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Anthology of Cracks
erformance+ open discussion
Monday, 30 April 2018 | 19:30
performance
Tuesday, 01 May 2018 | 20:30
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of artist Christos

of Cracks is the latest collaborative project
ing the

Delidimos and performer Nancy Stamatopoulou, examin
overlapping field of performance with ceramic arts. Initial point for
this project has been Anthology of Cracks was shaped as a study
investigating the relationships of body-movement—space-object ina
le continuum. Both artists focused in the way the artist's body

sing
functions as a tool for the production of the artistic object, while the
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performer’s body is itself the artistic object.
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g representation in Christ

a very intriguin
His remote territories often transformed into

limits of the organic and the inorganic. Christos Del
these drawings in a persistent ascesis of writing - a kind of writing
closer to matter and the intense gesture of engraving. Throughout
his practice objects and subjects are treated equally, resulting in the
creation of a vibrant surface. With a closer focus on these drawing
details, one can realise that the same writing is developed throughout
the surface, structuring a rich porosity. As such the drawing surface
is re-introduced as a skin. Taking this approach a step further, us1v33s v 3% 50QIM03QIU3 50000 31 10232U20000AVU3 01Q3X0
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flesh, unsettling the
idimos develops
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nce, the inorganic clay participates in the
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revisited amphora. In the shape of the amphora, 0
correlations of ceramics with human anatomy, the same way that the val101VANQ oml Uq00X vl 5™ - SUGOA-A3
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archetypical shape of cup is produced to replace the handful. Thus
ceramics reflect a certain monumentality of the everyday life. AML AMLAY ugauYAY aliag -aoXadquo 1034 aoXahr3 glgvolgﬁ
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During this performa

Citing back to Sigmund Freud and Anzieu Didier’s Skin E

amphora functions as a peculiar physical wrapping, an in flux
container with an inner and an outer surface. The outer surface both

stimulates and protects, while the inner on€ absorbs and creates
memory. The performer deconstructs these layers and disturbs the -0a3r133112A0 10N 013YVAO03 YA00X02LAVL
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transitional object, that undergoes differ

performance - becoming a

womb, a house, an organ, a grave. LaX327 V0N Q0M1L0VMI3
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Images (front page)
1. Feather of female peacock, 2. Blackpainted ceramic pot, 3. Fossilized shell of helix pomatia,
a caretta turtle bone, 8. Ceramic case, aliy 3 aOﬁL}QU’YgV (‘01‘-0‘716)( QOM]IDX)M]? a0l 5701/_070K63A(1_0
5010103Y3L 5l11 0A03 01 10A13 syper) 30 ASo[oyyuv soueurioydd H

hell, 6. Ink on papet, 7. Carett
high temperature white clay,

4. Limestone, 5. Oyster s
0. Ceramic mug made of

9. Natural sponge ¢rom Kalymnos, 1
11. Semiprecious Agate stone, 12. White clay ceramics (biscuit), 13 Greek shell pholas dactylus,
14. Ceramic sample in lava glaze, 15. Salt-coated root, 16. Limestone, 17. Ceramic in mediterranean
furnace, 18. Oyster shell, 19. Sedimentary rock, 20. Indonesian shell, 21. Aluminous limestone,
22. Quail egg:
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