





‘Oxt uOVO Ol PVAKEG PaG AAAG Kal ol ANGHOVIEG HAG EXOUV €VA «KATAAUUO».

Not only our memories but also our forgetfulness have a place of “shelter”.

Gaston Bachelard, H lMointikn tou Xwpou / The Poetics of Space






¢ Katepivag ZaxaponoUAou / by Katerina Zacharopoulou



Mepnatwvtag otoug 6pOPOUG ToU AUCTEPVIA TOV EIKOCTO MPWTO
awwva, o dlaBdtng anopel pe Ta pwtiopéva avolktd napdBupa, pe
10 ouypdTUna KaBnpepivhg olkeldtntag ta onoia napadidovtat
(QAVOPEVIKA aveMITNOEUTA 0TOV NEPAOTIKO. Towg OPWG va unv &i-
val akplBwg €tot. Towg auth n npdé(a)kAnon va pnv eivat aBéAntn
0MG va enBupei tov €§wBev €Aeyxo, va anoteAel pia pehetnpévn
andduon nou nephpava SlaknNpUooel Nwg dev UNAPXEL KAMOLO PU-
otkd. H duvapikn oxéon avapeoa oto 161wTikd Kat to dnudaolo diénet
dnpioupyikd ta anatnAd avenithdeuta €pya t€xvng Tou oAAavaIkoU
«XpuooU Alwvax, 1600 Toug NePIZATNTOUG NIVAKES TWV GNUICHE-
vwv (Kat akptBonAnpwuévwy) {wypdpwy 600 Kal Ta XagnAogwva
OIKLOKA TEPEVN, ONWG TO NEPIKAMEG KoukAdonito Tng Petronella
Oortman, cu{Uyou tou eundpou Johannes Brandt. KaBw¢ n patid
pag neptnAavdrat ota dwpdtia autoU ToU PIKPOYPAPIKoU anoAlBw-
HaTOG aoTIKAG enbel§lopaviag, avapwtidpacte katd néoov anotu-
Nwvetal o€ autd pia veupwtikn avapdonon h pia xapd tng {wng
Yepatn autonenoibnon.

0 81aAoyog Ing Katepivag ZaxaponoUAou pE T0 KOUKAOOTITO TNG
Petronella Oortman ektovwvel auth T Guvauikn oxeon dloxeteu-
ovtdg tn péoa and to dittd npiopa tou Xxpdvou Kat TG TauToTNTAG,
WG pia axtiva pwtdg nou eyypdeetal atov 10{xo Htag NnpoBoAng.
Ta opdapata Blou mou dnutoupyel, 1dwpéva Péoa and pia EUPUAn
npoontkn Kat tonoBetnuéva oe BeppoUc NEPIKAEIOTOUG XWPOUG,
unepPaivouv tnv AaBpaia oikeldtnta kal upaivouy pia cuvalodn-
patkn epnelpia. Ot enokénteg InG €kBeong kaAoUvtal va agal-
p€oouv Tov eEWTEPIKO To{X0 Tou Mouagiou Mnevakn wg va ntav
éva KoukAGonto, va yivouv ol {6lot homines ludentes. Ba NBeAa
€K JEPOUG TNG AloiknTikng Enttponng tou Mouoegiou Mnevdkn kat
NG TpIHEN0UG EkteAeaTikng Enttponng tou I6pUpatog va ouyxapw
v KaATExvIOa, Katepiva ZaxaponoUAou, Kat va Euxaplotnow To
Kévtpo ZUyxpovng Téxvng — Kpatikd Mouoeio ZUyxpovng Téxvng Kat
€161kd T SleuBuVTPLA Tou Kal enpeAnTpLa TNG €kBeong Zupayw Tol-
apa kabBwg kat tov xopnyo Outset Contemporary Art Fund (Greece).

Ap lidpyns Mayyivng
MEéAog tng ExteAsotikic Emtponng
Mouaoeio Mnevakn



Perambulating the streets of twenty first-century Amsterdam, one
is struck by the openness of domestic life, the radiant luminosity of
shutterless windows framing homely snapshots which are exposed
to the passer-bys’ gaze almost haphazardly—or aren't they? Is
this eavesdropping an inadvertent possibility or a provocation
to scrutiny, a measured opening-up proudly proclaiming that
there is nothing to hide? And how is this tension sublimated
into the deceptively intimate works of art of the Dutch ‘Golden
Century'—either exclusive canvasses by renowned (and stridently
commercial) masters or low-key sanctuaries to domesticity,
like the resplendent dollhouse of Petronella Oortman, wife of
the merchant Johannes Brandt? As our gaze travels across the
rooms of this miniaturized fossil of bourgeois exhibitionism, we
question whether we are in the presence of a neurotic digestion
or an assertive celebration of life.

Katerina Zacharopoulou's dialogue with Petronella Oortman'’s
dollhouse discharges this tension by projecting its dichotomies
through the combined lenses of time and identity, literally as a
ray of light hits the projection (video) wall. Her visions of gendered
life-stories within warm inner places go beyond exchanges of
spied intimacies; they weave an immersive emotional experience.
Visitors to this exhibition are invited to remove the outer wall of the
Benaki Museum building as if it were itself a dollhouse; they are
encouraged to become themselves homines ludentes. On behalf of
the Board of Trustees of the Benaki Museum and of its Executive
Committee, | would like to congratulate the artist, Katerina
Zacharopoulou, and extend thanks to the Center of Contemporary
Art — State Museum of Contemporary and its director and curator
of this exhibition, Syrago Tsiara, as well as the exhibition sponsor
Outset Contemporary Art Fund (Greece).

