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Emidio De Albentiis: A first question I would like to ask you concerns what seems to me to
be, on the level of formal invention, your link, which is also very declared, with Corrado Cagli. I
have seen some very beautiful things by Cagli from the 1950s, of course very well known, which
seem to me to prefigure not so much the conceptual background but the chromatic context or,
to put it better, the ability to use colour in an imaginative and fanciful form to produce effects
that are emotional but at the same time rational. Can this relationship of yours with Cagli, who
we know was very important for a whole series of reasons in your activity both in Rome and
outside Rome, as well as in the graphics ae/ier itself, also be read in a strictly formal key, establi-
shing a relationship between certain things by Cagli and your work, even very recent work such
as the Genesi cycle?

Nuvolo: The question is also intriguing because I have been asking myself it myself: recently
I have realised that, looking at some of Corrado’s works, I have recognised myself in them,
something that had never happened before. Lately I have asked myself several times whether it
was his work that resembled mine or whether, vice versa, it was mine that resembled his, even
though I was the one who conceived and realised it: this aspect is undoubted and the question is
very interesting, even though my formal link with Cagli does not go beyond this apparent con-
sonance. However, I can tell you this: the most extraordinary person, in all senses, that I have
met in my life is Corrado Cagli, and this is true from all points of view, humanly, intellectually,
conceptually (especially in terms of having a “modern” idea of life and its use, just think of the
generous and limpid way in which Cagli favoured relations between critics, artists and operators
at the most diverse levels). It should also be mentioned, by the way, that Corrado Cagli was, after
Emilio Villa, the first person to write about my work.

Aldo Iori: From the very first works of the late 1940s, you adopted serigraphy as a means of
expression - a novelty in art - to produce painting. In the procedure of this new medium, i.e. the
execution of a mirror image through a matrix, I already find the problem of symmetry present,
which I believe you pursue in all your work; this is evident in the Modularz, the Aftermandelbrot
and the Odgrozg, a reversal of your own name, up to the very recent works, the Genest, presented
in video images in Perugia. It is precisely in these latest works, however, that you abandon the
two-dimensional pictorial surface to enter the painting through a mechanical eye and, throu-
gh virtuality, seek new glimpses into unprecedented dimensions. In a certain sense, you break
down the previous idea of symmetry and face another one, entering into the perspective body
of a more chaotic spatiality...

N: Of course, mine is not action painting. But I understand what you are asking. In a two-dimen-
sional figure you can find symmetry, understood in the common sense, but if a work is three-di-
mensional, that is not to say that you cannot have a more complex symmetry within it. It is true
when you say that I work by experimenting with symmetry. I do not work directly on the pain-
ting support, but I work in the silk frame and then through this I deposit the paint on the sup-
port doing a work of symmetry: what goes to the right goes to the left. Which we find in nature.



Already Caldirola, in 1959, in a text for an exhibition of mine, spoke of the scientific principle
of the indistinguishability of right and left. Nature is so hinged on this problem that all sciences
are involved in it, nuclear physics, astronomy and so on. When two truly symmetrical objects
meet they annihilate, like a proton and an antiproton annihilating with energy production. Cha-
os is also something that defines a kind of non-symmetry, but whose specularity generates new
symmetries. Even the DNA chain has its own beautiful three-dimensional symmetry. I do not
pretend to compete with those who then arrived at the principle of the determinability of the
right and the left, I do not have the preparation, I can certainly understand, but my interest is
in the general problem. It is my starting point, a bit like Capogrossi’s sighs or Morandi’s bottles,
only here it is not just an intimate existential problem, but a problem that raises questions about
the intimate essence of things, on which there is a vast scientific speculation. And reading scien-
tific books, keeping myself up to date, dedicating a lot of time to research, not only pictorial
research, stimulates me a great deal, just as once upon a time to do a religious painting one had
to be well informed about theology and iconography. And so did many of my contemporaries.
Because the problem is always the one identified in the 14th century by Cennino Cennini who,
in Il Libro dell’Arte, listen to what he says: “...an art that is called painting, that it is necessary to
have imagination and operation of the hand, to find things not seen, hiding under shadows of
the natural, and to stop them with the hand, giving to prove what it is not, be it”.

