contemplation and privacy. Its present 

form of decay mirrors the desertion of the residence in its entirety ð a season of drought 

ð an allegorical event, not impossible to be reverted and lead  the way towards  a new  

start.  

 



 

 

 



 

 

[Ȁ]ȂȌȘȒȓȎȈ ȏȐȎȎȐȈȒȋȎǾ 
ȃȐ ǪȝȒȓȀȑ ǰȐǻȏȎȂȊȎȔ, ȄȏȈȋȄȊȆȓǽȑ 
 

 

òȆ ȏȀȓȐǾȃȀ ȄǾȌȀȈ ȓȎ ȓȀȍǾȃȈó 

ð ǩȄȐțȑ ǡȔȂȎȔȒȓǾȌȎȑ 

 

 

 

 

 

ǧ ȏȐȝȆȌ ȎȈȉǾȀ ǦȀȐǾȕȆ ð ǼȌȀ ȄȍȀǾȐȄȓȎ ȃȄǾȂȋȀ ȀȇȆȌȀșȉǽȑ ȀȈȒȇȆȓȈȉǽȑ art  deco  ȉȀȈ 

ȋȎȌȓȄȐȌȈȒȋȎȜ ð ȖȓǾȒȓȆȉȄ ȓȎ 1924 ȒȓȆ ȃȈȀȒȓȀȜȐȘȒȆ ȓȘȌ ȎȃȝȌ ǥȏȓȀȌǽȒȎȔ ȉȀȈ ǘȌȃȐȎȔ. 

ǥȉȏȐȎȒȘȏȄǾ ȓȎȌ ȀȏțȆȖȎ ȋȈȀȑ ȀȒȓȈȉǽȑ ȓǻȍȆȑ ȏȎȔ ȖǻȐȀȍȄ ȓȆȌ ȈȒȓȎȐǾȀ țȖȈ ȋțȌȎ ȓȆȑ 

ǪȔȗǼȊȆȑ ȀȊȊǻ ȉȀȈ ȓȆȑ ǡȇǽȌȀȑ ȓȎȔ 20ȎȜ ȀȈȝȌȀ. ǬȄ ȈȃȈȎȉȓǽȓȄȑ ȄȋȏțȐȎȔȑ ȓȒȀȂȈȎȜ ȉȀȈ 

ȅǻȖȀȐȆȑ ȏȎȔ ȃȐȀȒȓȆȐȈȎȏȎȈȎȜȌȓȀȌ ȒȓȆȌ ǪȄȚȊǻȌȆ, Ȇ ȎȈȉǾȀ ȁȐǼȇȆȉȄ ȒȓȎ ȄȏǾȉȄȌȓȐȎ ȋȈȀȑ 

ȈȒȓȎȐȈȉǽȑ ȏȐȀȂȋȀȓȈȉțȓȆȓȀȑ ȏȎȔ ȏȄȐȈȄȊǻȋȁȀȌȄ ȉȀȈ ǻȊȊȄȑ ȂȄǾȓȎȌȄȑ ȎȈȉǾȄȑ, țȏȘȑ ȀȔȓǽ 

ȀȉȐȈȁȝȑ ȃǾȏȊȀ ȄȏǾ ȓȆȑ ȎȃȎȜ ǘȌȃȐȎȔ 18. ǥȉȄǾ, ȂǾȌȄȓȀȈ Ȇ ȏȐȝȓȆ ǼȃȐȀ ȓȎȔ ȀȋȄȐȈȉȀȌȈȉȎȜ 

ȉȎȊȊȄȂǾȎȔ ȓȆȑ ǡȇǽȌȀȑ ȂȈȀ ȓȐǾȀ ȖȐțȌȈȀ (1925-1928) ȏȐȈȌ ȋȄȓȄȂȉȀȓȀȒȓȀȇȄǾ ȒȓȎ ǷȔȖȈȉț. 

ǪȀȓǻ ȓȆ ȃȄȉȀȄȓǾȀ ȓȎȔ 1930 ȕȈȊȎȍȄȌȄǾȓȀȈ ȀȌȄȏǾȒȆȋȀ Ȏ ȓțȓȄ ȀȔȓȎȉȐǻȓȎȐȀȑ ȓȆȑ ǡȈȇȈȎȏǾȀȑ 

Haile  Selassie (1892-1975) ȂȈȀ ȇȄȐȈȌǼȑ ȃȈȀȉȎȏǼȑ ȋȄ ȓȆȌ ȎȈȉȎȂǼȌȄȈǻ ȓȎȔ ȄȌȝ ȊǾȂȎ ȀȐȂțȓȄȐȀ 

ȓȎ ȎǾȉȆȋȀ ȉȀȇǾȒȓȀȓȀȈ ȂȈȀ ȉǻȏȎȈȀ ȖȐțȌȈȀ ǼȃȐȀ ȓȎȔ ȄȉȏȀȈȃȄȔȓȈȉȎȜ ȎȐȂȀȌȈȒȋȎȜ òǰȀȊȊǻȃȈȎ 

ǫȜȉȄȈȎ - ǵǾȊȈȏȏȎȔ ǤȎȜȉȀó.  

 

ǧ Ȏȃțȑ ǘȌȃȐȎȔ ð ȋȄȓȀȍȜ ǻȊȊȘȌ ȏȄȐȈȎȖȝȌ ȓȆȑ ǪȔȗǼȊȆȑ ð ȁȐǾȒȉȄȓȀȈ ȒȓȎ ȏȐȎȒȉǽȌȈȎ ȉȀȓǻ 

ȓȆ ȃȈǻȐȉȄȈȀ ȓȘȌ ǤȄȉȄȋȁȐȈȀȌȝȌ ȓȎȔ 1944.   

 

ǲǽȋȄȐȀ, ȓȎ ȂȄȈȓȎȌȈȉț ȉȓǾȐȈȎ ȓȆȑ ȎȃȎȜ ǘȌȃȐȎȔ 18 ȄȍȀȉȎȊȎȔȇȄǾ ȉȀȈ ȔȏǻȐȖȄȈ, Șȑ ǼȌȀ 

ȃȈȀȓȆȐȆȓǼȎ ȄȐȄǾȏȈȎ. ǧ ȎȈȉǾȀ ǦȀȐǾȕȆ ȀȊȊǻȅȄȈ ȖǼȐȈȀ. ǳȎ 1984 ȓȎ ȈȒțȂȄȈț ȓȆȑ ȋȄȓȀȓȐǼȏȄȓȀȈ ȒȄ 

ȒȉȆȌǽ ȐȄȋȏǼȓȈȉȆȑ ȋȎȔȒȈȉǽȑ (ȓȎ ǰȎȌȓǾȉȈ) ȄȌȝ ȓȎ ȔȏțȊȎȈȏȎ ȉȓǾȐȈȎ ȄȍȀȉȎȊȎȔȇȄǾ ȉȀȈ 

ȏȀȐȀȋǼȌȄȈ ǻȃȄȈȎ ȉȀȈ ȀȌȄȌȄȐȂț ȓȎȔȊǻȖȈȒȓȎȌ Ȁȏț ȓȎ 1978. ǮȔȏȌȝȌȓȀȑ Ȁȏț ȊǽȇȀȐȂȎ 

ȏȄȐǾȏȎȔ 40 ȄȓȝȌ, ȍȀȌȀȏȎȉȓǻ ȅȘǽ ȉȀȈ ȕȈȊȎȍȄȌȄǾ ȀȔȓǽȌ ȓȆȌ ǼȉȇȄȒȆ. 

 

Ǹȑ ȉǼȊȔȕȎȑ ȉȀȈ ȉȈȁȘȓțȑ ȋȌǽȋȆȑ ȏȎȔ ȄȋȏȄȐȈǼȖȄȈ ȓȆ ȃȈȀȒȓȐȘȋǻȓȘȒȆ ȉȎȈȌȘȌȈȉȎ-

ȈȒȓȎȐȈȉȝȌ ȒȔȂȉȔȐȈȝȌ, Ȇ ǼȉȇȄȒȆ ȉȀȊȄǾ ȄȌȌǼȀ ȄȈȉȀȒȓȈȉȎȜȑ ȒȜȂȖȐȎȌȆȑ ȓǼȖȌȆȑ (ǼȌȀȑ 

ȋȄȓȀȕȎȐȈȉțȑ ȀȐȈȇȋțȑ ȏȎȔ ȏȀȐȀȏǼȋȏȄȈ ȒȓȈȑ ȄȌȌǼȀ ȃȄȉȀȄȓǾȄȑ ȅȘǽȑ ȓȎȔ ȉȓȈȐǾȎȔ) ȌȀ 

ȀȌȓȀȏȎȉȐȈȇȎȜȌ ȒȄ ȈȃǼȄȑ ȃȈȀȋțȐȕȘȒȆȑ ȄȌțȑ ȄȌȌȎȈȎȊȎȂȈȉȎȜ ȏȊȀȈȒǾȎȔ țȏȘȑ ȀȔȓț 

ȍȄȓȔȊǾȂȄȓȀȈ Ȁȏț ȓȎ ȒȆȋȄǾȎ ȄȉȉǾȌȆȒȆȑ ȓȆȑ ȎȈȉǾȀȑ. ǰȎȈȉȈȊțȋȎȐȕȄȑ ȇȄȋȀȓȈȉǼȑ ȄȌțȓȆȓȄȑ ȏȎȔ 

ȃȈȀȖȄȈȐǾȅȎȌȓȀȈ ȓȆȌ ȜȏȀȐȍȆ ȉȀȈ ȓȆȌ ȄȍȄȊȈȉȓȈȉǽ ȏȎȐȄǾȀ ȓȆȑ ȀȐȖȈȓȄȉȓȎȌȈȉǽȑ, ȓȆȌ ȉȎȈȌȘȌȈȉǽ 

ȓȀȔȓțȓȆȓȀ ȉȀȈ ȓȎ ȀȌȇȐȝȏȈȌȎ ȓȎȏǾȎ, ȓȎ ȎȈȉȎȌȎȋȈȉț ȅȄȌǾȇ ȉȀȈ ȌȀȃǾȐ, ȓȆ ȒȔȊȊȎȂȈȉǽ ȋȌǽȋȆ, 

ȓȎ ȏȎȊȈȓȈȉț ȏȀȐȀȒȉǽȌȈȎ ȀȊȊǻ ȉȀȈ ȓȆȌ ȀȌǻȃȔȒȆ ȄȌțȑ ȉȐǻȋȀȓȎȑ ȌȎȒȓȀȊȂǾȀȑ, 

ȔȏȄȐȆȕǻȌȄȈȀȑ ȉȀȈ ȔȕǼȐȏȎȔȒȀȑ ȄȊȏǾȃȀȑ, ȒȔȌȎȃȄȜȎȔȌ ȓȎȔȑ ȉȀȊȊȈȓǼȖȌȄȑ ȏȎȔ ȄȌȄȐȂȎȜȌ 

Șȑ ȎȃȆȂȎǾ ȉȀȈ ȒȔȌȎȃȎȈȏțȐȎȈ. 

 

ǯȈ ȉȀȊȊȈȓǼȖȌȄȑ ȕȈȊȓȐǻȐȎȔȌ ȋǼȒȀ Ȁȏț ȓȎ  ȏȎȊȔȋȄȒȈȉț ȄȈȉȀȒȓȈȉț ȊȄȍȈȊțȂȈț ȓȎȔȑ ȉȀȈ ȓȆȌ 

ȏȊȆȇȝȐȀ ȓȘȌ ȔȊȈȉȝȌ, ȓȆȌ ȏȐȎȕȎȐȈȉǽ (ǽ ȀȊȊȈȝȑ ȓȆȌ ȔȏȎȉȄȈȋȄȌȈȉǽ) ȈȒȓȎȐǾȀ țȏȘȑ ȀȔȓǽ 

ǼȖȄȈ ȄȌȎȐȖȆȒȓȐȘȇȄǾ ȋǼȒȀ ȒȓȎ ȕǻȒȋȀ ȓȎȔ ȖȐțȌȎȔ. ǡȏȎȉȀȊȜȏȓȎȔȌ ȋȈȀ ȀȕǽȂȆȒȆ ȏȎȔ 

ȄȍȀȐȓǻȓȀȈ ǻȋȄȒȀ Ȁȏț ȓȆȌ ȓȎȏȎȇȄȒǾȀ (site-specific ) ȉȀȈ ȀȌȓȀȏȎȉȐǾȌȄȓȀȈ ȒȄ ȀȔȓǽȌ (site-



 

 

responsive) ȀȌȓȀȌȀȉȊȝȌȓȀȑ ȓȆȌ ȀȌȀȇȄȝȐȆȒȆ ȀȍȈȝȌ ȉȀȈ ȏȎȊȊȀȏȊȝȌ ȒȔȌȀȈȒȇȆȋȀȓȈȉȝȌ 

ȏȄȃǾȘȌ ȏȎȔ ȒȔȌȔȏǻȐȖȎȔȌ ȉȀȈ ȒȔȌȃǼȎȌȓȀȈ ȋȄȓȀȍȜ ȓȎȔȑ. 

 

ǯȈ ȀȌȆȒȔȖȆȓȈȉǼȑ ȉȎȈȌȘȌȈȉȎ-ȎȈȉȎȌȎȋȈȉǼȑ ȉȀȈ ȏȎȊȈȓȈȉǼȑ ȒȔȌȇǽȉȄȑ ȓȎȔ ȒȜȂȖȐȎȌȎȔ 

ȏȎȊȈȓȈȒȋȎȜ ǼȖȎȔȌ ȀȕǽȒȄȈ ȓȀ ȀȏȎȓȔȏȝȋȀȓǻ ȓȎȔȑ ȒȓȀ ȋȌȆȋȄǾȀ ȓȆȑ ȏțȊȆȑ țȖȈ ȋțȌȎ ȒȓȆȌ 

ǡȇǽȌȀ ȀȊȊǻ ȉȀȈ ȒȄ ǻȊȊȄȑ țȋȎȈȄȑ ȂȄȈȓȎȌȈǼȑ ȒȄ ȏȐȘȓȄȜȎȔȒȄȑ ȀȌǻ ȓȎȌ ȉțȒȋȎ. ǡȔȓǻ ȏȎȔ 

ȉǻȏȎȓȄ ȇȄȘȐȎȜȌȓȀȌ ȉȎȒȋǽȋȀȓȀ ȀȐȖȈȓȄȉȓȎȌȈȉǽȑ ȋȈȀȑ ȒȆȋȀȌȓȈȉǽȑ ȏȎȊȈȓȈȒȓȈȉǽȑ 

ȉȊȆȐȎȌȎȋȈǻȑ, ȓȝȐȀ ȒȓǼȉȎȌȓȀȈ Șȑ ȀȒȓȈȉǻ ȖȀȊǻȒȋȀȓȀ ȏȎȔ ȉȀȓȀȐȐǼȎȔȌ ȀȇțȐȔȁȀ. ǧ 

ȄȉȋȄȓǻȊȊȄȔȒȆ ȉȀȈ Ȇ ȀȌȀȃȈȀȋțȐȕȘȒȆ ȓȎȔ ȀȒȓȈȉȎȜ ȈȒȓȎȜ ȃȄȌ ȀȌȀȂȌȘȐǾȅȄȈ ȏȊǼȎȌ ȓȆȌ 

ȜȏȀȐȍȆ ȓǼȓȎȈȘȌ ȉȓȈȐǾȘȌ. ǧ ȉȐȀȓȈȉǽ ȖȐȆȋȀȓȎȃțȓȆȒȆ ȂȈȀ ȓȆȌ ȀȏȎȉȀȓǻȒȓȀȒǽ ȓȎȔȑ ȄǾȌȀȈ 

ȀȏȄȈȐȎȄȊǻȖȈȒȓȆ ȉȀȈ ȏȎȊȊǻ Ȁȏț ȀȔȓǻ ȀȏȎȒȔȌȓǾȇȄȌȓȀȈ ȀȁȎǽȇȆȓȀ. ǧ ȀȏȎȒȜȌȃȄȒȆ ȀȔȓȝȌ 

ȓȘȌ ȎȈȉȎȃȎȋȆȋǻȓȘȌ Ȁȏț ȓȀ ȀȐȖȈȉǻ ȓȎȔȑ ȏȄȐȈȁǻȊȊȎȌȓȀ ȄǾȌȀȈ ȎȐȀȓǽ ȏȄȐȈȒȒțȓȄȐȎ Ȁȏț 

ȏȎȓǼ.  

