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) Semrn Molo (Untitied), 1997
k£ Machiace of nails for Cristina, fingernails, leather and nylon

a Crl of Giona e lui con Martina, Micol e Rapa Nui e Teo
p fatlo un bellissimo castello per il vecchio lzzos (Together
Giona’s Cri and him with Martina, Micol and Rapa Nui and Teo
Bt & beautitul caste for old lzzos), 1997
bon, Visual Rave, Spazio Umanitaria, Milan

Pemonte (Piedmont Emotion), 1999

=* In camera caritatis, 1999
vew, Palazzo Re Rebaudengo, Guarene d'Alba, Cuneo

Courtesy Museum in Progress, Vienna
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has changed, his way of relating to the people and the world surrounding him. He's | i
no longer able to bend easily, has to cope with continual health problems and fi nos i
it more difficult to meet his father who in the meantime has fallen seriously ill. 4
Rather than a mirror, it is the gaze of those close to him that reveals his own image |
to Roberto Cuoghi. In particular the attentions of his fiancée Alessandra who, with f_._
daily gestures and words, as well as the portraits she creates, reminds him of how 3
old his body has become. He is now distancing himself from that image, at first 3
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 Cuoghi 3
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 0 8
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 for others. This is how he lowers himself into the world, apparently 3
wearing somebody else's glasses to observe what is happening to him. b
This was what he literally did some years ago. For a number of days, in fact, he wore °
a pair prisms mounted on welder's goggles that allowed him to see the world over i :
turned by 180° throughout the day: catching the bus, going to school and even '-5'
drawing; as if reproducing an overturned world while being subjected, of course, to %
considerable physical trials. During this grueling exercise, Cuoghi wrote brief notes
that are in effect evidence of his experience. In these metamorphoses what is i
assumed is a provisional identity capable, in its alteration of a “normal” perception ‘#
of the world, of underlining through contrast the non-variable part of ourselves. 8
Cuoghi's work is an exercise in alienation, a stepping out of himself while sull 2
remaining himself, through an elaborate and dramatic testing of his own faculties.
When for eleven months he allowed his nails to grow, he attempted to conduct a 3
normal life while making it more complicated to touch anything whatsoever. He mod %
ified his own tactile capacity and immersed himself in a world that for him hag
become almost intangible, obliging him to develop a diverse sensorial response. Al 4
the end of the experiment all that remained were further notes and a necklace of 3
nails, relics of a period of life, material for an eventual archaeology of his existence, i3
In Camera Caritatis is instead a work published in the widely read Austrian daily
paper Der Standard. Collecting the opinions of critics and artists, Cuoghi created 4
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 each
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L are made concrete. It's all simply play and puerile fun, a construction of imperma-
nent sand sculptures with no purpose if the memory of others does not intervene
" 1o safeguard our existence. And there is no work of art to be made and exhibited,
. butalife to be lived ever removed from oneself and that proceeds only in the gazes
" of the people encountered. GM

! 'Roberto Cuoghi Selected exhibitions

... Bom in Modena, 1973 2000

i Lnes and works in Milan Fuori Uso 2000 - The Bridges, Lungo

-1 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 - TI.N.A. (There Is No
Alternative), Viafarini, Milan

Visual Rave, Spazio Umanitaria, Milan
Spazio Aperto, (with Alberta Pellacani),
Galleria d'Arte Moderna, Bologna
1996

Orizzontale/Verticale, Palazzo della
Prefettura, Modena
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ROBERTO CUOGHI

COMUNICATO STAMPA

Gli ultimi lavori di Roberto Cuoghi sono esposti dal 29.09. al 30.10. presso la Galleria Massimo De
Carlo, dal martedi 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 piu tipici con diversi gradi di astrazione.

Questo modo di procedere, per sovrapposizione di campi, contribuisce a creare una sensazione di
grande profondita 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 opacita e
trasparenza, figure di grande chiarezza e di intensa pulizia formale.
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bly rude thing to say if said to a thirty-onec-

yewr-o.d. Yet apon meeting Roberts Cuoghi for
the fust t me last February, this apparent faur pas was
forgivable. Afterall, | was expecting to meet the artist
who, 15 a studere at Milan's Accadema d Belle Artidi
Brera in 1993, decided thet h: would “become™ his
father. Dunng the next seven years, Caoghi embarked
on u mdical quest to acvelerare his age, assuming the
elderly mwan's physizal appcaranc:, manncrisms, and
dress. Hi weight sweled to ;08 pounds, he grew a
beard dyed his hair grey, axd developed hronic hags
urder his eyes, not 1o mention attzndant health sro>-
lems, Without the help of make-up or Oran-esqus sur-
gical nterveaticn, Cuoghi—to borrow a term from
queer discouse—convincingly “passed” as a man 1 s
mic-sixties. (Onl7 very recently has he »egun © revene

Bm youlovk s young!™ might seem an incredi-

this aging process; aence my surprise at his “youngzr”
look) When stoppng for breakfast in a Milanese café
Or ruaning arands in local shops, he received the knd
ul eurtesia reserved for a gnndparsnt Hs actiens
amounted tc a strarge retclling of Oediprs Rex. Instead
o killing his father, Cuoghi appropristed his identity.

