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S.S.
I am very excited that we are having this conversa -
tion because In the Same Space is an unusual photo -
graphic project that advocates a di’erent 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 In the Same Space, which 
was also used in the text by Dionysis Kapsalis for 
the catalogue of Andreas Vourloumis“s retrospec -

CHASING TIME  
Eirini Vourloumis in conversation  

with Stamatis Schizakis

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 ”nancial 
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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�.�.
�–��� ­��� �������
�� ­�� ��
���� ���� �� •��� -
��•�, —���– � ˜�™�•� ���� ���� ����  �–
�� ˜
� ����–�� -
�� •š��—��•��� ­������� �� �­�–� ­��•����� ��� 
���•������� —�
����—–� ��� •š��—��•���� ���� -

��. �­�­�˜�
, �–
�� ��� •�™����� ­��•š­��� ��� -
���� ­�� •�� �­���˜­��, �˜•š ��� •š��—��•���� 
­�������� •��, 
� •�
��™�–�� �� ��
 �•���–� ��� 
����—˜
���� •��, ��� ������ �� ��
 ­�­­�� •�� 
�
��˜� 	��������. Œ �–���� ­��˜������ �­� �� 
­�–��� ��� ��•�•� ���� ���� ���� , ­�� �–�� ���•� -
��­���•�� ��� � ›��
�•�� ��œ���� •��
 ������—� 

��� �
��������� ˜�™�•�� �š
 ˜�—š
 ��� �
��˜� 
	�������� •�� ���  �� 2004. •� �™��� 
� ���� -

�•š �� •� ����•� �� ���•�˜
�� ��š��•��� •������ 
�� �� ­������ ˜�—� •��: ˜���� �
���•�� �� 
•š������•�� —��•��� ����œ� —�—�
��š
 —�� �•� -
���–��� ��� ­�������� �­š� The New York Times, 
The New Yorker, The Guardian, Wall Street Journal 
���  The Financial Times,  ���–š� —�� ™˜���� ­�� 
•���–��
��� �� ��
 ����
��� ����
����� ��–•� ��� 
�� •�
�������
� ­��••�—��� ��–•�. ���� ­��•š­� -
�˜� •���˜� ˜�—š
 •�� �•����™����� �� ��� �™
��˜� 
����—˜� ��� 2015 (Party Like There is No Tomorrow ), 



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 ” nancial 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 ”rst hybrid documentary feature ”lm 
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 di’erent 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 . I 
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 

international media . Before the ”nancial 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 speci”c style and your aim is to docu -
ment what is happening in real time and to inform. 
Everything is paced to režect the žow of news  
coverage . There is no room for creative thinking  
or for a conceptual approach, and after doing 
countless assignments for di’erent media I got 
tired of this language and wanted to explore a dif -
ferent kind of photography that režected 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 pres sure; 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 

”nd yourself in a more super”cial 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 di’erent eq uip -
ment, like the polaroids for Party Like There is No 
Tomorrow , or a ”lm medium format Mamiya for In 
Waiting  and The Mermaid Madonna . For In the Same 
Space I used my mobile phone . The medium of 
photography gives one the ability to be playful and 
experiment with many di’erent 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 

people . Even if photography of -fers itself as a 
medium to any kind of juxtaposi tion, 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?

� .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 grand fa
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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 �­����� �š
 ����
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 •�� ����� ������ -

��� ��� �� ��™�•������ ��� ������ ����•��� � 
������� � ������� ( � ������� � ������� )  ��� �­�
��­Ÿ•��� ��
 �™�
� š� •�
�� ��� ����
������ 
��–•�� ( 
� ������� )  �˜•� �­� �­����
–•��� �•š
�����Ÿ
 �Ÿ�š
 ����•�š
 �­���•�Ÿ
 . �–•�� �˜��� 
��� ������–•�� Depression Era , �
Ÿ ���� ��
 �­� -
�� ��������� �� ­�Ÿ�� �•������ 
������
�˜� •�� 
�� �–��� 
� 	������ ��� ��� ��������� , ˜
� ­����˜�� 
��� �™�
�� �­š� ­����­��� �˜•� �­� ��� ­��•š
­��˜� �•�—�•��� ���Ÿ
 ���—Ÿ
 ���– . •� �™��� 
� 
��� ����•��� —�� �� �˜��� •����� ˜�—� •�� ��� 
� 
�­�•�•�
–•��� �� ­���
 ���­� �� ˜�—� ��� •š�� -
��­����� ��� •���­�� �–��� �­� �� •�•Ÿ� ­��•š­� -
�� •š��—��•��� ­������� •��.

