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olo (Un@ed). 1997 
ol nails lor Cristina, fingernails , leather and nylon 

11111 Cri di Giona e lui con Martina, Mica/ e Rapa Nui e Teo 
fllllo un bellissimo castello per il vecchio lzzos (Together 
·s Cri and him with Martina, Micol and Rapa Nui and Teo 

a beautiful castle tor old luos), 1997 
Visual Rave, Spazio Umanitaria , Milan 

l'lffllonte (Piedmont Emotion), 1999 
-• Palauo Re Rebaudengo, Guarene d'Alba, Cuneo 

"f 

➔ In camera caritatis, 1999 
Courtesy Museum in Progress, Vienna 
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I 
'\". 

roberto cuoghi lt's neither performance nor disguise. Perhaps it can simply be ·:;, 
defined as a silent, everyday practice, on the margins and yet coinciding perfecu, , ' 

,,,.. 

with life. · · 

He put on forty kilos, he bleached his hair, he grew a long beard, he wore ~ 
father's clothes as if they were a second skin, to the point where he discovered , 
that under them there had appeared the body of a twenty-seven-year-old looking at 

least twice his age; like that of his father. He has chased and overtaken time, bridg­
ing a gulf, choosing to be like he who had generated him, drawing as close to h1s .~: 
origins as he possibly could. Together with his physical appearance, his way of lite • 
has changed, his way of relating to the people and the world surrounding him. He's ,t· 
no longer able to bend easily, has to cope with continuai health problems and finài , ,i 
it more difficult to meet his father who in the meantime has fallen seriously ili. 
Rather than a mirror, it is the gaze of those close to him that reveals his own image •i 

to Roberto Cuoghi. In particular the attentions of his fiancée Alessandra who, w1th _·'. 

daily gestures and words, as well as the portraits she creates, reminds him of how ~~ 
old his body has become. He is now distancing himself from that image, at first • 
idealized and then made concrete. He is now distancing himself from that life he 
never wanted to freeze in a work of art or a photograph to exhibit. Roberto Cuoghj 
refuses to allow what he is going through to be turned into some kind of a spec• 
tacle. And it is those who meet him, frequently by chance, who find a reason li) '. ,· 
reflect on the image he embodies. He doesn't leave many traces nor does he take · 
off his skin when he goes to sleep. He continues with his own life and in the mean-,:, 
time searches tor others. This is how he lowers himself into the world, apparenuy · 
wearing somebody else's glasses to observe what is happening to him. ·' 

This was what he literally did some years ago. Fora number of days, in fact, he wore 
a pair prisms mounted on welder's goggles that allowed him to see the world aver• • 
turned by 180° throughout the day: catching the bus, going to school and even ; 

drawing; as if reproducing an overturned world while being subjected, of course, to i 
considerable physical trials. During this grueling exercise, Cuoghi wrote brief note5 / 
that are in effect evidence of his experience. In these metamorphoses what i5 :i 

I 

assumed is a provisional identity capable, in its alteration of a "normai" perceptioo · .. 
of the world, of underlining through contrast the non-variable part of ourselve5. · 
Cuoghi's work is an exercise in alienation, a stepping out of himself while stili : 
remaining himself, through an elaborate and dramatic testing of his own faculties. ~ 

When tor eleven months he allowed his nails to grow, he attempted to conduct a · 
normai life while making it more complicateci to touch anything whatsoever. He mcd-,. 

ified his own tactile capacity and immersed himself in a world that for him had ~ 
become almost intangible, obliging him to develop a diverse sensori al response. N. . 
the end of the experiment all that remained were further notes and a necklace ol :­
nails, relics of a period of life, materiai tor an eventual archaeology of his existence. · 
In Camera Caritatis is instead a work published in the widely read Austrian dail) ~ 
paper Der Standard. Collecting the opinions of critics and artists, Cuoghi createo . 
a map, writing the names of the protagonists of the world of art in no particular ', 

order but in fonts of dimensions proportional to the presumed importance of eacn · 
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figure. This cruel game of inclusion and exclusion reflects a reality corresponding 
to commonly held opinion. But it is in the opinion of others that things and actions 
are made concrete. lt's ali simply play and puerile fun, a construction of imperma­
nent sand sculptures with no purpose if the memory of others does not intervene 
to safeguard our existence. And there is no work of art to be made and exhibited, 
but'a life to be lived ever removed from oneself and that proceeds only in the gazes 
of the people encountered. GM 