 

ǧ ǼȉȇȄȒȆ [Ȁ]ȂȌȘȒȓȎȈ ȏȐȎȎȐȈȒȋȎǾ ȇȀ ȕǼȐȄȈ ȒȓȎ ȏȐȎȒȉǽȌȈȎ ȅȆȓǽȋȀȓȀ ȏȀȐȀǾȓȆȒȆȑ, 

ȄȂȉȀȓǻȊȄȈȗȆȑ ȉȀȈ ȄȐǽȋȘȒȆȑ. ȇȀ ȄȍȄȓǻȒȄȈ ȓȆ ȒȖǼȒȆ ȀȌǻȋȄȒȀ ȒȓȎ ȃȆȋțȒȈȎ ȉȀȈ ȈȃȈȘȓȈȉț 

ȖȝȐȎ ȏȎȔ ȉǻȏȎȓȄ ȁȐǾȒȉȎȌȓȀȌ ȒȄ ȃȈȀȐȉǽ ȃȈǻȊȎȂȎ, ȉȀȈ ȕǼȐȌȄȈ ȒȓȆȌ ȏȐȎȒȎȖǽ ȋȀȑ ȓȆ 

ȒȓȈȂȋǽ ȄȉȄǾȌȆ ȏȎȔ ȀȔȓǻ ȏȀȜȎȔȌ ȏȊǼȎȌ ȌȀ ȀȊȊȆȊȄȏȈȃȐȎȜȌ. ǧ ȏȐȝȆȌ ȎȈȉǾȀ ǦȀȐǾȕȆ ȀȌȎǾȂȄȈ 

ȂȈȀ ȏȐȝȓȆ ȕȎȐǻ ȋȄȓǻ Ȁȏț ȀȉȈȌȆȒǾȀ ȃȄȉȀȄȓȈȝȌ. ǳȀ ȃȘȋǻȓȈǻ ȓȆȑ ȉȀȓȀȊȀȋȁǻȌȎȌȓȀȈ ȓȝȐȀ 

Ȁȏț ȓȀ ǼȐȂȀ ȓȘȌ ȒȔȋȋȄȓȄȖțȌȓȘȌ ȉȀȊȊȈȓȄȖȌȝȌ, ȄȌȄȐȂȎȏȎȈȝȌȓȀȑ țȖȈ ȋțȌȎ ȓȎ ȄȒȘȓȄȐȈȉț 

ȀȊȊǻ ȉȀȈ ȓȆ ȒȖǼȒȆ ȓȎȔȑ ȋȄ ȓȎ ȄȍȘȓȄȐȈȉț ȀȒȓȈȉț ȏȄȐȈȁǻȊȊȎȌ. ǧ ȖȐǽȒȆ ȓȄȖȌȆȓȎȜ 

ȕȘȓȈȒȋȎȜ ǼȖȄȈ ȄȊȀȖȈȒȓȎȏȎȈȆȇȄǾ ȄȒȉȄȋȋǼȌȀ, ȒȄ ȉǻȏȎȈȄȑ ȏȄȐȈȏȓȝȒȄȈȑ ǼȖȄȈ ȀȏȎȒȔȐȇȄǾ 

ȎȊȎȉȊȆȐȘȓȈȉǻ. ǳȀ ȏȀȐǻȇȔȐȀ ȀȌȎǾȂȎȔȌ ȃȈǻȏȊȀȓȀ ȉȀȈ ȓȎ ȕȔȒȈȉț ȕȘȑ ȄȈȒȁǻȊȊȄȈ ȉȀȈ 

ȀȌȀȉȀȓȀȊȀȋȁǻȌȄȈ ȓȎ ȖȝȐȎ. ǳȎ ȒȏǾȓȈ ȄȏȀȌȀȒȔȒȓǽȌȄȓȀȈ ȋȄ ȓȆ ȌǼȀ ȀȒȓȈȉǽ ȏȐȀȂȋȀȓȈȉțȓȆȓȀ 

ȉȀȈ ȓȀ ȒȜȂȖȐȎȌȀ ȎȈȉȎȃȎȋȈȉǻ ȓȄȓȐǻȂȘȌȀ ȉȀȇȝȑ ȉȀȈ ȋȄ ȓȎ ȓȄȐǻȒȓȈȎ ȏǻȐȉȈȌȂȉ 

ȀȔȓȎȉȈȌǽȓȘȌ Ȁȏț ȋȏȄȓțȌ ȓȎȔ 1948 ȒȓȎȌ ȀȏǼȌȀȌȓȈ ȃȐțȋȎ ȏȎȔ ȄȏǾȒȆȑ ȏȀȐȀȋǼȌȄȈ 

ȀȌȄȌȄȐȂț ȏȎȊȊǻ ȖȐțȌȈȀ. ǧ ȒȕȀǾȐȀ ȓȎȔ ȀȒȓȈȉȎȜ ȉȀȈ ȓȎȔ ȈȃȈȘȓȈȉȎȜ ȇȀ ȄȋȏȊȀȉȎȜȌ ȒȄ ȋȈȀ 

Ȅȉ ȌǼȎȔ ȃȈǻȃȐȀȒȆ ȉȀȈ ȒȔȌȀȊȊȀȂǽ ȉȀȇõ țȊȆ ȓȆ ȃȈǻȐȉȄȈȀ ȓȆȑ ǼȉȇȄȒȆȑ. 

 

ǰȎȊȔǻȐȈȇȋȀ ȏȊȀǾȒȈȀ ȏȀȐȎȔȒǾȀȒȆȑ ȉȀȈ ȓȐțȏȎȈ ȉȀȊȊȈȓȄȖȌȈȉǽȑ ǼȉȕȐȀȒȆȑ ȂǾȌȎȌȓȀȈ 

ȄȐȂȀȊȄǾȀ ȒȔȊȊȎȂȈȒȋȎȜ ȉȀȈ ȀȌǻȊȔȒȆȑ. ǯ ȉǻȇȄ ȉȀȊȊȈȓǼȖȌȆȑ ȏȐȎȒȊȀȋȁǻȌȄȈ ȓȆȌ ǼȋȏȌȄȔȒǽ 

ȓȎȔ Ȁȏț ǼȌȌȎȈȄȑ ȃȆȋȈȎȔȐȂǾȀȑ ȉȀȈ ȋȆ ȃȆȋȈȎȔȐȂǾȀȑ țȏȘȑ ȀȔȓǼȑ ȃȈǼȏȎȔȌ ȓȆ ȃȄȃȎȋǼȌȆ 

ȖȘȐȎȓȀȍȈȉǽ ȒȔȌȇǽȉȆ. ǥȔȐȄȇǼȌȓȀ ȒȓȎ ȖȝȐȎ ȀȌȓȈȉȄǾȋȄȌȀ ð ȉȔȐǾȘȑ ǼȏȈȏȊȀ ȉȀȈ ȉǻȏȎȈȀ 

ȏȐȎȒȘȏȈȉǻ ǽȃȆ ð ȄȏȀȌȀȏȐȎȒȃȈȎȐǾȅȎȌȓȀȈ ȉȀȈ ȋȄȓȀȊȊǻȒȒȎȌȓȀȈ ȒȄ readymades , ȅȘȓȈȉǻ 

ȋǼȐȆ ȓȎȔ ȎȏȓȈȉȎȜ ȊȄȍȈȊȎȂǾȎȔ ȂȈȀ ȀȐȉȄȓȎȜȑ Ȁȏț ȓȎȔȑ ȄȈȉȀȒȓȈȉȎȜȑ ȓȆȑ ǼȉȇȄȒȆȑ. ǧ 

ȀȌȓǾȊȆȗȆ ȓȆȑ ȃțȋȆȒȆȑ ȉȀȈ ȓȆȑ ȀȏȎȃțȋȆȒȆȑ ȃȈȀȃȎȖȈȉǻ ǼȐȖȄȓȀȈ ȒȓȆȌ ȄȏȈȕǻȌȄȈȀ. ǳȀ ǼȐȂȀ 

ȀȌȎǾȂȎȌȓȀȈ ȉȀȈ ȄȋȏȊǼȉȎȌȓȀȈ ȒȄ ǼȌȀȌ ȃȈǻȊȎȂȎ ȋȄ ȓȎ ǻȋȄȒȎ ȏȄȐȈȁǻȊȊȎȌ ȉȀȈ ȓȄȊȈȉǻ 

ȄȌȒȘȋȀȓȝȌȎȌȓȀȈ ȒȄ ȀȔȓț, ȀȏȎȓȄȊȎȜȌ ȓȎ ȋǼȒȎ ȂȈȀ ȓȆȌ ȏȀȐȀȂȘȂǽ ȋȈȀȑ ȌǼȀȑ 

ȄȏȀȌȀȕȆȂȎȜȋȄȌȆȑ ȈȒȓȎȐǾȀȑ. 

 

ǝȊȎȈ ȎȈ ȉȀȊȊȈȓǼȖȌȄȑ ǼȖȎȔȌ ǼȌȀ ȉȎȈȌț ȒȆȋȄǾȎ ȀȌȀȕȎȐǻȑ, ȓȆȌ ȀȌȇȐȝȏȈȌȆ ȃȐȀȒȓȆȐȈțȓȆȓȀ 

ȉȀȈ ȓȆȌ ȀȏȎȊȈȇȘȋǼȌȆ ȔȏȀȐȍȈȀȉǽ ȔȏțȒȓȀȒȆ ȓȎȔ ȖȐțȌȎȔ Șȑ ȓȎȌ ȏȐȘȓȀȂȘȌȈȒȓǽ ȓȆȑ 

ȏȊȎȉǽȑ. ǧ ȄȏȈȌțȆȒȆ ȉȀȈ Ȇ ȄȐȋȆȌȄǾȀ ȈȃȄȝȌ ȏȎȔ ȒȖȄȓǾȅȎȌȓȀȈ ȋȄ ȓȆ ȋȌǽȋȆ, ȓȆȌ ȏȐȎȒȘȏȈȉǽ 

ȋȔȇȎȊȎȂǾȀ, ȓȆ ȅȘǽ ȉȀȈ ȓȎ ȇǻȌȀȓȎ, țȊȀ Ȕȏț ȓȎ ȏȐǾȒȋȀ ȃȈȀȕȎȐȎȏȎȈȆȋǼȌȘȌ 

ȒȔȌȄȈȃȆȒȈȀȉȝȌ ȉȀȓȀȒȓǻȒȄȘȌ, ȃȈȀȁȈȁǻȅȎȔȌ ȏȎȊȊȀȏȊǼȑ ȀȌȀȂȌȝȒȄȈȑ. ǥȋȏȌȄȔȒȋǼȌȀ Ȁȏț 

ȄȉȄǾȌȀ ȓȀ ȈȒȓȎȐȈȉǻ ȓȐȀȜȋȀȓȀ ȉȀȈ ȓȎȔȑ ȉȎȈȌȘȌȈȉȎȜȑ ȀȌȀȒȖȄȃȈȀȒȋȎȜȑ ȏȎȔ 

ȃȈȀȒȓȐȄȁȊȝȌȎȔȌ ȓȆ ȒȜȌȇȄȒȆ ȓȆȑ ȉȀȇȆȋȄȐȈȌțȓȆȓȀȑ, ȓȀ ǼȐȂȀ ȓȆȑ ǼȉȇȄȒȆȑ 

ȄȌȒȓȄȐȌǾȅȎȌȓȀȈ ȇǼȋȀȓȀ ȓȀȔȓțȓȆȓȀȑ ȉȀȈ ȀȊȊȀȂǽȑ. 

 



 

 

ǳȎ ǰȐȎȒȕȔȂǻȉȈ (2017) ȓȆȑ ǡȈȉȀȓȄȐǾȌȆȑ ǣȄȂȆȒȈǻȌ ȀȌȀȕǼȐȄȓȀȈ ȒȄ ȅȆȓǽȋȀȓȀ ȋȄȓȀȓțȏȈȒȆȑ, 

ȋȄȓȀȌǻȒȓȄȔȒȆȑ ȉȀȈ ȏȀȈȃȈȉǽȑ ȆȊȈȉǾȀȑ. ǰȀȐȎȔȒȈǻȅȄȈ ȋȈȀ ȒȓȐȀȓȈǻ Ȁȏț 120 ȄȔȐȄȇǼȌȓȀ 

ȀȂȀȊȋȀȓǾȃȈȀ ȏȀȈȃȈȝȌ ð ȉȀȓȀȒȉȄȔȀȒȋǼȌȀ Ȁȏț ȏȎȐȒȄȊǻȌȆ, ȏȆȊț, ȂȜȗȎ ȉȀȈ ȐȆȓǾȌȆ ð ȓȀ 

ȎȏȎǾȀ Ȇ ȉȀȊȊȈȓǼȖȌȈȑ ȄȌȓțȏȈȒȄ ȋȄ ȏȐȎȒȎȖǽ ȒȄ ȔȏȀǾȇȐȈȄȑ ȀȂȎȐǼȑ ȉȀȈ ȉȀȓȀȒȓǽȋȀȓȀ ȉȀȓǻ 

ȓȆ ȃȈǻȐȉȄȈȀ ȓȘȌ ȄȉȓȄȌȝȌ ȓȀȍȈȃȈȝȌ ȓȆȑ. ǳȎ ǰȐȎȒȕȔȂǻȉȈ ȃȀȌȄǾȅȄȓȀȈ ȓȎ țȌȎȋǻ ȓȎȔ Ȁȏț ȓȎ 

ȎȋȝȌȔȋȎ ȋȀȐȋǻȐȈȌȎ ǻȂȀȊȋȀ ȓȎȔ 1ȎȔ ȀȈȝȌȀ ȏ.Ƕ. ȏȎȔ ȒǽȋȄȐȀ ȁȐǾȒȉȄȓȀȈ ȒȓȎ ǥȇȌȈȉț 

ǡȐȖȀȈȎȊȎȂȈȉț ǬȎȔȒȄǾȎ ȓȆȑ ǡȇǽȌȀȑ. ǛȐȇȄ ȒȓȆȌ ǥȊȊǻȃȀ ȉȀȓǻ ȓȆ ȃȈǻȐȉȄȈȀ ȓȆȑ 

ǬȈȉȐȀȒȈȀȓȈȉǽȑ ǪȀȓȀȒȓȐȎȕǽȑ ȓȎ 1922 ȉȀȈ ȓȎȔ ȄȊȊȆȌȎȓȎȔȐȉȈȉȎȜ ȏȎȊǼȋȎȔ, țȓȀȌ ȏǻȌȘ 

Ȁȏț ǼȌȀ ȄȉȀȓȎȋȋȜȐȈȎ ȀȔȓțȖȇȎȌȄȑ ȎȐȇțȃȎȍȎȈ ǚȊȊȆȌȄȑ ȀȌȀȂȉǻȒȓȆȉȀȌ ȃȈȀ ȓȆȑ ȁǾȀȑ ȌȀ 

ȄȉȓȎȏȈȒȓȎȜȌ ȉȀȈ ȌȀ ȋȄȓȄȂȉȀȓȀȒȓȀȇȎȜȌ ȒȓȆȌ ǥȊȊǻȃȀ Șȑ ȋǼȐȎȑ ȓȎȔ ȓȄȐǻȒȓȈȎȔ 

ȏȐȎȂȐǻȋȋȀȓȎȑ ȀȌȓȀȊȊȀȂǽȑ ȏȊȆȇȔȒȋȝȌ. ǬȄ ȍȄȉǻȇȀȐȄȑ ȀȌȀȕȎȐǼȑ ȒȄ ȈȒȓȎȐȈȉǻ ȉȀȈ 

ȃȈȀȏȎȊȈȓȈȒȋȈȉǻ ȏȐȎȁȊǽȋȀȓȀ ȏȎȔ ȏȀȐȀȋǼȌȎȔȌ ȄȏǾȉȀȈȐȀ țȒȎ ȏȎȓǼ ǻȊȊȎȓȄ, ȓȎ ǼȐȂȎ ȓȆȑ 

ǣȄȂȆȒȈǻȌ ȒȔȂȉȐȎȓȄǾ ȋȈȀ ȉȀȓǻȇȄȒȆ ȂȈȀ ȓȎȌ ȀȒȀȕǽ ȏȐȎȎȐȈȒȋț ȉȀȈ ȓȆȌ ȓȜȖȆ ȓȘȌ 

ȏȐȎȒȕȜȂȘȌ ȉȀȈ, ȈȃȈȀǾȓȄȐȀ, ȓȘȌ ȏȀȈȃȈȝȌ ȏȐȎȒȕȜȂȘȌ, țȏȘȑ ȉȀȈ ȎȈ ǾȃȈȎȈ ǼȖȎȔȋȄ ȃȄȈ Ȁȏț 

