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It ’s  a  fa ir l y  common held  v ie w that  the  last  great  epoch for  paint ing was  the 

1950’s . As  the  western wor ld  was  st i l l  ree l ing from the  t ragedy of  the  second 

wor ld  war, many ar t ists  turned to  ful l  b lown abstract ion, us ing the  pur it y  of  i ts 

language, de void  of  the  need for  narrat ion, to  recount  the  great  e xistent ia l  ques-

t ions  facing humanit y  at  the  t ime. T he ar t ist ’s  br ush stroke  was  a  direct  e xpres-

s ion of  his  inner  soul , an  emotional  absolute. High ar t ’s  last  throw of  the  dice 

before  the  economic  boom of  the  s ixt ies  and the  societ y  of  mass  product ion led  to 

the  e xplosion of  popular  music , echoed in  ar t  with  the  invent ion of  Pop. Ar t  had 

suddenl y  become approachable, able  to  communic ate  with  e ver y body. S ociet y  had 

opened i ts  doors  and e ver yone was  r ushing to  enter.

Those  who  Rema in

by ian  rose nf eld
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T he epic  concerns  of  those  post  war  years  have  ne ver  complete l y  disappeared and 

of  course  the y  are  not  e xc lusive  to  paint . Howe ver, many ar t ists  brought  up on 

the  v i ta l i t y  of  the  50 ’s ,  fe l t  an  urgent  need to  return to  some kind of  narrat ive, 

but  to  wed this  to  the  gestural  f reedom championed by  those  abstract  ar t ists  of 

the  ear l ier  generat ion.

“ The  s tart ing  po int  ( for  me)  to  make  a  pa int ing  normally  beg ins  from my  reflect ions  on  one 

of  the  dramat ic  events  wh ich  take  pl ace  da i ly  in  our  contemporary  world .  Certa in  real i t i es 

provoke  in  me  a  very  s trong  emot ional  response ,  even  anger ,  and ,  as  a  consequence  they 

become  a  reason  to  beg in  pa int ing . ”

T hese  words  quoted from an inter vie w with  Cesare  Lucchini  date  bac k to  the  mu-

seum c atalogue of  a  show in  1992 which was  seen in  the  P inacotec a  in  L oc arno, 

the  Museum of  Ar t  and Histor y  in  Neuchatel  and the  Gal ler ia  Civic a  d ’Ar te 

Moderna in  Ferrara. Although Lucchini ’s  work has  e vol ved, his  motivat ions  have 

remained remarkabl y  constant. 

L ooking at  the  book, one  c an see  how far  he  has  t ravel led  s ince  then. In  the  f i rst 

paint ings, dat ing from 1982-87, the  ar t ist  needed no more  than the  4  wal ls  of  his 

s tudio  to  begin a  picture. T he ser ies , “Senza  T i tolo” (Untit led) , f rom the  late  1980’s 

to  the  ear l y  1990’s  appear  abstract  but  are  in  fact  far  more  emotional l y  charged 

than his  ear l ier  paint ings; their  impact  obtained by  the  use  of  intense  colour, 

	 2004	 172,5  x  184,5  cm	 oi l  on  canvas 	 a i  marg in i 	
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a  r ich  array  of  br ush strokes  and form. T he y are  l y r ic a l  and emotional , many con-

ve y ing a  sense  of  anguish and foreboding, the  l ight  squashed by  the  over bear ing 

darkness . His  paint ings  contain  that  e lement  of  my ster y  common to  great  ar t , 

the  r ich, dense, muscular  br ush strokes  reach out  to  us  dragging us  deep into  the 

picture ’s  hear t .

Having studied and worked in  Milan, in  1989 he  decided to  go to  Germany fasci-

nated by  the  r ichness  of  i ts  ar t  scene. He immersed himself  in  the  countr y ’s  mu-

seums and gal ler ies  and found a  studio  in  D usseldor f. Eventual l y  he  began work-

ing with  gal ler ies  in  D usseldor f, Neuchatel , Bern and Basel . W hen one looks  at 

his  works, one  c an see  a l l  the  st rength and confidence  of  the  German painters , 

yet  passed through the  sensibi l i t y  of  an  ar t ist  who was  born with  the  l ight  of  the 

Mediterranean r unning through his  veins. Just  as  C laude L orrain’s  magic al  l ight 

could  onl y  be  found in  Ita l y, so  the  r ichness  of  Cesare  Lucchini ’s  colours  der ives 

f rom that  same wor ld. He has  taken from German ar t  onl y  what  he  was  looking 

for  without  e ver  los ing any thing of  himself.

His need to narrate became ever stronger, and the catalogue for  his  show at  the 

Museo Civico di  Bel le  Ar ti  in Lugano in 2001 is  dominated by the ser ies  of  paint-

ings entit led “Quasi  una  Testa” (Almost a  Head). That show epitomises the ar t ist ’s 

t ies  to the gestural  abstraction of  the 50’s, yet   is  reigned in by the need to com-

municate a  philosophical  but also emotional  response to the tragedies  of  the t ime. 

quas i  una  testa 	 96  x  74 cm	 oi l  on  canvas 	 2004		
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On a formal level, the “Quasi  una  Testa” ser ies  is  about the subject  emerging from the 

r ich, abstract  painter l y  web which Lucchini  has created, whilst  on a narrative level 

these strange almost abstract  heads are tragic  f igures, dr ipping in paint.