EDA: I believe it is very significant to juxtapose this passage from Cennini with this extraor-
dinary thought of Leonardo’s that can be invoked to further illustrate certain aspects of your
work: “The painter is the master of all things that may come into man’s mind, because if he wi-
shes to see beauty that enamours him, he is the master of generating it, and if he wishes to see
monstrous things that frighten, or that are comical and laughable, or truly compassionate, he is
the master and creator of them. (...) And indeed, what is in the universe by essence, presence,
or imagination, he has first in his mind, and then in his hands”.

Paolo Nardon: This is where my question comes in. The idea is that in your work, forms,
mirrored and multiplied, as they are ordered and regulated, seem to allow a kind of vision in
which zoomorphic forms and abstract, intricate flora are found. These works are perhaps due
to a creative virtue of the artist who through the work creates his own world, where chaos-case
is mastered. Or are they a metaphor for the divine creation that preludes the birth of a world?

N: That’s all you said: it’s one and the other.

PN: What strikes me is that these forms cannot be associated with anything existing, they be-
come forms, almost as if the work possessed the inductive capacity to take form, to allude to
something created: a minor creation. Is the artist the one who creates something that was not
there before, that becomes the world, that acquires recognisability?

EDA: That can become a sign?

N: Even in the mind of the eternal father there was no decision-making when he created the
universe; it is not that he created microbes, lice, men, elephants. He created the universe that we
live in, which gradually changed according to the characteristics where the phenomenon occur-
red: this universe that we live in has certain characteristics, but then the eternal father did not
create just one universe! He created twelve thousand, a billion and a half of them, what do we



know? And in all the others there will be strangenesses that we cannot even imagine. The story
that not a leaf moves unless God wills it is hilarions (Italian idiom, ndr). The eternal father, or whoever,
has nothing to do with it, the moment the matter began things were made of themselves, made
and also manufactured, said and contradicted...

PN: However, the artist is faced with the problem of the kind of representation he intends to
make.

N: That is a form of convention: we are the ones who go looking for representation.

PN: Perhaps, but in the case of artists who work with the figurative, who modify a datum, a
phenomenon through painting or photography... They decide to start from a natural datum,
from a representation that is an interpretation of something existing, which becomes art but
has to do with reality. In your case, the reality of the work is completely detached from known
reality.

N: In my case, too, we speak of a natural given, no one escapes being natural.

EDA: We are always within nature, even doing artifice....
N: Absolutely.

PN: I do not discuss whether this is right or wrong, I am interested in understanding the mo-
tives that drive you to use one way rather than another.

N: Right and wrong do not exist. You see, one of the great contradictions of human intelligen-
ce is that it has always looked for right and wrong, but not only in Western civilisation, where
the Catholic Church - Catholic doctrine - has established principles on what is right or wrong to
do, so much so that my father used to say everything we like is either bad or a sin. But even in Eastern
civilisations there is always this question of yiz and yang, which is much more interesting than
Christianity. The Orientals put the red dot and the white dot, the red dot on the white and the
white dot on the red, to show that even in yzz there is some yang and vice versa.

EDA: Ours is a Manichean logic.

N: Ours, not theirs, they say that in evil there is always a little bit of good and in good a little
bit of evil, there is nothing so good or so bad. This is something that should make us wester-
ners think a lot, in short, so much so that in scientific reasoning, we crash. Mind you, it is true
because it works today, but it might not work tomorrow, when there will be other needs. Then
we will have to where it was true up to that time, because up to that time it had worked; from
then on it is no longer true.

EDA: I would shift the focus from the philosophical aspect, which is certainly central to your
research, to another issue that seems to me to be capital: the relationship that exists between the
exceptional craftsmanship of your work and the evident propensity towards the most modern
and up-to-date technology. This is an extraordinary endiad, in my opinion, and it is perhaps the
aspect that can in some way link works and poetics as diverse as yours and those of Agapito



Miniucchi into a unitary initiative. I would therefore like to hear some of your thoughts on the
relationship between this ancestral root, even very ancient and archaic, that is present in your
research and this continuous propensity towards the world that awaits us that you have always
pursued with great consistency in your work since the 1950s: is it an oriental-type fusion, like
that between the two philosophical principles of yiz and yang that we mentioned eatlier, or is it
a question that must be posed on other bases?