Dr George Manginis
Member of the Executive Committee
Benaki Museum



‘Otav ta xépta Bupouvrat

‘Hrav ta xépla plag yuvaikag, o movog tng anwAelag Kat n avaykn
NG PVNPOVEUONG MOU YEvvNoav TNV TEXvN, oUU(UVA HE TOV apXal-
0eMNVIKO pUBo. Mpdkettat yia v Kopa, h kat” aMoug Kalippodn,
Buyatépa kat BonBd tou ayyelonidotn Boutddn nou nhpe kdpBouvo
kal oxebiaoe pe 1a 6AxTUAG TG NAvw oToV ToiXo ToU oniTioU TG
otnv KéptvBo 1o nepiypappa tng oKIAG Tou ayannpévou tng, étav
€KEVOG TNV EYKATEAEIYE. LTN OUVEXELD -OnwG pag dinyeftat o MAiviog
o MNpeaButepog- 0 Boutddng akoAouBwvtag 1o apxiko ox€BLo TG
KOPNG Tou, £QTIage éva NNAIVO YAUNTO e T0 NPOOWOo ToU VEOU
yla va dlatnpnoel yla ndva i Jopen Tou ayannpévou npoownou
0Tn pvhun g Képag.

K1 €101 yevwnBnKe n téxvn, and tov novo Kal v adnpitn avaykn va
NPoodwaelg UNIKN Jopdn, avBEKTIKN 0TO XpOVo, 6Ta cuvalcbnuata
Kal ta Blwhatd oou.

To noAitlopiké unoBabpo twv PUBwv PAG anokaAUMTEL oUXVA MOAU
NePLooOTEPA Yla TG Slaxpovikég avBpwniveg aywvieg ano tny idla
NV lotopla, otnv enionpn TouAdxiotov ekdoxn tng. H téxvn e€aAou
elval ekeivn nou bivel ouxva NPOCWNO OTOUG APAVE(G TOU NAPEA-
B06VT0G, Maylwvel Kal EIKOVOYPAPEL T GUANOYIKNA Kal ATOMIKA PvAUN
HE TN HOPPN KELPEVOU N EIKOVAG,.

Mg dpaye Ba yvwpidape g ouvBnkeg {wng plag actng otnv OA-
Aavbia tou 170U alwva, 6nwg n Petronella Oortman, av 0xt péow
NG puBonAaciag, Tng {wyPAPIKAG, N TNG BIKAG TNG andpaong va
NEPLYPAWEL TO OIKIOKS OKNVIKO TNG IBIWTIKAG TNG (WG HE TN HopPh
£VOC KOUKAOOMITOU;

Mpo@avwg npdKettal yla Jia eMAEKTIKN, dlapgegoAaBnuévn ano ta
X€PLA KAMOLOU avVWVUROU TexvITn, avdkAnan Kal nayiwaon tng Yvn-
UNG ToU MpayuatikoU anitioy, n oroia wotéoo kabiotatal duvatn
pOvo 6tav n BoUAncon tng dnpoupyol anatthoet tnv uhonoinon
NG PVNPOVEUONG.

Kat ivat n 6la n BoUAnon, n €0tw n evotktwong avaykn, Ylag
oUyxpovng dnutoupyoU nou el atnv ABrAva onpepa va entoKEPTE( ek
VEOU Td UAIKG {xvn Tou napeABdvtog piag yuvaikag nou dev yvwploe
noté Kal and v onoia T xwpilouv Tpelg alwveg. Ekel dlapépetn
avduvnon and T pvnpdveuaon, N NpwTn Pnopei va eivat Yia aguvel-
dntn Aettoupyia nou ekkivel tuxaia and SLlaQopeg oUYKUPIES, v N
beltepn evéxel T ouveldnth eMAoyn TG avakAnong piag Pvnpng.

H enthoyn Aotndv g Katepivag ZaxapornoUAoU va MKOIVWVNATEL [iE
v Petronella Oortman €6wae Hop@n o€ €va GUYXPOVO €PYO0 TEXVNG
rnou aglorolel Ta onpepIvA epyaleia KATAOKEUNG Kal avanapaywyng
NG €lKOVag, 10 Bivieo, TV NepPpopUavg, TV eykatdotacn. H Kate-



plva ZaxapornoUAou ouvBETel uéoa and PIviatoUpeG Kal okNvoBEeTel
10 81Kd TG oIKIOKG oknvIKG péoa ota onoia n yuvaika nou n {6la
envoel, Katolkel, cuNoy(letal, epyddetal, nepnatd, SlaBddel, avano-
Ael 10 napeABov, ndvia pdvn, NEPLTPLYUPLOPEVN AN TOV PIKPOKOGHO
NG KaBnpepvdtnTag nou eyyudtal tnv aopAAELd Kal GUYXPOVWG
TNV anopdvwon NG anod v eEWTEPIKN Npaypatikdtnta. To onitl
EUNEPLEXEL TNV EVOLKO, NEPIKAE(EL TNV TAUTOTNTA KAl TOV NPOOPLOHS
NG va SlapuAdEel 6,1t bivel vonpa otnv Unaph tng.

Ti yivetat Opwg 6Tav Ta «ev oikw» dnpoatonotolvral, ektiBevial otn
dnudota B€a Kat yivovtal Kthpa twv Beatwy;

Tote Eekiva pia deUtepn Slepyaaia egnAoknG Kal aviaAAayng avape-
00 070 1B1WTIKS Kal To dNPAato. TOTE TO OIKIOKSO OKNVIKO OTIG MOIKIAEG
EIKAOTIKEG EKOOXEG TOU peTatpénetal o€ éva {wvtavo nedio 6rou
npofBaMovtal kat EedinAwvovTal NPoownikd BlLaTtd, AVNOUXIEC,
npoadokieg kat Slayevoelg Twv avBpwnwy nou cuvdiaAgyovral
E TO EIKAOTIKO €PYO.

H téxvn w¢ nedio petaBiBaong kat avtalayng npoUnoBetel Bé-
Bata tnv npwtapxikn cUANYN, ene€epyacia kat oknvoBeaia Tng
€lkOvag and tov kaAtéxvn. MpoUnoBetel SnAadn pia GUVOAIKN
EVEQYOMOINGN VONTIKWY AEITOUPYLWV Kal AloBNOEwWY, HLa TEXVOAO-
YIKN cUPBacn nou eyypdpel 0AOKANPO TO GWHA TOU KAAATEXVN

otn dnploupyikn dladikaoia. Mdvo tdte anoTUNWVETAL EUKPIVAG N
XEIPOVOHLAKN TAUTOTNTA Tou Snpoupyou, €101 wote va §0Bel poppn
0 ekelvo nou ta daxtula Bupouvral, avacUpouv Kal avacuvBETouv
Kal 6vo TOTE N TéxvN oUVOLaAEYETaL e TOV anoSEKTN TNG PE OPOUG
yovIUNg SlanAoKAG,.