Roh1!rto Cuoghi 

8om in Modena. 1973 
LM!s and works in Milan 

Selected exhibitions 

1)00 
Fuori Uso 2000 - The Bridges, Lungo 
fiume Sud, Pescara 
Trends: Milano, Salara, Bologna 

Guarene Arte 99, Palazzo Re 
Rebaudengo, Guarene d'Alba, Cuneo 
Project Globale Positionen, Der 
Standard, Museum in Progress, Vienna 

LAB 12.2 - T.I.N.A. (There fs No 
Alternative), Viafarini, Milan 
Visual Rave. Spazio Umanitaria, Milan 
Spazio Aperto, (with Alberta Pellacani}, 
Galleria d'Arte Moderna, Bologna 
,, ,., 
Orizzontale/Verticale, Palazzo della 
Prefettura, Modena 
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youth 

roberto cuoghi 
chb) È uno strano ncontro (luello on Rob rto Cuagh1 ed e dtffi I ri .. ord re che dietro quello sguardo serioso e quell'aria rlspctt bi 

da uomo d merza ota ,1 nascone! in ece un ragazzo non ancora trentenn~. Potrobbi,, s rnbrarc un gioco o u11a performanco, ma in 
realt;i si tr tta sempllc ente della sua v ta onnai msc,ndibr e dal gesto art stico". 
G1a d.ii $UOi primi lavori Cuoghì focahzza attenzione sul propno c.orpo e sui dtffor oti h1rcl!i percett v1 che piccoli cambiam nt rovo 
umo, verso se stesso e v,; r o glr altri Dall'rndossarc un p lo d occhiali con lenti che rnm;trct o ,1 mondo I rov ,;ci , tentando di con. 
durre una vita normale, al farsi cresrcre unghi fino a nm n r impedito nei movimenti; ,embra che Cooghl vog a tenNe I d1 tan.zc 
da quello t.h b erre ndil. Quando pNo la vita q.iotldmna vien cosi direttamente coi ... orta parlare d'arte è improprio e restr1tt vo. La 
questione arthtì.!a trascende da queste azioni, c;~e nascono invece p:ù da c .. igcnze persona• eh dal desiderio d1 stupire i pror,ri interlocuton 
Quando aleu anm fa Rob!rto Cuogh1 11. iniz ato portare gli a liti del p dre, a decolor rsi I capelli per f rii diventare blanc.h1 a farsi 
c.rescere I barb.l e ingrassare, non avrebbe m i immaginato d1 dare un svolt. irrevocabile alla sua esistenza; ha accelerato Il pro­
cesso naturale l'.11 C"r -;cita e d'invecc.h amento, attn uendosi nel g•ro a, pocln me i almeno una ventina d'anm m p: Gravato o da 
alcuni "chrh d troppo d I pnmi acc1acch dovuti all'età, a qu sto punto non e più pos ibile per lui tornare lnd etro Soprattutto $Ono 
cambiati i suol rapporti con le persone· , giovani non lo con51dNa110 pru un ragazzo, mentre i p,ù an::wm1, pensando dì trovare U"I coc• 
taneo, glt attribuiscono anni di m morra e • !r realtà non '°la mal vissuto. 
L manca• appart•nenza alluno o a.I' ltro gruppo, c;os1 con e l'a senz.1 d, un età aef1n1ta lo fa vNere costa emente in una c;orta di 
"confine" Co:ne per il ti tratto Cìt Oo a11 Gray la sua immagine • tenore e destin.atò lovecch re. mentre il suo corpo matura b 1091-
camen e attr v rso u l co ,tante dJal m , che r nde pero la su vita densam nte unt<:a 
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ROBERTO CUOGHI 

COMUNICATO STAMPA 

Gli ultimi lavori di Roberto Cuoghi sono esposti dal 29.09. al 30.1 O. presso la Galleria Massimo De 
Carlo, dal martedì al sabato, dalle 12 alle 19,30 in Viale Corsica 41 a Milano. 

Cuoghi presenta sette quadri realizzati con una tecnica complessa e stratificata che utilizza svariati 
materiali (pennarelli, retini, china, pastelli, pantoni, spray, smalti, carboncino) su due supporti 
principali: il vetro e gli acetati. 