T his  e xhibit ion ent i t led  “ Those  who  Rema in” i s  an  a l lus ion to  the  Istr ian painter 

Z oran Music , with  whom Lucchini  shared the  same Milanese  gal ler y. Music , who 

was  interned in  the  concentrat ion c amp of  Dachau dur ing the  S econd Wor ld  War, 

made a  ser ies  of  paint ings  about  the  desperate  condit ion of  the  pr isoners  in  the 

c amp, ent i t l ing  these  works  “ Those  who  Rema in” . Lucchini , moved by  man’s  cr uelt y 

to  his  fe l low man fol lowed suit , t i t l ing  work a long this  vein: As  wel l  as  the  “Quas i 

una  Testa” ser ies , there  i s  “Rest i” (Remains) , “Qualcosa  s i  Muove” (S omething Moves) 

and “Qualcosa  Succede” , (S omething is  Happening). Al l  of  these  ser ies  depict  their 

subjects  bur ied, suffoc ated by  paint , emerging from a  forest  of  br ush strokes.

T he present  show represents  a  cont inuat ion and a  de velopment  of  the  ar t ist ’s 

work. His  need to  narrate  i s  becoming e ver  more  impor tant  and with  this  the  ab-

stract  e lements  of  his  paint ing are  l i t t le  by  l i t t le  receding. T he lone  bird  st randed 

on the  beach and covered in  oi l  as  a  consequence  of  the  BP disaster, s t r uggl ing to 

stay  a l ive; the  boats  which t ranspor t  the  ‘desperate ’ of  Afr ic a  to  Lampedusa, an 

Ita l ian is land off  the  S ic i l ian  coast , as  the y  seek out  the  promise  of  a  better  l i fe ; a 

hel icopter  bombing c iv i l ians  in  Iraq; a  man l y ing on the  ground, a lone, presumed 

dead, witnessed onl y  by  a  s t ray  wolf. T hese  are  not  documentar y  images; 

the y  der ive  from stor ies  or  scenes  that  Cesare  Lucchini  has  seen or  read about, 

	 2005	 138 x  99 cm	 oi l  on  canvas 	 qualcosa  s i  muove
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yet  the y  are  t ransferred into  the  most  painter l y  of  images  and i t  i s  the  beaut y  of 

these  paint ings  which reaches  deep down inside  us  t r igger ing a  profound emo-

t ional  react ion of  last ing power. T he ar t ist ’s  emotive  response  to  human tragedy 

gives  him the  inspirat ion to  begin a  paint ing, but  then the  act  i tse l f  takes  over.

“ H o w e v e r  t h e s e  f a c t s ,  t h i s  n a r r at i o n ,  m u s t  o n ly  b e  s t i m ul  i  w h i c h  s e r v e  a s  a  p o i n t  o f 

d e pa r t u r e .  T h i s  m u s t  t h e n  b e  t r a n s l at e d  i n t o  i m a g e s  o n  a  c a n v a s  w h i c h  i s  t h e  r e s ul t  o f 

a  l o n g  c r e at i v e  p r o c e s s ”

“The  spectator in  modern art  from Cezanne onwards is  an  integral  part  of  the  process  of  art. 

Who looks to  bring h is /her  sensib il i ty  into  pl ay  as  they  interpret  the  work in  front  of  them. 

The  r ichness  of  modern art  is  that  i t  is  no  longer representat ional  but  interpretat ive  both 

on the  part  of  the  art ist  and then THROUGH the  re- interpretat ion by  the  spectator . ”

It  i s  of ten forgotten in  the  fashion dr iven ar t  wor ld  of  today, that  the  histor y  of 

ar t  i s  one  of  humanit y ’s  most  noble  t radit ions. T he impor tance  of  i t  in  our  l ives 

should  ne ver  be  underest imated.

“…Cesare  has  always  been  aware  of  the  apparent  banal i t y  of  everyday  ex is tence  wh ich  i s 

a  metaphor  for  an  ex is tent ial  cond i t ion  wh ich  moves  from mel ancholy  to  angu ish  and  he 

sees  the  act  of  pa int ing  as  a  l ast  d i tch  salvat ion  for  man  and  the  th ings  wh ich  inhab i t  th is 

l i f e  w i th  h im .” (Sandra  S ol imano).

We al way s  hold  high e xpectat ions  for  our  ar t ists , we  want  great  ar t  to  be  produced 

by  great  human beings. An ar t ists  work, once  created, must  be  able  to  f l y  f ree.  

I f  P ic asso  didn’t  respect  women or  Wagner  had repel lent  pol i t ic a l  ideas, does  i t 

make their  ar t  less  des irable?  I f  Caravaggio  was  v iolent, should  we stop mar vel-

l ing at  his  paint ings?  Howe ver, on occ asion the  man c an help  us  understand the 

under l y ing intent  of  his  ar t . Sandra  S ol imano’s  s tatement  about  Cesare  Lucchi-

ni ’s  v is ion for  his  works  makes  us  real ise  the  noble  ideals  of  his  a ims and when I 

met  him, I  was  a lmost  immediate l y  s t r uc k by  his  e xtreme humil i t y  and humanit y 

both as  a  man and as  an ar t ist . His  ar t  and his  l i fe  are  one. He has  inher ited the 

great  t radit ions  of  50 ’s  abstract  paint ing and united i t  with  the  socia l  awareness 

which c ame out  of  the  60 ’s  to  arr ive  at  a  voice  which is  uniquel y  his  own.

His paintings have the capacit y to reach us in a  strangel y profound way : The child 

soldier, gun at  the ready, emerges out of  the paint in al l  his  fragil ity, his  face un-

seen and his  l itt le  legs crossed as  i f  posing for  a  photograph. The soldier  appears 

again, once more emerging out of  abstraction, whilst  in the foreground a wolf/dog 

snar ls  at  him. Above them a large c loud of  dr ipping paint f i l ls  us  with foreboding. 