H Katepiva ZaxaponoUAou otnv Petronella Oortman Bpioketal atnv
Mo WPIEN Kal oAoKANpwEvN oTtyun TG. To EebinAwa Tou €pyou
NG YE TN HoPPN BIviEo-ToIX0YPAPIag Névie xpovia nplv oto Mné-
n-Xapap g Oeooalovikng €Xel eyypapel otn Pvnpn 60wy eixaue
TNV TUXN Vv TO PoIPAcToUE WG Kid andAuta eU0ToXN GUVORIAG VOg
oUyXpovou KAATEXVIKOU €PYOU WE TO OPXITEKTOVIKO MAAIOIO TNG
PVAUNG mou nepikAelel To 810 to Ktnplo. H ek véou ekdinAwaon tou
€pyou ato Mouoeio Mnevdkn ano@opTidel TNy EIKACTIKN EYKATAOTA-
on ano to PvNPEIako g nepiBAnua Kat tnv B€tel oe pia apeodtepn
ouvopiAia pe tov Beatn. Auto nou pével aAdwPnTo eival n ouaoia tng
T€XVNG, N evapyela Ing getaBiBaong otov nupnva tng cUANYNG.

AekéuBpioc 2016

2upayw Toldpa
lotopikocg Texvng, AicuBuvipia KXTO



When hands recall

According to the Greek myth, it was a woman's hands, the pain
of perdition, and the need for remembrance that gave birth to
art. It was Cora, or Callirhoe according to other sources, the
daughter and assistant of the potter-maker Butades of Sicyon,
who took charcoal and painted with her fingers on the wall of
her house in Corinth the outline of her lover's form after he
left her. Then, as narrated by Pliny the Elder, Butades created
—according to his daughter’s original drawing—a clay sculpture
of the young man'’s face in order to eternally maintain the
beloved man's shape in Kora's memory.

And thus, art was born: out of the pain and the overwhelming need
to assign material and temporally enduring shape to feelings and
experiences.

The cultural bedrock of myths often manifests far more about the
diachronic human concerns than what the stories themselves
do— at least in their official version. After all, it is art which often
animates the inconspicuous residing in the past; it consolidates
and illuminates the collective and individual memory in the form
of a text or an image.

How else we could possible know anything about the life of a
17th century bourgeois woman in the Netherlands like Petronella
Oortman, if not via literature, painting, or her own decision to
describe the domestic scene of her private life through the shape
of a dollhouse?

Obviously, it is a selective—through the hands of an anonymous
craftsman—recollection and consolidation of the memory of a real
house, which nevertheless becomes possible only when the artist's
accord demands the actualization of remembrance.

It is the accord itself, or at least the instinctual need, of a
contemporary artist living in Athens today to visit anew the material
traces of a woman'’s past, whom she never met and who lived
three centuries ago. This is where memory and remembrance
differ; the former can be an unconscious function, triggered by
various circumstances; the latter contains the conscious choice
of recalling a particular memory.

Hence, Katerina Zacharopoulou’s choice to communicate with
Petronella Oortman gave shape to a contemporary artwork which
fully realizes the up-to-date image construction and reproduction
tools: video, performance, installation. Through miniatures,
Katerina Zacharopoulou composes and directs her own domestic



scenes, in which the woman that she creates actually dwells,
contemplates, works, walks, reads, and calls incidents to mind;
always alone, surrounded by the microcosm of daily life, which
guarantees her the security as well as isolation from external
reality. The house contains the tenant, confining her identity and
destiny to preserve whatever gives meaning to her existence.

But what happens when the ‘domestic affairs’ go public, exposed
to and becoming possession of the viewers?

This is when a second procedure of engagement and exchange
between the private and the public takes place. In that moment, the
domestic scene, in its various artistic versions, is transformed into
a living field, where personal experiences, concerns, aspirations,
and failures of the people who are in a dialectic with the artwork
are being projected and unfolded.

As a field of transmission and exchange, art naturally assumes
the original conception, editing, and directing of the image by
the artist. That is, it presupposes an overall innervation of the
cognitive functions and emotions; a technological convention
which encompasses every part of the artist’'s body in the creative
procedure. Only then the gestural identity of the artist is explicitly
impressed, so as form may be assigned to what the fingers

remember, recall, and re-compose; only then art can be in a
dialectic with its recipient, on terms of creative interweaving.

In Petronella Oortman, Katerina Zacharopoulou reaches her most
mature and complete moment. The way her work unfolded in
the form of a video mural five years ago at the Bey Hamam in
Thessaloniki is registered in the memories of those who were
present as an undeniably apt dialogue between a contemporary
artwork and the mnemonic architectural frame embodied in the
building itself. The re-presentation of the work at the Benaki
Museum removes the artistic installation from its monumental
encasement and exhibits it in a more direct dialogue with the
viewer. What remains intact is art’s essence, the lucidity of the
transmission to the conception’s core.

December 2016

Syrago Tsiara
Arti Historian, CACT Director



Mepi KoukAoonttou... n ta tou Biou péca o€ €va viouAant.

‘Otav €(6a yla npwtn popd to KoukAdonito tng Petronella Oortman
niow ané pla tpipetpn yudAvn Bripiva oto Rijksmuseum évolw-
oa €vav Babu névo tautdxpova e pla eviovn ouykivnon. Elba
MNPOOTA HoU €va aploTOUpYNHATIKO €pY0 OIKIOKOU MOALTIopoU, éva
VIOUAdN! avolxtd o kdBe nepiepyo PAEpUa nou BéAel va Set niow
and napdbupa kal NoPTeG NWG KUAA n wn. H napddoon twv avol-
XTWV Xwpig kouptiveg napaBupwv atnv OMavbia pou Epepe ato
VOU BIKEG IOU NEPIEPYELEG MOU AKOMN Kal CNUEPQ, JAKPLA MOAU and
Vv Nadikn ovelpondAnaon, Pe KAavouv va BéAw va 6w Tl cupBaivel
péoa ota onftia twv avBpwnwy, Tt kpUBouv ta eAdxiota nou punopet
kaveig va &gt and to 6pouo, Nwg {ouv ot AvBpwnol nicw anod Tig
MIOAVOIXTEG KOUPTIVEG Kal TO NHIpWGE Twv dwpatiwy Toug.