La sovrapposizione dei materiali e dei supporti suggerisce un riferimento alla grande tradizione 
disegnativa e pittorica italiana, riletta in chiave contemporanea. 
Gli strati di acetato e vetro nella loro trasparenza svolgono una funzione analoga a quella che, nella 
pittura, svolgono le velature ad olio. Come in una sorta di coltura in vitro i materiali, il disegno, fanno 
apparire i soggetti più tipici con diversi gradi di astrazione. 

Questo modo di procedere, per sovrapposizione di campi, contribuisce a creare una sensazione di 
grande profondità e allo stesso tempo di leggerezza permettendo a Cuoghi, che lavora utilizzando 
superfici riflettenti, di far emergere mediante la sapiente combinazione di sagome di varia opacità e 
trasparenza, figure di grande chiarezza e di intensa pulizia formale. 
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Roberto Cuoghi 
ALISON M. GINGERAS 

lllsptp=~-c...,, .. ..__, 
M IM , fflOG. Pho'o· Ja-no•~ 

0ploslt1 pag,, to, lell llobollo 
Cuofhl, ettlflld, Zt03,pen ,charJOal 
on t'aclnt oacer. S:>ra'I .alnt. 11'181\el 

ink, narke,, bssue ,ape1. endacetlte. 
~OK•~)~• nic,t n..m o.....,._, 

11Dt111M, 2J03, pen<il on lraoag -
eoamd, spey polnt, llln<tr , cl'allc. 

Mrl ar~~ m NW.=-t.-dlH, w N 1a1• 
Eott0!11 · 11- • Cu<Chl, llnt-, 
iil:VOt1 1erucu11:r Prut. .1., x .l\. ')I ~. 

111 AATFOIIUM 

B ul yuu luuk ~" you11!: !" mi11ln seem an incredi ­
bly mdc lhlni; to oay if wd to • thu:ty-onc ­
ye.r-o .d. '!:" et Jp<lll meeting Ro~ert:, Cuoghi for 

the fust t me last February. thls appartnr lnlll' pas w1~ 
forgi\able. Afterall, I was expecting t,) meet the artist 
who, 1s astu::ler,; atMilan's Accadema d: Bdle Arti di 
Brera in c.993, decided th~t h~ would "becomc" his 
father. JJunng the next ;even years, Cuoglu Embirkcd 
uu a ia<lh:al quest to aa:eltrate ht agc, assuming che 
cldcrly rrnn', physi::al •ppcarancc, rnanncrùm~, and 
dre55. H.: weigltt 5Neled to ;08 poands, he grew a 
beard dyed •is hairgrev, a'ld develored ~hronic hag~ 
ur.der his eyts, not to mention attendine health ~roJ­
lems. Without the help of malcMJp or Orlan-csqu~ su-­
gical nterve1ticn, Cuoghi-to borrow a tmn fro11 
queer discoUJSC-CODVl11Clllgly ·prused" as a man m hls 
rnxhmits. (Onl! very recentlyhashe :,egim IO rcvene 

this agin~ pmcess; ,eru:e my SUiprise at his "yoanger" 
fook.) When stopp ng for brl'!1kfast in a Mil:mese café 
or rll!lillllg errands m locai shops, he rece1ved tbc lcnd 
uf u ,rte,ia resecvd for a gnnq,ar:m . H.s actlons 
runountcd te a strargc rctcllinj! of O<:Jipus Rex. Lutcad 
o' lcilling hi• fatlier , Cuoghi :>Fpropri,ted his ìdentity. 

The ~rtist's refi.sai to 'rame his andemkine a, a 
work of art is as provocathe ai his willinJ<lle to aban­
don hls youth. Establ1shed para:ligms, as che artist 
rusects, :mdermim th:: ful exrent of lis md~avor: 
-rerbnnance u IIlSmuaces roo m:11y :heatncal asoci ­
a1iurr.. "Budy an- is far rno 11ar10w; lt exdudes rhe 
p,ychological and ~:,cio.logicaldimcrujom ol Cuoglù'l 
met"m01ph0<k Ile C:tteJ term "livmg,;culptqre' Ì• 

tco fctist.istic; Cuoihi nev~ put hmstlf m ~ Gilhm & 
George~tyle pcdestal. In the 1bscncc of a p:ee.xistii.11; 
megory to define thLS episode of hi: life (a.,d worlc), 
then, the art5t characterizes it 1s a "trmsformation. • Ir 
migh: even be s1id that -riansfonnanon " 1s Cu)gh1's 
p1dc:!1c:Ù mc<liwu. Wliilc: Ms crle~-ck practi.ct inroh-es 
digitc.I a11im1tìcn, comìc -l,ook illu,trati:,n, dr.nving, 
p2inring . pbotcgn,phy. :tnd text, Cuoi;hi', prim,:.ry 
activi;y ii th: alteration of the ex;,eriences. rep:esm­
trLiors, ood c,q,ectatioas of d:iily Lfe. Accordingly, as­
regarJing the art world's runent taste for lll thlngs 
ptrfonnaive, Cuoghl never p,odJce:I any com:nodi­
fa.ble relics or emi~itable docummtation oflus expe­
ricncc., 34Yc:, fcw ~uap~hvt::;. 