�.	 .
¡��–
�•� 
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��, ­���••����� š� •�
��—� -

����
� •š��—��•�� �� ���� New York Times . ¡��– -

�•� •��� ‰
š�˜
�� ������–��, •�� 
˜� �̂���, 
���� �� 2011 �­˜•���œ� •��
 �™�
� —�� 
� ���� -
œš ��
 ����
����� ��–•� —�� �� •�—������˜
� 
�•����–�� ���� ��� —�� ���� ���™
� �˜•� �
��˜ -
�š•��. ���
 ��š� � ����
����� ��–•� •��•�� •� 
˜
� �˜���, ������Ÿ™��� � ��–•� ��� ­��••�—���� 
��� —�� 
� ��
 ����œš ­�—� ­���˜� •��˜� •�� 
�˜••� . ��� •š����­����� �� �������
� �­� •˜
� 
�–
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� •���, 
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•��•�–
�� •� ­��—������ ���
� —�� 
� ­�� ��
•���•��� �� ���
�. O ��™��� •�� �
��
���� �� 
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 �­����� 
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�����—���  
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—�� ���•������� �˜•�, ���� � —�Ÿ••� �� �����•� 
��� ™˜��•� 
� ������
�•š ˜
� ���•������� �–��� 
•š��—��•–�� �� �­�–� ™� �
��
�����•� ����  

­�� �–��� ��� ��
 ���­� ­�� •�˜•����� . ¢™��� 
�  
­��•­�™�•š 
� ������•š �� •����
�
 —�� �˜
� 
���˜� �� ��� ��—���� ��–•��� •��
 ������, 
�  
�­���˜œš •��
 �­�œ� ��� �� •�
��•–� ��� 
� 
�
���™��
 �˜•� �­� �� ˜�—� ��� ��� ���Ÿ� ��� -

�š
 �š
 ­��—���š
 
� �•��•š ��—������� �­– -
���•� •��
 ™����, ������
Ÿ
��� �� ™˜�� �
��  
��˜ ��
��� —�—�
���� �� �

�����—��� ���­� . ‰ 
•š�� ����•��—��•–� �–
�� ��� •�
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��
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•���� —�� �� 
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��� 
��� ���˜•š
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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 afore mentioned 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 con nection 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 

he moved briežy to Paris . He was, in e’ect, 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 renown ed sculptor Yiannis Papas, with 
Yannis Tsa rouchis, 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 speci”c 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 -

duced between 1930s and 1999, con nect with the 
present but also with your own work?

� .V.
When I started this project, I was myself working 
for many assignments on the Greek ”nancial 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 

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 iden tity  
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 di rection. I now under -
stand how he inžuenced 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 un derstood the importance  
of colour and I loved observing and approach ing 
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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e’ort in what you do and that your work režects 
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 ”rst mechanical me th -
od of reproducing images from the natural world. 
Since then, painting and photography are in a  
creative conžict with often overlapping or con
žict ing aims, whereas it is a fact that the in vention 
of photography radically changed the purpose of 
painting . Even since the beginning of photo gra
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:

“…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 has, 
and many think that abstraction is about this 
ability. It is not. Abstraction is about abstract 
elements, relations.” 1 

During the last twenty years, the photographic act 
has evolved into something radically di ff erent 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, es pe-
cially in the way you worked on In the Same Space?

� .V.
There is de”nitely 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 -

ing a speci”c painting in mind and trying to ”nd 
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 photo graphy . 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.  

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 �ânerie , the art of urban wandering .

� .V.
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 ex ten -
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 
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that. He has taught my siblings and I, by example, 
how to continue this e’ort 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.
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� �š ��
 ­��� �� ��
 –��� ���­� ­�� 
��
 ˜•��­� ���–
�� ��� 
� �
�����œš �­������ 
�­� �� �
���•˜��
�� ��� �� ����� ��� . ��� ���– -

��� ����� ��� �—����������, ��—�•���� �� ˜
�
 
­�� «������������» ���­�£ �–�� •�� 
�� ��� •�—�� -
����˜
��� ­–
���� ��� ­��•­�™��•� 
� •�š ���� 
­������� —�� 
� •š��—��•�•š . �� ��
 ����� 
���� ������ ��� ˜—�
� ­���••����� ˜
�� �•����˜ -

�� �����—��. �˜•š ����� ��� �������•–��, •���� 

�� �
˜����� ­������� ��� —�� ��
 �™�
�, � �� •�˜ -
��� �š
 ��š���š
 ­�� ̃ •��­� �� �� ����� ����•�� . 
�–�� ����
� �� �� ��Ÿ��£ ����� ��� ���
 •­���� -
�� ����–�, ��
 �
��˜•���
 ­���••����� �� ��Ÿ�� -
�� ­�� ­��˜��­��
 �­� ��� �����˜� �
�����•��� 
­��� �� ­�������� ���� ��™���� . ���•­�™�•� 
�­–•�� 
� ���•��š •š��—��•–�� ­�� �­����� -
­���
 �� ���� ��� •�˜•� �� �� ��Ÿ���� ��� ­Ÿ� 
���� � •�˜•� ����•������� •� •š��—��•–� . ©
�� 
�­� ���� ��—��� —�� ���� �­�–��� �˜š ��� �š—�� -
•��� •�
 •š��—��•�� �–
�� ��� ���˜—��•� •� •�˜ -
��� ��� �•� ˜•��­�¬��–���, ��–����, ­���™��� �� 
��—����, ­���™��� •š��•�˜
� �� 
����, ���•� -
���, �����­��� �­���� •�� ­���•����
 ���¬, ���� 
�•�–��� •��
 �­���­š•� �š
 ����
š
 •�
 •�
�� -
•™������˜� ����•��•���. ���•­�™Ÿ �� �—Ÿ 
� 
��
š �� –��� . �� ��­��� �­� �� ���—� ­��•­�™Ÿ 
� 
�������—�•š ��� �•�—�•�, � ��� ­���•������ 
•�˜•�, ���� �•����š ���–š� •�� •�
�–•™��� .