Apxi1oa va GUMEYwW avTIKElpevVa, PviatoUupeg eninAwy nou €uolalav
OIKeleg Kat opydvwaoa évav KOopo an’ érou pnopolaa va napatnpw
HE TNV nouxia pou ta tou Biou. To oknvoypadikd nepiBdAiov eEunn-
pé€tnoe 1o Biwpa Kat autd pe T o€lpd Tou KAAETE TNV (PUOIKNA Hou
napoucia péoa og €vav koapo adlavontng el06dou. Ta avtikeipeva,
10 €ninAa, Ta Bpavopata, To XapTi, Ta pouxd, akdUN Kat N JOUGIKN
(prelude in E-Minor tou Zonév) ival 1o VIEKOP PLAG YUXIKNG EV-
ouvaioBnong: Ta dwpdtia eival ot KUWPEAEG plag KaBnuepvotntag
(PavVIaoTIKAG KAl anpaypatonointng.

To KoukAdontto tng Petronella Oortman eivat ékBepa. ExkBétel
TOV NMAOUTO NG IBIOKTATPLAG OTO SINVEKEG, OXI OVO WG OIKOVOLL-
KO péyeBog, NoAU Neplocdtepo WG ENTEUYHA TNG EPPOVAG TNG YLa
opoPPLA Kal napnyopLd.

Méaoa tou eANoxeUel 0 BpAvog TNG YUVAIKEIOG HOVAXIKOTNTAG, N
aduvapia Ceuyapwpatog, n napadoxn g anouaiag. Ot édetol and
avBpwnoug xwpol PEAAEL va katolknBoUv and Tig NpoBEaelg Twv
Beatwv tou KoukAdaonitou.

To KoukAdomito dev eivat naxvidt. Eivat n npooopoiwon piag {wng
nou aduvatel va avtanokplBel otig npoadokieg TNG Katdxou Tou.

H Népa tou’lpev eykataleinel 1o onitiko tng kKAeivovtag tnv nopta
niow g,

H MetpovéMa Doptuav avoiyel To onitikd Tng o€ Kovn B€a, OAeg
ol NépTeG avoIxtéG. MNotog pag eniBeBatwvel étt auth dev eival pia
npd&n anoxwpnong and v IblwTikeTNTa?

BéAnoa va unobubw pla yuvaika nou eniBewpel tn {wn TN Ka-
T00KeUAJOVTAG TNV VWD KPATA PEYEBUVTIKO PaKOA. XElpOVouieS TG
{wng Kat npdgelg anAg, 6oo n avapovn, 1o Kablopa, To NepnAtnpa,
TO 0POUYYApPLoa, 0 PEPBACUAG, N veuplkATNTa, T0 BAEUA, N Jou-



OlKNA, T0 YPAWIHo, €0Tnoav éva Axpovo olKIaKo ton{o. MoANd xpdvia
aoxohoUpal e 1o Zn{Tt atn 6oUAELd pou, AAAG Kal pE TIG apnyYNOELG,
TG €0OAOYNTELS, TIG NPooKANTELG Tou AMou. H MetpovéAaDop-
Tdav givat and ta npdowna nou pe Kavouv va KateuBuvopal Npog
TO PJEPOG Mou KatolkoUv. Ba unopouae va eival KaATEXVNG, NwG
(AVIAOTNKE KAl KataokeUaoe autd 1o aplotoUpynua? Opwg htav
anAwg pia yuvaika tou 170u alwva, nhovola acth nou akoAouBnoe
T0 €VOTIKTO TNG Kal ApNoE oTnV LoTop(a £va TEKUNPLO NMOATLOHOU.
Méoa and autd To Tekunplo, Hou €6woae to Adyo va JIAnow yia ta
Ynita -Eotieg kat 11¢ akupwpéveg enBupied.

YApepa n teAeutaia Hou okEWN akoupndel oTiG YUValkeg nou xd-
VOUV T OMiTia Toug, TIG A0TEYEG OTO OPOHUO MOU OUXVA GUVAVIW
4Tav YUpVW 0T1o SIKG Jou oM, TIG AVEDTIEG YUVAIKEG TWV XAUEVWV
OLKOYEVELWY, TWV XAUEVWY OxEoewv, Twv BABEpwY 1ooyelwy Tng
noAng nou oteyalouv avBpwnoug and dAAeg natpibeg, dAAa vol-
KOKUPLA, GMEG KaBNPEPIVOTNTEG. LKEPTOUAL O TA OIKIOKA QVTI-
KEelPEVa, oXupd atnV KaKoTUXia Kal Tnv Jovagld nou xavovial o€
d1adpopoUC peTakopioewy NAong PUOEWG.

Kahw tnv MetpovéMa Doptuav va {hooupe yia Alyo padi oxt ylati
potadoupe pa ylati ot 5lapopéG Jag KAvouv 1o KoUKAGGMITd TN
AQOPHN YO KATOIKNTELG, BIKEG pou, AAAwY, and navtou.

To &1kd pou KoukAdanito Hev eival viouAdni, eivat npoBoAég atoug
T0{X0UG, ONWC aKPIBWG Ta dvelpa Twv avBpwnwy dtav autd npo-
BaMovtal ota ploookdtelva SwPdTia Twv oniTiwy Toug, €av Td
€XOUV...

