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Foreword
HILARY LINK
DEAN, TEMPLE UNIVERS ITY ROME, 
2013–2019

In May 2018, Temple University’s historic campus 

in Rome was honored to host Print Think Italy 

2018: The Eternal Return—History, Culture, 

and Contemporary Italian Printmaking— 

the inaugural international iteration of the  

Tyler School of Art’s annual conference on 

issues of contemporary printmaking practice—

and concurrently, in the Temple University 

Rome Gallery of Art, the contemporary 

printmaking show Impronte Romane: New 
Directions in Printmaking. Temple Rome was 

for many reasons the ideal location in which 

to contrast and contrapose the old and the 

new, the antique and the contemporary, in 

printmaking today. As the subtitle of Print Think 

Italy 2018 so nicely captured, in Rome, it is 

always the case that what’s old is new again—

particularly so at Temple Rome, and especially 

in the area of printmaking. Just as this book 

highlights the work of master printers who 

“ensure the transfer of knowledge and  

know-how,” as described in the conference’s 

press release, the contemporary artists in this 

volume form an essential link between the past 

and the present.

Having celebrated in 2016 the fiftieth 

anniversary of Temple Rome’s founding in 

1966, we have spent a lot of time recently 

examining how the illustrious history of this 

campus influences and inspires its future. 

And this consideration is, in many ways, what 

we at Temple Rome have always wanted the 

thousands of students who have studied 

here to understand: that Rome represents an 

ideal laboratory and studio for learning about 

contemporary issues—whether in the visual 

arts, human rights and immigration, literature, 

art history, or engineering—which is possible 

only by understanding the historical layers 

superimposed, one on the other, throughout 

the city and without which the modern and the 

contemporary could not be as they are.

When I was dean of one of the longest-running 

and most respected American universities 

in Italy, I thought a lot about the foresight 

and innovation that the Tyler School of Art 

demonstrated in founding a campus here 

in Rome more than fifty years ago. In August 

1965, Charles LeClair, longtime professor and 

dean at the Tyler School of Art, proposed 

and had accepted by the board of trustees 

an initial plan for a branch campus of Tyler 

abroad. A few students came for the summer 

of 1966, and the first real cohort of twenty-four 

undergraduates and twelve master of fine arts 

students arrived by boat in Naples in September 

1966. The study and practice of printmaking 

began almost immediately, and the expansive 

printmaking studio still in use today was set 

up in 1967. Temple staked out territory in the 

very same Villa Caproni that it still occupies 

today, a modern-facing move that involved 

immersing students in the past to help them 

better understand the future they would soon 

face. And that is still the crux of our mission 

and the crux of the experience we help our 

students have; it is ultimately what makes time 
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×

here so life changing for the approximately 

thirteen thousand students who have since 

come through our doors.

As an institution, we continue to evolve 

and grow. Temple Rome is in the process of 

transforming from a study-abroad program 

to a more comprehensive global campus of 

Temple University, with a broader mission 

to serve the entire university and the 

local Roman community in various ways. 

Transnational collaborations, such as Print 

Think Italy and Impronte Romane, are models 

for how Temple Rome can serve as not only 

Tyler’s European and Mediterranean partner 

but also a hub of connectivity and expanded 

research between our community and that of 

the extraordinary city and culture where we 

have been fortunate enough to place roots.

Dr. Hilary Link is the president of Allegheny College, a position that she assumed after serving as dean 

at Temple University Rome, overseeing all aspects of Temple’s Rome campus from December 2013 until 

July 2019. Link holds a master of arts degree and a doctorate in Italian language and literature from 

Yale University. She completed her bachelor’s degree in art history and Italian at Stanford University, during 

which time she studied at Stanford’s Florence campus. Before joining Temple, she spent twelve years at 

Barnard College, where she most recently served as vice provost, responsible for curriculum, international 

programs, academic assessment, and faculty grants. At Barnard, Link also served as first-year class 

dean, dean for study abroad, associate provost, and dean for international programs. In addition, she 

organized the Global Symposia Series—a gathering of high-profile women in business, finance, politics, 

and the arts for conversations on women’s leadership. The annual symposia have been held in Beijing, 

Dubai, Johannesburg, Mumbai, São Paulo, and Shanghai. Link also created Barnard’s Visiting International 

Students Program (VISP), which brings students from partner universities around the globe to Barnard for 

a semester of study. In 2011, these programs received the NAFSA: Association of International Educators 

Senator Paul Simon Spotlight Award for Internationalization.
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FIG. I.1 The Printmaking Studio at 

Temple University Rome. Circa 

1967. Courtesy of the archives at 
Temple University Rome

FIG. I.2 The Printmaking Studio 

at Temple University Rome. 2017. 

Photograph courtesy of Kara Foran 
and Temple University Rome





I N T R O D U C T I O N   15

Only in Rome can one experience, behind the 

scenes at the Istituto Centrale per la Grafica, 

the thrill of seeing master printer Matteo Borsoi 

pull a velvety rich print from a galvanic copy of 

Giovanni Battista Piranesi’s original copperplate. 

Only in Rome, within the vast Corviale housing 

project, can one marvel at the extraordinary 

political and expressive work currently being 

produced at the community art press by 

contemporary artists and residents, guided by 

master printmaker Alessandro Fornaci. Between 

Piranesi and contemporary artists like Fornaci 

stand four hundred years of world-renowned 

Italian printmaking history, including the two-

hundred-year-old Litografia R. Bulla, the oldest-

surviving artists’ lithography studio in the world. 

Only in Rome.

These unique experiences and more were 

opened to the conferees attending Print Think 

Italy 2018: The Eternal Return—History, Culture, 

and Contemporary Italian Printmaking. For five 

years, the annual Print Think conference of the 

Tyler School of Art’s Printmaking Program has 

invited scholars, artists, curators, students, and 

collectors interested in printmaking to come 

to Philadelphia to focus on one topic important 

to the field and to share their work. Whether 

it is the impact of technology on printmaking 

practices or the mutable matrix wherein artists 

explore the tension between the gestural and 

the graphic, Print Think conferences provide 

a forum for presentations, conversations, and 

technical demonstrations and offer tours of 

museums, galleries, and collections that further 

our understanding of contemporary prints.

As part of Temple University, Tyler Printmaking 

faculty and students have long had the 

opportunity to work and study abroad at 

the university’s extraordinary Temple Rome 

campus, located in Villa Caproni. When my 

colleague Devin Kovach arrived to lead Temple 

Rome’s well-established printmaking program, 

he delved deep into the Eternal City’s unique 

academies, libraries, and museums, rich in 

print collections, and its vibrant history of 

printmakers and artists. There, examining 

the deep connections between the sudden 

flowering of printmaking in the Renaissance  

and today’s technical and conceptual 

explorations of contemporary printmakers, 

Kovach found the spark of inspiration that  

lead to Print Think Italy 2018.

Teaming up with art historians Frank Dabell and 

Sarah Linford, Kovach was able to forge bonds 

with institutions as varied as the Biblioteca 

Casanatense and the Istituto Centrale per la 

Grafica. Linford’s experience with the Academy 

of Fine Arts of Rome and with galleries and 

foreign academies prompted the idea of an 

Introduction
HESTER STINNETT
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exhibition and a volume to take stock of 

historical and contemporary perspectives and 

to serve as a sourcebook for the state of the 

field of Rome. From these connections emerged 

a beautifully orchestrated overview of the 

progression of printmaking in Italy through 

eight days of presentations, workshops, and 

behind-the-scenes tours.

Dabell opened the conference by framing the 

Roman context during the Renaissance and 

Baroque periods. Italian scholars from a variety 

of organizations followed by generously sharing 

their research—from how detailed analysis of 

Piranesi’s copperplates has yielded new insights 

into how he achieved his deeply engraved lines 

to how early engraved reproductions of privately 

held masterpieces of painting and fresco were 

widely disseminated—not only by spreading 

knowledge of the imagery but by taking them 

out of context, also subtly altering the public 

perception of these works. As much as this 

conference focused on Italian printmaking, it 

also gave the opportunity for Italian printmakers 

to learn about American printmaking and 

technical innovations. American artists 

Richard Hricko and Jason Scuilla demonstrated 

innovative laser cutting and electrochemical 

etching techniques that advance foundational 

practices in relief and intaglio platemaking. For 

conferees and invited Italian printers and artists, 

it was a hands-on affirmation of the continual 

evolution of the printmaking process and the 

ability of prints to evocatively capture an artist’s 

vision. Our keynote speaker, independent 

curator, writer, and publisher Cornelia Lauf, 

capped the proceedings by sharing her  

print-related experiences, ranging from 

facilitating artists’ book publication to focusing 

on artists’ multiples. 

Linford’s contribution to the event was to 

propose and, with Kovach, co-curate and co-

edit, a concurrent exhibition and book. In 

keeping with the printmaking tradition of widely 

disseminating ideas and images, this volume 

seeks to share key information and ideas about 

past and present printmaking and to bring 

together a variety of communities—academic 

and artistic—for whom Rome was decisive. 

While the volume cannot capture the smell of 

ink in the studios, it records the breadth and 

depth of Rome and printmaking, thus enabling 

the readers’ own eternal return.
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Hester Stinnett is a Philadelphia-based artist whose work has been exhibited 

nationally and internationally and is included in numerous private and public 

collections, such as the permanent collections of the National Gallery of Art, the 

Philadelphia Museum of Art, and the Walker Art Center. In 2004, she was awarded 

a Pennsylvania Council Artist Fellowship for Works on Paper. She was an artist-

in-residence at the Fabric Workshop in 2003 and has presented printmaking 

workshops at the Haystack Mountain School of Crafts in Maine and the 

Anderson Ranch Arts Center in Colorado. With Lois M. Johnson, she co-authored 

Water-Based Inks: A Screenprinting Manual for Studio and Classroom, published 

with support from the National Endowment for the Arts. Stinnett is a professor 

of printmaking at the Tyler School of Art at Temple University, where she also 

served as vice dean. She was the 2019 faculty in residence at Temple University 

Rome and the founder of the annual Print Think conference.

Hester Stinnett’s artistic work and accompanying artist’s statement are reproduced 
in Part II of this volume.

FIG. I.3 Print Think Italy 

conference participants and 

speakers. 2018. Photograph 
courtesy of Devin Kovach
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PART I 
PERSPECTIVES ON PRINTMAKING
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The Eternal Return: 
Rome as a Site for the Study and 
Practice of the Graphic Arts Today 
DEVIN KOVACH

My perspective on what it means to practice 

printmaking in Rome was transformed through 

the conception, research and planning, and 

eventual unfolding, of the Print Think Italy 

2018 conference and the concurrent exhibition 

Impronte Romane: New Directions in Printmaking.

I moved to Rome in fall 2015 to begin teaching 

printmaking and book arts at Temple University 

Rome. In spring 2017, when I accepted Hester 

Stinnett’s offer to organize Print Think Italy, my 

awareness and understanding of the Roman 

printmaking world was still coming into focus. 

I had a vague sense of who the practitioners 

are, but my overall view was still fragmentary.  

The challenge of conference organization 

therefore presented an opportunity to delve 

deeper into my adopted community and to get 

to know the laboratories, printers, and artists 

who are carrying forward the traditions of 

printmaking today.

As a printmaker myself, my natural habitat is 

the studio, among presses and acid baths, and 

I would be remiss if I failed to mention the 

deep gratitude and admiration I have for my 

intrepid co-curator and co-editor, Sarah Linford, 

who guided me out of the studio. Her precision, 

energy, and vision shaped this project and were 

instrumental in finding an expanded perspective 

of printmaking and Rome. Together we cast a 

wide net to discover all the diverse places where 

prints are being made, studied, or considered 

and to learn about the institutions, print 

scholars, art historians, artists, and printers who 

are evolving this venerable tradition. We met an 

extraordinary network of graphic arts specialists. 

Connections multiplied, and coincidences were 

frequent. In this introductory chapter to Part I, I 

trace those connections, addressing the research 

and themes that inspired the Print Think Italy 

symposium and that are carried forward by the 

authors in this opening chapter. In turn, in her 

introductory essay to Part II, Linford elaborates 

on the artists who were featured in the 

exhibition Impronte Romane: New Directions in 
Printmaking, illuminating the breadth and depth 

of Roman printmaking today.

WHY RETURN TO ROME?  
Beyond the triumphs of the past and their 

obvious splendor what makes Rome an 

important site for ongoing investigation?  

My approach to designing the conference 
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drew on the vast historical resources of the 

city, not just to see the prints of the past but 

to understand the context, methodology, and 

content intended to be communicated by 

these masters. I wanted to consider how prints 

are collected, archived, and exhibited and  

how these activities influence our perception 

of the past.

During the planning stages of the conference, 

Frank Dabell, another colleague and great 

contributor to the Print Think Italy symposium, 

reminded me of an important dimension 

of prints: they are fundamentally about 

communication, and that in considering, 

discussing, and writing about prints, we are 

also communicating. This observation might be 

basic, but I think it bears mention in a discussion 

concerning a field that revolves around a set of 

technical procedures. It is a gentle reminder that 

beneath the technical languages, as complex 

and nuanced as they may be, is the idea, the 

story: what is most significant and memorable 

is what prints communicate, the impact of which 

is amplified by the artists’ methods.

As visually stunning as masterworks by such 

artists as Giovanni Battista Piranesi, Marcantonio 

Raimondi, or Giovanni Battista Nolli certainly 

are, what makes them even more impressive 

are the subtle narratives that shape the contexts 

from which they emerged. I wanted to find 

individuals who could bring the works and 

their world to life, drawing connections between 

images and artists and across time periods to 

illuminate the many ways prints communicate, 

from the content within the pictures themselves 

to their “life” in the world.

Above all, I wanted the conference and 

workshops to serve as points of intersection—

for contemporary viewers to meet the prints 

of the past, for artists of different backgrounds 

and generations to meet one another, and 

for different conceptions of the practice 

and meaning of printed images to meet for 

comparison and exchange. The opportunity  

for exchange was central to the exhibition and 

the symposium.

MAPPING CONNECTIONS 
A vibrant printmaking community exists in 

Rome as well as in numerous institutions that 

house major print collections. Knowing what is 

where is a challenge, and in Rome it is always 

helpful to have a good guide. I knew I would 

need several to address the question of how  

the historical context informs contemporary 

Roman printmaking.

Diverse communities have always converged in 

Rome. As former dean Hilary Link observes in 

her foreword to this volume, Temple University 

Rome has been a home base for ongoing 

exchange between the creative communities 

of Rome and Philadelphia for more than fifty 

years. Multiple generations of printmakers and 

artists have passed through the Temple Rome 

printmaking studio and carried the experience 

with them into their professional careers as 

artists, professors, curators, and art historians.  

It has influenced the direction of their artwork 

and their relationship with the field of 

printmaking. They have also contributed to the 

local community in Rome through exhibitions 

and personal relationships developed during 

their Roman tenure.
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Similarly, Rome’s many foreign academies—

the British, French, Spanish, German, and 

Swiss, among others—have also facilitated 

the experience of artists and scholars to 

expand their creative research. This stream 

of activity, multiplied across generations of 

diverse international artistic communities, 

has produced continuous personal and 

cultural reverberations. The conference and 

the exhibition were intended as platforms for 

illuminating the numerous connections that 

emanate from these exchanges and how they 

influence attitudes toward printmaking and 

contemporary art in Rome and abroad.

In Rome, personal connections are valued and 

treasured. It is the human element that opens 

official channels. A phone call or a casual 

conversation is often the key to unlocking 

layers of history and the richness of culture. 

The conference programming evolved to 

include visits to the Biblioteca Casanatense, the 

Pinacoteca at the Vatican Museum, the Istituto 

Centrale per la Grafica, the French Academy at 

Villa Medici, the American Academy, and the 

Stamperia del Tevere. If the various dimensions 

of this vast project yielded success, it is because 

I was fortunate enough to have encountered 

such excellent guides.

TOWARD A CULTURE OF  
THE GRAPHIC ARTS
A revolving group led our investigations, many 

of whom are represented in this volume. The 

aforementioned Dabell opened the conference 

proceedings with a whirlwind tour that took 

participants from the lecture hall at Temple Rome 

to the Biblioteca Casanatense and finally to the 

Pinacoteca at the Vatican Museum. He expertly 

wove together key artists, printers, and prints 

from the sixteenth to the eighteenth centuries 

into a focused view, emphasizing the importance 

of printmaking among, and in conversation with, 

other artistic disciplines, including painting, 

sculpture, and architecture. Like all truly gifted 

art historians, he called attention to details that 

might otherwise have gone unnoticed but that 

are fundamental to interpreting the works of the 

past. He crystallizes this panoramic view in his 

text for this volume.

The Istituto Centrale per la Grafica hosted a full 

day of conference programming that included 

the study of original copperplates made by 

artists Giovanni Battista Piranesi and Giorgio 

Morandi, the printing of a steel-faced Piranesi 

plate, and the examination of the original 

sketchbook of eighteenth-century French 

artist Étienne Dupérac, revealing the antique 

process for transferring the artist’s sketches 

onto etching plates. Participants experienced 

the arc of historic print production—from the 

conceptualization of imagery and the drawing 

process to the multiple languages of mark 

making developed by artists in the execution 

of printing plates and finally the way plates and 

prints are conserved. This extraordinary series 

of events was guided by Giovanna Scaloni, 

assistant technician in the Matrix Conservation 

Department; Gabriella Pace, director of the 

Conservation Department; and Gabriella 

Bocconi, librarian. Housing one hundred 

thousand prints and twenty-three thousand 

matrices, dating from the 1500s onward, the 

Istituto itself possesses a fittingly complex 
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history, having been renamed at various 

moments in time. Linford clarifies the Istituto’s 

formation, recent history, and current structure 

in her essay later in this volume.

A coincidence that certainly contributed to the 

richness of the conference experience was 

the concurrent two-hundredth-anniversary 

exhibition of the Bulla family lithographers at 

the Istituto Centrale per la Grafica. Claudio 

Zambianchi, chief curator of the exhibition, 

gave an overview of this extraordinary cultural 

legacy in his presentation for the conference, 

which he condenses for this volume. He tells 

of how the Bulla family has worked side by 

side with top Italian and international artists 

across multiple generations and how in the 

family’s œuvre one sees expression of the major 

artistic movements of the second half of the 

twentieth century, from abstract expressionism 

to arte povera and minimalism. This discussion 

is extended through an interview with the 

Bullas themselves: brother and sister Romolo  

and Rosalba, and Romolo’s daughters, Flaminia 

and Beatrice. What emerges is a portrait of a 

family dedicated to the traditional practice of 

fine-art lithography and its evolution in the 

culture of contemporary art.

At the French Academy at Villa Medici, 

Jérôme Delaplanche, then head art historian 

and currently head of programming for the 

French Administration of Cultural Monuments, 

explained the complex role that printmaking 

played in the history of the French Academy 

in Rome. He elaborates on the historically 

ambiguous status of printmakers there, which 

raises questions about the position of print 

media in relation to other artistic practices, in 

his essay herein.

Alongside art historical investigations, the 

conference also involved hands-on printmaking 

workshops. Technical approaches were traded, 

and participants gained insight into how  

prints are made in different geographic 

locations, including, but not limited to,  

Rome. The artists who led workshops included 

Richard Hricko, head of the Printmaking 

Department at the Tyler School of Art at 

Temple University in Philadelphia; Jason 

Scuilla, head of the Printmaking Department at 

 Kansas State University; and Marina Bindella, 

associate professor of printmaking in the 

Graphic Arts Department at the Academy of 

Fine Arts of Rome. Each has developed artistic 

practices that are informed by the graphic 

sensibility of his or her place of origin but that 

incorporate experiences acquired abroad—

Rome, in the case of Hricko and Scuilla, 

and Germany, in the case of Bindella. Their 

respective approaches to printmaking exemplify 

the hybridity that is a requisite of contemporary 

art production. Examples of each of their work 

can be seen in the catalogue section of this 

volume, and technical notes from Hricko’s and 

Scuilla’s presentations are reproduced in a 

condensed format.

Every place fosters its own distinct graphic 

sensibility. Whereas printmaking practice in 

Philadelphia may tend to embrace the use of 

photomechanical processes, contemporary 

Roman printmaking is often rooted in the 

personal gesture of the artist’s hand-generated 

marks. In Italian, the graphic mark is referred 

to as il segno (singular) or i segni (plural). It is 

a term that may also be employed to refer to 

a sign or symbol. In Rome, il segno permeates 

printmaking conversations and suggests a 
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close link between the gesture of graphic 

mark-making and an artist’s personal language 

of expression—his or her unique sign. Whether 

in traditional or modern Roman abstract etching, 

incising, cutting, scraping, punching, or carving 

seems to gain linguistic recognition not just as 

the actions through which images are produced 

but also as the fundamental gestures in which 

meaning resides.

Arianna Mercanti offers insight into these 

aspects in her review of Roman print 

experimentation in the 1970s, a historical 

period that saw a veritable revival of intaglio 

printmaking, which, as she demonstrates, 

continues to reverberate today. This analysis 

is expanded further by Antonella Renzitti, a 

specialist on modern and contemporary Roman 

printmaking, who describes the Italian print 

workshops that rose to prominence during the 

1970s and expanded the scope and range of 

artist print editions.

Together, all the conference contributors, 

our guides, wove a rich and complex picture 

of the dynamic role that prints play in the 

story of Rome and the continuum of visual 

communication.

THE ETERNAL RETURN
Techniques of printmaking are young in the 

Roman timeline of visual expression, coming 

into practice in the fifteenth century. If we 

associate them with ancient Rome, it is because 

they served as vehicles for communicating the 

idea of ancient Rome. Seeing the real thing, the 

aura of the authentic original, is a major part 

of the attraction of visiting Rome. Early printed 

images conveyed this allure and enabled artists 

to share important pictorial ideas found in the 

works of the ancient past. Classical anatomy, 

perspective, and mythology were translated 

into the language of prints, primarily engraving 

and etching, and spread to the rest of the world.

Prints were not necessarily (or not solely) 

objects of admiration but images participating 

in a stream of significant visual communication. 

Before they became languages of artistic 

expression, prints were media of mass 

communication. They became so ubiquitous 

in certain historical moments that the popular 

imagination was animated by the language of 

prints—the graphic force, substantiality, and 

subtle sense of relief of a woodcut print; the 

thin and sensitive wires of ink of the etched or 

engraved image; or the crumbly, chalky lines or 

diaphanous washes¹ of the lithographic process. 

These physical attributes were the agents of 

perception, and thus a culture of the graphic 

arts developed that was based on intimate 

familiarity with the way prints communicate.

What happens to this culture of the graphic arts 

when prints move mainly in art fairs, private 

portfolios, or galleries and museums and appear 

less and less in the common person’s home? 

Today, artists favor print techniques for qualities 

that seem to run contrary to the original function 

of the reproducible print: the unpredictability 

and surprise of the technical process, the 

variability of the multiple as opposed to its 

standardization in large numbered editions, and 

expanded formats and printing surfaces instead 

of manageable single-sheet prints.

1 S. Tallman, The Contemporary Print: From Pre-pop to Postmodern (London: Thames and Hudson, 1996): 8.
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Matteo Borsoi, head printer at the Istituto 

Centrale per la Grafica, addresses this 

transformation in a conversation reproduced 

herein. He questions the state of the culture of 

graphic arts, where printmaking techniques are 

employed almost exclusively for the production 

of fine art and where the artists who pass 

through the historic print workshop at the 

Istituto favor variability, monumental scale, 

accidents, and even mistakes as the generative 

conditions for print production. When they leave 

the workshop, their prints go into galleries or are 

projected into the world through various digital 

reproductions, the substance of which promotes 

a fundamentally different visual culture.

Spanish artist Inma Herrera, who gave an 

insightful artist talk at the symposium and 

whose work is reproduced herein, makes the 

case in her artist’s statement that the techniques 

of print media are valuable precisely for 

the ways they promote new patterns of 

thought and stimulate creative invention. 

Her work embraces the seeming duality 

between the mastery of traditional craft and the  

development of new languages of communication.  

She demonstrates a way forward wherein 

printmaking techniques—etching, engraving, 

and lithography—are imagined as conduits  

to expanded awareness in the creative act.  

They are blended with digital media  

and are featured as processes conducive to 

meditation on the meaning of making images 

in contemporary culture.

Ruth Pelzer-Montada picks up this thread in her 

essay, describing three contemporary artists 

beyond the Roman sphere whose engagement 

with printmaking is animated by a similarly 

incisive and agile attitude. These artists appear 

to blow past any notion of conflict between 

tradition and innovation, focusing instead on 

process as a strategic mode of artistic inquiry 

and communication. The important thing is 

not reverence for the technical procedures 

themselves but rather the thinking that the 

techniques promote and the unique modes of 

expression they enable.

COUNTER PROOF
In the aftermath of the conference, through 

the long hot Roman summer, Linford and I 

continued to reflect on the question of why 

it is important to come back to Rome. Having 

scrambled around the city for nearly a year 

in search of all its graphic layers and having 

seen its many graphic impressions and heard  

its printers’ remarks, we saw our once 

fragmentary view begin to converge into 

something more unified—an impression of 

what the future might hold.

Rome lives with its past—the good and 

the bad. It is one of the distinguishing and 

extraordinary aspects of this city. Similarly, 

Roman printmaking is marked by an ongoing 

dialogue with traditional ways of thinking about 

and making printed images. Yet every age must 

embrace all means at its disposal to participate 

in contemporary streams of communication. 

After the conference, I was left with an image 

and its double: an increased fascination with the 

richness and depth of historical print languages, 

coupled with frustration that those languages 

often languish in retracing the gestures of the 

past, even the recent past. I want to see new 

segni, and at the same time I want to understand 
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even more about ones that have already 

been made. Perhaps it is there that artistic 

communities coming and going from Rome 

may converge: those coming can benefit from 

looking deeper at the strata of history, while 

those going might benefit from looking beyond 

its edge. I never picked up a burin before Print 

Think Italy; I never thought I needed to. I viewed 

my artistic practice in the realm of postprocess 

printmaking, conceptual layers rather than 

physical ones. Now I find myself spending hours 

teasing fine wires of copper from the surface 

of a plate. I find myself attracted to the idea of 

making editions of prints. I see new possibilities 

in the languages of the past; perhaps the return 

has done me good.

For Roman artists, the challenge may lie in 

moving outward from the foundations of the 

past. Such a path might begin with interrogation 

of the forms and significance of il segno, 
opening the concept to a larger vocabulary 

of technological and even conceptual forms 

of mark making—developing new marks for 

a new moment. Some of the most interesting 

and compelling prints that I have seen in Rome 

have come from artists who would never call 

themselves printmakers, artists who have 

adopted print concepts and techniques in the 

interest of communicating something specific, 

whether it is a physical nuance or a concept. 

Lorenzo Modica makes prints by sandwiching 

oil paint and paper between sheets of glass to 

produce monotypes that record the pressure of 

his body as it makes the impression. In subtle 

layers of aquatint and etching, Dutch ex-patriot 

José Witteveen records the portraits of Romans 

who live outside the historical city center—new 

gods and goddesses who may look different 

from the old ones but who are intimately 

connected with the dynamic spirit that has 

always animated the eternal city.

Such works suggest the enormous potential that 

also exists in adjusting the conceptual focus of 

il segno to not only consider what is happening 

within (i.e., the artist’s abstract spiritual 

language) but also employ printmaking’s many 

marks in communicating the complexities of 

life in a city whose identity, like that of many 

other cities and their citizens, is changing 

rapidly. The strategic cleverness, subtlety, and 

chemical awareness that are the printer’s 

trademark provide unparalleled formation to 

envision the multiple facets and complexities of 

contemporary Roman reality. This perception is 

not to simply romanticize the labors and delays 

of a venerable craft. The alchemy in printmaking 

is that the process is itself rich in metaphors 

that can either enhance or detract from other 

content in the work. Mystify this relationship 

and we stumble, hit or miss, but recognize and 

investigate the metaphoric power of printing 

processes and we can wield it to enrich what 

needs to be said, expanding the vision enabled 

by the process.²

This sort of expanded gaze extends as well 

to the way print knowledge is reproduced 

and distributed. To move forward, young 

Roman printmakers need studios in which 

to practice and the support and guidance 

of their predecessors. Too often, technical 

knowledge is guarded within academic and 

2 The metaphoric potential of print processes found its clearest articulation in ongoing conversations with 

Hester Stinnett, who deserves due recognition for this profound critical observation.
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institutional settings. As print educators, we 

face the challenge of encouraging our students 

beyond the sphere of our own tendencies and 

specializations. Institutions that are meant to 

promote the graphic arts should support the 

efforts of the generation that will ultimately 

carry them into the future, not just by rigorously 

teaching the craft of printmaking but also by 

encouraging them to invent their own signs: to 

be as bold, daring, and audacious as were the 

Sala Studio artists of the 1960s and 1970s and as 

Romolo and Rosalba Bulla have been in steering 

the evolution of the graphic arts.

We return to Rome not (just!) to feel nostalgia for 

the prints of the past but to learn how the prints 

of the past facilitated communication between 

the people of that time and how the prints of 

today continue to tell stories that are essential 

to understanding and participating in our own 

culture. In the end, this project is as much 

about people as it is about prints. In one way 

or another, and on many levels, prints embody 

the lives of all those who love and make them.
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An American artist currently living and working 

in Rome, Devin Kovach holds a master of fine 

arts degree in printmaking from the Tyler School 

of Art in Philadelphia and a bachelor of fine arts 

degree from the University of New Mexico. Since 

2015, Kovach has been a faculty member at Temple 

University Rome, where he teaches courses in 

printmaking, book arts, and graduate projects 

in studio art. His artistic practice incorporates 

elements of printmaking, photography, and 

installation, and he has exhibited throughout the 

United States and Europe. He has participated 

in residency programs at Anderson Ranch Arts 

Center in Colorado; Kala Art Institute in California; 

Frontline Arts; the Officina Stamperia del Notaio in 

Tusa, Sicily; and Ramdom’s DeFault17 in Gagliano 

del Capo, Puglia.

In spring 2018, Kovach organized Print Think Italy, 

the first international installment of the Printmaking 

Department of the Tyler School of Art’s ongoing 

series of Print Think symposia on contemporary 

printmaking, hosted by Temple University Rome.

×
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Prints of Rome, 
Prints for Rome

×FRANK DABELL

A statue of a River God— 

a personification of the Tiber, 

and therefore Rome, as well 

as a symbol of the inexorable 

passing of time—appears in 

the lower part of Giovanni 

Battista Nolli’s grand map of 

the Eternal City, engraved and 

published in 1748 (FIGURE I.4). 

A copy of this six-foot-high 

twelve-sheet marvel hangs 

framed in the lobby of Temple 

University Rome. For some of 

our students, it offers a first 

contact with the practice of 

printmaking and the special quality of certain images, even when produced in multiple copies. 

For others, the Nolli map is now paralleled by the Nolli app, a novel way of exploring Rome 

while proving the reliability of the original (one can also visit nolli.oregon.edu). Either way, the 

engraving is perceived as an object that is functional and beautiful, a creative and appealing way 

of conveying history and practical information.

FIGURE I.4 Giambattista Nolli, Nuova Topografia di Roma (detail), 

Copperplate engraving, 12 sheets of 40 x 70cm each, assembled to  

176 x 208cm, 1748.  Courtesy of the Biblioteca Casanatense MiBACT
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A closer inspection of the 

figurative detail—which 

actually reproduces a first-

century statue discovered 

near the Pantheon in 1512—

could raise various questions: 

why include an ancient 

sculpture (with carefully 

rendered broken bits), along 

with further fragments, on a 

map showing modern Rome? 

In fact, why spoil the idea of 

an Eternal City by showing 

its ruins? And why make a 

utilitarian object into a work 

of art? Was it to increase its 

appeal and thus make it more 

commercially viable? Nowadays, nobody would doubt its combined historical and aesthetic 

impact, but it is easy to forget that it was printmaking—an emerging technology—that had 

given new life to this Tiber in the first place. The sculpture had already been the subject of an 

independent engraving in the mid-1500s (FIGURE I.5), inspiring the cultural appetites of Renaissance 

travelers and collectors of images and thus accumulating fame—alas!, a Roman might exclaim, 

since otherwise it would not have been removed to Paris by Napoleon Bonaparte (it remains in 

the Louvre, while its equally celebrated mate, a statue of the Nile, can be admired in the Vatican).

The sixteenth-century print of the Tiber involved two Frenchmen: the engraver Nicolas Béatrizet 

(b. 1507) and the engraver and publisher Antoine Lafréry (1512–1577 [Lafreri in Italian]), who settled 

in Rome; set up a shop in what is now via del Governo Vecchio, near piazza Navona; pioneered 

the selling of prints; and helped create but also flouted the rules of copyright protection as the 

medium expanded. The engravings were antiquarian and modern in theme (the latter typified 

by the great unfinished colossus of the day, Saint Peter’s), and fascination with ancient wonders 

was now allied with the commercial success of that relatively new concept, reproduction. The 

River God was one of hundreds of images available for purchase in Lafréry’s Speculum Romanae 
Magnificentiae (the mirror of Roman magnificence). One could compare his title sheet with 

the home page of a website whose contents are in constant revision and expansion, since the 

selection made from the hundreds of images available could vary, with clients assembling their 

own customized albums. The modern parallel here is not a casual one, as may be seen in the 

extensive online resource at speculum.lib.uchicago.edu.

FIG. I.5  Nicolas Béatrizet (engraver) and Antonio Lafreri (printer), Statue 
of the River God Tiber, with the She-Wolf and the Twins Romulus and 
Remus, copperplate engraving, 33.4 x 54.2cm, circa 1550. Courtesy of the 
Istituto Centrale per la Grafica di Roma MiBACT 



Reaching one stage farther back in the history of printmaking, we find that Rome had already 

been catalogued, as it were, in the late fifteenth century. An elementary stage of the process 

appears in a 1493 wood-block map of the city included in a huge historical compilation, Hartmann 

Schedel’s Liber chronicarum, or Nuremberg Chronicle, the most extensive illustrated book of the 

fifteenth century (and thus falling into the category of incunabula, or books printed before 1501). 

Here, Rome is presented as little more than a relief-like assemblage of significant sites and has 

the appearance of some of today’s bad tourist maps, with out-of-scale icons showing what to 

visit and where to shop—but it does blend historical and archeological interests, thus at once 

recording and celebrating the city. While recalling that movable type was still a new phenomenon 

for most people at that time, we should note that books with illustrations, increasingly lavish in 

the quantity and quality of their images, were rapidly evolving in Italy, mostly north of Rome, and 

the same can certainly be said for engraving.

Two engravings, both from the 1470s and both—coincidentally—very animated in subject, 

are resplendent examples of the early development of the technique and of how prints were 

used (enduringly so, as they are included in my syllabus for Temple Rome’s art history classes).  

The Temptations of Saint Anthony Abbot by the Alsatian artist Martin Schongauer (c. 1445–1491) 

is a twelve-inch-high depiction of an old monk in mid-air, resisting the torments of nightmarish 

demons: the figures are attenuated, Gothic, and visionary. The two-foot-wide Battle of Nude Men 
by Antonio del Pollaiuolo (1431–1498), an enigmatic combat with the human form in varied poses, 

is emphatically anatomical, robust, and earthbound. Its language is quintessentially Florentine, and 

it looks like a treatise on muscles (a reminder of the importance of prints to the nascent study of 

anatomy, in an age when artists, not physicians, knew the most about the human body). The first 

of these works is generally considered the finer of the two because of its extraordinary command 

of texture. Each sheet is signed, Schongauer’s monogram representing the first consistent use 

of explicit authorship, and Pollaiuolo’s business card–like signature advertising his name and 

nationality. Both of these prints would have been known to Michelangelo when he was a boy; 

the Battle scene of course was more congenial to the future sculptural genius, but the Saint 
Anthony sheet played a special role in his evolution, since his teacher Domenico Ghirlandaio 

is said to have tested his skills by asking the barely teenage apprentice to copy it in paint (this 

work is now identified as the picture in the Kimbell Art Museum in Fort Worth, Texas). It should 

not escape us that the fine hatching and cross-hatching techniques employed by Michelangelo 

in drawing and stone were indebted to engravings as well as to Ghirlandaio’s graphic manner.

Even in a brief overview about Rome, we cannot fail to mention Venice, and especially Andrea 

Mantegna (1431–1506), perhaps the finest Italian engraver of his day. Most printing and printmaking 

emerged from the north of the peninsula, and the Venetian tradition takes us from Mantegna 

and Titian to Giovanni Battista Tiepolo and all the way to Giovanni Battista Piranesi (on whom 

more is said below), although Mantegna’s work is more readily associated with Rome. But it was 
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FIG. I.6 Marcantonio Raimondi, The Judgment of Paris, after Raphael, 
copperplate engraving, 29.1 x 43.7cm, circa 1510-1520, Courtesy of the 
Biblioteca Casanatense MiBACT

from even farther north that some of the greatest impetus came, and Schongauer was followed 

by Albrecht Dürer (1471–1528), his prints and those of his colleagues fertilizing Italy in this period, 

just as Jan van Eyck and others had added new blood to Italian painting a half century earlier. On 

both sides of the Alps, Dürer and Raphael (1483–1520) were extending the scope of printmaking 

and heralding the pan-European works of a century or more later (e.g., by Jusepe de Ribera, 

Rembrandt, Salvator Rosa, and Giovanni Benedetto Castiglione).

Raphael in particular was instrumental in disseminating reproductions of his own work through 

his Bolognese colleague Marcantonio Raimondi (c. 1480–c. 1534), who collaborated with him on new 

and original images, thus not merely replicating Raphael’s paintings in the Vatican, for example, 

but producing original prints, 

an idea we now take for 

granted. Raimondi’s work also 

fulfilled the expectations of a 

burgeoning humanist culture 

with a voracious appetite not 

just for the glorious past of 

Rome but an imaginative and 

imaginary world prompted by 

that past, as in his Judgment of 
Paris (FIGURE I.6), a composition 

that famously reached as far 

as Edouard Manet’s Déjeuner 
sur l’herbe of 1863. Speaking of 

what was unconventional or 

even notorious, we may recall 

that in collaboration with Raphael’s pupil Giulio Romano, Marcantonio also made pornographic 

engravings. Even in its more private destinations, the shared language of prints could now reach 

every area of society, from the private to the public, and ranging from hagiography or satire to 

political propaganda, all in a period when Europe was beginning to fragment itself in wars of 

religion or commerce. Printmaking enhanced the entire realm of communication, whether it 

united or divided the continent.

While Dürer’s prints were bringing the North southward, so to speak, the reverse process took 

place with the Dutchman Marten van Heemskerck (1498–1574), whose œuvre represents a 

successful example of South-North cross-cultural influence. He was one of the first northerners 

whose creative process bore in mind potential reproduction through printed media: the stippling 

and hatching techniques of his drawings—many of them made during a very attentive visit to 

Italy in the mid-1530s—clearly facilitated the work of the engravers and etchers who reproduced 



them, and his work became 

known through hundreds of 

images. His vision of ancient 

and modern Rome appears 

in an inventive drawing of 

1568, promptly engraved 

and published (FIGURE I.7) by 

another Dutchman, Philip 

Galle (c. 1537–1612). The 

peculiar composition served 

as a frontispiece, titled 

Inventiones Heemskerckianae, 
that introduced a series of 

Old Testament scenes, and 

it shows the base of a great 

column with a carved relief 

bust of the artist himself, 

surrounded by the vestiges of antiquity. It is quintessentially Renaissance in character, intellectually 

curious and reveling in how the past and present interact, and it can be read as an architectural 

capriccio, capturing the energy of Rome, its ruins, and those who explored them. Some readers 

may find that this definition immediately reminds them of Piranesi (1720–1778), and this great 

artist surely offers a fitting conclusion to our brief overview.

Far more than an illustrator (although that role remains invaluable for students of Roman 

history), Piranesi was a poet, using the nuances of the etching medium, which he mastered so 

swiftly, to express shifts between architecture and nature, permanence and transience, and to 

communicate grandeur and decay. His work provides a philosophical and emotional survey of 

the ancient world, magically making its spirit live on beyond his own time. When he was thirty, 

soon after assisting Nolli with a second edition of the map discussed earlier, he appeared in a 

memorable etched and engraved portrait by Felice Francesco Polanzani (FIGURE I.8). It presents him 

as a fragmentary bust, with leaves growing over his inscribed name. Yet that name is followed 

by the word architect, and although he built little in a literal sense, his creations reflect an 

extraordinary mental architecture: his understanding of what clients sought and his uncanny gift 

for simultaneously reviving antiquity and surpassing it with the sensibility of the philosophers 

of his own day are remarkable. Many more chapters would be needed to address Piranesi, but 

for our immediate context, we need only remind readers to look closely at his œuvre and see 

for themselves how he extended the boundaries of printmaking in an atmospheric, individual 

mode that looks forward to our own time.