�.�.
��•���š ��� •�� ˜�—� ��� �š
 ��� •�� �­����� � 
�•���� ­��™�•� ��� ­����•–�� •� ˜
� �˜���£ ��
 
�������—�–�� ����
�� �˜•š ���� �������•–�� ��� -

�•��­����� �­�•��•��­�–�•��, ���� �˜•š ��� 
­����� ��� ��•�™�•�� •� ˜
� �˜��� ��� ��� •�
�� -
•�� �� ���� �
™�Ÿ­���. ��� ��� � ­������� •�� 
��
 •�•–����� •�� �˜•�
, •�� �š—��•��� ��� •�� 
•š��—��•–� �
�–•�����, ����¬™� �­����•� 
� 
­�� ��­����¬•�� �ânerie , •��
 �˜�
� ��� �•����� 
­���­��
�•��. 

�.	 .
©�•� ����•Ÿ� ��•™�
���� . ¤�� �•��� ��
 �­��� -
­š•� ��� ��­���–��, ��
 ­��•˜——�•� �š
 �
™�Ÿ -
­š
, ��
 �–•��� •� �Ÿ����, ��
 �­���� •�•�˜��•� 
�� ���� �
™�Ÿ­��� ��� ��� ����•��•���. ���� •�� -
•�–
�� �­���� —�� ��
 ­�­­�� ��� � ­��� ���
 ��� 
­��˜���•� ��� ������ ��� . ¤�š� �•��� ��� ��
 
­���­��
�•� �˜•š ��� ���
�� ��� ��� �
����.  
 � ™���•� �
�� �˜����, �š
 �
™�Ÿ­š
 ��� ��� 
­�­­�� ��� . �˜•� �­� ���� ������Ÿ �š
��
�  
�� �
��� ��� ­�
��� •��
 ­���. Œ ­��˜��� ���, � 
��
�—�� 	���������, ˜��
� ��� ����� �� –��� �� 
��
 ���­� ���, �������
��� •����� —�� ��
 ��
—�
š•�, •��
�–�� ��� ­��•��� ��� ����–�� ��� 
­�­­�� ��� .  �
 ™�����š —�� ���� . ©����� •�  
��˜
� ��� �� ��˜�•�� ��� �� �� ­������—�� ��� 
­Ÿ� 
� •�
��–•���� ���� ��
 ­��•­�™��� ��� 
� 
­��•�����•���� ���� ��
 �����
����, ��� ����  
� ˜�™�•� �–
�� �•���š�˜
� •� ����
 . ���� �� 
�—��–���� �� �–���� ��� �� 
� �������—�–� ���� 
�˜•� �­� ��
 �—�­� ­�� ˜���� —�� ˜
�
 ���� 
�
™�š­� �­���– 
� �–
�� ���� ­��� ��
��� ���  
��
 �•��� ��
� �� �­��˜��•�� ��� �������� ���� 
��� ��
 –��� ��
 ­����, ��� ��­–�š ���� 
� �­��Ÿ 

� �� ��
š �� ��­���
 ���­� ��� •�� �����
���� 
��� �—��������� . 

�Œ �������� �������� �–
�� �­�������� 
̃ š
 
�˜ •š
 ��� ‘š��—��•–�� •�� �™
��� ��� -
•�–� ��—��� 
��  ̃ �
�� (���  ).

1	� ��
	��� ���	����•�, ���������� �������� 1938–1940 , •••�. ���••� �•���••� 
(� ­��: €‚�	��, 1999), •. 148.
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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 in trinsic 
qualities and creative potential of their medium. 1® 
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. 2®The project®In the Same Space  
is the creative e’ort of the photographer Eirini 
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 � �
�����
��� ��•��•�

���
 �•���–� ��� ��
�˜�
�� �˜�
��, � �����
� 
•�
�­���� ��� �š—��•���� �� �� •š��—��•–� ̃ ��� 
�������—�•�� •��
� —�
��� ˜��•�� —�� 
˜� ���� -
•���� ���Ÿ���� . ¤­š� •����Ÿ
�� � �•������� ��� 
�˜�
�� Aaron Scharf, «� –��� � �������•–� ��� �­� -
—š—�� �
�� �˜•�� •��� ��
�������� �
�� �����» 
�­˜���œ� •���� �š—��•��� 
� ��•�••���•��
 
���� 
�—��•��˜� •��•�•���, ���™��Ÿ
��� ��� ­�� -
•������
��� ���������•���� ­�� ­��•�������
 
•�� •š��—��•��� •�˜��� ��� ˜�š•� •���� •š�� -
—��•��� �� ��
������� 
� ������•��
 ��� �——� -