Y Et unlilu currer:t bienniru dru:fugo Tino Schg,I n.,d 
S1 l"',fJ,.,,, C'unghi'ç reft>sal ·o fl"M•~ ma,eri..l ,utifacu 
h.s notlmg to do with :halleni:int: cht an econcxny or 
imtit11.tio1al ;ystems. His r~cning ismuch more spe­
cilìc; this resistance is not 1 generai, Jriving pri.-tciple 
o1 his oeuvrc or abwt !takng out an 1deological po,i­
cion. Theprocess ofbecomlnghls fatrer lnvdvcd su:h 
cxtrc01c •dj~su11cui, lu l.,utl, lù, py1.hc •u<l phy~iqJe 
th:it merely recocding these co:nplcx chnngc, through 
vimal or r .. J<tn~I m,,,l,.. wn11H 11ltim:>tely h•ve been 
re:luctivc. In this way, Cuogli elitends 1he legacy of 
'7:,s artiHs vho assumed alternative identities, lite 
Eleanor Antm, :..ym Hershnun, Co,ey Fanni Tutti, 
and Adnan fipe:. His "trar.sfonnaion" was not do,e 
for a !pedflc audience a to prc,vc a single poilt (about 
aec, e;ndcr, da'", or racc). ::>nly b~ livint; wid, Otu~lù 
di.ring thc scvcn yeorç cou d on.e grtt.1' thc full cxtcnt 
ofhi~ r:id cal mt'r~m'>rp1ns s ll11rrnro ~né •necdoteç.­
as opposed to p:1ongnphs ard relio-are tlmost all 
tlut remcin from his idcntity switch. 

In tnts orgo1,,g ser/es, ;vritars are inv,ted to /()trodu;;e 
ttr.:t worl< ]fartls,s ar rna Dfl;tmmg orrne.rcueers. 



Before fully articulaung his notion of transforma • 
tton, Cuoghi's earl1est works often cook. the form of 
~enduranc:e picces," whic:h involved more temporary 
conditio:1s. One such work, 1997s li coccodeista-a 
uonsens1cal tcnn that chymes with "cubista" uc 
"futw:i.sta"- <mtailed his wearing a prur of gogglcl; that 
severely distorted his vision for five consecutive clays. 
Replacing the normai lenses with Pechan prisms-an 
optical dcvice uscd to invert and ceverse images­
Cuoghi was barcly able to walk, !et alone function 
nonnally. To -record" the effects of his self-1mposcd 
handicap, he Jrew a saie, uf ,elf -portrrulli and wroce 
aneçdotal poems in ru, Antonin Anaud like scrawl. 
Cuoghi's ta<tf' for realiry-shifting txperim<"ntation 
might cl.1irn ics paterniry in the activities of Raymond 
Hains and Jacques de la Villeglé. In the early 1950s, 
this Nouveaux Réalisces duo began making pho ­
cographs, films, aod text p1eces by replaang either the 
camera lcni, (Hypm,$U"'-U/1e, 1952) or their own spcc:­
tades (Lumttcs en vcr,c cannelé, 1957) with ribbcd 
gbss . Like Haim and Villeglé, C:uoglu seek< to deform 
his experience of realiry as well as disturb 1he mimetic 
representation of the "real.n Cuoghi see1ns ro incarnare 
Hains's rcvolutiooary dedaration: "Artists :tre lcaving 
the creatton of art to become abstractioos pcrsonified." 