ZoUpe e€WTEPIKA TOV €0WTEPIKO Pag Bilo, auxvda dnutoupyoUpe
aonideg npootaciag anod énnAa, kavanédeg, Tpanédla, mopoeAad-
VEG, UpAouata, pwIoypdpieg o kKAdpa. Eva oxupd anévavil oto
aokenég, EUAIVA PIKPA OTEYAOTPA PUXIKWY QAIVOPEVWY EEAIPETIKA
LOXUPWIV, Nou otav peivouv dateya BepleUouv akdun NEPLOCOTEPO.
2T0 VIOUAAN! e Ta YUONKG KATolKoUV Ol YOVEIG Kat ol nanmnoUdeg
Jag, UvnpoveUovTal ol EVWIOELG KAl Ol XWPLOWOI Jag, Ol ENOTPOPES
Kal ol avaxwpnoelg pag. H MeydAn Xepovopia anouatddel, bev
xwpdel ato KoukAdantto. Eivat to onitt twv NpoodoKIwV Kat Twv
evBupunpatwy Toug atov Xpovo. lowg yi' autd dev eival naixvidl.

Katepiva ZaxaporioUAou



Of Doll House... or, life in a cupboard

When | first saw, behind a three-meter high glass case in
Rijksmuseum, Petronella Oortman'’s Dollhouse, | felt an intense
pain and | was also extremely touched. In front of me lied a
masterful artwork of domestic culture; an open cupboard for
every curious person that wants to see—behind closed doors and
windows—how life unfolds. The Dutch tradition of the shutter- and
curtain-free windows reminded me of my own inquisitiveness,
which, even today, far away from my childhood daydreaming, still
makes me wonder about what is happening in people’s houses:
what lies behind the very few visible things one can witness from
the outside? How do people live their lives behind the ajar curtains
and their rooms’ penumbras?

| began collecting objects; miniature furniture that seemed
familiar, and | set up a world from which | could observe life's
course in tranquility. The scenographic background served the
experience itself and, in turn, physically invited me inside a
world otherwise impossible to access. The objects, miniatures,
furniture, fragments, paper, clothes—even the music (Chopin's
prelude in E-Minor)—make the décor of an emotional empathy:
The rooms constitute compartments of an imaginary and
chimerical daily round.

10

Petronella Oortman'’s Dollthouse is an exhibit. It demonstrates the
owner's wealth in perpetuity; not merely money-wise, but even
more so, as an accomplishment of her obsessiveness with beauty
and consolation.

Inside lurks the lament for female loneliness, the inability to form
relationships, the recognition of absence. Empty spaces will be
populated by the intentions of the Dollhouse’s viewers.

The Dollhouse is not a toy; rather, it is the simulation of a life that
cannot meet its owner’s expectations.

Ibsen’s Nora leaves her household by shutting the door behind her.

Petronella Oortman opens up her house to public view: all the
doors are open. Who can reassure us that this is not an act of
renouncing privacy?

| sought to personate a woman who inspects her life, constructing
it while holding a magnifying glass. Gestures and simple daily
acts set up a timeless domestic scene: waiting; sitting; walking;
mopping; daydreaming; being nervous; a glance; music; writing.
For many years, | have been working on the House, as well as the
narrations, confessions, and challenges of the Other. Petronella



Oortman is one of the persons that direct me towards the place
they can be found. She could had been an artist—after all, how did
she conceive and create this masterful work? Yet, she was just a
woman living in the 17th century; a rich bourgeois who followed her
instinct and left behind a token of culture. It was through this token
that | found the way to be able to talk about Houses-Households
and unfulfilled wishes.

Today, my ultimate thought is with the women that lose their
homes; the vagrant women that | often meet when | return to my
own house; the homeless ones of lost families and relationships;
the women residing in the city’s gloomy ground floors, which host
people from many countries with different traditions and daily
routines. | think of the domestic objects that act as strongholds
against adversity and loneliness, getting lost in corridors of moving
in and out in every possible way.

| invite Petronella Oortman to live with me for a short while; not
due to some similarity that we share, but because our differences
make her Dollhouse the occasion for occupancies: mine; of other
people; from every direction.

My own dollhouse is not a cupboard; instead, it is projections on
walls, just like people’s dreams when they emerge in the ill-lit
rooms of their houses... if they own one.

We live externally our internal lives, often making protection
shields made up of furniture (sofas, tables), porcelains, fabrics,
framed pictures. A fortress across the roofless; small wooden
shelters of extremely powerful emotional phenomena, which, once
left homeless, become even more powerful. In the cupboard of
glassware reside our parents and grandparents, our forming of
relationships and separations are mentioned, as do our returns
and departures. The Great Gesture is absent; it does not fit into the
Dollhouse. The latter is the house of our expectations and their
memories in time. Perhaps this is why it is not a toy.

Katerina Zacharopoulou
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To Mpappa

To Mpdppa gival pia npdokAnon npog v Metpovéla

‘Ooptpav. H kaAtéxvng tnv npookalei va €pBel kat

va peivel Aiyeg pépeg padi tng.. Tng neplypdeel 1o
onit g Kat tov tpdno g {wng . KaBwg ypdeet
10 Ypdupa akoUel to Mpehoudlo og E-Minore, No
4 tou Zonév. H pouaikn dlaxéetal wg aloBnpatikh
anouaia. ZuvodeUel OO TO £pY0, OAEG TIG OKNVEG,

The Letter

The letter is an invitation to Petronella Oortman.
The artist invites her to come and stay with her a
couple of days. She is describing her house and the
way she lives. While she is writing the letter, she
is listening to Chopin's Prelude in E-Minore, no. 4.
Music here takes the role of an emotional absence.
It accompanies the whole work, all the scenes.
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Awpdrtio Avapovng

H Tuvaika popd donpo pouatavy, poladet pe vien. Ta
MaAALG TG elval donpa o€ poviépvo otiA. Elggpxetal
o€ éva dwpdatio kKal kabetal o€ évav kavarg. Ltoxade-
Tal, avapével, duopopel, bpoaidetal and pid aonpévia
Kavdta.'Yotepa ano Alyo onkwvetal pe SuokoAia, yo-
vatiel kat oupdpevn apyd eykataleinet 1o dwydtio.
H avapovn tnv éxel kataBdAeL

Waiting Room

The woman is dressed in white, like a bride. Her
hair is white but in a modern way. She enters a
room and sits on a sofa. She is imagining, then she
is refreshing herself from a silver jar. She is holding
a fan. After a while she stands up-with difficulty-
she kneels and then she leaves the room dragging
herself. Waiting has put her down.
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Awpatio Avapvnoswv

H luvaika kdBetat endvw oe pia dideavn pndAa.
MeptBaMetal and dldpopa npoownikd evBupnua-
10, PWTOYPAPieS Yapwy, YoBdkia, nopoeAaveg, éva
nidvo. Kpatd éva GAUNOUM JE OIKOYEVEIOKEG PUTO-
YPa®ieg Kat 1o EeUANZeL. Kanota otiypn otapatd, Pe
éva WaAibt koBel ta vUXIa NG Kat Ta JaAALd Tng. Mia
lepoteAeotia névBoug.