ȓȀ ȏȐțȒȕȀȓȀ ȂȄȂȎȌțȓȀ ȒȓȆȌ ǥȊȊǻȃȀ ȉȀȈ ȓȆȌ ǥȔȐȝȏȆ, ȉȀȇȝȑ ȉȀȈ ȓȆ ȒȜȂȉȐȎȔȒȆ ȋȄ ȓȆ 

ȊȀȁȔȐȈȌȇȝȃȆ ȂȐȀȕȄȈȎȉȐȀȓǾȀ ȉȀȈ ȓȀ ȌȎȋȈȉǻ ȅȆȓǽȋȀȓȀ ȄȏǾ ȓȘȌ ȀȌȇȐȘȏǾȌȘȌ 

ȃȈȉȀȈȘȋǻȓȘȌ. ǧ ȐȎȋȀȌȓȈȉǽ ȉȀȈ ȏȎȈȆȓȈȉǽ   ȀȏȄȈȉțȌȈȒȆ ȓȘȌ ȀȂȀȊȋȀȓȈȃǾȘȌ ð ǼȌȀ ȀȈȒȇȆȓȈȉǻ 

ȃȈȀȉȎȒȋȆȓȈȉț ȒȓȎȈȖȄǾȎ ȏȄȐȀȒȋǼȌȘȌ ȄȏȎȖȝȌ ð ȊȄȈȓȎȔȐȂȄǾ Șȑ ǼȋȋȄȒȆ ȉȀȓȀȂȐȀȕǽ ȓȆȑ 

ǾȃȈȀȑ ȓȆȑ ȎȈȉǾȀȑ ȉȀȈ ȓȘȌ ȄȌȎǾȉȘȌ ȓȆȑ, ȎȈ ȎȏȎǾȎȈ ȁȐǼȇȆȉȀȌ ȉȀȈ ȀȔȓȎǾ ȒȄ ȋȈȀ ȒȔȌȇǽȉȆ 

ȋȄȓǻȁȀȒȆȑ ȀȌǻȋȄȒȀ ȒȄ ȖȝȐȄȑ ȉȀȈ ȆȏȄǾȐȎȔȑ. ǧ ȔȏȀȈȌȈȒȒțȋȄȌȆ ȃȈǻȓȀȍȆ ȉȀȈ ȉǾȌȆȒȆ ȓȘȌ 

ȀȂȀȊȋȀȓȈȃǾȘȌ ȏȎȔ ȇȔȋǾȅȄȈ ȒȖȆȋȀȓȈȒȋț ȀȒȓȄȐȈȒȋȎȜ ȔȏȎȌȎȄǾ ȋȈȀ ȒȔȋȁȎȊȈȉǽ ȃǽȊȘȒȆ 

ȃȈȀȐȉȎȜȑ ȀȊȊȀȂǽȑ, ȐȄȔȒȓțȓȆȓȀȑ, ȀȒȓǻȇȄȈȀȑ ȉȀȈ ȏȀȐȎȃȈȉțȓȆȓȀȑ. ǡȔȓǽ Ȇ ȀȕȀȈȐȄȓȈȉǽ 

ȏȐȀȉȓȈȉǽ ȓȀȍȈȌțȋȆȒȆȑ ȀȌȀȏȐȎȒȀȐȋțȅȄȈ ȉȀȈ ȀȌȀȃȈȀȋȎȐȕȝȌȄȈ ȓȎ ȏǼȐȀȒȋȀ Ȁȏț 

ȂȄȘȂȐȀȕȈȉȎȜȑ ȓțȏȎȔȑ ȃȈȀȋǼȒȎȔ ȋȈȀȑ ȔȏȀȐȍȈȀȉǽȑ ȉȀȈ ȀȈȒȇȆȓȆȐȈȀȉǽȑ ȄȋȏȄȈȐǾȀȑ. ǧ 

ȔȏȎȃǽȊȘȒȆ ȓȆȑ ȃȈȀȕȎȐȄȓȈȉțȓȆȓȀȑ ȏȎȔ ȃȈǼȏȄȈ ȓȆȌ ȄȂȉȀȓǻȒȓȀȒȆ ȓȆȑ ȄȈȉȀȒȓȈȉȎȜ, 

ȋȄȓȀȒȖȆȋȀȓǾȅȄȓȀȈ ȒȄ ȋȈȀ ȔȏȎȁțȒȉȎȔȒȀ ȀȈȒȈțȃȎȍȆ ȃǽȊȘȒȆ ȒȔȌǼȖȄȈȀȑ ȄȌȓțȑ ȋȈȀȑ 

ȒȔȊȊȎȂȈȉǽȑ ȀȌȇȐȘȏțȓȆȓȀȑ, ȒȔȂȖȐțȌȘȑ ȄȍȄȓǻȅȎȌȓȀȑ ȓȈȑ ȀȌȈȒțȓȆȓȄȑ ȉȀȈ ȃȔȒȀȌȀȊȎȂǾȄȑ 

ȓȆȑ ȅȘǽȑ.  

 

ǧ ȒȄȈȐǻ ȓȘȌ ȀȒȏȐțȋȀȔȐȘȌ ȕȘȓȎȂȐȀȕȈȝȌ ȓȎȔ ǡȏțȊȊȘȌȀ ǣȊȜȉȀ ǱȄȔȒȓǻ (2017) 

ȃȈȄȐȄȔȌǻ ȓȆ ȃȈȀȒȓȐȘȋǻȓȘȒȆ ȓȆȑ ȜȏȀȐȍȆȑ țȏȘȑ ȀȔȓǽ ȍȄȓȔȊǾȂȄȓȀȈ ȒȓȆȌ ȏǻȐȎȃȎ ȓȎȔ 

ȖȐțȌȎȔ. ǤȈȀȋǼȒȎȔ ȏȄȈȐȀȋȀȓȈȒȋȝȌ ȏȎȔ ȃȈȄȉȏȄȐȀȈȝȌȎȌȓȀȈ ȒȓȎ ȄȐȂȀȒȓǽȐȈȎ ȉȀȈ ȓȎ 

ȒȉȎȓȄȈȌț ȇǻȊȀȋț ȓȎȔ, Ȏ ȉȀȊȊȈȓǼȖȌȆȑ ȏȀȐȀȏȎȈȄǾ ȓȈȑ ȄȈȉțȌȄȑ ȓȎȔ ȄȈȒǻȂȎȌȓȀȑ ȋȈȀ ȖȆȋȈȉǽ 

ȃȈȄȐȂȀȒǾȀ ȏȎȔ ȓȐȎȏȎȏȎȈȄǾ ȓȆȌ ȀȐȖȈȉǽ ȓȎȔȑ ȋȎȐȕǽ ȉȀȈ ȋȈȋȄǾȓȀȈ ȓȆ ȕȔȒȈȉǽ ȀȊȊȎǾȘȒȆ ȉȀȈ 

ȀȏȎȒȜȌȇȄȒȆ ȋȄ ȋȆȖȀȌȈȒȋȎȜȑ ȂȐǽȂȎȐȆȑ ȄȏȈȓǻȖȔȌȒȆȑ. ǬȄ ȀȕȎȐȋǽ ȓȎ ȈȃȈȀǾȓȄȐȎ 

ȄȌȃȈȀȕǼȐȎȌ ȒȄ ȏȐȀȉȓȈȉǼȑ ȏȎȔ ȒȖȄȓǾȅȎȌȓȀȈ ȋȄ ȓȈȑ ȈȃȈțȓȆȓȄȑ ȉȀȈ ȓȆ ȒȔȋȏȄȐȈȕȎȐǻ ȓȎȔ 

ȖȀȐȓȈȎȜ, ȓȀ ǼȐȂȀ ȓȎȔ ǣȊȜȉȀ ȋȏȎȐȎȜȌ ȌȀ ȇȄȀȇȎȜȌ ȉȀȈ ȌȀ ȄȉȓȈȋȆȇȎȜȌ ȋǼȒȀ Ȁȏț ȓȆȌ Ȕȕǽ, 

ȓȆ ȂȊȔȏȓȈȉǽ ȈȃȈȀȈȓȄȐțȓȆȓȀ ȉȀȈ ȓȆȌ ȓȐȈȒȃȈǻȒȓȀȓȆ ȋȎȐȕȎȊȎȂǾȀ ȓȎȔȑ. ǰȄȐȈȒȓȀȒȈȀȉǻ 

ȏȄȐȈȂȐȀȕȈȉǻ ȉȀȈ ǻȊȊȄȑ ȕȎȐǼȑ ȏȈȎ ȀȕȀȈȐȄȓȈȉǻ, ȀȔȓǻ ȃȈȀȋȎȐȕȝȌȎȔȌ ǼȌȀȌ 

ȉȈȌȆȋȀȓȎȂȐȀȕȈȉț ȊțȂȎ ȋȄȓȀȕǼȐȎȌȓȀȑ ȓȎ ȇȄȀȓǽ ȒȄ ȋȈȀ ȋȆ ȉȀȌȎȌȈȉǽ ȏȐȀȂȋȀȓȈȉțȓȆȓȀ, 

ȒȜȌȓȎȋȀ ȒȔȌȄȈȃȆȓȎȏȎȈȝȌȓȀȑ ȋȈȀ ȀǾȒȇȆȒȆ ȉȈȌȆȓȈȉțȓȆȓȀȑ ȀȌǻȋȄȒȀ ȒȄ ȏȎȊȊȀȏȊǼȑ 

ȏȐȀȂȋȀȓȈȉțȓȆȓȄȑ. ǧ ȄȌȄȐȂȎȏȎǾȆȒȆ ȉȀȈ ȀȌȀȃȈȀȓȜȏȘȒȆ ȓȎȔ ȏȀȐȄȊȇțȌȓȎȑ, ȄȌȇȀȐȐȜȌȄȈ 

ȋȈȀ ȃȈȀȒȔȌȃȄȒȈȋțȓȆȓȀ ȉȀȈ ȒȔȌȎȖǽ ȃȈȀȒȖǾȅȎȌȓȀȑ ȃȈȀȂȄȌȄȀȉǻ ȉȀȈ ȂȄȘȂȐȀȕȈȉǻ țȐȈȀ. ǳȀ 

ȄȉȓȈȇǼȋȄȌȀ ǼȐȂȀ ȏȐȀȂȋȀȓȄȜȎȌȓȀȈ ȄȏȈȓȔȖȝȑ ȓȎ ȐțȊȎ ȓȎȔ ȈȃȈȘȓȈȉȎȜ ȉȀȈ ȃȆȋțȒȈȎȔ ȏȄȃǾȎȔ, 

ȓȎȔ ȎȏȎǾȎȔ ȎȈ ȏȄȐȈȎȐȈȒȋȎǾ ȃȈȀȃȎȖȈȉǻ ȉȀȇǾȒȓȀȌȓȀȈ ȀȏȐȎȒȃȈțȐȈȒȓȎȈ Șȑ ȀȏȎȓǼȊȄȒȋȀ ȓȆȑ 

ȓȄȖȌȈȉǽȑ ȄȏȄȍȄȐȂȀȒǾȀȑ ȓȆȑ ȄȈȉțȌȀȑ. ǧ ȏȀȐȎȔȒǾȀ ȋȆ ȓȀȔȓȎȏȎȈȆȋǼȌȘȌ ȀȓțȋȘȌ ȉȀȇȝȑ ȉȀȈ 

ȀȐȖȈȓȄȉȓȎȌȈȉȝȌ ȒȓȎȈȖȄǾȘȌ, ȄȌȈȒȖȜȄȈ ȋȈȀ ȒȎȔȐȄȀȊȈȒȓȈȉǽ ȉȀȓǻȒȓȀȒȆ țȏȎȔ ȀȐȉȄȓǼȑ ȕȎȐǼȑ 

ȎȈ ǻȌȇȐȘȏȎȈ ȉȀȈ ȓȀ ȉȓǾȐȈȀ ȀȏȄȈȉȎȌǾȅȎȌȓȀȈ ȋȄ ȓȐțȏȎ ȃȈȕȎȐȎȜȋȄȌȎ ȉȀȈ ȖȘȐǾȑ ȌȀ ȋȏȎȐȎȜȌ 

ȌȀ ȃȈȀȖȘȐȈȒȓȎȜȌ. ǡȔȓț ȏȐȎȒȃǾȃȄȈ ȓȆȌ ȀǾȒȇȆȒȆ ȓȆȑ ȏȎȊȔȏȊȎȉțȓȆȓȀȑ ȓȆȑ ȅȘǽȑ, 



 

 

ȎȃȆȂȝȌȓȀȑ ȏȐȎȑ ȓȎ ȀȌȀȏțȕȄȔȉȓȎ ȉȀȈ ȓȆȌ ȉȔȌȈȉǽ ȀȌȀȇȄȝȐȆȒȆ ȓȆȑ ȀȌȇȐȝȏȈȌȆȑ 

ȜȏȀȐȍȆȑ ȒȄ ȋȈȀ ȋȀȉȐȈȌǽ ȋȌǽȋȆ. 

 

ǳȎ ȕȀȌȓȀȒȈȀȉț ȓȎȏǾȎ ȊȎȜȓȐȈȌȘȌ ȏȀȈȖȌȈȃȈȝȌ ȓȆȑ ǬȏǼȓȓȔ ǦǼȐȁȀ ȃȈȀȏȐȀȂȋȀȓȄȜȄȓȀȈ ȓȆȌ 

ȄȏȈȐȐȎǽ ȓȘȌ ȏȐȝȓȘȌ ȖȐțȌȘȌ ȓȆȑ ȁȐȄȕȈȉǽȑ ȉȀȈ ȓȆȑ ȏȐȝȈȋȆȑ ȏȀȈȃȈȉǽȑ ȆȊȈȉǾȀȑ. ǳȎ ǼȐȂȎ 

ǳȀ ȏȀȈȖȌǾȃȈȀ ȋȎȔ (2017) ȒȔȋȏȄȐȈȊȀȋȁǻȌȄȈ ȋȈȀ ȒȔȌǻȇȐȎȈȒȆ ȀȌȀȐǾȇȋȆȓȘȌ ȋȀȊȀȉȝȌ 

ȏȀȈȖȌȈȃȈȝȌ ȏȎȔ ǼȖȎȔȌ ȓȆ ȋȎȐȕǽ ȅȝȘȌ, ȖȀȐȀȉȓǽȐȘȌ ȉȈȌȎȔȋǼȌȘȌ ȒȖȄȃǾȘȌ ȉȀȈ ǻȊȊȘȌ 

ȏȊȀȒȋǻȓȘȌ ȒȄ ȋȄȂǻȊȆ ȖȐȘȋȀȓȈȉǽ ȏȎȈȉȈȊǾȀ ȏȎȔ ȍȄȏȆȃȎȜȌ Ȁȏț ȓȈȑ ȄȔȐȄȇȄǾȒȄȑ ȌȓȎȔȊǻȏȄȑ 

ȓȎȔ ȒȏȈȓȈȎȜ. ǣȈȀ ȓȆȌ ǦǼȐȁȀ, ȓȀ ȊȎȜȓȐȈȌȀ ȏȀȈȖȌǾȃȈȀ ȀȏȎȓȄȊȎȜȌ ȓȎ ȋǼȒȎ ǼȉȕȐȀȒȆȑ ȓȘȌ 

ȏȐȝȓȘȌ ȒȔȌȀȈȒȇȆȋǻȓȘȌ ȄȌțȑ ȏȀȈȃȈȎȜ ȄȌȝ ȓȎ ȄȏȈȊȄȂȋǼȌȎ ȃȘȋǻȓȈȎ ȏȎȔ ȕȈȊȎȍȄȌȄǾ ȓȆ 

ȒȔȂȉȄȉȐȈȋǼȌȆ ȄȂȉȀȓǻȒȓȀȒȆ ȇȀ ȋȏȎȐȎȜȒȄ ȌȀ ȄǾȌȀȈ ȓȎ ȖȘȐȎȓȀȍȈȉț ȓȀȔȓțȒȆȋȀ ȂȈȀ 

ȎȏȎȈȎȃǽȏȎȓȄ ǻȊȊȎ ȏȀȈȃȈȉț ȃȘȋǻȓȈȎ. ǰȐȎȒȊȀȋȁǻȌȎȌȓȀȑ ȇȄȘȐǾȄȑ ȗȔȖȀȌǻȊȔȒȆȑ țȏȘȑ 

ȀȔȓǽ ȓȎȔ ôȀȌȓȈȉȄȈȋǼȌȎȔ ȋȄȓǻȁȀȒȆȑõ ð țȐȎȑ ȏȎȔ ȃțȇȆȉȄ Ȁȏț ȓȎȌ D.W. Winnicott  ȓȎ 1951 