The Goodgriefies, 2.000, a five-minutc film, relo­
cntes the notion of "personifi«i abstraa:ion• from thc 
artist's nwn body In rhe canoon world . In an ani­
mated vcrsion of cadavre exqui.s, Cuoghi dissected, 
shuffled, and rccomposcd characters from Pean11ts, 
Scooby-Doo, South Park, Popeye, The S,mpsons, The 

Openings 

The process of becoming his father involved such extreme adjusr­
ments to both Cuoghi's psyche and physique that recording these 
changes through visual or te""-'tual modcs would havc been reductive 
S11111rfs, and 71,e Flintstones ro creare a cast of distucb­
ing hybrids. Synched to a catchy jazz sound track, 
Cuoghi's creatures at fust humorouslr parade across 
the screen as if to tlaunt their abcrrance. Quiddy pro­
grcssiog !rom thc innocuous to thc horrifi,;, che 61m 
crcscendos as Cuoghi'• 30Ìmated ru.on;trosities begin 
to decay-they fa.>t. bclc:h, b!eed, piss th.emselve~, and 
decompose. The mora!: Not all transformarive cxper· 
iments have h.-ippy cndings . 

Even wben his work takes a form that is less nar­
rative driven, Cuoghi's quest for other tealities pre• 
vails. For his fìrst solo cxhibition at Galleria Massimo 
de Ou:lo in :z.003, Cuoghi invented a111 unusual pictor 
ial cechnique to make a <eries of exquisire c!rawmg~. 
Combining pencil, ink, charcoal, paste~ marker, spray 
pai:11, and vami,h, cach of Cuoghi's chiaroscuro 
drawings ~emerge" from the layering of numerous 
scmitransparcnt shcets of acetate and tracmg paper 
1ha1 are fouuc<l bt:himl gla,, . Frar,1m:nt, uf an image 
progressively build up to form a wholc. The intcrplay 
nf np"'}u• :tnd tr~nsparent matt'rials prodllce<l an 
cene optical effecc, ùnitatin11; thc spcctral qualities of 
a daguerrocype. 

Paradox1cally, Cuoghi applied his fetishistictnethod 
to the most gcnenc subJccts, such as an old-fashioned 
record player and a uee tnink. Two uncitled ponraits 
feamred in thc show dcpict an oldc:r man md wollllU\. 
DrI!'ite tht' incrediblr amm ,nt of derail, it is impos<i­
ble to decipher anyrhing :ibout the identity of e ,ther 

sitrer or about the era in w\uch they livc. Whilc the 
medium of drawing m.ight secm disconnected from 
rhe rest of his practicr, there is a rnetaphorical con­
nection between Cuogbi 's real-life rransfonnation and 
1hc: peculiar v1sual effects produccd by his drawing 
technique . His unique layerms pwces• tr4nSforms tbe 
depicted objecr or person by srripping thl' .subject of 
irs individuai amibures while simulraneously giving it 
an auratic glow . The preciousness of Cuoghi's rech­
oique leuds tl1e subject a presence that is both haunr­
ing and soruewhat unsettling. lf Cuoghi cealizcd he 
r..-ould uot vi>llally repre,eu c his u " ·n tr,m,formatìu11, 
he found a meam to memphocically suggest its force 
rhmuch h,~ dr:iwings. 

just like with his art , Cuoglti's pecsonal transfor­
mation is ongoing. H1s most recent self-portrait, 
Untitlcd, 2.005, takes the fonn of a 3-D image-made 
usmg a techmquc called leuocula.r 1maging. JJisplayed 
ou d,e <lour uf the Wrong Ga!Jery in Nt:w Yurk City 
this past March, the work still ponrays Cuoghi as an 
old man . His ponly fuce, secn in r..-lief, is compos~d of 
an Arcimboldo -likc assemblage of toys, dolts, and 
tchotchkes . For Cuoghi, lus American debut was an 
opportunity 10 focmally say goodbye to his otd self. 
~\l(lbat are you going to do now?" I as!led lum. "!,urely 
you can't go back to who you were beforc." "No, 
y-0u'rc right," hc dcadpanncd. "l'm nansforming into 
something el~e: a young, international artìst ." O 
Alu,on M Gt.n;ccru n: '1ft md~ctu cu.ntoc lr,'11:" 1n hns tnd New ': ock. 
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ROBERTO CUOGHI lasst sich so 
schnell in keine kunstlensche 

Schublade stecken. Mal malt der 
32-jahrige ltaliener, der in Mai­

land lebt, Comic-Figuren, die an 
~Charlie Brown" und d1e ,.Simp­
sonsw erinnem, oder dreht psy­

chedelische Video-Cartoons. 
Dann entwirft er aus Tinte, Spruh­

farbe, Transparentpapier und 
Pappe seltsame Mannerportrats. 