FIG. I.7 Philip Galle, after Marten van Heemskerck, Inventiones 
Heemskerkianiae Ex Utroque Testamento, copperplate engraving, 14.2 x 

20.1cm, circa 1569, Wikimedia Commons / RKD images 178019
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In Heemskerck’s print, the 

ruins are partly overgrown, 

too, and the bust of the artist 

triumphs as a “new Apelles”—

his name is repeated in words 

and a monogram, as if “ars 

longa, vita brevis” were the 

antidote to all that decay: the 

engraver becomes historian 

and is himself eternalized. 

In the portrait of Piranesi, the 

vegetation may partly conceal 

his name, but because he is 

an artist, he will triumph over 

time, like Rome, and like the 

ceaselessly inventive medium 

of printmaking itself.

FIG. I.8 Felice Francesco Polanzani, 

Portrait of Giovanni Battista 
Piranesi, etching and engraving, 

32.5 x 48cm, 1750.  Courtesy of the 
Istituto Centrale per la Grafica di 
Roma MiBACT



British art historian Frank Dabell specializes in Renaissance art and 

Piero della Francesca in particular, on whom he is completing a book. 

He received his bachelor’s degree from Merton College, Oxford 

University, was a Fellow of the Metropolitan Museum of Art, and is a 

frequent guest lecturer for museum groups studying sites throughout 

Europe and the Mediterranean. He has published extensively since 

the mid-1980s in peer-reviewed and museum journals, including The 
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Dabell has been teaching at Temple University Rome since 2003.
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The relationship between engraving and the French Academy in Rome has always been a 

complicated one, marked by dissension and dissatisfaction.¹ For example, the Prix de Rome de 
Gravure (the Rome Prize for Engraving) was not created until 1803. The absence of this prize before 

this date does not mean that engravers could not be admitted as fellows—just not as Rome Prize 
fellows. Some of them were admitted by royal privilege. It is not easy to know with certainty 

the list of fellows before the French Revolution in part because of the continual irregularities in 

naming them under the Ancien Régime. The Academy’s archives for this period were completely 

destroyed by rioters during the sacking of the Academy’s palace in 1793. Our knowledge of the 

institution before the Revolution mainly comes from the directors’ surviving correspondence.² 
The absence of a Rome Prize for engraving also makes it more difficult to approach the topic of 

printmaking in relation to the history of artistic programming at the AFR.

The first historiographer of the French Academy, Henry Lapauze, placed the engraver Étienne 

Baudet (1638–1711) at the top of the list he compiled of the supposed first fellows,³ yet a few 

engravers can be identified among the list of Academy fellows under the Ancien Régime. Thus, 

Nicolas Edelinck the Younger (1681–1767) was sent to Rome in 1709 by order of the Duke of Antin.⁴ 
He drew after the antique and engraved the portrait of then-director Charles-François Poerson 

as well as prints of paintings by Nicolas Vleughels. He left Rome in October 1712.

Among the engraving fellows of the French Academy, Simon Thomassin holds a special place. 

He is mentioned as a fellow in the inventory of the Academy’s property compiled in 1684.⁵ 
He also describes himself as such in his dedication to the king in a monumental collection of 

French Printmakers 
in Rome
The Case of the Villa Medici - French Academy

JÉRÔME DELAPLANCHE
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×

engravings he published ten years later: the 
Recueil des plus belles statues et groupes antiques 
et modernes qui sont placés dans les appartemens 
et dans le parc du Château de Versailles (Paris, 

1694). Most of the copies sculpted after the 

antique by the fellows in the French Academy 

in Rome and mentioned in the Academy’s 

early records can be found in this collection.⁶ 
We know that copying was one of the main 

practices prescribed to the fellows: they were 

instructed to copy Roman masterpieces first 

for training and then to quickly provide the 

French monarch with works suitable for 

decoration of the royal palaces. In his book 

of the reproductions of the sculptures of 

Versailles, Thomassin takes care to include 

on each plate, when possible, the name of 

the author of the copy next to the title of the 

work. The Hercule commode, today located in 

the garden of the palace of Versailles (inv. MR 

1797), was copied in 1683 after the Vatican’s 

original work by Nicolas Coustou (1658–1733) during his stay in Rome between 1682 and 1685 as 

a fellow of the Academy.⁷ Thomassin’s engraving includes Coustou’s name and the title of the 

work (FIGURE I.9). The collection is of mostly documentary value because the print is not very high 

quality; it was created in Versailles in 1689. Thus, the only important print made by a fellow of the 

French Academy in Rome under the Ancien Régime that can be directly connected to his Roman 

sojourn was, in fact, produced after the artist’s stay in Rome.

We cannot fail to be struck by the disparity between the great development of engraving in 

France in the seventeenth and eighteenth centuries and its more-than-modest presence at  

the French Academy in Rome. There were lengthy debates throughout the eighteenth  

century about the need to strengthen the presence of engravers in the Roman institution.⁸  
Supporters of the introduction of engraving relied on, among other things, the paradox of its  

presence at the Royal Academy of Paris and its absence from its Roman counterpart.  

The Academy of Rome is described in the statutes and regulations of 1666 as an “Academy of 

Painting, Sculpture and Architecture.” But in the 1684 inventory, the institution is described as an 

“Academy of Painting, Sculpture, Architecture, and Other Noble Arts.”⁹ What could these other 

“noble arts” have been? Can we consider this category to have included engravers?

FIG. I.9 Simon Thomassin, Hercule Commode,  
engraving, 1694, Courtesy of the Académie de 
France à Rome



Detractors pointed out the 

uselessness of going to 

Rome to practice engraving 

since it was taught in 

Paris, and from the French 

perspective, Rome was 

not viewed as a center 

for learning this skill until 

the eighteenth century. 

Giovanni Battista Piranesi’s 

(1720–1778) presence in 

Rome in 1740 constituted 

the best counterargument 

in the ongoing debate. 

Piranesi and French artists 

were closely linked in the second half of the eighteenth century.¹⁰ Piranesi’s volume Vedute di Roma,  

published around 1748, contains an engraving of the façade of the Mancini Palace (FIGURE I.10) ,  

the seat of the French Academy in Rome between 1725 and 1803.

Faced with the alleged marginality of Roman printmaking, partisans of engraving, such as Charles-

Nicolas Cochin, retorted that engravers would not learn techniques at the Academy but would 

be penetrated by the Grand Goût—in other words, improve their draftsmanship. Incidentally,  

this was the argument put forth by Charles-Joseph Natoire, director of the Academy from 1751 

to 1775, to the Marquis de Vandières, future director of the Bâtiments du Roi.¹¹ Detractors made  

a more incriminating argument: engraving was only a means of reproduction and diffusion and 

not an artistic expression in its own right.¹²

The lobbying efforts of engraving supporters finally led to the establishment of a Prix de Rome 
de Gravure in 1803.¹³ This victory was probably facilitated by the desire to support imperial 

propaganda. Indeed, engraving represented an incomparable means of diffusion of Napoleonic 

imagery. Economic factors likely also came into consideration: printmaking supported industry. 

In fact, the engraving prize was created at the same time as prizes for medal and gem engraving, 

which has sometimes caused confusion around the word engraving. One prize recognized the 

graphic arts, and the other was awarded to sculptors. Their main connection was to promote  

the dissemination of the imperial legend.

When engraving was introduced in the newly installed French Academy at Villa Medici, its 

director, Joseph-Benoît Suvée, acquired from Paris a considerable collection of Piranesi’s work.  

Once acquired, they were forgotten. The collection has remained at Villa Medici but has not 

been fully studied.¹⁴

FIG. I.10 Giovanni Battista Piranesi, Palazzo Mancini, engraving, circa 

1760, Courtesy of the Académie de France à Rome
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With the creation of the Rome Prize for engraving, printmaking became established as a major 

art form, but its prestige quickly decreased. The competition examinations at the Ecole des 

Beaux-Arts centered on the academic male nude, the chisel was the only technique permitted, 

and the demand for reproductions dropped. The Rome Prize for engraving seemed a caricature 

of everything academic in its pejorative sense: the immobilism of an art cut off from the present 

and turned toward a dismal and repetitive celebration of the past. During a century of profound 

changes in the methods of production, diffusion, and use of printmaking, the work done by the 

fellows seemed completely off-base. All the technical revolutions around lithography, wood 

engraving, and etching from 1850 onward took place entirely outside the Academy. The history 

of engraving in the nineteenth century has been written without input from the French Academy 

in Rome.

The advent of photography sealed reproductive engraving in an increasingly deadly stalemate, 

as demonstrated in the fellows’ evaluations by the Paris Ecole des Beaux-arts. In the preamble of 

the commentary on the 1908 engraving envois (works done by the fellows and sent back to Paris 

for evaluation), the author explains:

The Academy is pleased to express  

its satisfaction with the Review of  

the Engravers’ Shipments.

At a time when this difficult art is going 

through a particularly painful crisis, it is 

comforting to see that young artists are 

not discouraged by the obstacles they are 

justified in predicting.

Another observation, no less reassuring, 

is that in a time when photography is so 

fatal to the art of engraving, not only for 

the processes it tends to substitute, but also 

because it seems to rid the engraver of the 

care of drawing his works, it is edifying to 

see that this year our young laureates, much 

more than in previous years, have been 

convinced of this great truth that drawing is, 

above all, the probity of engraving.¹⁵



The Academy cannot too strongly encourage 

this young fellow to continue in this way, 

because the portraits engraved by nature 

are precisely the future of engraving . . . 

and it is not too much to recommend to 

engravers that they need not fear personal 

interpretation[;] they must be convinced 

that an engraving rendering a photographic 

image is an absolutely useless enterprise.¹⁶

A change did finally take place at the end 

of World War I. Probably aware of this 

marginalization and more generally of the 

danger threatening traditional engraving, 

the leaders of the Academy of Fine Arts of 

Paris strove to stimulate originality. In 1919, 

the subject of the competition was no longer 

the Academic male nude but an Eve before 
Sin. Coincidence? That year, some interesting 

engravers finally emerged: Albert Decaris 

(1901–1988) won the first Grand Prize, and René-

Jules Godard (1886–1955) received the second 

Grand Prize. The latter portrayed Pope Pius XI  

(1923 [FIGURE I.11]) and Benito Mussolini (1925).

The second half of the twentieth century saw 

a final burst of engraving creativity, with an 

exceptional artist, Jean-Pierre Velly,¹⁷ winning 

the Rome Prize for engraving in 1966. Velly 

made several remarkable works when he was 

a Rome fellow (FIGURE I.12).

After the events of May 1968, the French Academy in Rome underwent major reforms. All Rome 

Prizes were abolished. Aesthetic paradigms were disrupted¹⁸ as the heralds of contemporary art 

swept away the last vestiges of traditional practices. Academicism was deeply inveighed. Although 

FIG. I.11 René-Jules Godard, Portrait of Pope Pius  
XI, engraving, 1923, Courtesy of the Académie de 
France à Rome

This commentary expresses concern for the state of printmaking, perceived as stagnant. 

Similarly, in 1912, a reviewer writes of Portrait after Nature by Jules Piel:
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some exceptional engravers 

were still admitted to the  

French Academy in Rome—

for example, Agathe May in 

1981–1983—Paris printmaking 

workshops closed one after 

the other, and the technical 

knowledge that engraving 

requires was largely lost.

However, in recent years, 

engraving has experienced 

a certain revival. It seems to 

be evolving to include more 

hybrid techniques that are  

less complex, are not as chemically based, and allow for more spontaneity. But even under  

these conditions, the admission of engravers as fellows of the Villa Medici is extremely rare.¹⁹ 
The printing press has disappeared from French workshops even for those fellows who have 

come to Rome.
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The Major  
Italian Print Studios 
of the 1960s
Grafica Romero, Grafica Uno, 2RC, Litografia R. Bulla

ANTONELLA RENZITTI

Since the middle of the twentieth century, collaborations between artists and printmakers have 

become increasingly important. Many artists have started to recognize that this highly specialized 

skill is essential to understanding and exploring the languages of printmaking.

The many Italian printmaking studios that opened in the 1960s were key factors in the new forms 

of collaborations between artists and printmakers. This period was characterized by an intense 

creative vitality that infused many aspects of Italian society and resulted in profound cultural 

changes.¹ The epicenters of this extraordinary historical moment were Rome and Milan more than 

any other Italian cities. Many cities, in fact, were destinations for foreign artists and intellectuals 

traveling through Europe. Such artists as Cy Twombly, Henry Moore, Jean Fautrier, Joan Miró, and 

Marc Chagall took an active part in the debates and exchanges in these years. While Rome and 

Milan supported different artistic sensibilities, both cities promoted abstract art through artistic 

events that only seemed divergent.

In Rome, Lionello Venturi was one of the protagonists. He coined the term astratto concretto 
(abstract concrete) to define a variety of abstract art. The cultural debate was further animated 

by Enrico Prampolini and Gino Severini, through the Art Club they created, and by Piero Dorazio, 
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Carla Accardi, Achille Perilli, and Antonio Corpora, who organized the Forma 1 school in 1947. 

Private galleries were also active. The acumen of someone like Plinio De Martiis of the Galleria La 

Tartaruga, or of Gian Tomaso Liverani of the La Salita gallery, or of Fabio Sargentini of the gallery 

L’Attico complemented Palma Bucarelli’s exhibitions at the Galleria Nazionale d’Arte Moderna 

(National Gallery of Modern Art). Under her directorship, the National Gallery of Modern Art 

became a major cultural center for modern art in Italy and abroad.

In Milan, the cultural climate was instead dominated by Lucio Fontana,² whose first Ambiente 
spaziale a luce nera at the Naviglio gallery inverted the relationship between artwork and spectator. 

The Swiss architect, printmaker, and designer Max Bill organized a large international exhibition 

of Arte Concreta at the Palazzo Reale.³ These played an important role in influencing the Lombard 

artists Bruno Munari and Atanasio Soldati, and after them Mauro Reggiani, Mario Radice, Manlio 

Rho, and Luigi Veronesi, who came together in the Movimento arte concreta (movement for 

Concrete Art). Another notable figure was Edoardo Persico,⁴ the first art critic to argue for Italian 

abstract art’s originality through his work for the Galleria Il Milione and the periodical Casabella, 

for which he shared editor-in-chief duties with Giuseppe Pagano. Artistic research was largely 

collective, and the exchanges between artists, writers, and intellectuals created highly favorable 

conditions. The poet Leonardo Sinisgalli sensitized the Italian public to the abstract art coming 

out of Milan and Rome through a periodical titled Civiltà delle macchine.⁵ Sinisgalli founded the 

cultural journal of the state-owned mechanical engineering company Finmeccanica in 1953. In 

1955, Sinisgalli was among the organizers of the “Arti plastiche e la civiltà meccanica” (visual arts 

and mechanical civilization) an exhibition held at the National Gallery of Modern Art. On that 

occasion, the first portfolio of silkscreen prints curated by the Art Club⁶ and titled Arte astratta 
Italiana (Italian abstract art) was produced. This limited edition was neither the first nor the last in 

which the graphic arts crystallized and diffused artistic research. Already in 1945 in Milan, the Arte 
concreta portfolio contained twelve prints by artists connected to the Movimento arte concreta. 

These were accompanied by texts by Giuseppe Marchiori; they were printed by the Officina 

d’Arte Grafica (OAG) run by Giorgio Lucini,⁷ who introduced silkscreen prints as fine-art editions.

Emilio Villa, another great poet, became an art critic in the 1950s. He played an exceptional role 

in the advancement of Roman and Milanese avant-garde artists through his writings and with 

the exhibitions he curated at the Galleria Appia Antica in Rome.

In the volatile years immediately following World War II, such critics as Maurizio Calvesi and Nello 

Ponente sought to define the extreme artistic vitality of the 1950s. They recognized the wish of 

many artists and intellectuals to organize themselves into groups sometimes at odds with one 

another but united in the belief that it was urgent to overcome the divide between abstract and 

figurative art. They shared an interest in experimenting with further expressive possibilities that 

could be only partially identified with informal “poetics.”⁸



In this highly fertile context, artists’ prints confirmed their specific roles in the larger cultural 

panorama and claimed their right to an “aura” of originality, notwithstanding their intrinsic seriality. 

As early as 1936, Walter Benjamin had addressed this question and that of art in the context of 

mass culture in The Work of Art in the Age of Mechanical Reproduction. In Italy, Giulio Einaudi 

published Benjamin’s text in 1966, prompting much debate. In this period, Ponente, who frequently 

visited print studios, defined printmaking as “an antique technique for modern expression.”⁹

Many fine-art printmaking studios thrived across Italy in the mid-1950s and early 1960s. Some 

of these lasted for only a short while, and others specialized almost exclusively in printing the 

works of a small handful of maestri. Still others printed works by artists interested in discovery 

and experimentation.

More than forty years later, we can identify the tendencies and subtleties that characterize the 

personalities connected to these printmaking studios. I will focus on four of these in particular: 

Renzo Romero’s print studio in Rome; Milan’s Grafica Uno, founded by Giorgio Upiglio; Valter 

and Eleonora Rossi’s 2RC; and the Bulla family of lithographers. These printmakers donated their 

production to specialized museums, including the Calcografia Nazionale di Roma (renamed the 

Istituto Centrale per la Grafica in 2014). These gifts enable a large retrospective study of Italian 

printmaking after World War II. This contributes to the history of the graphic arts and, more 

generally, to the history of art.¹⁰ Specialized periodicals, such as Grafische kunst (1928), Nouvelles 
de l’estampe (1963), I quaderni del conoscitore di stampe (1970), Print Review (1973), L’arte a stampa 
(1978), and Print Quarterly (1984), sought to fuel the general public’s and collectors’ interest in 

fine-art prints. From 1975 to 1977, the Calcografia Nazionale di Roma also published three issues 

of Grafica: grafica, the institution’s museum journal. 

Amid such vitality, many artists interested in artistic interdisciplinarity considered the graphic arts 

to be the most appropriate means to communicate about and diffuse their research. The artists’ 

book became an increasingly privileged medium in which to bring together different linguistic 

codes. Published in the Calcografia’s collection were, among others, Das bad der Diana (1964), 

with images by Gastone Novelli and text by Pierre Klossowski; La faccia nascosta dalla luna (1964), 

by Pasquale (Ninì) Santoro, with poetry by Carla Vasio; Cinque poesie di Vinicius de Moraes (1969), 

translated by Giuseppe Ungaretti, with etchings by Piero Dorazio; Il parlar rotto, by Achille Perilli 

(1972); and Hommage à Leopold Sédar Senghor (1976), with etchings by Piero Dorazio, Achille Perilli, 

Umberto Mastroianni, Giuseppe Santomaso, and Giulio Turcato. These are but some of the works 

produced by Renzo Romero’s press.

Romero opened his printmaking studio/gallery in 1960. He intended it to be available to all 

contemporary artists wanting to experiment with the graphic arts. He initially dedicated himself 

to lithography, a technique apparently more attractive to the first artists working in his locale 

in via Liguria: Emilio Vedova, Umberto Mastroianni, Afro Basaldella, and Antonio Corpora.  
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×

Later, Romero produced primarily etchings and drypoint and aquatint prints. These collaborations 

were characterized by a large number of saturated colors and transparencies using few plates 

(FIGURE I.13).¹¹ Their time at Romero’s studio revealed to the Lombard artists Mario Radice (in 1974) 

and Enrico Castellani (in 1981) that the graphic arts were a concise and direct mode of artistic 

expression through which they could further the research they had begun in their paintings  

of the 1930s.

Romero, sensitive to the expressive needs of individual artists, adapted techniques 

“made of imagination not of formulas,” even when collaborating with his sculptor 

friends Fausto Melotti, Nino Franchina, Umberto Mastroianni, Pietro Consagra, Nicola 

Carrino, Lorenzo Guerrini, and Ninì Santoro. Romero enabled them to transfer onto 

paper a great number of the traits central to “informal” sculpture without losing the  

three-dimensionality of sculptural works as expressed by the lacerating of the plates and  

dry embossment printing.

Romero was a staunch defender of the graphic arts, and he published widely to advocate for the 

role of printmaking among the fine arts. His studio closed in 1985, at which point he decided to 

entrust his collection of nearly seven hundred plates, most of his bon à tirer impressions, and his 

artists’ proofs to what is now the Istituto Centrale per la Grafica in Rome.¹²

FIG. I.13 Piero Dorazio, Whiz—Curve Tranquille, aquatint, printed at the Stamperia Romero, print size  

32.2 x 41.1 cm, sheet size 49.5 x 64.5 cm, 1968, Courtesy of Istituto Centrale per la Grafica di Roma MiBACT, 
Photograph courtesy of Antonio Iorio and ICG 



In Milan, Giorgio Upiglio founded the Grafica 

Uno print studio in 1962. Among his first 

productions was the artists’ book Work in 
Progress, with poetry by Roberto Sanesi, etchings 

by Marialuisa de Romans, graphic works by 

Wifredo Lam and Pierre Alechinsky, and even 

a lithograph by Alberto Giacometti, who was 

introduced to Upiglio by the editor Einaudi. 

From 1965 onward, Giorgio Marconi served as 

a go-between for his friend Upiglio and young 

Milanese artists, including Enrico Baj, Valerio 

Adami, and Hsiao Chin. In turn, these artists 

spurred new encounters and collaborations that 

brought national and international prestige to 

Grafica Uno. Emilio Scanavino, Cesare Peverelli, 

Mario Rossello, and Agenore Fabbri also enjoyed 

working with Upiglio and produced portfolios 

and artists’ books with him. In 1964, Arturo 

Schwarz enabled the printing of Man Ray’s Il 
reale assoluto, with five lithographs by Marcel 

Duchamp. Schwarz also introduced Upiglio to 

Fontana, spurring a collaboration that started in 

1966 and continued through to the realization 

of one of the most complex and sought-after 

books, L’albero poeta, which contains etchings 

by Lucio Fontana, Enrico Baj, Pietro Cascella, Alik 

Cavaliere, Luca Crippa, Gastone Novelli, Achille Perilli, Giò and Arnaldo Pomodoro, and Francesco 

Somaini with texts by Guido Ballo. Over the years, Upiglio printed works by Italian, French, and 

American artists. He never impeded their artistic tendencies but was an active and sensitive 

interpreter of their individual artistic languages. Among the many notable editions that he published 

in the 1960s are Le lucertole blu by Osvaldo Patani, with etchings by Antonino Virduzzo, Bruno 

Cassinari, Ernesto Treccani, Vemil, Luca Crippa, Gianluca Matti, and Luigi Veronesi; and lithographs 

by Antoni Tapiès, Edouard Pignon, Alexander Calder, Asger Jorn, and Joan Miró for El circulo de piedra.

In the early 1980s, he collaborated with Mimmo Paladino to create works by using drypoint 

techniques and an electric Dremel (FIGURE I.14). He also worked with Ettore Sottsass, Luciano 

Minguzzi, Joe Tilson, Domenico Cantatore, Günter Grass, Claire Falkenstein, Giovanni Korompay, 

Giorgio Soavi, and Graham Sutherland, among others. Some were frequent collaborators,  

FIG. I.14 Mimmo Paladino, Poeta occidentale, etching, 

aquatint, and drypoint, print size 155.5 x 98.4 cm, 

sheet size 179 x 121 cm, printed at the Stamperia 

Upiglio, 1995, Courtesy of Istituto Centrale per la 
Grafica di Roma MiBACT, Photograph courtesy of 
Antonio Iorio and ICG
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while others produced only a single work with Upiglio. His extraordinary and varied activity as 

a fine-art printer, portfolio editor, and artists’ books producer lasted forty years. He dedicated his 

life to experimentation while maintaining respect for a wide variety of techniques and visions.  

Upiglio described his work as follows:

In 1996, Upiglio donated his entire personal archive to the Faculty of Architecture of the University 

of Mendrisio; in 2008, he bequeathed approximately one hundred prints and artists’ books to 

the Istituto Centrale per la Grafica.¹⁴

In 1959, after attending the Academy of Fine Arts of Milan, Valter and Eleonora Rossi opened a 

small studio on the Aventine hill in Rome with their cousin Franco Cioppi. In 1961, they named 

it 2RC Stamperia d’Arte. Coming from a family of Milanese editors, they aimed to redeem the 

graphic arts with taste, knowledge, creativity, and a spirit of adventure to counter the marginalized 

role that printmaking had historically held with respect to painting and sculpture. This risky 

proposition soon met with success, and in the early 1960s, they produced their first portfolio with 

Lucio Fontana; it won the first graphic arts prize of Tokyo. They continued working with Fontana 

until his death, but they also printed works by Ettore Colla, Alberto Burri, Giò Pomodoro, Giuseppe 

Capogrossi, Giulio Turcato, Giuseppe Santomaso, Piero Dorazio, Pietro Consagra, Achille Perilli, 

Beverly Pepper, Adolph Gottlieb, and Afro Basaldella.

The print studio moved to the via dei Delfini in the 1970s and was supported nearly from the 

outset with the important activities the Rossis ran out of their galleries in Milan (founded in 1972), 

in Rome (1975), in New York (1979), and in their additional Roman venue at the Terme di Caracalla 

(as of 1980). These galleries promoted the Rossis’ artistic preferences and tastes. They collaborated 

with the most cutting-edge and, following a suggestion from Burri, internationally known artists, 

and they even produced a portfolio for the United Nations Educational, Scientific, and Cultural 

Organization (UNESCO). This project gave them greater international visibility and inaugurated 

profitable collaborations with some of the greatest living artists, including Max Bill, Alexander 

If the artist is upstream and those who love 

and acquire his work are downstream, I 

believe I can say without any false modesty 

that the printer is like the banks that channel 

and direct the waters. However tumultuous, 

limpid, or rippled they may be, the printer 

constructs the riverbanks with craft, with 

passion, and with specific know-how, that of 

the printmaker.¹³



Calder (who made his first etching with the Rossis), Sonia Delaunay, Roberto Matta, Joan Miró, 

Louise Nevelson, Victor Pasmore, Man Ray, Victor Vasarely, and Fritz Wotruba.

The Rossis’ stated mission was to be an “instrument” in the hands of those artists who, each year, 

chose to work in their studio and to whom they dedicated all of their time and their technical 

proficiency. The Rossis put their assets at the full disposal of the artists they hosted, sometimes 

even transferring their printing equipment and tools, including presses and etching baths, to an 

artist’s own studio. In the 1970s, with their mythical itinerant print studio in tow, they met up with 

Pierre Alechinsky in Bodram, Turkey, to print Mare Nostrum on their boat. They later collaborated 

with other artists, including Sam Francis and Julian Schnabel, in Menton (France), Palma di Mallorca 

(Spain), Los Angeles, Montauk, Palm Beach, and Point Reyes (USA).

Eleonora’s contribution was complementary to and inseparable from Valter’s, her companion in 

work and in life. Both sought to put their collaborators at ease by respecting each artist’s rhythms 

and needs and establishing a deep-seated sense of trust and reciprocal respect.

The 1972 series Presenze grafiche, with its unusual 95 x 95cm format, was wholly novel for the 

graphic arts at that time. This type of artistic invention is precisely what characterized 2RC. The 

studio’s editions featuring Walasse Ting, George Segal, and others were conceived in New York 

and finished in Rome. Young artists from the Italian Transavanguardia, such as Enzo Cucchi 

and Francesco Clemente, already well-known in the United States, worked with the Rossis and 

facilitated their collaboration with Schnabel. At the end of the 1980s, in conjunction with the 

Marlborough Gallery in New York, the Rossis even produced a Francis Bacon etching. They 

overcame the British artist’s initial diffidence toward the graphic arts in part thanks to Eleonora’s 

extreme sensitivity to color: it was she who found the very particular shade of orange that Bacon’s 

work required. 2RC editions tell the story of the contemporary graphic arts as experimental 

media, successful when founded on generosity, reciprocal exchanges, and mutual understanding 

between artist and printmaker. “Each artist, starting with Burri and Fontana, greatly contributed, 

and everyone benefited from this,” Valter Rossi often recounts.

Their strong relationship with Burri remained constant in the Rossis’ studio. They worked together 

from 1962 to 1983 to render through etching “the bruciaticcio appearance of those volatile and 

unstable remains of the Combustioni,” notes the art critic and historian Cesare Brandi with surprise 

in Alberto Burri: Opere grafiche 1959–1981 (Rome: 2RC, 1981). Alechinsky would be the first to print 

from their New York press. Segal started by making intaglio prints of his plaster sculptures until 

the Rossis’ suggested that he use the sugar-lift technique, soaking his model’s clothes in sugar 

before making him or her roll around on the plates prepared for aquatint to capture the shape 

of the body in life-size scale.
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Cucchi, who found lithography to be the print technique closest to his drawings, produced large 

graphic works (6 x 4m) with Valter. This format was a requirement of the artist, who further insisted 

on using unusual lead plates that would become progressively deformed at each pass through 

the press, transforming the resulting marks with every printing.

In 1974, the Rossis donated to the Galleria d’Arte Moderna about sixty-five prints by artists with 

whom they had worked; in 2000, they gave the Calcografia about eighty graphic works made 

between 1970 and 1992. Among these, Burri’s Grande Bianco (FIGURE I.15) and Cucchi’s La Scala are 

notable not only for their peculiar dimensions but also for the singular graphic solutions that 

the artists and printmakers found together.

The history of the Bulla lithographic studio is amply recounted in Claudio Zambianchi’s essay 

in this volume. For my part, I remember that the Istituto Centrale per la Grafica holds in its 

collections many of the works on display at the recent bicentennial exhibition devoted to the Bulla 

family studio, which offered a precious testimonial to European artistic culture from the end of 

the nineteenth century to the most current contemporary artists, including Jannis Kounellis, Luigi 

Ontani, Enzo Cucchi, Gianni Dessì, Sandro Chia, and Piero Pizzi Cannella, among many others.¹⁵

FIG. I.15 Alberto Burri, Grande Bianco e Nero, relief print with single-color silkscreen, printed at the Stamperia 

2RC, 118 x 221 cm, 1981, Courtesy of the Istituto Centrale per la Grafica di Roma MiBACT
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The Etched Mark
Roman Experiments in the 1970s

ARIANNA MERCANTI

One can speak of contemporary printmaking 

in terms of process and possibility: how 

historical print processes—relief and intaglio, 

among others—have adopted new technical 

and technological modes while exploring 

different iconographic and stylistic languages.

Recent transformations in media, and in culture 

generally, have opened new possibilities. 

Printmaking is exploring an “undefined” past 

and its polar opposite—namely, the recovery 

of its material history by means of a meditative 

return to historical tools and long-standing 

print traditions and the ways these have 

shaped this complex artistic discipline.

As a result, contemporary printmaking is in 

profound metamorphosis and generating a 

variety of new questions. This transformation 

is exemplified by the redefinition of “graphics” 

and the various accepted types of design it 

has incorporated and expanded. That the 

term graphics is in semantic flux is reflected 

in its current dictionary definition. In some 

cases, the definition of graphic work primarily 

concerns a corpus or a single image. In 

others, the definition is closer to current 

usage and includes varied graphic arts and 

diverse expressive modalities. This term 

enables a unified view of the graphic world 

that is untethered to a specific matrix or kind 

of support. Changes in the understanding of 

graphics have involved not only the role of 

image or technique but also the very meaning 

of reproducibility that, especially with the 

advent of digital tools and media, has prompted 

sudden shifts in perception. Printmaking, which 

has always been at the forefront of the graphics 
debate—during the birth of lithography or of 

serigraphy, for example—finds itself once more 

testing its very limits and reinventing itself as 

printmakers and artists experiment with new 

processes and new iconographies influenced 

by unorthodox and extraneous elements.

About fifty years ago, a debate on the meaning 

of graphics—and, more specifically, etching—

emerged. It opened a line of inquiry that is still 

vital to contemporary art. At the Calcografia 

Nazionale in Rome, not incidentally renamed 
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the National Institute for Graphic Arts in the 

late 1970s, a praxis of printmaking emerged 

that was made possible by sweeping changes 

following World War II. From a theoretical point 

of view, it allowed print media to become an 

autonomous expressive language, no longer 

a handmaiden to the fine arts or an auxiliary 

imitation of other idioms. This shift occurred 

within an aesthetic and methodological 

paradigm that pursued the analysis and 

reappropriation of technical processes prizing 

print knowledge and its expressive potential 

above virtuosity. Reproducibility was to be 

understood not as a limit but as an aesthetic 

component of printmaking.

A notable, even emblematic, episode occurred 

in 1965, when a crucial shift took place within 

the institution that had produced, supported, 

and acquired the matrices and prints of past 

centuries. It was here that a new dialogue 

among artists and printmakers launched an 

artistic debate. It began with Maurizio Calvesi, 

who, between 1965 and 1967, in his role as 

director of the Calcografia, decided to open 

a study room (Sala Studio) for contemporary 

artists. This study room was not a typical 

school but an open space dedicated to 

experimentation. Calvesi initially invited  

the artists Guido Strazza, Giulia Napoleone, 

Luca Patella, and Antonino Virduzzo to 

work there without hierarchical or stylistic 

constraints. The first novelty was the creation 

of rollers for the so-called Hayter method,  

a complex mode of “simultaneous” color 

printing named after its inventor, Stanley 

William Hayter, that opened traditional 

intaglio printmaking techniques to material 

and technical experimentation. His method 

provided the unique freedom to conceive of 

the matrix as a “place” to be experienced.

The Hayter method was applied differently 

according to various artists: photography was 

introduced, as a counterpoint to metal plates, 

and plastics were used for their material 

qualities of light refraction. These experiments 

paralleled critical readings of print media—pop 

art’s use of serigraphs, for example.

The Sala Studio lasted just over two years, 

closing in 1967 with the end of Calvesi’s 

term. Yet in a short period of time, it had 

revolutionized printmaking, breaking from 

traditional figurative imagery and technical 

virtuosity and opening the field to modern 

experimentation. Numerous artists took 

turns working in the study room (Sebastiano 

de Laurentiis, Paolo Carosone, and Charles 

Gison, among many others), and innovative 

exhibitions hosted there contributed to a 

revolution in printmaking. In turn, such artists 

as Strazza and Napoleone began to perceive 

printing differently and definitively adopted 

the metal plate as a privileged instrument of 

their own research.

Contemporary artists’ involvement with 

the institute did not end in 1967. Between 

1973 and 1977, under the direction of  

Carlo Bertelli, Napoleone, Strazza, and  

Patella were called on to resurrect Calvesi’s 

Sala Studio. They transformed it into a  

more structured experience aimed not  

only at experimenting but also at teaching  

and disseminating print techniques. This 

change was enacted by the Experimental 



Graphics Course and the initiative to have 

artists teach at the institute.

In that particular context, teaching was 

conceived not hierarchically but as an 

exchange between student and teacher.  

This approach aimed to share technical skills 

and, above all, to explore the graphic mark and 

its potential forms.

Initially, students were chosen on the 

basis of their experience in the field of 

printmaking (as was the case with the young  

Lea Contestabile, a recent graduate of 

the Academy of Fine Arts), but eventually 

even amateurs and artists with limited 

experience in the graphic arts were accepted.  

Through these courses, inexperienced artists, 

such as Lorenzo Bruno or Peter Willburger, 

discovered print media and made it their 

focus. By 1977, an increasingly diverse nucleus 

of alternating pupils was populated by  

Italians from other parts of the country  

as well as foreign students, most notably 

Susan Telford, Anna Romanello, Susan Hanger, 

Massimo Mininni, and Rosalba Campra.

Alongside these courses, the institute also 

offered research opportunities. The artist-

teachers began to reexamine historical 

works in the institute’s collections. The 

matrices and prints of the sixteenth and 

seventeenth centuries, from Giovanni Battista 

Piranesi to Luigi Calamatta and Giovanni 

Folo, were scrutinized less for iconographic  

or connoisseurship reasons but instead  

with a view toward rediscovering their 

technical and expressive potential for 

contemporary print practice.

This reexamination of historical prints and 

matrices also took a fresh look at translation 

prints—namely, those that translate an original 

painting or sculpture into a repeatable print. 

Translation became a way to interpret 

intentions and the process of mark-making. 

Through translation prints, Sala Studio artists 

sought to reappropriate and reinvent the codes 

embedded in the works of the past.

This experimental research included Guido 

Strazza’s analysis of mark making in Piranesi’s 

Capricci and Carceri series, Ninì Santoro’s 

Cieli series (or Skies, equally reworking 

Piranesi), and Luca Patella’s “alchemical” 

reinterpretation of the backsides of matrices, 

which, in collaboration with Giulio Paolini  

and Michelangelo Pistoletto, were incorporated 

into an artists’ portfolio that the institute  

later published as a contemporary homage  

to calcografia.

Artists’ works, their teaching, and the production 

of artifacts: these activities were part of 

an incredible institutional vitality that was 

complemented by an active exhibition program. 

One such exhibition, “Grafica grafica I”, held at 

Studio Labirinto in 1975, was dedicated to Luigi 

Veronesi and focused exclusively on works 

made during the Sala Studio courses. Papers 

were published on the import of teaching 

within printmaking, and such periodicals as the 

magazine Grafica grafica offered new venues 

for debate, artists’ accounts, and much more. 

External artists were also invited to collaborate, 

such as the photographer Nino Migliori and 

the Piedmontese printmaker Francesco Franco.

To conclude, the courses taught at the institute 

in the 1970s indicate the paths along which 
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subsequent generations have moved, freed 

from the imperatives of being modern for 

its own sake or of cultivating nostalgia. 

Technical skill, not virtuosity, became the most 

sought-after quality to achieve fluency in the 

languages of printmaking. It enabled artists 

to transform the rhythm and content of their 

work. This trait remains a leitmotif to this day 

and opens horizons for future print work. Break 

or continuity? Tradition or innovation? This 

historical quandary remains highly pertinent 

in Rome today, particularly so perhaps for the 

graphic arts. Can digital tools compete with 

the burin? No, of course not. But they do 

not have to. Are they then different worlds? 

These questions now arise continuously. But 

the dissension between “modernizing” and 

“historicizing” factions should not obscure 

those artists who use the parameters of classic 

printmaking styles and languages to create 

new forms and formulas.

Current debates on the relation between 

printmaking and the graphic arts, one of 

the Sala Studio’s richest legacies, prompt us 

to reflect on a visual language that is by no 

means exhausted. Instead, printmaking is part 

and parcel of a new design paradigm, one 

with a new, more complete, more unified and 

multifaceted vision.

These are all inseparable facets of a single 

object, printed paper: a work of art that, while 

experimenting with hybridization, does not 

renounce its deeper meaning. In the words 

of Jean Baudrillard, the “anxiety” that the 

work carries within itself lies in “removing a 

dimension from the real world and therefore 

inaugurating the power of illusion.”¹
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Roberto, Romolo, and 
Rosalba Bulla
Two Generations of Printers in Rome

CLAUDIO ZAMBIANCHI

In the first decades of the nineteenth century, two branches of the Bulla family moved from  

their native Canton Ticino (Switzerland) to Paris and Rome, where they started lithography print 

shops in 1818 and 1840, respectively. The studio in Rome is still there, run by Romolo and Rosalba 

Bulla, heirs to an almost two hundred-year-old craft tradition. Following lithography’s invention 

in 1796 by Alois Senefelder, workshops began to populate the landscape of modern cities.  

Lithography was then considered a modern technique based on a chemical process rather 

than on carving, etching, or engraving a metal plate. It was used by artists who wanted to print 

multiple copies of the same work, by craftsmen who needed to translate caricatures or other 

images for mass-distributed magazines, and by the creators of posters, such as Jules Chéret or 

Henri de Toulouse-Lautrec. 

