20-26. ISBN 978-618-5507-07-7

University of

W

Moschovi, Alexandra (2022) The Persistence of Vision. In: In the
same Space. National Museum of Contemporary Art, Athens, pp.

Downloaded from: http://sure.sunderland.ac.uk/id/eprint/14986/

Usage guidelines

Please refer to the
http://sure.sunderland.ac.uk/policies.html
sure@sunderland.ac.uk.

usage
or

guidelines
alternatively

at
contact




EIPHNH BOYPAOYMH

2TON 1AI0 XQPO

ENAZ OQTOMPA®IKOZ AIAAOTOZ
ME TON ZQTrPA®O ANAPEA BOYPAOYMH

A PHOTOGRAPHIC DIALOGUE
WITH PAINTER ANDREAS VOURLOUMIS

IN THE SAME SPACE

EIRINI VOURLOUMIS




ENIZT



EIPHNH BOYPAOYMH

2TON IAIO XQPO

ENAZ OQTOMPA®IKOZ AIAAOTOZ
ME TON ZQrPA®O ANAPEA BOYPAOYMH

A PHOTOGRAPHIC DIALOGUE
WITH PAINTER ANDREAS VOURLOUMIS

IN THE SAME SPACE

EIRINI VOURLOUMIS




EIIIMEAEIA
Ztapdtng Zxgaxng

KEIMENA
Eprjvn) BovpAoOpn, Ahe€dvSpa Mooyofn,
Ztapdtng ZYgaxng

EIIIMEAEIA ZEIPAX
Avvu MéAapa, @eopirog TpapmoOAng

EDITOR
Stamatis Schizakis

TEXTS
Alexandra Moschovi, Stamatis Schizakis,
Eirini Vourloumis

SERIES EDITORS
Anny Malama, Theophilos Tramboulis



KYNHTQONTAZ TO XPONO

Mua cvTTNoT ToV ZTAPdTN ZXLLAKT pe TV Eprvii BOUpAOUpN ..o 10
TO BAEMMA IIOY EITIIMENEI

ANEEBVE PO VOGO« « e vttt ettt ettt ettt e e e e e e 20
EPTA THE EKOE X H X .o i e i it ettt et et et 28
BIOTPAGIKA KAAAI T E XN QN Lo e et et 126
DA 30 N 0 = 0 130
EY N T  E AR T EE Lot e et e et ettt ettt et et i it eeeeans 134

CHASING TIME
Eirini Vourloumis in conversation with Stamatis SChizaKkis .. ..ottt i, 10

THE PERSISTENCE OF VISION

Alexandra MOSCROVI . ...t e e e 20
WORKS IN THE EXHIBI T ION ... e e ettt et e ettt ea e 28
ARTIST BIOGRAPHIES . ittt ettt eeeeeen, 126
LIS T OF WO RKS L.t ettt e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e e et 130

CONTRIBU T ORS .o i it et et 134



KYNHTQONTAXY TO XPONO
Mta o TNOT TOV ZTAPATY ZYLIAKN
pe v Eiprjvn BovpAovun

2.2,
Elpat oAl yapoUpEVOG IOV KAVOUPE QUTY] T GUTT-
™o, ylati ) ékOeomn Zrov (Sio ywpo stvar éva Slaite-
po pwToypadLko MPOTIEKT TO omoio PoPAAAEL pLa
Stapopetikt yeveahoyia g pwtoypadikng 1ko-
vag. EmutAéoy, etval pa Baditata nposwmniki) Sov-
Aeld MOV GOG EMTPEMEL, HECW TNG PWTOYPAPIKTG
TPOKTIKNG 060G, va ouvdebeite pe Vv oTopia TG
OLKOYEVELRG 0OG, KAl ESIKA HE TOV TATIIOV GOG
Avpéa Bovplovpn. O titAog mpoépyetal amd To
noinpa tov Kapadn Xzov (bio ydpo, mov eiye ypnot-
pomotroeL kat o Atovvong KapdAng otov katdAoyo

NG avadpopLkg €kBeong TV épywVv Tov Avdpea
BovpAovun oto MIET 10 2004. Oa 110eAa va exit-
VIO T1) GLTNTNON HE OPLOUEVEG EPWTTOELG OYETLKA
pHe TO TPOTEPO £pYo oOG: €YETE AVOAGPEL TN
$wTodnposLloypadLir) KEGAVPT yeYOVOTWYV yLa £pn)-
pepideg kat meplodikd 6nwg The New York Times,
The New Yorker, The Guardian, Wall Street Journal
xaw The Financial Times, xopiwg ylo 6épata mov
oxetilovtal pe TNV EAANVLKT] OLKOVOULKY] Kplom kat
TN GLVEYLIOPEVT] TTPOSPUYLKT KpioT). ZTIC TPOCWTTL-
KEG OELPEG EPYWV G0G oYOANOTKATE e TIC EOVIKEG
ekAoYEG ToL 2015 (Party Like There is No Tomorrow),
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CHASING TIME
Eirini Vourloumis in conversation
with Stamatis Schizakis

S.S.
I am very excited that we are having this conversa-
tion because Iz the Same Space is an unusual photo-
graphic project that advocates a different genealo-
gy of the photographic image. In addition, it is a
deeply personal work that allows you to connect
with the history of your family, and especially with
your grandfather Andreas Vourloumis, through
your photography. The title of the series of works is
inspired by Cavafy’s poem Iz the Same Space, which
was also used in the text by Dionysis Kapsalis for
the catalogue of Andreas Vourloumis’s retrospec-

tive exhibition at the National Bank of Greece Cul-
tural Foundation in 2004. I would like to begin this
discussion with questions about your previous
work: you have undertaken the photojournalistic
coverage of events for newspapers and magazines
such as The New York Times, The New Yorker, The
Guardian, Wall Street Journal, The Financial Times,
mostly about issues related to the Greek financial
crisis and the ongoing refugee crisis. With your
personal series of works you deal with the 2015
Greek national elections (Party Like There is No
Tomorrow); you embark on a dialogue between
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Eexwvnoate €va SLAAOYO QVAPECH GE ELKOVEG QIO
NV VIOS0Y1) TWV HETAVACTWY 0T ZKEAQ ZUKapL-
VL&G kat To pubLoTtopnpa tov Xtpat) Muptfrin H
IHavayd y Topydva (H Havaywt y Topydve) KoL amno-
TUNWoATe TNV ABNva WG GOVIO TNG OLKOVOULKTG
Kkplong (Ev avauovy) péoa amd amelkovicelg e0w-
TEPLKWV YWPWV SMHocLwV vnnpeciwv. Elote pédog
NG koAektifag Depression Era, eve autr| TV €mo-
X1] SovAgveTE TO MPWTO VPPLELKO VTOKIHAVTEP GaG
pe titho Ta Mvotind ty¢ novnovpaytag, £V TopTpETO
¢ ABNvag Onwe PoKLTITEL péoa O TIG TPOCW-
TIKEG apnynoeLs TpLwv odnywv tagl. Oa 10eAa va
HOG MAT|OETE YL TO HEYXPL OTIEPX £PYO OO KAL VA
anocaPnVicETE e TTOLOV TPOTIO TO €PYO TOV PWTO-
penopTep Stadopomnoleital amnod T caPpws TPOCWTTL-
KT] pOTOYpaPLKT] TPAKTIKT] GOGC.
E.B.

Bexivnoa va §ovAebw w¢ pwtopenoptep. To kAvw
£8w KoL Swdeka YpoOVLA, TEPLGGOTEPO WG CUVEPYQ-
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images from the reception of immigrants in Skala
Sykaminias and Stratis Mirivilis’ novel The Mer-
maid Madonna (The Mermaid Madonna); you doc-
ument Athens as the backdrop of the financial cri-
sis (In Waiting) through the interiors of state
institutions; you are a member of the Depression
Era collective and you are also currently working
on your first hybrid documentary feature film
titled The Secrets of the Owl, a portrait of Athens
told through the lives of three taxi drivers. I
would like you to talk about your existing work
and elaborate on how the photojournalist’s work
is different from your distinctly personal photo-
graphic practice.
E.V.

I started working as a photojournalist. I have been
doing that for twelve years now, mostly as a con-
tributing photographer for the New York Times. 1
started in the United States, in New York, but in
2011, I moved back home to Athens, to cover the
economic crisis for the paper but also for other

{opevn pwtoypadog pe toug New York Times. Bexi-
vnoa ot Hvwpéveg IToAteleg, otn Néa Yopxn,
aAA& TO 2011 enéotpepa 6TV ABTVa yLo v KaAD-
Pw TV OLKOVOULKY] KpLlomn yla Tr GUYKEKPLUEVT
epnuepida aAld kal yia GAAa Stebvr) péoa evnpe-
pwong. IIpLv OUwG 1) OLKOVOLKT| Kpilon ¢ptdoel o
éva TENOG, KALLaK®WONKE 1 KploT TOv TpocPpuyLkov
KaL yla va v kaAvpw mrya moAAEG Ppopég oTn
A€6o. 210 GpWTOPEMTOPTAL TO INTOVHEVO ATIO GEVQ
elvat va pwtoypadioelg pe éva oLUYKEKPLHEVO OTUA,
KaL 6KOmog oov elval va KataypaPpelg autd mov
ovppaivel oe TPAYHATIKO YPOVO YLo v TIATPO-
doproelg To kowvod. O pvBPOG GOV AVTAVAKAY T
por| NG SnpocLloypadLkng KEALYPNGC. Aev LITAPYEL
XWPOG Yylo SNULOVPYLKY] OKEPT 1) €VVOLOAOYLKTY|
TIPOGEYYLOT KaL HETA OO AP TOAAEG QRTTOGTOAEG
yla StadopeTikd péoa, aut 1 YAwooa pe KoUpaoe
kat BéAnoa va e€epeuvijow éva SlapopeTiiod eidog
¢wrtoypadiag to omoio Ba avtavakAovse QUTO

international media. Before the financial crisis
reached an end, the refugee crisis escalated and I
went to Lesbos multiple times and covered that as
well. In photojournalism you are expected to pho-
tograph in a specific style and your aim is to docu-
ment what is happening in real time and to inform.
Everything is paced to reflect the flow of news
coverage. There is no room for creative thinking
or for a conceptual approach, and after doing
countless assignments for different media I got
tired of this language and wanted to explore a dif-
ferent kind of photography that reflected who I
am, and how I think. I wanted to try to understand
what those two big crises in Greece meant to me, to
allow my opinion and imagination to emerge
through my work and hopefully to have a greater
impact on the viewer, whilst exploring a current
event topic in a conceptual way. Photojournalism
involves a lot of pressure; you do not have time to
think as much. You have to use a digital camera
and it is very easy to become shutter-happy and

CHASING TIME

TIOV elpat KoL Tov TPOmo mov okéPpropat. HOsAa va
npoonadnow Vo KaTtaAdfw TL opaLVayY yla péva
auTég oL SVo peyaheg kploelg otnv EAAGSa, va
emTpéPw otV amoyprn kot ™ $avracsio pov va
avadvBolv peca amod To £PYo POV Kal KOAAWG £X0-
VIOV TOV TPAYHATWV VO Q0K 0w PEYAADTEPT €Ti-
8paorn otov Beatn, e€epevvavtag to OEpa evog
TPEXOVTOG YEYOVOTOG HE €VVOLOAOYLKO Tpomo. H
Pwtodnpocioypadia eival pra cuvonkn VIO mieon:
8ev oov adrvet kat moAD Ypovo va okepteig. ITpemet
va xpnotpomnoLeic Pprdraxr k&pepa kat etvatl moAd
€0KOAO VA KLVNYAG QTTA®WG TO GTLYHLOTUTIO KAl Va
EYELG pLa TTLo emipavelakn Kot BePLacpévn enadt pe
TOV PUYLOHO GOV. TNV ELKACTLKY] HOV SOVAELE, ppo-
vTilw mpwta o’ OAa va emPpadiive Tovg puOpovg
aAAGIOVTOG TOV TPOTO TOL PLOVEW TO XPOVO, TOGO
OWHATIKE 000 KoL PUYLKE, KAl VA Y PT|OLHLOTTIOL® SLo-
popeTikd e€omAlopd, 6mwg polaroid ywx to Party
Like There is No Tomorrow, 1| plo Mamiya pecaiov

find yourselfin a more superficial and rushed men-
tal state. In my artistic practice, it is primarily
about slowing down, changing my sense of time
physically and mentally and to use different equip-
ment, like the polaroids for Party Like There is No
Tomorrow, or a film medium format Mamiya for In
Waiting and The Mermaid Madonna. For In the Same
Space 1 used my mobile phone. The medium of
photography gives one the ability to be playful and
experiment with many different tools, which all
possess their own sensibility.
S.S.