ð Ȇ ȄȈȉȀȒȓȈȉțȑ ȄȍȄȓǻȅȄȈ ȄȉȄǾȌȀ ȓȀ ȉȀȇȎȐȈȒȓȈȉǻ ȒȓǻȃȈȀ ȓȆȑ ȅȘǽȑ ȋȀȑ ȏȎȔ ȄȏȈȊȄȂȋǼȌȀ 

ȀȌȓȈȉȄǾȋȄȌȀ Ȁȏț ȓȆ ȌȆȏȈȀȉǽ ȋȀȑ ȆȊȈȉǾȀ ȃȐȎȔȌ Șȑ ȁȀȒȈȉȎǾ ȏȀȐǻȂȎȌȓȄȑ ȂȈȀ ȓȆȌ 

ȋȄȓȀȓțȏȈȒȆ ȓȆȑ ȋȆȓȐȈȉǽȑ ȒȖǼȒȆȑ ȏȐȎȑ ȋȈȀ ȌǼȀ ȒȖǼȒȆ ȋȄ ȉǻȏȎȈȎ ȀȌȓȈȉȄǾȋȄȌȎ ȉȀȇȝȑ ȉȀȈ 

ȋȄ ȌǼȎȔȑ ȕǾȊȎȔȑ ȒȓȎ ȒȖȎȊȄǾȎ. ǝȓȀȌ ȉǻȏȎȈȎ ȏȀȈȖȌǾȃȈ ȖȀȐǾȅȄȓȀȈ ȒȓȎ ȏȀȈȃǾ ȒȄ ǼȌȀȌ Ȁȏț 

ȓȎȔȑ ȏȐȝȓȎȔȑ ȄȎȐȓȀȒȋȎȜȑ ȂȄȌȄȇȊǾȘȌ ǽ ȓȎȔ ȃǾȌȄȓȀȈ Șȑ ȄȌȇȜȋȈȎ ȃȝȐȎ Ȁȏț ȉǻȏȎȈȎ 

ȓȀȍǾȃȈ, ȀȔȓț ȋȏȎȐȄǾ ȌȀ ȏȀǾȍȄȈ ȐțȊȎ ȒȔȌȀȈȒȇȆȋȀȓȈȉǽȑ ȃȈȉȊǾȃȀȑ ȀȒȕȀȊȄǾȀȑ ȂȈȀ ȓȀ ȄȏțȋȄȌȀ 

ȖȐțȌȈȀ. ǲȔȂȖȐțȌȘȑ, ȓȀ ȏȀȈȖȌǾȃȈȀ ȄȍȄȊǾȒȒȎȌȓȀȈ ȉȀȈ ȄȂȂȐǻȕȎȌȓȀȈ ȒȓȎ ȔȏȎȒȔȌȄǾȃȆȓȎ Șȑ 

ȒȆȋȄǾȎ ȀȌȀȕȎȐǻȑ ȄȔȖǻȐȈȒȓȘȌ ȀȌȀȋȌǽȒȄȘȌ ȀȊȊǻ ȉȀȈ ȏȀȐȀȋȔȇǾȀȑ ȄȌȝ ȄǾȌȀȈ ȏȎȊȜ 

ȏȈȇȀȌțȌ ȌȀ ȒȔȌȎȃȄȜȎȔȌ ǼȌȀȌ ȄȌǽȊȈȉȀ ȂȈȀ ȓȎ ȔȏțȊȎȈȏȎ ȓȆȑ ȅȘǽȑ ȓȎȔ. ǡȔȓȎǾ ȎȈ ȈȃȄȀȓȎǾ 

ȕǾȊȎȈ ȏǻȌȓȎȓȄ ȊȄȈȓȎȔȐȂȎȜȌ ȄȌ ȄǾȃȄȈ ȉȀȓȀȕȔȂǾȎȔ ȉȀȈ ȃȈȀȋȄȒȎȊȀȁȎȜȌ Șȑ ȄȐǼȇȈȒȋȀ 

ȃȈȀȋǼȒȎȔ ȓȆȑ ȋȎȌȀȃȈȉǽȑ ȋȔȐȘȃȈǻȑ (ȀǾȒȇȆȒȆ ȓȆȑ țȒȕȐȆȒȆȑ) ȉȀȈ ȓȆȑ Ȕȕǽȑ (ȀǾȒȇȆȒȆ 

ȓȆȑ Ȁȕǽȑ) ȂȈȀ ȓȆȌ ȄȏȀȌȀȕȎȐǻ ȈȃȈȀǾȓȄȐȘȌ ȏȀȈȃȈȉȝȌ ȀȌȀȋȌǽȒȄȘȌ. ǧ ȃȔȌȀȋȈȉǽ ȄȌțȑ 

ȓǼȓȎȈȎȔ ȋȈȉȐȎȏȄȐȈȁǻȊȊȎȌȓȎȑ ȀȒȉȄǾ ȒȓȎ ȇȄȀȓǽ ȋȈȀ ȄȏǾȃȐȀȒȆ ȄȔȐǼȎȑ ȕǻȒȋȀȓȎȑ, 

ȀȌȀȅȘȏȔȐȝȌȎȌȓȀȑ ȄȔȖǻȐȈȒȓȀ ǽ ȉȀȈ ȃȔȒǻȐȄȒȓȀ ȒȔȌȀȈȒȇǽȋȀȓȀ. ǧ ȏȎȒȎȓȈȉǽ ȔȏȄȐȁȎȊǽ 

ȓȆȑ ȏȀȐȎȔȒǾȀȑ ȓȘȌ ȏȀȈȖȌȈȃȈȝȌ ȃǾȌȄȈ ǼȋȕȀȒȆ ȒȓȆȌ ȀȌȀȂȉȀȈțȓȆȓȀ ȉȀȈ ȁȀȐȔȒȆȋȀȌȓțȓȆȓǻ 

ȓȎȔȑ Șȑ ȏȐȎȑ ȓȆȌ ȉȎȈȌȘȌȈȉȎȏȎǾȆȒȆ, ȓȆ ȃȈȀȋțȐȕȘȒȆ ȓȎȔ ȖȀȐȀȉȓǽȐȀ ȉȀȈ ȓȆȑ 

ȏȐȎȒȘȏȈȉțȓȆȓȀȑ ȓȎȔ ȀȌȇȐȝȏȎȔ. 

 

ǧ ǼȋȏȌȄȔȒȆ ȓȆȑ ǥȊǼȌȆȑ ǫȜȐȀ ǼȖȄȈ Șȑ ȀȕȄȓȆȐǾȀ ȓȎȌ ȀȐȖȀǾȎ ȋȜȇȎ ȓȆȑ ȀȐȏȀȂǽȑ ȓȆȑ 

ǰȄȐȒȄȕțȌȆȑ Ȁȏț ȓȎȌ ǘȃȆ, ȓȎȌ ǻȐȖȎȌȓȀ ȓȎȔ ǪǻȓȘ ǪțȒȋȎȔ Ȏ ȎȏȎǾȎȑ ȓȆȑ ȏȐȎȒǼȕȄȐȄ 

ǼȌȀ ȐțȃȈ, ȋȈȀ ȉǾȌȆȒȆ ȄȍȀȏǻȓȆȒȆȑ ȏȐȎȉȄȈȋǼȌȎȔ ȌȀ ȓȆ ȃȄȒȋȄȜȒȄȈ ȒȄ ȋȈȀ ȀȃȈǻȐȐȆȉȓȆ 

ȒȔȌȇǽȉȆ ȂǻȋȎȔ. ǚȏȄȈȓȀ Ȁȏț ȏȀȐǼȋȁȀȒȆ ȓȆȑ ȋȆȓǼȐȀȑ ȓȆȑ ȇȄǻȑ ǤǽȋȆȓȐȀȑ ȉȀȈ ȓȎȔ 

ȏȀȓǼȐȀ ȓȆȑ ǤȈȀ, Ȇ ǰȄȐȒȄȕțȌȆ ȓȄȊȈȉǻ ȉȀȓǻȕȄȐȄ ȌȀ ȅǽȒȄȈ ȀȌǻȋȄȒȀ ȒȓȎȔȑ ȃȜȎ ȉțȒȋȎȔȑ, 

ȋȈȀ ȋȄȓǻȁȀȒȆ ȏȎȔ ȉȀȇțȐȈȒȄ ȓȆȌ ȄȌȀȊȊȀȂǽ ȓȘȌ ȄȏȎȖȝȌ ȒȓȆ ȂȆ. ǧ ǰȄȐȒȄȕțȌȆ (2017) 

ȄǾȌȀȈ ȋȈȀ ȄȂȉȀȓǻȒȓȀȒȆ ȀȌȓȀȏȎȉȐȈȌțȋȄȌȆ ȒȓȎ ȖȝȐȎ ȏȎȔ ȃȈȀȖȄȈȐǾȅȄȓȀȈ ǼȌȌȎȈȄȑ 

ȇȆȊȔȉțȓȆȓȀȑ ȉȀȈ ȂȎȌȈȋțȓȆȓȀȑ țȏȘȑ ȀȔȓǼȑ ȏȐȎȁǻȊȊȎȌȓȀȈ ȋǼȒȀ Ȁȏț ȓȎ ȄȕǽȋȄȐȎ ȓȎȔ 

ȉȜȉȊȎȔ ȓȆȑ ȅȘǽȑ Ȏ ȎȏȎǾȎȑ ȄȋȏȄȐȈǼȖȄȈ ȓȆȌ ȀǼȌȀȆ ȃȈȀȃȎȖǽ ȓȆȑ ȁȈȎȊȎȂȈȉǽȑ ȕȇȎȐǻȑ ȉȀȈ 

ȀȌȀȂǼȌȌȆȒȆȑ. ǳȎ ȐțȃȈ ȄȋȕȀȌǾȅȄȓȀȈ ȋȄ ǻȕȇȎȌȄȑ ȋȄȓȀȕȎȐȈȉǼȑ ȄȌȌȎȈȎȊȎȂȈȉǼȑ ȀȏȎȖȐȝȒȄȈȑ 

ȒȄ ȀȐȉȄȓǼȑ ȇȐȆȒȉȄǾȄȑ ȉȀȈ ȇȄȎȊȎȂȈȉǻ ȃțȂȋȀȓȀ ȒȄ țȊȎ ȓȎȌ ȉțȒȋȎ țȏȘȑ Ȏ ǩȎȔȃȀșȒȋțȑ, Ȏ 

ǢȎȔȃȈȒȋțȑ, Ȏ ǦȘȐȎȀȒȓȐȈȒȋțȑ, ȓȎ ǩȒȊǻȋ ȉȀȈ Ȏ ǶȐȈȒȓȈȀȌȈȒȋțȑ ȉȀȈ ȏȀǾȅȄȈ ȈȃȈȀǾȓȄȐȎ ȐțȊȎ 

Șȑ ȒȜȋȁȎȊȎ ȀȌȀȏȀȐȀȂȘȂȈȉǽȑ ȈȉȀȌțȓȆȓȀȑ, ȀȕȇȎȌǾȀȑ ȉȀȈ ȏȊȆȐțȓȆȓȀȑ ȉȀȈ ȂȈȀ ȓȀ ȃȜȎ 

ȕȜȊȀ. ǳȎ ȈȃȈȀǾȓȄȐȎ ȄȌȃȈȀȕǼȐȎȌ ȓȆȑ ǫȜȐȀ ȂȈȀ ȓȀ ȄȔȀǾȒȇȆȓȀ ȉȀȈ ȀȈȇǼȐȈȀ ȄȌȃȜȋȀȓȀ ȉȀȈ 

ȔȕǻȒȋȀȓȀ ð ȉȔȐǾȘȑ ȕȎȐǼȋȀȓȀ ð ȏȎȔ ȇȀ ȋȏȎȐȎȜȒȀȌ ȌȀ ȕȎȐȄȇȎȜȌ țȖȈ ȋțȌȎ Ȁȏț ȓȆȌ 

ǰȄȐȒȄȕțȌȆ ȓȆȑ ȀȊȊǻ ȉȀȈ Ȁȏț ȉǻȇȄ ǻȊȊȆ ȂȔȌȀǾȉȀ ȉȀȓǻ ȓȆ ȃȈǻȐȉȄȈȀ ȋȈȀȑ ȃȈȀȃȈȉȀȒǾȀȑ 

ȋȜȆȒȆȑ ǽ ȄȎȐȓǽȑ ǽ ȎȏȎȈȀȒȃǽȏȎȓȄ ǻȊȊȆȑ ȏȄȐǾȏȓȘȒȆȑ, ȀȏȎȃǾȃȄȈ ȋȈȀ ȉȀȓǻȇȄȒȆ 

ȂȔȌȀȈȉȄǾȀȑ ȎȋȎȐȕȈǻȑ ȉȀȈ ȋȄȂȀȊȄǾȎȔ. ǡȔȓǽ ȏȀȐȎȔȒȈǻȅȄȓȀȈ ȒȄ ǻȋȄȒȆ ȒȔȌǻȐȓȆȒȆ ȋȄ ȓȆ 



 

 

ȂȔȌȀȈȉȄǾȀ ȄȔȇȐȀȔȒȓțȓȆȓȀ ȏȎȔ ȊȀȋȁǻȌȄȈ ȏȐȎȄȉȓǻȒȄȈȑ ȒȓȆȌ ȀȌȓȈȏȐȎȒȘȏȄȔȓȈȉǽ ȃȈȓȓțȓȆȓȀ 

ȓȆȑ ȂȎȌȈȋțȓȆȓȀȑ ȉȀȈ ȓȆȑ ȒȓȄȈȐțȓȆȓȀȑ, ȓȀȔȓțȖȐȎȌȀ ȔȏȎȂȐȀȋȋǾȅȎȌȓȀȑ ȉȀǾȐȈȀ ȇǼȋȀȓȀ 

ȒȖȄȓȈȉǻ ȋȄ ȓȈȑ ȒȖǼȒȄȈȑ ȓȘȌ ȕȜȊȘȌ ȉȀȈ ȓȈȑ ȉȎȈȌȘȌȈȉǼȑ ȀȌȓȈȇǼȒȄȈȑ, ȓȈȑ ȀȌȈȒțȓȆȓȄȑ ȉȀȈ ȓȆȌ  

ȏȐȎȉȀȓǻȊȆȗȆ. ǧ ȖȐǽȒȆ ȄȏȀȌȀȃȎȔȊȄȋǼȌȘȌ ȄȈȉțȌȘȌ ȋȄ ȕȎȐǼȋȀȓȀ ȏȎȔ ȄȂȉȈȁȘȓǾȅȎȌȓȀȈ 

ȋǼȒȀ ȒȄ ȍȜȊȈȌȄȑ ȉȎȐȌǾȅȄȑ ȒȄ ȒȔȌȃȔȀȒȋț ȋȄ ǼȌȀ ȒȜȋȏȊȄȂȋȀ ȄȌȃȔȋǻȓȘȌ ȏȎȔ ȀȈȘȐȎȜȌȓȀȈ 

Ȁȏț ȓȆȌ ȗȆȊǽ ȎȐȎȕǽ, ȀȏȎȉȀȊȜȏȓȎȔȌ ȋȈȀ ȒȄȈȐǻ ȋȄȓȀȕȔȒȈȉȝȌ ȏȎȐȓȐȀǾȓȘȌ ȋȌǽȋȆȑ. ǧ 

ǼȌȓȎȌȆ ȇȄȀȓȐȈȉțȓȆȓȀ ȄȌțȑ ȓǼȓȎȈȎȔ ȎȏȓȈȉȎȜ ȐȄȏȄȐȓȎȐǾȎȔ ȒȔȌȈȒȓǻ ȀȏȀȜȂȀȒȋȀ 

ȄȒȘȓȄȐȈȉǽȑ ȃȈȄȐȂȀȒǾȀȑ ȏȎȔ ȒȖȄȓǾȅȄȓȀȈ ȋȄ ȓȎ ȏǼȐȀȒȋȀ ȓȘȌ ȂȄȌȄȝȌ ȉȀȈ ȓȎ ȀȉȀȓǻȏȀȔȒȓȎ 

ȓȀȍǾȃȈ ȓȆȑ ȅȘǽȑ. 