Historically, lithography implies a partnership between artist and printer. The artist who creates a 

drawing need not have any special knowledge of the technical printing process: it is the printer’s 

job to make the drawn marks emerge and, in color lithography, to layer the images produced 

by the consecutive passages of different stones on the same sheet. Lithography therefore has 

a potential for producing pictures meant for wide circulation, and in the nineteenth and early 

twentieth centuries, the Bulla shop took full advantage of the medium. It printed all kinds of things, 

from maps to posters to restaurant menus to stocks and bonds certificates and business cards. In 

the recent exhibition devoted to the Bulla lithographic print shop hosted at Palazzo Poli,¹ a venue 

in the Istituto Centrale per la Grafica, only a small section was devoted to these artifacts, as they 

had been analyzed in depth in another exhibition on the Bulla lithography studio curated by 

Giovanni Appella at the Accademia di San Luca in 2001.² Instead, the 2018 exhibition emphasized 
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the story of the print shop post-1941, when Roberto Bulla, Romolo Senior’s son, came back from 

his military service and began to rebuild the family business almost from scratch. Roberto started 

working exclusively with artists, and in a short while, original art prints became the main vocation 

of the studio. For the next seventy years, the Bulla print shop documented all the main artistic 

trends in Rome. The Bulla studio, of course, was not the only lithographic print shop in Rome: 

with the increased demand for art prints, the number of high-quality printmaking ateliers in the 

city grew. Among the best known were Grafica Romero, 2RC Stamperia d’Arte, and Grafica dei 

Greci.³ Nevertheless, many artists preferred the Bulla studio; they worked at first with Roberto 

and then with his son, Romolo (Junior), born in 1947, and his daughter, Rosalba. Starting in the 

mid-1960s, Romolo and Rosalba worked side by side with their father in the family workshop at 

via del Vantaggio, where the studio has been in operation since 1882. After Roberto’s death in 1989, 

his children took over the family business. When asked why the family’s studio was a favorite for 

generations of artists, Romolo and Rosalba underline their father’s expertise and intuition and his 

care for any print, whether it was made by students just out of the nearby Academy of Fine Arts 

of Rome or by well-known artists. Moreover, the location of the studio in the via del Vantaggio, 

a few steps from the Piazza del Popolo, the epicenter of the Roman art world in the 1950s and 

1960s, facilitated contact with many renowned artists, such as Jannis Kounellis, whose frequent 

appearances at the workshop made it a focal point for younger artists.

The prints created in the workshop at via del Vantaggio reflect the main junctures of the Roman 

art scene from the 1940s onward. The Bullas have printed the works of artists from the Roman 

expressionist movement, which began after the end of World War II, including Giovanni Stradone 

and Leoncillo Leonardi, abstract artists of the Forma 1 group, and Informalists of the Origine group, 

such as the painter Giuseppe Capogrossi and the sculptor Ettore Colla. The list also includes 

lithographs by Afro Basaldella and Toti Scialoja, whose works bear witness to the moment in 

which Roman painters entered into direct dialogue with the American abstract expressionist 

movement (Afro and Scialoja felt especially close to the work of Arshile Gorky). On the other 

hand, the lithographs of Eugene Berman, Alberto Savinio, and Giorgio de Chirico document the 

persistence of a Roman vein of metaphysical art and surrealism (in 1980, the studio also printed 

a lithograph by André Masson).

The Bulla studio worked with Achille Perilli and Gastone Novelli, the two artist founders of 

L’Esperienza moderna, an important neo-avant-garde publication of the late 1950s. Their research 

on the nature of visual mark-making is close to that of Cy Twombly, who from 1957 onward lived 

most of his life in Rome and also printed some graphic works with the Bullas.

The Bullas worked with artists of the so-called Scuola di Piazza del Popolo, Mario Schifano, 

Mimmo Rotella, and Giosetta Fioroni, among others; as well as with artists belonging to the 

Pastificio Cerere group, such as Domenico Bianchi, Paolo Canevari, Piero Pizzi Cannella, Bruno 

Ceccobelli, Gianni Dessì, Nunzio Di Stefano, Giuseppe Gallo, and Marco Tirelli. The Bullas printed 



Mirella Bentivoglio’s visual poetry, Bice Lazzari’s delicate images on Japanese paper, Titina Maselli’s 

cityscapes, and lithographs of the artists of the New Figuration movement, such as Piero Guccione 

and Franco Sarnari.

The aim of the exhibition at the Istituto Centrale per la Grafica was not to attempt a history 

of art in Rome over the past seventy years based on the prints of the Litografia R. Bulla but to 

understand how the history of this studio played an active role in these events. A pivotal moment 

in the life of the studio was the development of a working relationship between Roberto Bulla and 

Gian Tomaso Liverani, the owner of La Salita gallery, which was a focal point for advanced artistic 

experimentation in Rome from 1957 to 1998. From the outset, the collaboration was extremely 

productive and led to the creation of a number of portfolios. Exhibited at Palazzo Poli were three 

of the eight produced: Opera seconda, by Carla Accardi (1957), with text by Michel Tapié; Opera 
quinta (1959), by Toti Scialoja, with texts by Mario Diacono, Edoardo Sanguineti, Emilio Villa, and 

Cesare Vivaldi; and Opera prima (1957), with verses by Dacia Maraini, accompanied by four original 

lithographs and a drawing by Gastone Novelli. Some of the artistic trends of the early 1960s 

in Rome are presented in La litografia, a portfolio printed in 1963 by Roberto Bulla for La Salita. 

The portfolio contains ten prints and contrasts the work of two generations of artists alongside 

an introduction by the noted art critic Giulio Carlo Argan. On the one side were the Roman 

abstract artists of the late 1940s: Carla Accardi, Ettore Colla, Piero Dorazio, Francesco Lo Savio, 

Antonio Sanfilippo, and Toti Scialoja. As Federica Di Castro notes, for the first time in Italy, they 

posed decisive questions about the reproducibility of works of art through print processes and 

about the margins for experimentation in the graphic arts.⁴ On the other side, the portfolio also 

presents the works of younger artists belonging to the Piazza del Popolo group, including Mario 

Schifano, Mimmo Rotella, and Tano Festa, whose work focused on mass media in the context of 

the modern urban landscape, a line of inquiry that was prevalent in the international climate of 

nouveau réalisme and pop art. Their peer (and Festa’s brother) Francesco Lo Savio moved in an 

entirely different direction and reinterpreted the most rarefied and radical tradition of the abstract 

movements of the twentieth century, from Kazimir Malevich to Mark Rothko. In his preface to 

the portfolio, Argan, who supported rationalist and project-based artistic trends, underlines the 

systematic character of lithographic works, created by means of ordered steps, through which 

the image is deconstructed, reconstructed, and eventually printed, thereby revealing the logic of 

the operative process and bringing to light its structure.

Kounellis’s arrival at the Bulla studio in 1972 marked another turning point in the life of the 

workshop. He established a close friendship with Roberto, Romolo, and Rosalba, which ended 

only on the artist’s death in February 2017. Kounellis brought an entirely new experimental 

line of artistic inquiry associated with the Roman artists of the arte povera movement, then at 

its most prolific. His works embody the full primal energy of nature and materials. He believed 

that his graphic works should privilege the relationship between the traditional means of the 

trade—the stone and the crayon⁵—and less orthodox materials. The tension between tradition 
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and innovation led to the production of twenty 

or so “multiples” endowed with an object-like 

quality that expanded the margins of the 

creative dialogue between artist and printer, 

who had to negotiate the shift from two- to 

three-dimensional works (FIGURE I.16).

In the early to mid-1970s, Romolo and Rosalba 

gained greater autonomy in the studio. 

Until then, they had been learning through 

observation (as they say, they “stole the craft 

with their eyes”), but now they began working 

on their own independent projects, taking 

advantage of their father’s hunting trips over 

the weekends. Starting with Enrico Pulsoni and 

Roberto Pace, they began printing artists’ books 

that became increasingly adventurous in their 

form and content. As was often the case, they 

learned by doing, especially in the completion 

of a project with the artist Paolo Gioli. They 

printed two portfolios and an innovative book, 

Dadathustra (1976), in which the pages were 

not designed in advance but grew out of the 

creative dialogue between Gioli and the Bullas. 

Gioli made use of unusual photographic materials and sources, such as photo finish, which were 

subjected to audacious operations of editing and erasure. Following those early projects, another 

significant book was Dogana (1994), a collection of texts and printed images by fourteen poets 

and artists: Georg Baselitz, Domenico Bianchi, Giuseppe Conte, Lucio Dalla, Jan Dibbets, Jim Dine, 

Lawrence Ferlinghetti, Dennis Hopper, Mario Martone, Mimmo Paladino, Ferdinando Scianna, 

Sean Scully, Ettore Sottsass, and Adriano Trovato. Artists’ books, not to be confused with single 

sheets or portfolios, became a key feature of the Bullas’ output. As a genre, artists’ books gravitate 

in the orbit of ordinary books (even if they are printed in limited editions), because often the 

images follow one another as though they are telling a story; for example, in Ombrofago (2008), 

Luigi Ontani eats his own shadow in four photolithographs taken from his performance of the 

same name. The choice of the size and materials for artists’ books was often experimental, as 

in Dedicato (1988) by Piero Pizzi Cannella, wherein the eleven linoleum-cut prints are presented 

on pages of soft cloth. The eight silkscreens and pochoir images of Enzo Cucchi’s Eroè (2003) are 

printed on fourteen raw earthenware tiles, while Gianni Dessì’s untitled lithograph of the 1990s 

is printed on custom paper reinforced with oakum.

FIG. I.16 Jannis Kounellis, Senza titolo, zinc sheet 

metal, photolithography, jute sack, charcoal, and 

steel wire, 65.5 x 45.5 x 7.3 cm, 1992, Courtesy of 
Edizione Jörg Schellmann, Munich and New York
Photograph courtesy of Antonio Iorio and ICG



In the prints of his portfolio Botteghe (2002–2003), Giacinto Cerone pairs lithography with ceramics, 

his preferred sculptural material. The Bullas’ work with Cerone and Paladino marks a further step 

in the continuing dialogue with sculptors, started by Roberto and documented in the Palazzo Poli 

show by the lithographs of Leoncillo Leonardi, Ettore Colla, Mirko Basaldella, Pietro Consagra, 

Pericle Fazzini, Franco Garelli, Emilio Greco, Giacomo Manzù, and Nunzio Di Stefano.

While Roberto worked exclusively with lithography, Romolo and Rosalba also adopted woodcut, 

a medium they came upon under rather fortuitous circumstances. While visiting Bianchi’s studio, 

Romolo noticed the artist carving little figures into the surface of a table with a knife. He proposed 

that Bianchi replicate the technique on wood blocks and, from that initial experiment, Romolo  

(and then Rosalba) became proficient in printing woodcuts. In addition to Bianchi’s, the Bullas  

have printed woodcuts by Cannella and by Paladino; the latter entrusted the Bullas with structurally 

complex, large, colorful xylographic prints obtained through the assembly of several blocks of wood.

The Bulla family has often worked with foreign artists, printing lithographs by André Masson 

(1980) and Antoni Tàpies (c. 1970) among others, and they have also collaborated with a number 

of American artists. The artists’ book Pietre/Foglie (1984) juxtaposes Carl Andre’s reticulates with 

Ana Mendieta’s prints of leaves (FIGURES I.17 AND I.18). The two artists dialogue on the pages of a 

FIG. I.17 Carl Andre, Pietre, bookplate from the artists’ book Pietre/Foglie, with lithographs by Carl Andre 

and Ana Mendieta, lithograph, printed at the Litografia Bulla, 34 x 24.5 cm, 1984, Courtesy of Edizioni Romolo 
e Rosalba Bulla, Photograph courtesy of Antonio Iorio and ICG
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×

book in which Andre’s images transform the irregular perimeters of Roman cobblestones into a 

minimalist grid, traced with a warm, thick mark, whereas Mendieta’s fragile prints of leaves (with 

which she identified)⁶ bear a direct reference to the organic world and its vital cycles. In 1985, 

Romolo and Sol LeWitt were the witnesses to the two artists’ wedding. The marriage ended with 

Mendieta’s tragic death less than a year later. Exhibited at Palazzo Poli were also lithographs by 

David Salle and by Jim Dine, who printed many works with the Bullas. Starting in the 1970s, Dine 

used printmaking as a favorite means of expression, mastering the complexities of several graphic 

techniques. Over the course of his career, he worked with important printers on either side of 

the Atlantic, such as Tatyana Grosman in New York and Aldo Crommelynck in Paris. The Bullas, 

like these printers, acted as mediators between the artists and their graphic works, because the 

successful realization of a print is not the achievement of an individual but the outcome of the 

creative relationship between two people: the artist who invents the image and the printer who 

translates it into form, sifting it through a series of systematic stages, dictated by a technique 

that has been developed through centuries of practice.

FIG. I.18 Ana Mendieta, Foglie, bookplate from the artists’ book Pietre/Foglie, with lithographs by Carl Andre 

and Ana Mendieta, lithograph, printed at the Litografia Bulla, 34 x 24.5cm, 1984, Courtesy of Edizioni Romolo e 
Rosalba Bulla, Photograph courtesy of Antonio Iorio and ICG
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La Litografia Bulla: 
An Interview—Romolo, Rosalba, 
Flaminia, and Beatrice Bulla
DEVIN KOVACH AND SARAH LINFORD

DEVIN KOVACH (DK): Maybe we should start with 

the story of the Stamperia Bulla. Would you 

give us a sense of its history and how you got 

started?

ROMOLO BULLA (RMB): I started when I was fourteen. 

I studied by watching and working. I would sit 

on the floor. The door to the workshop would 

be open, and I would watch the artists work 

with my father. There was another printmaker, 

Gino Alessandrini, and he and my dad would 

tell us kids a few things here and there. It 

was several years before I even got my hands 

on a stone and printed on a piece of paper.  

Before we could print anything, we had to  

know the various steps of the process, 

especially to be allowed to print an artist’s 

work. That is how I started, and you can be 

sure [that] at first I was very underenthused. 

At fourteen, the last thing I wanted was to be 

holed up here in the workshop. My friends 

were playing, whereas I had to work even 

on Saturday afternoons. Little by little, I got 

hooked. And there was the fact that around 

6:30 or 7:00 p.m., my father would open up 

a couple of bottles of wine over there near 

the entrance. The neighborhood, which has 

changed a lot since then, used to be full of 

artists—from Pericle Fazzini to Piero Dorazio, 

from Alberto Ziveri to Mino Maccari. And they 

would all hang out and talk, and us kids were 

there, listening. Slowly but surely, we grew fond 

of them, and we caught the printmaking bug.

ROSALBA BULLA (RSB): It was pretty much the same 

thing for me; I started four years after my 

brother, when I was eighteen.

DK: So when did you start doing your own 

independent projects?

RMB: Circa 1976, with Enrico Pulsoni’s first 

book. He was a friend. It was at that time 

that I realized I liked making artists’ books. 

In addition to Pulsoni, we also met Domenico 

Bianchi, Gianni Dessì, Bruno Ceccobelli, and 

Roberto Pace. We were involved through 

[gallerist] Ugo Ferranti in an exhibition called 

“Artemisia Gentileschi” that came from the 

Yvon Lambert Gallery in Paris. Ugo added 

four younger Roman artists. I went to see the 

show, and I liked their work, so I asked Ugo 

to introduce me. At first, I got to know two 

of them, Gianni Dessì and Domenico Bianchi.  

At some point, we went to get a glass of wine, 

and I proposed that we make artists’ books 

together but told them we couldn’t afford to 



76  P E R S P E C T I V E S  O N  P R I N T M A K I N G

pay them. In the beginning, my father didn’t 

want us to work with our artists when the 

workshop was open, so we had Saturdays 

and Sundays. Either that, or we would work 

at home, which is right above the workshop.  

That is how we started making artists’ books, 

with the idea of telling an artist’s story.

RSB: It was stimulating for them, too, because it 

was their first experience with the graphic arts.

RMB: And from there, we got to know more  

and more young artists by word of mouth. 

They introduced us to other young artists.

DK: Is that how you started meeting foreign 

artists as well?

RMB: They came by themselves, actually.  

One time in 2000, the secretary from the 

American Academy in Rome called and told 

us that Jim Dine wanted to meet us. We met 

up, [but] my English wasn’t very good, and so 

we understood each other mostly through 

gestures. The next time we met, we made  

the two great Pinocchio prints. Because he was 

a quick and efficient worker, we called him  

“Mr. Train.”

RSB: Let me tell you that both he and Diana 

[Dine’s wife] are wonderful people. In fact, all of 

the great artists are fantastic human beings—

perhaps because they are confident and 

satisfied with their work, or maybe because 

they have lived through difficult personal 

experiences and succeeded. You work with 

them as though they are childhood friends, 

and you don’t feel embarrassed. They never 

make you feel ill at ease. And that is especially 

important for the relationship that develops 

between artist and printmaker.

RMB: It is almost like a marriage. With [Jannis] 

Kounellis, for example, we were truly that close. 

He really opened up your mind. We were very 

close; we had a very strong rapport. We were 

friends for more than forty years.

DK: What qualities do you think predispose an 

artist to working with prints?

RMB:  To work with an artist is to try and 

find solutions to realize his idea and also to 

discover his thinking processes. Jannis also 

taught us something about this; for instance, 

he demonstrated that an object, inside a 

drawer with other objects, already gives a 

sensation or effect similar to a graphic work.  

If it is a multiple, it is an object, not just an 

image. As a printer, you try to get to the point 

where you understand the artist’s reasoning. 

With each one, the exact nature of the 

relationship changes, and there is a very strong 

union and intimacy between the artist and the 

printmaker. The artist bares himself. You see 

him at his most vulnerable when he is working.

RSB: Trust is the basis of all relationships. 

If there is not trust, there isn’t anything.  

Our father taught us an important lesson, 

which is that as printmakers, we should make 

ourselves completely available to the artist,  

to give ourselves over to his vision. [It does not 

matter] whether he is an accomplished artist 

or a beginner or one who does it as a hobby. 

But that is the purpose of the printer, to render 

through the printing process all of the pictorial 

values that the artist composed on the stone. 

You have to take every aspect of an artist’s 

work seriously.



DK: That level of humility strikes me as singular 

to your printmaking workshop.

RMB: In the outside world, you go back to 

being people, [but] here in the workshop, it is  

the sacred relationship of artist and printmaker. 

Even if an artist is very proficient on a canvas, 

he will still need help to transpose the work 

onto paper. So you work closely with the 

artist and explain, for instance, “If you want  

that mark to be yellow, you need to use a 

different color because this one won’t come 

out in the printing.”

DK: You are one of the rare masters of this 

technique, yet you’ve never been afraid to 

experiment. Can you talk a little bit about how 

you view the technical aspects of this process?

RMB: Yes, you have to experiment; otherwise, 

it is just mechanical reproduction. So when 

artists have new ideas, we welcome them. 

Jannis opened up a new road for us in that 

way because he said not to think in terms of 

sheets of paper but of objects.

RSB: From that point of view, our experience  

with the photographer Paolo Gioli was also very 

important. We did a book called Dadathustra 

[F IGURES I .19 AND I .20 ], a book that really 

challenged us. Usually, given our experience, 

we started an edition [feeling] pretty confident 

about the outcome. But with Dadathustra,  

we had no idea how it would finish because 

he had played around with imagery 

printed in linoleum but then printed 

in photolithography. So there was his 

photolithograph on the right, and then on 

the left was the graphic intervention done 

with ball-grained aluminum lithograph plates,  

which might be common in the [United]  

States but are much less so here. We are 

used to working with stones. On top of 

FIGURE I.19 Romolo Bulla operating the lithographic press, Litografia Bulla, via del Vantaggio, Rome, 1986 

Photograph courtesy of Flaminia Bulla and Edizioni Romolo e Rosalba Bulla
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his images, he did collages of newspaper 

cutouts that he made with solvents. Finally, 

he had us carve diagonally across the matrix 

to divide it so that we could then ink in 

two colors on either side. If you know the 

lithographic process, you understand that  

you are taking risks when you undertake  

such a complex operation; if it takes too  

much time, it dries out, and the work is ruined.  

So we were uncertain whether we would 

be able to pull it off. He made us figure this 

out very quickly, reconciling his artistic 

desires with what is possible for the medium.  

Ultimately, we are very grateful to those artists 

who force us to experiment.

RMB: Also, [Mimmo] Paladino had us do things 

with solvents whose outcomes were difficult 

to predict. But when you are challenged,  

you try to rise to the challenge. Especially 

when an artist has a very strong graphic 

sense, as do Paladino and Gioli, it is really 

satisfying to try out new things. It isn’t like they  

show up with a drawing and say, “Please 

reproduce this”; no, they show up, we give them 

the stone, and then it becomes a performance 

and an experiment.

DK: I find your approach to experimentation 

interesting, because in academic settings here 

in Italy, there is often an emphasis on adhering 

to tradition.

RSB: Well, it is also true that you need to have a 

strong foundation; you can’t experiment unless 

you understand the fundamentals.

SARAH LINFORD: Tradition is made of a succession 

of innovations that are integrated into history.

RMB: Yes.

DK: One of the things that I found interesting 

in the exhibition that just closed at the 

Istituto Centrale per la Grafica was to see the 

beginnings of the Bulla Lithography workshop.

RSB: In the nineteenth century, lithography 

was mostly a means of reproducing images. 

Every ten years, an album was published that 

reprinted all of the images that had been 

made in a given workshop or within a given 

city, accompanied by a list of places where 

they could be purchased. Our workshop 

FIGURE I.20 Rosalba Bulla inking up a lithographic 

stone with Romolo looking on; Dadathustra 

project with artist Paolo Gioli, Litografia Bulla, via 

del Vantaggio, Rome, 1986, Photograph courtesy of 
Flaminia Bulla and Edizioni Romolo e Rosalba Bulla



participated in this activity; we did everything 

from printing checks to business cards. The 

relationship with artists developed over a long 

period of time, especially as offset lithography 

took over the more commercial work.

RMB: All of those new techniques have 

challenged traditional methods and prompted 

innovation and experimentation. This type of 

transformation and invention is at the heart of 

printmaking’s history.

RSB: And sometimes accidents generate new 

technical directions. You have to be open to 

invention.

DK: And that openness is apparent in the Bulla 

exhibition. What did your father think of all of 

your experiments?

RMB: He insisted on a traditional approach: he 

tried to teach us the techniques of calligraphic 

engraving, mirrored, of course, since it was on 

the stone. Our grandfather was even tougher. 

When our father was a child, he would  

be chained by the foot until he did proper 

pages of calligraphy. If he made a mistake, 

he would be whipped! It was a completely 

different attitude.

RSB: That was in the early 1900s.

RMB: But they had a different technical capability. 

Since then, even paper itself has changed. A 

lot of the great historical Italian papermakers 

have discontinued a number of papers, and 

it is a shame. Now our favorite kind of paper 

is [made by] Hahnemühle, which works great 

for lithography but also for relief printing. 

 

DK: Oh really, I didn’t realize that you also 

worked with relief printing.

RMB: I arrived at relief much later, and the 

relationship started in a funny way. One night, 

around 1:00 or 2:00 a.m., we were hanging out 

with Domenico Bianchi, and he was carving the 

table—this happened in 1986. So I asked him, 

“Have you ever made woodcuts?” He answered, 

“No.” Neither had I—so we agreed to give it  

a try. We started to make huge woodcuts 

together. We used to go to his house in the 

country, and from morning to night, we would 

ink these huge blocks that we would then print 

on Japanese paper.

DK: Everything printed by hand?

RMB: Yes, all printed by hand. Also, with [Piero] 

Pizzi Cannella, we made some very challenging 

large-scale prints. We made a 4m-wide linoleum 

plate that could only be completed by working 

on the pavement, which we then inked and 

printed on fabric. Rosalba would push out 

the air bubbles in the fabric little by little—a 

process which took until 4:00 in the morning! 

It was also the pleasure of being together; we 

were friends by then. If you do it, you really do 

it, and it makes you happy.

DK: Beyond technical proficiency, what other 

qualities do you see as being essential to being 

a good printmaker?

RSB: The most important thing is experience 

and a certain kind of sensitivity.

RMB: I think that is something that can be 

learned.

RSB: Yes, perhaps the sensitivity comes later 

with a foundation of experience. Because 

when you etch a wash on a stone, it is really 

the sensitivity acquired through experience 

L A  L I T O G R A F I A  B U L L A :  A N  I N T E R V I E W   79



80  P E R S P E C T I V E S  O N  P R I N T M A K I N G

FIGURE I.21 Beatrice, Rosalba, and Flaminia Bulla, Litografia Bulla, 2019. Photograph courtesy of Flaminia Bulla

when you etch a wash on a stone, it is really 

the sensitivity acquired through experience 

that tells you the amount of time to leave it so 

as not to burn out the image. Too little and it 

becomes black. It is one of the hardest things 

to get right in the practice of lithography.

RMB: It depends on so many factors: the air, the 

ink, the stone. Acid with gum arabic is really 

touch and go. You need a lot of experience, and 

you never stop learning even after practicing 

for many years. And that is another way in 

which artists help us; they push us beyond 

what we already know.

DK: How about for young people who want 

to learn these techniques—how can they 

approach learning this craft?

RMB: That will be my daughter Flaminia’s task 

(FIGURE I.21).

FLAMINIA BULLA: I studied art history. But by being 

here in the studio, I discovered woodcut relief 

printing. I started doing some in my free time. 

When I was working in London, I decided to 

pick up some materials to start making prints 

more rigorously—maybe it is in my blood. 

So it came only naturally that I should be 

part of the workshop. Now, my sister Beatrice 

and I have decided to ensure its future.  

With the help of my father and my aunt,  

I am learning the lithographic process.  

And we are also inviting young artists to 

come and experiment like the young artist 

and designer here today, [Guglielmo Maggini], 

who is experimenting with resin. We wanted to 

see how the resin would interact with various 

printing techniques.



RMB: They are creating their own network  

of young artists.

RSB: Yes, we don’t want them early on in their 

artistic development to feel burdened by the 

weight of carrying forward two centuries of 

family tradition. 

RMB: They need to forget about that because 

they need to get off to a fresh start.

RSB: These young artists have to follow their  

own impulse for print projects. It can’t be 

imposed upon them—they have to want 

to try it out, and then maybe in doing  

so get interested and learn the techniques 

themselves.

×
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The Istituto Centrale per la 
Grafica’s Master Printers 
An Interview—Giuseppe Lo Russo 
and Matteo Borsoi
DEVIN KOVACH AND SARAH LINFORD

DEVIN KOVACH (DK): How did you get started?

GIUSEPPE LO RUSSO (GLR): I attended the Italian art 

institutes, which were a holdover from the 

craftsmanship and guild tradition common 

throughout Italy. In 1969, I came to Rome to 

attend what is now the Academy of Fine Arts 

because my brother Gerardo Lo Russo was 

already enrolled there and was working in a 

well-established print studio by the name of 

2RC. So I started working very young, when I 

was fifteen or sixteen years old, after school, 

for short shifts. I began with simple tasks. After 

that, I learned from a very good lithographer 

who worked in Urbino and taught me the 

fundamentals of printmaking. I expected to 

become an art teacher for middle and high 

schools, but in 1975, a friend mentioned that 

the Ministry of Cultural Heritage (Ministero 

dei Beni Culturali) was recruiting. I applied 

by taking a national exam, with the intention 

of working in the field of restoration and 

conservation. I started working in a museum 

in Perugia as a guard, [and] then there arose the 

opportunity to start working as a printmaker 

here at the National Institute for Graphic Arts 

(now the Istituto Centrale per la Grafica). The 

job title, “calcografia dei plastici” (printing for 

the visual arts), was ambiguous, and it made 

me think that the position was more about 

plasticity or plastics than about printmaking. I 

understood only after the fact that I was to be 

the lab assistant for fine-art printing. Later still, 

by going through the archives, I understood 

that the term plastici was related to plasticity in 

the sense of pictorial qualities, not to plastics. 

I started working here in late 1983, early 

1984. I deepened my historical, theoretical, 
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and technical understanding of printmaking 

through continual study of the rich historical 

collection of sources and documents on both 

print restoration and printmaking here at 

Palazzo Poli.

MATTEO BORSOI (MB): My training is briefer and 

more unusual. I was not a fine-arts student. In 

2010, the Istituto Nazionale per la Grafica was 

recruiting, and I applied without strong manual 

experience. I learned that I had a natural 

predisposition for it. I studied hard, obtained 

the position, and started here as a printmaker. 

That’s when my real hands-on training in the 

graphic arts began. The fact that I still consider 

myself a beginner motivates me to constantly 

improve my methods and my skills. I am not 

a legitimate artist—I trained to be a print 

technician. Unlike Pino [Giuseppe], my training 

continues, day in and day out.

GLR: Well, in any case, every work is a new 

beginning, and we are constantly having to 

reinvent ourselves when we work with new 

artists.

SARAH LINFORD (SL): Did you start drawing from a 

young age?

GLR: Like my father, I think my brother and I 

are sensitive to forms and materials and that 

this is due in part to having grown up in the 

countryside, where a sensitivity to materials/

rocks/clay is honed by making your own toys 

with the natural elements available to you as 

a child.

MB: My relationship to drawing is odd: I am not 

an accomplished draftsman, but I have always 

drawn, and rather well, if I may say so myself. 

In retrospect, maybe I should have studied the 

fine arts instead of communications studies at 

university, but ultimately I have come back to 

drawing in some way by working here.

DK: That’s interesting, because on the one hand, 

printmakers are artists, and on the other hand, 

printmakers need to be sensitive to artists’ 

intentions. So it is interesting because however 

different your training may be, it sounds like 

here at the Istituto, you have found a way to 

balance those qualities to help other artists 

accomplish their intentions. On that topic, what 

are this studio’s current projects?

MB: To understand our projects for the near 

future, I need to give you some background 

and get into what Pino has done [over] these 

past decades. Like him, I think I work more 

and more in collaboration with contemporary 

artists. When I started here in 2010, that wasn’t 

the case.

GLR: Well, our collaborations with artists were 

very limited at the time.

MB: We had only sporadic collaborations with 

very renowned artists. Today, instead, we work 

with a lot more artists ranging from various 

stages of their artistic careers, and many of 

them foreign. We work a lot with the foreign 

academies and foreign universities, especially 

in the past two years, and I will carry that on, 

since Pino has just retired. I think the current 

period is characterized by high receptivity to 

working with foreign artists at all stages of their 

careers, pedagogically and creatively.

GLR: In the 1970s, until about 1987, things were 

different. The Istituto functioned as a school 

where students could take artist-taught 

courses. These were often thematic, sometimes 



co-taught or about people outside of the 

profession—poets, for example. Other courses 

were intensive training programs for architects, 

archivists, and restorers. At the time, the 

Spanish Academy was our main partner among 

the foreign academies. We might work more 

with the German and American Academies 

now, but at the time, we collaborated a lot with 

the Spanish Academy in Rome. This was part of 

the experimental work that we did here. At the 

time, the majority of printmakers came from a 

craft tradition, but some of us, like my brother 

and I, came more from the fine arts. This 

departed from the historical function of the 

Calcografia, up until the twentieth century in 

any case, to maintain and diffuse classical and 

Renaissance models through prints. The main 

shift came in the twentieth century, when these 

prints started to be sold to a large public— 

not just [to] fine-arts students or art historians 

but as collectibles intended for a wide 

audience. The sales of these prints were 

used to fund the Calcografia’s activities. The 

three functions of the Calcografia—copying, 

preserving, and teaching—were taken in a 

new direction under Carlo Alberto Petrucci, 

who through a series of exhibitions of young 

artists from the fine-arts academies, and 

collaborations with contemporary artists, such 

as [Giorgio] Morandi, opened up the institution 

to living artists.

MB: In this sense, the history of this institution 

is part and parcel of the evolution and status of 

printmaking in the twentieth and twenty-first 

centuries. Our work changes according to the 

way in which printmaking is conceived of from 

a cultural and artistic point of view.

GLR: In the 1970s, to do fine-art printing was to 

execute artistic commissions of large editions 

of screenprints, intaglio prints, and lithographs 

in a minimum of one hundred copies to be 

sold through banks, various offices, and to 

collectors. [Over] the past fifty years, we’ve 

moved toward smaller editions, larger formats, 

and greater chromatic freedom as well as a 

different system of distribution and a different 

market. Now, from printing with linoleum to 

a number of experimental techniques, and 

sometimes the revival of nineteenth-century 

techniques like electrochemical etching, 

there is a tendency toward experimentation 

via the revival and exploration of traditional 

techniques. At the same time, research about 

the nature of images and the syntax of 

different print languages and materials from 

a wide array of fields, including commercial 

printing, such as photopolymer that comes 

from flexography, are eliciting much interest.

SL: Is the change in status in the fine-art print 

also due to the definitive disappearance in 

the 1970s of copying as a pedagogical tool in 

artistic education?

MB: Yes, and one direct consequence of that 

for both students and artists is that no one 

wants the real multiple anymore. They want 

each print to be unique and different, so even 

when it is a series, each is a unique print.

GLR: Whereas before, the artist often brought 

the master image, the original, but more often 

did not execute the prints. We produced 

exact copies of that master print; for example, 

Alberto Burri came with the image in acrylic 

paints, and we executed the metal plates.
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MB: By losing the real multiple, we’ve lost 

something of printmaking, because to be 

trained in various kinds of reproduction 

techniques is difficult and tiring and requires 

intense practice. Instead, the unique print 

doesn’t require that kind of effort. It is a form 

of laziness. In this, there is a big difference 

between digital/mechanical reproduction on 

the one hand and manual reproduction on 

the other. To work by hand is to transform 

matter, and to understand printmaking, you 

have to understand that principle. To think 

that because you have two, three, four, five, or 

a thousand copies they are of lesser value than 

those made manually is a mistake.

GLR: Already in the nineteenth century, 

photography opened up the debate about the 

consequences of mechanical reproduction 

and the relationship between reproducibility 

and originality. Reproduction, when it relies 

on manual and material processes, on the 

contrary, enriches image making. Even 

photographic reproduction, because it 

implies technical proficiency, is important for 

the printer’s training. If all you are doing is  

desktop publishing, you can’t understand  

the printing process that starts with preparing 

the film transparencies by hand and  

finishes with the exposure, inking, and 

printing. To know these steps is to enrich 

your understanding of the graphic arts. 

Understanding those hands-on operations is 

key to understanding how a reproduction can 

maintain the material qualities of the original.

MB: At least in Italy, people don’t differentiate 

between different kinds of reproductions 

anymore. Two generations ago, houses were 

filled with handmade reproductions. Whereas 

the average person didn’t necessarily know 

what processes were involved, prints were 

sold door to door, and even the lower-middle 

class had a familiarity with prints as legitimate 

copies of works of high art. They were a part 

of everyday life. Today, prints and copies have 

disappeared from the average man’s home, and 

now what do you find? Posters.

GLR: What’s lost is a culture of the graphic arts.

SL: But on the other hand, the market for prints 

has really taken off recently. So the graphic 

arts have deserted the middle-class home  

in favor of a specialized audience of collectors.  

So there is a different kind of valorization 

of fine-art prints, especially from the 1990s 

onward.

GLR: Yes, the value of the graphic arts is no 

longer to provide wide public access to 

high art; graphic works are valued in and of 

themselves as artworks. This is connected 

to the rediscovery of antique techniques: 

traditional techniques are highly specialized 

and difficult to learn. Because they are labor-

intensive and are no longer the privileged 

means of reproduction, the works they produce 

are artworks on a par with, say, painting and 

sculpture. These techniques are a way to train 

the eye and the hand, and while copying is 

no longer a valid pedagogical model, to know 

these techniques is to enrich the pleasure and 

depth of looking at images.

MB: These techniques are no longer restricted 

to printmaking; they are now techniques for  

art making. Printmaking has abandoned its 

initial function. I don’t know if that is good 



or bad. And now they all want to make large-

format prints.

SL: Is the large-scale format a function of 

wanting to declare that the print is a singular 

artwork rather than a “mere” reproduction?

GLR: Yes, and these large-scale prints have 

further abandoned the idea of the frame and 

the taxonomy which distinguished prints in the 

nineteenth century. [Giuseppe] Valadier in the 

Calcografia bylines classified prints according 

to genre and format; this had implications for 

the way in which prints were sold. Today, artists 

are more interested in the communicative 

value of the graphic mark and of color.

MB: Nowadays, the ease with which we have 

high-resolution images thanks to digital 

technology and the fact that we can mix these 

easily have made large amounts of high-quality 

images accessible to all, even financially, so if 

it’s about reproducibility, there is no point in 

its being handmade. If you are hand-making 

prints, it only makes sense for very limited 

editions in which the prints are works of art.

GLR: And they are conceived from the onset 

as works to be displayed in a museum or 

gallery as a way of communicating the artist’s 

aura. We get a lot of visual artists now who 

don’t know anything about printmaking but 

who want to collaborate because the process 

and the materiality of prints is interesting to 

contemporary artists.

MB: We as printers need to understand what 

they want and how to make it possible, as 

though we were interpreters, like the musician 

who interprets a musical score.

GLR: Sometimes they come in to use our 

historical prints as materials, which was a 

big tendency in the 1970s when there was a 

renewed interest in old prints and prints of the 

antique and that connects back to the birth of 

this institution. The Calcografia was founded 

to study and propagate antique ideals and 

types. Recently, artists have been interested in 

the language of antique prints in an abstract 

sense, from the point of view of the graphic 

mark. That is the case with Christoph Keller 

[editors’ note: see exhibited artists, Part II], for 

example, but that is also the historical origin 

of printmaking.

MB: Until the end of the nineteenth century, 

artists were commissioned by the Calcografia 

to make images to record and propagate the 

antique. Now, artists look at the antique for a 

complex web of mark-making. They use the 

antique to further their own artistic research 

rather than to promote the antique itself.

GLR: Artists want to compare themselves to the 

art of the past.

DK: Are you still in the habit of printing from 

antique matrices?

MB: Yes, but only when strictly necessary. Our 

collection matrices have become pieces of 

cultural heritage. As material objects to be 

preserved and restored, they have become 

fragile. We print from them only if we do not 

have a printed copy of their final state.

GLR: But there have been contemporary artists 

who want to experiment with antique matrices, 

who want to play with color and other things. 

But we stopped doing that about twenty-five 

years ago for the purposes of conservation. We 

G I U S E P P E  LO  R U S S O  A N D  M AT T E O  B O R S O I :  A N  I N T E R V I E W   87



88  P E R S P E C T I V E S  O N  P R I N T M A K I N G

can make copies of the antique matrices. We 

did it throughout the 1990s for small print runs 

at Christmas time. After that, we started doing 

facsimiles with the galvano-plastic process. 

We’ve paused but will probably pick it up again.

MB: We should probably start making and 

selling prints again, not because we want to 

make a profit but because it is the original 

purpose of the Calcografia.

GLR: All of the other European national print 

institutes make prints destined for sale. It would 

help us fund a number of services, including 

our educational programs and workshops. Of 

course, we don’t do galvano-plastic in the way 

that they did in the nineteenth century, when 

they used lead that softened when pressed 

against the original matrix and, pressing against 

the copperplate, would produce an impression. 

You can take graphite, put it in the galvanic 

solution, and you get a copy of the antique 

matrix. Now, of course, for conservation and 

safety reasons, we use silicone instead of lead.

MB: And also we’re not quite as proficient in 

using lead anymore.

GLR: The idea of the process is the same. The 

galvano-plastic process treated the antique 

matrix in an archaeological form. In fact, it 

was a process used to cast archaeological 

remnants.

DK: Can you tell us about the Istituto’s 

educational programs today?

GLR: Because we’ve stopped selling prints, 

our educational activities have become quite 

prominent in the past few years, above all in 

collaboration with the Ministry of Education. 

We work a lot with schools and universities, 

both Italian and foreign. I’ve always thought 

that to introduce a younger public to 

printmaking was also a good way to introduce 

them to aspects of chemistry, physics, and 

material processes and phenomena, like the 

effect of light that hardens organic matter. 

This can serve as an introduction not only to 

photography but also to a number of scientific 

concepts and methods. I’ve always thought it is 

a way to make young people understand that 

to engrave or make prints is not just a way to 

make images but also [a way] to enter into the 

world and the properties of matter.

DK: That seems fundamental to me, but also for 

artists in general.

GLR: Yes, it is important for young people, but 

also for artists who don’t know what turpentine 

is anymore or who don’t know where materials 

come from or what their botanical origins 

are. For one, handmade prints were used to 

diffuse knowledge; for another, learning to 

make prints was also a way to explore the 

world scientifically. It is a very fundamental 

connection between art and science.

MB: For most of the schools we work with, we 

do engraving and intaglio, as those are the 

techniques for which we are best known.

DK: Is there any project that stands out in your 

mind as particularly interesting, fun, or that you 

would like to do in the future that you haven’t 

had a chance to do yet? For example, many 

people ask me if you’ve had the opportunity 

to print any [Giovanni Battista] Piranesi plates.