A lone dog stands as  a  helpless  obser ver to human tragedy, both in the helicopter 

bombing of  civi l ians in Iraq and witnessing the prostrate body of  a  dead man in 

another work; a  body l ies  cur led up on the ground, asleep or dead, the red paint 

which drips over him and appears  to be in mourning for  his  wasted l ife; 
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a  lone  sur vivor  stands  amidst  a  mass  of  bodies , whi lst  in  the  foreground l ies  the 

boat  responsible  for  the  t ragedy. T hese  subjects  are  not  ne w but  we look at  them 

as  i f  we  are  seeing them for  the  f i rst  t ime and their  abi l i t y  to  communic ate  to  us 

i s  due  to  the  ar t ist ’s  unique abi l i t y  as  a  painter.

Paint ing, af ter  years  of  being confined to  the  basement  of  cr i t ic a l  opinion, has 

re-emerged to  c la im i ts  r ightful  p lace  in  the  panorama of  contemporar y  ar t  and 

Cesare  Lucchini ’s  profound and or iginal  voice  wi l l , I  fee l , be  one of  those  which 

remain once  the  c acophony of  contemporar y  creat ion has  died down and the 

myriad of  voices that  abound have been digested, appraised and final l y  understood.

	 2006	 194 x  122,5  cm	 oi l  on  canvas 	 quello  che  r imane



Th is  an imal  ( the  dog) ,  l i ke  a  preh istor ic  dep ict ion  by  a  cave 
pa inter ,  cons ists  soley  of  outl ines  and  shadowy  pl anes ,  y e t 
the  contours  and  s igns  y i e ld  more  informat ion  than  that  of 

s imply  a  dog .  Th is  dog  i s  a  beaten ,  forlorn  creature , 
abandoned  by  i ts  master ,  sneak ing  around  trash  heaps ,

 a lways  on  i ts  guard  aga inst  blows  intended  to  dr ive  i t  away 

matthias  f r ehner 
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2 4 	 2011	 166.5  x  237 cm	 oi l  on  canvas 	 quel  che  r imane  –  ombre
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2 8 	 1998 –  2001	 194 x  220 cm	 oi l  on  canvas 	 quas i  una  testa
	



3 0 	 2007	 172 x  169 cm 	 o i l  on  canvas 	 quas i  una  testa 	



3 2 	 2001	 50.5  x  33 cm	 oi l  on  canvas 	 quas i  una  testa



3 4 	 2012	 148 x  142 cm	 oi l  on  canvas 	 quel  che  r imane  –  incontro
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3 8 	 2005	 191 x  205 cm 	 o i l  on  canvas 	 a i  marg in i  ombre



4 0 	 2009	 205 x  146 cm	 oi l  on  canvas 	 quel  che  r imane
	



4 2 	 2009	 174 x  142 cm	 oi l  on  canvas 	 quel  che  r imane



4 4 	 2009	 160 x  127,5  cm	 oi l  on  canvas 	 quel  che  r imane
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4 8 	 2009	 145 x  190 cm	 oi l  on  canvas 	 quel  che  r imane



5 0 	 2011	  193.5  x  220 cm		 o i l  on  canvas 		 quel  che  r imane  -  RESTI



5 2 	 2011	 194 x  180 cm	 oi l  on  canvas 	 quel  che  r imane
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5 6 	 2009	 202 x  150 cm	 oi l  on  canvas 	 quel  che  r imane



5 8 	 2009	 210 x  178 cm	 oi l  on  canvas 	 quel  che  r imane



6 0 	 2009	 204 x  187 cm	 oi l  on  canvas 	 quel  che  r imane



6 2 	 2010 	 209.5  x  195 cm	 oi l  on  canvas 	 quel  che  r imane
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6 6 	 2008 	 206 x  297 cm	 oi l  on  canvas 	 quel  che  r imane  -  RESTI



6 8 	 2008 	 217 x  140 cm	 oi l  on  canvas 	 quel  che  r imane



7 0 	 2007 	 200 x  176 cm	 oi l  on  canvas 	 quel  che  r imane



7 2 	 2007 	 195 x  353 cm	 oi l  on  canvas 	 quel  che  r imane



7 4 	 2007 	 200 x  340 cm	 oi l  on  canvas 	 quel  che  r imane



7 6 	 2007 – 2011 	 240 x  200 cm	 oi l  on  canvas 	 quel  che  r imane
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8 0 	 2010 – 2011 	 195 x  327 cm	 oi l  on  canvas 	 quel  che  r imane
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8 4 	 2009 –  2010	 198 x  335 cm	 oi l  on  canvas 	 quel  che  r imane  -  RESTI



8 6



8 8 	 2010 	 284 x  250.5  cm	 oi l  on  canvas 	 quel  che  r imane



Gestures  wh ich  on  f irst  impact  appear  spontaneous , 
intu i t i ve ,  inst inct ive ,  are  in  realty  very  controlled 

and  every  compos i t ion  i s  s tubbornly  constructed 
w i th  a  coherence  and  a  sol id  internal  compactness

piet ro  be l la s i
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According to  K afka  a  work of  ar t  i s  the  axe  that  i s  able  to  break “ the  frozen  sea 

wh ich  i s  in  each  of  us” . Howe ver, this  seems increasingl y  di f f icult  to  achie ve  when 

we are  confronted dai l y  with  the  inf inite  var iet ies  of  the  emptiness  e xpressed by 

a l l  those  ar t ists  inc apable  of  renouncing “ the  trad i t ion  of  the  new” .  E xalted ar-

t ist ic  dec larat ions  are  t reated with  indulgence  as  the y  are  cultural l y  just i f ied  by 

the  my th of  “ the  search” whi le  forgett ing, as  P ic asso  obser ved with  his  amusing 

arrogance  bac k in  1923, that  “ to  look  means  noth ing  in  pa int ing ,  a ll  that  counts  i s  to 

f ind” . W hile  we l ive  in  a  t ime where  Baudelaire ’s  prophec y  of  the  “decrep i tude” of 

mo dern art seems increasingly apt, it  is  paradoxical ly exactly that destination of  art 

which assumes the exclusivity of modernity. W ith this in mind, we can admire some-

one like Cesare Lucchini who has been able to model and form his own intuitions 

based on a personal poetic vision rather than following the current trend. 