 

ǧ ȄȂȉȀȓǻȒȓȀȒȆ ȓȆȑ ǤǼȒȏȎȈȌȀȑ ǬȄșȋǻȐȎȂȊȎȔ ȏȀȐȎȔȒȈǻȅȄȈ ȓȆȌ ȄȌȒȔȌȄǾȃȆȓȆ ȄȏǾȂȌȘȒȆ 

ȋȈȀȑ ȏȄȐǾȏȊȎȉȆȑ ȃȆȋȈȎȔȐȂȈȉǽȑ ȃȈȀȃȈȉȀȒǾȀȑ. ǯ ȖȐțȌȎȑ ȀȌǻȋȄȒȀ (2017) ȏȆȂǻȅȄȈ Ȁȏț ȓȆȌ 

ȏȐȝȓȆ ȄȏǾȒȉȄȗȆ ȓȆȑ ȉȀȊȊȈȓǼȖȌȈȃȎȑ ȒȓȆȌ ȏȐȝȆȌ ȎȈȉǾȀ ǦȀȐǾȕȆ ȊǾȂȎȔȑ ȋǽȌȄȑ ȏȐȈȌ Ȁȏț ȓȆȌ 

ȄȉȉǾȌȆȒȆ ȓȆȑ ǼȉȇȄȒȆȑ țȓȀȌ ȋȌǽȋȄȑ ȉȀȈ ȒȔȌȀȈȒȇǽȋȀȓȀ Ȁȏț ȓȎ ȋȀȉȐȈȌț ȓȆȑ ȏȀȐȄȊȇțȌ 

ȄȉȏȔȐȒȎȉȐȎȓǽȇȆȉȀȌ ȀȏȐțȒȋȄȌȀ. ǚȖȎȌȓȀȑ ȅǽȒȄȈ Ȇ ǾȃȈȀ ȒȓȆȌ ǡȊȄȍǻȌȃȐȄȈȀ ȓȆȑ ǡȈȂȜȏȓȎȔ 

Șȑ ǼȌȎȈȉȎȑ ȒȄ ǼȌȀ ȏȀȐțȋȎȈȎ ȉȎȈȌȘȌȈȉț ȏȄȐȈȁǻȊȊȎȌ ȉȀȓǻ ȓȆ ȃȈǻȐȉȄȈȀ ȓȘȌ ȒȖȎȊȈȉȝȌ ȓȆȑ 

ȖȐțȌȘȌ ȒȓȀ ȓǼȊȆ ȓȆȑ ȃȄȉȀȄȓǾȀȑ ȓȎȔ 1950, Ȇ ǬȄșȋǻȐȎȂȊȎȔ ȀȌǼȒȔȐȄ Ȁȏț ȓȆ ȋȌǽȋȆ ȓȆȑ 

ȄȉȄǾȌȎ ȓȎ ȄȏȄȈȒțȃȈȎ ȓȆȑ ȅȘǽȑ ȓȆȑ ȏȎȔ ȀȌȄȍǼȊȄȂȉȓȀ ȁȐǼȇȆȉȄ ȒȓȆȌ ȄȏȈȕǻȌȄȈȀ Șȑ ǼȌȀ 

ȖȀȋǼȌȎ ȃȈǻȊȄȈȋȋȀ ȋǼȒȀ ȒȓȎ ȖȐțȌȎ. ǢȊǼȏȎȌȓȀȑ ȓȆȌ ȎȈȉǾȀ ǦȀȐǾȕȆ ȋȄ țȊȆ ȓȆȌ ȄȓȎȈȋțȐȐȎȏȆ 

ȏȀȊȈǻ ȄȏǾȏȊȘȒǽ ȓȆȑ ȉȀȊȔȋȋǼȌȆ ȋȄ ȏȀȖȈǻ ȒȓȐȝȋȀȓȀ ȒȉțȌȆȑ ȉȀȈ ȃȈȀȒȉȎȐȏȈȒȋǼȌȆ ȋǼȒȀ 

ȒȓȀ ȒȉȎȓȄȈȌǻ ȀȉȀȓȎǾȉȆȓȀ ȃȘȋǻȓȈȀ, ȀȏȎȕǻȒȈȒȄ ȌȀ ȉȀȓȀȂȐǻȗȄȈ ȀȔȓǽȌ ȓȆȌ ȏȐȝȓȆ 

ȄȏǾȒȉȄȗȆ ȀȏȀȇȀȌȀȓǾȅȎȌȓȀȑ ȓȆȌ ȉȀȓǻȒȓȀȒȆ ȀȓȐȎȕǾȀȑ ȉȀȈ ȏȀȐȀȉȋǽȑ. ǳȎ ȋǼȒȎȌ ȓȆȑ ȂȈȀ 

ȌȀ ȏȐȎȉȀȊǼȒȄȈ ȓȆȌ ȒȔȂȉȄȖȔȋǼȌȆ ȉȀȈ ȀȏȀȓȆȊǽ ȔȏțȒȓȀȒȆ ȓȆȑ ȋȌǽȋȆȑ Ȕȏț ȓȎ ȏȐǾȒȋȀ ȓȆȑ 

ȀȔȓȎȁȈȎȂȐȀȕȈȉǽȑ ȀȌȀȕȎȐǻȑ ȉȀȇȝȑ ȉȀȈ ȓȆȌ ȀȌȓǾȊȆȗȆ ȓȆȑ ȏȐȀȂȋȀȓȈȉțȓȆȓȀȑ ȓȎȔ ȇȄȀȓǽ, 

ȀȏȎȓȄȊȄǾ ǼȌȀ ǻȊȋȏȎȔȋ ȕȘȓȎȂȐȀȕȈȉț ȓȎȔ ȎȏȎǾȎȔ ȎȈ ȄȈȉțȌȄȑ ȉȀȓȀȂȐǻȕȎȔȌ ȓȆȌ ȏȈȎ 

ȏȐțȒȕȀȓȆ ȈȒȓȎȐǾȀ ȓȎȔ ȒȏȈȓȈȎȜ ȒȓȆȌ ȓȘȐȈȌǽ ȓȎȔ ȕǻȒȆ, ȀȏȎȂȔȋȌȘȋǼȌȎ Ȁȏț ȓȎ ȏȀȊȈț 

ȓȎȔ ȋȄȂȀȊȄǾȎ ȉȀȈ ȄȉȄǾȌȎȔȑ ȏȎȔ ȉǻȏȎȓȄ ȅȎȜȒȀȌ ȒȄ ȀȔȓț. ǰȐȘȓȀȂȘȌȈȒȓǼȑ ȂǾȌȎȌȓȀȈ ȓȀ 

ȀȏȎȋȄȈȌǻȐȈȀ ȓȆȑ ȀȌȇȐȝȏȈȌȆȑ ȃȐȀȒȓȆȐȈțȓȆȓȀȑ ȉȀȈ Ȇ ȀǾȒȇȆȒȆ ȓȆȑ ȏȐȎȒȘȏȈȉǽȑ 

ȓȀȔȓțȓȆȓȀȑ. ǪȀȈ ȋȎȊȎȌțȓȈ ȓȀ ȒȓȎȈȖȄǾȀ ȓȆȑ ȀȌȇȐȝȏȈȌȆȑ ȏȀȐȎȔȒǾȀȑ ȄǾȌȀȈ ȎȊȎȉȊȆȐȘȓȈȉǻ 

ȀȏțȌȓȀ ȒȓȎ ȕȘȓȎȂȐȀȕȈȉț ǻȊȋȏȎȔȋ, Ȇ ȉȀȊȊȈȓǼȖȌȈȑ ȀȏȎȕȀȒǾȅȄȈ ȌȀ ȏȀȐȎȔȒȈǻȒȄȈ ȒȓȎȌ 

ȀȉȐȈȁȝȑ ȀȏǼȌȀȌȓȈ ȓȎǾȖȎ ȋȈȀ ȄȈȉțȌȀ-ȏȀȅȊ 32 ȓȔȏȘȋǻȓȘȌ Ȁȏț ǼȌȀ ȒȖȎȊȈȉț ȏǻȐȓȈ ȒȓȆȌ 

ǡȊȄȍǻȌȃȐȄȈȀ. ǧ ȏȀȐǻȃȎȍȆ ȀȔȓǽ ȖȀȐȓȎȂȐǻȕȆȒȆ ȓȎȔ ȏȀȐȄȊȇțȌȓȎȑ ȉȀȈ ȓȎȔ ȏȀȐțȌȓȎȑ 

ȄȌȃȔȌȀȋȝȌȄȓȀȈ Ȁȏț ȀȍǼȖȀȒȓȄȑ ȋȄȊȘȃǾȄȑ ȏȎȔ ȀȉȎȜȂȎȌȓȀȈ Ȁȏț ǼȌȀ ȐȀȃȈțȕȘȌȎ ȒȓȎ 

ȃȈȏȊȀȌț ȃȘȋǻȓȈȎ. ǰȐțȉȄȈȓȀȈ ȂȈȀ ǼȌȀȌ ȀȈȌȈȂȋȀȓȈȉț ȖȝȐȎ ȏȎȔ ȔȏǽȐȍȄ ȒȓȆȌ 

ȏȐȀȂȋȀȓȈȉțȓȆȓȀ ȓȆ ȃȄȉȀȄȓǾȀ ȓȎȔ 1950 ȉȀȈ ȓȝȐȀ ȋȄȓȀȕǼȐȄȓȀȈ Șȑ ȇȐȀȜȒȋȀ ȋȌǽȋȆȑ ȒȓȎȌ 

ȏȀȐțȌȓȀ ȖȐțȌȎ. ǧ ȋȎȔȒȈȉǽ ǽȓȀȌ ȋǼȐȎȑ ȓȎȔ ôAt  Your Requestõ, ȋȈȀ ȋȎȌȓǼȐȌȀ 

ȐȀȃȈȎȕȘȌȈȉǽ ȄȉȏȎȋȏǽ ȋȄ ȃȆȋȎȕȈȊǽ ȓȐȀȂȎȜȃȈȀ ȓȎȔ õ50 Ȁȏț ȓȆ ǤȜȒȆ ȏȎȔ 

ȀȌȀȋȄȓȀȃȈȃțȓȀȌ ȉȀȇȆȋȄȐȈȌǻ ȒȓȀ ȀȂȂȊȈȉǻ Ȁȏț ȓȎȌ Salim Rizkallah, Ȏ ȎȏȎǾȎȑ ȔȏǽȐȍȄ 

ȃȈǻȒȆȋȎȑ ȐȀȃȈȎȕȘȌȈȉțȑ ȏȀȐȀȂȘȂțȑ ȒȓȆȌ ǡǾȂȔȏȓȎ. ǪȀȇȈȒȓȝȌȓȀȑ ȀȒȀȕǽ ȓȀ țȐȈȀ 

ȀȌǻȋȄȒȀ ȒȓȎ ȏȀȐȄȊȇțȌ ȉȀȈ ȓȎ ȏȀȐțȌ ȀȊȊǻ ȉȀȈ ȒȓȆȌ ǡȌȀȓȎȊǽ ȉȀȈ ȓȆ ǤȜȒȆ, ǯ ȖȐțȌȎȑ 

ȀȌǻȋȄȒȀ ȉȈȌȆȓȎȏȎȈȄǾ ȋȄ ǼȍȎȖȎ ȓȐțȏȎ ȓȆȌ ȀȌȀȉȜȉȊȘȒȆ ȓȆȑ ȋȌǽȋȆȑ ȉȀȈ ȀȌȀȒȔȌȓǻȒȒȄȈ 

ȓȎ ȒȔȊȊȎȂȈȉț ȀȒȔȌȄǾȃȆȓȎ ȄȈȉȀȒȓȈȉȎȜ ȉȀȈ ȇȄȀȓǽ. 

 

ǳȎ ǼȐȂȎ ǯȃțȑ ǵȐȀȌȓȅǽ 3 - ǥȈȉțȌȄȑ ȒȓȆȌ ȜȊȆ (2008) ȓȆȑ ǱǼȌȀȑ ǰȀȏȀȒȏȜȐȎȔ 

ȄȏȀȌȀȏȐȎȒȃȈȎȐǾȅȄȈ ȓȆ ȃȈȀȊȄȉȓȈȉǽ ȒȖǼȒȆ ȋȄȓȀȍȜ ȓȘȌ ȖȝȐȘȌ ȋȄ ǼȌȀȌ ȓȐțȏȎ 

ȏȎȊȔȕȘȌȈȉȎȜ ȉȀȓȀȉȄȐȋȀȓȈȒȋȎȜ. ǶȐȆȒȈȋȎȏȎȈȝȌȓȀȑ ȓȆȌ ȏȐȀȉȓȈȉǽ ȓȆȑ ȀȏȎȓȎǾȖȈȒȆȑ 

ȄȏȈȕȀȌȄȈȝȌ ȉȀȈ ȓȆȑ ȋȄȓǼȏȄȈȓȀ ȄȏǼȋȁȀȒȆȑ ȋȄ ȋȄȊǻȌȈ, Ȇ ȄȈȉȀȒȓȈȉțȑ ȒȔȌȇǼȓȄȈ ȓȆȌ ȀȋǾȋȆȓȆ ȉȀȈ 

ȀȏȀȐǻȋȈȊȊȆ ȔȏțȒȓȀȒȆ ȓȎȔ ȌȄȎȂȄȌȌȆȇǼȌȓȎȑ ȀȌȓȈȉȄȈȋǼȌȎȔ. ǧ ȄȏȈȕǻȌȄȈǻ ȓȎȔ 

ȋȄȓȀȋȎȐȕȝȌȄȓȀȈ ȒȄ ȋȈȀ ȌǼȀ ȓȎȏȎȂȐȀȕǾȀ ȄȌȝ ȏȀȐǻȊȊȆȊȀ ȄȌȈȒȖȜȄȓȀȈ Ȇ ȒȔȋȁǾȘȒȆ 



 

 

ȄȓȄȐȎȂȄȌȝȌ ȖȐȎȌȈȉȝȌ ȎȐǾȘȌ ȉȀȈ ȖȝȐȘȌ. ǧ ȏȐǻȍȆ ȀȏȎȒȜȌȃȄȒȆȑ ȉȀȈ ȄȏȀȌȀȒȜȌȃȄȒȆȑ 

ȓțȏȘȌ ȄȉȏǼȋȏȄȈ ȌȎǽȋȀȓȀ ȒȖȄȓȈȉǻ ȋȄ ȓȆȌ ȓȀȔȓțȓȆȓǻ ȓȎȔȑ ȏȎȔ ȀȊȊȆȊȎȒȔȌȃǼȎȌȓȀȈ ȋȄ ȈȃǼȄȑ 