MB: I’ve printed a couple. In collaboration 

with my colleagues in the restoration and 



conservation lab, I’ve had the opportunity 

to print several restored Piranesi plates. 

That was in preparation for the big Piranesi 

exhibition [Progetto Piranesi, 2016]. But the 

most interesting project that I did was a series 

of two hundred good copies of Piranesi. My 

goal was to have them all be strictly identical.

GLR: That is the true work of the printmaker.

FIG. I.22 Giuseppe Lo Russo 

(far left) presenting to Print 

Think Italy participants, Istituto 

Centrale per la Grafica print 

studio, 2018, Photograph courtesy 
of Hester Stinnett, Rome

FIG. I.23 Matteo Borsoi (at right) 

pulling an impression from a 

galvanic copy of Giovanni Battista 

Piranesi’s Vedute, Istituto Centrale 

per la Grafica print studio, 2018,

Photograph courtesy of Hester Stinnett

×

MB : Yes, I like working with artists, but  

I would really like to make more identical  

print editions.

GLR: For me, it was probably the work that I did 

in the 1980s with the educational department. 

In a series of workshops on lithography and 

other graphic techniques, I enjoyed working 

with a variety of young and really committed 

printmakers.
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The Stamperia  
del Tevere 
and the Centro Sperimentale della Grafica Incisa

ALESSANDRO FORNACI

I took my first uncertain steps in the 

magnificent and infinite “fractal” world of 

the graphic arts here in Rome. Back in the 

early 1990s, Rome was full of historic printing 

houses, such as 2RC, Grafica Romero, Moussa 

Abdayem’s M2M Printing House, Sergio 

Pandolfini’s Il Bulino Editions, Mario Ferranti’s 

Stamperia L’Acquaforte, Il Cigno Editions, 

Saverio Brancorsini, Il Torchio Stamperia, 

Caprini Stamperia, and Nino Palleschi. These 

complemented the academic and national 

institutions based in Rome where master artists 

and printers, such as Mario Sironi, Giorgio 

de Chirico, Giacomo Manzù, Afro Basaldella, 

Lucio Fontana, Alberto Burri, Ugo Attardi, Renzo 

Vespignani, Lino Bianchi Barriviera, Corrado 

Cagli, Renato Guttuso, Valeriano Ciai, Ninì 

Santoro, Guido Strazza, Roberto Pace, Duilio 

Rossoni, Luigi Boille, Pierpaolo Bibbò, Salvatore 

Provino, Ennio Calabria, and many others, still 

worked and taught.

As a teenager, I used to go see Antonio Sannino 

in his workshop on the vicolo del Cedro. He 

also worked with the Istituto Nazionale per 

la Grafica and with my future professor, Ninì 

Santoro. I remember that I remained silent 

for hours to observe how Sannino planned 

entire print runs. He was able to apply large-

scale substrates to print-ready matrices with 

absolute precision. There was not even any 

need for final trimming. This skill left me 

dumbfounded. Those stacks of bible paper that, 

with the Vatican City just around the corner, he 

had acquired in vast quantities occupied entire 

shelves in his workshop. Rolled up in various 

sizes, they resembled the complete collection 

of the apocryphal gospels of Qumran.

At the time, I was studying printmaking at the 

Silvio D’Amico State Art Institute in Rome. 

There, I made interpretative copies after 

Rembrandt and Gustave Doré with my first 

engraving master, Carlo Venturi (whose nom 

×
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de plume is Vanelsing). I worked on small arte 
metafisica–inspired etchings and watercolors, 

taking cues from Félicien Rops, William Blake, 

and M. C. Escher. My fellow students and I 

exhibited and sold them at street markets and 

in small galleries in the center of Rome.

While at the Academy of Fine Arts of Rome, 

I registered for summer courses at the KAUS 

International Art Center Urbino, directed by 

Giuliano Santini. Each session of the workshop 

included twelve to fifteen engravers from 

dozens of different countries. Exchanges on 

various technical or conceptual points of view 

were constant. We hotly debated issues and 

problems ranging from the choice, preparation, 

and processing of the substrate to its printing, 

the fluidity of the binder, the type of pigment, 

the use of magnesium to manage viscosity, 

whether to add drops of sweet or strong oil 

(depending on the engraving), and cleaning 

techniques. Friendships were born of these 

exchanges. These relationships in turn 

generated projects and prospects. The sense 

of separation and selfishness dissolved in 

collective projects.

That said, printmaking was, in the 1990s, 

blessed and cursed with the conviction that 

everything had already been done in the 1970s, 

when the zenith of experimentation had been 

attained. The prevalent idea in Rome in the 

1990s was that there could be “nothing new 

under the sun.” This attitude might in part 

explain the general public’s sharp decline in 

interest in traditional printmaking in the 1990s, 

but this “crisis” seems to me to have been 

primarily motivated by economic factors. The 

traditional graphic arts were now perceived 

as a bad investment. This belief was triggered 

by economic speculation: publishers, printers, 

and artists sometimes reproduced thousands 

of copies as untested artists’ proofs, thanks 

to the galvanizing discoveries of chrome and 

the hardening of metal by electrolysis, both 

techniques that were widely used in large 

industrial runs. This situation does not even 

take into account the damage wrought by 

fakes, zincographic copies, stochastic screens, 

and photolithographs, in which incision 

was reduced to an impressed line to impart 

prints with false originality or uniqueness. To 

contribute to this state of mistrust of prints 

that dominated in the 1990s, the constant 

development of digital, electronic, and 

photomechanical reproductive means slowly 

but surely replaced analog printing processes. 

What industrial printing gained in a binary 

system’s impersonal seriality and speed, it lost 

in dexterity and originality. The great, gorgeous 

machines and tools of many a printing studio 

were abandoned and sold off as scrap iron. 

Master printers, emptied of the creative 

impulses of their youth, realized that an era 

had come to an end. Those who had worked 

with rigor and prescience had accumulated a 

kind of nest egg by setting aside rare originals 

that the most attentive members of the public 

have always sought out, greedily.

Looking around me at the print situation 

in Rome, and in Italy more generally, in the 

1990s, I saw nothing but a heap of ruins. What 

a “temple” it had been, and what ravages 

“time” had inflicted as the new gods now 

cared only for money and profit. So I started 

digging around in the rubble. I thought that 

Rome urgently needed a new generation of 



printmakers and new directions in traditional 

and experimental techniques.

So in 2002, I founded the Laboratorio 

Sperimentale di Incisione Stamperia del Tevere 

(Tiber Lab for Experimental Print Engraving). 

My idea was to create an independent place 

to experiment, develop, and disseminate 

original engravings. Frank Martinangeli, 

Alessia Consiglio, and I worked in a small 

room in the Roman neighborhood of Corviale 

until, in 2004, we were given the opportunity 

to collaborate with the San Francesco a Ripa 

Gallery, in the Trastevere district. The gallery 

began to dedicate itself exclusively to the 

graphic arts, sponsoring exhibitions and 

training workshops. In 2009, with four others, 

we officially established the Stamperia del 

Tevere on the via di San Francesco a Ripa. 

As a cultural-recreational association, the 

Stamperia began to take its first steps on the 

international scene, ultimately collaborating 

with graphic arts institutions, universities, and 

associations in Italy, Switzerland, Luxembourg, 

Germany, Holland, France, Spain, England, 

Poland, Serbia, Ukraine, Turkey, Lebanon, Syria, 

Iran, the United States, South Korea, South 

Africa, and Argentina. Our participation in 

international forums and symposia includes, 

to cite but a few, PATA—Printmaking and Textile 

Art Courses, in Łódź, Poland; Ars Graphica’s 

“Graphic Art in Dialogue!”; and Luxembourg’s 

Atelier Empreinte in the recent International 

Contemporary PRINT Making forum/exhibition.

The Stamperia has hosted cultural exchanges, 

exhibitions, traditional and experimental 

workshops, artistic residencies, and specialized 

training intensives, and it has published luxury 

editions. In collaboration with Bruno Aller and 

the I Diagonali association, the Stamperia has 

been printing privately for about a decade. For 

Arte e Pensieri’s Club 365 and the Locarno-

based Edizioni il Salice, we have printed 

a number of matrices created by some of 

the great contemporary Italian artists. The 

Stamperia has been no less active in curating 

exhibitions (“Said for Inciso”, “Opera incisa”, 

“La découverte de la gravure”, “Ma-Ter/Ter-Ra”, 

“Materia incisa”, “Magna opuscola”, “Riflessi 

della materia”, “Art—Ecology of the Mind”, 

“Procured Alarm”, “Cosmic Consent”) and 

retrospectives largely focused on technical and 

conceptual processes employed since the 1950s 

(to wit, Ninì Santoro, Carlo Lorenzetti, Teodosio 

Magnoni, Luigi Boille, Giancarla Frare, Patrizio Di 

Sciullo, Elena Molena, Carlo Nangeroni, Alfredo 

Bartolomeoli, Salvatore Provino, Pino Reggiani, 

Carlo Venturi, and many others).

Our collaboration with Laura Peres in 2010 

opened the Stamperia to photomechanical 

printing processes, seen as direct 

consequences of traditional etching. Digital 

and electromechanical processes have further 

expanded our field of inquiry; Francesco 

Capponi, Daniele Cinciripini, Sandro Moscogiuri, 

and many other photographers have also 

taken part in the Stamperia’s exhibitions and 

workshops (on cyanotype, calotype, collodion, 

and other helio/photographic processes). In 

collaboration with Valerio Canulli, 2010 also 

marked our turn to 3D printing, laser cutting 

and engraving, numerical control pantography, 

photoengraving from UV, and cutting plotters. 

These open an infinite number of possibilities 

to merge traditional manual techniques with 

today’s technological tools.
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In 2011, our experimentation included working 

on fluidifying aquatint through the harmonic 

resonance of Tibetan bells, on advice from the 

sound physicist Paolo Camiz and the Tibetan 

Dam Chhoi Lama, until we started working  

with Francesco Bianchino on frequency-

modulating electromagnetic oscillators. On 

the eve of our tenth anniversary, the Stamperia 

continues to grow and to attempt to renew 

printmaking, with plans to open a Los Angeles 

venue. The Los Angeles studio, committed 

to new technologies and old know-how,  

will enable cultural exchanges and residences 

that we hope might stimulate a younger 

generation to take on printmaking as a manual 

and a creative form of expression.

In Rome, we continue expanding our existing 

intaglio, woodcut, typography, screen 

printing, painting, ceramics, and analogical 

and heliographic photography labs and our 

spaces dedicated to lithography, goldsmithing, 

sculpture, and new media departments with  

the help of Cecilia Giampaoli, director 

of Advanced Printing Laboratories; Carlo 

Venturi, creative director; and other 

esteemed colleagues: Alessio Barbera, 

Alfredo Bartolomeoli, Susanna Doccioli, Yuliya 

Galycheva, Roberto Gianinetti, Valerio Landi, 

Maria Maqueira, Barbara Martini, Anne Mellan, 

Elena Molena, Giovanni Piccini, Usama Saad, 

Maria Semmer, and José Witteveen. A paper 

manufacturing workshop will soon open as 

well, on the advice of Silvia Puteo, a specialist 

in graphic arts conservation and restoration.  

The artist Raffaella Ravelli’s “alchemical” 

knowledge will be crucial in enabling us 

to make our own paints and printing inks 

according to antique methods and recipes; 

these will, however, be amended to be 

environmentally and health friendly.

More recently, the Stamperia del Tevere has 

launched a new project, “Laborintus”: a new 

venue in the via Mazzacurati, in the Corviale 

neighborhood, with the aim to revitalize a 

disadvantaged urban periphery, to implant a 

cultural ecosystem that would have its roots in 

printmaking. In summer 2019, another offshoot 

of the Stamperia del Tevere will open: the 

Kasata Studio, equipped for residences and 

specialized workshops and located in the Tiber 

Valley, at Castelnuovo di Porto.

I think today’s greatest challenge is to restore a 

proper balance between what historically has 

been the most evolutive and communicative 

medium in the analogical history of humanity 

and the technological means that are part 

of our daily life. Those decried as monsters 

devouring engraving—the digital and the 

photoelectronic—can be transformed into the 

most faithful allies when seen from a different 

perspective. These new tools can help young 

and future artists create works in different 

media and in languages seemingly more 

natural for digital natives: vectorial images or 

photographic bitmaps. These works can be 

combined with the unique and unrepeatable 

quality of traditional, manual mark-making, 

whether using direct or indirect techniques.

Another important field for present and future 

printmaking is the establishment of an Ethical 

Archive, a project on which the 2RC is working. 

This archive would make it standard practice to 

certify works’ technical specifications, note the 

exact print run, and preserve the matrix. This 

goal is also connected to defining standards 



for the international graphic arts market and 

establishing criteria for works’ market value, 

based in part on the artist’s and/or printer’s 

experience, their technical capacity, and the 

number of copies printed.

As for the titanic conflicts of the past—

figurative versus informal/abstract, orthodox 

versus experimental, descriptive versus 

conceptual—these labels have served only 

to divide the graphic arts community. I 

hope we might favor shared experiences 

and dialogue and work together toward an 

“epiphanic” vision of the whole of printmaking. 

Opening our practices to new technological 

developments and to new generations can 

help us understand that the engraved mark is 

still at the beginning of its journey and that 

endless new combinations can still shine 

under the sun.

Artist and printmaker Alessandro Fornaci 

was born into Roman printmaking. He has 

contributed to reactivating the graphic arts in 

Rome by founding and running the Stamperia 

del Tevere and the Centro Sperimentale per la 

Grafica. These have become hubs for traditional 

and experimental printmaking. Fornaci has 

exhibited his work throughout Italy and Europe 

and has participated in numerous conferences, 

lectures, and workshops throughout Europe and 

the United States to promote printmaking and the 

graphic arts in Rome and abroad.

Alessandro Fornaci’s artistic work and accompanying 
artist’s statement are reproduced in Part II  
of this volume.

×
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Printmaking—
Contemporary 
Perspectives
RUTH PELZER-MONTADA 

The often-predicted end of print and paper has not come to pass in the social, economic, and 

cultural context, despite multiple, ongoing changes. In contemporary art, different modes of print 

seem to be everywhere but are seldom acknowledged as such. As Canadian print artist Barbara 

Balfour has argued:

When objects as diverse as the Shroud of Turin 

or Andy Warhol’s “paintings” are not discussed, 

expressly, in terms of their printed qualities, I 

long for clarification to be made—not to claim 

their inclusion in some definitive list of printed 

works or for the sake of bringing them into the 

print fold, but to acknowledge that part of what 

makes certain work interesting is connected to 

its printed nature.¹

In 2010, José Roca, chief curator of the inspiring “Philagrafika” exhibition in Philadelphia, termed 

this situation, following Avi Alpert, “the graphic unconscious”² of contemporary art. This 

situation raises the question: what role does a medium-specific art form such as printmaking—

which, strictly speaking, is not one but multiple media—play in today’s art world that is largely 

multimedial, interdisciplinary, and even “postmedial”?

×



98  P E R S P E C T I V E S  O N  P R I N T M A K I N G

The art world seems to be waking up to the relevance and potential of print. Take the prominence 

of print in American star artist Wade Guyton’s work. In Great Britain, two recent nominees for 

the prestigious annual Turner Prize (Ciara Phillips, 2014, and Andrea Büttner, 2017) whose work is 

discussed later, are artists for whom printmaking is vital, although only Phillips defines herself 

as a printmaker.

Within the field of printmaking, its relative outsider status is increasingly regarded as an advantage 

rather than a disadvantage.³ More broadly, the new hegemony of the digital in culture at large 

has fueled interest in “slow” media and processes, with printmaking a prominent example. This 

association of older processes with slowness is somewhat ironic, given that digital processes can 

be extremely protracted and time-consuming. Nevertheless, the perception of older processes as 

being “slow” sticks. The crisis that was felt within the field of printmaking during the 1990s due to 

the appearance of digital technologies has now been superseded by a cautiously optimistic mood 

regarding its future. This shift is partly for the reasons mentioned above and also because digital 

technologies have been incorporated into or are complemented by—rather than having simply 

replaced—older technologies. The results are striking hybridizations of materials, processes, and 

visual impact. Interestingly, print and its history are gaining critical and theoretical attention in the 

context of the study of new media and new media art.⁴ Such endeavors fashion a more complex 

understanding of history and temporality that permits us to look toward the past to discover the 

present and future, and vice versa.

Beyond its specific manifestations and thematic concerns, be they (to name but a few) race, 

gender, class, globalization, and/or particular aesthetic investigations, the following factors give 

prints and printmaking prominence today:

• Contemporary art’s emphasis on sociality,  

 collaboration, ethics, and political action can  

 be argued to have been vital features of print  

 practice for centuries.

• The recognition of the importance of  

 materiality, craft, and manual touch, as  

 currently theorized, for example, in craft  

 and art theory, has given new credence  

 to a physically demanding and—in some  

 respects—technically “outdated” discipline,  

 such as printmaking.



The notion of an expanded print practice or print media as a collective term is an indicator of this 

widening of the concept and practices of print that align it with contemporary multimedia art.

To open the discussion beyond the predominant and vital focus of the symposium and this 

volume (i.e., printmaking in Rome), here I give a few examples that are indicative of some of these 

“trends.” I hope the discussion of the work of three mid-career artists—Ciara Phillips (b. 1976, 

Canadian Irish, based in Glasgow), Christiane Baumgartner (b. 1967, German, based in Leipzig), 

and Andrea Büttner (b. 1972, German, lives in London and Berlin)—provides some stimulating 

insights for contemporary print artists in Rome.

Ciara Phillips was nominated for the Turner Prize on the strength of a project for the gallery the 

Showroom in London in 2013. Programmatically titled “Workshop” (2010–ongoing), it consisted 

of an installation of multiple screen prints on newsprint and large-scale prints on textiles  

(FIGURE I.24). The exhibition was accompanied by a print studio set up in the gallery for the duration 

of the show. Phillips collaborated with invited artists, designers, and local women’s groups to 

produce new work consisting of screen prints. This collective practice has become a vital feature 

of Phillips’s mode of working. The combination of exhibition and print workshop extends the 

usual function of the public space of the gallery and transforms its conventional role as a mere 

showcase for art. Also, artistic labor, conventionally hidden from view, becomes public. The 

viewers that are addressed here may principally remain a specialist public of metropolitan gallery 

visitors, but such expert publics are also changing. Publicized online, exhibitions/events become 

further disseminated by being tagged and linked to individual phones and computers via blogs, 

Twitter, Facebook accounts, Instagram, and so on. In this way, through the activity of individuals, 

they connect with diverse, often global, publics.

• The inherently mechanical nature of print  

 makes its practitioners exceptionally well  

 prepared to engage with and incorporate as  

 well as contest new technologies.

• The recognition that no medium is stable  

 or “fixed” and should instead be regarded  

 as “multiple” and heterogeneous has gained  

 currency.

• The “volatilization” of many aspects of 

 contemporary life has led to what French 

 philosopher Christine Buci-Glucksmann  

 calls the “flux image,”⁵ manifesting in the 

 fluidity and hybridization of materials and 

 processes in art.
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Phillips’s formal aesthetic—in addition to incorporating photography and text—also often 

engages directly with the process of making a print. Repeated and slightly varied individual 

abstract prints made up the whole of the wall space in her Turner Prize exhibition at Tate 

Britain in London. They appear as if derived directly from the process of making a screen print 

by applying blobs of ink through the mesh and, as Phillips herself and others have pointed 

out, stemming from a desire to make the working/printing process legible.⁶ The imagery does 

indeed figure as a direct trace or recording of the surface (of the screen), as its literal imprint. 

There is, of course, some irony in that the multiple reproductions of one such image can be 

achieved only by creating a matrix, which then repeats the seemingly unique serendipity of 

the single image. Phillips’s most recent solo show (at Glasgow Print Studio, 2018) incorporates 

the oldest print technique, the wood block (FIGURE I.25). Here, too, the grained flatness of the wood 

plays a conspicuous role in the formal aesthetic as well as the associated ethos of her work.

Other artists, including the justly fêted Christiane Baumgartner, also examine and reinvent  

a particular print medium. While adhering to the woodcut’s image tradition and historical  

means, Baumgartner extends the medium through intersections with other media—namely, 

photography and video.

Baumgartner’s images commonly derive from arrested and rephotographed TV or video 

footage. They often represent mundane scenes, such as the urbanized landscape—

FIG. I.24 Ciara Phillips, New Things to Discuss, screen print on cotton, From Workshop (2010–ongoing), 

Commissioned by the Showroom, London, Photograph by Daniel Brooke, courtesy of the artist



especially the “non-spaces” ⁷ of motorways 

and tunnels—or rural landscapes, whose 

unspectacular uniformity similarly evidences 

human and technological intervention. 

Other than the subject matter, the latter 

barely shares any of the genre’s pictorial 

traditions. Common to all the images is a 

neutral, anti-subjective matter-of-factness. 

Many thematize movement and speed—

contrary to the slowness that characterizes 

their production, with the largest prints 

taking up to a year to make. Yet the most 

eye-catching attribute of Baumgartner’s 

woodcuts is the permeation of the picture 

surface by horizontal lines (F IGURE I .26) .  

These are suggestive of the “graphism” of 

analogue video, although not caused by it.⁸ 
The photographic image or scene emerges, 

ostensibly, in spite of this visual “noise.” But 

the opposite is true.

While it is possible to “translate” the graded 

tonal structure of a camera image into 

woodcut—through a varied texture of 

either linear (see Vija Celmins, Ocean Surface 
Woodcut, 1992) or pointlike incisions (see Franz Gertsch’s woodcuts) that closely follow the 

texture of the photographic source—Baumgartner proceeds differently.

The blatant “noise” of alternating black and white horizontal lines of varying density and 

fluctuating shape constructs the image: seemingly interfering white lines reveal the scene or 

image by doubling as the—albeit modulated—contouring lines (or field) of the conventional 

woodcut. Correspondingly, the black lines, conventionally “describing” the subject, are also 

abstracted to horizontal lines, as if released from their descriptive function. Taken together, 

both types of lines “emit” the image, obliquely. The material fashioning of the image is thus 

foregrounded and signaled as a construction, as something “manufacted.”

At the level of representation, or “what the image is of,” Baumgartner’s linear maneuvers constitute 

an ostensible complication of or interference with the “automatism” or transparency of the 

photographic image. Such intrusive “meddling” is relevant in light of the unproblematic realism 

that still adheres to the camera image, notwithstanding the possibilities of digital manipulation.  

FIG. I.25 Ciara Phillips, Tomorrow, Later, Soon, 

woodcut, relief print, and screen print on paper, 

From “Show Me Your Glow” at the Glasgow Print 

Studio, 2018, Photograph courtesy of the artist and 
Glasgow Print Studio
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In its insistence on the constructedness of the image, Baumgartner’s work counters “the deep 

drive to deny process” ⁹ or the side-stepping of photography’s material form in favor of the 

simplistic analogy of a view through a window.

The viewer’s physical proximity and/or distance to the work is critical. Baumgartner’s prints, 

especially large-scale works, when viewed close-up, disintegrate into a mere agglomeration of 

lines, creating a confounding mirage. (Reproductions give a false impression of stability that is 

not present when viewing the work in situ.) The image presented by the material picture—that 

is, what it is of, what it represents—can be ascertained only by the viewer through active bodily 

participation, by finding the right “spot” at which the image solidifies. In the physical movement to 

and from the print, the conventional act of looking is literally slowed down, hence defamiliarized, 

while simultaneously made palpable as an embodied activity. In this way, the encounter with the 

image defies not only the photographic moment as time congealed in the surface of the object 

but also the brevity with which images—photographic images in particular—are encountered 

on a day-to-day level.

In her interrogation of the visualization and perception of familiar contemporary spaces and 

temporalities, Baumgartner foregrounds the signifiers of printmaking craft at the same time 

that she melds her arresting image construction with recent camera-based technologies, thus 

achieving her remarkable hybridized works.

FIG. I.26 Christiane Baumgartner, Gelände II, woodcut on Misumi Japanese paper, print size 37 x 50cm, paper 

size 53 x 66 cm, 2010, Photograph courtesy of Christiane Baumgartner / VG Bild-Kunst Bonn 2018 / ARS NY



The last artist I would like to discuss is Turner 

Prize 2017 nominee Andrea Büttner. As already 

mentioned, counter to contemporary culture’s 

and media art’s hybridity, mutability, and fluidity, 

the last ten years have seen a preoccupation 

with rematerialization from which the field of 

printmaking has benefited. Printmaking’s often 

slow and complex processes, hands-on quality, 

and required craftsmanship are increasingly 

seen as antidotes to the ephemerality of 

our continual interaction with screens. Such 

art is able to acknowledge and comment 

on the nature and consequences of our 

enmeshment in the flows of networks and 

digital technologies.

Like Phillips, Büttner references print culture, 

but her works are less tightly focused around 

print than Phillips’s installations, with their 

interconnected motifs and representations. 

Linked to her common theme of bringing marginalized people and social situations to visibility, 

she directly appropriates preexisting printed matter. For example, in her Turner Prize exhibition, 

large woodcuts titled Beggars (FIGURE I.27)—an appropriation of Ernst Barlach’s sculpture Verhüllte 
Bettlerin (1919)—were accompanied by historical prints and photographs of reproductions of 

historical works of art featuring beggars. These were displayed—in their original small size—on a 

low table, so that the viewer was literally forced to adopt a humble position to take a closer look.

Although Büttner employs large-scale framed prints, they function differently from the ways 

they would in a print exhibition. They are part of a multimedia show but lack the jaunty, almost 

incidental manner of Phillips’s work. Büttner’s prints command the viewer’s attention and 

announce their presence within the space in terms of their size alone. Yet this is not to say that 

they function as an unproblematic continuation of the modernist “print-as-art” manner, despite 

the fact that they reference art (and print) as a decidedly pictorial medium by donning the look 

of modernist abstract expressiveness. Crucially, that semblance is the result of mere accidental, 

even gross body residues—greasy fingerprints on the screens of mobile devices.

These are the “motifs” in the large-scale series Phone Etchings (FIGURE I.28). Fingerprints are the 

most ancient and most ephemeral form of print(making). As direct bodily imprints, the body part 

functions as matrix and the body’s greasy effluence as transfer medium. The receiving surface 

can be anything, but here it is the sleek screen of a smartphone—an iPhone to boot. Bodily 

FIG. I.27 Andrea Büttner, Beggars, woodcut,  

149 x 130cm, 2015, Photograph by Lee Thompson, 
courtesy of Andrea Büttner / VG Bild-Kunst Bonn 2018 
/ ARS NY; David Kordansky Gallery, Los Angeles; 
and Hollybush Gardens, London
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messiness—an instance of what Julia Kristeva 

has termed the “abject”¹⁰—collides with one 

of the most conspicuous and fetishized 

signifiers of the contemporary technological 

sublime: namely, the mobile phone, which is 

characterized by precision, miniaturization, 

and ever-increasing visual and technological 

perfection.

As already indicated, Büttner’s concern is 

to make visible social, cultural, and visual 

qualities that are unobserved or disregarded. 

In Phone Etchings, the transposition through 

the changed orientation, scale, medium,  

and color endows the everyday ephemeral 

with a distinct materiality and presence.  

The works seem to function metonymously 

for the body itself in its abstracted otherness 

and difference as well as its insistent 

material fleshiness. The latter is especially 

pronounced in the black and white etchings 

and their “pockmarked,” tangible surface of 

debossed/embossed smudges. Shame, another  

frequent Büttner trope, is here attached to  

the body’s imperfect functioning in the 

context of advanced technologies, as Austrian 

philosopher Günther Anders famously argued 

in 1956.¹¹

While Büttner’s other works in the show reference the reproductive nature of print (signaled by 

the everyday low-fi nature of printed matter, such as the reproductions from art history books 

accompanying Beggars), the etchings intentionally reference the high modernist manner only to 

undermine it through the provenance of the “motif.” Although they appear as straightforward 

fine-art prints with all the authenticity of craft, Büttner’s editioned, framed works do not serve 

simply to emphasize the aesthetics and validation of the fine-art print, as is conventionally the 

case. Instead, they can be said to promote “an antiformalist understanding of the aesthetic,” 

typical of the best of contemporary art, as argued by German art historian Juliane Rebentisch.¹² 
According to Rebentisch, formalism located the aesthetic value in “certain properties of the 

object that are defined in advance,” while the aesthetic quality in contemporary art now emerges 

FIG. I.28 Andrea Büttner, Phone Etching, etching,  

212 x 195cm, 2015, Photograph by Lee Thompson, 
 courtesy of Andrea Büttner / VG Bild-Kunst Bonn 2018 / 
ARS NY; David Kordansky Gallery, Los Angeles; and 
Hollybush Gardens, London



in the experience of the viewer with the artistic object. In a situation where the boundaries 

between the aesthetic and the non-aesthetic (the “art print” and printed matter, for example) are 

constantly brought into tension or even dissolved, “the aesthetic can no longer be understood 

as the objective other of the non-aesthetic.” In Rebentisch’s view, this understanding does not 

lead to a disavowal of the aesthetic but indicates “a shift within that (aesthetic) thinking” toward 

the “reflective transformation” of the non-aesthetic.¹³

As the works of these three artists demonstrate, print is in a prime position to foster a refigured 

notion of the aesthetic in contemporary art. To conclude, I would like to refer to a recent talk by 

eminent British artist Tacita Dean. She commented on analogue film, her preferred medium, but 

her remarks could equally apply to printmaking. Being “too caught up in a single medium,” said 

Dean, “can bind you.” As we have seen, printmaking as a diverse set of practices need not “bind” 

an artist to a “single medium.” Moreover, the ways recent artists use print in combination with 

other media suggests that they do not feel bound by the multiple possibilities of print alone and 

look beyond it while still letting their work be informed by a certain “printerliness.” Dean also 

stated in relation to the unknowability for the filmmaker of what’s “in the can”—in other words, 

what the material result of the filming is going to be—“I don’t want to see what I am doing all the 

time” and “I need this wilful blindness.” What better way to describe the multiple “blindnesses” 

that are involved in the printmaking process—notably, the gap that exists in the transfer of 

the image on the matrix onto a support in the actual printing process, in which the artist can 

never be certain as to the outcome. “Wilful blindness,” or the blindness effected by materials 

and processes, also applies in most printmaking processes—apart from screen printing—to the 

separation between the black and white imagery on the plate or stone and the color on the 

paper/final print, depending on the choice of ink or inks with which the image is printed. “Wilful 

blindness,” as a deliberately adopted or embraced uncertainty, then becomes the exorcism of the 

larger blindness that one can develop as an artist (not to mention in one’s everyday life) toward 

a specific, fixed way of doing things. Not surprisingly, Dean credits her medium with its own 

agency: “Film makes you do things that you cannot predict. . .  What I want to do may not be as 

important as what the film does.”¹⁴

What better way to approach printmaking—in whatever medium—today?

×

P R I N T M A K I N G – C O N T E M P O R A R Y  P E R S P E C T I V E S   105



106  P E R S P E C T I V E S  O N  P R I N T M A K I N G

NOTES  

1. B. Balfour, “The What and the Why of Print.” In Printopolis, ed. T. Cooper and J. Law (Toronto: Open Studio, 2016): 

142–157. Reprinted in R. Pelzer-Montada, Perspectives on Contemporary Printmaking (Manchester, UK: Manchester 

University Press, 2018): 114–126.

2.A. Alpert, “(Untitled) Notes on the Graphic Unconscious,” Working States, February 2010: 1–2.

3. S. Tallman, “Wallflower at the Artworld Ball,” in SNAP 3: 3rd International Printmaking Symposium, ed. M. Rehkopp 

and K. Willich (Rheine, Germany: Kloster Bentlage, 2015): 14–17.

4. S. Cubitt, The Practice of Light: A Genealogy of Visual Technologies from Prints to Pixels (Cambridge: Massachusetts 

Institute of Technology Press, 2014).

5. C. Buci-Glucksmann, L’Esthétique de l’éphémère (Paris: Editions Galilée, 2003).

6. M. Gronlund, “Just You,” essay for Phillips’s exhibition Just You at Bergen Kunsthall, Bergen, Norway, 2014, available at 

ciaraphillips.com/index.php/more/texts/Just%20You_v2.jpg, accessed January 10, 2018.

7. M. Augé, Non-Places (London: Verso, 2006). 

8. J. Roca, “Interview: Christiane Baumgartner,” available at Philagrafika.blogspot.co.uk, accessed January 15, 2018. 

9. L. Soutter, Why Art Photography? (London: Routledge, 2013): 94.

10. J. Kristeva, Powers of Horror: An Essay on Abjection (New York: Columbia University Press, 1982).

11. G. Anders, “On Promethean Shame,” in Prometheanism: Technology, Digital Culture and Human Obsolescence, ed. 

C. J. Müller (London: Rowman and Littlefield, 2016): 23–96.

12. J. Rebentisch, “The Contemporaneity of Contemporary Art,” New German Critique 124, no. 42 (February 1, 2015): 

223–237.

13. Ibid.

14. All Tacita Dean quotes come from the author’s notes from the artist’s Andrew Carnegie Lecture, July 4, 2018, 

Edinburgh College of Art, the University of Edinburgh, Edinburgh.

×



Ruth Pelzer-Montada is an artist and a scholar of contemporary art with a 

particular interest in print media. She obtained her bachelor’s degree in 

painting and her doctorate in art practice from the Edinburgh College of 

Art at the University of Edinburgh, where she currently teaches on visual 

culture, contemporary art practice, and theory. Her background also includes 

degrees in German literature and political science from the University 

of Heidelberg. She has lectured on topics of visual culture and historical 

and critical studies throughout Scotland and Scandinavia. Her anthology, 

Perspectives on Contemporary Printmaking. Critical Writing since 1986, was 

published in 2018. Her essays on contemporary printmaking have appeared 

in international conference proceedings and journals, such as Art Journal, 
Print Quarterly, and Art in Print. As of 2018, she is on the board of the 

International Mokuhanga Association. From 2015 to 2018, she served as an 

external examiner for print media at the Royal College of Art, London, after 

holding a similar role for printmaking at the National College of Art and 

Design in Dublin. In recent years, she has frequently been a guest professor 

for printmaking at the Oslo National Academy of Arts and at the Finnish 

Academy of the Arts, Helsinki.

×

P R I N T M A K I N G – C O N T E M P O R A R Y  P E R S P E C T I V E S   107





E T C H I N G  W I T H  E L E C T R I C A L  C U R R E N T   109

×

Conference Notes—
Transforming Printmaking 
through Chemical Innovation
Etching with Electrical Current

JASON SCUILLA

FIGURE I.29 Jason Scuilla presenting to workshop attendees during  

the Print Think Italy conference, Photograph courtesy of Hester Stinnett

The following two conference notes are records of the workshops 

held on the occasion of Print Think Italy 2018.
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Electrochemical etching is a process that relies on technology from the 

commercial plating industry. In electroplating, a copper anode on one side 

of an electrolyte-filled tank is positively charged, and the metal object to 

be plated is negatively charged. When the current is flowing, oxidation 

happens at the copper anode, adding copper ions to the solution. Those 

ions travel on the electric current to the cathode, where reduction 

happens, plating the copper ions onto the object.

In electrochemical etching, the process is reversed. The copper anode is 

replaced with a copperplate coated with a resist and drawn with an etching 

needle. The copper ions from the exposed lines of the drawn image 

are displaced onto the object being plated. When used with a suitable 

resist, current, and electrolyte solution, the end result is intaglio lines 

bitten cleanly into the plate and suitable for traditional intaglio printing. 

In addition to a team of artists and chemists at Kansas State University, 

printmakers around the world have been exploring this technology. Many 

have made notable contributions to the medium, including Nik Semenoff 

(Canada), Cedric Green (United Kingdom), Alfonso Crujera (Spain), and 

Merion Behr (United States).

FIG. I.30 DC Variable Power Supply, 0–30 v, 0–5 amp power unit, outfitted 

with a properly gauged positive/negative wire with alligator clips (at ends)  

Photograph courtesy of Hester Stinnett ; all other photographs in the present conference 
notes are courtesy of Jason Scuilla

BASIC MATERIALS & EQUIPMENT



FIG. I.31 Two 12” (30.5 cm) copper rods 

of 1/8” (3 mm) diameter, drilled into tank 

approximately 1” (2.5 cm) from top of 

tank, spaced 1/2” (12.5 mm) apart

FIG. I.32 7” x 9” (18 x 23 cm) copper-wire 

cloth of 4 x 4”’ (10 x 10 cm) mesh, 0.047 

(6.8 mm) diameter, bent at 7.5” (19 cm) 

and hung on rear rod

FIG. I.33 7” x 1/2” (18 cm x 12.5 mm) strip 

of 18-gauge (1.25 mm) copper, bent at 5.5”  

(14 cm) to make plate suspension hook

FIG. I.34 3-liter solution of concentrated 

electrolytic solution of copper sulfate 

(CuSO₄) and distilled water; 75 g copper 

sulfate for 1 liter of water

PROTOTYPE ETCHING TANK
A clear plastic food storage container with lid is a perfect option.
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THE 
ELECTROCHEMICAL 
ETCHING RESIST

Using the proper etching resist is 

a key factor in achieving a well-

etched plate. The electrochemical 

etching resist used during the 

Print Think Italy workshop was 

developed at Kansas State 

FIGURE I.35 Applying the etching ground 

on a hotplate so that it melts and is 

evenly distributed on the copperplate.

University and retains all the desirable qualities of a traditional hard-

ground: it draws effortlessly with no resistance or flaking, it can be applied 

extremely thinly, it is completely opaque, and it holds the finest detail and 

hatching with no undercutting. Additionally, it is nontoxic, formulated 

with environmentally safe and sustainable food-grade materials. Our 

research has shown that plates electrochemically etched with this resist 

yield etched lines that are cleaner, offer more range in weight, and are 

more predictable than those etched with ferric chloride, nitric acid, and 

Edinburgh etchants. Furthermore, the absence of salt in the etching 

solution prevents the potential creation of toxic fumes, such as chlorine 

gas. This and other electrochemical resists, bio-based cleaners, and 

etchant solutions are in beta-phase testing. Once complete, our recipes, 

applications, chemical analysis, and safety information will be released 

to the printmaking community as part of the Transforming Printmaking 

through Chemical Innovation Research Project.

THE ELECTROCHEMICAL  
ETCHING PROCESS

Once the etching plate has been coated with a resist and drawn on, it is 

attached to the suspension hook with packaging tape (Figure I.36). Unlike 

traditional etching, the back of the etching plate must be fully exposed to 

allow the electrical contact between the power supply and plate to remain 

uninterrupted. The suspension hook is then hung from the copper rod in 



the front of the tank, with the drawing facing the cathode grid. The plate 

should hang perpendicular to the cathode grid, approximately 0.5” (1.25 

cm) away. The positive wire is connected from the power supply to the 

plate-containing rod (anode), while the negative wire is connected to the 

rod holding the grid (cathode) (Figure I.37). Power is supplied to the bath, 

and the voltage/amperage is adjusted accordingly. In a bath of this size 

(3 liters), a voltage and amperage of .5 provides an etch time comparable 

to a weak ferric chloride bath (Figure I.38). When the etching process is 

complete, the power supply is turned off, and the plate is removed. The 

plate can then be cleaned and printed in the intaglio manner (Figure I.39).

FIGURE I.36 Packaging tape attaches the suspension 

rod to the copperplate as it is lowered into 

solution.

FIGURE I.38 For a 3-liter bath, set voltage and 

amperage to 0.5, providing an etching time 

comparable to a weak ferric chloride bath.

FIGURE I.37 Positive wire connects from the power 

supply to the rod holding the suspended plate; 

negative wire connects to the rod holding the 

cathode grid. 

FIGURE I.39 The plate can now be cleaned and 

printed using the intaglio technique.
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×

More information on the Transforming Printmaking through Chemical 

Innovation Research Project is available at currentprints.com.

For more information on printmaker Jason Scuilla, and to view his 

prints created using the electrochemical etching process, please visit 

jasonscuilla.com.



Jason Scuilla is currently head of printmaking at Kansas State University 

and principal investigator of Transforming Printmaking through Chemical 

Innovation, a National Endowment of the Arts research project that seeks to 

transfer technology from microbiology, circuit boards, and the commercial 

plating industry into contemporary printmaking. The members of this 

interdisciplinary team of nationally recognized artists, chemists, industry 

experts, and student researchers at Kansas State University are collaborating 

to empower contemporary printmakers with the tools and knowledge 

necessary to create prints using safer, environmentally friendly methods that 

are equal or superior to classical techniques. His prints have been featured in 

museum collections, solo exhibitions, and group exhibitions throughout the 

United States and Europe. An American artist of Italian descent, Scuilla spends 

considerable time in Rome, Italy, studying and creating prints. His innovations 

and contributions to the field of fine-art printmaking have been recognized 

through a 2017–2019 National Endowment of the Arts Artworks grant.