In the exhibition, In the Same Space you present
a series of pairs of images. On one side there is an
image by Andreas Vourloumis: paintings on wood,
watercolours on paper or even pencil and ink
sketches. On the other there is a photo shot by you,
with your mobile phone. All are im-ages of daily
life in Athens and its surroundings. What emerges
from these images is the timeless character of the
city, its architecture, its landscape and the life of its

$oppd ywa to Ev avapovy kxaw to H Iavayd iy Topyova.
T'wa ) oeLpl Zrov (510 ydpo Y p1oLHOnoinoa TO KLV TO
pov Aépwvo. To péco ¢ pwTtoypadiag cov mpo-
odpépel T SuvatoTnTa va maifelg Kal va melpapatL-
otelg pe moAAG StadopeTikd epyaleia, Tov TO KOOE-
va StaBétel T Sikr| Tov evalcOnoia.
z.2.

Ztnv €xOeon Zrov (8o ypo mapovCLATETE Pl GELPE
amno {edyn EKOVWV. ATO T1) pLa TAEVPE VTTAPYEL pLa
ewcova Tov AvSpéa Bovplolpn: Twypadikn oe
€OMo, vepouTOYLEG O YOpTL 1) AKOpA KoL oYESLa pe
HOAVBL KaL peAdvL. ATO TNV GAAT, LITAPYEL pia Sk
oag ¢pwtoypadia, TpapnyHEVN HE TO KLVNTO 0OG
MAEPwVO. OAeG elval elkOVEG At TNV KAONHEPLVT)
{1 ¢ AB1jvag kat to meptBdAlov NG, AvTd MoV
avadveTaL amo TG £V AOYw ELKOVEG Elval 0 &Xpovog
XOPAKTNPOG TNG TOANG, TNG APYLTEKTOVIKIG, TOL
Tomtiov kat g {wNng Twv avlpwnwv t¢. Ilaporo
oL 1) pwToypadia mpocdhEpeTal WG PEGo ya kébe
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people. Even if photography of-fers itself as a
medium to any kind of juxtaposition, you are
doing something out of the ordinary. You appro-
priate works by a renowned painter, juxtaposed
with your own photographs and you present both
as part of a new composition which is your own
work. What is the intention behind this, for you as
an artist but also as a relative?
E.V.

I had been thinking of doing something with my
grandfather's work for a long time. I decided to
start when I was asked by the New Yorker in 2014
to take over their Instagram feed. I thought that
using my mobile phone was the most appropriate,
since Instagram is a mobile phone-based platform,
and primarily I was thinking that my grandfa-
ther’s sketchbook drawings were similar to a
mobile phone camera of his days. He would walk
daily to his studio from his home and would stop
and sketch street scenes and people who were
interacting with each other, or with the city, and
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eldovg avrimapaBolr], kdvete kdTL oV Eedevyel
and 1o ovvnOiopévo. Oukelomoleiote épya evog
Kata€Lwpévou Jwypddov, Ta aviinapaBdAlete pe
Suég oo pwtoypadieg katL Ta mapovoLaleTe padt
WG HEPOG HLOG Kalvovplag ovvBeong mov elvat
TO OAOKAT|pWEVO, SO oag £pyo. ITota eivaLn mpo-
Beon| oag miow amd avTo, Sedopévov OTL eloTe KOA-
ALtéxvng 1 St kat emUTAEOV GUVSEECTE GUYYEVIKA
pe Tov Lwypado;
E.B.

ZkePTOPOVV YLot TTOAD KALPO VA KAVW KATL [LE TO
€pY0 TOU TAMIOV pOv. ATOoPAoLoa va EEKLVIOW
Otav TO 2014 pov {NtnOnke and tov New Yorker
va avod&pw ) por| Tov Instagram g epnpepi-
8ag. TkEPTNKA OTL TO KLVNTO LOV 1TAV TO TILO TIPO-
apopo péco, pLag kat to Instagram eivar pla mAat-
Ppoppa mov Baciletal ota KvNTd TNAEP@VA KaL 1)
apyLKn Hov okéPn NTAV MwG Ta oYEdla amd Ta
MITAOK TOL TOTITOV MOV €potalayv pe AfPelg amod
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he chronicled Athens in a way that a documentary
photographer would. When I saw his sketchbooks,
I thought that in many ways, his visual notes were
very similar to the kind of notes I take with my
mobile phone. For the aforementioned reasons, I
do not think that what I am doing should be seen
in terms of appropriation, but in terms of a dia-
logue between me and my grandfather and his
work. I am using his notes as a guide to Athens, I
am exploring the city through his own viewpoint,
and I am creating a homage to him. My grandfa-
ther and I were very close, especially during my
formative years. I spent a lot of time with him
while he sketched Athens and this work is fuelled
by the love I have for him. This project is ultimate-
ly based on this love and connection we have.
S.S.

Andreas Vourloumis was born in Patras in 1910
and died in Athens in 1999. He studied chemistry
and worked for a while as a chemist, but he soon
became absorbed by the study of painting, for which

Kapepa kvntov TAedpwvov Tng enoyng Tov. Kabe
HEPQ TIEPTIATOVOE ATTO TO OTLTL TOV GTO ATEALE TOV
KOl OTAPATOVGE YL VO OKLTGRPEL OKNVEG SpOov
kat avBpwnovg mov aAAnAenidpovoav petad Toug
1 HeE TNV TOAN, SnpovpywVvTag £TOL £va YPOVLKO
™G ABNvag Onwe Ba to Katéypade £vag GpwToyp&-
¢og¢. Eida ta prthok Tov Kot oKEPTNKA OTL Ao TOA-
AEG AmOPELG OL ELKAOTIKEG TOV ONHELWOELS EHOLA-
{av MOAD pE TIG ONHELWOELS TTOVU KPATAW EYW HE
TO KLNTo pov TAéPpwvo. T'a Toug mapamdvw Ad-
YOUG, TLOTEV® OTL QUTO TTOV KAV €8 TPEMEL VA
ylveL avTIANTITO 0)L WG OoLkelomolNnon GAAG WG Evag
SLdAoyog ov avanTHioow HE TOV TAIITOV MOV Kal
T0 £pYy0 TOV. XPTGLHOTIOL® TLG CTHELWOELG TOV GOV
gvav o81yo twv ABnvov, e€epeuve TNV OAN péca
amno to §1ko Tov PALPHA, SNHLOVPYW KATL ATOTIVO-
vTag éva $popo TN oe ekelvov. Eiya moAv otevn
OX£0T M€ TOV TOIITOV HOV, LSLaltepa OTAV 1jpHovV
nadl. ITepvovoa moAAEG wpeg pall tov kKabwg

he moved briefly to Paris. He was, in effect, self-
taught and obsessively dedicated to his art. During
the Greek Italian war at the beginning of WWII,
Vourloumis was transferred to the front, where he
sketched scenes from daily army life with a pur-
pose-made palette and a small sketchbook that
he always carried with him. His house was in
Kolonaki and his studio in Pangrati, but he actual-
ly painted in his sketchbooks wherever he found
himself. He had close relations with his brother-in
-law and renowned sculptor Yiannis Papas, with
Yannis Tsarouchis, whereas he admired Fotis Kon-
toglou and Konstantinos Parthenis. His painting
approached various tendencies and styles like im-
pressionism, without clearly associating with a
single movement, while he pursued the essence of
art beyond style. Recurring themes in his work
are specific viewpoints, like the windows of his
home and studio, but also scenes from daily life in
Athens. Vourloumis described himself as “a collec-
tor of impressions”. How does his work, mainly pro-
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exelvog oxitodplle v ABnva kot autr] 1 oelpd
EPYWV TINYQTLEL pECH QMO TNV QYATT HOU Ylo €Kel-
vov. Avtd To gyyelpnpa Basiletal amdAvta o av-
1) TNV ayAmn KoL T oVvSeon mov elyaype.
DIDIN

O AvSpéag BovpAovung yevvribnke otnv II&tpa t0
1910 KoL téBave oty ABnva to 1999. ZrovSaoe X1)-
pela xaL epy@otnke yia Alyo wg Ynpkog, cviopa
OPWG TOV aTtoppOPN e 1) HEAETN TNG {wYpaPLKTG KoL
YU quToV TO AGYO €7N0oE YL £va GUVTOHO SLACTNHA
oto ITapiot. v ovoia frav avtodiSaktog, ppovL-
K& TpooNAwHEVOG TNV TEY VT TOL. Katd ) Sidpkela
NG EAAVOITAALKTG GUYKPOVOTG OTLG apYEG TOV B
IMTayxoopiov IToAépov, o BovpAovung Ppébnie oto
HETWTIO, OTIOV OoYeSLOoE GKNVEG ATTO TNV KAONEPLVT|
(1) TWV OTPATLOTWV PE PO AUTOOYESLO TTOAETA KL
£Va [LLKpO PtAok oyeSiov mov ndvta eiye padi tov. To
omtitt Tov BpLokodTay 0to KoAwvakt Kot To ateAlé Tov
oto ITaykpdTL, aAAG 6TV TPAYHATIKOTNTA {wypapL-

duced between 1930s and 1999, connect with the
present but also with your own work?
E.V.

When I started this project, I was myself working
for many assignments on the Greek financial cri-
sis. During this period, photojournalism produced
a lot of “crisis porn”, in other words, stereotypical
and voyeuristic depictions of poverty in Greece.
One of the reasons that led me to the decision to
begin this project is that I wanted to show the
positive side of the city of Athens, and focus on
the everyday people and everyday scenes that con-
tinued in the city regardless of the hard times
everyone was going through. I did this through
the paintings of my grandfather because he also
saw beauty in the everyday and celebrated and
honoured Athenians, and he did that also during
very hard times, during the German occupation
for example. I now see that he worked very much
like a photographer does, he had four standard
viewpoints in his home and in his studio, from his

(e ota prtAok Tov omovdtjote TuYaLVE va Bpebetl. Eiye
OTEVEG OYEOELG JLE TOV KOLVLASO0 TOV Kat SLéonpo yA-
nn Tavvn IToand kot tov T'ievvn Toapovyn, eve
Bavpale tov Pwtn Kovroylov kat tov Kwvotavtivo
IMapOévn. Me Toug mivakég Tov mpocéyyLoe Stadopeg
TAOELG KL OTUA OTIWG O LUTPEGLOVIGHOG, YWPLG OpwS
VO TAUTLOTEL AITOAVTA [LE £VA GUYKEKPLHEVO Kivipa,
EVW avalnTnoe TNV ovcla TG TEYVNG MEPQ Amo TO
0(OG. ZTO £pYO0 TOV EMAVOAAUPAVOVTOL GUYKEKPLHE-
VEG OTITIKEG YWVIES, OMwG 1) B€a o T map&Bvpa Tov
OTILTLOV KOL TOV ATEALE TOV, GAAG KOl GKNVEG QTTO TNV
kabnpepv) {wr) oty ABrva. O BoupAoOpng mepié-
YPape TOV EXVTO TOU WG «GUAAEKTY) EVIUNTWOEWV».
ITwg PAEnete TN oX€0TN TOV £PYOV TOV, IOV KVPLwG
napdyOnke amod T SekaeTio TOL 1930 PEXPLTO 1999,
M€ TO oTjHepa, GAAG KaL pe TO SO 6aG £pYo;
E.B.