ȂȜȐȘ Ȁȏț ȓȆȌ ȏȐȎȒȘȏȈȉǽ ȓȀȔȓțȓȆȓȀ. ǡȌȀȏțȕȄȔȉȓȀ, Ȇ ȏȐǻȍȆ ȀȔȓǽ ȄȏȀȌȀȃȈȀȖȄȈȐǾȅȄȓȀȈ 

ȇǼȋȀȓȀ ȏȎȔ ȃȈȄȐȄȔȌȎȜȌ ȏȐȎȒȘȏȈȉǼȑ ȋȌǽȋȄȑ ȎȈ ȎȏȎǾȄȑ, ȄȕțȒȎȌ țȊȄȑ ȎȈ ȄȏȈȊȄȂȋǼȌȄȑ 

ȓȎȏȎȇȄȒǾȄȑ ȄȌȓǻȒȒȎȌȓȀȈ ȒȓȎ ȉȎȈȌȘȌȈȉȎ-ȈȒȓȎȐȈȉț ȏȊȀǾȒȈȎ ȓȘȌ ȃȈȎȋȀȃȈȉȝȌ ȒȖǼȒȄȘȌ, 

ȄȌȒȘȋȀȓȝȌȎȔȌ ȋȈȀ ȉȎȈȌȘȌȈȉǽ ȋȌǽȋȆ ȀȊȊǻ ȉȀȈ ȋȈȀ ȉȎȈȌǽ ȈȒȓȎȐǾȀ. ǧ ȓȎȏȎȇǼȓȆȒȆ ȓȎȔ 

ǼȐȂȎȔ ȓȆȑ ǰȀȏȀȒȏȜȐȎȔ ȒȓȆȌ ȉȄȌȓȐȈȉǽ ȋȀȐȋǻȐȈȌȆ ȒȉǻȊȀ ȓȆȑ ȏȐȝȆȌ ȎȈȉǾȀȑ ǦȀȐǾȕȆ 

ȏȀȐǻȂȄȈ ǼȌȀȌ ȃȈǻȊȎȂȎ ȉȀȈ ȋȈȀ ȀȋȎȈȁȀȈțȓȆȓȀ ȀȌǻȋȄȒȀ ȒȄ ȀȔȓțȌ ȓȎ ȖȝȐȎ ȉȀȈ ȒȄ ǼȌȀȌ 

ǻȂȌȘȒȓȎ, ȋȆ ȓȀȔȓȎȏȎȈȆȋǼȌȎ ȈȒȎȃȜȌȀȋț ȓȎȔ. ǴȏȎȂȐȀȋȋǾȅȄȈ ȓȆȌ ȀȃȔȌȀȋǾȀ ȉȀȈ ȓȆȌ 

ȏȀȐȎȃȈȉțȓȆȓȀ ȓȎȔ ȀȒȓȈȉȎȜ ȓȎȏǾȎȔ ȒȔȒȓǽȌȎȌȓȀȑ ȉȀȈ ȒȔȌȃǼȎȌȓȀȑ ȎȋțȊȎȂȄȑ ǽ 

ȏȀȐǻȊȊȆȊȄȑ ȉȀȓȀȒȓǻȒȄȈȑ ȄȏȈȕȀȌȄȈȝȌ. ǝȏȘȑ ǼȌȀȑ ȀȐȖȀȈȎȊțȂȎȑ ȏȎȔ ȀȏȎȓȄȊȄȒȋȀȓȈȉǻ 

ȀȏȎȒȏǻ ȋȈȀ ȓȎȈȖȎȂȐȀȕǾȀ Ȁȏț ȉǻȏȎȈȎ ȀȐȖȀǾȎ ȋȌȆȋȄǾȎ ȂȈȀ ȒȔȌȓǽȐȆȒȆ ȉȀȈ ȏȄȐȀȈȓǼȐȘ 

ȋȄȊǼȓȆ, Ȇ ȉȀȊȊȈȓǼȖȌȈȑ ȃȀȌȄǾȅȄȓȀȈ ȄȔȐȄȇǼȌȓȀ ȒȏȀȐǻȂȋȀȓȀ Ȁȏț ȓȎȌ ȀȒȓȈȉț ȏȄȐǾȂȔȐȎ ȉȀȈ ȓȀ 

ȄȈȒǻȂȄȈ ȒȄ ȏȐȎȒȄȖȓȈȉǻ ȄȏȈȊȄȂȋǼȌȀ ȏȄȐȈȁǻȊȊȎȌȓȀ țȏȎȔ ȓȎ ȉȎȈȌț ȋȏȎȐȄǾ ȌȀ ȄȂȉȀȇȈȃȐȜȒȄȈ 

ǼȌȀ ȒȘȋȀȓȆȐȈȀȉț ȃȄȒȋț ȉȀȈ ȌȀ ȄȏȀȌȄȐȋȆȌȄȜȒȄȈ ȓȆȌ ȄȈȉȎȌȎȂȐȀȕǾȀ ȓȎȔȑ ȉȀȈ țȊȄȑ ȓȈȑ 

ȀȌȀȃȔțȋȄȌȄȑ ȌȎȆȓȈȉǼȑ ȏȐȎȄȉȓǻȒȄȈȑ. ǥȏȈȖȄȈȐȝȌȓȀȑ ȌȀ ȀȏȎȉȘȃȈȉȎȏȎȈǽȒȄȈ ȓȆ ȃȎȋǽ ȉȀȈ ȓȆ 

ȒȔȂȉȐțȓȆȒȆ ȓȎȔ ȖȐțȌȎȔ, ȓȎ ȏȎȊȔȒȖȈȃǼȑ ȀȔȓț ȒȜȒȓȆȋȀ ȄȉȇǼȓȄȈ ȓȆ ȃȈȀȋǻȖȆ ȓȎȔ 

ȏȀȐȎȌȓȈȒȋȎȜ ȄȌǻȌȓȈȀ ȒȓȆȌ ȀȈȘȌȈțȓȆȓȀ ȋǼȒȀ Ȁȏț ȓȈȑ ȒȔȋȁǻȒȄȈȑ ȓȎȔ ȉȎȈȌȘȌȈȉȎȜ 

ȐȄȀȊȈȒȋȎȜ ȋȄ ȓȎ ȈȒȓȎȐȈȉț ȁǻȐȎȑ ȏȎȔ ȓȎȌ ȃȈǼȏȄȈ ȉȀȈ ǼȌȀ ȃȈȀȐȉȝȑ ȀȌȀȈȐȎȜȋȄȌȎ ȓȎȏǾȎ.   

ǳȎ ȄȏȈȓȎǾȖȈȎ ȂȊȔȏȓț ȓȎȔ ǡȌȃȐǼȀ ǲǻȁȁȀ ǡȑ ȒȉȀȐȕȀȊȝȒȎȔȋȄ (2001), ȀȌȀȏȀȐȈȒȓǻ ȓȆȌ 

ȎȍȜȋȘȐȆ ȒȖǼȒȆ ȀȌǻȋȄȒȀ ȒȓȆ ȕȀȈȌȎȋȄȌȈȉǽ ȀȌȓǾȊȆȗȆ ȓȎȔ ȏȊȎȜȓȎȔ ȉȀȈ ȓȆȌ ȄȏȀȉțȊȎȔȇȆ 

ȀȉȜȐȘȒȆ ȉȀȈ ȋȆȃȄȌȈȒȋț ȓȎȔ. ǬȈȀ ȒȉǻȊȀ ȏȎȔ ȓȎ ȒȝȋȀ ȓȆȑ ȏȄȐȈȊȀȋȁǻȌȄȈ ȃȔțȋȈȒȈ 

ȖȈȊȈǻȃȄȑ ȉǼȐȋȀȓȀ ȓȘȌ 100 ȃȐȀȖȋȝȌ  ð ȄȉȏȐȎȒȘȏȝȌȓȀȑ ǼȌȀ ȖȐȆȋȀȓȈȉț ȏȎȒț ȏȎȔ 

ȉǻȏȎȓȄ ȇȄȘȐȎȜȌȓȀȌ ȏȎȊȜ ȔȗȆȊț ȒȓȆȌ ǥȊȊǻȃȀ  ð ȎȐȇȝȌȄȓȀȈ ȓȝȐȀ ȒȈȘȏȆȊǻ ȋȏȐȎȒȓǻ 

ȋȀȑ. ǳȎ ȖȐǽȋȀ ȉȀȈ Ȇ ȏȄȐȈȎȔȒǾȀ, Ȇ ȉȎȈȌȘȌȈȉǽ ȀȌȀȂȌȝȐȈȒȆ ȉȀȈ Ȇ ȃȈȀȃȈȉȀȒǾȀ ȉȎȈȌȘȌȈȉǽȑ 

ȀȌǼȊȈȍȆȑ ȒȔȌȇǼȓȎȔȌ ȄȌȌȎȈȎȊȎȂȈȉǻ ȋȎȓǾȁȀ ȏȎȔ ȄȋȕȀȌǾȅȎȌȓȀȈ ȒȓȆ ȃȎȔȊȄȈǻ ȓȎȔ ǲǻȁȁȀ 

ȒȔȖȌǻ. ǡȌȀȂȌȘȐǾȅȎȌȓȀȑ ȓȆ ȃȈȀȐȉǽ ȐȄȔȒȓțȓȆȓȀ ȓȆȑ ȃȈȄȇȌȎȜȑ ȎȈȉȎȌȎȋǾȀȑ ȏȎȔ 

ȀȌȓȈȉȀȓȎȏȓȐǾȅȄȈ ȓȎȏȈȉǼȑ ȀȊȊǻ ȉȀȈ ȃȈȄȇȌȄǾȑ ȉȎȈȌȘȌȈȉȎȏȎȊȈȓȈȉǼȑ ȏȀȐȀȋǼȓȐȎȔȑ, ȓȎ 

ȄȉȓȈȇǼȋȄȌȎ ǼȐȂȎ ȒȆȋȀȓȎȃȎȓȄǾ ȄȉȄǾȌȄȑ ȓȈȑ ȉȐǾȒȈȋȄȑ ȒȓȈȂȋǼȑ ȓȆȑ ȈȒȓȎȐǾȀȑ ȓȆȑ 

ȀȌȇȐȘȏțȓȆȓȀȑ țȓȀȌ ȋȈȀ ȀȈȕȌǾȃȈȀ ȀȊȊȀȂǽ ȋȏȎȐȄǾ ȌȀ ȄȏȀȌȄȂȂȐǻȗȄȈ ȐȈȅȈȉǻ ȓȆȌ ǼȌȌȎȈȀ 

ȓȆȑ ȀȍǾȀȑ ȋȄ ǻȋȄȒȆ ȉȀȈ ȒȎȁȀȐǽ ȄȏǾȏȓȘȒȆ ȒȓȆ ȅȘǽ ȓȘȌ ȀȌȇȐȝȏȘȌ. ǵȎȐȓȈȒȋǼȌȎ ȋȄ 

ȒȔȌȀȈȒȇȆȋȀȓȈȉț ȁǻȐȎȑ ȂȈȀ ȓȆȌ ȏȀȐȎȜȒȀ ȎȈȉȎȌȎȋȈȉǽ ȉȐǾȒȆ ȒȓȆȌ ǥȊȊǻȃȀ ȉȀȈ ȋȄ ȋȈȀ 

ȏȀȐǻȊȊȆȊȆ ȌȎȒȓȀȊȂǾȀ ȏȐȎȂȄȌǼȒȓȄȐȘȌ ȄȏȎȖȝȌ ȏȐȎȓȎȜ Ȇ ȖȝȐȀ ȂǾȌȄȈ ȋǼȊȎȑ ȓȆȑ 

ǥȔȐȘȅȝȌȆȑ, ȓȎ ǡȑ ȒȉȀȐȕȀȊȝȒȎȔȋȄ ȀȏȎȓȄȊȄǾ ȒȔȌǻȋȀ ȋȈȀ ǼȋȋȄȒȆ ȉȀȓȀȂȐȀȕǽ 

ȋȄȓȀȏȎȈȉȈȀȉȝȌ ȅȆȓȆȋǻȓȘȌ ȒȔȋȏȄȐȈȊȀȋȁȀȌȎȋǼȌȆȑ ȉȀȈ ȓȆȑ ǾȃȈȀȑ ȓȆȑ ȎȈȉǾȀȑ ȋȄ ȓȆȌ 

ȎȈȉȎȂǼȌȄȈȀ ǦȀȐǾȕȆ Șȑ ȏȐȎȆȂȎȜȋȄȌȎȈ ȉǻȓȎȖȎǾ ȓȆȑ· ǼȌȀ ȀȌȀȏțȒȏȀȒȓȎ ȉȎȋȋǻȓȈ ȓȎȔ 

ȀȏȎȈȉȈȎȉȐȀȓȈȉȎȜ ȏȀȐȄȊȇțȌȓȎȑ ȓȎȔ ȉȓȈȐǾȎȔ. ǳȀ ȀȏȎȒȔȐȋǼȌȀ ȉȀȈ ȀȌȄȌȄȐȂǻ ȌȎȋǾȒȋȀȓȀ 

ȔȏȎȌȎȎȜȌ ȓȈȑ Ȕȏț ȉȀȓǻȐȐȄȔȒȆ ȀȏȎȈȉȈȎȉȐȀȓȈȉǼȑ ȆȂȄȋȎȌǾȄȑ ȉȀȈ ȓȈȑ ȀȏȎȃȔȌȀȋȘȋǼȌȄȑ 

ȓȀȉȓȈȉǼȑ ȓȎȔȑ ȏȎȔ ȎȃȆȂȎȜȌ ȒȄ ȉȎȈȌȘȌȈȉǼȑ ȉȀȈ ȎȈȉȎȌȎȋȈȉǼȑ ȀȌȀȏȐȎȒȀȐȋȎȂǼȑ. ǧ ȖȐǽȒȆ 

ȓȎȔ ȏȊȄȍȈȂȉȊǻȑ ȂȈȀ ȓȆȌ ȉȀȓȀȒȉȄȔǽ ȓȎȔ ȒȉȄȊȄȓȎȜ ȓȆȑ ȒȉǻȊȀȑ ȄȉȕȐǻȅȄȈ țȖȈ ȋțȌȎ ȓȆȌ 

ȄȔȇȐȀȔȒȓțȓȆȓȀ ȓȎȔ ȒȜȂȖȐȎȌȎȔ ȎȈȉȎȌȎȋȈȉȎȜ ȒȔȒȓǽȋȀȓȎȑ ȀȊȊǻ ȉȀȈ ȓȆȌ ȀȓȎȋȎȉȐȀȓǾȀ 

ȓȎȔ ȉȄȕȀȊȀǾȎȔ. ǧ ȃȈȀȕȀȌǽȑ ȏȀȐȎȔȒǾȀ ȓȎȔ ȂȊȔȏȓȎȜ ȉȀȈ Ȇ ȓȄȐǻȒȓȈȀ ȏȎȒțȓȆȓȀ ȓȘȌ 

ȌȎȋȈȒȋǻȓȘȌ ȏȎȔ ǼȐȖȎȌȓȀȈ ȒȄ ȀȌȓȈȏȀȐǻȇȄȒȆ ȋȄ ȓȎȌ ȇȄȀȓǽ, ȃȆȋȈȎȔȐȂȎȜȌ ȏȐȎȑ ȒȓȈȂȋǽȌ 

ȓȆȌ ȗȄȔȃȀǾȒȇȆȒȆ ȓȎȔ ȏȐȀȂȋȀȓȈȉȎȜ ȄȌȄȐȂȎȜ ȖȐǽȋȀȓȎȑ, ȀȉȎȊȎȔȇȎȜȋȄȌȆ Ȁȏț ȋȈȀ 

ȊȔȏȆȐǽ ȒȔȌȄȈȃȆȓȎȏȎǾȆȒȆ ȓȆȑ ȀȉȔȐțȓȆȓȀȑ ȉȀȈ ȓȆȑ ǻȐȒȆȑ ȓȆȑ ȀȍǾȀȑ ȓȎȔ. 

ǧ ȄȔȓȔȖǾȀ ȉǻȏȎȓȄ ȇǻȐȇȆ (2017) ȓȎȔ ǤȆȋǽȓȐȆ ǲȉȎȔȐȎȂȈǻȌȌȆ ȄǾȌȀȈ ȋȈȀ ȀȌȀȅǽȓȆȒȆ ȏȎȔ 

ȊȀȋȁǻȌȄȈ ȔȏțȗȈȌ ȓȈȑ ȉȎȈȌǼȑ ȄȋȏȄȈȐǾȄȑ ȓȘȌ ȀȌȇȐȝȏȘȌ țȏȘȑ ȀȔȓǼȑ ȍȄȏȆȃȎȜȌ ȋǼȒȀ Ȁȏț 



 

 

ȓȎ ȕȀȉț ȓȆȑ ȋȌǽȋȆȑ ȉȀȈ ȓȆȑ ȀȌǻȋȌȆȒȆȑ ȏȎȔ ȄȌȒȓȄȐȌǾȅȎȌȓȀȈ ȓȆȌ ȀȂǻȏȆ, ȓȎ ȖȘȐȈȒȋț ȉȀȈ 

ȓȆȌ ȗȄȔȃȀǾȒȇȆȒȆ ȓȆȑ ȒȓȀȇȄȐțȓȆȓȀȑ ȉȀȈ ȓȆȑ ȈȒȎȐȐȎȏǾȀȑ. ǣȈȀ ȓȎȌ ǲȉȎȔȐȎȂȈǻȌȌȆ, ȎȈ 

ȓțȏȎȈ țȏȎȔ ȃȈȀȋǼȌȎȔȋȄ ȄǾȌȀȈ ȖȐȎȌȎȉǻȗȎȔȊȄȑ ȓȎȔ ȃȈȉȎȜ ȋȀȑ ȒȜȋȏȀȌȓȎȑ, ȀȏȎȓȔȏȝȋȀȓȀ 

ȓȎȔ ȏȎȈȎǾ ȄǾȋȀȒȓȄ ǽ ȓǾ ǽȋȀȒȓȀȌ ȉǻȏȎȓȄ. ǧ ȏȎȊȔȃȈǻȒȓȀȓȆ ȄȂȉȀȓǻȒȓȀȒǽ ȓȎȔ ȉȊȄǾȌȄȈ ȋǼȒȀ 

ȒȓȎȌ ȏȔȐǽȌȀ ȓȆȑ ȋȈȀ ȋǻȅȀ Ȁȏț ȏȀȊȈǻ ǼȏȈȏȊȀ  ð ȄȔȐȄȇǼȌȓȀ ȀȌȓȈȉȄǾȋȄȌȀ ȀȏȎȉȊȄȈȒȓȈȉǻ 

Ȁȏț țȊȀ ȓȀ ȃȘȋǻȓȈȀ ȀȔȓȎȜ ȓȎȔ ȒȏȈȓȈȎȜ  ð ȄȉȏȐȎȒȘȏȝȌȓȀȑ ȓȎ ȏǼȐȀȒȋȀ ȉȀȈ ȓȈȑ ȕǻȒȄȈȑ 

ȓȆȑ ȜȏȀȐȍǽȑ ȓȎȔ, ȏȎȔ ȓȝȐȀ ȏȊǼȎȌ ȋȀȑ ȒȔȒȓǽȌȄȓȀȈ Șȑ ǼȌȀ ȋȌȆȋȄǾȎ ȏȄȐȀȒȋǼȌȘȌ ȅȘȝȌ.  