�–� ­�������� ��� ��� �������—��˜� ��
�������� 

��� �˜•�� ����. 1 ��� �˜���� ­��–­�š•� �­���� � 
�­�
�­�
��•� ��� •š��—��•���� •��—�����­��  
š� �­������
���� ����—��•�� •�� ­��–•�� •š�� -
—��•��Ÿ
 ��� ����•���Ÿ
 ��������
��Ÿ
 ­����� -
�Ÿ
 ���� �� �˜�� ��� ������–�� ��� 1950 . �­��� -
•����˜
� �­� �� �������—������� ��� �� �������� 
��•� ��� ���
š
���� ������–�� �•� ��� ��� ���•� -
���
���� �­����
�•��, �� •��—�����­� �­�•���– -
����� ��–•�� �­� •š��—��•��� ��� ����•������ 
������˜�
�� (Robert Frank, Garry Winogrand, Lee 
Friedlander, Ed Ruscha, Laurie Anderson, Andy 
Warhol, Daido Moriyama, Graci ela Iturbide ��� 



and early twentieth-century street photogra phy 
leaned towards journalism, combining ob serva-
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 be twe en the 
wars, with ¥deep memories of other places¦ or 
¥traces of their earlier life .¦ 9® Eirini Vourloumis 
challenges the gendered modernist notion of �â-
nerie, of a quintessentially white male of privilege 
and leisure . She fashions herself as a �âneuse, 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 

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 ”nd their visual analogy in the painter“s work.

Vourloumis“s photographs purposely re f
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 .10®The photographer uses 
the amateurs“ happy accidents, the in stantaneity 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 a’ords view -
ers with references to the history of street pho -
tography: a bird“s eye view of a stre et scene taken 
from a balcony recalls® André Ke rtész“s Parisian 
compositions; an image of a smoker photographed 
from above emulates Alexander Rodchenko“s 

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 inžuenced by European Impres
sionists and Post-Impressionists, Andreas Vourlou
mis“s ”gurative depiction of everyday life concen -
trated on impressions of moments, people, and 
objects, while acknowledging the picture plane 
through a žattening of perspective, o’-centre com -
positions, and fragmentary scenes, often cut o’ at 
the edges of the frame . His idiomatic treatment of 
colour was also aimed at emotional a’ect: to trigger 
emotions and memories, the painter explained .3 
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®�âneur ,®a passionate spectator equipped 

with ¥deep and joyful curiosity¦ and an ¥insatiable 
passion¬for seeing and feeling .¦ 4 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 .¦ 5® Always carrying a 
small sketchbook, Vourloumis acted, in his words, 
as a ¥hunter¦ by hastily® sketching and drawing,  
prioritising the capturing of žeeting impressions, 
light and colours, over crafting images .6® 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. 7

Walter Benjamin argued that ¥the social base 
of �ânerie  [was] journalism .¦ 8 Indeed, both �ânerie  

€€€ƒ

��� ˜
� ����� �­���, � 	��������� �
��—��•� 
(•��•š
� �� �� ��—���
� ��� )  š� «��
�—��», •�� -
�•���
��� ��� •�������
��� •��•����, �–
�
��� 
­������������ •��
 �­���­š•� �š
 �•����š
 
�
��­Ÿ•�š
, ��� •š��� ��� �š
 ��š���š
 ­��� 
•�� •����˜�
�•� �š
 ����
š
. 6 ���˜� �� ­�������� 
����•���˜� «•����Ÿ•���», �–—�� �­� ��� �­�–�� ™� 
���•���­����•� š� •�•� —�� �����—��•–�� •�� 
�����˜, �������
 �� •š��—��•��� •��—�����­�, �� 
��
 �­�•­�•������ ��� •��—���–� ��������� ���� 

� �–
�� •�
�•�� �� �� •š��—��•��� •�˜��� . Œ 
	��������� ��­�–���� �� •�˜��� ��� Ÿ•�� 
� 
�
��­–��� ��
 �­��������� ����•�� ��� ��� ��
­���˜����� �š
 «����Ÿ
 ­��—���š
», �š
 ­��� -
•��•�š
 ��� �š
 ���­š
, ���� ��
 �
���•�����
 
—�� �� �����•���� �
�­���•��•� ���� ��™����£ 
«���� �–
�� •š��—��•–�», ˜��—�. 7 
	 Œ Walter Benjamin  �­�•������ ��� «� ��� -

š
��� •�•� ��� �ânerie  [���
 ]  � ����•��—��•–�». 8 

���—����, ��•� � �ânerie  �•� ��� � •š��—��•–� 
������ �š
 ���Ÿ
 ��� ����•��� ��Ÿ
� ˜���
�
 