Jason Scuilla’s artistic work and accompanying artist’s statement are reproduced 
in Part II of this volume.

×
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Conference Notes—
Laser-Engraved Tonal 
Wood-Block Prints
Print Think Italy, May 2018

RICHARD HRICKO

FIGURE I.40 Richard Hricko (center, at press) pulling a print from a laser-

engraved wood block during his demonstration at Print Think Italy; 

Matteo Borsoi (far right) looks on, Photograph courtesy of Hester Stinnett; 
all other photographs in these conference notes courtesy of Richard Hricko.
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A GUIDE TO FORMATTING DIGITAL 
IMAGES FOR LASER ENGRAVING ON 
WOOD BLOCKS
Laser engraving utilizes the same essential principles as traditional 

woodcut relief printmaking, but the characteristic negative mark in 

this case is achieved by outputting a drawing or photograph to a laser 

engraving machine, which incises the image into the surface of the 

wood block. The following guide describes the process to format digital 

images for output to a laser engraver. The fundamental concept is that 

the continuous color and tone of the original image must be transformed 

into a matrix of black and white dots that can be read and cut by the laser.

This guide requires access to Adobe Photoshop (Photoshop) and Adobe 

Illustrator (Illustrator). When working, make sure to keep the original 

image file, Photoshop and TIFF versions (file extensions .psd and .tiff 

respectively), and the final Illustrator file (.ai file extension). Ensuring 

that you have all versions of the files gives you the ability to track your 

process, revisiting and adjusting at each step.

FIG. I.41 Scan in your drawing or 

photograph at 300 ppi, open your 

image in Photoshop, and crop out any 

excess imagery (any imagery that you 

want to exclude from your print). 

FIG. I.42 Create a “New Black and White 

Adjustment Layer” in the “Adjustments” 

panel of the layers toolbar; move the 

color sliders to create your optimum 

black-and-white contrast. 

STEP 1 STEP 2



FIG. I.43 Flatten the image by selecting 

the adjustment layer in the layers 

toolbar, right-clicking and pressing 

“Merge Down.”

FIG. I.44 For the best image quality, resample the image at 800 ppi by going to 

Menu > Image > Image Size; change the resolution to 800 ppi and select “OK.” 

STEP 3 STEP 4

STEP 5

To make the image readable by 

the laser machine, we must break 

it down into black and white dots. 

To begin this process, select:  

Menu > Image > Mode > Grayscale.
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FIG. I.45 Change the image to a bitmap by selecting Menu > Image > Mode > Bitmap.

STEP 6

FIG. I.46 Change the “Output” to 300 pixels/inch and for the “Method” click 

“Diffusion Dither”; this is the final step in turning the image into black-and-white 

dots for the laser machine to read and engrave.

STEP 7

STEP 8
For relief printing, you must invert the tonality of the image. To do this, 

select Menu > Image > Adjustments > Invert. Save the image as a TIFF file.

STEP 9
Images for the laser must be printed using Illustrator, which is a vector-

based program, as opposed to a raster-based (pixel) program. Create a 

new file in Illustrator of the same size as your image. Make sure it is in 

RGB color mode.



When engraving wood, make sure to sand the surface completely smooth. 

Any aberration will show up in the final print and could warp your image. 

Baltic birch plywood (0.5”/8 mm thickness) is recommended. Not all laser 

machines are created equally! I create my prints on a Trotec Speedy 

500. Make sure to do small-scale tests using the same materials for your 

larger-scale finished block.

When sending an image to print on the laser, I have achieved the best 

results on wood by adjusting the settings to “100 Power, 70 Speed” and 

setting the Halftone to “Relief.” These settings may need to be adjusted 

for your specific laser and the scale of your work.

STEP 10

STEP 11

To place your image into the file, either copy and paste it from the 

Photoshop document or select Menu > File > Place. Select the image from 

where you saved it. When choosing this option, make sure the image is 

“embedded” into the file.

Save your file with an .ai extension.

This method of preparing an image essentially turns the artwork (whether 

a drawing or a photograph) into a complex matrix of black and white 

dots (FIGURE I.47). If you need to resize the image, it is very easy to do so; 

simply select the image-size menu and reset the dimensions according 

to your new target size. Keep in mind that different scales will produce 

different visual results.
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FIG. I.47 Original image after processing with the diffusion dither; resized for 

publication at 5” x 7” in 420 ppi



Richard Hricko is currently the head of the Printmaking Department at 

the Tyler School of Art, Temple University, where he has taught since 1991. 

He has exhibited extensively nationally and internationally. His work is 

represented in many public and private collections, including the Philadelphia 

Museum of Art, the Woodmere Art Museum, the Delaware Art Museum, and 

the International Southern Graphics Council. Alongside his role at the Tyler 

School of Art, Hricko has continuously advocated for and contributed to 

the development of contemporary art and printmaking in Philadelphia, co-

founding Crane Arts Studios and Second State Press, where he serves as a 

board member. Rooted in traditional printmaking techniques, Hricko’s practice 

has evolved to incorporate the use of photographic imagery through rigorous 

photomechanical processes, including traditional photogravure, photopolymer 

intaglio, and, most recently, laser-engraved wood blocks. In this way, he has 

established himself at the forefront of contemporary print research, in which 

the qualities of traditional processes are amplified through fusion with the 

latest digital-imaging technologies. His awards include two West Virginia Arts 

and Humanities Council Artist-in-Residence Grants, a Pennsylvania Arts Council 

Individual Artist Fellowship, a National Endowment for the Arts/Mid-Atlantic 

Regional Artist Fellowship, a Brandywine Institute Visiting Artist Fellowship, and 

several Temple University research grants. Hricko was initially a student and 

later a visiting faculty member at Temple University Rome, both determinant in 

his reflections on Giovanni Battista Piranesi and fictional space.

Richard Hricko’s artistic work and accompanying artist’s statement are 
reproduced in Part II of this volume.

×
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Field-notes 
from Rome
SARAH LINFORD

Printmaking is attracting emerging and mid-

career artists in numbers unseen since the 

1970s. After a relative decline through to the 

early 2000s, characterized in Europe by a 

closing down of print studios and a relative 

collapse of print prices in an otherwise 

flourishing market in the 1990s, art schools 

in the United States and Great Britain today 

report a surge of enrollment in printmaking 

courses, from silkscreen and monotype to 

the technical instruction required for relief 

printing. The demanding nature of most 

print techniques seems to be part of their 

appeal, as process, objecthood, and know-how 

respond to the supposedly dematerialized 

practices of the digital age. This tendency 

recalls a pendular swing of nearly fifty years 

ago, in another era polarized by the issue 

of dematerialized practices, conceptual in 

particular, when printmaking definitively rid 

itself of the obligation to reproduce in favor of 

experimental image making. 

The Italian and specifically Roman situation 

is singular in this more global context. 

Traditional printmaking techniques have been 

taught and practiced without interruption; 

the great ferment of the 1960s and 1970s that 

(once more) made Rome a magnet for Italian 

and foreign artists revitalized and expanded 

traditional printmaking techniques. The fine-

art print came into its own. Three places in 

particular contributed to this resurgence: the 

national “chalcographic” institute; historic 

printmaking botteghe; and new hybrid print 

spaces, often combining studio and gallery.

The Papal Calcografia was founded in 1738 on 

acquiring the seventeenth-century Stamperia 

De Rossi and its unrivalled collection of 

matrices. In 1975, the Calcografia and the 

Gabinetto Nazionale delle Stampe joined to 

become the Istituto Nazionale per la Grafica; 

in 2008, their collections merged, and their 

respective buildings could be accessed from 
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the inside. In 2014, this extraordinary repository 

of historical matrices and technical know-how, 

now largely museum but retaining active print 

facilities, became the Istituto Centrale per la 

Grafica.

Half a century ago, under the enlightened 

directorship of art historian, curator, and art 

critic Maurizio Calvesi, the institution opened 

to contemporary printmakers, Italian and 

foreign; the international graphic arts courses 

taught by Renato Bruscaglia and the work done, 

later, by Giuseppe Lo Russo went well beyond 

the Calcografia’s historic missions. Diffusion 

and conservation were now completed, even 

reassessed, by the active promotion of works 

on paper, and printmaking in particular. Print 

techniques were expanded and hybridized, 

imported (as was the Hayter method) or not, 

and printmaking became pertinent in ways 

unseen, perhaps, since the woodcut in early-

twentieth-century Germany. The Palazzo Poli, 

off the Trevi fountain, became a beacon for 

contemporary experimentation in the mid-

1960s and 1970s.

Certain stamperie were vital to this print 

“revival”—the fourth-generation Bulla 

lithography studio, near Piazza del Popolo, 

for one. The siblings Romolo and Rosalba 

Bulla succeeded their father in 1941; the 

family enterprise had been founded in post-

Napoleonic Paris in 1818 by François Bulla, 

who definitively transferred his activities to 

Rome’s via del Vantaggio in 1840. The list of 

artists who have collaborated with Romolo 

and Rosalba write the history of contemporary 

Italian art, and of the twentieth century 

generally.¹ The Bullas’ role has extended far 

beyond execution. Adapted to each artist and 

to each project, whether figurative, abstract, 

or neither, the works produced might well be 

called six-handed, despite the Bullas’ modest 

reserve. Their studio was not merely a place 

of production, throughout the 1960s and 

1970s especially; theirs was a hub of artistic 

and intellectual exchange through informal 

socializing.

Renzo Romero and Flavia Tesio Romero’s print 

studio was another key actor in the recent 

golden age of Roman printmaking. Abandoning 

lithography in 1961–1962 in favor of etching, 

drypoint, and aquatint, often augmented by 

embossment, the Stamperia Romero moved 

to via Angelo Brunetti, a block away from the 

Litografia R. Bulla and the Piazza del Popolo. 

Throughout the late 1960s and 1970s, for 

non-figurative artists especially, and often 

in collaboration with writers and critics, the 

Romero studio produced exquisite prints and 

artists’ books, many of which traveled abroad 

in exhibitions that reinforced Rome’s position 

as a beacon of contemporary art.²

Founded in Rome in 1962–1963 by the Milanese 

Valter and Eleonora Rossi, along with their 

cousin Franco Cioppi, 2RC collaborated with 

and exhibited the major artists of the 1960s. 

By 1979, the Rossis had opened in New York 

and were poised to work with American artists 

and those Italian Transavanguardists who had 

moved to New York in the mid- to late 1970s.³ 
Forty years later, 2RC is now largely based 

in Viareggio, although it maintains a lesser-

known space about thirty minutes northwest 

of Rome’s historical center. Workshops and 

training continue, but, as with all those who 



remember the artistic and intellectual vivacity 

of the Dolce Vita and even of the so-called 

lead (piombo) years, it seems that the 1980s 

definitively transformed the Roman cultural 

landscape.

The end of that era was perhaps marked by 

Sergio Pandolfini’s courageous founding, 

in 1979, of the Stamperia d’Arte il Bulino, 

specializing in artists’ books. He weathered 

the 1980s and 1990s, when the bottom fell out 

of the Italian print market and of Rome as an 

international artistic and intellectual hub.

The great effervescence of the 1960s and 

1970s waned and then crashed in the 1980s. 

Piazza del Popolo is no longer the fulcrum of 

intellectual debate, artists’ studios, and galleries; 

the nearby via del Vantaggio, via Brunetti, and 

via di Ripetta do not come alive with open 

debates and spontaneous socialization around 

aperitivo time. The Stamperia Romero closed in 

1985, and Lo Russo has just retired. Lithography 

seems increasingly difficult to undertake due to 

the difficulty of obtaining high-quality stones 

and given the challenge of finding nontoxic 

alternatives to traditional lithographic solvents, 

unlike for relief and other printing processes.

More generally, there is a pervasive sense here 

among artists, art historians, and critics who 

knew the 1960s and 1970s firsthand that the 

mid- to late 1980s marked the end of an era, 

in printmaking and in Rome’s cultural vitality. 

While some of these reasons are political—

cultural funding cuts, reconfigured political 

parties, the return of demagogy as politics—

printmaking and the performing arts seem 

to have suffered the most. In the case of 

printmaking, the same might be said of Paris, 

where the political situation in the 1980s was 

vastly different: today, few fine-art print studios 

remain, and the techniques of traditional print 

are now difficult to perform, even in academic 

settings. Perhaps only Germany avoided the 

worst.

The onset of digital media postdates this “crisis” 

in Roman printmaking. It is anachronistic to 

attribute the first ebb of printmaking to the 

digital revolution. The democratization of 

xerographic printing processes (inkjet, laser, 

and thermal, for example) do loom large in 

critical writings of the 1980s. Riffing off Roland 

Barthes’s “degree zero,” Jean Baudrillard calls 

this the “degree Xerox of culture.” His work 

on the proliferation of mass-media images—

Simulacra and Simulation in 1981, published in 

Italy in 1985, or what was translated into Italian 

as The Disappearance of Art in 1988—are two 

of the best-known. It is difficult to tell whether 

these texts had much direct impact on Roman 

printmakers or on local critical debates. These 

writings undoubtedly did lay the foundations 

for what would be, from the mid-1990s onward, 

the academic staples of the so-called iconic or 

pictorial turn in the digital era (see Gottfried 

Boehm, W. J. T. Mitchell, Hans Belting), although 

many of them remain untranslated into Italian. 

Alongside a larger economic explanation, 

or one specific to the crash in the price and 

prestige of prints as a result of unregulated 

print runs, many sites of and critical debates 

about printmaking shut down in the 1980s.

One wonders whether the recent exhibition 

of the Bulla studio at the Istituto Centrale 

per la Grafica (2018) or the show devoted to 

2RC at the Galleria Nazionale d’Arte Moderna 
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(2019) suggest museification. Guido Strazza’s 

catalogue raisonné, 1953–2018, like the recent 

exhibitions and presentations at the National 

Gallery of Modern Art, suggest that the time 

has come to take stock of his œuvre. He has 

been elected to the Accademia di San Luca, 

as has Giulia Napoleone, whose crowning 

2018–2019 exhibition, Realtà in equilibrio, also 

at the National Gallery of Modern Art, implies 

the same. The Hayter method is now taught 

academically. Romolo Bulla’s chair at the 

Academy of Fine Arts has been filled, although 

perhaps not with the same generous vision 

and international dynamism. The youngest 

Roman artists are training academically in 

a master-student dynamic that may or may 

not encourage fresh new voices to emerge, 

especially given the dwindling of the 

complementary type of education that was 

spontaneous socialization and open debate, 

often per strada, until about forty years ago.

In an attempt to reverse this course, and the 

regrettable marginalization of printmaking in 

Rome’s contemporary art debates, independent 

initiatives have recently taken up the gauntlet. 

Alessandro Fornaci’s Stamperia del Tevere 

(2002) and Maria Pina and Gianna Bentivenga’s 

Atelier InSigna (2013) have done much to 

revive and promote printmaking. Pandolfini 

recast his exhibition space into the Galleria 

Il Bulino Artecontemporanea (2005); dynamic, 

skilled printmakers born c. 1980 have formed 

a collective known as Stamperia Ripa 69 

(2018). Thankfully, the Bulla daughters, Beatrice 

and Flaminia, of the same generation, are 

passionate about prints and working with 

artists as young and promising as themselves 

in the family bottega. Ultimately, however, 

the exhibition opening has largely replaced 

the other networks of exchange and debate 

that made the 1960s and 1970s so vibrant. 

The sense is that the print community in 

Rome is isolated, with less crossover and 

exchange from other artistic disciplines, as 

was the case fifty years ago when Rome-based 

Alberto Burri and Jannis Kounellis moved 

with such intelligence between painting, 

print, and sculpture. So, too, did many of the 

Transavanguardia artists, whose “return to 

manuality” led them to experiment, most 

often in Rome, with printmaking after Achille 

Bonito Oliva moved there in 1968. With the 

exception, perhaps, of Enzo Cucchi, Francesco 

Clemente, and Valerio Adami, most of those 

who came from other media and other cities 

to experiment with prints in the 1980s were 

foreign artists, and they came in much smaller 

numbers, another sign of “crisis.”

So where does Roman printmaking stand 

today for local and foreign artists? Is it even 

a pertinent question to ask in a seemingly 

globalized context? Roman printmakers born 

in the 1970s and 1980s do seem largely to insist 

on a sense of continuity or an allegiance to 

a certain school of printmaking rather than 

proclaim the kind of radical experimentation of 

fifty years ago. The positive formulation of this 

state of the field is that it makes Rome arguably 

unique. New directions are not reactions on 

the avant-garde model of negation but instead 

follow a different trope: that of an eternal 

return or reworking from the inside. What 

general tendencies or new directions might be 

discerned in Roman printmaking today, then? 

And what impact, if any, might such a weighty 

and often intimidating omnipresence of 



“tradition” have on the work of foreign artists 

in residence or in frequent contact with Rome?

These were the debates that I hoped an 

exhibition might fuel in counterpart to 

Temple–Tyler’s yearly state of the field on 

printmaking, organized for the first time 

in Rome by printmaking docent and artist 

Devin Kovach. It struck me that a selection 

of current Roman printmakers would offer a 

timely showcase and practicum, a necessary 

complement to lectures and workshops. I 

believed that an academic volume with three 

functions—exhibition catalogue, historical 

overview, and symposium sourcebook—would 

further provide an overview of printmaking 

past and present, with a view to the future. 

Temple funding and support have made this 

possible, as has assiduous collaboration with 

Kovach, with whom this four-handed volume—

albeit often behind-the-scenes—was forged.

“Roman printmakers” was intended in its widest 

meaning: artists based in Rome or passing 

through, often on the occasion of the Grand 

Tour’s distant progeny, a foreign academy 

residency, or as part of a foreign university’s 

Roman campus community, as visiting faculty.

The exhibition, which involved Roman and 

foreign jury members sought to take objective 

stock of the many submissions received, 

sought to identify the most influential or 

innovative practitioners of printmaking and  

the force fields that structure Rome today. Of 

the twenty-six artists showcased, eleven are 

Italian and half are permanently based in  

Rome; of the twenty-seven artists who 

round out this volume, nearly all now reside 

permanently in Rome.

The exhibition, like this short essay, which 

cannot possibly do justice to the works 

reproduced in the present volume, sought first 

and foremost to identify salient characteristics 

in contemporary print practices learned in, 

honed in, or confronted with Rome. An artist’s 

statement and brief biography accompany 

each reproduction. The works are organized 

alphabetically by artist, in two sections:  

(1) exhibited artists and (2) artists who were 

not displayed but were important to providing 

a more complete state of the field. This 

distinction is not to be taken as a difference in 

quality; some of the most vibrantly innovative 

practices are published in the second section. 

Photographs of the exhibition, taken by the 

great Giorgio Benni, give some sense of its 

space and flow.

Many of the fifty-three contemporary artists 

reproduced in this volume take on the 

traditions of intaglio, relief, lithography, and 

serigraphy to uphold, revitalize, or expand 

the possibilities of traditional printmaking. 

Some engage with highly technical traditional 

methods to give form to their designs; others 

experiment with hybrid modes enriched 

from without. Some transfer by transposing, 

transcribing, translating, or stenciling in as 

many gestures of incising, cutting, layering, and 

recasting. Some make paper, and some print on 

fabric. Some use a press, and some don’t. Some 

rely on digital technology, often in combination 

with handcraft. Some use ink, while others 

explore unconventional substances’ capacity 

to mark and to mean. Some invite the viewer 

to participate in the open-endedness and 

unpredictability of transfer. Some consider 

themselves primarily printmakers, some 
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graphic artists more generally, and some 

visual artists-at-large, with practices that 

include installation and multimedia art. Some 

have experimented with techniques as a 

way to get at the conceptual issues of image 

making, materiality, originality, seriality, design, 

conception and method, and spontaneity and 

unpredictability that printmaking is singularly 

poised to provoke.

Those artists trained in Rome seem to work 

predominantly in intaglio and/or relief 

processes, whether etching, engraving, or 

woodcut. Two conceptions characterize 

many of these practices: one, “alchemical” 

and the other, a poststructuralist conception 

of the “sign” whose materiality lies in the 

“gesture” that produced it. The first of these 

sometimes yields iconic images; sometimes 

instead subtends work on the continuity 

of the natural world with the crafted object. 

Whether depicting the incantatory power of 

the contemplation of landscape and organic 

matter or, instead, crafting the object as a self-

reflective extension of the natural world, this 

conception often overlaps with mysticism 

and surrealist jumbling. At other times, the 

processes of printmaking are likened to the 

operations of memory, passively evoked or 

actively constructed, and remembrance’s 

attendant sensations—nostalgia, loss.

An “alchemic” conception of printmaking 

seems irrelevant to most of the foreign artists 

whose work is reproduced herein, although a 

couple seem to have experimented with this 

paradigm. Others explore the mechanisms 

and operations of transformation that 

printmaking requires as embodiments of 

intellectual processes, most often the urge to 

classify shared by science and memory. The 

resulting print work toys with taking apart 

and recomposing these processes, sometimes 

cast as narratives, sometimes as systems, 

often to sound the construction of identity 

and nomination. These questions, whether 

the artist considers him- or herself primarily 

a printmaker or not, often include elements 

of photography, video, cinema, and popular or 

iconic imagery. The overlap or dissonance of 

these different visual “languages” is sharpened 

into a tool to probe the potential of the image 

and the processes of image making.

Sometimes this comes out of a 1970s-inherited 

interest in il segno (the sign), but sometimes not. 

The notion of “gesture,” which has come a long 

way since late semiotics or action painting, 

has, for the younger artists here, been largely 

replaced by another catchphrase: “process.”

Whatever the underlying conceptions, means, 

and ends, one belief does seem shared by 

these artists, whether born during the print 

“revival” of half a century ago or as recently as 

the 1990s: that reproducibility is not the same 

as interchangeability and that it would be a 

mistake to confuse the proclaimed death of 

the “aura” with the irrelevance of the object, 

however much the image it “contains” can be 

reproduced. Perhaps this perception is what 

distinguishes an interest in printmaking from 

related but distinct fields: graphic design, the 

globalized publishing industry. The divide is 

porous, granted, but it seems misguided to 

reduce it to a debate about craftsmanship, just 

as it would to conflate them on the basis of 

being largely on paper. To take an example 



from a more familiar field: it would be silly to 

reduce an interest in contemporary painting 

to mere nostalgia for the handmade or the 

commercial savviness of the unique. Likewise, 

without at least attempting to understand and 

contextualize the conceptions and positions of 

these artists, one loses important dimensions 

of works in favor of visual studies’ reduction of 

objects to “images.” The widespread diffusion, 

via digital media and commercial publishers, 

of “images” does not subsume printmaking 

any more than it abolishes painting. It seems 

far more interesting to ask how digital 

commercial publishing has affected recent 

practices, whether a single artist’s or a group 

of makers’, or even how these might influence 

and structure the contemporary field. The risk, 

otherwise, implies reducing printmaking to a 

conceptual practice translated visibly.

In Rome, as mentioned, the field seems largely 

structured by underpinning credos about 

the nature of printmaking. The “alchemical” 

conception takes prints as the result of never 

fully controllable interaction: of chemical 

elements and of pressing. The loss of visual 

contact with the image during pressing is 

likened to transmutation, a kind of ontological 

rupture. The mystical and often surrealist 

overtones of this conception are apparent 

in the artists’ statements and in the subject 

matter depicted or suggested by the works’ 

titles. Francesco Vignola’s Mirabilli Visioni 
of 2016, an etching and aquatint, plays off the 

exoteric vision of façade and plans with the 

promise of esoteric meaning enclosed in the 

Villa Mondragone’s hauntingly inaccessible 

spaces. Jason Scuilla’s Fertile Crescent of 

2017, made in Rome, is a virtuoso hybrid of 

multiplate etching, aquatint, drypoint, and 

bleed print that illustrates his ability to evoke 

oneiric worlds through a rigorous drawing 

practice and a fluency in traditional print 

techniques—what Elizabeth Seaton has termed 

his “surrealistic visualizing of ancient and 

Renaissance culture.”⁴ Italianate forms are cited 

alternately to be fragmented, effaced, distorted, 

and perhaps even parodied in a great jumble 

of pictorial and psychic projection. Marco 

Eusepi’s Labirinto of 2016 is representative of 

the fusion between alchemical and subliminal, 

in keeping with the teachings of Andrea 

Lelario, for instance, within what Eusepi calls 

“a complete energetic field.”⁵ Instead, Maria 

Pina Bentivenga’s multiplate aquatint etching 

on zinc plate, Torre 2 of 2018, conjures the 

telluric forces of territory; what she terms the 

“magic” of printmaking concentrates collective 

memory and folk tradition into tenuous, 

labyrinthian filaments of soil and stone. Carlo 

Venturi’s Papa of 2016 testifies to his continued 

vitality in creating figures as legible as they 

are esoteric. Here, it is tempting to identify the 

Tarot’s pope as a portrait of the artist himself: 

a man wise with experience, a Hierophant 

discerning hidden meaning.

Mystical archaism is mixed with the flotsam of 

science and technology in Alessandro Fornaci’s 

photopolymer etching Civiltà post-atomica of 

2006. The embossing from a circuit breaker 

fuses with totemic imagery of prescientific 

magic and myth; the “alchemy” of printmaking 

adopts biological, even cosmological, 

dimensions in his artist’s statement. The result 

is an iconic image, apotropaic and dystopian, 

that dialogues with Lawrence Ferlinghetti 
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and Leonardo Sinisgalli. The sense that 

printmaking can reconcile, even reinvest, 

modern science with mystical wonder is one 

of Enrico Pusceddu’s most striking tenets, as in 

his Chromosome X of 2003. DNA’s duplication, 

recombination, and unpredictability, 

for Fornaci and Pusceddu, firmly grounds 

the operations of printmaking in nature’s 

own. This hypnotic realization is rendered 

in Anastasya Voskoboinikova’s Gravitazione 
esistenziale of 2018, a PVC relief print on Tosashi 

paper: sustained contemplation of natural 

patterning—here, a stump’s grow rings—yields 

revelation. “Weakness is power and strength 

is nothing. Man is born weak and docile. He 

dies strong and rigid,” we read, echoing Arkady 

and Boris Strugatsky and the prayer in Andrei 

Tarkovsky’s Stalker. The mythical time of natural 

cycles is not the point of Richard Hricko’s  

Root II of 2017, although the incantatory power 

of organic forms and their symbolic charge do 

seem to sustain this series of intricate, hand-

printed laser woodcuts. The relation between 

industry and nature does not overlap with 

the tangle of science and spirituality of his 

Roman counterparts, but these do partake in an 

interest in recurrent cycles and their spiraling 

variations as deeply connected to printmaking 

and, more generally, to meaning.

Marta Roberti’s What Hides Still Invisible Things 
(Rovo lavenonese, 2) of 2018 does not evoke 

veiled meaning through dizzying close-up 

alone; it fragments and displaces the lavender 

bush’s tangled web into an assemblage 

of views. The scratches of these engraved 

drawings, transferred onto graphite paper, 

burn, backlit. Like Moses’s inflamed bramble, 

she explains, the invisible and the unformed 

smolder with potential meaning and necessity. 

The work appears to us as a dreamlike vision, 

monumental and incoherent, inviting the 

viewer to seek out “intelligent design.” Rosaria 

Scotto’s Piccoli nidi, a 2017 mezzotint on copper 

made during her time at KAUS, records the 

attention she gives to the little miracles of the 

natural world. Elisabetta Diamanti’s Ranuncoli 
Silver of 2017 combines the traces of natural 

elements—buttercups and dandelions, a leaf—

with subtle details of their fragile anatomy. 

The work reads vertically, like a scroll whose 

beginning and end repeat. What orients the 

work is the receding presence of the central 

figure, its carefully etched striations structuring 

the patterns of her “dreamlike images.”

In Cristina Piciacchia’s Calendario lunare 2019, 

we are invited to unfold the woodcut print to 

discover a succession of atmospheric colors; 

the months face each other in time made 

spatial like a cosmic continuum that fluidifies 

the divide between marks and objects, color 

and structure, time and space. Roberto Piloni’s 

Quadrato quasi quasi magico collagraph with 

blind embossing, made in 2018, achieves a 

similarly “magical” reconciliation by treating 

printmaking as sculpture: space and light, 

color and language, ink and paper, flatness 

and embossing are so many microelements 

played against each other to evoke what high 

modernism once called the “literal” object—

namely, the space generated by the viewer’s 

experience of objecthood. While Usama Saad’s 

Abstract Geometry of 2017 similarly plays off 

etching and embossing to generate relations 

between visuality and objecthood, his work 

stems from a search for sacred proportions. 

He obtains mesmerizing forms through 



oscillations, collaborating with physicists and 

sound engineers to transform vibrations into 

visible geometries. The repeatability of printing 

overlaps with the patterning recurrence of 

abstract geometries; their three-dimensionality 

finishes the process of “incarnating” invisible 

structures. This lay transubstantiation of 

disciplines and realities is conceived as various 

aspects of the hidden design of matter. It relates 

to alchemical thinking, without the surrealist or 

metaphysical elements that subtend many of 

his fellow Roman printmakers.

In the case of Edgars Gluhovs’s TBITEITB  
(The Beginning Is the End Is the Beginning) series, 

made while he was a fellow of the Swiss 

Institute in Rome in 2017, the “alchemical” 

functions entirely differently. His custom-

made ink stamp’s motif derives, explains his 

statement, from the alchemical figure of the 

Ouroboros. But he does not invest printmaking 

with a special power to understand the natural 

world, man, or the universe; his interest in 

repetition and variations recalls instead a 

Dadaist critique of institutional legitimacy and 

fixed meaning, and a Warburgian interest in 

the persistence of iconography and symbols. 

He does not identify as a printmaker; the 

operations of pressing this one-off stamp 

on paper are relevant to this project, to his 

constant reinvention and reinterpretation 

across different media, and to his invitation 

to viewers to do the same. If this series plays 

with traditional definitions of printmaking—the 

circles read like accidental stains—it is not, 

per se, to renew printmaking that Gluhovs is 

repeatedly inking and pressing; rather, these 

practices incisively problematize a series 

of issues about authority and originality. 

In sum, the alchemical and the mystical are 

treated dispassionately, as visual motif and 

cultural topos rather than as means to answer 

metaphysical questions or elicit revelation.

Stefano Minzi’s Incidente II of 2011 equally 

invokes the absurd but remains faithful to a 

belief in the “magic” of printmaking. His four-

color Xerox transfer and oil on canvas, however, 

eschews not only traditional techniques but 

also the themes or subject matter prevalent 

in the spiritualizing conceptions discussed 

so far—dreams, visions, sacred truths, occult 

icons, the meaning hidden in the fragments 

of nature or culture. Instead, Minzi conjures a 

specter, Silvio Berlusconi, the Golem-as-villain 

of cultural and psychic impoverishment of a 

whole nation reduced to soundbites, cathode-

ray tubes, and pixels. Mass media at its worst is 

a collective nightmare of sorts. To print a video 

frame is, here, to displace repetition from the 

deadening to the critical, and moral, imperative 

of memory.

Sandro Mele’s Omaggio a Hyso Telharaj of 

2018 extends beyond this historic role of 

printmaking as reporting and remembrance: 

it is a call to action, as is nearly all of his 

work, whether painting, video, or, now, print. 

Starting with the clearest photograph available 

of the tragically assassinated farmworker, he 

transforms the literal difficulty of obtaining 

any likeness of Hyso Telharaj into an emblem 

of social amnesia. So, too, does Jacopo Rinaldi, 

whose digitally printed stills, Intervallo, are 

derived from a 1935 newsreel. The window 

drapes were installed in situ in 2017, on the 

Ferrovia del Sud Est train line in Apulia, casting 

the spectator into a traveler and provoking us 
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to think about fascism’s invented memories to 

replace history. Rinaldi’s realization that trains 

and cinema were, under Benito Mussolini, 

vital instruments of propaganda is doubled by 

their shared technical language. The role of 

printing in this expanded field addresses the 

notion of visual memory and the mechanisms 

of constructing narratives, whether these be 

ideological, historical, or mythical.

That printmaking is particularly suited 

to expose the operations of memory 

seems central to these politically charged 

works. This trait also applies to prints that 

document personal memory, without political 

engagement. Dario Agati’s Vorrei tornare alle 
giostre belongs to a series of photopolymer 

intaglio prints that uses photography as an 

instrument of nostalgia; memory is not a tool 

of progressive politics but a means to measure 

unfulfilled desire. Elena Boni’s Persistente uses 

transparencies to transfer photographs; the 

acetate sheets retain images that “persist” 

and haunt the prints. Printing becomes the 

accretion of fading photographs as fading 

memories in her larger consideration of the 

relations between time and duration. While 

the vocabulary of alchemy returns in Boni’s 

statements on printmaking, the connection 

between printing and memory can hinge on 

the idea of transformation without mysticism, 

as we have seen in the works of Mele, Rinaldi, 

and Agati, and as is true, too, for Giorgia 

Catapano. Passi testifies to her interest in life 

drawing as the forging of memorable images—

those simultaneous visual, manual, cognitive 

moments of memorializing through drawing 

that, here, record tango dancers. We follow her 

cinematographical narration as we unfold her 

artist’s book. Lucia Cadeddu has, since making 

hers, turned largely to video. Instead of the 

synthesizing discipline of drawing, Cadeddu 

prefers to take photography as a starting 

point for experimentation with various visual 

“languages” and print techniques. Her Una è 
molte book is composed of diverse supports, 

including artisanal and expired photographic 

paper, and a variety of techniques ranging from 

intaglio, photointaglio, Van Dyke, etching, and 

digital processes. This variety aims to dismantle 

the images’ familiarity and immediacy; the 

voyeur’s gaze is frustrated as the processes 

of image construction stand in the way of 

consumption.

Similarly, Ron Abram uses visual dissonance 

to question the construction and propagation 

of stereotypical identity: the Schneewittchen, 

or Snow White, series mixes genres and 

iconographical sources to render salient what 

he terms “visual narrative structures.” In this 

case, the same-sex embrace resists grotesque 

figures and the identification of masculinity 

with military heterosexuality. Rujunko Pugh’s 

Pantheon of 2015 functions doubly as a collage 

to challenge ideologically conservative 

narratives. An unidentified African mask 

is partly shielded by a hand that stops the 

viewer; the figure’s crouching body is cloaked 

in a kimono. Skin, face, body, and gesture are 

assembled in a sticker print collaged “into” the 

street, on the square in front of the Roman 

Pantheon. Her urban interventions, making 

full use of the print multiple when repeated 

throughout the city, challenge the passerby to 

reflect on the construction of canons, ethnic 

and art historical. In Persepolis, a 2015 multiplate 

etching on copper and zinc, printed relief and 



intaglio with collage element, Valeria Gasparrini 

fragments another icon of antiquity—the 

emblematic low relief of the Apadana staircase 

of Darius’s palace at Susa. The motif is made 

foreign by the print’s alternating strips; while 

these recall the original stone blocks’ cut marks, 

she cuts up the image to bring visual tension 

to what she calls “illustration.” José Witteveen’s 

God n.01 of 2017, an aquatint and line etching, 

might initially seem “illustrative” in its graphic 

legibility, but her composite image is, on closer 

examination, complex. Like Abram and Pugh, 

she uses “visual narrative structures inherent 

throughout the history of the printmaking 

discipline” to dismantle social narratives 

and make visible relations between, here, an 

individual city-dweller and his urban habitus. 
The layering of printmaking is a critical act: it 

makes apparent the social and visual strategies 

of “layering” as the construction of narratives.

The processes of printmaking are, with different 

means and to different ends, equally crucial 

to those artists who posit continuity between 

the artwork and the natural world, whether in 

Matthew Colaizzo’s Eroded Aggregate Piles at 
Gypsum Ranch Gravel and Concrete—Gypsum, 
Colorado of 2018 or in the works of those who, 

making their own paper or dyes, refuse any 

form of “illustration” in favor of “materiality.” 

Colaizzo’s land-art sensibility might initially 

seem at odds with his reworking of sacred 

Mount Fuji. In effect, he rematerializes an iconic 

motif through the cadence of the woodgrain. 

The materiality of the matrix is as important as 

any design—unlike prints that strictly adhere to 

the mokuhanga tradition or the ukiyo-e genre—

by virtue of its monumental size, of its multiple 

sheets, and of the rough, mass-processed pine 

board into which he carves his drawing. The 

overall effect induces a sense of continuity 

between the natural world and the woodcut 

print-as-object. Riccardo Ajossa’s Prove di colore 
assoluto overlaps an antique print: the figured 

landscape is overgrown by the handmade 

and naturally tinted paper. The represented 

landscape is reframed by the form, texture, 

and colors of the transformed organic matter. 

This presentation embodies Ajossa’s belief 

in the continuity between making from and 

belonging to the natural world. Regrounding 

landscape by means of organic materials, 

further, makes evident the codes of historical 

“descriptive” printmaking, or of the landscape 

genre generally. Gianna Parisse’s interest in 

handmade paper and natural fibers speaks 

to a cosmological conception of unicity; her 

manipulation of acrylic pigments, in monotype 

and through extrusion, liken her Terra 1 to 

materic painting. Likewise, Emilie Lundstrøm’s 

Untitled II of 2018, a mix of photoemulsion, 

transparency negative, gesso, and clay, invites 

the sun to work in concert with her painterly 

conception. Roberto Mannino’s Le vestite of 

2017 instead uses handmade paper to mark the 

multiple operations of image making and the 

levels—material, technical, and metaphorical—

that “dress” and construct a visual work-cum-

object. Francine Affourtit, in her Fagiano of 

2017, measuring more than 4 x 2 m (more 

than 14 x 7 feet) proclaims paper as sculpture. 

Each quadrant of this double-sided relief print 

is demarcated by folds; the monumentally 

sized work juts in and out, moves with the 

air currents, and filters and shapes the light 

that shines through it. Motifs and marks, 

here, highlight objecthood. A similar tension 

between image making and sculptural object 
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can be said to characterize Lindsay Deifik’s 

Burnfield, KS of 2015. This digital print on silk 

is mounted chest-high to protrude “theatrically.” 

Its custom steel support suggests that the 

silkscreen fiber etching be read as a flag: a 

flat pattern made public object. Its subtlety 

of color and unexpected intimacy play with 

the shortcomings of the monumental and the 

traditional difficulty of sculpture to avoid being 

bombastic. Leslie Hirst’s Ch-ch-chair of 2018 

uses cyanotype to trace the relation between 

object and sunlight and time, in a format that 

hangs boldly at 1 x 0.75 m (more than 3 x 2 

feet). Its fragility undermines any declarative 

statements—the visual stutter of nomination. Is 

printmaking particularly well suited to finding 

solutions to some of the recurring issues in 

late or postmodern artistic genres?

That is perhaps what some young Roman 

printmakers are attempting to do, from within 

a 1970s-inherited interest in the “mark.” Guido 

Strazza’s Il gesto e il segno (The Gesture and 
the Sign) of 1974 introduced poststructuralist 

concepts to the revival of Roman printmaking 

of a half century ago. Rather than image 

making, whether “alchemical” or not, he and 

his many descendants sought to practice 

printmaking as a means of making visible 

an infra-linguistic web of binary “signs” and 

“traces.” The mixed-media woodcuts of Marina 

Bindella are, today, the most influential of 

these prints. In her Fighting IIB of 2011, the 

action of carving out from the wood block is 

sublimated into optical traces and signs that 

dilate and contract the field demarcated by the 

paper support. From this resetting of woodcut’s 

scope and modes, at least three different 

kinds of relief-print practices have emerged: 

one faithful to Strazza and Bindella, one that 

reintroduces image, and one that takes prints 

as objects. Virginia Carbonelli’s Coreografie 
celesti of 2017 combines gestural traces that 

harken back to Strazza with a return to image 

making: the reintroduction of forms, and the 

title, suggest that lines and marks not only 

stand for the artist’s process but also are to 

be read as distant representations of celestial 

movements. Perhaps Gianna Bentivenga’s 

work on transformation and metamorphosis, 

as in her 2014 series, Teriomorfismo, functions 

along similar lines. While non-figurative, 

they reintroduce an element of narration as 

we witness the transformation, through six 

scenes, of figure against ground. In her search 

to problematize those liminal stages on the 

cusp between sign and figure, on the edge of 

sequentiality and narration, her dissolution of  

il segno extends to the very work she does 

on her papers. Her supports are stained 

with leather tannins and endowed with a 

temporality of their own: mold dots and a 

cultivated fungal network spread, with time, 

throughout the paper’s fibers.