by r udy  chiappini

The  Intense  Evocati ons  of  Ex is tenti al  T ens ion
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It  i s  rarer  and rarer  that  we f ind in  a  contemporar y  ar t ist  the  s igns  and traces  of 

that  comple x  st rat i f ic at ion which const i tutes  the  my ster ious  and profound voy-

age  of  the  stor y  of  man. By r ights  i t  i s  that  which should  belong to  each authent ic 

e xpress ive  e xper ience. Today ’s  culture  of  appearances  would appear  to  have  pro-

gress ivel y  forgotten this , subst i tut ing in  i ts  p lace  the  taste  for  the  ephemeral  in 

a l l  things  contemporar y, immediate  consensus  and gratuitous  provoc at ion.

By contrast , Cesare  Lucchini ’s  work c arr ies  within  i t  an  awareness  of  the  pr imar y, 

u n re n o u n c e a b l e  ro l e  o f  p a i n t i n g. H i s  wo r k  i s  d i s t i n g u i s h e d  b y  a  c o n t i n u o u s  t e n -

s i o n  a n d  i s  d r i ve n  by  a n  e m o t i ve  i m p u l s e , a n  e x p e r i e n c e  o f  a  s e n s a t i o n . A t  t h e 

s a m e  t i m e  h e  i s  l o ok i n g  f o r  a n  i d e a l  p i c t o r i a l  i m a g e. H i s  c o n t i n u a l  s e a rc h i n g, 

h i s  b e i n g, i n  t h e  m o s t  p ro f o u n d  s e n s e, a  p a i n t e r, a p p e a r s  t o  b e  t h e  f u n d a m e n t a l 

q u a l i t y  o f  h i s  l i f e ,  j u s t i f i n g  i t s  p ro g re s s i o n  a n d  p ro v i d i n g  h i m  w i t h  i t s  p r i n c i -

p l e  m o m e n t s  a n d  t u r n i n g  p o i n t s . T h e re f o re  b e t we e n  i n t ro s p e c t i o n  a n d  m e m o r y, 

i n s t i n c t  a n d  r a t i o n a l i t y, L u c c h i n i  h a s  d e ve l o p e d  a  d i a l e c t i c  c o m p o n e n t  w h i c h  i s 

t r a n s f e r re d  i n t o  h i s  p a i n t i n g s  ( f o r  e x a m p l e, m a t e r i a  a n d  l i g h t  o n  t h e  o n e  h a n d , 

a n d  c o n s t r u c t i o n  o f  t h e  c o m p o s i t i o n  o n  t h e  o t h e r ) .  T h ro u g h  t h e  f o rc e  o f  p o e t r y, 

t h e  wo r k  i s  re s o l ve d . M o re o ve r, t h e  c u l t u r a l  e x p e r i e n c e s  o n  w h i c h  t h i s  p o e t i c 

v i s i o n  i s  d e ve l o p e d  a re  m ad e  u p  o f  d i f f e re n t , c o n t r a s t i n g  e l e m e n t s  w h i c h  a re 

u n i t e d  i n  t h e  w h o l e . 

T he t went y  years , f rom the  60s  onwards, which Lucchini  spent  in  Milan, were 

decis ive  in  formulat ing this  v is ion. D ur ing this  epoch the  most  aware  ar t ists  l iv-

ing in  the  L ombard c apita l  fe l t  the  need for  rene wal  and a  way  of  unit ing the  last 

t races  of  natural ism emerging from nor thern Ita l y ; that  of  Mor lott i , Moreni  and 

Chighine  with  the  European ar t  inf or mel  of  Wols , Fautr ier  and de  S tael  (a l though 

these  latter  ar t ists  had lost  the  force  of  their  ear l y  years) . T he Ita l ian ar t ists  were 

t r y ing to  arr ive  at  a  paint ing of  e xistent ia l  real i t y  which could  submerge  i tse l f  in 

the  current  debate  on Modernit y  without  loosing i ts  ident i fy.

For  Lucchini , these  are  the  years  of  s tudy and ref lect ion, meet ings  and cultural 

e xper iences, discuss ions  and e xper iments. He attempts  to  sur pass  the  emotive 

and gestural  approach of  an ar t  which had reached i ts  l imits , in  favour  of  t r y-

ing to  acquire  a  modern sense  of  f igurat ion, which is  less  dec lamator y  and more 

e voc at ive. D ur ing these  years  he  was  a  protagonist , arr iv ing at  solut ions  of  the 

per fect  re lat ionship  bet ween objects  and their  representat ion, an e xpress ive  sy n-

thesis  of  the  t wo e lements  central  to  his  ar t : space  and the  appearance  of  space. 

T he interdependence  of  these  t wo e lements  meant  that  the  real i t y  por trayed by 

the  ar t ist  was  centred on his  own wor ld, moved with  his  imaginat ion and was 

af fected int imatel y  by  his  emotional  react ions. His  paint ing bec ame an auto-

biographic al  te xt ; a  vehic le  of  both the  e xper ience  of  the  man and the  painter. 