Auf der Berlin-Biennale ze1gt 
er eine Serie neuer ~Zeichnun­

gen", die er in einer selbst entwi­
ckelten Technik mit Saure auf 

schwarzes Glas atzt. Erst unter 
speziellem Licht offenbaren sie ihr 

gespens1isches Universum aus 
Monstern und Teufeln. 

Video-Still aus ,, The Goodgriefies" 
(,,Oie Guttrauerer", 2000) 
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CUIMTED BY!IEP IEMOISDC»J 
This is not a catalog of pictures, nor a list of names, even lessa textbook for trends. It is my choice, unique and solitary in 
its assertion. An exhibition occupying the space of a magazine, destined for more intimate readings. A major figure devoid of any authoritarianism, whose structurally irreverent works elude ali scholarly discourse, John Armleder did not choose painting. For the past forty years, he has puzzled artistic conventions and categories, opening space for a new forrn of 
criticai thought. A thought that is nothing less than the venom of liberty and which is omnipresent in the works of a new generation of artists: artists such as Amy O'Neìll, who exploits American idiosyncrasies, recreates situations and objects from locai folklores to reveal their triviality and their disturbing strangeness. Or Trisha Donnelly, for whom art is less the production of forms than ghostly tales. Take a good look at the ancestral image of this old woman before she disappears. Obliterating matter and face in the heart of cosmic landscapes, Vidya Gastaldon is perpetually in search of the horizon line between earth and sky, nature and mind. Roberto Cuoghi's sleeping moments engender contemporary rnonsters and chimeras. Where did I see this drawing? Probably a self-portrait, it reminds me of our first meeting, when the very young 
Italian artist portrayed himself as his own father, a simple and quiet old man, weighed down by age and traditions. Let us move towards other dumbfounded monsters by Cameron Jamie, reminders that beli is not far. Those paper creations summon up the demons of his childhood, which he tortures with a certain black humor. Heads are distorted and caricatured - human heads on animai bodies with guts spilling out in exulting compositions where paste) and gouache, collage and automatic writing mingle. Young Kelley Walker, whose pictures burst with sex appeal are reflective, 
post-Warholian. They are based on that tense dialogue between distress and seduction, picking up existing images, but never appropriating them; he does not like that word, and neither do we! A discourse on the object and consumerism from which Haim Steinbach leamed a few brilliantly formai and conceptual lessons a long time ago. The master of display, he is an insolent master who fires everything back. History will have to choose and remember only a few. I, for one, will 
remember the first hyperrealist paintings of Franz Gertsch, monumentalized group portraits, and slow explorations of what reality engenders in painting, off-carnera: a question of reality that haunts contemporary thinking and intersects with 
the history of pictures and photography . The man leaning over his desk, backwards, will soon dìe. Christopher Williams composed his first piece with photographs of John F. Kennedy on May 10, 1963. This inaugurai work is already full of the essence of Williams's remarkable work: how we view an image, its truth and its beauty. It is no coincidence that today 
he collaborates with the duo Jeroen de Rijke and Willem de Rooij. Their latest film, Mandarin Ducks, portrays a dying and grotesque bourgeoisie. It is indefinable, way beyond the border of fiction and documentary. Beauty, hidden or revealed, can also be deadly, as is clear at the end of the long and melancholy stroll through Phi lippe Garre!' s Les Amants 
Réguliers; angel faces are reflected in the faraway minds of Pierre Clémenti and Nico. Guido Crepax was not considered as an artist, yet his dark words left their mark on our childhoods. Not only was he a great draughtsman of the erotic, a sophisticated lover of Sade and women 's arses, but also the passionate architect of the lines and the bodies of pleasure. 

Opposite page: Jeroen de Rijke and Willem de Rooij Cas Enk/aar in Mandarin Ducks 
zoo5, phorography: Thomas Manneke, courtesy o/ Galerie Danie/ 8,u:hlw/z. Koln 
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ROBERTO CUOGHI 
M ILOVAN FARRONATO 

ROBERTO Cuooi11 p,ele•s not o conclude '"th e f,nc1 scene· he w0tid 
rc•rer Off>S~'\-e I ,e 1nte1ven1nn mo11',er1!~ 111 oraer to reoch O conci ,sion thot 
•s unce .. o n ano open to fu•t e, developm,-nts. ThP end ,s less mportonr rhon 