‘Otav Eexivioa avtd to eyyeipnpa, epyalopovv
yla TOAAEG SnpOCLOYPaPLKEG QTTOGTOAEG pe Oépa
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balconies and windows, and he would paint the
same four scenes repeatedly, as if he had a tripod
placed there. Painting was part of his identity
and he could not live without it, his over 5400
artworks are like a daily diary, and his practice
a kind of meditation for him. He died without
knowing that I would become a photographer, I
had only started taking photographs as a hobby
at the time. But before he passed away, he gave
me his book, Van Deren Coke’s The Painter and
the Photograph, so I suspect that he wished or pre-
dicted I might go in this direction. I now under-
stand how he influenced me subconsciously with
what he was doing. By being next to him all those
years, I must have absorbed a sensibility tow-
ards composition and light. I became interested
in interior spaces, I understood the importance
of colour and I loved observing and approaching
people. His kindness and gentleness also come
out through his work. Something that he taught
me as a person is that you have to put all of your
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TNV EAATVLKT] OLKOVOLKT] Kplon. ZTn Stdpketla quTig
™G mepLodov, 1 pwTodnposioypadia mapryaye oe
HEYOAN TooOTNTO «Ttopvoypadia g kplong», pe
GAAa AOYLo OTEPEOTLTLKEG kal 1MEOVOPAENTIKEG
anewkovioelg g prwyetag otnv EAAGSa. 'Evag ano
TOUg AGYOUG TTOV pe 081ynoav oTnv amodaor va
Eekvnow auTI) TN OELpd EpywV NTav OTL 10eAa va
Sel€w ™ BeTikt| MAgVp& NG TOANG TV ABNVWV Kat
V@ E0TLACW GTOVG KAOTpePLVODG avOpITouE Kot TLg
OKTVEG IOV GUVEXLLOV VL EKTUALGGOVTAL GTNV TTOAT),
ave€dptnTa amd TIG SUOKOALEG TTOV AVTLHETWOTLIOY
oAoL. Xpnolponoinoa Toug mivakeg TOL OOy LoV
emeldn kaL autog EPAeme opopPpLd otV kdBe pépa
KOL YaLpoTay Kot TLHovoe Toug ABnvaiovg, To €kave
pé&ALoTa 6 TOAD §VOKOAOVG KaLpoVG, yLa mapddety-
pa otn Sudpxela ™G yeppavikng katoyrns. Twpa
PAEMw OTL O TPOTTOG SOVAELEG TOV €poLale TOAD e
auTOV €VOG pwToypadov: elye Téooepls oTAOEPES
OTITLKEG YWVLEG GTO OTILTL KL 6TO ATEALE TOV, QIO T
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effort in what you do and that your work reflects
the kind of person that you are.
S.S.

The combination of modern chemical discoveries
with existing optical technology known since
antiquity, like the camera obscura, led to the in-
vention of photography, the first mechanical meth-
od of reproducing images from the natural world.
Since then, painting and photography are in a
creative conflict with often overlapping or con-
flicting aims, whereas it is a fact that the invention
of photography radically changed the purpose of
painting. Even since the beginning of photogra-
phic art, photographers wanted to capture street
life and by the time when Andreas Vourloumis
started painting, street photography was already
a genre focusing on the depiction of daily life in
the streets. Andreas Vourloumis himself refers to
the relation between photography and painting
in his notes:

HITOAKOVLIQL KaL Ta TapdBupd Tov, Kot {wypadLie
emaVEAPPEVa TIG (SLeg TEGOEPLG OKNVEG, oaV VA
elye tomoBetnoel exel éva tpimodo. H {wypadikn
NTAV KOHRATL TNG TRUTOTNTAG TOL KoL Sev pmopovoe
va {NoeL Ywplg auTn)y, EVE TA TTEPLOGOTEPA ATTO TA
5.400 épya TOL NTAV £va KAOMPEPLVO THEPOAOYLO
KaL 1) TPAKTLKY TOL éva el8og Stadoylopo. IT€6ave
Xwplg va yvwpiler 6tL Ba ywvopovv pwtoypddog,
kaBwg ekelvn Vv enoyn elya poAig apyioel va Pyd-
{w pwtoypadieg oav youmnt. Opwg, Alyo mpLv nedd-
VEL, pov YapLoe €va anod to fLpAia tov, To The Painter
and the Photograph [O Zwypapogs nat iy pwroypagia] Tov
Van Deren Coke, €101 vrtopLadopat 6tL embupovoe
1 mpoéPAemne OtL B akoAovBoboa auTdV TO Spopo.
Twpa aVTIAQUPEVOUAL TIWE e ETNPEACE VITOGUVEL-
Snta pe autod mov ekave. AlTAa TOV OAQ AVTE TA X PO-
via, TIPETEL VA amoppOPnoa o evatodnoia yia
oUVvOeon Kal T0 PpwG. Apyloa va evilapEpopal yLa
TOUG €0WTEPLKOVG YWPOVG, katdAafa TN onpacia

“..we assume that the aim of painting is to
depict objects, but it is not, this is the role of pho-
tography—the photographer does not have the
capability of abstraction, but the painter bas,
and many think that abstraction is about this
ability. It is not. Abstraction is about absiract
elements, relations.”’

During the last twenty years, the photographic act
has evolved into something radically different than
what it was during Vourloumis’s life. Would it be
possible to speak today about a “photography of
relations”? How do you see your own practice, espe-
cially in the way you worked on In the Same Space?
EV.

There is definitely a relation between how we both
worked. I purposely walked around the city and
photographed things I knew he would have drawn.
I tried to see the city the same way he saw it and
to echo his interests and vision. In the beginning
of this project, I worked in a more literal way, hav-
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TOV YPWHOTOG Kol £pada va mapatnpw KaL va Tpo-
oeyyllw Toug avBpwmovg pe ayan. Eniong ta épya
oV avadiSovv TNV eVYEVELR KAl T1) AENTOTNTA TTOV
Tov Yapoaktipav. Kétl mov pe Sidafe wg dropo
elvat va Bagelg OAn TNV mpoondBeld cov e O,TL
KAVELG KaL OTL TO £pY0 GOV PIopel va avTavaKAd TO
el8o¢ Tov avBpwmov mov eioat.
2.2,

O oVVSVOONOG TWV VEOTEPWY AVOKOAPEWY TNG
YNHELAG pe TIG VITIEPYOVOES TEXVOAOYIKEG EGAPHOYES
TNG OTTLKT|G TTOV NTAV YVWOTEG QIO TNV apXaLOTNTa,
OTw¢ 1) camera obscura, 081ynoe GTNV €MLVON 0N TNG
Pwtoypadiag, TG TPWTNGS HNYAVLKNIG peBodov ava-
TOPAYWYTG ELKOVWV A TOV GUOLKO KOGHO. ATO
T0TE, 1) {wypadkn kat 1 pwtoypadia Bplokovtal oe
pLoe SULOVPYLKT) GUYKPOVOT) Pe GUYVE aAANAoETTL-
KOAVTTTOHEVOUG 1] QVTLKPOVOHEVOUG GTOYOUG, EVR
elval yeyovog OtL 1 emwvonon g Pwrtoypadiag
dAa€e dpSnv TV amooTolr] g Lwypadikrc. Hn

ing a specific painting in mind and trying to find
something similar to photograph. In time, this
changed and became more of an abstract dialogue.
Through this process, I came across his unpub-
lished poems about Athens, and the sketches of
the colours he saw with his eyes closed. He was
obsessed with colour, even when he studied chem-
istry, he was more interested in the colours pro-
duced by the chemical reactions than the experi-
ments themselves. I also tried to take photographs
that reveal my relation with colours, and how that
translates into photography. One of the reasons I
say that he painted like a photographer is that he
documented in sketches everything that he saw,
like buildings, walls, windows with bars, lit win-
dows at night, pedestrians, anything in his sur-
roundings really, but his focus was capturing
images as emotional states. I am also trying to do
the same. In some of the pairs I try to create a nar-
rative, or a graphic aspect but my focus is mainly
emotional.

and TG amapXeg TG GwToypaLkng TEXVNG, OL
$wtoypdpol BEANcAV VO ATTOTLIIWGOVV T1) {WT) TOV
Spopov, evw TV emoyr) mov o AvEpéag BoupAovung
apyloe va Loypadilet, n pwtoypadpia Spopov rrav
161N éva StaxpLto el8og mov eotiale 6TV AMELKOVLOT)
™m¢ Kabnuepvrg {wng otoug Spopovg. O 8log o
Av8péag BoupAoOung avapépetal 6 auTr| 1 o)éon
Pwtoypadiag kat LwypaPLKrg OTIG ONUELWTELG TOL:

«...9ewpodue ws 0 onomds tys Lwypapins elvat
Ve etMOVIEL Ta avTineluEVa, eV SeV elval avtd,
auTd elval pwroypapia—o PwToypapos Sev Eyet
oy Svvatdryre va Pydiet, eve o {wypdpos Eyet Ty
Svvatdryra va agaipéoct, nat moddol voulovy ot
1 apaipeoy elvat avtd. Aev elvat avrd. Apalpeoy
elva 0Tt TTorg aTe; apypyUEVE OTOLYELR, 0TS ayéoelgy.”

1 Sudpkela twv TEAevTaiwv elkoot xpovwy, 1
Pwtoypadkr] TV xeL e€elyOel o€ KATL EVTEAWS
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S.S.
I feel that in both of your and your grandfather’s
work there is this strong intention of being in a
place, you do not create images through a process
of voyeuristic distancing, but through an act of
immersion in a place and of connection with peo-
ple, as if your practice is not medium based, like
painting and photography respectively, but one
might say its fldnerie, the art of urban wandering,.
EV.

This is what I feel. That it is about capturing the
experience, approaching people, entering spaces,
visually relating to people and situations. This is
because the city, to my grandfather, was an exten-
sion of himself. But it is also about wandering
through time and memory. Remembrance of a
place, it’s people and of my grandfather. Through
this I keep his spirit alive throughout the city. My
father, Panagis Vourloumis, did the same in his
own way, by working hard to organise, expose and
care for his father’s archive. I really admire him for



KYNHI'QONTAZ TO XPONO

StaopeTikd and avtd mov Tav 660 Lovoe 0 Bovp-
AoOpNG. Oa PmopovOAE VO MAT|COVIE CTHEPA YL
pLa «pwtoypadia Twv oxécewvr»; ITog PAEnete
S1kn} oo paKTIKY, L8LKE TOV TPOTTO oV SovA&pa-
TE YLA TN OELPQ Z70V (510 Y@po;
E.B.