­��� �� ����•��—��•–�, •�
�����
��� ��
 �����– -
•��•� ��� ­�������•�� �� ˜
� ���
š
��� �
��� -
•˜��
 —�� ��� ��™�����
˜� ��­���˜����� ��� �•�� -
��� �š��. ���� �� �
���•˜��
 •��
� ��š���–•���� 
�­� ��� ­���˜�—��� —�� ��
 «���������», ��� ��� -
�����
� �� «•�™�˜� �
��
�•��� ���š
 ��­š
», � 
�� «–�
� ��� ­������� �š�� ����», �­š� ̃ ��� ­��� -
����•�� � �•������� ��� �˜�
�� Julian Stallabrass  
�
�•����� �� ���� ���—��˜��� •š��—��•��� ­�� 
�­����
�•�
 �� ���–•� ���� ��
 ��•� ­�����. 9  
‰ ����
� 	�������� ��•�••���– ��
 ˜�•��� 
��
���
�•���� �
�–��œ� ��� �ânerie , � �­�–� ���
�–�� ��� ������­��� �� ��
 ����� �
��� ­�� ���™˜ -
��� ­����� ��� ����™��� ���
� . •�š��– ��
 ����� 
��� ��� �âneuse, ��� —�
�–�� ��� •�— ��� 
�� �­� -
��� � �­�–� ­���­��
���� •���� ������� ��� �™� -

�� ��� ­��•�˜
� �� ��
 ­��������������� ���� 

William Eggleston , ������ ­���Ÿ
 ���š
 ) �� �­�–�� 
�­�����•�
 ��� 
� «�
����•Ÿ•��
 �� �š�, ���� 

� �� —
š�–•��
»£ ���
 ��� ­���� �������� 
˜�•��•�� ­�� ˜����� 
� �­����š™�– ��� �­� �� 
���•�–� �˜�
��. 2 ‰ •���� ���� ���� ����  �–
�� � 
�������—��� �­�­���� ��� •š��—��•�� ����
�� 
	�������� 
� �­����
–•�� ��� �˜���� �•�š•� ��� 
����•���Ÿ
 —�š••Ÿ
 ��� ���
Ÿ
 �š���Ÿ
 ��� ��� -

��Ÿ
 �
�•���Ÿ
, �
��­���•����
��� �� ���� ��� 
•��—�����­� �•����� •–�� �� ���� ­–
���� ��� ��� 
����•���˜� «•����Ÿ•���» ��� ­�­­�� ���, ��� �š
—��•�� �
��˜� 	��������.
	 �­����•�˜
�, ��™“ �����—–� ��� ������˜ -
�
�, �­� ���� ���š­�–��� ��­��•��
�•�˜� ��� ��
��§�­��•��
�•�˜�, � ­���•������ �­����
�•� ��� 
��™�����
�� �š�� �­� ��
 �
��˜� 	�������� �­� -
��
��Ÿ™��� •� �
��­Ÿ•��� •��—�Ÿ
, �
™�Ÿ ­š
 
��� �
������˜
š
 . ���������, � 	��������� ­��•
������� �� ­��–� ��� ����
�� �� �� •��­–�•� ��� 

­���­�����, �� ˜���
���� •�
™˜•��� ��� �­�•­� -
•�����˜� •��
˜� ­�� •��
� ��•�
��� •�� ���� ��� 
������ . Œ ����•�—���•����� �����•��� ��� ��Ÿ -
����� •������ �­–•�� •��
 •�
��•™������� �
�– -
���­�: 
� ­�������•�� •�—��
�•��� ��� �
��
� -
•���, �­š� ˜��� ���—�•�� � –���� � �š—��•��. 3 Œ 
	��������� �
����•� •�•�������� �� ™˜���� ��� 
�­� ��­–� ��� �™�
�� ��� ��� �­�–™���, •��
˜� 
������ ��� ����–�� •�
�
��•���. ¤­š� � �­š
���
����� Monsieur G, � ­������—������� �š—��•�� 
��� ��
�˜�
�� �š��, � 	��������� �­���� ˜
�� 
�âneur , ˜
�� ­�™��•�˜
�� ™����� ���­��•�˜
�� �� 
«•�™�� ��� �����•�
� ­���˜�—���» ��� ˜
� «��� -
��•�� ­�™�� 
� •�˜­�� ��� 
� ��•™�
����». 4 ���� 
��™�����
˜� �������˜� ��� ­��� ��� �­� �� �����˜ 
���, � �š—��•�� �­������•� 
� •��­��
Ÿ•�� �� 
«­�������» ��� �� «•��—��˜�», «��
 �•����� 
•��—�� ��� •�
��� ��š
 ���–
š
 �š
 •�����–š
 
­�� �­����Ÿ
��
 �� �˜
��». 5  ©��
��� ­�
�� ���– 
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show ways of recon”guring 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 a’ec -
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 žickering grace of all the ele -
ments of life .¦ 14 

�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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unorthodox camera angles; a lone fe male ”gure 
dressed in red  crosses¯ ¥decisively¦ (à 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 .11 Overcoming the factuality of the people 
depicted, of objects and scenes, what becomes 
local, personal, and esoteric to the view er allows, 
through its commonplaceness, multiple mean -
ings . This fragmented storytelling about the pas -
sage of time, memory and belonging, proposes an 
un”nished 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 -