Alexis Nutini, trained mostly outside Rome, 

takes a particular approach to mark-making. 

His recent introduction of laser-engraved 

wood blocks opens the vast expressive 

potential of new technologies. Composite 

structures saturate the field with Fauve energy 

and prodigal technique, as in his seven-color 

reduction woodcut and monotype of 2017, 

Solvent Weaving. Alessia Consiglio’s Lavori 
in Corso of 2014, which is far from Nutini’s 

works’ exuberance, similarly uses a modernist-

derived grid to contain an unwieldy amount of 

content: each unit reads as a veduta, a glimpse 



of industrial urbanscape, or fragments of 

close-ups that speak to her pursuing “sign” 

and “gesture.”

What does not seem to have been explored 

in Rome after the Strazza “sign” revolution 

is critical potential. Take, as elements 

of comparison, the work of Christiane 

Baumgartner or Mathieu Kleyebe Abonnenc’s 

Sans titre (où que vous tourniez c’est la désolation, 
mais vous tournez pourtant) of 2011, for instance. 

Both dig deep into time and transience by 

using relief printing’s ability to simultaneously 

construct, cancel, and debunk scopic regimes’ 

“authoritarian” images. Roman artists 

addressing these (sociopolitical) issues have 

eschewed the tropes of sign/gesture and 

image/language, as we have seen in the works 

of Sandro Mele, Stefano Minzi, and Jacopo 

Rinaldi and to some extent in those of Dario 

Agati, Elena Boni, and Lucia Cadeddu.

Roman printmakers working within Strazza’s 

paradigm have, however, sometimes taken 

this mark-based conception of printmaking 

along a third dimension: objecthood. Susanna 

Doccioli’s Maree verticali of 2018 and Riccardo 

Pecchioli’s Tangram of 2012 extend the 

identification of printmaking with sign-making 

into what Kounellis advocated as early as the 

1980s: that a print is an object, not a flat or 

self-effacing visual field. Doccioli’s waves 

extend horizontally and vertically through 

cuts and folds; Pecchioli’s pieces recompose 

into site-specific interventions or stack up in 

their custom-made cases. Gianluca Murasecchi 

equally reconciles “sign” with “materiality” 

through objecthood; his practice extends 

well beyond traditional printmaking, and his 

objects and installations take line and sign 

as operations to carve out the physical space 

between and around objects in a haptically 

expanded field.

Nearly all the artists who break free from 

“alchemical” and “poststructuralist” conceptions 

are either foreign or come from other artistic 

practices. Julie Rebecca Poulain’s installation 

of 2018, Tropi, marshals print’s seriality into a 

succession of grouped fragments of a single 

cut-up image printed many times over. The 

meticulously organized heaps and assemblages 

are so many paper sculptures that probe 

seriality through Linnaean categorization: the 

pinned fragments resemble an entomologist’s 

study, or the artist’s scrutiny of form making 

and form breaking. Andrew Kozlowski plays 

in his own way with print’s seriality to create 

a site-specific collection about order, scale, 

and cultural icons, as does Christoph Keller. 

CMYK Parthenon, part of his Archaeology Plant 
Series of 2018, is uninterested in mysticism, sign 

making, or objecthood: it uses the operations 

of printmaking as do others interested 

in narratives, but not to get at the social 

construction of personal identity. His field is 

the architecture of intellectual categories that 

subtend science and history. Conceived as a 

sketch for wallpaper (and a fine-art print), its 

insistent flatness recalls the work of “devout 

flattist” Oona Grimes. Angelo del fango and 
Roman sKandals, from the 2018 Fumetti grrrrl 
series, mixes genres to hybridize visual regimes 

and their underlying conceptual operations: 

film, comic strips, printmaking, collage, 

stenciling, spray-painting, and coloring are far 

more than techniques, genres, or media—they 

are ways of thinking and seeing, of editing and 
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retelling. Inma Herrera’s Transitional Magnetism 
of 2017–2018 addresses the specific operations 

of printmaking in the larger field of the graphic 

arts and printed media by using mixed media. 

Vision, duration, copying and reproduction, 

seriality, and objecthood are fetishized and 

exploded; they become the actors in as many 

narrative strategies. Thomas Baldischwyler 

hijacks these techniques. He uses sausage 

fat to mark the lithographic stone in his 

Ohne Titel/Mörike (Wurst Variation) of 2016, 

recasting the question: if traditional processes 

induce set canals of distribution and diffusion, 

what happens when the processes are 

perverted? His irony is matched only by the 

intelligence of his experimentation. Lorenzo 

Modica diverts the operations of printmaking 

to different ends, and with his own means. In 

his 2017 diptych, Interiors, a commercial florist’s 

wrapping paper becomes the arena for very 

quick, corporeal interventions that he enacts. 

Any stake in infra-linguistic gestures and signs 

is redirected to become a critical instrument 

of vision’s mechanisms. The result exceeds 

probing opticality, however. The industrially 

patterned paper makes the outer world the 

support for the artist’s deeply meditative 

transfer.

A similar collision occurs in the work of Gabriel 

Feld: Pequeños paraísos (A & B) of 2017 weaves 

the traces of daily life into what he calls “little 

poems,” perched between the graphic arts, 

language, and architecture. The most rigorous 

practice of creating a common space for the 

fragments of daily life and otherness to hover 

and interact is found in Hester Stinnett’s 

work. Her Monoprint 21, 22, and 23 are cryptic 

without being mysticizing: the accidents 

of process, time, and memory are elegantly 

brought together in compelling images that 

call for sustained looking to weave in and  

out of their physical and conceptual layers. 

They do not fall prey to being merely graphic 

despite their strong visual identity because 

they are inextricable. The American Academy’s 

2017 Polsky Rome Prize recipient Tricia Treacy, 

last but not least, demonstrates a superb and 

timely sensitivity to the difference between 

graphic design and printmaking. Her floating 

colors and textures organize into geometrical 

forms that resist depth and flatness. Neither 

frames, nor fields, nor forms, the simplified 

shapes of her Slot series of 2018, a variable 

edition, here with silkscreen-printed collage 

elements and relief-printed layers of color, 

debunk many of the binary oppositions that 

were instrumental in the 1970s but have 

proven fossilizing since: abstract/figurative, 

alchemical/sign (gesture), traditional/

experimental, intentional/accidental, visuality/

objecthood, organic/constructed, conceptual/

bel mestiere. The particularities of printmaking 

and the operations it is singularly poised to 

problematize are crucial. A print is so much 

more than an image in a globalized world.
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An art historian, a curator, and an educator specializing in modern and contemporary art, 

Sarah Linford works closely with emerging and established artists, galleries, and museums on 

both sides of the Atlantic. She has curated widely, working at and with, among other galleries 

and museums, the Museum of Modern Art, New York; the National Gallery of Art, Washington, 

D.C.; the Musée d’Orsay; and the Petit Palais. Educated primarily in France and the United 

States, she attended the Ecole Normale Supérieure–Ulm and the University of Paris 7; her 

French postgraduate degree won first international student prize at Trinity College, Dublin; her 

French doctorate garnered the prestigious Musée d’Orsay prize for best dissertation on the 

period 1848–1914. In the United States, her degrees in art history and comparative literature—

earning first prize at the University of Berkeley—were followed by master’s and doctoral 

degrees in modern and contemporary art from Princeton University. In addition to curating 

and publishing, Linford has taught and advised internationally, including at the postgraduate 

honor’s programs of the Universities of Munich and Eichstätt-Ingolstadt, the Ecole Normale 

Supérieure–Cachan, the Universities of California, the University of Quebec at Montréal, the 

Universities of Paris-Ouest (Nanterre) and of Paris-Est (MLV), the Ecole du Louvre, and the 

Cooper-Hewitt-Smithsonian. After spending five years at the Academy of Fine Arts of Rome, 

teaching and establishing relations with the city’s historic foreign academies and Rome’s 

major cultural institutions, while actively curating and publishing, and while maintaining ties 

to France and the United States—most recently for the UCLA/Getty program in the Digital 

Humanities and as guest lecturer at New York University’s Tisch School of the Arts—she joined 

the faculty of John Cabot University’s Department of Art History and Studio Art.
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Her most recent papers were given on “Les nomenclatures stylistiques à l’épreuve de l’objet” 

(Swiss Institute Rome/Biblioteca Hertziana Rome/Villa Medici Rome, 2019) and “The Middle Ages 

in the Modern World” (John Cabot University/Ecole Française de Rome, 2019). Her most recent 

exhibitions include the commemorative exhibition of the French Academy’s 350th anniversary 

held at the Academy of Fine Arts of Rome, a pendant to those of Villa Medici and the Academy 

of Saint Luke (2016); “High Noon”, the first exhibition of the six major foreign academies in 

Rome (with A. Drake and A. Saroli, 2017); an exhibition on the renewed practice of life drawing 

at the Museo Canonica in Rome (2017); an international exhibition of contemporary art relating 

to H. Damisch and the question of motif, “Fenêtre Jaune Cadmium” (2018); the commemorative 

exhibition of the five hundredth anniversary of the Church of Saint-Louis-des-Français (2018); 

“B e C”, in Mantova (2018); and, of course, “Impronte Romane: New Directions in Printmaking” 

(with D. Kovach, 2018). In addition to scholarly articles, her recently published volumes include 

Le génie dans l’art: Anthologie critique des écrits esthétiques et critiques de Gabriel Séailles (ed. 

with M. Passini, 2011); Accademia. Accademie. Ricerca, trasmissione e creazione artistica nei s. 
XIX–XX (ed. and contrib., with M. Bussagli and P. Roccasecca, 2016); Il disegno dal vero come 
pratica storica e sapere contemporaneo (2016); La mémoire des objets: Saint-Louis-des-Français 
1518–2018 (ed. and contrib., with Mgr. F. Bousquet, 2018); and B e C. Del linguaggio privato (ed. 

and contrib., 2018). Imminent volumes include a special issue of InSitu, the French ministry’s 

periodical on cultural heritage, on the art collections of French and Italian academies; the 

trilingual conference proceedings of the 350th anniversary symposium of the Villa Medici (ed. 

and contrib., with J. Delaplanche); and a collective volume on the period of the Return to Order.

×
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Impronte Romane 
New Directions in Printmaking
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FIG. II.1-5 Exhibition views, 

Photographs courtesy of Giorgio Benni





Exhibited Artists 



RON ABRAM



Printmaking has continually seduced me these past thirty-seven years with the beauty of its 

palimpsest features—as a process that allows layering, reworking, appropriating, reimagining, and 

fermenting over time (and time again). In this regard, my work often speaks of history and legend 

through the use of imagery from “low-brow” printed matter from pop culture, such as children’s 

illustrations, comic books, erotic art, pornography, and LGBTQ paraphernalia. I’m interested 

in visual narrative structures inherent throughout the history of the printmaking discipline.  

My current work also makes use of my etchings, woodcuts, and screen prints as materials  

for puppets, animations, and installations. In a grand surrealist arena, I have made graphic works 

that never veer away from provocative subject matter and are often simultaneously sexual, 

comic, and tragic.

Whether via retelling Grimm fairy tales from a contemporary queer perspective or, more recently, 

exploring my own Latin identity, my desire is to create prints as metaphorical works that speak 

on abstract and emotional levels. Perhaps responding to the intimacy of the medium and the 

level of empathy it encourages between artist and viewer, my prints celebrate the resilience of 

printmaking (specifically, intaglio) as an “antiquarian process” that continues to thrive in new 

ways and, simultaneously, the tenacity of queer identity that also perseveres and transforms in 

the face of fear, repression, and oppression.

Ron Abram

From the Schneewittchen series

Intaglio 

22.86 x 22.86 cm

2015

Photograph courtesy of Giorgio Benni

Ron Abram is based in Ohio. He received his bachelor of fine arts 

degree from the University of Central Florida, Orlando, and his 

master of fine arts degree from the Tyler School of Art, Temple 

University, Philadelphia. His work has been exhibited throughout the 

United States and abroad and is held in the collections of Moravian 

College, Bethlehem, Pennsylvania; Mint Museum, Charlotte; and 

the Metropolitan Museum of Art, New York. He has been an artist-

in-residence at Kala Art Institute, Berkeley; Taktkunstprojektraum, 

Berlin; Anchor Graphics, Chicago; Grafikwerkstatt, Dresden; Flying 

Horse Editions, Orlando; and Temple University campuses in Rome 

and Tokyo. He has worked collaboratively as a designer on theatrical, 

dance, and music productions and extends the goals of his artistic 

practice through curatorial endeavors. Abram is professor of Art & 

Queer Studies at Denison University, Granville, Ohio, where he has 

taught since 1995.  
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I am the fragment sounding the dawn/ You are the walls of my every echo.

—Mirza Asadullah Khan Ghalib

My artistic practice converges at the intersection of language, systems, and the methodology 

of printmaking as a means for developing structures where chance and control can dance 

in a rhythmic duet. Harnessing the serendipity inherent in the print process and the unique 

mark making of wood, I engage with print as a conceptual framework. By investigating the 

symbiotic relationship of paper and matrix, repetition and memory, form and break, the shifting 

planes of imagery and composition form the technical scaffolding of the work and the aesthetic 

contemplation of trace, fold, profundity, edge, and void. The shape-shifting installation Fagiano 

is designed to be mutable. Moving from the printed mark to the compositional whole, the 

staccato systems of folded structure intermingle with carved organic imagery mimicking the 

duality of these expressions. The placement of folds integrates into the sculptural potential of 

the work, allowing shapes to emerge from the bends and planes of the large-scale paper form.

As my practice is growing, the frame (matrix) has been pulling farther and farther out, allowing 

for more complex and infinite iterations. Recent projects have been fueled by a desire to build 

relationships with artists, communities, and the public as a means of collaborative creation and 

transformative discourse. With this ethos as impetus, Fagiano was created in partnership with 

Biennale Urbana in Venice as part of the ongoing project Eye of the Beholder.

Francine Affourtit

Fagiano
Double-sided relief print on Masa paper

428 x 214 cm

2017

Photograph courtesy of Giorgio Benni

FRANCINE KAY AFFOURTIT

Francine Kay Affourtit is a Philadelphia-based artist, educator, and arts organizer. She received her bachelor 

of fine arts degree from the School of the Art Institute of Chicago and her master of fine arts degree from 

the Tyler School of Art, Temple University. Recent projects include Eye of the Beholder, in collaboration with 

Biennale Urbana in Venice, and the Traveling Suitcase Installation Project, which embarked on a six-city 

exhibition tour, including exhibitions at GENERATORprojects in Dundee, Werkstadt, in Berlin, and Corridor 

Gallery in Brooklyn. Affourtit’s work has also been exhibited at the Corcoran Gallery of Art in Washington, 

D.C.; the International Print Center of New York; Castello 925 in Venice; Flatbed Press in Austin; and Temple 

Gallery in Rome. Affourtit is a 2017 recipient of the Independence Foundation Fellowship in the Arts. She 

currently teaches at the Tyler School of Art, Temple University, in Philadelphia. 



RICCARDO AJOSSA
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For the past sixteen years, I have been studying Eastern and Western methods of making paper 

by hand. Asian paper, unlike European, posits a different relationship between water and paper, 

and the creation process is also much more demanding physically. The papermaker’s whole body 

moves in waves to accompany the immersion of the mold into the water basin. The fibers are 

redistributed on the mold’s mesh as a direct result of the maker’s gestures and effort. Handmade 

paper is the consequence of these actions and the process of natural color extraction. The notion 

of technical know-how is essential here, perhaps especially in the context of contemporary art 

practices, to situate art making in relation to the technology and temporal rhythms that organize 

creative thinking. In my larger œuvre, papermaking relates to the quiet contemplation of our 

existence: a natural dimension from which human beings derive their daily energy. When I 

combine handmade paper and antique prints, these two exalt one another through the inherent 

intimacy between matrix and substrate. I transform nature, historically represented or extracted 

from my physical environment. The resulting surfaces make visible new historical visions and a 

heightened, holistic sensitivity to our belonging to the natural world.

Riccardo Ajossa

Prove di colore assoluto
Antique print with filigrane 

(watermark) on hand-tinted, 

handmade paper

50 x 50 cm

2017

Courtesy of the artist and 

Galleria Spazio Nuovo, Rome

Photograph courtesy of Giorgio Benni

Riccardo Ajossa was born and raised near Rome. He is a professor 

at the Academy of Fine Arts of Rome. He is co-founder of the first 

hand-papermaking studio in Italian higher education. Specializing 

in Asian and Western paper production, he now focuses creating on 

traditional Korean Hanji paper, with the support of the Korean Cultural 

Institute and Embassy in Rome. Educated at Loughborough College of 

Art, United Kingdom, where he received an MFA, and in Amsterdam, 

he has since been a visiting professor in Lisbon, Leipzig, Istanbul, 

Vienna, and Ithaca. He was a consultant for the Vatican Committee 

for the Venice Bienniale and for the Presidenza del Consiglio dei 

Ministri’s contemporary art projects. He has had artist residencies 

and many exhibitions, most frequently solo shows, throughout Italy, 

Europe generally, and Korea, China, Qatar, Brazil, and Morocco. He 

was awarded the UNESCO prize in Global Art and invited by the 2011 

Venice Bienniale curators to give the event’s official master class. He 

is represented by Galleria Spazio Nuovo, Rome. 
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In spring 2016, I was a guest of the Hamburger Griffelkunst Vereinigung. Because I had no 

previous experience with classical printing techniques, experimenting with a new medium in the 

Sturm/Loeding print workshop led to insights that strengthened my existing practice and shifted 

some perspectives. The experience altered my conceptual approach: to avoid trends in goods 

production through the use of as many alternate means of production and distribution as possible. 

At the print workshop, I was confronted with old reproduction techniques—the forerunners of 

the production of goods—that were outside my actual field of production. In this case, cultural-

historical distinction (artists’ records) and contextual formalism (visual works) required a more 

targeted approach. As a result, my point of view shifted toward the need for modes of production 

whose conceptual nature had no technical alternative. The act of production—the material and 

the emergence of specific textures in dealing with it—was thus brought to the fore. Ellen Sturm 

and her numerous visitors gave me insight into a world previously unknown to me, or one 

that had been obscured by my prejudices. My first work during this visiting fellowship was a 

lithograph. The chemistry of the printing process gave me the idea to experiment with sausage 

slices from the meat counter. On top of that, I rewrote the poem “Um Mitternacht” by the German 

poet Eduard Mörike to underscore the grease-friendly memory of the lithographic stone.

Thomas Baldischwyler

Ohne Titel/Mörike  
(Wurst Variation)
Two-color lithograph with

sausage-grease ink

21 x 30 cm

2016

Photograph courtesy of Giorgio Benni

Thomas Baldischwyler lives in Hamburg. He studied at the Hochschule 

für bildende Künste in Hamburg with Stephan Dillemuth, among 

others. He has received numerous prizes and awards, including 

a travel grant from Neue Kunst in Hamburg e.V., the Förderpreis 

of the Westfälische Kunstverein Münster, a residency at Laurenz-

Haus Foundation in Basel, and the Edwin-Scharff-Award in 2017. 

His very diversified working practice ranges from digital art to 

photography to mixed media and includes many graphic and print 

works spanning from artists’ books to ephemera, some of which were 

conceived for Travel By Goods, a record company founded in 2011.  

He was a fellow of the German Academy in Rome in 2017–2018.

THOMAS BALDISCHWYLER
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My research focuses on the concept of transformation and metamorphosis. By metamorphosis, 
I mean change, a shape that is never stable or equal to itself but always seeking a new outline 

that can receive and contain it. Identity is recast as constant transformation, as always becoming 

something else. Bizarre and primitive shapes are created and distended until emptied out to then 

replenish themselves in an organic cycle of life and death. For this process to occur, the etched 

mark underlines and dissolves the stages of the cycle, accentuating and diluting this narrative 

of change. Inconstant forms float in timeless space, affirming their weighty presence and then 

vanishing and dissolving in a body characterized by different features. Teriomorfismo is a series 

of six works that recount this kind of transformation. The prints are made on paper that has 

been hand-tinted with a leather tanning treatment. This process lends density to the mark, which 

inhabits a surreal and unstable environment that is in constant metamorphosis. What interests 

me above all is the concept of mutable identity as related to deterioration and decomposition. 

I gravitate toward unstable supports corrupted by mold and tannins that undermine any stable 

definition of “subject” or “identity.”

Gianna Bentivenga 

Teriomorfismo
Six intaglio prints from  

variable matrices 

50 x 50 cm each 

2014

Photograph courtesy of Giorgio Benni

Gianna Bentivenga moved from Basilicata to Rome in 1994, where 

she graduated with degrees in painting and printmaking from the 

Academy of Fine Arts of Rome. Her time at the Academy of Fine 

Arts of Antwerp led her to work at the Franz Masereel Centrum in 

Kasterlee, Belgium. With her sister, she is co-founder of the InSigna 

print workshop in Rome and runs a collection of artists’ books and 

printmaking residencies with Umberto Giovannini, founder of the 

Opificio della Rosa, near Rimini. Her numerous exhibitions have most 

recently included a solo show at Impact, San Sebastiano, Spain, in 

2018. She lives and teaches in Rome and Bologna. 

GIANNA BENTIVENGA
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My work has always explored the ravines and rough surfaces of more or less familiar territories. 

Every site is permeated by the men and women who have passed through, lived, and transformed 

it. Some places have been able, in spite of themselves, to preserve their unique rights and 

their telluric magic throughout time, producing a slow and impalpable stratification of culture, 

superstition, and legends. The Torri series, my most recent project, is a collection of labyrinths 

and constructions that recount my own history through the magical power of images. I travel 

territories and re-create new places by digging into the surface of the plates, engraving across 

the matrix to suggest possible stories. It is no accident that I choose to work out these issues 

in and through printmaking. The graphic arts are a territory to be explored, richly charged with 

expressive potential that often sums up the suggestive potential of other media. It is important 

to me to remember that printmaking is not a language but a means of communication, a “whole” 

rich in techniques that make up the expressive modes available to an artist.

Maria Pina Bentivenga

Torre 2
Aquatint and line  

etching on zinc

60 x 120 cm

2018

Photograph courtesy of Giorgio Benni

Maria Pina Bentivenga moved from Basilicata to Rome in 1991 and 

graduated with a degree in printmaking from the Academy of Fine 

Arts of Rome, where she began collaborating with Duilio Rossoni. 

Her prints and artist’s books have been exhibited in Italy and abroad, 

including at Impact in 2018, and are in the collections of the Albertina 

in Vienna and the Istituto Centrale per la Grafica in Rome, among other 

places. She is a founding member of the InSigna print workshop in 

Rome, where she actively promotes techniques for and appreciation of 

artists’ books and traditional printmaking methods. She is a member of 

the executive committee of the Contemporary Engravers’ Association 

of Italy (Associazione Incisori Contemporanei) and a member of the 

executive committee of the Renate Herold Czaschka Foundation. She 

has been teaching printmaking at the Rome University of Fine Arts 

(RUFA) since 2000 and, since 2010, at the San Giacomo Municipal 

School of Arts and Crafts in Rome. Her involvement with the Opificio 

della Rosa’s publications and residencies has led her to teach in 

partnership with the University of Central Saint Martin’s in London 

and the School of Visual Art in New York. 

MARIA PINA BENTIVENGA



Marina Bindella

Fighting IIB
Mixed-technique relief print

30 x 50 cm

2011

Photograph courtesy of Giorgio Benni
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The graphic arts house imagination’s ghosts and fables but with great precision, to paraphrase 

 Paul Klee’s Creative Confessions. In Creative Credo, Klee adds that the formal elements of 

graphic arts are points, and linear, planal, and spatial energies.”¹ These act as a dynamic energy 

constructing space and time through a motor and psychic journey. My work takes this journey as a 

starting point. It aims to investigate, as much as possible, new aspects of this expressive universe. 

I start by using marks as a written language unto themselves, stratifying and transforming the 

surface of a sheet of paper from which originate various forms. What I am interested in is the 

infinite generative possibilities of the mark’s dynamic potential—the surface vibrations that derive 

from the quality and quantity of marks, these being intimately connected to variations of light. In 

woodcut relief prints, light plays a fundamental role. It comes alive through the dual nature of the 

mark (positive/negative) inherent to this language, and, through its potential for metamorphosis, 

light can enter into dialogue with compositional and spatial elements.

Marina Bindella was born in Perugia but has made her career in the graphic arts in Rome, where she 

currently lives and works. Her diverse background includes a degree in literature from the Sapienza 

University of Rome, a degree in printmaking from the San Giacomo Municipal School of Arts and Crafts, 

and a postgraduate degree (specializzazione universitaria) in art history with research focusing on Polish 

printmaking. Bindella’s prolific artistic output includes paintings and drawings, but she is principally 

engaged as a printmaker, specializing in relief techniques and limited-edition artists’ books. Her work 

has been featured in numerous exhibitions, publications, and international competitions in Italy and 

abroad—from Milan to Munich and from Great Britain to Egypt. Her prints have been recognized with 

the International Biella Prize in Printmaking, first prize at the Third International Cairo Print Triennial, 

and the Newcastle International Print Biennial, at the invitation of artist Christiane Baumgartner. Notable 

solo exhibitions have occurred at the Museum of Contemporary Art of the University La Sapienza, Rome 

(MLAC); the Institute of Italian Culture in Lisbon; Gallerie Monika Hoffman in Paderborn, Germany; and, 

most recently, a retrospective at the Istituto Centrale per la Grafica in Rome. In addition to her artistic 

practice, Bindella founded and co-directs HD Edizioni, a small private press that promotes small-run artists’ 

books by emerging Roman artists. She teaches relief printmaking and the history of printmaking as an 

associate professor at the Academy of Fine Arts of Rome. 

MARINA BINDELLA

NOTE  

1.“Schöpferische Konfession,” Tribüne der Kunst und Zeit XIII, Eine Schriftensammlung, ed. Kasimir Edschmid (Berlin, 

1920), sec. 1: 28; editors’ translation.
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My prints are characterized by a formal continuity that includes experiments and variations.  

Their fluidity is based on the transformation of the mark and its interception of various techniques 

and materials. These are traces, memories, and suggestions. An intimate gestural rhythmic energy 

springs forth. A fluid line, sometimes going back to the first graphic works, dominates. In these, 

the traces and furrows come from experiences and inhabited places. Sometimes the realistic 

element is taken apart, stored, and recomposed through memories, giving life to the drawing. 

Sometimes the mark becomes a landscape and triggers a creative process. Through constant 

technical and material experimentation, I work out relationships between black and white and 

the ways grayscale can sometimes become color.

Virginia Carbonelli

Coreografie celesti
Electric Dremel tool, mezzotint 

rocker, drypoint, and paper-tape 

stencil on zinc plate

70 x 50 cm

2017

Photograph courtesy of Giorgio Benni

Born and raised in Rome, where she lives and works, Virginia 

Carbonelli studied in a variety of Roman institutions that made her 

education as deep as it was unconventional by today’s academic 

standards. She learned from Giulia Napoleone, Luce Delhove, Mario 

Teleri Biason, Giovanni Arcangeli, and Guido Strazza. She expanded 

her training through selected courses at the Academy of Fine Arts 

of Rome and the International Center for the Graphic Arts–KAUS.  

In 2008 she opened La Linea Arte Contemporanea in Rome, a cultural 

association dedicated to printing and printmaking. Since 2016, she has 

been collaborating with HD Edizioni.
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What has drawn me most to the printmaking process is the fact that the artist has to work in 

collaboration with the matrix. My own approach to making prints is to let the dimensional lumber 

come through with as much voice as the drawing. The pine boards that I buy from Home Depot 

are a processed commodity far removed from their original source. The machining marks work 

in concert with the grain and knots, and the measurable extent of the boards is shown through 

the scale of the print.

The image of the mountain is also drawn from this concept: appropriation of the traditional 

Japanese woodcut theme of Mount Fuji, with the contemporary ideas of land management and 

industry. Taking into consideration places where land is processed and used as a commodity, 

such as quarries, mines, and building foundations, I aim to explore the line between natural and 

unnatural, contemplating our current moment and how human activity has been the dominant 

influence on the environment and climate.

Matt Colaizzo

Eroded Aggregate Piles at Gypsum 
Ranch Gravel and Concrete—
Gypsum, Colorado
Wood-block print on  

Okawara paper

193 x 127 cm

2018

Photograph courtesy of Giorgio Benni

Matthew Colaizzo is a Philadelphia-based artist with work ranging 

from printmaking and drawing to photography. He received his 

master of fine arts degree from the Pennsylvania Academy of Fine 

Arts and his bachelor of fine arts degree from the Tyler School of Art, 

Temple University. He has been an artist-in-residence at the Anderson 

Ranch Arts Center in Colorado and has exhibited widely, notably at 

the International Print Center of New York, the Arlington Art Center 

in Virginia, and Napoleon Projects in Philadelphia. He teaches in the 

Foundations Department at the Tyler School of Art, Temple University. 

MATTHEW COLAIZZO
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I engage with print methodologies as a mediating lens; by incorporating serigraphy or digital 

printing into my work, I reference industrial languages and institutionalized image production. 

The nature of print forces the maker to thoroughly consider the construction of an image (CMYK 

separations, Benday dots, how to vary lines in a woodcut to convey light and form, and the like). In 

turn, this construction may encourage viewers to more fully consider how they process images.

Lindsay Deifik 

Burnfield, KS
Digital print on satin, digital 

print on silk, silk-screened fiber 

etching, and steel support

27.94 x 39.37 x 15.24 cm

2015

Photograph courtesy of Giorgio Benni

Lindsay Deifik practices in Philadelphia, where she received her master 

of fine arts degree from the Tyler School of Art, Temple University. She 

also holds a bachelor of fine arts degree in printmaking and drawing 

from Washington University in Saint Louis. She is a former co-director 

and resident of Front/Space, Kansas City, and a 2013 Rauschenberg 

Seed Grant recipient. She has been an artist-in-residence at ACRE, the 

Philadelphia Art Hotel, and the Charlotte Street Foundation’s Urban 

Culture Project, and she completed the prestigious apprenticeship 

program at the Fabric Workshop and Museum in Philadelphia. She is 

currently a member of Fjord, a curatorial project space in Philadelphia, 

complementing her studio work at the Soapbox: Community Print 

Shop and Zine Library. 

LINDSAY DEIFIK



SUSANNA DOCCIOLI



P R I N T M A K I N G  I N  T H E  P R E S E N T   175

Since I discovered a passion for printmaking, it has become clear to me just how much the 

print’s support is decisive. Choosing paper, cutting it, and folding it into a particular shape echo 

my visual idea and my work on the matrix. As in Bruno Munari’s travel sculptures or children’s 

pop-up books, the playful and the unexpected are infused with poetry. In my work, the sheet 

of paper becomes a three-dimensional theater in which a number of elements—marks, colors, 

transparencies, folds, cuts, and seams—are the “characters” that communicate a narrative even 

when the mark is not figurative.

Susanna Doccioli

Maree Verticali
Linocut relief prints with hand 

folding and cutting

70 x 100 cm

2018

Photograph courtesy of Giorgio Benni

Susanna Doccioli was born and raised in Rome. She moved to 

Urbino to train in editorial graphics and visual communication at the 

prestigious I.S.I.A. institute for industrial design. While in Urbino, she 

discovered printmaking at the International Center for the Graphic 

Arts—KAUS. She later pursued her training at the Bethanien studios 

in Berlin and the Stamperia del Tevere in Rome. She co-manages 

Stamperia Ripa 69 with Alessia Consiglio, Valeria Gasparrini, Usama 

Saad, Giorgia Pilozzi, Luisa Baciarlini, Marcello Fraietta, Gianluca 

Tedaldi, and Elio Mazzali. She has exhibited widely in Rome, at La 

Linea Arte Contemporanea, among other venues, and in Italy at large, 

as well as in Germany, Holland, and Luxembourg. 
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I am grateful to the decadent monumentality of this city, Rome, and to the bold flavors of its 

graphic world, because they have instilled me with the love and curiosity to pursue research in 

the wonderfully expressive reproductive medium that is printmaking. At what is a very special 

junction in my life, printing has taken on a cosmic dimension. Recently, I saw my first living 

monotype: my daughter was born. I imagined my wife as a matrix and then, forty weeks later, as 

a press. Our unique and unrepeatable work of art will, in turn, become a matrix able to reproduce 

herself and to “circulate” in as many unique “copies” as she chooses. Thanks to rotation (space), 

translation (time), and dimensional change (energy), these functions are typical of the three-axis 

cosmo-stampatore, or cosmic printer. Quantum mechanics explains how all the geometries that 

make up the universe are due to the various spin frequencies, leptons, gluons, hadrons, protons, 

and fermions. Everything is composed of “quarks” and “anti-quarks,” which together make photons 

and anti-photons, a mirror image of the other, a positive and the other a negative that, as in the 

engraved graphic image, follow precise rules of geometry and symmetry and start to exist when 

they occur through printing by implementing—that is, the matrix and “anti-matrix” separation. In 

this sense, traditional engraving has the ability to create a clear and solid bridge between science 

and religion. In fact, a passage of the Talmud that is also found in the Sefer Yetzirah, “the book 

of creation,” affirms that the creator “engraved . . . and created his universe.” The Hebrew “God” 

(and the ancient Egyptians’ Thoth) is an engraver, a printer of archetypal geometries that created 

the whole with twenty-two “molds/letter” matrices. So, like God, the engraver has to implement 

this separation inside himself, to make a mirror image of himself. Working on the matrix in this 

way, he sets off the “theta” and “alpha” waves usually associated with sleep. The printer’s right 

hemisphere’s chemical reactions help the translation of serotonin into melatonin by the pineal 

gland, facilitating communication between the lobes and the gradual breaking down of spiritual, 

psychic, and mental barriers.

Alessandro Fornaci

Civiltà Post Atomica
Engraving, soft-ground,  

aquatint, photopolymer,  

and blind embossing

26 x 37 cm

2006

Photograph courtesy of Giorgio Benni

Artist and printmaker Alessandro Fornaci was born into Roman 

printmaking. He has contributed to reactivating the graphic arts in 

Rome by founding and running the Stamperia del Tevere and the 

Centro Sperimentale per la Grafica in Rome. These have become hubs 

for traditional and experimental printmaking. Fornaci has exhibited 

his work throughout Italy and Europe, and he has participated in 

numerous conferences, lectures, and workshops throughout Europe 

and the United States to promote printmaking and the graphic arts. 

ALESSANDRO FORNACI
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A stamp is a means to reproduce something almost indefinitely through repetition. The stamp 

tends to symbolize approval, verification, and the leaving of a definitive mark. These prints 

do not work that way. They consist of ink-stamp reproductions of a marble ouroboros motif 

found in the Santa Maria del Popolo church in Rome. On the subject of the ouroboros, Google 

yields Wikipedia’s definition: originating in Ancient Egyptian iconography, the ouroboros entered 

Western tradition via Greek magical tradition and was adopted as a symbol in Gnosticism and 

Hermeticism, and most notably in alchemy. Via medieval alchemy, the symbol entered Renaissance 

magic and modern symbolism, often taken to symbolize introspection, the eternal return or 

cyclicality, especially in the sense of something constantly re-creating itself. For Jung: “In the 

age-old image of the ouroboros lies the thought of devouring oneself and turning oneself into 

a circulatory process, for it was clear to the more astute alchemists that the prima materia of 

the art of alchemy was man himself.”¹ The only variation from one print to another is the tilt of 

the wrist made when applying the stamp and its position on the paper. This tilt interrupts the 

symbol, sometimes merely hinting at it. Its fragments scatter across the whole series and start 

to resemble marks left by a glass on a napkin, or even alien writing in the movie Arrival. Like 

most of my works, they are to be understood not as definitive statements but as works open to 

being continuously reevaluated, restated, and fed into new pieces.

Edgars Gluhovs

Prints 21 to 24 from the 
TBITEITB (The Beginning Is 
 the End Is the Beginning) series 
Custom-made ink stamp on 

paper

50 x 60 cm each

2017

Photograph courtesy of Giorgio Benni

Edgars Gluhovs was born in Riga, Latvia, and is now based 

predominantly in Berlin. He studied at the Arts Institute at 

Bournemouth in Great Britain and at the Städelschule in Frankfurt, 

Germany. Gluhovs works in a variety of media but has, until now, 

successfully avoided painting. He has exhibited in solo and group 

shows at Gallery Ebensperger, Berlin; Kim?, Riga; Silberkuppe, 

Berlin; Halle für Kunst, Lüneburg; the Swiss Institute of Rome;  

and Villa Medici, Rome. With artist Tobias Kaspar, he co-directs  

the Latvian Institute Rome. He was the 2013 recipient of the Swiss 

Art Award and a fellow at the Swiss Institute of Rome in 2016–2017. 

NOTE  

1.Carl Jung, Collected Works, vol. 14, 

para. 513, as cited in Wikipedia.
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The Fumetti grrrrls are a revisiting of the neorealists—mis-memories of films watched as a child, 

a giant storyboard with multiple narratives condensed into each still. They celebrate the flatness 

of frescoes, blackness of analogue film, and fake badly restored conservation patches. They show 

a discourse between a Porte Portese flea-market tea towel and the handkerchief of Saint Veronica. 

Fragments of Etruscan porn dance with pixelated vespas and the maid from Pier Paolo Pasolini’s 

Teorema; a bit of flayed peeling and patching interact in a passata of Pier Paolo Pasolini and Emilio 

Pucci. Fumetti grrrrls are invitations to a dinner party with Federico Fellini’s gemelli, Toto, and the 

Sorelle Fontana. They echo early silkscreen printing, tiny hand-cut stencils spray-painted, layered, 

patched, and scribbled over. Printmaking is a way of thinking: layering and always a bit in the 

dark with an element of the unexpected.

Oona Grimes

Angelo del fango and  
Roman sKandals
From the Fumetti grrrrl series 

Spray paint, collage, and colored 

pencil on paper

111 x 56 cm

2018

Photograph courtesy of Giorgio Benni

Oona Grimes lives and works in London, where she graduated from 

the Slade School of Fine Art. Born and bred in London, she is a scribbler 

and drawer—a devout flattist with a love of pattern and all things 

paper and bookish, from Japanese woodcuts and Windsor McKay to 

graphic signage and packaging and tartans stolen from a Lorenzetti 

blanket or cartoon detail thieved from Roman wall paintings. Grimes’s 

works are an investigation into language, the beginnings and ends 

of it, learning and losing it, neurological case studies, Alzheimer’s, 

slippage, and mis-memory. She is currently a visiting lecturer at the 

Ruskin School of Fine Art–Oxford University, at the University of the 

Arts, and at the Royal College of Art, London. She was Bridget Riley 

Fellow at the British School at Rome in 2017–2018. 

OONA GRIMES





P R I N T M A K I N G  I N  T H E  P R E S E N T   183

My recent artistic practice focuses on the relevance of using techniques that require the devotion 

of time—specifically, lithography and etching. The tools, chemicals, materials, and elements 

involved in the production of a printing matrix and its consequent reproduction help me refer 

to philosophical concepts that I relate to the actual manufacture of the print. I also incorporate 

personal concerns that I address from a more humanistic viewpoint. These topics are usually 

related to the genesis of an image, the experience of time while making something, the nature 

of labor in art production, the search of meaning through the growth of a skill, and the revival of 

craftsmanship in defiance of the “relative dematerialization” of the body in the era of technology 

and virtuality.

I believe these issues and themes are important within an analysis of printmaking from an 

expanded and flexible perspective. I seek to emphasize these concerns because it seems that 

printmaking is often considered “old fashioned,” at least in some contemporary art circles. It is 

even sometimes labeled as a suffocated medium due to a misunderstanding of its technical limits. 

I aim to demonstrate the exact opposite: how this medium is, in fact, alive, not only technically 

but formally and conceptually as well. The material and process-based research within my artistic 

practice pose new interpretations and ways of reading the traditional graphic arts and print media.