Yndpyel olyovpa pla oyéon avapeoa oTovg TpO-
nmovg tov SovA&Ppape kat ot Svo. Eyw mepumAa-
vi|nka otnv TOAN peE oKOTO va PpwToypadiow
npdypata mov Nepa OTL exelvog Ba Jwypddile.
ITpoondOnoa va Sw tnv moAn pe tov 8o TpdTmo mov
NV €BAene ekelvog KAl va avakaADPw amonyovsg
and ta evSLadpEpovTa Kol To Opapd Tov. XT0 Eeki-
VIO QUTOD TOV EYXELPTHATOG, EPYAOTNKA HE Evav
TILO «KVPLOAEKTIKO» TPOTIO- ELYOL GTO VOU POV GUYKE-
KpLpEvoug mivakeg kot mpoonadovoa va Bpw KATL
napopolo ywa va pwtoypadnow. Me tov Kapod
aUTO GAAAEE KoL £YLVE TEPLOGOTEPO VOGS APT|PTLE-
vog StdAoyog. Méow avtrig TN Stadikactiag, Bprika
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that. He has taught my siblings and I, by example,
how to continue this effort and protect this legacy,
and this exhibition is dedicated to him. This pro-
ject has taught me that creating something through
the love you have for someone can be powerful and
it is not only about the result of the work but about
the action itself, and I hope to be able to do that in
some way in my future projects.

Stamatis Schizakis is a curator of New Media
and Photography at the National Museum
of Contemporary Art Athens (EMST)

1 Andreas Vourloumis, A Painter’s Notes 1938-1940, edit. Alexis Tsaousis (Athens:
Ikaros editions, 1999 ), p.148.

TOL AVEKSOTA TTOLPATE TOV yLa TV AB1va, 1) Ta ) E-
810 TV Y pWPATWYV TTOV EBAETE e TA HATLR KAELOTA.
Elye eppOVT] Pe TO XpWHO: AKOPA KAL OTAV 6TTIOVS A~
{e ynpela, Tov evBLEPepav MEPLGGOTEPO TA YPWHO-
TO IOV TIPOEKVTITAV QIO TIG XTHLKEG QVTLSpACELS
napd Ta mepapata avtd kabavtd. IIpoonddnoa
entong va tpapnéew Pwtoypadieg mov amokaAv-
TITOVV T1) SLKY] MOV GYE0T HE TA YPWHATA KL WG
auTr| 1 oxéon petadppaletal oe pwtoypadia. Evag
amd Toug AGYoUg YL TOUG 0TTolovg Aéw OTL {wYp&-
$Lle oav pwtoypdog eival OTL kaTéypade o€ oyE-
Sta OAa 6o £BAeme—KTipLa, Tolyovug, mapdbvpa pe
Kkaykeha, mapabvpa pwTtiopéva T voyta, Stafd-
TEG, OTLONTTOTE VITPYE OTO TEPLPAAAOV TOLV—, AAAL
€0Tlale OTNV ATOTUMWOT] TWV ELKOVWV CAV GUVOL-
oOnpatikég kataotdoelg. Ilpoomabw KL eyw va
K&V To {810. Ze KATOLA OO TAL LEVYN TPOCTIAOW VO

Snpovpynow pla agrynon, 1 M TOPACTATLKY
oxéor), aAA& £6TLALW KVPLwG 6TO cuvaicOnpa.
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DIDIN
ITioTebw OTL 6TO €pYO KAl TWV SVO 0AG VTTAPYEL 1)
Loyvpt mpobeon ™G napovoiag oe Eva peEPog: Sev
Snpovpyeite elkdveg péow prag Stadikactag ndo-
VOPAETITIKNG QITOCTAGLOTIOMNONG, AR HEGW TNG
np&€ng ™G epPLOLONG o8 éva PEPOG KaL TNG GUVSE-
onNg He TOUG avOpWTOLG. A€ KAl 1) TPAKTLKY] GOG
8ev Baociletal oto pecov, 6t (WypadLkr] kaL ot
Pwrtoypadia avrictorya, acAAG—Oa propovoe va
net x&mnowog—otn fldnerie, TV TEXVY TNG AGTIKNG
TEPLTAGVT|OG.
E.B.

'Etol akplpwg atebdvopat. Ot adopd TNV anotv-
TWOT TNG EUNELplag, TNV TPOCEYYLON TWV avOpw-
WV, TNV €l0080 6g YWPOLG, TNV OMTLKY) CLGYETLON
HLE TOUG AVOPWTOVE KAl TG KATAOTAGELS. AUTO G-
Batvel emeldr] yla TOV TATMOV POV 1) TTOAT] 1JTAV LA
TIPOEKTAGT) TOV £QVTOV TOV. ‘Opwg adopd kat TNV
TEPLTAGVN O HECW TOL XPOVOL KOl TNG HVIHNG.
Tt O0pnon evog HEPOUG, TWV AVOPWTWY KAl TOV
nanmov pov. Méoa amd autd Satnpw {ovtavi)
N HVIHT TOV TavToL oTnV OAN. O aTEPAG Hov, O
IMavayrg BovpAolpng, ékave kot avtdg To (5Lo pe
TOV TPOTIO TOV, SOVALVOVTAG OKATPA YLo TNV Op-
y&vwor, ¢ppovtida kot mpoPoAr) Tov apyeiov Tov
nanmnov pov. Tov Baupdlew ywa avtd. 'Edeife oe
gpéVa Kal Ta adépdLa pov pe TO TapASELYP& TOv
TWG V& GUVEXLGOVUE QUTT] TNV TPOCTIAOELX KOL VO
TPOOTATEVOOVHE QUTI] TNV KANPOVOHLE, KL QUTI)
n €xBeon elval adlepwpévn oe avTOV. AVTO TO
eyxelpnpa pe Sidae 6TL TO VA Snplovpyelc kATL
HECQ QO TNV Ayamn 7ov €Yelg ywax évav GAAo
dvOpwmo pmopel va etvatl kdtt moAd Suvatd Kot
Sev adopd povo to anotéAeopa TG SOLVAELES QAAL
kat v Sta v mpaén, kat eAnilem avTo va pnopw
Va TO KAV HE KATTOLOV TPOTIO KL 6T HEAAOVTLKG
HOV eyYELpTHATOL.

O Ztapdtng Zyakng etvon emtpeAnTig Néwv
Méowv kot Pwtoypadiag ato EGvikd Mov-
oeio Tuyypovng Téxvng (EMET).

1 Avdpéag Bouphoupng, Znueidoeig wypdpou 1938-1940, emp. AAé§ng Toaouong
(A8fva:'lkapog, 1999), c. 148.
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TO BAEMMA IIOY EIIIMENEI
Ale€dvEpa Mooyopn

ItV oTopla NG HOVTEPVOG TEXVNG, 1 QUIXAVT)
ovvOnapEn ™G {wypaPkng pe I pwtoypadia £xet
Snpovpynoel cuyva YOVIHO £8adog Yo VEQ ELKO-
OTIKG SLopata. ‘Onwg ONHELWVEL O LGTOPLKOG TNG
Téyvng Aaron Scharf, «n (8w 1) Stadikasia g va-
YOYNG €VOG HEGOV OTIG SUVATOTNTEG £VOG AAAOL»
eMETpePe 0TOVG LWYPAPOUS Vo apPLopnTricovV
ELKOVOYPAPLKEG CUUPBACELS, VIOOETWVTAC KAl TTPO-
OOpHOTOVTAG YOPAKTNPLOTIKE TIOV TPOGLEL&ALoVV
0T0 PpTOYpaPLKkoO BALPPA Kol £8woe 6TOVG PWTO-
Ypapovg T SuVATOTNTA VA EKTIPOOVV TIG EYYE-
velg moLoTNTEG KaL TG SMHLOVPYLKEG SUVATOTNTEG

ToV péoov Toug." Mia Tétola mepintwon vinpée 1)
EMOVETILVONOT] TOV PWTOYPAPLKOV OTLYHLOTUTIOV
™G VITOKELPEVIKTG KaTaypadr)g 6To mAaiolo pwTo-
YPOAPLKOV KOL ELKACTIKWOV KOAATEXVIKOV TPOKTL-
K@V HeTd Ta TEAN NG SexaeTiag Tov 1950. AmoSe-
OMEVIEVO QIO TN AELTOVPYLKOTNTA KAL T PT|TOPLKT
TO0O0 TOV KOLVWVLKOV TEKHTPLOL 0G0 KL TNG EPACL-
TEYVIKNG QTELKOVLOTG, TO OTLYHLOTUTIO LIOCTNPL-
¥xTnke €€loov and PwTOoypAPOLES KAl ELKAGTLKOVG
kaAAwtéyveg (Robert Frank, Garry Winogrand, Lee
Friedlander, Ed Ruscha, Laurie Anderson, Andy
Warhol, Daido Moriyama, Graciela Iturbide xat
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THE PERSISTENCE OF VISION
Alexandra Moschovi

In the history of modern art, the once uncomfort-
able symbiosis of painting and photography often
created a fruitful ground for novel pictorial idioms.
As the art historian Aaron Scharf noted, “the very
process of subjecting one medium to the capacities
of another” enabled painters to challenge icono-
graphic conventions by adopting and adapting at-
tributes unique to photographic vision, and em-
powered photographers to appreciate the intrinsic
qualities and creative potential of their medium."
The reinvention of the snapshot as a subjective
document within photographic and visual art prac-

tices from the late 1950s onwards is a case in point.
Detached from the functionality and rhetoric of
both social documentary and amateur imagery,
the snapshot was championed by photographers
and artists alike (Robert Frank, Garry Winogrand,
Lee Friedlander, Ed Ruscha, Laurie Anderson,
Andy Warhol, Daido Moriyama, Graciela Iturbide,
and William Eggleston, among many others) who
sought not to “reform life but to know it”, as an act of
self-expression that was to be rubberstamped by
the art museum as well.? The project Iz the Same Space
is the creative effort of the photographer Eirini
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William Eggleston, petad moAlwv ¢AAwV) oL omoiot
EMNTNOAV OXL VO «OVOULOPPWOOVV TN} {w1), aAAd
va T yvwpioovv»: NTav pla mpdén oTOMLKTG
éxppaong mov Epedde va emkvpwOel kat and ta
povoeta téyvng.? H oelpd Zrov Sto ydpo eival
Snpovpykr| anodnepa g Gwtoypddov Eprivng
BoupAobpn va anetkovioel pla tétola 06pwor 0o
ELKAOTIKWV YAWGOWV KOL KOLVOV XWPLKWV KL XPO-
VK@V VNV L@V, aVTUTapaf&AAoVTag Ta Sukd g
OTLYHLOTUTIO 00TLKOV PBlov pe TOVG TivaKeg KAl TLG
ELKOOTIKEG «OTNUELWOELG» TOV TATIITOV TNG, TOV {w-
ypadov AvSpéa BovpAovpn.

Ennpeacpévn, kad’ opodoyia Tov KaAALTE-
XVT], QIO TOVG EVPWTALOVG LUTTPEGLOVIOTEG KAL |LE-
TAIPTTPESLOVLOTEG, 1) TAPACTATLKY] QTIELKOVLOT TNG
KaOnpepLvig {wng amo Tov AvSpea BovpAovun emt-
KEVIPWONKE OF EVIVMWOELS OTLYH®V, AVOpWIwV
KOl avTIKepEVaV. ITapaAAnAa, o BovpAobung mpoo-
S1opLle To medlo TG elkOVOG pe TN Guumieon NG
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Vourloumis to illustrate such osmosis of two picto-
rial languages and shared spatial and temporal
concerns, juxtaposing her snapshots of city life
with paintings and visual “notes” by her grandfa-
ther, the painter Andreas Vourloumis.