T hrough a  thought-f i l led  process , Lucchini  arr ived at  a  personal  dec larat ion of 

the  pictor ia l  image. T he ser ies  ‘ Interni ’ and ‘Atel ier ’ , rea l ised dur ing the  dec ade 
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beginning in  the  midd le  of  the  70s, gave  his  s tudio, his  work table  and his  easel , 

the  central  posit ions  of  his  composit ions. Even more  s ignif ic ant l y  was  the  place 

assumed by  sent iment, and his  emotional  response  to  memor y. 

Howe ver, the  pr inciple  turning point  for  these  de velopments  in  his  ar t  took place 

in  the  latter  hal f  of  the  80s  when Lucchini  decided to  move to  Germany, f i rst  to 

D üsseldor f  and then to  Cologne. It  was  a  decis ion a lmost  ine vitable  consider-

ing his  natural  inc l inat ion to  measure  himself  against  the  e xpress ionist  paint ing 

rooted in  the  works  of  Cor inth, Dix  and Bec kmann. It  was  a lso  a  choice  born of 

inte l l igence  and inst inct , display ing his  des ire  to  obser ve  and a lso  par t ic ipate  in 

the  most  creat ive  obsess ive  upheaval  taking place  around f igurat ion. Above a l l , i t 

was  an oppor tunit y  to  embrace  an intensit y  in  chromatic  contrasts  and form that 

was  both stronger  and more  st r uctured. Meet ing the  creat iv i t y  of  other  German 

ar t ists  f rom S chumacher  to  Basel i tz  to  Kiefer  did  not  af fect  his  paint ing other 

than in  a  common par t ic ipat ion in  the  cultural  and spir i tual  dia logue of  the  t ime, 

which in  i ts  own way, resulted in  ne w de velopments  of  his  pictor ia l  language. 

T he ‘Quas i  una  Testa ’ (Almost  a  Head)  ser ies  character ised his  product ion in  the  90s 

and re vealed his  work becoming more  concentrated around a  s ingle  e lement: T he 

head, which bec ame the  fulcr um of  the  paint ings ’ meaning. Ever y thing therefore 

funct ions  through and moves  around this  obscure  presence, e ven in  those  c ases 

when i t  i s  a  ver y  marginal  e lement  in  the  total  composit ion. A centre  of  gravit y 

	 1986	 135 x  168 cm	 oi l  on  canvas 	 UNTIT   LED
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which appears  increasingl y  l ike  a  skul l , the  ult imate  af f i rmat ion of  the  human 

presence, a  memento to  the  prec ar iousness  which enveloped Lucchini . He re l ied 

on a  v igorous  painter l y  gesture, a  success ion of  ner vous  br ushstrokes, an  accumu-

lat ion of  paint  and a  power ful  lay ing of  colour. 

W ith this  in mind, his  apparent immediac y assumes new connotations. Through 

the years  Lucchini  has developed a way of  approaching the subject  and, in a  cer tain 

sense, this  method has itself  become the fuel  of  his  imagination. Just  as  the  ‘Moun-

ta in  Sa inte-V icto ire ’ in itself  does not just ify  its  grandiose apparit ions in Cez anne’s 

paintings, so the insistence of  the “head” does not ful l y  explain in itself  the internal 

changes in Lucchini ’s  imager y. He is  not impulsive and does not improvise but 

arr ives  at  the f inished work af ter  a  progressive process  of  accumulation and reflec-

tion. He elaborates  with great  lucidity  (the str ucture which character ises  and sus-

tains the image). In his  recent work seen in this  exhibit ion, an awareness of  an ar t 

profound l y t ied to our t ime is  evident; we rediscover paintings confident in their 

own intel lectual  values, aware of  the changes of  individual  consciousness and the 

passing of  t ime without which it  is  impossible  not to confront oneself. Life  is  s itu-

ated on a col l is ion course between form and space, ful l  and empty, good and bad, 

sur vival  and extinction. In this  eternal  crossroads man searches for  the authentic-

ity  of  his  profoundest  emotions. Lucchini  is  aiming for  an imager y which manages 

to express  and capture these moments; moments which contain an intense intimac y 

and are produced in an abstract  t ime of  charged memor y and internal  energ y.

In the  establ ishing and e vol ving of  this  process , Lucchini ’s  paint ings  are  inspired 

by  dai l y  e vents : the  landing at  Lampedusa  on the  S ic i l ian  coast , the  boats  ful l  of 

refugees  from whom e ver y thing has  been taken and who are  ant ic ipat ing a  bet-

ter  l i fe ; the  cormorant  covered with  oi l , a  sy mbol  of  the  environmental  disaster 

c aused by  the  e xplosion in  the  gulf  of  Me xico; the  mass  e xodus  of  the  Libyan 

people  r unning from their  oppressor.

Lucchini ’s  paint ings  re ject  descr ipt ion over  emotion and a l way s  prefer  the  fasci-

nat ions  of  sensat ion rather  than the  mere  representat ion of  things. T he emotion-

al  react ion which br ings  about  the  inspired image becomes  f ixed on the  c anvas 

in  an impulse  of  immediac y  through strong ner vous  s igns; through an inst inct ive 

mediated rapid  gestual i t y  and through an essent ia l  use  of  colour  and strong con-

trasts . T he paint ing breathes  in  this  init ia l  phase  from a  suspended temporal i t y 

and is  represented by  an out l ine  that  i s  dest ined to  be  modif ied  in  a  future  de vel-

opment  of  di f ferent  yet  complete l y  necessar y  conc lusions.