Inma Herrera

Transitional Magnetism
Mixed-media installation 

Installation details, clockwise 

from top left: After Abraham 
Bosse and José Ribera, etching 

and burin printed on paper; 

Exploratory Movement, video 

projection; A Decision, 3D print, 

copperplate, and light print

Assembled to 100 x 180 cm 

2017–2018

Photograph courtesy of Giorgio Benni

Inma Herrera was born in Madrid and lives in Helsinki. She holds a 

master’s degree in art creation and research from the Complutense 

University of Madrid and a master of fine arts degree in printmaking 

from the Kuvataideakatemia, University of the Arts, Helsinki. After 

studying at the Kungliga Konsthögskolan, the Royal Institute of Art in 

Stockholm, she received a scholarship from the Spanish Royal Mint to 

be trained as a print media specialist. She has exhibited individually 

in Helsinki, Madrid, Alicante, and Stockholm and was a fellow of the 

Royal Spanish Academy in Rome in 2017–2018. Her most recent group 

exhibitions include shows at B7L9 in Tunis, Laboral Centro de Arte in 

Gijón, and at Kunsthalle Exnergasse in Vienna. Of further note, her 

work was honored in 2019 by the Pilar and Joan Miró Foundation with 

the Pilar Juncosa and Sotheby’s Biennial Award for Artistic Creation for 

a project proposed with artist Shirin Salehi. 

INMA HERRERA
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“Herbarium Amazonas is part of a larger project called ‘Anarcheology,’ in which Keller develops 

his thinking on what he terms the post-archeologic condition. ‘Anarcheology’ comprises films 

and collages (in which detailed leaf scans are also integrated), all of which examine in some way 

classical anthropology’s assumptions about indigenous and oral cultures. In particular Keller dwells 

on how singular objects, artifacts and sites come to play parts in the larger narratives offered by 

Western academic disciplines. Keller’s images are often hybrids created by superimposing, for 

instance, a dried Amazonian leaf on top of a picture of the Parthenon. Through such combinations, 

the work appears to annul the distinctions between nature and culture that lie at the heart of 

many Western scientific disciplines. In Keller’s project, archaeology, anthropology and botany exist 

as part of a continuum.” (Sarah Demeuse, “Farewell to Nature,” Art in America, March 26, 2015).

Christoph Keller

CMYK Parthenon (Archeology 
Plants Series)
Sketch for a wallpaper and fine-

art print on Hahnemühle paper

110 x 85 cm

2018

Courtesy of the artist and  

Esther Schipper, Berlin

Photograph courtesy of Giorgio Benni

Christoph Keller studied liberal arts at the Hochschule der Künste in 

Berlin and film at the Kunsthochschule für Medien in Cologne. His 

work is research-based and presented internationally in the form of 

installations and films, such as Anarcheology and Small Survey on 

Nothingness (2014), as well as in such publications as Observatorium 

(2008) and Paranomia (2016). The exhibition Æther—from Cosmology 

to Consciousness (2011) at the Centre Georges Pompidou in Paris 

was his first large-scale artistic-curatorial project in an institutional 

context. He was a fellow at the German Academy in Rome in 2017–

2018 and stayed on to become artist-in-residence at the Max Planck—

Biblioteca Hertziana in Rome in 2018–2019. 
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I find the provenance of the objects we hold in our hands a fascinating reminder that history 

has always been constructed from what has survived, through careful planning, accidental 

circumstance, or willful evolution. It has taken years, but I now realize that my experiences living 

and working in Rome had a tremendous impact on the works I make and the stories I want to tell. 

Through my works, I carve a wide path of inquiry, calling to question those objects that ultimately 

define our cultures and our histories.

Made with plotter-cut vinyl, the work shown here is representative of a series of installation 

works that combine traditional printmaking and drawing with digital approaches. The specific 

items depicted are stand-ins for daily activities, relics from travels, debris found underfoot, and 

representations of news stories that briefly populated my social media news feeds. They are 

reminders that the past is equal parts remembered and forgotten and that monuments and 

museums are perhaps better viewed as representations of their makers than as static moments 

of history. Culled from other related series of prints and drawings, these images are scanned, 

manipulated, resized, and allowed to combine in alternate ways, creating compositions of disparate 

objects into unified, if disorganized, Wunderkammers. In a sense, the digital file becomes a new 

matrix, offering tremendous flexibility in planning, scaling, and creating the works, allowing for 

the traditional matrix to be endlessly reworked and reimagined.

Andrew Kozlowski

Up the Mountain (Part 1)
Plotter-cut vinyl on glass

Individual elements, ranging 

from 5 x 5 cm to 35 x 35 cm, 

assembled site specifically to 

four windowpanes of 40 x 165 

cm each

2017–2018

Photograph courtesy of Giorgio Benni

Andrew Kozlowski is an artist and teacher currently living and working 

in Jacksonville, Florida. He completed his master of fine arts degree 

at Virginia Commonwealth University and his bachelor of fine arts 

degree at the Tyler School of Art, Temple University. He has lived and 

worked in Rome on two occasions: first as an undergraduate student 

at Temple University in 2001 and then as a study-abroad leader in 

2015. His work in printmaking and installation has been included in 

more than fifty group exhibitions throughout the United States and 

abroad and featured in more than a dozen solo exhibitions, including 

shows at the duPont Gallery at the University of Mary Washington 

in Fredericksburg; the 1708 Gallery in Richmond, Virginia; and the 

Philadelphia Print Center. In 2016, he and Danielle Creenaune were 

featured in a two-person exhibition at the Leicester Printmaking 

Workshop. In 2009, he completed a residency at the Frans Masereel 

Center in Belgium. He was awarded the 2011–2012 Virginia Museum of 

Fine Arts Fellowship for his work in printmaking. 

ANDREW KOZLOWSKI
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The headnote to this essay dedicates my work to a young farmworker who came from Albania to 

find fortune but rebelled and was killed by the mafia. This horrible and emblematic case called 

for a public homage. A friend furnished me with the photographic material that was the starting 

point of my work, but I discovered that there was no picture of Hyso Telharaj that represented 

him clearly. What my work does is to take this absence as emblematic of the fact that his tragic 

story has been wiped from our collective memory. It called for me to take action: to digitally 

restore one of the very rare portraits we have of Hyso Telharaj and then to screen-print it along 

with the sentence that accompanies every printed or painted portrait I make in his name.

For Hyso Telharaj, killed by the caporali in Apulia in 1999.

Sandro Mele

Omaggio a Hyso Telharaj
Screen print on paper

80 x 80 cm

2018

Photograph courtesy of Giorgio Benni

Sandro Mele lives in Rome. After studying at the Academy of Fine 

Arts of Venice, he started collaborating with Fabio Mauri. His work 

focuses on contemporary social and political dynamics. Through his 

videos, photographs, installations, paintings, and, now, prints, he tries 

to enter in genuine dialogue with his viewer. His works often speak 

to the function of documentary as a call to action. Solo exhibitions of 

his work have been held in Brussels, Tellaro de Lerici (Spain), Venice, 

Milan, and Rome, among other cities. 
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I discovered printmaking one night while playing with inks in the 1990s, and it was an electrifying 

experience. Like many artists before me, from Maso Finiguerra to Max Ernst and beyond, I 

discovered a magic door that welcomes chaos and the unexpected. Chance became my equal 

in the creative process. From then on, I have always cared for this medium and cultivated it in 

various ways and places. I stand behind the role of artist as magician. My works are the trials, 

footprints, and scraps of a symbolic dialogue with matter. I cultivate this magical intention through 

the alchemical practice of print and photography. These recur in various forms in the diverse 

expressions of my artistic research.

Stefano Minzi 

Incidente II
Four-color Xerox transfer  

and oil on canvas

99 x 79 cm

2011

Photograph courtesy of Giorgio Benni

Stefano Minzi moved from Milan to Rome, where he studied 

contemporary art history at the University of La Sapienza. He started 

printmaking at the San Giacomo Municipal School of Arts and Crafts 

in Rome. Although he pursued this interest in Berlin, he later received 

a master of fine arts degree in printmaking from London’s Camberwell 

College of Arts. Minzi has participated in numerous solo and group 

exhibitions in Italy and abroad, including at Galleria Ex-Elettrofonica, 

the Lorcan O’Neill Gallery, Berlin’s Galerie Lifebomb, and Milan’s 

Galleria L’Affiche. He currently lives and works in Rome. 
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I still remember my surprise when I printed my first engraving. It was a mezzotint that took two 

weeks to prepare. I remember how meticulously I grained the plate and the care it took for the 

image to emerge. The print provoked a strong emotional reaction: a profound interest in the 

graphic arts took hold. From then on, I experimented with as many techniques as I could, each 

time with different mark-making elements. Each technique and every material suggested a distinct 

set of actions. In my current etchings, I want the prints to result from spontaneous and sometimes 

haphazard decisions. I provoke these accidents by relying on the natural corruption of materials 

that I organize into shapes and place in relation to elements borrowed from other techniques. 

My ultimate goal is to unite a graphic language with a visual message. This approach generated 

Tangram, in which the modular elements are open to being reconfigured and reinterpreted 

according to different aesthetic sensibilities and installation conditions.

Riccardo Pecchioli 

Tangram
Lithography and linocut  

prints with copper, linoleum, 

and slate printing plates in 

custom plexiglass case

140 x 50 cm

2012

Photograph courtesy of Giorgio Benni

Riccardo Pecchioli is an artist and printmaker from Rome. He holds 

a postgraduate diploma in the graphic arts from the Academy of 

Fine Arts of Rome, where he was an apprentice to retired faculty 

member Romolo Bulla and, later, an assistant to Enrico Pusceddu. 

Pecchioli’s prints, works on paper, and sculptural objects contemplate 

the relationship between the properties of physical materials and the 

processes of printmaking, often mediated by the effects of time and 

chance—from the oxidation of copperplates to the variability of a 

tangram. He has exhibited his work in numerous venues throughout 

Rome and Italy. Since 2014, Pecchioli has managed and operated 

his own private printmaking laboratory, Vacuum Art’n’Craft, which 

specializes in fine- art serigraphy and contemporary printmaking 

techniques. He is, further, also a studio technician at the digital print 

lab of the Academy of Fine Arts of Rome
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Impression, when the paper and the etched inked matrix enter in contact, belies a mechanism 

in which technical necessity does not exclude a single accidental result. The reproducible image 

always contains the possibility of variations. It is these that interest me. They introduce distance 

at the heart of the serial object. They unravel the unicity of the matrix; variations reveal their 

differentiating potential. Rather than harkening to a lost origin, reproducibility attests to presence. 

By deviating from the strict function of model, reproducibility is never exact, and reproduction 

and print are never “copies”—they are “impressions.” To print is to disrupt the image’s trademark 

characteristic: it is not merely to submit oneself to an optical and mimetic logic. We must take 

stock of this primordial fact: that the materiality of the impression is not reproduction but 

discrete extraction. At once matter and medium, a print extracts and reveals. The print inscribes 

the gesture in a complex temporality. To take hold of the present is also to indicate that which 

is absent—fixed past or undetermined future. As a phenomenon, the print shatters any form of 

continuous linear temporality, and the question remains when the work is finished. The idea of 

the unfinished is essential to me. It makes the image the very mark of an open and paradoxical 

experience about which, in the thought-provoking words of Walter Benjamin, “image is that 

wherein what-has-been comes together in a flash with the now, to form a constellation.”¹

Julie Rebecca Poulain

Tropi
Engraving with monotype 

on paper; cut-out prints in 

mobile compositions, with 

entomological pins, paper 

clips, and various supports  

fit to vitrine

100 x 200 cm

2018

Photograph courtesy of Giorgio Benni

Julie Rebecca Poulain is a philosopher, visual artist, and teacher. Born 

in Morocco and educated in France, she moved to Rome in 2010 

but retains strong ties to Paris and Normandy. While completing her 

doctorate at the University of Paris X Nanterre in 2002, she turned  

with equal seriousness of purpose to art making. She works primarily 

as a painter but has always experimented with printmaking as a 

diversion of reproducibility, a way to dismember and recompose. 

Poulain has taught philosophy in several French universities and, now, 

at Rome’s Chateaubriand. Her most notable exhibitions include her 

solo shows Un’isola, at Spazio Curva Pura, Rome; I tropi, at Galleria 

291/Est; and Les jardins, at Le Radar-Espace d’Art Actuel, Bayeux, France; 

and numerous group exhibitions in Italy (Rome, Selvatico, Cotignola, 

Palermo), France (Colysée de Lambersart), and the Biennale Arcipelago 

Mediterraneo in 2016. 

NOTE  

1.W. Benjamin, The Arcades Project, 

trans. H. Eiland and K. McLaughlin 

(Cambridge, MA: Belknap Press, 

1999), N:2a, N:3.
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Recently, I departed from the traditional implementation of printmaking techniques to collaborate 

with physicists and sound engineers in the pursuit of visualizing the principals and ancestral 

truths of sacred geometry.

In recent works, I have employed a pendulum that controls the movement of a pen on a surface 

onto which I traced a drawing. One pendulum moved the pen back and forth along a set axis, 

while the other moved a pen back and forth along a second, perpendicular, axis. By varying the 

relationship of the frequencies in and out of phase, I obtained many types of curves, such as 

those in my work Abstract Geometry. Few people know that a vibration can create a figure. In 

the eighteenth century, a physicist by the name of Ernst Chladni discovered how specific sound 

vibrations could organize and distribute particulates sprinkled on a vibrating plate into complex 

geometric forms. By changing the frequency, he obtained new forms. Through this physical 

manifestation of invisible vibrations, we get recurrent natural shapes. The same argument is valid 

for magnetic fields that form around a plate covered with iron filings. When the magnetic field is 

active, marvelously perfect geometrical figures appear. The vibrations and variable frequencies 

generated by Tibetan bells can give life to a vast world of research and experimentation capable 

of generating many types of figures. I observe that life emerges, as from a single matrix, from a 

single intelligent creative force capable of infinite variations.

Usama Saad

Abstract Geometry
Line etching, open bite,  

and blind embossing  

90 x 40 cm

2017

Photograph courtesy of Giorgio Benni

Usama Saad is an Egyptian illustrator and engraver who lives and 

works in Rome. As a student of the Academy of Fine Arts of Pisa, 

he studied engraving with Ernesto Nino Palleschi. He is currently an 

active member of the Print Center of New York and of the Mathaf: 

Arab Museum of Modern Art in Doha, Qatar. Since 2010, he has been 

collaborating with the Stamperia del Tevere. From his country of origin, 

Saad takes aniconic elements, Koranic writings, and decorative motifs 

and blends them with Western languages of figure and form. Saad 

has devised a very personal iconography characterized by aesthetic 

hybridization: fantastic human and animal figures, mysterious 

idols and esoteric symbols that, together, create a language close 

to alchemy and surrealism. He has shown his prints in numerous 

venues, from Pisa, Rome, and Palermo to New York, Cairo, and Qatar, 

receiving, among others, the 2015 Nomentum Prize from the Galleria 

Borghese in Rome. 
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My etching process is a unique synthesis of classical drawing techniques, traditional printmaking 

methods, and etching technology from the contemporary commercial plating and biotechnology 

industries. In my prints, multiple matrices and experimental etching techniques combine to depict 

mysterious forms that reflect the artistic and cultural history of my surroundings—principally, 

Italy and the midwestern United States. Over the past fifteen years, I have been fortunate to spend 

time living, studying, and traveling throughout Italy. My prints draw inspiration from the cultural 

experiences and historical research I have accumulated during my travels.

My creative vision is informed by comparisons and contrasts between contemporary American 

society and classical Roman antiquity. Like the ancient Roman empire, the United States is a 

world superpower. Both civilizations share the vices and consequences that come with a sense 

of supreme power and authority. As an American artist of Italian descent, I choose to investigate 

this parallel through printmaking, a medium that has been used to challenge societal norms. 

I seek to imbue dramatic compositions with a sense of pictorial economy, subtle intellectual 

cues, and gallows humor to question mankind’s (and my own) complex relationship with power, 

mortality, and the past.

Jason Scuilla 

Fertile Crescent 
Multiplate etching, aquatint, 

drypoint, bleed print

35.56 x 45.72 cm

2017

Photograph courtesy of Giorgio Benni

Jason Scuilla is currently head of printmaking at Kansas State 

University and principal investigator of Transforming Printmaking 

through Chemical Innovation, a National Endowment of the Arts 

research project that seeks to transfer technology from microbiology, 

circuit boards, and the commercial plating industry into contemporary 

printmaking. The members of this interdisciplinary team of nationally 

recognized artists, chemists, industry experts, and student researchers 

at Kansas State University are collaborating to empower contemporary 

printmakers with the tools and knowledge necessary to create 

prints using safer, environmentally friendly methods that are equal 

or superior to classical techniques. His prints have been featured 

in museum collections, solo exhibitions, and group exhibitions 

throughout the United States and Europe. An American artist of 

Italian descent, Scuilla spends considerable time in Rome studying 

and creating prints. His innovations and contributions to the field 

of fine-art printmaking have been recognized through a 2017–2019 

National Endowment of the Arts: Artworks grant. 



Hester Stinnett

Monoprint 21, 22, and 23
Woodcut monoprints  

with silkscreen

30.5 x 30.5 cm each

2018

Photograph courtesy of Giorgio Benni
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A notebook falls open—pages filled with jotted schedules, deadlines, and reminders on scraps 

of paper, often thought but not spoken, noted to be remembered for another time. Handwritten 

texts often contain amendments, substitutions, reorderings that reflect successive mental 

approximations of a world in flux. Cues, or tethers to reality, transcriptions between hand 

and memory, another phone call, another conversation, another letter left to be reread and 

remembered later. My prints are composed of direct transcriptions of things from the world—the 

wood grain of a printed board, old letterpress signs, or fragments from my mother’s handwritten 

notes as she descended into dementia. The reproductive processes of printmaking allow me to 

draw with marks made by others rather than by my own hand.

The physical act of writing is likewise a transcription, but of an invisible, interior discourse.  

The penmanship may be clear and purposeful yet within a few strokes changes to impatient and 

agitated, careless or confused, all transcribing a connection between the author’s hand and an 

active mind chasing a fleeting perception.

I select fragments of notes from family archives. Mixed with jumbled text from old letterpress 

advertisements, the interior world of the writer collides with the outer world. I follow these 

artifacts and scraps of personal shorthand, enlarging, editing, and recombining them as I print, 

intermixing decision with chance, pursuing our elusive search for an understanding just beyond 

our grasp.

Hester Stinnett is a Philadelphia-based artist whose work has been exhibited nationally and internationally 

and in numerous private and public collections, including the permanent collections of the National 

Gallery of Art, the Philadelphia Museum of Art, and the Walker Art Center. In 2004, she was awarded a 

Pennsylvania Council Artist Fellowship for Works on Paper. She was an artist-in-residence at the Fabric 

Workshop in 2003 and has presented printmaking workshops at the Haystack Mountain School of Crafts 

in Maine and the Anderson Ranch Arts Center in Colorado. With Lois M. Johnson, she co-authored Water-
Based Inks: A Screenprinting Manual for Studio and Classroom, published by the University of the Arts Press 

with grants from the National Endowment for the Arts and Hunt Manufacturing Company. Stinnett is a 

professor of printmaking at the Tyler School of Art, Temple University, where she also served as vice dean. 

She serves as faculty-in-residence at Temple University Rome in 2019–2020, and she is also the founder of 

the annual Print Think conference. 

HESTER STINNETT
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Mirabili Visioni presents a personal rendition of the Villa Mandragone—a subjective reworking 

of its floor plan inspired by my footsteps inside the villa’s park and rooms. Going from top to 

bottom, the elements that compose the etching span from the villa’s façade to the monumental 

entrance passing by the dark, emptied lattices of unnamed streets. The viewer is left to imagine 

the unconstrained exploration by foot of this richly evocative architecture. In a sense, the work 

harbors a narrative structure whose beginning and end—or, to be more exact, top and bottom—

are intentionally reproduced with the same graphic elements: extracted and subsequently 

polished from the original photograph. At the center of the work, the mark thickens, giving life to 

a black web. This web is inhabited by the sole remains of a map, organic elements, and emotional 

connections. I have thickened the mark to render the idea of a simultaneously attractive and 

disturbing metaphysical space. This enigmatic nocturnal space prompts the spectator to reflect.

Francesco Vignola is an illustrator and printmaker based in Cassino. 

Born in Gaeta, he studied graphic arts at the Academy of Fine Arts of 

Frosinone, where he was later a teaching assistant in lithography and 

engraving techniques. His master of fine arts degree in graphic arts 

was obtained through a dual University of Tor Vergata/Academy of 

Fine Arts program in Rome. He has participated in many exhibitions 

throughout Italy, including in Naples, Catania, Formello, Frascati, and, 

most notably, at the Istituto Centrale per la Grafica in Rome. 

FRANCESCO VIGNOLA

Francesco Vignola

Mirabilli Visioni
Aquatint and line etching on 

copper, printed on Oxford china 

paper

38 x 114 cm

2016

Photograph courtesy of Giorgio Benni
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My work often turns to landscape for subject matter, combining realistic reproduction with the 

spiritual experience of being immersed in nature. Dreams, visions, and childhood memories 

play an important role in my work. These are not necessarily moments I have lived or concrete 

dreams that I have had. I try to convey the experience of the oneiric. My interior life is more 

important than the external world for my work. I am interested not in portraying specific events 

but in creating an independent world. The world of fantasy, my interior voyage, a return to a 

childlike apprehension of the world and the poetic dimension of life: these are the fundamental 

elements of my research. My work is not limited to a single technique or set materials. These 

can be oil painting or ink drawing, pencil or charcoal, just as it can be wood-relief printing or 

even mixed-media engraving. I often make my own materials to obtain the effects I want: ink, 

varnish, engraving tools, or paper supports. Experimentation is an important part of my work 

but not an end in and of itself. I am more interested in its being an instrument to arrive at the 

image I envision. Experimentation is important, however, when it helps make visible my poetic 

sensations and the way I perceive my surroundings—nature, dreams, and imagination.

Originally from Saint Petersburg, Anastasya Voskoboinikova initially 

studied at the Ilya Glazunov Academy of Painting, Sculpture, and 

Architecture in Moscow. She pursued her degree in painting and 

then as a postgraduate student of graphic arts, at the Academy of 

Fine Arts of Rome. She has already exhibited in multiple venues in 

Rome, Gaeta, Saint Petersburg, Florence, and Moscow. She won first 

prize at the Frosinone Graphic Arts Biennial in 2017 and held her first 

solo exhibition at the Galleria Chiaroscuro in 2018. She is preparing 

another, La pretesa della libertà, for the Cabaret Voltaire Gallery.  

She lives and teaches in Rome. 

Anastasiya Voskoboinikova

Gravitazione esistenziale
Woodcut on PVC plate printed 

on Tosashi paper

58 x 48 cm

2018

Photograph courtesy of Giorgio Benni
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My current artistic research stems from a reflection on desire: an artist can never stop making, in 

the same way that humans can never stop wanting. Reflecting on this issue has made me focus on 

the innate ability each individual has to ardently desire something, in the way that I ardently need 

to make art. Although I have become primarily a painter, the print series VORREI highlights 

the predisposition that each of us has for “endless desire” and, at the same time, underscores a 

paradox: the simultaneous possibility and impossibility of realizing what I want in my life and 

in my work. In my practice, temporality is neither logical nor even coherent; it is the duration 

of thought, whose length and brevity depend on desire. Time expands and takes shape through 

painting, or printing. It is not a matter of fiction or mimesis: mine is an attempt to render desire 

visible, durable, and tangible through image making.

Dario Agati was born in Caltagirone; he lives and works in Rome. 

He obtained his bachelor’s and postgraduate degrees in painting 

from the Academy of Fine Arts of Rome and a master’s in graphic 

arts from the joint University of Tor Vergata/Academy of Fine Arts 

program. In 2017, he won the Dancity Festival/Art Session/Open Call 

at Palazzo Candiotti in Foligno. His works have been exhibited in 

various collective shows in Italy and Europe, including Dario Agati—
Fabio Giorgi Alberti | Quite Solo, in Rome, 2018; Uscita d’emergenza, at 

the Museum of Contemporary Art of Rome Testaccio, 2015; ΜΜΜΜΜ_ 
Myths, at the Fondazione Pastificio Cerere in Rome, 2014; Impressiò 
esperimental, in Barcelona, 2014; Extra Moenia, in Genazzano, 2014; 

Limen arte 2012, in Vibo Valentia; and Artesiana—Artisti in Villa, at the 

Parco Archeologico della Villa Romana del Casale in Enna, 2012. 

Dario Agati

Vorrei tornare alle giostre 
Photopolymer intaglio,  

printed on Pescia 310 gsm

20 x 30.5 mm sheet;  

35 x 48 cm plate

2017

Photograph courtesy of Dario Agati
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Walking into a printmaking studio is kind of like entering an alchemist’s laboratory: shelves 

of unknown mixtures and compounds, flickering flames under metal printing plates, large 

cranking presses. But the considerable amount of knowledge, recipes, and procedures handed 

down through manuals and master printers will never make the process wholly predictable. 

To paraphrase Jean Dubuffet: art should bear the traces of its origin, the struggle between tool 

and material. This credo seems particularly pertinent to the graphic arts, whose techniques and 

materials are so diverse. Each graphic medium implies its own language, which we must learn 

to speak and to hear.

The work reproduced here, Persistente, was directly inspired by the process of photogravure.  

This technique makes possible the transferring of a photograph onto a zinc plate. For this transfer, 

we used acetate transparencies that, even after use, retained residues of the original image. 

Fascinated by the making and remaking of the image in this way, I executed a work on the idea 

of duration and the materialization of memories.

Elena Boni was born in Genzano di Roma. She graduated with a 

degree in painting from the Academy of Fine Arts of Rome, where she 

was introduced to printmaking with an emphasis on artists’ books. 

Her exhibitions have included group shows at the Galleria Angelica 

and other venues in Rome. 

ELENA BONI

Elena Boni

Persistenze
One-of-a-kind, hand-bound 

book with photogravure and gel 

medium transfer on Magnani 

Pescia paper and acetate

22.5 x 30 cm

2017 

Photograph courtesy of Elena Boni
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I work principally with photographs on which I intervene with various print techniques. I start 

with a digital photograph, which is therefore infinitely reproducible, that I then transform into 

unique and temporally fragile works. I make the prints with analogical and antique techniques, 

such as cyanotypes, Van Dyke, intaglio, and photointaglio, sometimes contaminated by etching. 

Black and white images printed on expired photographic paper or a variety of unorthodox 

emulsions on different supports also interest me. The theme Una è molte stems from wanting 

to show the impossibility of possessing identity or fixing an absolute truth. The photograph’s 

ambiguities mirror the fluidity of identity and truth. The resulting images are uncertain and 

precarious. The prints are contaminated by varied technical processes. These are mutable and 

intersect, as do the past and the present.

Lucia Cadeddu moved to Rome from a small town in Sardinia to study 

at the Academy of Fine Arts, graduating with degrees in scenography 

and then in photography and graphic arts. She pursued her training 

in printmaking at the San Giacomo Municipal School of Arts and 

Crafts in Rome. She works primarily in video and art photography, 

sometimes augmented by a variety of print techniques. Her works 

explore gender identity and the “feminine” world, in particular the 

nude: from masturbation to lesbianism, women’s rediscovery of their 

own bodies, female desires, their spaces, their sexuality, often hidden, 

repressed, or represented by stereotypes and confining imagery. 

She works with irony, sensitivity, and a constant desire to challenge 

herself, her work, and her viewers. 

LUCIA CADEDDU

Lucia Cadeddu (Lucideddu)

From the Una è Molte series  

and artist’s book

Contact print on expired black-

and-white photography paper

20 x 30 cm

2018

Photograph courtesy of Lucia Cadeddu
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I have always drawn, especially from life. I love drawings for their immediacy and gesturality. 

How can one reconcile the speed of drawing with the laborious slowness required of intaglio 

printing operations? There is one aspect to intaglio that has always fascinated me: preserving 

the matrix. In most cases, the matrix from which you print is not exposed to an outside gaze—it 

remains protected and private within the process. This hidden nature contributes to a kind of 

mystery that surrounds printmaking. In this historic moment, in which the artistic process is 

itself exhibited, this secrecy and the necessity for more intimate, interior work preserve artistic 

quality by subtracting it from the spectacular and banal. My favorite intaglio method is drypoint, 

and I prefer using plexiglass to zinc or copper—it is lighter and brings me closer to my drawing 

practice. At the InSigna printmaking studio, I have been able to experiment with interesting 

approaches, such as using a light synthetic support as a thin matrix, which is even closer to 

drawing on paper. By using this matrix, along with drypoint on plexiglass, I found my ideal support 

to realize the artists’ book Passi, an homage to the dense and mysterious interiority of tango.

Giorgia Catapano was born in Taranto but now works and lives 

in Rome. After graduating with a degree in political science and 

international relations, she changed careers, eschewing theoretical 

systems in favor of art making. She studied drawing and painting, 

privately and at the Rome University of Fine Arts and then at the 

InSigna printmaking lab, with which she now collaborates. Catapano 

is interested in the relationship between sound and mark, frequently 

rendering the faces of the great jazz musicians, even during live 

concerts. In 2016, she was selected to take part in a revival of Villa 

Medici’s historic life drawing course. She has participated in group 

and solo exhibitions, including at the Temple of Fortuna Primigenia in 

Palestrina and at the Pietro Canonica Museum in Rome. 

Giorgia Catapano

Passe
Synthetic plate lithography and 

drypoint on plexiglass, printed 

on Fabriano Unico paper

Edition of 5

60 x 20.5 cm

2017

Photograph courtesy of Giorgia Catapano





P R I N T M A K I N G  I N  T H E  P R E S E N T   217

My etchings superimpose the classical techniques of intaglio and relief with alternative 

techniques, such as hand-sewn cotton thread or the use of transparencies that produce different 

depths. Since I discovered printmaking more than ten years ago, my fascination for its means of 

expression has only grown. My works are characterized by the use of the classic techniques of 

etching to describe dreamlike images, resulting in more or less recognizable elements that merge 

and fragment. These composite forms place the observer in a timeless dimension.

Alessia Consiglio graduated with a degree in graphic arts from the 

Academy of Fine Arts of Rome. She co-manages the Stamperia Ripa 69  

with Susanna Doccioli, Valeria Gasparrini, Usama Saad, Giorgia Pilozzi, 

Luisa Baciarlini, Marcello Fraietta, Gianluca Tedaldi, and Elio Mazzali. 

Her works have been published by the Galleria il Salice in Switzerland. 

She teaches printmaking in Rome and has participated in many  

group exhibitions, often print biennials, throughout Italy (Rome, 

Soncino Castelleone, Ravenna, Vicenza, Florence, Matera, and Urbino) 

as well as abroad (Rothenburg, Germany; Kiev, Ukraine; Székesfehérvár 

and Budapest, Hungary). 

ALESSIA CONSIGLIO

Alessia Consiglio

Lavori in corso
Etching on zinc with  

soft ground, ink wash,  

and blind embossing 

70 x 50 cm

2014

Photograph courtesy of Alessia Consiglio
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My works are often the result of an emotional experience driven by the intention to relive and 

record, on paper, the memory of an image. Nothing is more transitory and at the same time ever-

lasting than nature, which continually testifies to renewal and rebirth.

Since I started printmaking, at the Academy of Fine Arts of Rome, I have experimented with every 

type of intaglio-based printmaking technique, from indirect to direct processes. In my initial 

approach to the matrix, I have come to prefer the use of the soft-ground etching technique. This 

method allows me to impress, like a photographic impression, an object that is then transposed 

through time in the etching process. It is at this moment that the tools of direct mark making 

may come into play: the scribe, the burin, and the mezzotint rocker. However forcefully I work on 

the matrix, it always bears a trace of my physical and mental presence. Over time, my approach 

to the print has evolved; alongside small editions, I now often prefer one-of-a-kind monoprints. 

Such factors as the quality of the paper, the strength of a ghost impression, a double drop, and 

direct drawing render each print unique.

Elisabetta Diamanti was born in Rome, where she graduated with a 

degree in decoration and applied arts from the Academy of Fine Arts. 

She learned printmaking from Guido Strazza, and, in 1981–1983 she 

attended a two-year course in engraving techniques at the Istituto 

Nazionale per la Grafica, where she later learned from Jean-Pierre 

Velly. After chairing the Print Department at the Academy of Fine 

Arts of Viterbo, she participated in or led workshops at the Centrum 

voor Grafick Frans Masereel Kasterlee in Belgium, the Ecole Régionale 

des Beaux-Arts of Nantes in France, the Faculty of Fine Arts of Bilbao, 

and then at the University of Granada. She currently teaches at the 

Academy of Fine Arts of Viterbo and at the San Giacomo Municipal 

School of Arts and Crafts in Rome.

 

Diamanti has received numerous prizes for her prints in Europe and in 

the United States; these works can be found in collections throughout 

the West and in Asia. Her recent work includes a 2015 publication with 

the renowned Sergio Pandolfini, of Il Bulino, and in 2018 her œuvre 

was recognized with the Leonardo Sciascia Prize.

ELISABETTA DIAMANTI

Elisabetta Diamanti

Ranuncoli Silver
Soft-ground etching

19.5 x 98.5 cm

2017

Photograph courtesy of  

Elisabetta Diamanti
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Labirinto was made on the occasion of a collaboration between the Academy of Fine Arts of 

Rome and the Geppert Academy of Art and Design of Bratislavia. In this intaglio print, I wanted to 

use different techniques to obtain what I would call alchemical heterogeneity within a complete 

energetic field. Labyrinths are historically represented as buildings. I chose instead to portray an 

enigmatic and mysterious situation in which the labyrinth appears as a desert that corresponds to 

the tangles of the mind and soul. By nature, tangles disrupt the rules of logic and common sense. 

There is no clear relationship between the various figures; they are plunged in a nebulous and 

alienating suspension. The desert/labyrinth is traversed by a horseman indebted to Cervantes; 

he takes on the form of an ectoplasm. Since I made this work in 2016, I have continued to work 

on transforming objective facts into evocations of the unreal. As in my painting, my graphic 

works are primarily concerned with process; I am particularly interested in how the course of 

operations catalyzes ever-evolving work.

Marco Eusepi was born in Anzio but works and lives in Rome.  

He works in painting, drawing, and printmaking. The surface, be it 

canvas, paper, or wood, is the field of action onto which he transcribes 

his subjective vision of the world and its phenomena. Since he 

graduated with degrees in painting, then in printmaking, from the 

Academy of Fine Arts of Rome, he has exhibited in a variety of group 

shows, particularly in Rome and Palermo. 

Marco Eusepi

Labirinto
Line etching, soft ground, and 

aquatint 

35 x 50 cm

2016

Photograph courtesy of Marco Eusepi
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I am an architect and a teacher—and now a printmaker. In 2014, I arrived at the Palazzetto Cenci 

in Rome to serve as chief critic of the Rhode Island School of Design’s (RISD’s) European Honors 

Program, and at some point I began to use the Bendini press at the Cenci. I immediately fell in 

love with printmaking. First were monotypes, then multiplate color etchings, and more recently 

lithographs. And while I came across extraordinary printmakers and teachers along the way, most 

of my education has been, and is, experimentation.

I think of my prints as little poems without words. But more than conveying a message, they try 

to share a material experience, almost a tactile sensibility. They are constructed with different 

kinds of materials, some from everyday life—such as paper, string, nets, fabric, ribbons, and 

rubber bands—and others from nature in the city, such as petals of fallen flowers, leaves, and 

twigs. Inspiration often comes from the traces we leave behind as we go about our lives. I am 

amazed by the power and beauty of those marks, many casual and unintended, ephemeral and 

evanescent. And to be candid, I could be perfectly happy with just looking at them. Yet I make 

my prints as a way to further explore those observations and share them.

When I use the word constructed, I don’t do it casually, since I think of printmaking as an extension 

of my work as an architect, something like “architecture by other means,” if you wish.

Argentinian-born Gabriel Feld is an architect, artist, and teacher. He 

received his bachelor’s degree in architecture from the Universidad 

de Buenos Aires in 1980 and his master’s degree in architecture from 

Harvard University in 1988. A professor at RISD since 1990, he served 

as head of the Architecture Department and, later, as chief critic for the 

European Honors Program in Rome in 2014–2016. He has also taught 

at the China Academy of Art, the Dessau Institute of Architecture, the 

Universidad Torcuato Di Tella, the Harvard Graduate School of Design, 

the Boston Architectural Center, and the Universidad de Buenos Aires. 

His teaching includes design studios and lecture courses dealing 

with urban culture as well as other professional, cultural, and artistic 

concerns. His prints and installations have been exhibited in China, 

Europe, the United States, and Argentina. His architectural practice 

in Argentina and in the United States has involved residential and 

institutional projects, large-scale affordable housing, industrialized 

construction, urban design, and transportation

Gabriel Feld

Pequeños Paraísos (A & B)
Lithograph 

Edition of 6 each

40 x 30 cm

2017

Photograph courtesy of Gabriel Feld
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I am at heart an illustrator. I like to represent. Working through the many materials and procedures 

of intaglio printmaking modifies what I initially visualize. When I have finished working on the 

matrix, I consider the infinite possibilities for experimentation during the printing stage and 

enjoy exploring the many outcomes. I like to test things out and try different variations. My idea 

evolves into something more poetic and expressive as I go through the printmaking process, 

which is always interesting, creative, and unpredictable.

Valeria Gasparrini was born in Rome, where she lives and works.  

Her rich and unconventional artistic education has included ceramics, 

painting, fresco, life drawing, and, especially, printmaking in its many 

forms. Gasparrini works as an advertising illustrator and freelance 

editor, especially of children’s books. She has exhibited in Rome, 

Milan, Bologna, Faenza, and Venice. She teaches drawing at Quasar 

University in Rome. She co-manages Stamperia Ripa 69 with with 

Susanna Doccioli, Alessia Consiglio, Usama Saad, Giorgia Pilozzi,  

Luisa Baciarlini, Marcello Fraietta, Gianluca Tedaldi, and Elio Mazzali. 

Valeria Gasparrini

Persepolis
Multiplate etching on copper 

and zinc, printed relief and 

intaglio, with collage elements

34.8 x 25 cm 

2015

Photograph courtesy of Valeria Gasparrini



Leslie Hirst

Ch-ch-chair
Cyanotype on silk

105.5 x 71 cm

2016

Photograph courtesy of Leslie Hirst
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I clinically examine the visual world and the effects of language on seeing and meaning. For 

instance, when I am drawing, painting, weaving, or writing, I am aware that my action and the 

object resulting from the action are called by one and the same name. It is interesting that the 

word printing behaves differently than those examples, since one engages in printmaking to create 

a print. Printing—in language and in process—implies a remove between the hand, the subject, 

and the thing that is made. It is a kind of magic that happens backstage, like theater, where pulleys, 

scaffolding, lighting, prompters, and spike tape are concealed from public view. These linguistic 

propositions offer possibilities for contextualizing appearance as something outside image or 

representation. I seldom make what I would call pictures. Instead, I work through media and 

processes to get past the signifiers so that I can discover the systems and codes embedded in 

the fabric of forms. My works are objects, although they sometimes behave like images. In any 

case, my work feels successful to me when the memory of an object or action is suspended in 

the substance of its own space. In this way, I question where the thingness of printmaking exists: 

how is printmaking a record of specific behavior that differs from drawing or photography? What 

effect does reproducibility enact on the presence of a subject? Can printmaking and the print 

become one entity? I began creating cyanotypes because of their capacity to capture ontological 

exactitude and ambiguity, like language. Collaborating with the sun, I calculate time and position 

as I look for passages between solid and shadow—the transference of tactility into the symbolic. 

I think about this work as “lies that lie within things.”

Leslie Hirst is a visual artist who works in a variety of media to explore the meaning of materiality. Using 

found objects, she deconstructs the repetitive symbols and messages of everyday experience and then 

reconfigures, embellishes, and elevates these objects to reflect the complexity of an interconnected world. 

Her compositions and installations suggest a type of mapping of the human environment, referencing 

street plans and passageways as a means for navigating an inhabited landscape. Hirst has had solo and 

group exhibitions throughout the United States and Europe. Her honors and awards include the Rhode 

Island Foundation’s MacColl Johnson Fellowship and a fellowship in printmaking and drawing from 

the Rhode Island Council on the Arts. She has been a two-time nominee for the Louis Comfort Tiffany 

Foundation Award. Hirst’s artist residency appointments include Yaddo, the Emily Harvey Foundation/

Venice, the Virginia Center for the Creative Arts, the Centre d’Art Marnay Art Center/France, Blue Mountain 

Center, Ucross Foundation, Djerassi Resident Artists Program, and the Hall Farm Center for Artists and 

Educators. She has taught drawing, painting, printmaking, and design since 2000 and has been a visiting 

artist and lecturer at several universities and institutions, including Bilgi University in Istanbul. She began 

teaching at the Rhode Island School of Design in 2006, where she is currently an associate professor and 

for which she served as the chief critic for its European Honors Program in Rome in 2017–2018. 