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 ”gures 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 
in terest 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 .12 Their pairing instrumentalises the tension 
between the distinct ¥regimes of expression¦ to 
propose what the philosopher Jacques Rancière 
described as ¥the pensiveness of the image,¦ which 
”nds its niche between the ¥operative character of 
art and the immediacy of the image .¦ 13 ®

In the Same Space juxtaposes two representa -
tional media and their distinct visual languages to 

€… €‡
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Illustrations for  Secrets of the Swamp
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Study, self portrait
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Studies on how the eye sees: Eyes closed
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Figure, 1959
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Balcony with red armchairs , 1963
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Window
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Landscape, 1928
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Andreas Vourloumis 
Couples in the park
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Figure study
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Untitled , 2021



ƒƒ€

�
��˜�� 	���������  
	��•� �• ��•�­€�

Andreas Vourloumis 
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� Handwritten poem
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1910 ��� ­˜™�
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��������•� •�� ���š
���, �
Ÿ ��������•� ��—� -
•����� •�� ��—����� . �–�� ­�
�� ���– ��� •����š -
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Ÿ ­��� •���
���� ���
 ��� � 
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�™��� ��� ��—��š•� 
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 �™�
� ��� ˜��� ����
��� ��� �
��
�•���� 
����—š—�. �­����•� •�� Parsons School of Design 
��� •�� Columbia Graduate School of Journalism 
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������� •�
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� 	�������� 
˜��� •�
��—�•��– š� •š����­����� �� �•����–���, 
­�������� ��� blog, �­š� �� The New York Times , 
The Guardian , The Wall Street Journal , The Financial 
Times, ���–š� —�� ™˜���� ­�� •���–��
��� �� ��
 
­��••�—��� ��–•� ���� ��� ��� •�
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 ������ . �
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 ��� ­������•�
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•š��—��•�Ÿ
 �­� ��� �™
��˜� ����—˜� ��� 2015, 
Party Like There is No Tomorrow , � •š��—��•� ��� 
•�•����•��� ��� ��™�•��������� ��� ������ 
����•��� «� ������� � �������»  �� ��
 ­��••��� 
�­����� ����
�•�Ÿ
 •�� ����� ������
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Mermaid Madonna , ��™Ÿ� ��� � ����—��•� ��� 
�™�
�� š� •��
���� ��� ����
������ ��–•��, 
� 
������� . ‰ 	�������� ˜��� ��™˜•��, ������ ���š
, 
•�� Bozar •��� 	���˜����, •�� Martin Gropius Bau  
•�� 	����–
� ��� •�� 	���•�� 	••����  •��
 �™� -

� .  � ­�Ÿ�� ��� •�•�–�, In Waiting , �����•���•� 
�� 2017 �­� ��
 —����
��� �������� �–�� Hatje 
Cantz . ‰ 	�������� �–
�� �˜��� ��� ����
���� 
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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 ”lled 
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 ).

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 inžux of immigrants to Skala 
Sikaminias and the In 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 ”rst 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. 
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†•� ‚���•†�‡�•
��

� 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•���o  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��  

�����Έ�� ������ Ύ�Η�  
�•��•�� �� 
��
 
�•�
  
�
�†�Š	�‘„� ‚�• ����Œ•  
•• ‡�	†„  
30 × 19,8 •‚. 
�
•‹†•‚­ •����Š­

����Έ�� ������ Ύ�Η�  
�•‚���Š	’‘••• Š•� †�  
�

 ���
��� 
�� ���
��  
�•�’�• •• ‡�	†„  
30 × 19,9 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2104–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
€����
�����
 �
��  
‚����
 , 1970 
�
�†�Š	�‘„� •• ‡�	†„  
22 × 15,5 •‚. 
�
•‹†•‚­ •����Š­

� 
����Έ�� ������ Ύ�Η�  
�•��•	, 

�
�•����•���
��
  
����Œ• ‚�• �
�†�Š	�‘„�  
•• ‡�	†„  
34,7 × 25,5 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��  
 
 
����Έ�� ������ Ύ�Η�  
����
� ��
 
� •�� ���•��  

� ��
�: ��
�
 �����
�   
���••	� •• 	�‰…‡�	†�  
29 × 22,4 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•���o  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

 
����Έ�� ������ Ύ�Η�  
ƒ��
����• �
�� „������,  
„
���
��� , 1964 
�
�†�Š	�‘„� •• ‡�	†„  
19,6 × 27,5 •‚. 
�
•‹†•‚­ •����Š­

�

 

�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

����Έ�� ������ Ύ�Η�  
����	 , 1959 
���••	� •• ‡�	†„  
24 × 17 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
�•�
�  
�
�†�Š	�‘„� •• ‡�	†„  
33,7 × 23,8 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•���o  
•• •���  
30 × 30 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