N: I believe it is a question of becoming; one is born in a certain way, meets certain people,
organises oneself and is determined: consequently, if one lives intensely and deeply the historical
period in which one finds oneself, the art one will produce cannot but take a certain direction.
One can be born a craftsman, in the highest sense of the expression, but use electronic machi-
nes: the important thing, however, is that he uses them as a craftsman, i.e. without becoming a
slave to the machines. He must therefore be the one to guide the machines and demand from
them the work that only he knows how to do with those particular tools.

Al In your works, one can see a sort of attraction for technology. Let me explain: you use tech-
nology to work: you use silk-screen printing, the sewing machine, the video camera, the camera,
the computer for sound tapes... and even the subjects are sometimes derived from scientific
technology. I'm thinking of the electrocardiogram of Trionfo della morte from 72, the bar code
of Alfa 39 dated ‘87-’89. It seems to me that one could say that you operate at first a subtraction
of gestural emotionality in order to search for a scientific-technological conceptuality; instead,
in the result there is a strong presence of formal and chromatic emotionality, as in the fractals,
in the Aftermandelbrot and in the Genesi works presented only on video. Do you agree? How do
you control this process?

N: There is nothing colder, more anti-graceful we might say, than a bar code. In my A/fz 39
barcode, however, there is an interior that is its hidden meaning and not immediately given that
makes it no longer cold. There is a strong emotionality in the message that the code holds and
sends a message that is only understandable to the recipient, but a message that is undoubtedly
emotional. In the electrocardiogram it is different: it is my own personal thing and is the con-
sequence of a series of personal emotions. Thinking back to the solutions given to this pro-
blem by artists like Cranach, Bruegel and others, one can see how they approached it with the
sensitivity of their time, with the skeleton on horseback, with the scythe reaping victims, etc.
For me that great work with the electrocardiogram is the Trionfo della morte today. I haven’t done
that many, just one. For me that was the necessary symmetry, an echo, a different vision to the
problem faced by Cranach, Bruegel and all the others. Certainly with less effort and without the
presumption to compete with those masterpieces, but undoubtedly as a necessary act to affirm
a contemporary sensibility today.

EDA: I find this reference to the past very interesting, especially in relation to what lori asked
you, about the problem of the technological wedium, the cold medinm that nevertheless gives
space to very intense emotions. If we think of Piero’s pictorial methodology, it is the same
thing. Piero had an apparently cold rational methodology, the perspective technique and the use
of the module, but in that module was the history of the universe endowed with an exceptional
enthusiastic ignition. Just as for Piero it was the module, so in you today there is this fascination
for technology and for the languages of communication that make it possible to translate fan-
tastic worlds to an emotional level. This relationship between apparent coldness and emotion



seems significant to me.

PN: In the last videos images of your silkscreen works are shown, you should tell me what it is
that determines the work? What determines the work is movement, I understand. Rhythm and
temporality determine a kind of journey of the vision. Or are you making a work in which you
emphasise that any medium can be used for expressive purposes by the artist. Do you perhaps
intend to reinterpret in an innovative way that painting which you feel is engulfed by technolo-

gy?

N: Regarding the last part of the question, I would say that I do just the opposite. Painting
needs suggestions, to make things that are not there, so that they are. Painting is not “subject”
but “object”.

PN: However, new media imply new and different visions.

N: The new wmedium is a big disturbance, it is noise, as we say in technical terms, because it does
nothing but, like all types of information, subvert the possibility of identitying the truth. All
expressions of life are machiavellian. One is always trying to sell one thing for another, all the
time. What is conveyed through communication is done for the sole benefit of the communi-
cator. And this is to the detriment of truth. Painting is influenced by information, by technolo-
gical means, but it is no more dependent on them than on everything else in contemporary life,
on tools and the rest.

PN: I was wondering why you use one wedium by transporting it into another. In this way, you
seem to enhance painting, which transferred to a video becomes a different work, the tempo-
rality and rhythm inherent in video subvert and change what is the status of painting: in itself
motionless or at least only moveable through an active gaze, whereas in these videos, movement
has become essential. Is this true?