Admittedly influenced by European Impres-
sionists and Post-Impressionists, Andreas Vourlou-
mis’s figurative depiction of everyday life concen-
trated on impressions of moments, people, and
objects, while acknowledging the picture plane
through a flattening of perspective, off-centre com-
positions, and fragmentary scenes, often cut off at
the edges of the frame. His idiomatic treatment of
colour was also aimed at emotional affect: to trigger
emotions and memories, the painter explained.®
Vourloumis’s themes were consistently drawn from
his surrounding environment in Athens and the
countryside, including street scenes and chance
encounters. Like the Baudelairean Monsieur G.,
the paradigmatic painter of modern life, Vourlou-
mis was a fldneur, a passionate spectator equipped

TIPOOTITLKNG, HE EKKEVIPEG CLVOETELS KOl ATTOGTIO-
OMOTLKEG OKNVEG TTOL GLY VA KOBOVTAL OTA OPLA TOV
K&Spov. O 81o6VYKPAGLAKOG XELPLOPOG TOV YPw-
HOTOG OTOYEVE €TiONG GTOV CLVALGONUATIKO QVTi-
KTUTIO: VO TUPOSOTHGEL GUYKLVI|OELG KOL QVOAHVT|-
o€Lg, OTWG éxeL e€nynoet o (8log o Lwypadog.® O
BovpAovung avtAoboe GUOTNHATIKG To OEPATE TOV
ano Tomia ¢ ABrvag kot g vnaibpov, okNnvEg
Spopov kat Tuyaieg cuvavtoelg. ' OnwS 0 PTWVTAE-
pkog Monsieur G, o mapadelypatikog {wypagog
™G povTépvag {wig, 0 Bovphovung vmrpée €vag
Sflaneur, évag nablacpévog Oeatng e€omMALONEVOG pE
«BabLd kot YappOGUVY TIEPLEPYELO» KAL EVOL «OKO-
peoto tabog va PAEmeL koL va atoBaveTaw.* ETIg
kaBnpepLveg SLadpopég Tov pog Kat amd To aTeALE
OV, 0 {WYPAPOG EMINTOVCE VA CUHTUKVWOEL TO
«TIOPOSIKO» KAl TO «PeLYOAEO», «TNV ePripepn
OTLyp1] kat cuvapa OAwV ekelvwv TV otolyelwv
mov vtodnAwvouv to agvaox.® 'Exovtag névta padl

with “deep and joyful curiosity” and an “insatiable
passion—for seeing and feeling.”* Walking daily
from his home to his studio and back, the painter
sought to encapsulate the “transitory” and the
“fugitive,” “the passing moment and all the sugges-
tions of eternity it contains.”® Always carrying a
small sketchbook, Vourloumis acted, in his words,
as a “hunter” by hastily sketching and drawing,
prioritising the capturing of fleeting impressions,
light and colours, over crafting images.® These
casual visual “notes,” few of which would be used
as the basis for oil paintings in the studio, are akin
to photographic snapshots, their fragmentary and
instantaneous nature being germane to photo-
graphic vision. Vourloumis trained his eyes to spot
the unnoticed beauty and details of “the small
things,” of circumstances and manners, but he was
not interested in realistic representation as such:
“this is photography,” he claimed.’

Walter Benjamin argued that “the social base
of flinerie [was] journalism.”® Indeed, both flinerie

THE PERSISTENCE OF VISION

OV éva pKpO HTAOK, 0 BovpAolpng evepyovoe
(cOpdpwva pe Ta AeYOPEVE TOV) WG «KLVNYOG», OKL-
ToGpovTag Kol oxeSialoviag PLacTikd, Stvovtag
TPOTEPALOTNTA OTNV QIOTUNIWOT] TV EPNHEPWV
EVIVTIWOEWY, TOV PWTOG KAL TWV XPWHATWV Tapd
0T GLAOTEYVNOT TWV ELKOVWYV.® AUTEG OL TTPOYELPES
ELKOOTIKEG «OTHELWOELG», Alyeg armd TG omoleg Oa
Xpnotponolovoe wg Paon ywa ehaloypadieg oto
atelLE, HoLalovV pe GWTOYpaPLKE GTLYMLOTUTIA, HE
TOV QITOCTIOCGHOTLKO KOl GTLYHLOLO YOPOKTH)pa TOVG
va elval cuvagng pe 1o putoypadiko PAsppa. O
BovpAovpng exnaiSeve to PBAEppa TOL WOTE va
EVTOTILEL TNV QmapATHpNTN OHOPPLE KOl TLG Ae-
TITOPEPELEG TWV KHIKPOV TIPAYHATOVY», TWV TIEPL-
OTACEWV KAl TWV TPOTWV, 0AAG Sev evSiladepoTayv
yla T1 PEQALGTIKY] QvamapdoTact aut kabavtr):
«QTO elval pwtoypadion, éAeye.’

O Walter Benjamin vmootrpLie OTL «1] KOL-
vovikr Baon g fdnerie [ftav] n Snpocioypadior.®

and early twentieth-century street photography
leaned towards journalism, combining observa-
tional pleasure with a social interest in quotidian
details of city life. This interest was often coloured
by a curiosity for “otherness,” overlaid, as art histo-
rian Julian Stallabrass remarked for the émigré
photographers who captured Paris between the
wars, with “deep memories of other places” or
“traces of their earlier life.”® Eirini Vourloumis
challenges the gendered modernist notion of fld-
nerie, of a quintessentially white male of privilege
and leisure. She fashions herself as a flineuse, a
contemporary woman wanderer equipped with a
photojournalist’s trained eye, multicultural sensi-
bility, and a mobile phone, who strides the streets
of Athens retrieving her childhood memories and
her grandfather’s gaze over the “labyrinth” of the
city. The photographer followed the painter’s peri-
patetic routine, retracing his steps from his daily
walk between his home and the studio, or to
places they had visited together, and responded to

IIpaypatt, toc0 1 fldnerie 660 kaL 1 pwTOypapia
SpOpOV TWV apYWV TOL ELKOOTOV LWV ETELVAV
npog TN Snpocloypadia, cuvdvdlovtag Tnyv evyapi-
0TNOT TNG TAPATHPNONG HE £V KOLVWVLKO evELa-
GEPOV YL TG KAOMPEPLVEG AETTOUEPELEG TNG AOTL-
K1G {w1|G. AUTO TO eVSLAPEPOV CUY VA Y PWUATIOTNKE
amod PO TTEPLEPYELA YLOL TNV KETEPOTNTO», KAL TAV-
TOYpova pe «Badleg avapvioelg AAAWV TOTWV», 1
pe «iyvn ¢ mpoTEPNG L) TOVG», OTIWG EXEL TAPA-
NPNOEL O L6TOPLKOG TNG TéXVNG Julian Stallabrass
avapoplkd pe Toug epLykpedeg pwtoypddpovg mov
anewkovioav to Ilapiol katd TOv pecomoOAepo.®
H Epnvn BovpAovun apdiopntel v €u¢puin
povtepvioTiky avTiAnyn g fdnerie, n onola Tov-
TI{ETOL APYETUTILKA e TOV AEVKO GVTpa IOV SLabE-
TEL TAOVTO KOl EAeVOEPO YPpOVO. Ocwpel TOV EAVTO
™G pa fldneuse, pra yovaika g c0yypovng €no-
¥1¢ 1 omola mepLAavatal oTovg Spopovg g Ab1-
VoG €OMALOHEVT] PE TNV TTOPATNPNTIKOTNTA LG
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the recurrent themes (people, buildings, urban de-
tails) that featured in his works and the hundreds
of “notes” he left behind. In time, the process was
reversed: as the photographer rediscovered the city
as a social space, it was the photographs that were
to find their visual analogy in the painter’s work.
Vourloumis’s photographs purposely ref-
erence two photographic traditions. On the one
hand, the images’ morphology points to the famil-
iar “popular aesthetic” of the amateur snap and Ins-
tagram’s novel iconography." The photographer uses
the amateurs’ happy accidents, the instantaneity of
the snap, and the deskilling of the process to her
advantage: the images are imbued with the authen-
ticity and the subjectivity of the personal record.
On the other hand, the selection also affords view-
ers with references to the history of street pho-
tography: a bird’s eye view of a street scene taken
from a balcony recalls André Kertész’s Parisian
compositions; an image of a smoker photographed
from above emulates Alexander Rodchenko’s
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PwTOPEMOPTEP, HE TOALTOALTIOHIKY] gvaloOnoia
KOl €va KLvNTo TNAEPwVO, Kal avacvpeL TIG maLdL-
KEG TNG HVNHEG Kol TO PBAEPPQ TOL OOV TNG
névw o6to «AafvpvBo» g moANGS. H pwtoypddog
aKoAOVONOE TIG TIEPLTATNTIKEG LV OELEG TOV {w-
ypépov- tyvnAdnoe tn Stadpopr Tov atov Kabn-
HEPLVO TOL TEPLMATO antd TO OMITL TPOC TO ATEALE
OV 1| TIPOG pépt mov eiyav emiokePpOel pall xau
avtanokpiOnke ota enavodappavopeva Ofpata
(&vBpwmot, KTipla, AEMTOHEPELEG TOV AGTLKOV TO-
niov) mov epdavifovral ota €pya TOV KAl OTLG
EKATOVTASEG «ONPELWOELG» TIOV QPpnoe miow TOL.
Me 10 Mépacpa TOv YPOvov, 1 diadikacia avti-
otpadnke: kabwg 1 PwtoypdPpog avaxdAvnte ek
VEOU TNV TIOAN WG KOLWVWVLKO XWpPO, oL GwToypa-
Ppleg Pprjxav TV onTIKY] TOVG AVTLoTOLY O 6TO £pYO
ToV {WYpadov.

O ¢wtoypadieg G Bovphovpn mnaparmé-
HIovV oLuveldnTd oe §V0 pwToypaPkég mapado-
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unorthodox camera angles; a lone female figure
dressed in red crosses—“decisively” (a la Henri
Cartier-Bresson)—past a construction site covered
in red tarpaulin. As is the case with her grandfa-
ther’s work, in Vourloumis’s photographs, colour
equally plays an organic role beyond description,
an almost existential one as if each picture were
but the afterimage of the lived experience, the
persistence of vision when the eyes close. Like Wil-
liam Eggleston’s photographs, “form and content
are [meant to be] indistinguishable” in Vourloumis’s
images." Overcoming the factuality of the people
depicted, of objects and scenes, what becomes
local, personal, and esoteric to the viewer allows,
through its commonplaceness, multiple mean-
ings. This fragmented storytelling about the pas-
sage of time, memory and belonging, proposes an
unfinished story to be completed in the mind’s eye
of the beholder.