LESLIE HIRST



Richard Hricko

Root II
Hand-printed laser-engraved 

woodcut

122 x 61 cm

2017

Photograph courtesy of Richard Hricko
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My work in printmaking draws on the observation, invention, and integration of details from 

the natural and built environments. Like the eighteenth-century tradition of ruins in Italian 

art, I express the passage of time and invoke longing and the pathos of things forgotten, but 

from a magnified perspective. I create compositions with natural and industrial fragments of 

the neighborhoods that surround my Philadelphia studio. Using light and shadow, I convey 

the trace of a previous moment. Images of living plants, such as thick beds of locust beans or 

clematis prospering in urban lots, express the seemingly indestructible perseverance of nature. 

My studio practice embraces new technologies and experimental approaches as well as traditional 

conceptions of expert print quality. In prints that explore the fusion of natural and artificial, I invent 

new means of integrating traditional and contemporary methods, including etching, mezzotint, 

photogravure, photopolymer, digital photography, photolaser relief, and intaglio printing from 

natural found materials. Layering textures and techniques, I explore the generative fusion of real 

and imaginary worlds. Most recently, I have been translating small-scale photogravure ideas and 

processes into monumental, hand-printed laser woodcuts. I strive to produce work that speaks 

with authority, using mysterious and subtle effects of the medium.

Richard Hricko is currently the head of the Printmaking Department at the Tyler School of Art, Temple 

University, where he has taught since 1991. He has exhibited extensively nationally and internationally. 

His work is represented in many public and private collections, including the Philadelphia Museum of Art, 

the Woodmere Art Museum, the Delaware Art Museum, and the International Southern Graphics Council. 

In addition to taking an active role at the Tyler School of Art, Hricko has continuously advocated for and 

contributed to the development of contemporary art and printmaking in Philadelphia. Alongside his role 

at the Tyler School of Art, Hricko has continuously advocated for and contributed to the development of 

contemporary art and printmaking in Philadelphia, co-founding Crane Arts Studios and Second State Press, 

where he serves as a board member. Rooted in traditional printmaking techniques, Hricko’s practice has 

evolved to incorporate the use of photographic imagery through rigorous photomechanical processes, 

including traditional photogravure, photopolymer intaglio, and, most recently, laser-engraved wood blocks. 

In this way, he has established himself at the forefront of contemporary print research, in which the qualities 

of traditional processes are amplified through fusion with the latest digital-imaging technologies. His 

awards include two West Virginia Arts and Humanities Council Artist-in-Residence Grants, a Pennsylvania 

Arts Council Individual Artist Fellowship, a National Endowment for the Arts/Mid-Atlantic Regional Artist 

Fellowship, a Brandywine Institute Visiting Artist Fellowship, and several Temple University research grants. 

Hricko was initially a student and then, later, a visiting faculty member at Temple University Rome, both 

determinant experiences in his reflections on Giovanni Battista Piranesi and fictional space. 

RICHARD HRICKO
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Cyanotype, also often referred to as blueprint, is a record of light and form on a surface. By varying 

exposure times, many different shades of blue can be achieved (from almost black to pale and 

delicate), and multiple prints can coexist with and inform one another. Incorporating photographic 

negatives creates a bridge between photography and printing. The process of cyanotype was 

widely used in the nineteenth and early twentieth centuries but has been largely abandoned in 

favor of more efficient photographic/print technologies. It is an analog, almost elemental process 

involving sunlight, water, and time. In an era of image streaming and quick digital renderings, the 

materiality, simplicity, and limitations of cyanotype are appealing to me. They open doorways to 

new forms and images.

Emilie Lundstrøm is a Danish visual artist. She has a master’s degree 

from ICP-Bard’s Program in Advanced Photographic Studies and a 

bachelor’s degree in fine-art photography from the Glasgow School 

of Art. Lundstrøm is interested in the transformations and cycles of 

the natural world and their confrontations with civilization. She has 

been an artist-in-residence in Mexico and India; her work has been 

exhibited widely in Europe, the United States, and Mexico. She lives 

and works in Rome. 

EMILIE LUNDSTRØM

Emilie Lundstrøm

Untitled II
Photo emulsion, transparency 

negative, gesso, clay

15 x 21 cm

2018

Photograph courtesy of Emilie Lundstrøm
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My focus on the interaction between the matrix and the paper substrate seeks to engage the 

inner depth of a sheet by fusing traditional etching, woodcut, and photopolymer plates with 

the processes of hand papermaking. Images are thus built through multiple operations; deeply 

bitten etching plates are impressed on the pulp-painted foundations that evoke atmosphere 

or pattern, while watermark designs often play on the surface. In this way, visual information  

is embedded, overprinted, and embossed in subtle and visually ambiguous layers. These confound 

quick reading and encourage closer investigation. I balance the operations of papermaking  

and printing within each project so that the images bear tactile and visual traces that record  

the material formation of a creative impulse or concept. There are many “inner depths” in  

printing on handmade papers. I aim to draw attention to these subtleties and to challenge  

the viewer in rediscovering how an image is physically made, and perhaps how a poetic idea 

assumes visual form.

Roberto Mannino is an Italian American paper artist and art educator 

living and working in Rome. He holds a bachelor of fine arts degree 

in sculpture from the Rhode Island School of Design (RISD) as well 

as a degree in sculpture from the Academy of Fine Arts of Rome. 

He currently teaches papermaking and sculpture at Temple University 

Rome and Loyola John Felice Rome Center and woodcarving at the 

San Giacomo Municipal School of Arts and Crafts in Rome. He has 

taught workshops on 3D and relief papermaking at Dieu Donné, 

Cooper Union, Maryland Institute College of Art, Pyramid Atlantic, and 

various institutions throughout Europe. His artistic research focuses 

on contemporary papermaking, working in a variety of formats, 

ranging from artists’ books and watermarks to relief and site-specific 

installations. His work has been exhibited extensively in the United 

States and Europe. A recent project, Streams, is permanently installed 

at the Istituto Centrale per la Grafica in Rome. In spring 2019, Mannino 

oversaw the design and installation of Temple University Rome’s 

inaugural papermaking facilities. 

Roberto Mannino

Le Vestite
Open-bite zinc-plate etching 

with laser-cut adhesive vinyl 

stencil on four sheets of 

handmade paper, with  

machine sewing

Sheet size 35.5 x 14 cm

2017

Photograph courtesy of Roberto Mannino
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The monotype, for me, is connected to those techniques and tools that record an aspect of 

reality: wave-sensitive devices or the ones that register sound or movement through the binary 

relation of opposite poles, such as positive/negative, full/empty. Unlike the press monotype, the 

monotypes I make are generated by my exerting a pressure on a sensitive surface. The sheet 

is placed against a flat and polished matrix covered in chalcographic ink. In this way, the artist 

does not act on the surface on which the image emerges but, instead, on the verso of the sheet. 

There is a thin space between the paper and the metal or glass sheet that remains hidden, which 

records the impression of my nearly blind actions. Unlike conventional monotypes in which 

ink is transferred by means of a press, these monotypes are generated by the direct pressure I 

apply. I move on the sheet, tracing quickly and without the possibility of rethinking or reworking 

my actions. The image remains invisible until the end of the process. In this sensitized space, 

the action of the artist is the work’s subject. This medium is extremely mutable, and minute 

variations in the ink, the paper, or the pressure yield wildly different results. Every gesture, every 

pressure generates two signs: one positive and one negative—or, rather, establishes a transfer 

from negative to positive that generates them simultaneously. In this way, my technique relates 

to retinal after-images and the primary mechanisms of vision.

Lorenzo Modica focuses primarily on painting, combining three-

dimensional objects, images, and installations. He uses a variety 

of expressive means, from painting and drawing to sculpture and 

print, environmental, and site-specific works. The artwork’s ability to 

generate a variety of relations with its surrounding space is a crucial 

aspect of his research. He studied painting at the Academy of Fine 

Arts of Rome, where he worked as a teaching assistant in courses on 

painting, drawing, and paper-making. He is now seeking a master of 

fine arts degree at the Slade School of Fine Art in London. Since 2015, 

he has exhibited in such museums as the Museum of Contemporary 

Art of Rome and in such prestigious foundations as the Pastificio 

Cerere. His 2018 solo exhibition, “B e C”, accompanied by a catalogue 

and an artist’s book, was funded by the Commune of Mantova and 

the Friends of the Palazzo Té; it marked the culmination of a complex 

project about language, image, and meaning and brought together 

monotypes, sculptures, kinetic sound devices, and site-specific 

installations. Modica’s other work has been exhibited solo and with 

groups in galleries in Italy and abroad. 

Lorenzo Modica

Interiors
Diptych; monotypes on 

commercial florist’s paper

101 x 72 cm each

2017

Photograph courtesy of Lorenzo Modica
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I employ the graphic force of the woodcut and the flexibility of its process to create recycled and 

continuously evolving works. A visceral connection with carving, planning, and color facilitates 

the translation of a traditional medium into new formats. By never printing the same color scheme 

and by cannibalizing existing prints and blocks to create new projects, I assert printmaking as a 

means of perpetual investigation, learning, and growth.

Alexis Nutini was born in Mexico City; he received a master of fine 

arts degree in printmaking from the Tyler School of Art, Temple 

University, in 2005 after graduating with a degree in fine art from St. 

Mary’s College of Maryland and completing a Fulbright Fellowship 

in Barcelona. Nutini teaches as an adjunct professor at the Tyler 

School of Art, Temple University, and is a member of NAPOLEON, a 

collectively run project space in Philadelphia. He runs Dos Tres Press, 

a print shop in South Philadelphia, where he produces limited-edition 

woodcuts and collaborative print-based projects. 

ALEXIS NUTINI

Alexis Nutini

Solvent Weaving
7-color reduction woodcut  

with monotype

35.5 x 60 cm

2017

Photograph courtesy of Alexis Nutini
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I have always been interested in the relationship between art and architecture. My work is 

a reflection on earth, ground, materiality, permanence, and transformation. I am interested in 

the essence of man rather than in figural representation. I prefer to think in terms of abstract 

opposites: light/heavy, white/black, sky/earth. Soil and land straddle artificial and natural 

landscapes. They appear in many works that convey an earth-sky dialectic in which connections 

are established between cosmology, galaxies, maps of the sky and earth. Materials, pigments, 

minerals, and vegetables, often extracted by me, are mixed with iron and copper oxides; these 

change in color and consistency over time. I print on handmade paper, using Asian fibers such as 

Hanji or Kozu—techniques learned from Riccardo Ajossa. This paper instantly records my gestures 

and tells stories of distant, age-old knowledge of contemporary pertinence that I sometimes 

contaminate with photographic images. In the Terra series, the acrylic pigments are printed 

with an iron matrix that is repeatedly inked and on which the thin paper is repeatedly pressed, 

allowing the pigment to pass through the sheets.

Gianna Parisse holds a doctorate in architecture. She is also an artist. 

After completing her degree in painting, she pursued a postgraduate 

degree in graphic arts at the Academy of Fine Arts of Rome. She 

has participated in many events and exhibitions throughout Italy, 

including Spoleto, Naples, and Rome, where her work was shown in a 

group exhibition of Hanji paper at the Korean Cultural Institute. 

GIANNA PARISSE

Gianna Parisse

Terra 1 
Monotype and acrylic on 

Japanese and Korean papers 

40 x 60 cm

2016 

Photograph courtesy of Gianna Parisse
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Printmaking has a special way of making a mark. Involving methodical and sequential labor, it is 

characterized by a process whose complexities are often hidden within the image on the paper. 

There is an inherent narrative quality in the work of printmaking; it documents a chronology 

of steps. To make a matrix, a physical transformation of a material takes place. When the matrix 

is ultimately printed on paper, one material affects the other, resulting in the affected material’s 

carrying the mirror image of the material that affected it. This relationship, this transfer of 

information, this transfer of thought, this impact of one onto the other, is the key issue for me.

As an artist, I examine the impact of my environment and reflect it onto the things I create and 

communicate. I isolate segments of our built world that have a story to tell. To represent these 

artifacts as what they are—bodies of transformed material—I choose a process that parallels 

such material transformation in the literal and symbolic senses. A copperplate’s form is deeply 

etched in stages over a long period of time until the acid eats through the copper. The nature 

of acid and copper is manipulated to produce the object, the copper matrix, which then presses 

into the paper a layered image of the observed built world. The result is a depiction of an artifact 

of environment embedded with the evidence of human presence and history.

Tatjana Pavićević was born and raised in Sarajevo, Bosnia, and 

Herzegovina, and moved to the United States in 1999. Pavićević has 

a bachelor of fine arts degree from the Cornish College of Arts and 

Design in Seattle and a master of fine arts degree in printmaking from 

the Tyler School of Art, Temple University, where she completed the 

first year of her degree at its Rome campus. She currently lives in 

Seattle, and her work was recently shown at the International Print 

Center in New York. 

Tatjana Pavićević

Phantom Limb I
Etching, viscosity print on 

Hahnemühle paper

75 x 54.5 cm

2017 

Photograph courtesy of Tatjana Pavićević
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Although I have learned all the traditional printmaking techniques, I favor the woodcut. Printing 

from wood blocks is based on a subtractive gesture and on the action of stamping a surface. 

Woodcut prints are a kind of primitive minimalism; they lend themselves to synthesis.

I superimpose color transparencies and outlines. The presence of the mark is reduced to a 

minimum. The ink carries the hue. That is why a print is more than just an engraving. My point 

of departure is atmospheric color and how its shades relate to the horizon. I sample some of 

these and play with the limits of inking. In this sense, ukiyo-e prints are an important reference 

for my work. I am interested in the mediated space between thinking and printing. In addition 

to transparencies and superimpositions, I have recently started to fold paper. This interest has 

led me to the artist’s book as a text and an object. By this statement, I mean that I am interested 

in the artist’s book as a text placed in relation to the space that surrounds it.

Cristina Piciacchia lives and works in Rome. She first graduated with 

a degree in set design and then later earned another in graphic arts 

at the Academy of Fine Arts of Rome. In 2016, she began to work 

there as a woodcut lab technician and obtained her master’s in 

graphic arts through a joint University of Tor Vergata/Academy of 

Fine Arts program. The following year, she became a member of HD 

Edizioni, and her work was selected by the International Artist’s Book 

competition organized by the Torrita Foundation in Siena, at which 

she won first prize ex-aequo for the under-thirty category. 

Cristina Piciacchia

Calendario lunare 2019
Woodcut and photopolymer 

relief on Tosashi paper with 

magnetized cover

Closed-book dimensions  

14 x 7 cm; opens to a  

maximum length of 90 cm 

Edition of 12

2018 

Courtesy of the artist and HD Edizioni

Photograph courtesy of  

Cristina Piciacchia
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My approach to printing is “plastic.” It is principally based on creating microreliefs on the matrix 

that I often treat with collagraphic techniques—namely, the addition and juxtaposition of materials 

onto the matrix. Relief prints and embossing enable me to amplify certain forms (geometrical or 

not) and other elements by means of a series of topographical levels. The relationship between 

the images and the techniques is based on a careful consideration of the ways the relief interacts, 

above all, with the light that hits it and, therefore, the shadows it generates according to the paper’s 

thickness. I pay great attention to the ways the engraved image plays off interactions between 

shallow depths and subtle indentations. These variations determine an altered and variable space 

in that the light wraps around and sculpts the volumes. My intent is to use the matrix as a kind 

of “dry mold.” I am trying to recast the image so that it is not just two-dimensional. Actually, it 

isn’t just an attempt to reset the mark as a visual language or to recalibrate color as language: I 

want to rethink the image by taking into serious consideration the fundamental tandem of space 

and light and the ways that they influence principles related to variability, change, transience, 

discontinuity, and irregularity.

Roberto Piloni was born in Rome, where he lives and works.  

He attended the Academy of Fine Arts in the same city and graduated 

in 1990. He has taken part in various exhibitions in public spaces 

and in private galleries in Turin and Castiglione della Valle, and he 

has participated in the Preview of the Fourteenth Quadrennial at 

the Royal Palace in Naples and at the National Gallery of Modern Art 

in Rome. He is engaged in an analysis of the structures essential to 

pictorial space. His recent works consider the relationship between 

space and art objects. He uses different media, ranging from painting 

to photography to installations to video. He has taught engraving 

techniques at the Academy of Fine Arts of Palermo and graphic design 

and multimedia installations at the Academy of Macerata, and he is 

currently a lecturer at the Academy of Fine Arts of Rome. 

ROBERTO PILONI

Roberto Piloni

Quadrato quasi quasi magico
Collagraph and blind embossing 

on Magnani Pescia 300 gsm 

70 x 50 cm

2018

Photograph courtesy of Roberto Piloni
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As part of my printmaking practice, I display street art in public spaces as a way to intervene 

and initiate dialogue about diaspora art, transculturalism, and the fluidity of cultural signifiers. 

As an African American and a Japanese artist, it is sometimes easy to be classified into reductive 

“either/or” categories instead of being understood as a composite individual. In researching my 

printmaking lineage, I was surprised to find no prominent black/Japanese printmakers. However, 

I did discover an overlap of African and Japanese art that influenced post-impressionist and 

early modernist artists in Europe. This point in the Western art-historical time line informs my 

appropriation of African and Japanese imagery from the same period.

Using digital collage, I juxtapose these ethnic signifiers as metaphors for cross-cultural 

entanglements of the past and derivative relationships in the present and future. Placing 

stickers of these African/Japanese collages in various spots around Rome provides a contrast 

to the granite, marble, and concrete architecture that symbolizes the seemingly unyielding  

positions of the Western canon. The sticker multiples are gratuitous in nature and democratically 

and randomly seen in the streets, without systems of hegemonic hierarchies like those found  

in museums and galleries. When viewed by city-dwellers, street art acts as transgressive 

intervention causing visual disruption. This art opens a space for dialogue and the possible 

rethinking of dominant codes and stereotypes that define such signifiers as the Pantheon and 

African/Japanese imagery.

Rujunko Pugh was born in Japan to a Japanese mother and an African 

American father. Raised in California and North Carolina, she has 

lived around the world, including in Hawaii; Washington, D.C.; and 

Sydney, Australia. She works across various forms of media, including 

photography, printmaking, installation, illustration, paste-ups (street 

art), and murals. Her art draws on Japanese, African, and African 

American imagery that she has found on the Internet to explore 

such themes as self, history, culture, environment, and race as well 

as global movements of people, ideas, and technologies. Pugh is 

based in Sydney, where she obtained a master of fine arts degree 

from the University of Sydney, Sydney College of the Arts. She has 

exhibited in Australia, the United States, Italy, New Zealand, and Kenya. 

She is frequently in Rome, whose urbanism and past are explicitly or 

implicitly engaged by many of her works. 

RUJUNKO PUGH

Rujunko Pugh

Pantheon
Digitally printed multiple from 

collaged archival photographs

Variable dimensions;  

here, circa 15 cm

2015

Photograph courtesy of Rujunko Pugh
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A blank space. Its structure, its consciousness, its organization, the ways it materializes the idea 

and the thought. Slowly but surely, space becomes presence; emptiness takes form, outlining its 

own story within the visual field. Traces and movements that stimulate peripheral sense organs 

recall haptic synergies. The act of making as a device by which to reach an end is, from time to 

time, subjected to diverse dialogues. Through its autonomous signifiers, the technical choices 

to which internal and external factors contribute determine the image’s physical substance and 

its inner expressive character. Time and space modify the multifarious operations that reveal 

the interior movement of things. This constant transformation and constant adjustment are 

continuous tests of my artistic research. Time and its rhythms structure the polyhedric relations 

between artistic sensitivity, the senses, and language. Becoming, knowing, and doing accord 

individual and universal rhythms. Intaglio is one of many languages that is undergoing renewal 

while at the same time continuously being challenged. This challenge is apparent in the eclectic 

transformations, technical and technological, that reveal the persuasive force of the graphic arts. 

Touch, smell, hearing, taste, and vision are in osmotic and synesthetic relationship. They recount 

the cohesion of thought while functioning in unison to leave a single unmissable mark that 

unites experimentation, interaction, and narration. Art in its various instances is the threshold to 

another dimension, a narrow and moving passageway through to creativity, exploratory freedom, 

consciousness, knowledge, discovery, and, not least of all, imagination.

Enrico Pusceddu was born in Rome, where he lives and works. He 

graduated with degrees in graphic design and later in painting from 

the Academy of Fine Arts of Rome. In 1991, he served as faculty at the 

Institute of Psychology, in the Educational Sciences of the Salesian 

University of Rome. After completing his studies, he pursued his artistic 

and professional work in various fields of visual communication. His 

work has been widely exhibited in Italy and abroad. In 1996, his work 

was shown at the Twelfth Roman Quadrennial. He has taught at the 

Academies of Bologna, Florence, and Rome, where he is currently the 

head of the Department of Commercial Visual Design. 

Enrico Pusceddu

Cromosoma X
70 x 50 cm

Intaglio on Magnani Pescia 

paper, printed with Charbonnel 

bistre and sepia ink

2003

Photograph courtesy of Enrico Pusceddu
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Intervallo (Interval) is an installation site-specific to a train connecting Lecce to Gagliano Leuca 

in the southeastern province of Apulia in Italy. The work consists of substituting railcar curtains 

with printed drapes that feature images taken from a 1935 newsreel. From this film, I extracted 

one-second segments and then printed a different film still for each window drape. In the brief 

sequence reproduced in Intervallo, the camera frames a moving landscape from Erithrea (Ethiopia) 

as seen from one of the recent Littorina Fiat railcars. To this day, Littorina is a common term 

for this kind of railcar. My impression is that there is a strong affinity between the figure of the 

spectator and that of the passenger. Recently, I realized that railway terms and film terms have 

many words in common. One of these is carrellata, or tracking shot. If we consider the railcar’s 

windows to be a screen, we can see the railway tracks as enabling a perfect long take or sequence 

shot. I think the train in some way prefigured the cinema, and maybe this affinity between video 

and landscape is what the first newsreels called cartollina in movimento (moving postcards).

In Italy, the train and the cinema were invested with a very violent ideological charge. Trains 

became an instrument of propaganda, and the cinema was considered to be a martial offensive: 

“cinematography is the strongest weapon” was the slogan used by Mussolini to inaugurate the 

Italian film industry’s new hub, Cinecittà. In newsreels of the 1920s, there is neither silence nor 

ambient sound; every image is overlaid with a voiceover or musical soundtrack, such that even 

landscape, war, and the tragedy of colonization are made into cinematographic fantasies.

Jacopo Rinaldi is an artist and researcher based in Rome. He graduated 

with a master’s degree in visual art and curatorial studies from Naba 

in Milan, with a thesis on the space in the Harald Szeemann archive. 

His research concerns the relation between memory, oblivion, and 

architecture in the transmission of knowledge. In 2015, he joined 

Mnemoscape, a research platform focusing on issues of memory, 

methodology, and the archive. He was an artist-in-residence at Via 

Industrie in Spoleto, and his Interval project was sponsored by the 

Ramdom Association. 

Jacopo Rinaldi

Intervallo
Digitally printed original 

window drapes installed in situ 

on the Ferrovia del Sud Est  

train line, Puglia

34 digital prints on cotton,  

115 x 70 cm each

2017

Courtesy of the artist and Ramdom 

Association, Gagliano del Capo (Puglia)

Photograph courtesy of Jacopo Rinaldi
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The title What Hides Still Invisible Things is the literal translation from the Hebrew SeNaH, the 

word used in the Bible to indicate the inflamed bramble that the prophet Moses sees when God 

appears to him for the first time. The project includes a series of drawings engraved on graphite 

transfer paper that depict contorted figures without a center; these images can be understood as 

a mapping of the possible and the unformed, an attempt to affirm accident as necessity. To present 

nothingness, the shapeless, the void, a dark impersonal origin considered as a pure potential of 

becoming, I used the figure of brambles, a plant twisted around itself, senseless but for the life-

force growing inside it. This plant was drawn by inscribing the lines on copy paper covered with 

graphite; scratching the paper allows the light to penetrate the sheet, illuminating the drawing.

Marta Roberti was born in Brescia and now lives and works in 

Rome. She holds master’s degrees in the philosophy of language 

from the University of Verona and in art and new technologies from 

the Academy of Fine Arts of Brera in Milan. She has exhibited her 

work widely in Italy, from north to south, and also in venues abroad, 

including (among others) China, Madrid, Taipei, the United States, 

and South Africa. She has completed residencies and workshops in 

Shanghai, Taipei, Addis Ababa, and South Africa. Roberti’s research 

is based on mainly hand-drawn video animations, drawings, 

installations with video projections, and light boxes. In her various 

projects, she explores figures, places, and practices that can threaten 

the predominant rationalist model. In particular, she investigates how 

Western identity arises from what it considers to be outside itself: the 

animal, the natural, the exotic, the Eastern, and the prehistorical. In her 

most recent works, she experiments with deconstructions of nature’s 

canonical representations. 

MARTA ROBERTI

Marta Roberti

What Hides Still Invisible Things 
(Rovo lavenonese, 2)
Drawing engraved on graphite 

paper and light box 

120 x 90 cm

2018

Photograph courtesy of Marta Roberti





P R I N T M A K I N G  I N  T H E  P R E S E N T   255

Although I was barely more than a child when I first took up the burin, I quickly realized that 

engraving would be my life’s passion. Since my first experiences at the metal forge at the State 

Mint, I have continually sought to deepen my knowledge of the graphic arts. They have become 

the forms into which I pour everything that I absorb from daily life. Ink slabs, lithographic stones, 

and wood blocks are precious means by which I record thoughts, visions, and marks. My research 

is fueled by an attention to places, nature, human beings, and the play of light and shadow within 

each of these spaces. It develops over time, through the rhythms and pauses that the graphic 

arts require. Understanding the links between the place, time, and feeling that inspire a new 

print also guides me in determining the materials and technical procedures I ultimately use to 

create the work. While these are well-established traditions, I seek to renew them. In imagining 

the results of my work, I always try to think about how the graphic image can live within or go 

beyond the print itself; how it can remain within the bounds or overcome “classic” techniques; 

how printmaking can (and must), in short, be considered independently of the labels that limit 

an art form that must have “citizenship” in the new millennium.

Rosaria Scotto is originally from Gragnano, in the Campania region 

situated between Rome and Naples. After completing the Italian State 

Mint and Polygraphic Institute’s School of the Art of Medalmaking in 

Rome, she graduated with a degree in graphic arts from the Academy 

of Fine Arts of Naples, then she obtained a master’s degree from the 

joint University of Tor Vergata/Academy of Fine Arts program in Rome. 

In 2017, she won an artist’s residency at the Il Bisonte foundation in 

Florence. Scotto’s prints have received a number of prizes, most 

notably the III Bienal Internacional de Estampa José Guadalupe Posada 

and the International Small Engraving Salon Carbunari in Romania. 

She is an engraver and a printmaking assistant at the Academy of 

Fine Arts of Naples and of Rome. 

ROSARIA SCOTTO

Rosaria Scotto

Piccoli nidi
Mezzotint on copperplate

11.8 x 7.2 cm 

2017

Photograph courtesy of Rosaria Scotto
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My creative research envelops collaborative approaches that intersect design, printmaking, 

typography, and writing. In the fascinating space between digital and analog (and, indeed, where 

they collide), I investigate new methods to analyze and agitate, creating projects through creative 

interpretations. I work with print media to enter a space rich with intuition, play, and an exchange 

with materials. Often, this process tends to be experimental in nature, as I strive for fluidity 

between idea and form, but there are mistakes and risks that need to occur beforehand. I collect 

printed matter from day-to-day environments. I am often puzzled by how much printed matter 

surrounds us and (inevitably) funnels into my brain, world, and perspectives on making.

While in Rome as a fellow at the American Academy in fall 2018, I worked with master printer 

[Giuseppe] Pino Lo Russo at the printmaking studio of the Istituto Centrale per la Grafica to 

create a series of collaged prints composed of strips of found printed materials onto which were 

overprinted layers of colored wood-block impressions. The strips recall the form of postage 

slots, common to Roman apartment buildings. They implicate the threshold between public and 

private and prove an ideal formal catalyst to deepen my interest in notions of privacy. The final 

results of this project were exhibited at Colli Independent Gallery in Rome in summer 2018. The 

exhibition was curated by Emanuele De Donno and was made possible by the Fellows’ Project 

Fund of the American Academy in Rome.

Tricia Treacy is associate professor of graphic design at Appalachian 

State University. She trained as a visual artist, designer, and master 

bookmaker. She experiments with new forms of media to execute 

her ideas. She is inspired by information design, film, language, maps, 

music, and typography. Incorporating digital and analog methods, 

Treacy’s work merges type and image. Since 2000, she has been 

running her own letterpress design studio—Pointed Press—creating 

custom book and print work for commercial clients and collaborating 

with other artists and international writers. Her research has been 

featured at the Center for Book Arts in New York, Penn Design, the 

Society of Typographic Aficionados, and TYPO Berlin. She was the 

2017 recipient of the Cynthia Hazen Polsky and Leon Polsky Rome 

Prize at the American Academy in Rome. 

TRICIA TREACY

Tricia Treacy

Slot series
Woodblock and monotype 

screen print with Masa, Tyvek, 

and vellum collage elements

53.34 x 78.74 cm

2018

Courtesy of the artist and  

Colli Independent Art Gallery, Rome

Photograph courtesy of Tricia Treacy
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In this moment of deep crisis within traditional artistic disciplines, the thing that comes foremost 

to mind is to continue to etch and engrave in the best and most traditional way possible. Naturally, 

I do not intervene on the appearance of that which surrounds us. I refuse appearances as much 

as possible, as did ancient engravers, to reveal an essentially secret aspect of human nature.

Carlo Venturi, a sculptor and engraver from Senigallia, near Ancona, 

Italy, studied in Urbino and at the Academy of Fine Arts of Rome. Early 

on, he collaborated with a workgroup directed by Guido Strazza at the 

Istituto Nazionale per la Grafica. Later, he began intense activity as a 

sculptor and engraver, winning several awards, including the first prize 

for sculpture at “Bernini ’84” and the special prize for engraving for his 

print work at the 1990 International Biella. His works are in public and 

private collections in Italy, other countries in Europe, and the United 

States. Since the 1970s, he has participated in numerous personal and 

collective exhibitions in Italy and abroad. In 1984, Vanni Sheiwiller 

published a series of original woodcuts with an introduction by Carlo 

Bertelli. Venturi lives and works in Rome. 

CARLO VENTURI

Carlo Venturi

Il Papa
Woodcut

15 x 20 cm

2016

Photograph courtesy of Carlo Venturi
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My recent works concern the streets of Rome—not the romantic cobblestone streets of the 

historical center but the gritty streets of the periphery. Here, I find inspiration in the people I 

encounter. The result is a series of etchings that attempt to capture the “urban passenger,” the 

anonymous individuals who navigate the city. I seek to understand the conditions of their lives: 

their hopes and fears, their struggles and triumphs, their demons and gods. I am guided by their 

words as well as the other sounds that I hear along the way. Through this process, the seemingly 

empty cityscape is filled with the mythical stories of its citizens. I consider this mission a sort of 

experiential “anthropological field research.”

For me, the process of intaglio—specifically, aquatint—introduces chance into the artistic process. 

The lines of authorship are blurred. Sometimes I am in control, and other times it is the material. 

This process becomes akin to a dance. Perhaps a parallel can be drawn between the technical 

dance inherent in the material process and the investigation that animates the images themselves: 

I aim to know the plate and what it may yield, just as I strive to know the anonymous city-dweller 

and his or her unique story. Both processes involve stepping into the unknown, adapting, and 

responding. The meditative nature of this work, coupled with the unique visual rawness that the 

process produces, is continually inspirational.

José Witteveen studied at the Royal Academy of Art in the Hague 

and then worked in Amsterdam, Leeuwarden, Berlin, Edinburgh, and 

Reijkjavik. Since 2016, she has been living and working in Rome. Her 

work focuses on the melancholy rawness of her surroundings, a kind 

of “anthropological field research” on people’s primal, animalistic 

behavior, and especially their attempts to mask the so-called lower 

urges. These themes are present in her recent work: a series of 

portraits about the streets of Rome and its people. She has exhibited 

throughout Europe, from Leeuwarden to Aldtsjerk, Drachten, Berlin, 

Bieleveld, Douro, and Edinburgh. In 2010, she won the Second Frisian 

Mini-print Biennale Prize with a series of etching and aquatint prints. 

JOSÉ WITTEVEEN

José Witteveen

God n.01 
Aquatint and line etching

22 x 16 cm

2017

Photograph courtesy of José Witteveen
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This volume is the result of the sustained work 

and goodwill of numerous individuals and 

several institutions. We thank, above all, the 

artists whose generosity has made it possible for 

us to exhibit and reproduce their works, whether 

as illustrations accompanying the essays or as 

full spreads. Their commitment to the project, 

from beginning to end, has been exceptional, 

and we hope this book honors their work and 

provides sustenance and guidance to a wide 

variety of publics. Without the jury members, 

John Caperton, of the Philadelphia Print Center; 

Dorothea Dietrich, a Barnes Foundation lecturer; 

Todd Porterfield, of New York University’s Tisch 

School of the Arts; and Claudio Zambianchi, of 

the University of La Sapienza in Rome, our May 

2018 exhibition would not have been as rich or 

as objective. The support of Temple University 

Rome’s Art Gallery director, Shara Wasserman, 

and Temple University Rome’s former dean, 

Hilary Link, has been equally essential in this 

ambitious and far-ranging project. Funding by 

Temple University’s Presidential Humanities 

and Arts Research Program made this book 

possible, as has the generosity of all of those 

who donated toward the final realization of 

the project during our fundraising drive in the 

winter of 2019. We are humbled and honored 

by the support of the wider print community 

to give this project its final form. The patience, 

precision, and professionalism of Mary Rose 

Muccie, alongside that of her colleagues at 

Temple University Press in Philadelphia have 

been invaluable. We are very grateful to Alyssa 

Hamilton for designing the volume’s cover and 

the various templates, which we hope make this 

publication as legible as it is heterogeneous. To 

Giorgio Benni, whose photographs make up a 

good portion of the second half of this volume, 

we extend our deep gratitude and renewed 

expressions of respect.

The field of Roman graphic arts is evolving; 

achieving a comprehensive panorama in an 

expanding field depends greatly on a nonstatic 

point of view. We owe our point of view, 

incomplete and growing as it is, to the people 

who were involved in the many aspects of this 

project. The authors who have contributed 

essays and technical notes were invaluable 

in extending the Print Think Italy conference 

and workshops to a wider public, through the 

good fortune of the publication of this volume. 

A particular debt of gratitude goes to Hester 

Stinnett, who not only exhibited in May and 

agreed to write an introduction but also is the 

founder of and force behind Print Think. Our 

deep thanks go gladly, too, to the Bulla family 

and to Giuseppe Lo Russo and Matteo Borsoi 

of the Istituto Centrale per la Grafica for their 

invaluable time and willingness to share their 

experience, insight, and enthusiasm. As hosts, 

guides, and curators of the Istituto’s studios and 

archives, Gabriella Pace, Giovanna Scaloni, and 
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Gabriella Bocconi made the conference’s day 

there eminently memorable. So, too, did Sabina 

Fiorenzi and Simona Perugia of the Biblioteca 

Casanatense MiBAC, which further granted 

the rights to reproduce several images herein. 

Artists Rights Society (ARS), ICG, and VG Bild-

Kunst proved generous and efficient in the 

vital matter of safeguarding a number of artists’ 

rights and granting permission in accordance 

with the artists’ wishes. Ciara Phillips and the 

Glasgow Print Studio graciously collaborated, 

and for that we are grateful. We are also grateful 

to the galleries that worked with us to exhibit 

and reproduce the works of their artists: Galleria 

Spazio Nuovo and Colli Independent Art Gallery, 

both in Rome; Esther Schipper in Berlin; the 

David Kordansky Galleries of Los Angeles 

and Hollybush Gardens, London. We also 

acknowledge the collegiality of Treccani Editore 

in granting us permission to edit, translate, and 

publish an excerpt from one of its prestigious 

publications. 

We owe a deep debt of gratitude for the 

dynamism and generosity of Rome’s foreign 

academies. In particular, we thank María Ángeles 

Albert de León, director, and Cristina Redondo 

Sangil, cultural productions coordinator, of 

Real Academia de España en Roma. From the 

Académie de France à Rome in Villa Medici, 

we are indebted to the former head of Art 

Historical Programs, Jérôme Delaplanche, for 

his generous support in contributing a chapter 

and ensuring a visit for the Print Think Italy 

conference-goers. To Leslie Cozzi, 2017 Rome 

Prize Fellow in Modern Italian Studies, and to 

Sebastian Hierl, Drue Heinz librarian, both at 

the American Academy in Rome, we extend our 

sincere appreciation. At the Deutsche Akademie 

Rom Villa Massimo, Julia Trolp, head of Artistic 

Relations, was of invaluable assistance, as was 

the director of the Swiss Institute of Rome, Joëlle 

Comé, and her accomplished staff on a number 

of logistical matters.

We are also grateful for the collaboration 

of Gerard Brown, associate professor at the 

Tyler School of Art at Temple University in 

Philadelphia, whose encouragement guided the 

conference’s development through moments 

of uncertainty. We acknowledge the gracious 

support, day in and day out, provided by Nicola 

De Amicis and Palma Pavone, librarians at 

Temple University Rome. The assistance of Jae 

Eun Park, Anthony Copeland, and Diane Lee, 

without whom neither the conference nor the 

exhibition would have ever come into being, is 

deeply appreciated. We are grateful to graphic 

designer Valerio Cirillo for the flexibility and 

design acumen he showed in producing the 

materials for both of those events. The experts 

at Stamperia del Tevere, InSigna editions, and 

Il Bulino provided us with invaluable insight 

into the world of contemporary Roman 

printmaking, which has enlightened the editors 

of this volume, as we hope it does our readers. 

Translating most of the essays, statements, 

and brief biographies included herein proved 

enlightening and challenging. To remain faithful 

to the original foreign-language texts, we often 

had to recast entire sentences: not only words 

but also ways of seeing. We hope that our 

Anglophone public bears with us and that our 

authors understand.

Finally, we extend special thanks to Adrien 

Linford-Pavlopoulos, for his patience, and to 

Victor Kovach, for his gentle wisdom. 
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Art historian, curator and educator specialized in modern 

and contemporary art, DR. SARAH LINFORD works 

closely with emerging and established artists, galleries and 

museums on both sides of the Atlantic. She has curated 

widely, working at and with the Museum of Modern Art, 

New York, the National Gallery of Art, Washington D.C.,  

the musée d’Orsay, the Petit Palais, among others.  

In addition to curating and publishing, Linford has taught 

internationally, including at the post-graduate honor’s 

program of the universities of Munich and Eichstätt-

Ingolstadt, the Ecole normale supérieure-Cachan, the 

universities of California, the university of Quebec at 

Montréal, the universities of Paris-Ouest (Nanterre) and of 

Paris-Est (MLV), the Ecole du Louvre, the Cooper-Hewitt-

Smithsonian. After five years at the Academy of Fine Arts 

of Rome, teaching and establishing relations with the city’s 

historic foreign academies and Rome’s major cultural 

institutions, while actively curating and publishing, and 

with continued ties to France and the United States, she 

joined the faculty of John Cabot University’s Department 

of Art History and Studio Art, Rome.

An American artist currently living and working in 

Rome, DEVIN KOVACH holds an MFA in printmaking 

from the Tyler School of Art in Philadelphia and a BFA 

from the University of New Mexico. Since 2015 Kovach 

has been a faculty member at Temple University Rome, 

where he teaches courses in printmaking, book arts, 

and graduate projects in studio art. His artistic practice 

incorporates elements of printmaking, photography, and 

installation, and he has exhibited throughout the United 

States and Europe. He has participated in residency 

programs at Anderson Ranch in Colorado, the KALA Art 

Institute in California, the Printmaking Center of New 

Jersey, Stamperia del Notaio (Tusa, Sicily), and Ramdom’s 

DeFault17 in Gagliano del Capo, Puglia. 

In the Spring of 2018, Kovach organized the first 

international installment of the Tyler School of Art’s 

ongoing series of symposia on contemporary printmaking, 

Print Think Italy, hosted by Temple University Rome. 
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