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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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4. E. Seaton, Porta magica, exh. cat. (Manhattan, KS: Marianna Kistler Beach Museum of Art, 2017).

5. Artist’s statement, published infra.
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