The selection of the diptychs follows a
carefully orchestrated visual rebus. There are com-

o€Lg. Ao ) pla, 1 popdoloyla TWV ELKOVWV ava-
KoAel T yvopwn Adiky awsOntiky («popular
aesthetic») TV epactteyVik®V AMjPpewv kat L8ai-
TEpA TNV VEQ €kdoyn NG oTNV elkovoypadia tov
Instagram.” H ¢wtoypddog ypnotponolel mpog
O0PeNOG TNG TA KEVTLYT» ATUYTHATA TOV EPACLTE-
V1], TNV aQpecOTnTA TNG ANYPNG Katl TV QUTOHATO-
noinon (deskilling) g SwaSwkaciag: ot ewdveg
gpmotifovtal amo TNV avOEVTIKOTNTA KAl TNV VITO-
KELHEVIKOTNTA TG TTPOCWILKNG Kataypadrg. Ano
NV GAAN, 11 cLAAOYY emiong mapéyel 6TOVG BeaTég
avapopég amod NV topia g pwtoypadioag §po-
HOU: 7] TIAVOPAHLKT] QIO MLaG OKNVHG SpOpov
TPAPNYHEV ATTO €VA PHITOAKOVL PEPVEL OTO VOUL TLG
naplovég cuvBéoelg Tov André Kertész: 1 etkova
eVOG kamviot] ¢pwToypadpnpévn and PnAd mpo-
oopoLdleL pe TIG avopBoSoges ywvieg Apng tov
Alexander Rodchenko- 1 povayikr ¢pryovpa pia
YUVaiKaG VTUPEVNG 0TQ KOKKLVO TTEPVAEL «ATTOPACL-

mon themes (buildings, people, the street) and fo-
cal points, presences and absences: the aging
cement facades of Athenian apartment blocks,
sun-drenched balconies and lit windows at night,
spectral figures passing, busy and empty vistas.
Sometimes there is a sameness of composition, of
viewpoint, colour, atmosphere, of patterns, or just
an infatuation with detail. Other times there is an
interest in texture, matter, and materials: the shrunk-
en rice paper with the egg tempera marking con-
verses with the photographed texture of old paving
slabs adorned by shadows of tree leaves and branch-
es. Or, often, it is just a recognition of a shared feel-
ing.” Their pairing instrumentalises the tension
between the distinct “regimes of expression” to
propose what the philosopher Jacques Ranciére
described as “the pensiveness of the image,” which
finds its niche between the “operative character of
art and the immediacy of the image.”™

In the Same Space juxtaposes two representa-
tional media and their distinct visual languages to
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otké» (a la Henri Cartier-Bresson) pnpootd oo
éva epyoTAEL0 KOAVHHEVO pE KOKKLVO HOUVGOMA.
'Onwg KAl 6TO £PYO TOL TOTIMOV TNG, £TCL KAL OTIG
Pwtoypadieg g BovpAovun To ypwpa mallet évav
opYavLKO podo mov vrepPatvel TNy mepLypad- Eva
poAo oyedov vtapELako, Aeg kat k&Be pwToypadia
Sev elvat mapd éva peteikaopa ¢ PLwPEVNG EPMEL-
plag, to BAEHHa TOV eMPEVEL OTAV TaL HATLO KAEL-
vovv. Onwg otig pwtoypadieg tov William Eggle-
ston, 6TLG £LKOVEG TNG BoupAoUpn «[o 6To)06 eival]
N popdr kat to mepteydpevo [va] eival adiayw-
ptotox.” To TOMLKO, TO TIPOGWTILKO, TO HUXLO VITEP-
Batvouv TNV TPAYHATIKOTNTA TWV ATELKOVIIOPEVWY
aVOPWTWYV, AVTIKEWPEVOV KAL OKNVWV KOL ETILTPE-
TIOVV, LW TNG KOLVOTOTILAG TOVG, TTOAARTIAEG €PN~
veleg. AUT) 1) KEPHATLOPEVT) APT]YT|OT) OXETIKE e TO
TEPACHA TOVL YPOVOU, T1 HVIHN KOL TO QVIKELY,
npotetvel pla nuitedn wotopia mov pnopet va oho-
kAnpwOel 0N pavracia tov Beat).

show ways of reconfiguring perception through
the exploration of the poetics of the everyday and
the diachronic character of the city. Their dialogue
is about looking and seeing, about glancing and
staring, peering and peeking, scanning and scruti-
nizing. Their combined statement is one of affec-
tion and humour, of nostalgia for things lost and a
concern for those that will disappear like “a kalei-
doscope endowed with consciousness, which, with
each one of its movements, represents the multi-
plicity of life and the flickering grace of all the ele-
ments of life.”"

Alexandra Moschovi is an academic schol-
ar, art critic, and curator. She is currently an
Associate Professor of Photography and
Digital Media in the Faculty of Arts and Cre-
ative Industries, University of Sunderland.
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Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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Av8peag BovpAovung
Mavdpino, 1951

Andreas Vourloumis
Fruit Market, 1951

AvSpéag BovpAovung
Apduog pe pryotpeg, 1950

Andreas Vourloumis
Street with figures, 1950




AvSpéag BovpAovung
Tapdroa tys 0600 Toandiwep

Andreas Vourloumis
Rooftop of Tsakalof street

Eiprjvn BovpAovun
Xwpic titdo, 2014—2.022,

Eirini Vourloumis
Untitled, 2014—2022

32



33

mw

R e

AvSpéag BovpAovung
Znitia to Bpdéi

Andreas Vourloumis
Houses at night
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AvSpéag BovpAovung
Aemrouépeta Stapeploparog
Andreas Vourloumis
Apartment detail

36



37

Eiprjvn BovpAovun
Xwpls titlo, 2021

Eirini Vourloumis
Untitled, 2021
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Av8péag BovpAovung

Tpetg amovbes, dloyo nat poppés
Andreas Vourloumis

Three studies, borse and figures
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Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022



AvSpéag BovpAovung
Dryotpeg arov Spduo
Andreas Vourloumis
Figures on street
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AvSpéag BovpAovung
Xwpls titdo

Andreas Vourloumis
Untitled

Eiprjvn BovpAovun
Xwpic titdo, 2014—2.022,

Eirini Vourloumis
Untitled, 2014—2022
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AvSpeag BovpAovung
H ondda vryjpeoliag, mpLv 10 1960

Andreas Vourloumis
Service stairs, prior to 1960
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Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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Eiprjvn BovpAovun
Xwpls titdo, 2022

Eirini Vourloumis
Untitled, 2022

AvSpéag BovpAovung
Duyotpeg arov Spopo, 1964

Andreas Vourloumis
Figures on street, 1964
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Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022

AvSpéag BovpAovung
Zréyeg

Andreas Vourloumis
Rooftop



Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022

AvSpéag BovpAovung
Miadnove, 1956

Andreas Vourloumis
Balcony, 1956
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Av8peag BovpAovung
Andwuéva povya, 1962

Andreas Vourloumis
Clothes hanged to dry, 1962,

Eiprjvn BovpAovun
Xwpic titdo, 2014—2.022,

Eirini Vourloumis
Untitled, 2014—2022,
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Eiprjvn BovpAovun
Xwpls titdo, 2014—202.2,

Eirini Vourloumis
Untitled, 2014—2022

AvSpéag BovpAovung
Zréyeg

Andreas Vourloumis
Rooftops




AvSpéag BovpAovung
Mopgi, 1978

Andreas Vourloumis
Figure, 1978

Eiprjvn BovpAovun
Xwpls titdo, 2014—2.02.2,

Eirini Vourloumis
Untitled, 2014—2022
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ITponyobpevn oeAida:

Av8péag BovpAopung
Ayniozpt
Previous page:

Andreas Vourloumis
Agistri

Eiprjvn BovpAovun
Xwpls titdo, 2014—2022,

Eirini Vourloumis
Untitled, 2014—2022
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ITponyobpevn oeAida:
Av8péag BovpAopung
HAwpaoldeua oty Alywvae, 1990

Previous page:
Andreas Vourloumis
Sunset in Aegina, 1990

Eiprjvn BovpAovun
Xwpls titdo, 2014—2022,

Eirini Vourloumis
Untitled, 2014—2022
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Eiprjvn BovpAovun
Xwpic titdo, 2014—2.022,

Eirini Vourloumis
Untitled, 2014—2022

AvSpéag BovpAovung
Zovbés o€ Tpla Tomia

Andreas Vourloumis
Studies of three landscapes
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Av8péag BovpAopng
Ewovoypadnon yia to Zza Mvotind tov Bédrov

Andreas Vourloumis
Illustrations for Secrets of the Swamp

Eiprjvn BovpAovun
s Xwpls titdo, 2014—2.02.2,

Eirini Vourloumis
Untitled, 2014—2022



Eprivn BovpAolpn
Xwpls titdo, 2014—2.022,

Eirini Vourloumis
Untitled, 2014—2022

Av8péag BovpAovung
Hiwpaoideua oty Alywve, 1970

Andreas Vourloumis
Sunset in Aegina, 1970
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AvSpéag BovpAovung
Zovdyj, avronpocwmoypapie

Andreas Vourloumis
Study, self portrait

Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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AvSpéag BovpAovung
Medéty yua to e PAéret to pdre: Maria ndetord

Andreas Vourloumis

Studies on how the eye sees: Eyes closed
Eiprjvn BovpAovun

Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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ITponyobpevn oeAida:
Av8péag BovpAopung
Eowtepind otyv Kyypowa, Keedonalpt, 1964 Eiprjvn BovpAovun

. Xwpi¢ titdo, 2014—20
Previous page: JUY 2014—2022

Andreas Vourloumis Eirini Vourloumis
Interior in Kifissia, Summer, 1964 Untitled, 2014—2022



AvSpéag BovpAovung
Mopgi}, 1959

Andreas Vourloumis
Figure, 1959

Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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AvSpéag BovpAovung
Znit

Andreas Vourloumis
House

Eiprjvn BovpAovun
Xwpls t(tdo, 2014—2022

Eirini Vourloumis
Untitled, 2014—2022




AvSpeag BovpAovung Eiprjvn BovpAovun
Mradndve pe nonnves, modvdpoveg, 1963 Xwpls titdo, 2014—2022,

Andreas Vourloumis Eirini Vourloumis
Balcony with red armchairs, 1963 Untitled, 2014—2022




Av8péag BovpAovung Ep1vr BoupAoOpn
HapdYvpo Xoplc titho, 20142022

Andreas Vourloumis Eirini Vourloumis
Window Untitled, 2014—2022
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Av8péag BovpAovung
Kavapivt

Andreas Vourloumis
Canary
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Eiprjvn BovpAovun
Xwpls titdo, 2014—202.2,

Eirini Vourloumis
Untitled, 2014—2022
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Eprjvn BovpAolpn
Xwpls titdo, 2014—2022,

Eirini Vourloumis
Untitled, 2014—2022

Av8péag BovpAovung
Torio, 1928

Andreas Vourloumis
Landscape, 1928



AvSpéag BovpAovung
Zevyadpta oto dpno

Andreas Vourloumis
Couples in the park
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Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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AvSpéag BovpAovung
Zrovsij popyijs
Andreas Vourloumis
Figure study

Eiprjvn BovpAovun
Xwpls titdo, 2014—2.02.2,

Eirini Vourloumis
Untitled, 2014—2022
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AvSpéag BovpAovung
Atafareg, petd T0 1970

Andreas Vourloumis

Pedestrians, after 1970

‘ Eiprjvn BovpAovun
W Xwpl¢ titdo, 2014-2022,

Eirini Vourloumis
Untitled, 2014—2022
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Av8péag BovpAovung
Kdyneda nat dovdovdia, m.1960

Andreas Vourloumis
Fence with flowers, c.1960
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Eiprjvn BovpAovun
Xwpls titdo, 2021

Eirini Vourloumis
Untitled, 2021
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AvSpéag BovpAovung
Mopei ue ounpéia
Andreas Vourloumis
Figure with umbrella