Once Lucchini  has  decided upon the  coordinates  of  an  iconographic  subject  he 

begins  the  s low and comple x  process  of  formal  sy nthesis  to  provide  the  image 

with  the  maximum amount  of  c lar i t y  and energ y. T he images  penetrate  his  soul , 

a l ready  inser ted into  the  composit ion and determines  the  atmosphere  emanat ing 

from the  c anvas; an  inter ior  v ibrat ion of  rhy thms and pulsat ions  formed dur ing 
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the  creat ive  pro cess . I t  i s  f inal l y  arr ived at  through his  abi l i t ies  with  paint ; s igns 

of  a  meditat ive  intensit y  and colours  ful l  of  l ight  which are  f i l tered through their 

own substance. An admirable  unit y  then takes  over  the  pictor ia l  wor ld  of  Lucchi-

ni . Ever y thing appears  la id  out  according to  an order  which progresses  smoothl y 

l ike  forces  that  pul l  in  di f ferent  direct ions  but  ne ver  lead to  a  lacerat ion. T he 

chosen themes  are  tac kled with  more  and more  depth, the  gestures  reduced to 

their  essence, the  imager y  undergoing onl y  minor  changes. 

M i n i m a l  a l t e r a t i o n s  a r e  e n o u g h  t o  c h a n g e  t h e  s u b s t a n c e  o f  t h e  n a r r a t i v e ,  j u s t 

a s  t h e  r e i t e r a t i o n  a p p e a r s  l i k e  a  s i g n  o f  s t r e n g t h ,  a n  u n i n t e r r u p t e d  p o e t i c  v a r i -

a t i o n  s e a r c h i n g  f o r  t h e  f i n i s h e d  i m a g e ;  i t  t r a n s c e n d s  a l l  c o n d i t i o n s  t o  b e c o m e 

t h e  s y m b o l  o f  a n  a b s o l u t e .  T h e  b i r d  i n  a g o n y  e m e r g i n g  f r o m  t h e  b l a c k  s e a  w i t h 

i t s  w i n g s  w i d e  o p e n  a s  i f  o n  a  c r u c i f i x  i s  t h e  d e n u n c i a t i o n  o f  m a n’s  t h o u g h t -

l e s s  e x p l o i t a t i o n  o f  t h e  n a t u r a l  e n v i r o n m e n t ;  t h e  a n c i e n t  b o a t s  i n s i d e  o f  w h i c h 

m e n  a n d  w o m e n  a r e  a m a s s e d  l i k e  a n i m a l s  a s  t h e y  s e e  t h e i r  v o y a g e  o f  h o p e 

t r a n s f o r m e d  i n t o  a  d e s t i n y  o f  d e a t h ,  r e p r e s e n t s  t h e  f o r c e d  e x i l e  o f  t h e  m o s t 

d e s p e r a t e  i n  e v e r y  c o u n t r y ;  t h e  c h i l d  s o l d i e r  s y m b o l i s i n g  t h e  a b s u r d  c r u e l t y  o f 

w a r,  t h e  d i s t a i n  f o r  l i f e ’s  v a l u e s ,  t h e  s t o l e n  c h i l d h o o d s  o f  t h o s e  s e n t  a h e a d  i n t o 

t h e  m i n e f i e l d s  t o  o p e n  t h e  w a y  f o r  t h e  a r m y ; t h e  t h r e a t e n i n g  h e l i c o p t e r  w h i c h 

e m e r g e s  i n  t h e  s k y  a s  a n  i n s t r u m e n t  o f  d e s t r u c t i o n ,  l e a v i n g  b e h i n d  o n l y  r u i n s 

a n d  m u t i l a t e d  b o d i e s .  I t  i s  n o t  d i f f i c u l t  u n d e r s t a n d i n g  w h y  a l l  t h e s e  w o r k s , 

w h i c h  h a v e  b e e n  r e a l i s e d  i n  t h e  l a s t  f i v e  y e a r s ,  c a r r y  t h e  t i t l e :  ‘ T h o s e  w h o  R e -

	 1989	 145 x  147 cm	 oi l  on  canvas 	 UNTIT   LED
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m a i n’ .  T h e s e  p a i n f u l  e v o c a t i o n s  a r e  w h a t  r e m a i n  i n  L u c c h i n i ’s  s o u l  w h e n  f a c e d 

w i t h  t h e  e x i s t e n t i a l  t h r e a t s  o f  o u r  t i m e .

His  search is  a  kind of  obsess ion which makes  him return again  and again  to  the 

same subjects , breaking with  the  ac ademic  t radit ion of  inventio . He works  in 

ser ies , which are  rene wed once  the  potent ia l  e xpress ion of  the  current  subject 

i s  e xhausted, or  he  has  found a  ne w f igurat ive  theme to  address . He has  found 

a  method of  conve y ing his  inter pretat ion of  the  image through the  language of 

paint . 

T he common thread of  Lucchini ’s  paint ing is  not  therefore  const i tuted by  the 

var ious  subjects  that  he  ref lects  on, but  rather  by  the  unique way  he  has  of  ap-

proaching real i t y. T he paint ing becomes  the  space  and the  medium where  the 

e xistent ia l  tensions  take  form; where  the  re velat ion of  that  “real i t y  beh ind  th ings” , 

which of ten c annot  be  seen due to  the  darkness  of  our  conscience, becomes  sud-

denl y  v is ible. 