ǳȎ ȎȔȓȎȏȈȉț ȀȔȓț ȒȉȆȌȈȉț ȃȐȀ Șȑ ȋȈȀ ǼȉȕȀȌȒȆ ȀȐȖȀȈȎȊȎȂǾȀȑ țȖȈ ȋțȌȎ ȓȆȑ 

ȒȔȂȉȄȉȐȈȋǼȌȆȑ ǻȊȊȀ ȉȀȈ ȎȏȎȈȀȒȃǽȏȎȓȄ ǻȊȊȆȑ ȎȈȉǾȀȑ ȉȀȈ ȓȘȌ ȄȌȎǾȉȘȌ ȓȎȔȑ· 

ȏȐȎȄȉȓȄǾȌȄȓȀȈ Șȑ ǼȐȄȔȌȀ ȋȈȀȑ ȖȀȋǼȌȆȑ ȓȀȔȓțȓȆȓȀȑ. ǧ ȏțȐȓȀ ȓȎȔ ȃȘȋȀȓǾȎȔ 

ȏȀȐȄȋȏȎȃǾȅȄȓȀȈ Ȁȏț ǼȌȀ ȏȎȊȔȄȏǾȏȄȃȎ ȒȜȒȓȆȋȀ ȋȄ ȓȎȜȊȈ ȉȀȈ ȉǼȌȓȆȋȀ ȒȔȌȃȔȀȒȋǼȌȎ ȋȄ 

ȓȆ ȖȐǽȒȆ ȋȈȀȑ ȋȄȂȄȇȔȋǼȌȆȑ ȄȉȃȎȖǽȑ ȓȎȔ ȄȍȝȕȔȊȊȎȔ Ȁȏț ȓȎ ȄȊȊȆȌȈȉț ȏȄȐȈȎȃȈȉț 

ȋȔȇȈȒȓȎȐȆȋǻȓȘȌ ǦǼȕȔȐȎȑ (1953) ȋȄ ȓȆȌ  Marilyn  Monroe  ȒȓȆȌ ȓȀȈȌǾȀ ǯȈ ǘȌȓȐȄȑ 

ǰȐȎȓȈȋȎȜȌ ȓȈȑ ǮȀȌȇȈǼȑ. ǡȏȎȋȎȌȝȌȎȌȓȀȑ ȓȎȌ ȓǾȓȊȎ ȓȎȔ ȋȔȇȈȒȓȎȐǽȋȀȓȎȑ țȏȘȑ ȀȔȓțȑ 

ȄȋȕȀȌǾȅȄȓȀȈ ȒȓȀ ȄȊȊȆȌȈȉǻ ȉȀȈ ȔȈȎȇȄȓȝȌȓȀȑ ȓȎȌ ȂȈȀ ȓȎȌ ȓǾȓȊȎ ȓȎȔ ǼȐȂȎȔ ȓȎȔ, Ȏ ȉȀȊȊȈȓǼȖȌȆȑ 

ȏȀȈȖȌȈȃȈǻȐȈȉȀ țȋȘȑ ȒȔȌǻȋȀ ȀȈȕȌǾȃȈȀ ȀȌȓȈȏȀȐȀȁǻȊȊȄȈ ȋȈȀ ȐȎȋȀȌȓȈȉǽ ȈȒȓȎȐǾȀ ȄȌǻȌȓȈȀ 

ȒȓȆȌ ȏȄȅțȓȆȓȀ ȉȀȈ ȓȎ ȄȕǽȋȄȐȎ. ǤǾȖȘȑ ȌȀ ȓȎȔ ȄȏȈȓȐǼȏȄȓȀȈ Ȇ ȄǾȒȎȃȎȑ ȒȓȎ ȃȘȋǻȓȈȎ, Ȏ 

ȇȄȀȓǽȑ ȉȀȊȄǾȓȀȈ ȌȀ ȀȌȀȉȀȊȜȗȄȈ ȓǾ ȒȔȋȁȀǾȌȄȈ ȄȌȓțȑ ȃȈȀȋǼȒȎȔ ȓȘȌ ȄȏȈȕȀȌȄȈȝȌ Ȁȏț ȓȎȜȊȈ 

ȉȀȈ ȋȎȔȒȄȊǾȌȀ, ȄȌȝ ȎȈ ȉȀȇȐǼȏȓȄȑ ȏȎȔ ȄǾȌȀȈ ȓȎȏȎȇȄȓȆȋǼȌȎȈ ȀȌǻȋȄȒȀ ȒȓȀ ǼȏȈȏȊȀ, 

ȒȈȘȏȆȐǻ ȋȀȐȓȔȐȎȜȌ ȒȓȈȂȋȈțȓȔȏȀ ȓȆȑ ȈȃȈȘȓȈȉǽȑ ȉȀȈ ȃȆȋțȒȈȀȑ ȒȕȀǾȐȀȑ ȉȀȈ ȇȐȀȜȒȋȀȓȀ 

ȓȎȔ ȄȒȘȓȄȐȈȉȎȜ ȏȐȎȑ ȓȎȌ ȄȍȘȓȄȐȈȉț ȖȝȐȎ ȉȀȈ ȓȎ ȀȌȓǾȒȓȐȎȕȎ. ǧ ȄȈȒǽȂȆȒȆ ȋȈȀȑ ȓǼȓȎȈȀȑ 

ȀȏȎȒȓȀȇȄȐȎȏȎȈȆȋǼȌȆȑ ȉȀȓǻȒȓȀȒȆȑ ȒȔȂȉȐȎȓȄǾ ȓȎ ȌțȆȋȀ ȓȎȔ ȀȊȆȇȈȌȎȜ ȋȀȑ ȒȏȈȓȈȎȜ, ȓȎ 

ȎȏȎǾȎ ȒȜȋȕȘȌȀ ȋȄ ȓȎȌ ȉȀȊȊȈȓǼȖȌȆ òȀȔȓțȑ ȄǾȌȀȈ Ȏ ȋȎȌȀȃȈȉțȑ ȓțȏȎȑ ȏȎȔ ȋȏȎȐȎȜȋȄ 

ȏǻȌȓȎȓȄ ȌȀ ȄȏȈȒȓȐǼȕȎȔȋȄ ȉȀȈ ȌȀ ȅȎȜȋȄ ȋǼȒȀ ȒȓȀ țȌȄȈȐǻ ȋȀȑó. 

 

ǧ ȏȎȈȉȈȊȎȋȎȐȕǾȀ ȉȀȈ Ȇ ȏȎȊȔȃȈǻȒȓȀȓȆ Ȕȕǽ ȓȆȑ ȉȀȊȊȈȓȄȖȌȈȉǽȑ ǼȉȕȐȀȒȆȑ ȓȆȑ ǬȀȐǾȀȑ 

ǡȌȃȐȎȋǻȖȆȑ ǶȀȓȅȆȌȈȉȎȊǻȎȔ ȄǾȌȀȈ ȎȐȀȓǼȑ ȒȓȆ site-responsive  ȄȂȉȀȓǻȒȓȀȒǽ ȓȆȑ ȋȄ ȓǾȓȊȎ 

Ȅȃȝ ȄǾȌȀȈ ȓȎ ȒȏǾȓȈ ȒȎȔ ȓȝȐȀ (2017). ǪȀȓȀȊȀȋȁǻȌȎȌȓȀȑ ǼȌȀ Ȁȏț ȓȀ ȏȈȎ ȅȘȓȈȉǻ ȋǼȐȆ ȓȆȑ 

ȎȈȉǾȀȑ, ȀȔȓț ȓȆȑ ȉȎȔȅǾȌȀȑ, Ȇ ȄȈȉȀȒȓȈȉțȑ ȃȈȄȐȄȔȌǻ ȒȓȎȈȖȄǾȀ ȏȀȐǻȊȊȆȊȘȌ ȓȐȎȖȈȝȌ ȓȆȑ 

ȅȘǽȑ ȄȌȓțȑ ȓȆȑ ȅȘǽȑ ȓȆȑ ǾȃȈȀȑ ȓȆȑ ȎȈȉǾȀȑ. ǯ ȀȐȖȈȓȄȉȓȎȌȈȉțȑ ȒȖȄȃȈȀȒȋțȑ ȋȄȂȀȊȎȀȒȓȈȉȝȌ 

ȎȈȉȈȝȌ ȓȆȑ ȏȄȐȈȎȖǽȑ ȀȔȓǽȑ ȄȉȏȐȎȒȘȏȄǾ ȈȃȈǻȅȎȌȓȀ ȊȄȈȓȎȔȐȂȈȉǻ ȉȀȈ ȉȎȈȌȘȌȈȉǻ 

ȖȀȐȀȉȓȆȐȈȒȓȈȉǻ· ǼȌȀ Ȁȏț ȀȔȓǻ ȀȏȎȓȄȊȄǾ ȉȀȈ Ȇ ȓȎȏȎȇǼȓȆȒȆ ȓȆȑ ȉȎȔȅǾȌȀȑ ȒȓȎ ȏǾȒȘ ȋǼȐȎȑ 

ȓȎȔ ȉȓȈȐǾȎȔ ȒȄ ȒȔȌȃȔȀȒȋț ȋȄ ǻȊȊȀ ȒȓȎȈȖȄǾȀ ȀȐȖȈȓȄȉȓȎȌȈȉǽȑ ȎȐȂǻȌȘȒȆȑ ȏȐȎȎȐȈȒȋǼȌȀ 

ȂȈȀ ȓȆȌ ȀȏȎȉȊȄȈȒȓȈȉǽ ȖȐǽȒȆ ȓȎȔȑ Ȁȏț ȓȎ ȔȏȆȐȄȓȈȉț ȏȐȎȒȘȏȈȉț ȉȀȈ ǻȊȊȎȔȑ 

ȄȐȂȀȅțȋȄȌȎȔȑ. ǬȈȉȐǼȑ ȏțȐȓȄȑ, ȃȈǻȃȐȎȋȎȈ ȉȀȈ ȔȏȆȐȄȒȈȀȉǻ ȉȊȈȋȀȉȎȒȓǻȒȈȀ ȔȏǽȐȍȀȌ ȎȈ 

ȀȕȀȌȄǾȑ ȃȈȀȃȐȎȋǼȑ ȋǼȒȀ ȒȄ ǼȌȀ ȓǼȓȎȈȎ ȎȈȉȈȀȉț ȏȄȐȈȁǻȊȊȎȌ, ȄȌȝ ȇȄȘȐȎȜȌȓȀȌ ȒȔȌǻȋȀ 

Șȑ ȀȉȀȓǻȊȊȆȊȀ ȏȐȎȑ ȄȏȈȒȉȄȗȈȋțȓȆȓȀ ȋǼȐȆ ȂȈȀ ȓȀ ȋǼȊȆ ȓȆȑ ȎȈȉȎȂǼȌȄȈȀȑ, ȋǾȀ ǼȌȃȄȈȍȆ 

ȉȎȈȌȘȌȈȉȎȜ ȃȈȀȖȘȐȈȒȋȎȜ ȋǼȒȀ ȒȓȎ ǾȃȈȎ ȓȎ ȒȏǾȓȈ. ǧ ǶȀȓȅȆȌȈȉȎȊǻȎȔ ȄȉȊȀȋȁǻȌȄȈ ȓȆȌ 

ȉȎȔȅǾȌȀ Șȑ ȓȎȌ ȏȔȐǽȌȀ ȉȀȈ ȓȆȌ ȉȄȌȓȐȈȉǽ ȋȆȖȀȌǽ ȓȎȔ ȌȎȈȉȎȉȔȐȈȎȜ. ǥǾȌȀȈ ȄȉȄǾ ȏȎȔ 

ȄȓȎȈȋǻȅȎȌȓȀȈ țȊȀ ȓȀ ȂȄȜȋȀȓȀ, Ȏ ȓțȏȎȑ ȒȔȂȉǼȌȓȐȘȒȆȑ țȊȎȔ ȓȎȔ ȏȐȎȒȘȏȈȉȎȜ, ȓȎ 

ȉȀȓȀȕȜȂȈț ȓȎȔ, ȓȎ ȋǼȐȎȑ ȏȄȐȈȒȓȀȒȈȀȉǽȑ ȍȄȉȎȜȐȀȒȆȑ ȉȀȈ ȄȉȄǾ țȏȎȔ ȋȎȈȐȀȅțȓȀȌ ȓȀ 

ȏȐȎȁȊǽȋȀȓȀ ȉȀȈ ȓȈȑ ȀȌȆȒȔȖǾȄȑ ȓȎȔ. ǧ ȏȐȎȒȏǻȇȄȈǻ ȓȆȑ ȌȀ ȐǾȍȄȈ ȕȘȑ ȒȄ ȀȔȓț ȓȎ 

ȀȏȎȋȀȉȐȔȒȋǼȌȎ ȉȎȋȋǻȓȈ ȓȎȔ ȒȏȈȓȈȎȜ, ȀȌȀȁȈȝȌȄȈ ȓȆȌ ȀǾȒȇȆȒȆ ȓȆȑ țȒȕȐȆȒȆȑ, 

ȄȏȀȌȀȕǼȐȄȈ ȉȐȔȋȋǼȌȄȑ ȋȌǽȋȄȑ ȉȀȈ ȉǻȌȄȈ ȓȎȌ ǽȖȎ ȓȆȑ ȕȘȌǽȑ ȌȀ ȀȉȎȔȒȓȄǾ ȍȀȌǻ. ǯȈ 

ȆȖȆȓȈȉǼȑ ȄȂȉȀȓȀȒȓǻȒȄȈȑ ȏȎȔ ȏȐȎǼȐȖȎȌȓȀȈ Ȁȏț ȃȈȀȕȎȐȄȓȈȉǻ ȋǼȐȆ ȓȎȔ ȃȘȋȀȓǾȎȔ, ȋǼȒȀ 

Ȁȏț ȒȔȐȓǻȐȈȀ ȉȀȈ ȌȓȎȔȊǻȏȈȀ, ȋȄȓȀȓȐǼȏȎȔȌ ȀȐȖȄȈȀȉǼȑ ȆȖȆȓȈȉǼȑ ȉȀȓȀȂȐȀȕǼȑ ȒȄ ȆȖȆȓȈȉǻ 

ȀȏȎȓȔȏȝȋȀȓȀ ȀȌǻȋȌȆȒȆȑ. ǳȆȌ ǾȃȈȀ ȒȓȈȂȋǽ, Ȇ ȀȊȊȎǾȘȒȆ ȓȆȑ ȏȐȀȂȋȀȓȈȉțȓȆȓȀȑ 

ȄȉȃȆȊȝȌȄȓȀȈ ȋǼȒȀ Ȁȏț ȋǾȀ Ȁȏț ȓȈȑ ȓȄȖȌȈȉǼȑ ȓȆȑ ȉȀȊȊȈȓǼȖȌȈȃȎȑ ȏȎȔ ȏȄȐȈȊȀȋȁǻȌȄȈ ǼȌȀ 

ȒȔȂȉȄȉȐȈȋǼȌȎ ȓȜȏȎ ȔȊȈȉȎȜ ȖȐȝȋȀȓȎȑ ȏȎȔ ȄȌȄȐȂȎȏȎȈȄǾȓȀȈ ȋȄ ȓȆ ȖȐǽȒȆ ȊȀȋȏȓǽȐȘȌ 



 

 

ȓȜȏȎȔ black  light. ǵȈȂȎȜȐȄȑ ȀȌȇȐȝȏȘȌ ȉȀȈ ȀȌȓȈȉȄȈȋǼȌȘȌ ȄȋȕȀȌǾȅȎȌȓȀȈ ȒȓȎȔȑ ȓȎǾȖȎȔȑ 

ȉȀȈ ȀȏȎȒȜȐȎȌȓȀȈ ȒȀȌ ȖȌǻȐȈȀ ȒȓȎ ȖȝȐȎ ȏȎȔ ȉȊȈȋȀȉȘȓǻ ȄȍȀȒȇȄȌȎȜȌ ȉȀȈ ȒȁǽȌȎȔȌ. ǧ 

ȃȈȀȃȐȀȒȓȈȉțȓȆȓȀ ȀȌǻȋȄȒȀ ȒȓȎ ȇȄȀȓǽ ȉȀȈ ȒȓȎ ȖȝȐȎ ȉȀȈ Ȇ ȒȖǼȒȆ ȓȎȔ ǼȐȂȎȔ ȋȄ ȒȔȌȇǽȉȄȑ 

ȕȘȓțȑ ȉȀȈ ȒȉǾȀȒȆȑ ȏȀȐȀȏǼȋȏȎȔȌ ȒȄ ȄȌȃȄǾȍȄȈȑ ȏȀȐȎȃȈȉțȓȆȓȀȑ· ǼȌȀȑ ȕȀȜȊȎȑ ȉȜȉȊȎȑ 

ȏȎȔ ȄȋȏȊǼȉȄȈ ȓȎ ȏȀȐțȌ ȋȄ ȓȎ ȏȀȐȄȊȇțȌ, ȓȎ ȏȐȀȂȋȀȓȈȉț ȋȄ ȓȎ ȕȀȌȓȀȒȈȀȉț.  