Eiprjvn BovpAovun
Xwpls titdo, 2014—202.2,

Eirini Vourloumis
Untitled, 2014—2022
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AvSpéag BovpAopung
Xelpoypado moilnpa

Andreas Vourloumis
Handwritten poem

Eiprjvn BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022



Av8péag BovpAovung
O Ynvos Ty Epnvipg, 11984

Andreas Vourloumis
Eirini’s sleep, c.1984
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Etpnvr BovpAovun
Xwpls titdo, 2022,

Eirini Vourloumis
Untitled, 2022
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Av8péag BovpAovung
AvnaPyrrog, 1950

Andreas Vourloumis
Lycabettus, 1950




Amoym g €kOeong, 2022

Exhibition view, 2022,
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Epnvn BoupAdvun & AvSpéag BoupAodung

Eirini Vourloumis & Andreas Vourloumis

BIOTPAO®IKA KAAAITEXNQON

EIPHNH BOYPAOYMH

H Eiprjvn Bouplobpn yevvrOnke xat peydAwoe
otnv ABnva koL €yel eAAnViKy kal tvdovnolax)
Kataywyn. EZmovdace oto Parsons School of Design
kat 6to Columbia Graduate School of Journalism
otn Néa Yopxn. EKTog amd TV KOAALTEXVLKY] TNG
SovAeld oav Pwrtoypadog, n Eprjvi) BoupAodpun
éxeLovvepyaotel w¢ pwTopenOpTEP e ePnpepideg,
neplodikd kat blog, 6nwg ov The New York Times,
The Guardian, The Wall Street Journal, The Financial
Times, xuplwg yla Oépata mov oyeTi{ovTal pe v
npoopuyLKY Kpion aAAd Kal TIG GUVETIELEG TNG OLKO-
vouknig kpiong otnv EAAGSa. Avépeca oTig mpo-
OWTILKEG OELPEG £PYWV TNG TTEPLAAPPEVETAL 1] OELPE
PwtoypaPlwv amd T e0VIKEG exAOYEG TOV 2015,
Party Like There is No Tomorrow, o ¢poTOypapLkog
OULGYETIOHOC TOU MLOLOTOPHHATOG TOL ZTPATH)
MvpBYAn «H Iavayw y T'opyova» pe TV npocPpatn
VTTOSOYY| HETAVACTWY OTN TKAAQ ZvKapLvLag, The
Mermaid Madonna, ko0w¢ xat 1 Kataypadpn g
ABNMvag WG GKNVIKOD TNG OLKOVOMIKTNG Kpiong, Ev
avapovy. H Bovphooun €xeL exBéoet, petaly dAAwYv,
oto Bozar oti¢ Bpu€éAdeg, oto Martin Gropius Bau
oto BepoAivo kal oto Movoelo Mreviny otnv ABN-
va. To npwto G BLPAlo, In Waiting, koxAopopnoe
TO 2017 amld TOV YEPHAVIKO £k80TIkO oiko Hatje
Cantz. H BovpAoUpn elvatl pélog tng eAANVLIKTG
koAextiBag Depression Era.

ANAPEAY BOYPAOYMHZX

O AvSpéag Bovphovpung yevvnOnke otnv IIdtpa to
1910 kot mébave otnv ABnva T0 1999. EmovSace
¥NHela, kat epydotnke yla éva SLAoTnpa wg Xnpt-
KOG, EMKEVTPWONKE OPWG 0T HEAETN TNG LwypadL-
K1G, {wvTag paAtota yia éva Stdotnpa oto Iapiot.
Katowkotoe 610 KoAdwvdxi, evw Statnpovoe epya-
otnplo oto ITaykpartt. Eiye ndvra pall tov onpeiw-
poatépla ota onola {wypddile. Katd tn Sidpkela
NG {w1jg TV, 0 AvEpéag BoupAoUUNG YELOE EKATO-
VTASeQ TETPASLA e OYESLA KL AKOVAPEAES, KUpLwG
HE OKNVEG amod TNV kabnpepvr) {w1 oty Adnva.

'Exovv yivel avadpopikég exkBéoelg Tov €pyov TOL

otV E6vwkr| ITvakobnkr (1990) kat 6to Movaeio
Mrevakn (1999), ev® TTOAD OHAVTIKT] 1)TAV KOL 1)
éx0eon H nadyuepviy {wy evog {wypdepov (1910-1999)
010 MIET (2004).



ARTIST BIOGRAPHIES

EIRINI VOURLOUMIS

Eirini Vourloumis was born in 1979 and raised in
Athens, Greece and she is of Greek and Indone-
sian descent. She graduated from the Parsons
School of Design and the Columbia Graduate
School of Journalism in New York. Apart from her
artistic endeavours as a photographer, Eirini Vour-
loumis has also worked as a photojournalist for
newspapers, magazines and blogs such as The New
York Times, The Guardian, The Wall Street Journal,
The Financial Times, focusing primarily on the ref-
ugee crisis and the impact of the economic crisis on
Greece. Her personal works include the Party Like
There is No Tomorrow photo series on the 2015
national elections, the photographic linkage of the
novel The Mermaid Madonna by Stratis Myrivilis
with the recent influx of immigrants to Skala
Sikaminias and the Iz Waiting photographic depic-
tion of Athens as a physical stage for the economic
crisis. Works by Eirini Vourloumis have been
exhibited, among other places, in Bozar, Brussels,
in Martin Gropius Bau, Berlin and in The Benaki
Museum, Athens. Her first book, In Waiting, was
published in 2017 by Hatje Cantz Publishing from
Germany. Eirini Vourloumis is a member of the
Greek collective Depression Era Project.

ANDREAS VOURLOUMIS

Andreas Vourloumis was born in Patras in 1910 and
passed away in Athens in 1999. He studied chemis-
try, and also worked for a while as a chemist, but
devoted himself to the study of painting. He even
settled in Paris for a brief period. His house was in
Kolonaki and his atelier in Pangrati. He always
carried notebooks with him and made drawings
and paintings in them. Andreas Vourloumis filled
hundreds of notebooks with drawings and water-
colours, mostly of scenes from everyday life in Ath-
ens. Retrospective exhibitions of his work were
organized by the National Gallery-Alexandros Sou-
tzos Museum (1990), the Benaki Museum (1999) as
well as the National Bank of Greece Cultural Foun-
dation (MIET) (2004).
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EIPHNH BOYPAOYMH
Xwpic TiTA0, 2022
ExkTUTwon peddvng
WYeKAopHOU € apXeIakod
XapTi emkoAAnpévo
oe §UAo

60 x 60 ek.

Euyeviki mapaxdpnaon
NG kaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
Mavipiko, 1951
Téumepa o€ XapTi
emkoAAnpévo oe
XdpvTpmopvT

69 x 99 k.

181071k} cUAAOYR

ANAPEAZ BOYPAOYMHZ
Apépog pe pryouvpeg, 1950
Tépmepa oe apTi
emKkoAAnpévo

0E XApVTUTOPVT

55,5 x 70 eK.

131071k cUAAoyR

ANAPEAZ BOYPAOYMHZ
TapdToa Tng 0dou
ToakdAwe

Téumepa o€ XApVTHTOPVT
50 x 70 ek.

181071k cUAAOYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
ExTUmwon peAdvng
WYEKAOHOU OE apyXEIaKo
XapTi emkoAAnpévo

oe §UAo

45 x 45 ek.

Euyeviki mapaxdpnon
NG KaAAiITéXvidag

ANAPEAZ BOYPAOYMHZ
ZmitTia To Bpddi
Tépmepa oe XapTi

30 x 50 ek.

181071k cUAAOYR

ANAPEAZ BOYPAOYMHZ
ANemropépeia
Siapepioparog

MoAUB1 kal udaToypagia
o€ XapTi

17,5 x 30 ek.

181071k cUAAOYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2021
ExTUmwon peAdvng
WYEKAGHOU OE apyXEIaKo
XapTi emkoAAnpévo
oe §UAo

30 x 30 ek.

Euyeviki mapaxdpnon
NG KaAAiITéXvidag

ANAPEAZ BOYPAOYMHZ
Tpeig amoudég, dAoyo
Kai popég

Tépmepa ge XapTi

24,5 x 17,8 €k.

181071k ZUAAOYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTUmwon peAdvng
WYEKAGHOU OE apyXEIaKo
XapTi emkoAAnpévo
oe §UAo

25 x 25 ek.

Euyeviki mapaxdpnon
Tng KaAMITEXVIdag

ANAPEAZ BOYPAOYMHZ
@i1yoUpeg aTov dpépo
Tépmepa oe apTi

17,3 x 24,8 ek.

181071k} cUAAOYR

ANAPEAZ BOYPAOYMHZ
Xwpic TiTAO
YdaToypagia o€ XapTi
35,3 x 25,2 k.
131071k oUAAoyn

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUmwon peAdvng
yeKkaopoU o€ apXelaké
XapTi emikoAAnpévo

oe §UAo

25 x 25 k.

Euyeviki mapaxdpnon
NG KaAAiITéXvidag

ANAPEAZ BOYPAOYMHZ

H oxdAa umnpeaiag,

Tpiv To 1960

Tépmepa o KOVTpa MAAKE
70 x 50 ek.

131071k oUAAoyn

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
EkTUmwon peAdvng
YEKAGpPOU O apXelakod
XapTi emikoAAnpévo
oe §UAo

55 x 55 ek.

Euyeviki mapaxdpnon
NG KaAAiITéXvidag

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
EkTUmwon peAdvng
YEKAGHOU OE apXEIaKo
XapTi emkoAAnpévo
oe §UAo

25 x 25 ek.

Euyeviki mapaxdpnon
NG KaAAiITEXVIdag

ANAPEAZ BOYPAOYMHZ
@1yoipeg aTov pdpo,
1964

YdaToypagia kai poAUPI
og xapTi

18 x 23 ek.

181071k cuAAoyr

EIPHNH BOYPAOYMH
Xwpic TiTAO, 2022
EktUmwon peAavng
yeKaopoU oc apXelakod
XapTi emkoAAnpévo
oe §0Ao

30 x 30 ek.

Euyeviki mapayxdpnon
NG KaAAiTéxvidag

ANAPEAZ BOYPAOYMHEZ
ZTéyeg

YdaToypagia oe XapTi
19,5 x 27,7 ek.

131071k GUAAOYH

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
EkTUmwon peAdvng
yekaopoU g€ apyelakod
XapTi emkoAAnpévo
oe §UAo

30 x 30 k.

Euyeviki mapaxdpnon
NG kKaAMITEXVIdag

ANAPEAZ BOYPAOYMHZ
MmaAkévi, 1956
YdaToypagia o€ XapTi
35 x 24 ek.

151071k oUAAoyh

ANAPEAZ BOYPAOYMHZ
AmAwpéva pouya, 1962
Nad1 o xdpvTpmopvT
28 x 39 ek.

181071k cUAAoyr

AIZTA EPTQON

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUnwon peddvng
WYEKAOPOU OE apXeIaKO
XapTi emikoAAnpévo

oe §UAo

30 x 30 ek.

Euyevikn mapaxdpnon
Tng kaAMiTéxvidag

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUmwon peddvng
yekaopoU o€ apyelakéd
XapTi emkoAAnpévo

oe §UAo

30 x 30 ek.

Euyeviki mapaxdpnon
NG KaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
ZTéyeg

MeAdvi oe pugdxapTo
21,6 x 28,9 ek.
181071k oUAAOYR

ANAPEAZ BOYPAOYMHZ
Mopeij, 1978

MoAUB1 kai udaToypagia
oe XapTi

39 x 29 ek.