Memory Room

The woman is sitting on a glass bowl. She is
surrounded by different souvenirs —personal
mementos— photographs, pumps, porcelains,
a piano. She is holding an album with family
photographs and scissors. After looking at the album
she cuts her nails and hair. A ceremony of grief.
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Awpdtio KaBapiopou

H luvaika kaBapilet 1o ndtwya pidg kpePatokdua-
pag, enigova oav va BéAet va kaBapBel n idla péoa
andé auth v Npdgn. Aldpopa aviike{yeva Yéoa ato
dwpudtio unodnAwvouv to Apdua Tou Epwta Kal
g Yuxng. O nxog ano 1o opouyydplopa ofuveral,
n avnouxia audvetal.

Cleaning Room

The woman is cleaning the floor of a bedroom. She
is doing that persistently as shelf purification through
this action. Different objects in the room indicate the
Eros and Psyche drama. The sound of scrubbing the
floor increases anxiety.
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Awpdrtio Avayvwaong

H luvaika opd kokKivn BeAoldivn popna. Kabetat
@\Adpeoka e ta yupvd g nddla otaupwpiéva. Kpatd
€va oNUElPaTdplo. ZeKIva évav JovoAoyo pE auTo.
Kaveig 6ev akouel. Moldlet abtagopn yia 1o nepl-
BaMov yupw tng. Notddetat pévo yia tov eautd g,
AloBdavetal ApeRN Kal EUXAPLOTNUEVN £T0L...

Reading Room

The woman wears a red velvet robe. She is sitting
with coquetry with her nude legs crossed. She is
holding a notebook. She starts a monologue with it.
Nobody listens. She looks indifferent for everything
around her. She only cares for herself. She feels
calm and pleased with that.
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Awpato MNepnatnpatog

H luvaika nepnatd oto Swpdtio pe kaptepla. Mepva
TNV WPA KOITWVTAG YUpw TG, 'Yotepa kabetal. Zag-
VIKA évag eAappUc aépag Gpuad oto dwpdtio.

Walking Room

The woman is walking in a room with endurance,
she is spending her time looking around, sitting
down. Suddenly a light rush of air is blowing in the
room.
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Awpatio tou Nepou

H lTuvaika e10épxetal o€ éva PTEIVE, MOAUTEAEG Swpd-
T10. Kpatd donpa dlapavi xaptd, oav va npokettat va
apnaAdpel. TOOAOKWVEL Ta XaPTI, T META KATW. Za@Vi-
K@ Huvatog NX0G anod VEPO MOU TPEXEL TNV MEPIKUKAWVEL
H Tuvaika aioBavetal anopovwpévn, KIvetal ypryopa
navw — kétw. ESw eival oav puAakn.. dev unopei va
dpanetetoel. O Nxog tou vepoU otapatd. Ekelvn eyka-
Takeinet To dwpdTio, o€ Alyo EMOTPEPEL...

Water Room

The woman enters a luminous, luxurius room.
She is holding white transparent papers, as if she
is going to pack up. She crumples the papers, she
throws them down. Suddenly a sound from falling
water surrounds her. The woman feels isolated, she
moves up and down. This is like a prison, she cannot
escape. The sound of falling water stops. She leaves
the room, then she comes back.
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Ta paua

‘Eva pikpd naidi, napakoAouBel oav dyyeAog and

YnAd 6Aa 6oa cupBaivouv YEoa 0To KOUKAGGOMITO.
Aypunvo BAéupa dlapkég ndvw otnv avBpwnivn
wuxn.

The Eyes

Like an angel from above, a small child observes
everything that occurs inside the dollhouse; an en-
during, watchful eye on the human soul.
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‘Epwg kat Wuxn

H npdotaon €pwg Kal Yuxn eivat pwtoypagia anod
pla {wypaptd tou Placido Fabris. Ayopdotnke and
pla unaiBpia ayopd naAatonwAwy otn Bevetia. Zu-
vodeUel Tnv MUvaika og OAEG TIG WPEG TNG W€D OTa
dwpdtia tou koukAdaonitou. Eva aviiypago, pivia-
ToUpa tou yAuntoU tou Canova «€pwg Kal Yuxny»
naiet kat autd 1o POAO Tou OTNV HIAKOOUNON TWV
dwpatiwv. H napdotacn ouvodeUel Tn yuvaika wg
polpaia katdotaon g {wNG.

Eros and Psyche

The image “love and psyche” is a photograph of a
painting by Placido Fabris. It was purchased from
an outdoor flea market in Venice. It accompanies
the Woman at all times in the rooms of the doll-
house. A miniature, a copy of Canova's sculpture
“Eros and Psyche”, also plays its role in the deco-
ration of the rooms. The image accompanies the
woman as a fatal situation of life.
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0 wpoAoyonoldg

To Bivteo yupiotnke otn Bevetia o éva payad pe
avtikeg Kat naAd poAdyta. O QpoAoyornoldg npo-
onaBei va enblopBwaoel éva nalid poAdt. To Bivieo
npoBdaAetat endvw Kat péoa o€ €va VIouAdnt cav
auto va eivat n Birpiva Tou gayadiou otn Bevetia. O
XPOVOG €XEL OTAPATNOEL 0TO NAPeABAY, 0 wpoAoyo-
notd¢ epyadetal WOTE Va anokataoTNoEL Th pon Tou.