P ictor ially  I  i dent i f y  in  blue  the  colour  of  introspect ion 
and  reflect ion .  W i th  sl ight  touches  of  other  colours ,  I  try 

to  communicate  to  the  v i ewer  a  sense  of  loss ,  i rr i tat ion  and 
mel ancholy.  However ,  i f  blue  i s  the  colour  of  the  n ight,  i ts 
a lso  the  colour  of  a ir ,  the  e ther  and  therefore  of  l ight. . . .

c e sare  luc chini



1 0 6 	 2011 	 102 x  81 cm	 oi l  on  paper 	 quel  che  r imane



1 0 8 	 2007 	 68  x  54 cm	 oi l  on  paper 	 quALcOSA  SI   MUOVE 



1 1 0 	 2009 	 64  x  54 cm	 oi l  on  paper 	 QUASI   UNA  TESTA



1 1 2 	 2009 	 64  x  54 cm	 oi l  on  paper 	 QUASI   UNA  TESTA



1 1 4 	 2008 	 68  x  62 cm	 oi l  on  paper 	 QUALCOSA  SI   MUOVE



1 1 6 	 2011 	 91  x  68 cm	 oi l  on  paper 	 QUASI   UNA  TESTA



1 1 8 	 2010 	 111 x  93 cm	 oi l  on  paper 	 QUASI   UNA  TESTA



1 2 0 	 2010 	 78  x  125cm	 oi l  on  paper 	 QUEL  CHE  RIMANE   -  RESTI



1 2 2 	 2006 	 134 x  103 cm	 oi l  on  paper 	 qualcosa  s i  muove



1 2 4 	 2006 	 138 x  98 cm	 oi l  on  paper 	 qualcosa  s i  muove  –  stupore



The  l at in  p ictor ial  culture  meets 
the  profund i ty  of  the  german  soul

Walter  Tschopp
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Quest ion : 	 At  what  point  do you begin a  paint ing?

Answer : 	 T he star t ing point  normal l y  ar ises  out  of  my react ions  to  cer tain 

dramatic  e vents  which appear  to  take  place  in  our  contemporar y  wor ld  on a  dai l y 

basis . Cer tain  real i t ies  provoke in  me ver y  st rong react ions  and, in  some c ases , 

outr ight  anger. T his  i s  the  necessar y  st imulus  for  me to  begin a  work. On other 

occ asions  i t  might  just  be  a  s tate  of  mind that  i s  suff ic ient  to  star t .

by       michele  balmel l i

in terv iew  w i th  Cesare  Lucch in i
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Q : 	 W h i c h  a r e  t h e  c o n t e m p o r a r y  a r t i s t i c  e x p e r i e n c e s  w h i c h  i n -

t e r e s t  y o u  t h e  m o s t ? 

A : 	 I  have  a l way s  been interested in  those  ar t ists  who use  paint ing as 

a  means  to  e xpress  their  t ime. We l ive  in  an epoch where  e ver y thing becomes 

spectac le, this  inc ludes  the  wor ld  of  ar t  and i t  i s  of ten done in  the  most  ignoble 

of  way s. I t  i s  a  pit y  to  see  how the  wor ld  of  ar t  i s  less  and less  aware  of  i ts  own 

histor ic al  memor y. T he result  i s  that  some works  that  are  seen today  as  being 

avant-garde  are  in  real i t y  mere  copies  of  works  made a  fe w dec ades  ago. I  bel ie ve 

in  a  more  s i lent  and meditated approach which confronts  i ts  immediate  past . In 

my opinion, there  i s  no great  di f ference  today  bet ween abstract  and f igurat ive 

ar t . T he onl y  impor tant  thing is  that  ar t  communic ates  s t r ong  emotions .  Today, 

compared to  a  fe w years  ago, ar t ists  have  a  wider  var iet y  of  techniques  to  draw 

upon –  photography, v ideo, the  computer  to  name but  a  fe w. As  long as  the  f inal 

result  i s  of  s t rong e xpress ive  impact  i t  does  not  matter  how you get  there. Of ten 

I  fee l  that  inte l lectual  thought  i s  g iven preference  over  ar t ist ic  results . We of ten 

renounce  those  fundamental  ar t ist ic  e lements  which were  so  impor tant  to  the 

great  ar t ists  who precede  us. I  am thinking of  cont inuous  hard work, the  st r uggle, 

t ime dedic ated to  preparat ion and research and above  a l l  an  acute  awareness  of 

who c ame before.

Q : 	 W hat  i s  the  st rateg y  you adopt  when you work?

A : 	 I n  t h e  b e g i n n i n g  I  s t a r t  a  f e w  p a i n t i n g s  c o n t e m p o r a n e o u s l y  m o v -

i n g  f r o m  o n e  p i c t u r e  t o  a n o t h e r.  I f  I  h a v e  a n  i n t u i t i o n  o n  o n e  w o r k ,  i t  e n a b l e s 

m e  t o  c o n t i n u e  o n  a n o t h e r  a n d  s o  o n .  T h e n  t h r o u g h  a  p r o c e s s  o f  r e d u c t i o n ,  I 

t r y  t o  r e a c h  t h a t  f o r m a l  s y n t h e s i s  w h i c h  c a n  g i v e  t h e  i m a g e  t h e  m a x i m u m  o f 

e s s e n t i a l i t y  a n d  e n e r g y.

T he cr ucial  moment of  the work takes place when I  realise  that  ever ything I  have 

introduced on to the canvas has taken a form and through it  narrative elements 

appear : a  table, a  head, a  dog etc. These presences are born in an indefinite, pre-

car ious space but is  a  result  of  the atmosphere which has been forged during the 

creative process. The realiz ation of  the painting is  arr ived at  through the use of  a 

var iety of  painter l y  techniques- colour, the painter l y  gesture, the quantity  of  paint 

and above al l  the l ight. These are the essential  forms to express  any content. I  say 

this  because I  have always thought that  a  concept alone is  not enough to sustain 

the value of  a  work. This  idea which comes out of  the 1968 cultural  and philosophi-

cal  debate has, I  feel , lost  a  great  deal  of  its  fascination and has produced in these 

last  decades ver y questionable results. Af ter  having f inished a ser ies  of  paintings 

on a theme, I  feel  completel y  empty. Its  when I  reach that  point that  I  begin to look 

for  another subject  that  wil l  al low me to recuperate that  freshness which I  need to 

star t  another ser ies.
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Q : 	 How much do you look at  dai l y  l i fe  and contemporar y  histor y  for 

your  paint ings?