 
�����Έ�� ������ Ύ�Η�  
�•
��•�� �� �•������  
•�����•��� , 1963 
���••	� •• ‡�	†„  
19,4 × 23,3 •‚. 
�
•‹†•‚­ •����Š­  

 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
25 × 25 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
�����Έ�� ������ Ύ�Η�  
…
������   
���••	� •• ‡�	†„  
10 × 11,3 •‚. 
�
•‹†•‚­ •����Š­  

 
������Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
25 × 25 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
„
�
����   
�’
• •• ‚…�†	� •��‚�  
45 × 35 •‚. 
�
•‹†•‚­ •����Š­

� 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
35 × 35 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
35 × 35 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��  

 
����Έ�� ������ Ύ�Η�  
•�•�� , 1928 
�
�†�Š	�‘„� •• ‡�	†„  
16 × 24 •‚. 
�
•‹†•‚­ •����Š­

����Έ�� ������ Ύ�Η�  
�������
 �
� •����  
�
�†�Š	�‘„� ‚�•  
†��••	� •• ‡�	†„  
21,5 × 28,8 •‚. 
�
•‹†•‚­ •����Š­

� 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
35 × 35 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
�•��•	 ����	�  
�•�’�• •• ‡�	†„  
14,4 × 10,5 •‚. 
�
•‹†•‚­ •����Š­  
 
 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
•�
��
�� , �•†’ †� 1970  
���••	� •• ‡�	†„  
34 × 24,4 •‚. 
�
•‹†•‚­ •����Š­  

 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
����Έ�� ������ Ύ�Η�  
„�����
 �
�  
�����••�
 , •.1960 
���••	� ‚�• ����Œ•  
•• ‡�	†„  
27 × 17,3 •‚. 
�
•‹†•‚­ •����Š­

� 
�������Η  ������ Ύ�Η  
����� 
�
�� , 2021 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
�����Έ�� ������ Ύ�Η�  
����	 �� ��•���
  
���••	� •• ‡�	†„  
14,7 × 10,5 •‚. 
�
•‹†•‚­ •����Š­  
 
 

� � �  � �•Š Ω




�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art  
paper mounted on wood  
60 × 60 cm 
Collection of the artist

 
�ANDREAS VOURLOUMIS 
Market, 1951 
Tempera on paper  
mounted on cardboard  
69 × 99 cm 
Private collection

�ANDREAS VOURLOUMIS 
Street with figures , 
1950 
Tempera on paper  
mounted on cardboard  
55.5 × 70 cm 
Private collection 

 
�ANDREAS VOURLOUMIS 
Rooftop of Tsakalof 
street  
Tempera on hardboard  
50 × 70 cm  
Private collection 

�EIRINI VOURLOUMIS 
Untitled , 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
45 × 45 cm 
Collection of the artist

 
�ANDREAS VOURLOUMIS 
Houses at night  
Tempera on paper 
30 × 50 cm 
Private collection 

�ANDREAS VOURLOUMIS 
Apartment detail 
Pencil & watercolour  
on paper 
17.5 × 30 cm 
Private collection 

EIRINI VOURLOUMIS 
Untitled, 2021 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Three studies,  
horse and figures 
Tempera on paper 
24,5 × 17,8 cm 
Private collection

�EIRINI VOURLOUMIS 
Untitled, 2022 
Inkjet print on fine art  
paper mounted on wood  
25 × 25 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Figures on street  
Tempera on paper  
17,3 × 24,8 cm 
Private collection 

�ANDREAS VOURLOUMIS 
Untitled 
Watercolour on paper  
35,3 × 25,2 cm 
Private collection

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
25 × 25 cm 
Courtesy of the artist

ANDREAS VOURLOUMIS 
Service stairs,  
prior to 1960  
Tempera on plywood  
70 × 50 cm 
Private collection

�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art  
paper mounted on wood  
55 × 55 cm 
Courtesy of the artist

�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art  
paper mounted on wood  
25 × 25 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Figures on street, 1964 
Watercolour & pencil  
on paper 
18 x23 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Rooftops 
Watercolour on paper  
27.7 × 19.5 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art 
paper, mounted on wood  
30 × 30 •‚. 
Courtesy of the artist 
 
 
ANDREAS VOURLOUMIS 
Balcony, 1956 
Watercolour on paper 
35 × 24 cm 
Private collection 

�ANDREAS VOURLOUMIS 
Clothes hanged to dry,  
1962 
Oil on cardboard  
28 × 39 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm. 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Rooftops 
Ink on rice paper 
21.6 × 28.9 cm 
Private collection

�ANDREAS VOURLOUMIS 
Figure, 1978 
Pencil & watercolour  
on paper 
39 × 29 cm 
Private collection 
�  

EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Agistri 
Tempera on paper 
47,8 × 70,5 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
45 × 45 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Sunset in Aegina, 1990 
Pastel on paper 
22,5 × 33 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm  
Courtesy of the artist

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood 
30 × 30 cm  
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Studies of three  
landscapes 
Watercolour &  
pencil on paper  
30 × 19,8 cm 
Private collection