N: When you talk about personal use of the video, you are not saying a bad thing.
PN: I think I say one good thing instead.
N: No, you don’t even say a good thing. You are saying something that is ineradicable.

PN: I say that in your case the machine serves to give movement, it is a way of enhancing the
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painting by giving it that movement and temporality that it does not possess in itself.

N: This is a speculative reading, in the sense of looking for legitimate reasons but which do
not belong to me. The work has a life of its own, once it is done everyone lives it as they wish.
You have every right to make this kind of speculation, but I who made it do not have this kind
of problem, I am going to read it in a legitimate way is that. Then everyone can read it as they
wish, but I say that this picture that you have always read like this, with the legs here and the
head upstairs, with the principle of the distinction between left and right, I say to you that it is
not like this, you must read it in this way. Then you do what you like.

PN: So itis a way of facilitating a reading of a work that would otherwise have been immovable.



N: It could have been read in a way that was not what I intended.
EDA: Making it easier to read, revealing its dynamic character.

Al: But you do not expose the original, you only provide the observer with your own particular
and personal vertical reading.

N: Of course, but I wanted to go so far as to destroy the work from which I had started.
Al: Leaving only ‘your’ eyes.
N: Of course.

AlI: But I wanted to return to the problem of the video that you used back in the mid-1970s. 1
remember that in the exhibition at Piattelli’s in Rome in “77 there were black and white videos
with a particular musical background, Beethoven’s Ninth Symphony and a use of Piero Turano’s
voice. Today, you use colour and a particular music, with a gaze that is always vertical - at the
time obliged by the rigid vertical axes of the works - which today observes a situation that was
born symmetrical but has greater breakthroughs and complexity. As Bruno Cora states in a
recent text, yours is not video art. For you, video is only a momentary medium that could be
replaced by computer monitors, cinema screens...

N: The purpose is certainly what you said. I used analogue cameras and monitors because it is
not yet possible to use digital. When I started, and there is evidence of this, I said that the end
was the digital system, and therefore the computer screen, with all the characteristics and poten-
tial it entails: the internet, the third dimension, the possibility of the virtual, being able to enter
into it. This is impossible for me because technology today does not have the tools. In Florence,
I did a test with a sophisticated instrumentation that, however, at a very high cost, provided me
with a few minutes of images and small shots.

Al Speaking of size, how important is size? You started with small works, due to a small screen
printing frame, and today you are moving towards a larger size, almost a technological non-size.

N: Certainly not important in itself. All modern instruments with their consequent dimensions
must be used. I wrote this in a 1958 article in “Paese Sera”. At the time it was about the graphic
technique that was getting closer and closer to the originals. I welcome the use of new tech-
nology that will allow better technical results. The important thing is that it be used without
mystification and honestly.

AlI: But why is the gaze in Genesi always vertical?

N: The gaze is always vertical because we are dealing with vertical symmetries. Symmetry could
be of many kinds. Here it is vertical and so is the shot. This may be a limitation for now.... But it
is not a problem. I am used to working to the bottom of the problem that I tackle, I have to be
convinced that I have dissected it as long as it still amuses me to dissect it. The day I no longer
enjoy working on the vertical may be the day I work on the circular, I don’t know, I repeat it’s
not a problem.



EDA: One last question on virtuality: I am very interested in this abandonment of the work,
as totem or fetish, or, as you prefer to say, this very different and particular use of the work.
In fact, it should be emphasised that, with your creative operation, you consign to the future
above all the virtual image of the work rather than the work itself, which is even destined to be
destroyed as you mentioned eatrlier: in your future research, the one that will be possible with
the computer tools with prodigious memory to which you referred eatlier, there is no doubt
that the virtual operation will be far more important than the work itself. I wonder, however, if
this, so to speak, futuristic projection of your research, which is certainly fascinating and intri-
guing, does not, in spite of everything, go hand in hand with certain instances of the Romantic
19th century; let me explain: the link with music, the ineffability of the work, the work that is
no longer material but tends to be immaterial... think of Kandinsky’s Spirituale dell’Arte, which
cites Delacroix’s reflections precisely on the side of the tension towards immateriality: I there-
tfore ask myself, going back to almost the same question I asked you eatlier, if this projection of
yours towards tomorrow does not, on closer inspection, have a root that, once again, is in the
past. I am also thinking, still on the level of ineffability and virtuality, of the central role that
music takes on in your latest works realised through video, further proof, in my opinion, of the
romantic root in the particular critical perspective that I mentioned earlier.