The watchmaker

The video was created in Venice, in a shop with
antiques where the watchmaker was trying to
correct an old clock. The video is projected on an
old cupboard, as if it was the showcase (vitrine) of
the shop in Venice. Time has stopped in the past but
the watchmaker is still working so that he restores
its flow.
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Bey Hamam Beooahovikn 2011 - H Petronella Oortman oto Bey Hamam
Bey Hamam Thessaloniki 2011- Petronella Oortman in Bey Hamam
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Gallery Bernier/Eliades 2012 - «To Znit»
Gallery Bernier/Eliades 2012- “The House"
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Mouaoeio Mnevakn 2017 - To koukAdonito ng Petronella Oortman oto Mouoeio Mngvdakn
Benalki Museum 2017~ Petronella Oortman’s Dollhouse at the Benaki Museum
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Katepiva ZaxaponoUAou

H Katepiva ZaxaponoUhou yevvnBnke otnv ABrva 1o 1958. MaBnpata oxediou, {wypaplkng, lotopiag kat Bewplag ng téxvng and to 1982 ug-
xpt 10 1987. Ano 10 1990 wg 10 1994 napakoAoUBnoe nadaywyikd oepivapla yia t cUyxpovn t€xvn oto Centre Georges Pompidou, oto Ma-
piol. To 1998 éAaBe unotpopia and tnv Apepikavikn MpeaBeia, tnv EMnvoapepikavikn Evwon kat to Chicago Artists International Program,
Tou Chicago Cultural Center, 6mou 6nptoUpynae in situ épyo ato Mouogio Apxitektovikng kat Nt evid napdMnAa opydvwaoe eknalbeuT-
K& Npoypdupata o€ oxoAgla TG opoyEveElag.

To €lIKaoTiKO TNG €pyo NePIAaPBAvEl KUPIWG KATAOKEUEG, EYKATAOTACELG, pwToypagia Kal Bivteo. Algpeuvd tn onpacia Tng PvAPNG Kal Ing

UMOKEIPEVIKOTNTAG OTNV TEXVN, aAA Kat TNV 1blaitepn ox€on tou dnptoupyou [e To €pyo ToU, 0€ oUVAPTNON HE TOUG ekAaToTe BeopoUg, PE T

(0Topia TNG TEXVNG Kal HECW auTNG, TN B€on TG YUVaIKAG PECA OTNV KOIVWVIKN MPAYHATIKOTNTA. ANd Ta XapaktnNPIoTIKG poTiBa tng douAeldg

NG eival ol ‘eykiBwtiopol’ nou napanéunouv o€ KAELOTA NAaiola oav kKoutld 1 onitia, Ye eppavh Beatpikd otolxeia Kat avapopeg oe Slaxpovi-
Ka otepedTuna. And to 2006 otiddel oTNV €vvola TOU «EKBEUATOG», HOUOEIaKOU, MPOPOPIKOU, KOIVWVIKOU, AVAKATAOKEUAovTag TiG ONpAci-
€GTOU O€ ONUEPIVEG KATAOTAOELG.

MapdMnAa Je To IKAoTIKS TNG £0Y0, EXEL EMUEANBE! Kal MAPOUCIACEL TNAEOMTIKEG Kal padloQuVIKEG EKMOPNES yia Tnv t€xvn. To 2003 ekivnoe

otn Anpdola tnhedpacn n eknounh g « H Enoxn twv EikOvwv» e NpookeKANPEVOUG onpavtikoUs EANveG Kat §Evoug KOMITEXVEG Kal Npo-
OWMIKOTNTEG TNG TEXVNG. ‘Exel avanti&el nAoUola eknaldeuTikn Kat ouyypapIkn 6pactnplotnta os BEpata mou apopoUlv atny eKNaideuon Kat

oUYXPOVN TEXVN EVW) €XEL OUVEPYAOTEL E PoUOEla Kal eKNadeUTIKA WbpUpata énwge: EBvikn MivakoBrkn, EMET, Mouaeio Van Abbe, Mouaoeio

Mnevakn, Mouogio KukAabikng Téxvng, 16pupa Swartz , Opyaviopog NEON, oxediddoviag eknaldeuTika Mpoypapuata yia T oUyXpovn TEXvN.

EKOEZXEIZ 1993 «Opéatela», eykatdotaon, Avoixtd Batpo lMNwpyog Mixa-
ATopIKEG nAidng, ABrva

1994 AiBouca Téxvng AykdBi, ABnva- 0 Knnog

1995 MuUAog, Beaoarovikn-Ooptia

1998 TkaAep{ AdAa NikoAdou, Beaoalovikn-Nupgaia

1988 AiBouoa Téxvng Enoxég, Knpiotd
1993  AiBouoa Téxvng ABnvwy, ABhva-EykiBwtiopol.
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2000 TlkaAep( Bernier/Eliades, ABrva-'A BaBudg Luyyévelag 2001 «Opabikn'EkBean», MkaAepi Bernier/Eliades, ABrva

2005 TkaAepi AdAa NikoAdou, Beooalovikn-AeKAOKTW 2004  «Arco 2004» Madpitn, lonavia

2006 TkaAepl Bernier/Eliades, ABrva, 6'Aentd MNepinou 2006 «Metap@lécelg: OnAukotnta, avdponpénela Kat dAAeG Be-

2011 Aoutpd o Mapdadeloog (Mnén Xapday), Oeooalovi- Baidtntegy, Kpatikd Mouaoeio XUyxpovng Téxvng Becoalo-
kn-Petronella Oortman in Bey Hamam vikng (Movn Aalapiotwv), Oecoalovikn

2012 TkaAepi Bernier/Eliades, ABnva, To Xnit 2006  «Kowog Tonog 2 - Emotpogny, B¢atpo Eni KoAwvw, ABrnva

2014 Ivotitouto XUyxpovng EMnvikng Téxvng-“Pwtwvtagy Onti- 2007 «Toénol. Mia €kBeon, pla npoggyylan, €va Pouaelo, Pia 1oTo-
KOOKOUQTIKN £yKATAoTAON pla», Mouogio Mnevakn-Ktnpto 060U Melpaiwg, ABrva