 

ǧ ȄȌȌȎȈȎȊȎȂȈȉǽ ȏȀȐǼȋȁȀȒȆ ȓȎȔ ǪȝȒȓȀ ǰȐǻȏȎȂȊȎȔ hortus  conclusus  ȏȎȔ ȓȎȏȎȇȄȓȄǾȓȀȈ 

ȒȄ ȒȆȋȄǾȎ ȀȌȓǾ ȄȏȈȊțȂȎȔ ȂȈȀ ȀȔȓǽȌ ȓȆȌ ǼȉȇȄȒȆ, ȏȐȎȉȜȏȓȄȈ Ȁȏț ȓȎ ȒȔȒȖȄȓȈȒȋț ȀȌǻȋȄȒȀ 

ȒȓȎ ȋȔȒȓȈȉț ȁȐȀȖțȉȆȏȎ ȏȎȔ ȁȐǾȒȉȄȓȀȈ ȒȓȆȌ ȓȀȐǻȓȒȀ ȓȆȑ ȎȈȉǾȀȑ ȉȀȈ ȒȓȆȌ ǼȌȌȎȈȀ ȓȎȔ 

ôǼȂȉȊȄȈȒȓȎȔ ȉǽȏȎȔõ. ǰȐțȉȄȈȓȀȈ ȂȈȀ ȖȀȐȀȉȓȆȐȈȒȓȈȉț ȂȌȝȐȈȒȋȀ ȉȀȈ ȓǾȓȊȎȑ ȓȆȑ ǰȀȐȇǼȌȎȔ 

ǬȀȐǾȀȑ, ȏȎȊȜ ȃȆȋȎȕȈȊǽȑ ȉȀȓǻ ȓȆ ȃȈǻȐȉȄȈȀ ȓȎȔ ǬȄȒȀǾȘȌȀ ȉȀȈ ȓȆȑ ǡȌȀȂǼȌȌȆȒȆȑ Ȁȏț 

ȓȎȌ 14Ȏ ȀȈȝȌȀ ȉȀȈ ȋȄȓǻ, ȉȀȇȝȑ ȉȀȈ ȋȈȀȑ ȄȉȓȄȌȝȑ ȃȈȀȃȎȋǼȌȆȑ ȏȐȀȉȓȈȉǽȑ ȒȓȆȌ ȈȒȓȎȐǾȀ ȓȆȑ 

ȉȆȏȎȔȐȈȉǽȑ Ȇ ȎȏȎǾȀ ȏȈȇȀȌțȓȀȓȀ ȌȀ ǼȖȄȈ ȓȈȑ ȐǾȅȄȑ ȓȆȑ ȒȄ ȏȐȘȈȋțȓȄȐȄȑ ȀȌȓǾȒȓȎȈȖȄȑ 

ȄȕȀȐȋȎȂǼȑ ȒȖȄȃǾȀȒȆȑ ȉǽȏȘȌ ȒȓȆȌ ǡȌȀȓȎȊǽ. ǲȓȆȌ ǥȔȐȝȏȆ, Ȇ ȇȄȋȀȓȈȉǽ ȀȔȓǽ ȄȈȒǽȖȇȆ 

Șȑ ȋȈȀ ȈȃȈǻȅȎȔȒȀ ȄȌȌȎȈȎȊȎȂȈȉǽ ȋȄȓȀȕȎȐǻ ȒȖȄȓȈȅțȋȄȌȆ ȋȄ ȓȎȌ ǥȔȀȂȂȄȊȈȒȋț ȓȆȑ 

ǨȄȎȓțȉȎȔ, ȏȄȐȈȉȊȄǾȎȌȓȀȑ ȉȀȈ ǻȊȊȀ ȏȎȈȎȓȈȉǻ ȖȀȐȀȉȓȆȐȈȒȓȈȉǻ țȏȘȑ Ȇ ȏȀȐȇȄȌǾȀ, Ȇ 

ȀȂȌțȓȆȓȀ ȉȀȈ Ȇ ȀȇȘțȓȆȓȀ. ǳȎ ȒȈȌȓȐȈȁǻȌȈ ȒȓȎȌ ôǼȂȉȊȄȈȒȓȎ ȉǽȏȎǖ (fons hortorum ) 

ȄȉȏȐȎȒȘȏȄǾ ȓȎ ȄȏǾȉȄȌȓȐȎ ȓȆȑ ȅȘǽȑ ȉȀȈ ȓȆ ȌǼȀ ȀȐȖǽ. ǡȌǻȊȎȂȎȑ ȋȄ ȓȆȌ ǼȌȌȎȈȀ ȓȆȑ 

ȉȊȄȈȒȓǽȑ ȋǽȓȐȀȑ (ȎȖȔȐȘȋǼȌȎȑ ȉǽȏȎȑ) ȒȜȋȕȘȌȀ ȋȄ ȓȆ ǶȐȈȒȓȈȀȌȈȉǽ ȏȐȎȒǼȂȂȈȒȆ ȏȎȔ 

ȂǾȌȄȓȀȈ ȂțȌȈȋȎȑ ǼȒȘȇȄȌ, Ȏ hortus  conclusus  ȀȏȎȉȘȃȈȉȎȏȎȈȄǾȓȀȈ Ȅȃȝ Șȑ ȓȎ ȈȄȐț ȉȀȈ 

ȀȋțȊȔȌȓȎ ȆȒȔȖȀȒȓǽȐȈȎ ȂȈȀ ȓȆȌ ȎȈȉȎȂǼȌȄȈȀ ȀȔȓȎȜ ȓȎȔ ȒȏȈȓȈȉȎȜ, ǼȌȀȑ ȓțȏȎȑ 

ȀȏȎȋțȌȘȒȆȑ, ȏȄȐȈȒȔȊȊȎȂǽȑ ȉȀȈ ȆȐȄȋǾȀȑ. ǧ ȏȀȐȎȜȒȀ ȋȎȐȕǽ ȏȀȐȀȉȋǽȑ ȓȎȔ, 

ȀȌȓȈȉȀȓȎȏȓȐǾȅȄȈ ȓȆȌ ȄȐǽȋȘȒȆ ȓȆȑ ȎȈȉǾȀȑ ȒȓȎ ȒȜȌȎȊț ȓȆȑ  ð ȋȈȀ ȏȄȐǾȎȃȎȑ ȀȌȎȋȁȐǾȀȑ  ð  

ȏȎȔ ȇȀ ȋȏȎȐȎȜȒȄ ȌȀ ȇȄȘȐȆȇȄǾ Șȑ ǼȌȀ ȀȊȊȆȂȎȐȈȉț ȒȔȋȁǻȌ, țȖȈ ȀȏǾȇȀȌȎ ȌȀ 

ȀȌȀȒȓȐȀȕȄǾ ȉȀȈ ȌȀ ȎȃȆȂǽȒȄȈ ȏȐȎȑ ȋȈȀ ȌǼȀ ȀȐȖǽ.  

 

 

 

 

 

 

 

 

 

 

 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  THE ARTISTS 

 

 

 

 

ǯǩ ǥǩǪǡǲǳǩǪǯǩ 



 

 

 



 

 

Maria Adromachi Chatzinikolaou  
Here is your home now  (2017), dimensions variable  

audio -visual installation, sound, black light, acrylic paint, essential oils  

sound archival Costis Drygianakis, Eudokia Zachou, Riki van Boeschoten, 

Maria Adromachi Chatzinikolaou  

composition - editing Costis Drygianakis  

technical supervision Spyros Tsalapatas  

for  audio  click  here  

 

ǬȀȐǾȀ ǡȌȃȐȎȋǻȖȆ ǶȀȓȅȆȌȈȉȎȊǻȎȔ 
ǥȃȝ ȄǾȌȀȈ ȓȎ ȒȏǾȓȈ ȒȎȔ ȓȝȐȀ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

ȎȏȓȈȉȎȀȉȎȔȒȓȈȉǽ ȄȂȉȀȓǻȒȓȀȒȆ, ǽȖȎȑ, black  light, ȀȉȐȔȊȈȉț, ȀȈȇǼȐȈȀ ǼȊȀȈȀ 

ȆȖȆȓȈȉǻ ȀȐȖȄǾȀ ǪȘȒȓǽ ǤȐȔȂȈȀȌǻȉȆ, ǥȔȃȎȉǾȀȑ ǦǻȖȎȔ, Riki van  Boeschoten , 

ǬȀȐǾȀȑ ǡȌȃȐȎȋǻȖȆȑ ǶȀȓȅȆȌȈȉȎȊǻȎȔ 

ȒȜȌȇȄȒȆ - ȋȎȌȓǻȅ ǪȘȒȓǽȑ ǤȐȔȂȈȀȌǻȉȆȑ   

ȓȄȖȌȈȉǽ ȄȏȈȋǼȊȄȈȀ ǲȏȜȐȎȑ ǳȒȀȊȀȏǻȓȀȑ 

ȂȈȀ ȓȎȌ ǽȖȎ ȏȀȓǽȒȓȄ Ȅȃȝ 

https://www.youtube.com/watch?v=EvIVXh8SnPQ&feature=youtu.be
https://www.youtube.com/watch?v=EvIVXh8SnPQ&feature=youtu.be


 

 

 

 

 

 

 

 

Aikaterini  Gegisian  

The little refugee  (2017), dimensions variable  

120 found figurines, porcelain, clay, plaster, resin, wooden table  

 

 

 

 

 

ǡȈȉȀȓȄȐǾȌȆ ǣȄȂȆȒȈǻȌ 
ǳȎ ȏȐȎȒȕȔȂǻȉȈ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

120 ȄȔȐȄȇǼȌȓȀ ȀȂȀȊȋȀȓǾȃȈȀ, ȏȎȐȒȄȊǻȌȆ, ȏȆȊțȑ, ȂȜȗȎȑ, ȐȆȓǾȌȆ, ȍȜȊȈȌȎ ȓȐȀȏǼȅȈ 

 



 

 

120 ȄȔȐȄȇǼȌȓȀ ȀȂȀȊȋȀȓǾȃȈȀ, ȏȎȐȒȄȊǻȌȆ, ȏȆȊțȑ, ȂȜȗȎȑ, ȐȆȓǾȌȆ, ȍȜȊȈȌȎ ȓȐȀȏǼ 



 

 

 



 

 

Apollonas Glykas  
Liquids (2017), dimensions variable  

liquid emulsion on paper  

 

 

 

 

 

 

 

 

ǡȏțȊȊȘȌȀȑ ǣȊȜȉȀȑ 
ǱȄȔȒȓǻ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

ȕȘȓȎȄȔȀǾȒȇȆȓȆ ȄȋȎȔȊȒȈțȌ ȒȄ ȖȀȐȓǾ  



 

 

 



 

 

 

 

Eleni Lyra 
Persephone  (2017), dimensions variable  

digital image with paint, wood, dresses  

 

 

 

 

 

 

ǥȊǼȌȆ ǫȜȐȀ 
ǰȄȐȒȄȕțȌȆ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

ȗȆȕȈȀȉǽ ȕȘȓȎȂȐȀȕǾȀ ȄȏȈȅȘȂȐȀȕȈȒȋǼȌȆ, ȍȜȊȎ, ȄȌȃȜȋȀȓȀ 

 

 

 

 

 

 

 

 



 

 

 



 

 

 

 

 

 

 

Despina Meimaroglou  
Interval  (2017), dimensions variable  

digital image, furniture, personal items, sound  

for audio click here  

 

 

 

ǤǼȒȏȎȈȌȀ ǬȄșȋǻȐȎȂȊȎȔ 
ǯ ȖȐțȌȎȑ ȀȌǻȋȄȒȀ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

ȗȆȕȈȀȉǽ ȕȘȓȎȂȐȀȕǾȀ, ǼȏȈȏȊȀ, ȏȐȎȒȘȏȈȉǻ ȀȌȓȈȉȄǾȋȄȌȀ, ǽȖȎȑ 

ȂȈȀ ȓȎȌ ǽȖȎ ȏȀȓǽȒȓȄ Ȅȃȝ 

 

https://www.youtube.com/watch?v=gQ_-lKDFRsI&feature=youtu.be
https://www.youtube.com/watch?v=gQ_-lKDFRsI&feature=youtu.be


 

 

 

 

 

Rena Papaspyrou  
3 Frantzi Street - Images through matter  (2008), 280 x 185 

wall detachment and ink drawing  

 

 

 

 

 

 

ǱǼȌȀ ǰȀȏȀȒȏȜȐȎȔ 
ǯȃțȑ ǵȐȀȌȓȅǽ 3 - ǥȈȉțȌȄȑ ȒȓȆȌ ȜȊȆ (2008), 280 x 185 

ȀȏȎȓȎǾȖȆȒȆ ȉȀȈ ȒȖǼȃȈȎ ȋȄ ȋȄȊǻȌȈ 

 

 

 

 

 

 



 

 

 



 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Andreas  Savva  
Letõs climb (2001),  

200 x 35 x 4cm  

plexiglass , 100 drachma  coins  

 

 

 

 

 

 

ǡȌȃȐǼȀȑ ǲǻȁȁȀ 
ǡȑ ȒȉȀȐȕȀȊȝȒȎȔȋȄ (2001),  

200 x 35 x 4cm  

ȏȊȄȍȈȂȉȊǻȑ, ȉǼȐȋȀȓȀ  

ȓȘȌ 100 ȃȐȀȖȋȝȌ 



 

 

 



 

 

 



 

 

 

 

 

 

 

 

 

 

Dimitris Skourogiannis  
Happiness someday will come  (2017), dimensions variable  

furniture, digital print on muslin, acrylic tulle, cotton threads  

 

 

 

 

 

 

ǤȆȋǽȓȐȆȑ ǲȉȎȔȐȎȂȈǻȌȌȆȑ 
ǧ ǥȔȓȔȖǾȀ ȉǻȏȎȓȄ ȇǻȐȇȆ (2017), ȃȈȀȒȓǻȒȄȈȑ ȋȄȓȀȁȊȆȓǼȑ 

ǼȏȈȏȊȀ, ȗȆȕȈȀȉǽ ȄȉȓȜȏȘȒȆ ȒȄ ȋȎȔȒȄȊǾȌȀ, ȀȉȐȔȊȈȉț ȓȎȜȊȈ, ȁȀȋȁȀȉȄȐǼȑ 

ȉȊȘȒȓǼȑ 

 

 



 

 

 