"" s'.>ps rf o' "'od ro ,·. Cuo h1, crawings rhen. hove iess ,he chorocrer cl 
o '~t ,,J .,e,, han o' o monuscr po "', n ,ts crear,·.e pongs. its ptoy,n wiH1 

,o'•él' a1s ·s 1nrP1po1ot,011, Wnot counrs ,s no! 'hP omv,ng point, hut the ,et 
'Tlposeo ,~es·or on w,th ,ts puir s ond lobour the vosrons, t~e sreps ond thn 
Ji,sc· s·o:ticr ,,t trp ,n,t :11 ,mnge t 01 ( enero•es thP ,,.,,, or, 

F,c r,s eod1· c·o,'V1ng ~eries, Il Coccooe,s•o ( 1997). lo r,s recent 
p~:o nns .,.,n,rweo nt I e 2006 Bed,n B,ennole. Cuoqh, hos shown o 
-;;ns s en· nte·est n r,ansporr,nt sur oces wn,cn ,onge rom orac.ng poper ove, 
X-"f:1'"" S~E-f''S o oiass Transparency g,ves h,m •ne opporrun,ry te e,olorp lhe 

"'"''1"' on '"" •e,e,se end •o conr,nue develop,no ,t lrom a differenr v1ev,po,nt 

= h.-. " r ,s •irsl e,perimenrs '"rn c,erlop he dec,ded lo compkate the 
process o•., ocding IJrther t,ansporenr 1ave1s ,~r,ich ot ony moment con 
·r nsl<'1'Tl ,,., -'O<< lrom a draw,ng 1n!o a pu,n11nq Us,ng both tradnonal 
a'1d 1.nonnooo, morer,als Cuogh, rongi>s l,om po nt te markers. lrarn ,nk lo 
:xisrt)•s 1,om greosv ano o,~, mote1,01s lo emu1s1ons Conwo~ent1y the ,mage 
,s cc-• t ,,,d ,n 11s ,conog,ophy ond has no monol,m,c aresence. but remarns 

4 8 contemporary 

cont,nuousfy ,n o state o chonge both fo, rhe orr,s end ·or lnt> . ,e"e' ., e 

becomes aosmoed in ,ts vor,otions ond I olr· ghts "nich ma, oe "nranced 
occo,ding te •he v,ewpo,nt lrecenr wrn,s ore l,t uo oy o holo. en .~t; 

Ar rhe some time .t ,s possible lo to'k bctl o· o svncsronic reg s·er 
{retooed to v,s,on) ond o d,achron,c one (,eicred te ..-.11ting) Parod:i<1cc', 
writ,ng ,n th,s cose ,s destined o vanish 01 m,x up vv>h some n, :i e,s.., -,.,. 

n ,nd chan::ie aress a,1 rhe time end the saul e~o,esses ,·self "on e,er ·• e,. 

conlusea wov On vo11ous pages Cuogh, w11tes o 1101101,ve thai J'llS r•o o 
a,scou,se or dialogJe. But ,I ,t ,s true thot veroa ,olOnt scnora ma'e"r .-,c.,i< 

liv "'"''"9 rema nsl. ,t ,s also rhe case rnat onc,ent soges ol•en d,dr I hc '• "' 
ro wr re oavvn tce11 reoch,ngs, insteod relving on the e'tect ot wo·cs spo,,•n 

upenly o affec.1 •he interlocuror ,n a parl,cular wa., They . ""'"' •1,01 rl snir ' 
con animare. "" <>1eas a '.ette, ca di S,milorly, e,ery wo,~ bv (1, n" 

,t a sound ,nsrollot,on {MbubP., 2005) or o 11,deo broodcos• 01 a set on'1 
1elev1s,on chonnel IThe fool,sh thmg, 2002) -1inds ts concl~sor n ·ne -,e.,er 

Cuoçihi else hos o tendency re ,nvert !he oraer o• rh,ngs (ir I Cc,c,;oo,? sc.1 
he •oo,ed o• h,mself ond the su,round,ng ,,o,,d through Pecnon 011sm1) , • ..,., G 
the course of t,me lwnen he wos 25 he deoded lo roke on rhe len\.1't'S of o 
m,odle,:iged men) ond mult,p ,ng poinrs of v,ew The f rst tome I P.rcounrereo 





mnlemporory 



The image is not fixed in its 

iconography and has no monolithic 

presence, but remains continuously 

in a state of change 

F " 

contemporory 
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