2017 Mouaceio Mnevdkn-Petronella Oortman’s Dollhouse, ABrva 2009 «La Premiere Image»- CENTRE REGIONAL D'ART

2017 Xtéyn Tpappdtwy Kat Texvav- «To Tpanédl twv Apnynoe- CONTEMPORAIN LANGUEDOC-ROUSSILLON- SETE, laAAia
wv», ABrva 2009 Remap, ABrAva «AeKAOKTW»

2010 In the Loop. ZUyxpovn Bivieotéxvn and tnv Eupwnn. Oud-
otyktov D.C —EBvikn MivakoBnkn
Opadikég (emhoyn) 2011 XUyxpovn EMnvida, The Hub, ABrva
2012 «Mayikdg KUkAog» Loreni Alimandiri- Gazon Rouge gallery-
Ynit tng 060U KukAGdwy, ABrva
2013 Hydra School Project-«po(-)i-tré»-poetry- Performance
as —Interview- as Performance, Yépa
2013 Athens Biennale- “Agora x4"- 4 ApAoelg o€ 4 ayopéG NG
ABnvag
2014 Mvnhpn Zwpatog, Kévipo XUyxpovng Téxvng, Becoalovikn
2016 Kévtpo MoAtiopou (6pupa Xtaupog Nidpxog Krll-
YN-Fireflies in the Night Take Wing, ABnva

1994 «[Md6n», Eykataotaon-AnoBnkn AnootoAwy tou OXE-Xtab-
p6G Aapiong, ABrva

1997 «42e Salon de Montrouge», Hotel de Ville Montrouge,
Montrouge, MaAAia

1998 «Nupoaia». Zuppetoxn atnv €kBeaon «City as a Memory»,
Chicago Athenaeum, Museum of Architecture and
Design, Chicago

2000 “Protect me Project me” 30" video. NET oto nAaicto Tng exk-
nopnng Video Gallery
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Katerina Zacharopoulou

She was born in Athens in 1958. She studied painting in Athens (1982-1987). She attended educational seminars on contemporary art at
the Centre Georges Pompidou in Paris (1990-1994). In 1997-98 she received grants from the American Embassy, the Hellenic-American
Union and the Chicago Artists International Program, which enabled her to work in Chicago (Chicago Cultural Center), where she had the
opportunity to exhibit her art and organize educational programs.

Her artistic work mainly includes constructions, installations, photography and videos. She explores the importance of memory and subjectivity
in art, but also the unique relationship between artist and artwork, in relation to social customs and practices, history of art, and the place of
women within social reality. One of the characteristic motifs of her art is her ‘Encasements’ series, referring to closed structures, like boxes
or houses, with obvious theatrical features and allusions to long-standing stereotypes.

Alongside her artistic work, she has worked with national and private mass media on art and culture programmes. Since 2003, she is the
presenter of the show The Era of Images for ERT, the Greek state broadcaster, where she interviews acclaimed Greek and foreign artists and
other art people. She is particularly interested and active in the field of education and contemporary art by regularly organizing workshops
in museums and other organizations (Athens National Art Gallery, the National Museum of Contemporary Art, the Benaki Museum, NEON
organization, The Swartz Foundation etc). She has been awarded by the World Council of Hellenes Abroad for her contribution to the
dissemination of Greek creation in the US.A.

She has presented her work in 14 solo exhibitions and has participated in several group shows in Greece and abroad. Since 2000, she
collaborates with Bernier-Eliades gallery(Athens). Her latest exhibition-audio installation Asking (Greek Institute of Contemporary Art-iset,
2014) with interview extracts from her personal archival material, is about the management of art archives and their significance.

EXHIBITIONS 1993 “Orestia”, installation-George Michaelides Open Theatre,
Solo Athens
1988 EPOCHES Gallery 1994 Agathi Art Gallery. The Garden

1993  “Incubations’-Athens Art Space, Athens 1995 ::Cargos"—MYLOS, Th’?ssaloniki .
1998 “Nymphs and brides"-Lola Nikolaou Gallery, Thessaloniki
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2000
2005
2006
2011
2012
2014
2017
2017

“A’ Degree of Relationship”-Gallery Bernier/Eliades, Athens
“Decaocto’-Lola Nikolaou Gallery, Thessaloniki

“About 6 minutes”-Gallery Bernier/Eliades, Athens
“Petronella Oortman’-Bey Hamam (CACT)Thessaloniki
“The House"-Gallery Bernier/Eliades, Athens

“Asking” — iset-Contemporary Greek Art Institute, Athens
“Petronella Oortman’s Dollhouse” Benaki Museum, Athens
“A Table of Narrations” Onassis Cultural Center. Athens

Group (selection)

1994

1997

1998

2000

2001
2004

“Passions”, installation, Larissa Station, train warehouse,

Athens

42nd Salon de Mont Rouge, Paris

“Nymphaia” Participation in the exhibition “City as a
memory”, Chicago Athenaeum, Museum of Architecture
and Design, Chicago

“Protect me, project me”, 30" video broadcasted on the
show “Video Gallery” (Public television, NET)

Group exhibition at Gallery Bernier/Eliades, Athens
Arco-Gallery Bernier / Eliades, Madrid

2006

2006
2007
2009

2009
2010

2011

2012

2013

2013

2014

2016

“Masquerades-Femininity, masculinity and other
certainties”, State Museum of Contemporary Art,
Thessaloniki.

“Common place 2- Return”- Epi Kolono Theatre, Athens
«Places», MMCA.- Benaki Museum, Athens

“The First Image”-Centre Regional D'Art Contemporain
Languedoc-Roussilon (CRAC)

Remap 2-Second Athens Biennale-parallel programme
“In The Loop. Contemporary Video Art from European
Union”’, National Portrait Gallery-Washington DC
“Contemporary Greek Women Artists"-The Hub Art Space-
Athens

“The Magic Circle’-Gazon Rouge Gallery. Cycladon street
House- Athens

Hydra School Project-«po(-)i-tré»-poetry- Performance
as —Interview- as Performance

Athens Biennale- “AGORA x 4"~ Performances in 4 market
places in the city of Athens

Body memory CACT -Thessaloniki Contemporary Art
Center

Stavros Niarchos Foundation Cultural Center SNFCC

“Fireflies in the Night Take Wing", Athens
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