A : 	 Paint ing for  me should  ne ver  be  an end in  i tse l f  but  i s , I  bel ie ve, a 

means  to  e xpress  more  ser ious  fee l ings. I t  i s  for  this  reason that  I  t r y  to  avoid 

adopt ing any  easy  decorat ive  solut ions, just  as  I  t r y  to  avoid  por tray ing real i t y  or 

taking a  purel y  inte l lectual  s tance. As  a  man who l ives  in  the  midst  of  other  men, 

I  attempt, through the  means  of  paint ing, to  e xplore  the  e xistent ia l  quest ions 

which most  af fect  me. Howe ver, this  content  has  to  be  t ranslated into  images  on 

a  c anvas  and that  come about  through a  long creat ive  process . D ur ing this  t ime 

i t  i s  impor tant  to  abandon onesel f  to  that  emotional  dr ive  which the  paint ing i t-

se l f  provokes  and thus  a l lowing my sel f  to  react  to  the  things  that  happen dur ing 

the  process . T he most  beaut i ful  and creat ive  moment  is  where  the  act  of  paint-

ing leads  you direct l y  to  the  solut ion of  the  work. I  hope that  this  des ire  to  be 

sur pr ised dur ing the  process  and the  enthusiasm I  fee l  when I  work both in  the 

paint ing and searching for  a  theme to  begin with, remains  with  me for  a  ver y  long 

t ime. Hopeful l y  I  c an improve  my work and be  a  better  and better  witness  to  the 

e xistent ia l  e vents  which touch me the  deepest .



H is  informel  i s  a  pa int ing  of  coloured  shadows  through 
wh ich  f l ashes  of  l ightn ing  and  f ire  f l icker .He  does  not 

reflect  real  scenes ,  nor  does  he  reconstruct  them. 
h is  pa int ing  shows  the  f leet ing  reflect ions 

on  the  wall  of  pl ato ’s  cave  

matthias  f r ehner 
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Exh ib i t ions

2013 	 Berne, Kunstmueum

2012 	 T hose  W ho Remain, Rosenfeld  Porcini

2009  	 Germany, Kunstsammlungen Chemnitz 

	 Lugano, Museo Cantonale  d ’Ar te

2008 	 Chemnitz, Kunstsammlungen Chemnitz

	 D üsseldor f, Galer ie  Hans  S tre low

2006  	 Neuchâtel , Galer ie  Ditesheim

2005  	 Milano, Centre  Culturel  S uisse

Educat ion

1965  	 Brera 

	 Ac ademy of  F ine  Ar ts 

	 in  Milan

b. 1941 in  Bel l inzona, Switzer land

 

Cesare  Lucch in i
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1991  	 L oc arno, P inacotec a  Casa  R usc a

	 Neuchâtel , Musée  d ’Ar t  et  d ’Histoire 

	 Ferrara, Palazz o dei  Diamant

	 Z ür ich, Galer ie  Proar ta

1990  	 Basel , Galer ie  Car z aniga  +  Ueker

1989  	 Neuchâtel , Galer ie  Ditesheim

1989  	 Neuchâtel , Galer ie  Ditesheim

	 Z ug,  Galer ie  Am S ee

1986  	 Basel , Galer ie  Car z aniga  +  Ueker

1985  	 Milano, Gal ler ia  Bergamini

1984  	 Luz ern, Kornschütte

1983  	 Basel , Galer ie  Car z aniga  +  Ueker

1982  	 Mendr is io, Palazz o Pol l ini

1981  	 Bern, Gal ler ia  Verena

1980  	 Tenero, Gal ler ia  Matasci

1977  	 Milano, Gal ler ia  Bergamini

1976  	 Lugano, Gal ler ia  Centro  Design

1975  	 Parma, Gal ler ia  Correggio

	 D üsseldor f, Galer ie  Hans  S tre low

2003  	 Bern, Galer ie  Kornfeld

2001  	 D üsseldor f, Galer ie  S tre low

	 Lugano, Museo V i l la  Ciani

2000  	 Neuchâtel , Galer ie  Ditesheim

1998  	 D üsseldor f, Galer ie  Hans  S tre low

	 Saint  Pétersb ourg, Musée  R usse, Palais  de  Mar bre

	 Museum, T he Mar ble  Palace

	 Moscow, Manège (with  Rolf  Ise l i , 

		    S tephan S picher, Paolo  Bel l ini  and P ierre  Casé)

1996  	 Tenero, Gal ler ia  Matasci

	 Basel , Galer ie  Tr ieb old

1995  	 D üsseldor f, Galer ie  S tre low

	 Bern, Galer ie  Kornfeld

1993  	 Basel , Galer ie  Car z aniga  +  Ueker

1992  	 Neuchâtel , Musée  d ’Ar t  et  d ’Histoire

	 L oc arno, P inacotec a  Casa  R usc a

	 Milano, Gal ler ia  Bergamini
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1972  	 Milano, Gal ler ia  del le  Ore

1971  	 Lugano, Cupola  Ar te  Casa

1970  	 Milano, Gal ler ia  del le  Ore

1969  	 Milano, Gal ler ia  del le  Ore

1968  	 Chiasso, Gal ler ia  Mosaico

1967  	 Bel l inz ona, Gal ler ia  la  R uota

	

Selected  Collect ions

	 Museo Cantonale  Neuchâtel

	 Museum Kunstsammlung, D üsseldor f

	 Museo Cantonale  d ’Ar t , Lugano

	 Museo Comunale  di  Milano

	 Col lezione Città  di  Lugano

	 Kunstmueum Ber n
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