The ertist’s refusal to ‘rame his andert:zking a: a
work of art 5 as prevocative as his willingness to aban-
don his youth. Establshed paradigms, as the artst
assents, andermine the full extent of his endeavor:
“Ferrrmance” msinuates too many “heatneal zssoc-
aivms. “Body art”™ Is far 100 aartow; it excdudes the
prychological and sociological dirmcnsions of Cuogli's
metamacrphosie The cated term “living sculpture” is
tco fetishistic; Cuoghi never put himself on a Gilberr &
George-style pedestal. In the absence of a preexisting
citegory to define this epsode of his life (aad work),
then, the artist characterizes it 1s a “transformation.” It
migh: even be sad that “transtormanon” 1s Cuoghi’s
prefe ved medivn, While bis edectic practice involves
d‘!;itd animaticn, comic book ilustration, drawing,
painting. photegraphy, and text, Cuoghi’s primary
activity is the alieration of the exoeriences, represen-
watiors, and expectations of daily Ife. Accordingly, dis-
regarding the ant world’s current taste for all things
performztive, Cuoghi never prodiuced any commodi-
fizble relics or exhibitable documentation of his expe-
Ii(IlLl" SIVC 4 ((‘\ &I.Ii.ll.'i]llllﬁ.

Yet unlike currert biennial darlings Tino Schgal aad
Supeflex, Cunghi's refusal .o prodiuce macenial amifacts
hes nothing 10 do with challenging the ant economy or
institutional systems. His reascning is much more spe-
cilic; this resistance is not 1 general, driving priaciple
ot his oeuvre or about stakng out an ideological posi-
tion. The process of becoming his fatker involved such
extremc adjustuuncuts w ol Lis psydie and physiqae
that merely mecording these complex changes through
visual or texrial mades wnuld nltimately have been
reductive. In this way, Cuoghi extends the legacy of
*72s artists who assumed alternative identities, lice
Eleanor Antn, ymn Hershman, Cosey Fanni Tumi,
and Adrian hpe:, His "tracsformstion™ was not dose
for a spedfic audience or to prove a single point (about
age, gender, class, or race). Only br Living witle Cleughii
during the sever years coud one grasp the full oxrent
ofhis rad cal metamamanss. Rumorsane anecdotes—
as opposed o protogriphs ard relics—are slmost all
that remzin from his identicy switch.
intnis ongoing series, writars are invited to ntroduce
the work Jf artis's at the DEGINMING of ther Céreers.



Before fully articulaning his notion of transforma
tion, Cuoghi’s earliest works often ook the form of
“endurance picces,” which involved more temporary
conditions. One such work, 1997's Il coccodeista—a
nonsensical rerm that rhymes with “cubista” or
“futurista”—entailed his wearing a pair of goggles that
severely distorted his vision for five consecutive days.
Replacing the normal lenses with Pechan prisms—an
optical device used to invert and reverse images—
Cuoghi was barely able to walk, let alone function
normally. To “record” the effects of his self-imposed
handicap, he drew a series of self-portraits and wrote
anecdotal poems in an Antonin Araud like scrawl.
Cuoghi’s taste for reality-shifting experimentation
might claim its patemity in the activities of Raymond
Hains and Jacques de la Villeglé, In the early 1950s,
this Nouveaux Réalistes duo began making pho-
tographs, films, and text preces by replaang either the
camera lens (Hypraguscupe, 1952) or their own spec-
tacles (Lunettes en verre cannelé, 1957 with nbbed
ghass. Like Hains and Villeglé, Cuoghi seeks 1o deform
his expenience of reality as well as disturb the mimetic
representation of the “real.” Cuoghi seems to incarnate
Hains's revolutionary declaration: “Artists are leaving
the creanon of art to become abstractions personified.”

The Goodgriefies, 2000, a five-minute film, relo-
cotes the notion of “personified abstraction” from the
artist’s own body to the carroon world. In an ani-
mated version of cadavre exquis, Cuoghi dissacred,
shuffled, and recomposed characters from Peamuts,
Scooby-Doo, South Park, Popeye, The Simpsons, The

Openings

The process of becoming his father mmvolved such extreme adjust-
ments to both Cuoghi’s psyche and physique that recording these
C]'}ﬂll%f,t'f'i [h[‘( 1[]23'}1 \'i.‘\'(i'd} or [L".\'_tlli]l i J’dC.‘i \;\’Ula‘l{l }L"l\'l.' I’L‘L‘n TL‘L] L L‘Ii\r"L’

Smaarfs, and The Flimtstones to areate a cast of disnurb-
ing hybrids. Synched to a carchy jazz sound track,
Cuoghi’s creatures at first humorously parade across
the screen as if to flaunt their aberrance. Quickly pro-
gressing from the innocuous to the hocrific, che filen
crescendos as Cuoghi’s animated monstrosities begin
to decay—they fart, belch, bleed, piss themselves, and
decompose. The moral: Not all transformative exper-
iments have happy endings.