N: Of course, music is central because it has an importance comparable, so to speak, to the
ropes for clinging on when the bora blows in Trieste: music o/ds yon, otherwise you might get
bored, but it is not an element of “decoration”, it is much more in that it acts as an interaction,
as a bond. The music, together with the image, serves to make you follow time in a succession
of instants, in a scansion: the music, therefore, is an interaction towards the work, acting as a
true guide to the work itself, encouraging concentration and attention towards it. Of course,
music cannot be considered only a support, since it also constitutes, and not secondarily, a
tundamental key to interpretation, since, as you said, it reveals with its ineffability the tension
towards the immateriality of the work that is present in these works of mine and, more gene-
rally, in my poetics. From this point of view, there is a further important element to be added:
initially, I was convinced that every single work had to correspond to a specific piece of music
(and I spent months establishing bi-univocal correlations between works and pieces), while only
as I proceeded in my research did I realise that music as such - hence any piece - was perfectly
suited to the profound sense of my works and my artistic intentions. In this regard, it should
not be forgotten, for the sake of intellectual honesty, that there are also reasons of trivial con-
venience: since my goal is to arrive at the creation of a CD-Rom and since expensive royalties
are paid in the latter, I thought that, since any piece was suitable for the purpose, I could use
music created by me, realised naturally with the methods I was familiar with. In practice, thanks
to the computer’s sound card, all I do is use procedures borrowed, so to speak, from silk-screen
printing work. In doing so, however, I have discovered singular affinities, not of course with
the results, but at least with the creative methods that were an integral part of the procedures
tollowed by a great musician of the past such as Johann Sebastian Bach. In fact, he would start
trom a theme to which he would add the regression of the theme itself, followed by the inver-
sion and regression of the inversion, with a logical chain of symmetries and inversions not too
dissimilar from certain applications of mine both in the specifically serigraphic field and in that
of musical pieces connected, in the sense we used to say, to artistic work. Still on the subject
of music and the way I intend to create and use it thanks to the possibilities opened up by the
computer (capable, as is well known, of reproducing a melodic line on which one can intervene
with superimpositions, intersections, mirror copies and so on), I was also greatly stimulated by



Arnold Schonberg’s own theories on harmony as well as the polyphonic inventions of Giovan-
ni Pierluigi from Palestrina.

PN: When I leafed through the catalogue, I saw works entitled Ozgrozg-ori...
N: They are jewels.

PN: Yes, they are jewels. It occurred to me that these works very faithfully materialise forms
typical of some of your silk-screen prints.

N: There are some drafts.

PN: In fact, it is easy to see in the gold the materialised form of your silkscreens that seem to
become more realistic: presences, masks. Is it a way of giving substance to fantasies or simply a
horror vacui, what exactly is it?

N: It is a gift for my wife.

PN: We do so much lucubration and then everything is so simple! It is interesting to see how
chance and chaos regulate themselves, how they give rise to a minor form of creation, a kind of
permeability to readings. I think these very creations remake the world. It is curious to see how
randomness is also an additional quality of the work, this randomness that in the golds acquires
substance, crystallises and defines itself.

N: Yes, yes... when we were talking about virtuality we were talking about this much more im-
portant problem from the point of view of the result, because whereas in Ozgroig there is the
experimentation of the three dimensions with the two you have at your disposal, in virtuality
you have the possibility of going into it, of penetrating that world.

EDA: It is a pseudo-concretion, however. This is crucial to emphasise.

N: Wait, what’s the opposite?

EDA: I'm thinking about it... In my opinion, it is to create tangles of signs.

N: Are you convinced of this?

EDA: It could be a possible way...

N: I am not saying whether you are convinced that it can be done, are you convinced - rather -
that what you call plastic is really plastic?

Citta di Castello, November 1998