�ANDREAS VOURLOUMIS 
Illustrations for  
Secrets of the Swamp 
Ink on paper 
30 × 19,9 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�EIRINI VOURLOUMIS 
Untitled , 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Sunset in Aegina, 1970  
Watercolour on paper  
22 × 15,5 cm 
Private collection 

� 
ANDREAS VOURLOUMIS 
Study, self portrait  
Pencil & watercolour  
on paper 
34,7 × 25,5 cm 
Private collection 

	
EIRINI VOURLOUMIS
Untitled,  2022
Inkjet print on fine art
paper mounted on wood 
30 × 30 cm
Courtesy of the artist

ANDREAS VOURLOUMIS 
Studies on how the  
eye sees:  
Eyes closed 
Tempera on rice paper  
29 × 22,4 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled , 2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

� 
ANDREAS VOURLOUMIS 
Interior in Kifissia,  
Summer, 1964 
Watercolour on paper 
19.6 × 27.5 cm 
Private collection 

�� 
�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

� 
�ANDREAS VOURLOUMIS 
Figure, 1959 
Tempera on paper  
24 × 17 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

�� 
ANDREAS VOURLOUMIS 
House 
Watercolour on paper 
33.7 × 23.8 cm  
Private collection 
 
 
EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
30 × 30 cm 
Courtesy of the artist

� 
ANDREAS VOURLOUMIS 
Balcony with red  
armchairs, 1963 
�empera on paper 
19,4 × 23,3 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
25 × 25 cm 
Courtesy of the artist

� 
�ANDREAS VOURLOUMIS 
Window  
Tempera on paper  
10 × 11,3 cm 
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
25 × 25 cm 
Courtesy of the artist
�
 
ANDREAS VOURLOUMIS 
Canary  
Oil on plywood 
45 × 35 cm 
Private collection 

EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
35 × 35 cm 
Courtesy of the artist

� 
�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
35 × 35 cm 
Courtesy of the artist 

 
ANDREAS VOURLOUMIS
Landscape, 1928
Watercolour on paper 
16 × 24 cm 
Private collection

� 
ANDREAS VOURLOUMIS 
Couples in the park 
Watercolour &  
tempera on paper 
21.5 × 28.8 cm 
Private collection 

� 
EIRINI VOURLOUMIS 
Untitled, 2022 
Inkjet print on fine art  
paper mounted on wood  
35 × 35 cm 
Courtesy of the artist

� 
�ANDREAS VOURLOUMIS 
Figure study 
Ink on paper  
14.4 × 10.5 cm  
Private collection 

�EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 cm 
Courtesy of the artist

� 
�ANDREAS VOURLOUMIS 
Pedestrians, after 1970 
Tempera on paper 
34 × 24,4 cm 
Private collection  
 
 
EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 •‚. 
Courtesy of the artist

� 
�ANDREAS VOURLOUMIS 
Fence with flowers, 
c.1960 
Tempera & pencil on 
paper 
27 × 17.3 cm 
Private collection 

� 
�EIRINI VOURLOUMIS 
Untitled, 2021 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 cm 
Courtesy of the artist

� 
ANDREAS VOURLOUMIS 
Figure with umbrella  
Tempera on paper  
14.7 × 10.5 cm  
Private collection 

 
EIRINI VOURLOUMIS 
Untitled, 2014–2022 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 cm 
Courtesy of the artist

��ANDREAS VOURLOUMIS 
Handwritten poem 
Ink on paper 
Private collection 

 
EIRINI VOURLOUMIS 
Untitled, 2022 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 cm 
Courtesy of the artist

�ANDREAS VOURLOUMIS 
Eirini’s sleep, c.1984 
Pencil on paper 
28.5 × 21.5 cm 
Private collection 

� 
EIRINI VOURLOUMIS 
Untitled, 2022 
Inkjet print on fine art  
paper mounted on wood  
20 × 20 cm 
Courtesy of the artist

� 
ANDREAS VOURLOUMIS 
Lycabettus, 1950 
Tempera on paper 
19,5 × 27 cm 
Private collection

LIST OF WORKS�����Η  ������ Ύ�Η  
����� 
�
�� , 2014–2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

� 
�����Έ�� ������ Ύ�Η�  
�••	…Š	�‘� •�„•��  
�•�’�• •• ‡�	†„  
�
•‹†•‚­ •����Š­

�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

 
����Έ�� ������ Ύ�Η�  
� ••��� 
�� ƒ��	��� , 
•.1984 
����Œ• •• ‡�	†„  
28,5 × 21,5 •‚. 
�
•‹†•‚­ •����Š­

 
�����Η  ������ Ύ�Η  
����� 
�
�� , 2022 
�‚†�•‹•• �•�’�•�  
—•‚�•��� •• �	‡••�‚…  
‡�	†„ •••‚���•����  
•• •���  
20 × 20 •‚. 
��Š•�•‚­ •�	�‡ˆ	•••  
†•� ‚���•†�‡�•
��

 
����Έ�� ������ Ύ�Η�  
 ��
��

•� , 1950 
���••	� •• ‡�	†„  
19.5 × 27 •‚. 
�
•‹†•‚­ •����Š­
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