Even when his work takes a form that is less nar-
rative driven, Cuoghi’s quest for other realities pre-
vails. Fou his first solo exhibition at Galleria Massimo
de Carlo in 2003, Cuoghi nvented an unusual pictor
1al technique to make a series of exquisite drawmgs.
Combining pencil, ink, charcoal, pastel, marker, spray
paint, and vamnish, each of Cuoghi's chiaroscuro
drawings “emerge” from the layering of numerous
scmitransparent sheets of acetate and tracing paper
that are framed behind glass. Fragments of an image
progressively build up to form a whole. The interplay
of apaque and transparent materials prodaces an
ecric optical effect, imirating the spectral qualities of
a daguerrotype.

Paradoxically, Cuoghi applied his fetishistic method
to the most genenc subjects, such as an old-fashioned
record player and a wree wrunk. Two unritled portraits
featured in the show depict an older man and woman,
Despite the incredible amount of derail, ir is impossi-
ble 10 decipher anything about the identity of either

sitler or about the era n which they live. While the
medium of drawing might seem disconnected rom
the rest of his practice, there is a metaphorical con-
nection between Cuoghy's real-life rransformation and
the peculiar visual effects produced by his drawing
technique. His unique layenng process transforms the
depicted object or person by stripping the subject of
its individual artnbutes while simultaneously giving it
an auratic glow. The precicusness of Cuooghi's tech-
nique lends the subject 2 presence that is both haunt-
ing and somewhat unsettling. If Cuoghi realized he
could noc visually represcat his own traimsformarion,
he found & means to metaphorically suggest its force
through his drawings.

fust like with his art. Cuoghi’s personal transfor-
mation is ongomg. His most recent self-portrait,
Unttitled, 1005, takes the form of a 3-D image—made
using a technique called lenticular imaging. Lksplayed
on the dour of the Wroag Gallery in New York City
this past March, the work still portrays Cuoghi as an
old man. His portly face, seen in relief, is composed of
an Arcimboldo-like assemblage of toys, dolls, and
tchotchkes. For Cuoghi, his American debut was an
opportunity to formally say goodbye to his old self.
*What are you gong to do now?” | asked hum. *Surely
you can't go back 1o who you were before,” “No,
you're right,” he deadpanned. “I'm transforming into
something else: a young, international artise ™|

Alison M Cingerasis an mdeoendens cugstor lvieg m Pans and New York.
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Berlin-Biennale

bb4: Das groBe Kunstfest in der AuguststraBe

Debatte: Hat die Kunstkritik noch eine Zukunft?



ROBERTO CUOGHI lasst sich so
schnell in keine kunstlerische
Schublade stecken. Mal malt der
32-jahrige Italiener, der in Mai-
land lebt, Comic-Figuren, die an
,Charlie Brown" und die ,Simp-
sons" erinnern, oder dreht psy-
chedelische Video-Cartoons.
Dann entwirft er aus Tinte, Spriih-
farbe, Transparentpapier und
Pappe seltsame Mannerportrats.
Auf der Berlin-Biennale zeigt

er eine Serie neuer ,Zeichnun-
gen®, die er in einer selbst entwi-
ckelten Technik mit Saure auf
schwarzes Glas &tzt. Erst unter
speziellem Licht offenbaren sie ihr
gespenstisches Universum aus
Monstern und Teufeln.

Video-Still aus ,The Goodgriefies"
(,,Die Guttrauerer”, 2000)
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CURATED BY STEPH

This is not a catalog of pictures, nor a list of names, even less a 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 all 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 form of
critical 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’Neill, who exploits American idiosyncrasies, recreates situations and objects
from local 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 monsters 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 hell 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 animal bodies with guts spilling out in exulting compositions where pastel 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 learned a few brilliantly formal 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-camera: 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 die. Christopher Williams
composed his first piece with photographs of John F. Kennedy on May 10, 1963. This inaugural 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 Philippe Garrel'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 Rao;‘j Cas Enklaar in Mandarin Ducks
2005, photography: Thomas Manneke, courtesy of Galerie Daniel Buchholz, Kéin
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|
special issue on drawing

Joe Biel Stephen Brandes Olaf Breuning Alex Brown Annelise Coste Michael Craig-Martin
Roberto Cuoghi Tacita Dean Marcel Dzama Karl Hoendel Cameron Jamie Chris Johanson
Dorota Jurczak Beatriz Monteavaro Frank Olive and Rudy Shepherd Dan Perjovschi
Alessandro Pessoli Werner Reiterer Matt Saunders David Shrigley Pablo Vargas Lugo
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The image is not fixed in its

iconography and has no monolithic
presence, but remains continuously

in a state of change

(ontemporary
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