181071k ZUAAoyh

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTUmwon peAdvng
YeKaopoU o€ apXelakd
XapTi emikoAAnpévo
oe §UAo

30 x 30 ek.

Euyevikn mapaxdpnon
TNG KaAAITEXVIdag

ANAPEAZ BOYPAOYMHZ
AykiaTpi

Tépmepa o€ XapTi

47,8 x 70,5 ek.

181071k oUAAoyR

EIPHNH BOYPAOYMH
Xwpic TiTAo, 2014-2022
ExTOmwon peAdvng
yekaopoU o€ apxelakd
XapTi emkoAAnpévo

oe §UAo

45 x 45 k.

Euyeviki mapaxapnon
NG KaAAiITéxvidag

ANAPEAZ BOYPAOYMHZ
HAioBagiAepa atnv
Aiyiva, 1990

NaoTéA oe XapTi

22,5 x 33 k.

181071k oUAAoyR

EIPHNH BOYPAOYMH
Xwpic TiTAo, 2014-2022
ExTOmwon peAdvng
yekaopoU o€ apxelakd
XapTi emikoAAnpévo

oe §UAo

30 x 30 k.

Euyeviki mapaxapnon
NG KaAAiITéxvidag

EIPHNH BOYPAOYMH
Xwpic TitAo, 2014-2022
ExTUmwon peAdvng
yekaopoU g€ apXelakd
XapTi emikoAAnpévo

oe §UAo

30 x 30 k.

Euyeviki mapaxapnon
NG KaAAiITéXvidag

ANAPEAZ BOYPAOYMHZ
Zmoudég oe Tpia Tomia
YdaToypagia kal poAuBi
o€ XapTi

30 x 19,8 ek.

1310TIKA gUAAoyR

ANAPEAZ BOYPAOYMHZ
Eikovoypaenon yia To
ZTa puoTikd Tou BdATou
MeAdvi oe XapTi

30 x 19,9 ek.

1310TIKA guAAoyh

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2104-2022
ExTUmwon peAdvng
WYEKACHOU OE apXeIaKd
XapTi emkoAAnpévo

oe §UAo

30 x 30 ek.

Euyeviki mapaxdpnon
Tng kKaAAiTéxvidag

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUmwon peddvng
WYEKACHOU GE apXeIaKd
XapTi emkoAAnpévo

oe §UAo

30 x 30 k.

Euyeviki mapaxdpnon
TnG KaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
HAioBacgiAepa aTnv
Aiyiva, 1970
YdaToypagia o€ xapTi
22 x 15,5 k.

13101k} GUAAOYR

ANAPEAZ BOYPAOYMHZ
Zmoudij,
auTompoowmoypagia
MoAUBI ka1 udaToypagia
oe XapTi

34,7 x 25,5 ek.

181071k cuAAoyh

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTUmwon peAdvng

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUTwon peddvng

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EktUmwon pehavng

¥ pou o€ apy;
XapTi emkoAAnpévo
oe §UAo

30 x 30 ek.

Euyeviki mapaxdpnaon
NG kaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
Mopeoij, 1959

Tépmepa oe XapTi

24 x 17 ek.

181071k cUAAOYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTUmwon peAdvng
WYEKAOHOU OE apyXEIaKO
XapTi emkoAAnpévo
oe §UAo

30 x 30 ek.

Euyeviki mapaxdpnon
™G KaAAiTéXvidag

ANAPEAZ BOYPAOYMHZ
ZmiTi

YdaToypagia o€ XapTi
33,7 x 23,8 eK.
181071k cUuAAoyR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
ExTUmwon peAdvng
YEKAoHOU OE apyXelakod
XapTi emkoAAnpévo

oe §0Ao

30 x 30 ek.

Euyeviki mapaxopnaon
NG kaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
MmaAkévi pe K6KKIVEG
moAuBpdveg, 1963
Tépmepa oe XapTi

19,4 x 23,3 ek.
181071k cUAAoyR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
ExTUmwon peAdvng

yekaopoU oe apy 1} HoU o€ apy 6
XapTi emikoAAnpévo XapTi emkoAAnpévo
oe §UAo oe §0Ao

30 x 30 k. 25 x 25 k.

Euyeviki mapaxopnan
TnG kKaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
MeAETn yia To mig PAEmel
T0 pdTi: MdTia kAgioTd
Tépmepa oe puloxapTo
29 x 22,4 k.

181071k ouAAoyh

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTUmwon peAdvng
yekaopoU o€ apyelakod
XapTi emkoAAnpévo
oe §UAo

30 x 30 k.

Euyeviki mapaxapnan
TnG kKaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
EowTtepiké aTnv Kneioid,
KaAokaip1,1964
YdaToypagia o€ XaprTi
19,6 x 27,5 ek.

181071k ouAAoyh

Euyeviki mapaxopnon
NG kaAAiTéXvidag

ANAPEAZ BOYPAOYMHZ
Mapd@upo

Tépmepa oe xapTi

10 x 11,3 ek.

131wTIK) GUAAOYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
EkTUTwon peddvng
yeKaopoU oc apyXelakd
XapTi emkoAAnpévo

oe §0Ao

25 x 25 ek.

Euyeviki mapaxopnaon
NG kaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
Kavapivi

Nad1 o kOVTpa MAakE
45 x 35 ek.

181071k cUuAAoyh

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2014-2022
ExTUmwon peAdvng
WYEKAOHOU OE apyEIaKo
XapTi emkoAAnpévo

oe §UAo

35 x 35 ek.

Euyeviki mapaxdpnon
Tng KaAMITEXVIdag

vy poU g€ apXelakd
XapTi emkoAAnpévo
oe §UAo

35 x 35 ek.

Euyeviki mapaxdpnon
Tng KaAMITéXVIdag

ANAPEAZ BOYPAOYMHZ
Tomio, 1928
Ydatoypagia o€ XapTi
16 x 24 ek.

131071k oUAAoyn

ANAPEAZ BOYPAOYMHZ
Zeuydpia oTo mapKo
YdaToypagia kai
TEpTEpa o€ XapTi

21,5 x 28,8 ek.
181071k oUAAoyn

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
EkTUmwon peAdvng
YEKAGHOU OE apXelaKod
XapTi emikoAAnpévo
oe §UAo

35 x 35 ek.

Euyeviki mapaxdpnon
NG KaAAiTéXvidag

ANAPEAZ BOYPAOYMHZ
Zmoudij poperic

MeAavi oe xapti

14,4 x 10,5 ek.

I810TIKA oUAAoyn

EIPHNH BOYPAOYMH
Xwpic TiTA0, 2014-2022
EkTOmwon peAdvng
YeKaopoU oc apXelako
XapTi emKkoAAnpévo

oe §UAo

20 x 20 ek.

Euyeviki mapaxapnon
NG kKaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
AiaBdreg, peta To 1970
Tépmepa o€ XapTi

34 x 24,4 ex.

151071k ouAAoyn

EIPHNH BOYPAOYMH
Xwpic TiTA0, 2014-2022
EktUmwon pehdavng
YyekaopoU g€ apyelako
XapTi emkoAAnpévo

oe §UAo

20 x 20 ek.

Euyeviki mapaxdpnon
NG KaAMITEXVIdag

ANAPEAZ BOYPAOYMHZ
KdykeAa kai

AouAoudia, m1960
Tépmepa kal poAUpl

oe XapTi

27 x 17,3 ek.

151071k ouAAoyn

EIPHNH BOYPAOYMH
Xwpig TiTAO, 2021
EkTOmwon peAdvng
yeKaopoU o apXelako
XapTi emKkoAAnpévo
oe §UAo

20 x 20 ek.

Euyeviki mapaxopnon
NG KaAAiTéxvidag

ANAPEAZ BOYPAOYMHZ
Mopoij pe opumpéra
Tépmepa oe apTi

14,7 x 10,5 ek.

181071k cuAAoyr



EIPHNH BOYPAOYMH
Xwpic TiTAo, 2014-2022
ExTUmwon peAdvng
YEKAoHOU OE apyXelako
XapTi emkoAAnpévo

oe §UAo

20 x 20 ek.

Euyeviki mapaxopnon
TnG KaAAiTéXvidag

ANAPEAZ BOYPAOYMHZ
Xeipéypago moinpa
MeAdvi o€ xapri
1810TIKA cUAAoYR

EIPHNH BOYPAOYMH
Xwpig TiTA0, 2022
ExTOmwon peAdvng
WeKAopoU g€ apXelakod
XapTi emkoAAnpévo
oe §UAo

20 x 20 ex.

Euyeviki mapaxdpnon
Tng KaAMITEXVIdag

ANAPEAZ BOYPAOYMHZ
0 gmvog Tne Eiprivng,
11984

MoAUBI g€ xapTi

28,5 x 21,5 ek.
1810TIKA GUAAoYR

EIPHNH BOYPAOYMH
Xwpic TiTA0, 2022
ExTUmwon peAdvng
WekaopoU g€ apXelakd
XapTi emkoAAnpévo
oe §UAo

20 x 20 ex.

Euyeviki mapaxdpnon
NG KaAMITEXVIdag

ANAPEAZ BOYPAOYMHZ
AukapntTdg, 1950
Tépmepa oe XapTi

19.5 x 27 ek.

181071k cuAAoyh

EIRINI VOURLOUMIS
Untitled, 2022

Inkjet print on fine art
paper mounted on wood
60 x 60 cm

Collection of the artist

ANDREAS VOURLOUMIS
Market, 1951

Tempera on paper
mounted on cardboard
69 x99 cm

Private collection

ANDREAS VOURLOUMIS
Street with figures,
1950

Tempera on paper
mounted on cardboard
55.5 x 70 cm

Private collection

ANDREAS VOURLOUMIS
Rooftop of Tsakalof
street

Tempera on hardboard
50 x 70 cm

Private collection

EIRINI VOURLOUMIS
Untitled, 2014-2022
Inkjet print on fine art
paper mounted on wood
45 x 45 cm

Collection of the artist

ANDREAS VOURLOUMIS
Houses at night
Tempera on paper
30x50cm

Private collection

ANDREAS VOURLOUMIS
Apartment detail
Pencil & watercolour
on paper

17.5 x 30 cm

Private collection

EIRINI VOURLOUMIS
Untitled, 2021

Inkjet print on fine art
paper mounted on wood
30 x30cm

Courtesy of the artist

ANDREAS VOURLOUMIS
Three studies,

horse and figures
Tempera on paper

24,5 x17,8 cm

Private collection

EIRINI VOURLOUMIS
Untitled, 2022

Inkjet print on fine art
paper mounted on wood
25 x 25cm

Courtesy of the artist

ANDREAS VOURLOUMIS
Figures on street
Tempera on paper

17,3 x 24,8 cm

Private collection

ANDREAS VOURLOUMIS
Untitled

Watercolour on paper
35,3 x 25,2 cm

Private collection

EIRINI VOURLOUMIS
Untitled, 2014-2022
Inkjet print on fine art
paper mounted on wood
25 x 25¢cm

Courtesy of the artist

ANDREAS VOURLOUMIS
Service stairs,

prior to 1960

Tempera on plywood
70 x50 cm

Private collection

EIRINI VOURLOUMIS
Untitled, 2022

Inkjet print on fine art
paper mounted on wood
55 x 55 cm

Courtesy of the artist

EIRINI VOURLOUMIS
Untitled, 2022

Inkjet print on fine art
paper mounted on wood
25 x 25¢cm
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