Nuvolo, Cara Berenice, 1969

I thank you for your esteem and will gladly try to clarify some inaccuracies about silk-screen
printing, which appeared in the “Borghese” of 7 December in an article by S. Bartolini entit-
led La truffa nell’arte and which is the subject of this discussion. When the columnist, citing I/
manuale dellincisore by Felix Brunner, points to silkscreen printing as an inferior technique and
speaks of it as a mediocre alternative to lithography, he shows that he is ignorant of engraving
techniques and, together with Brunner, makes an incompetent figure.

All traditional engraving systems, including lithography, reproduce the mark on paper (and only
on paper) through a more or less complicated system of stamping. This term seems rather
elementary to me, however, to be clearer, I mean that the inking is delivered by various means
to the matrix through a system of contact and pressure that is passed to the opposing papet,
the same precise system that the postal employee used when stamping letters. This is also the
case for all forms of photomechanical printing, except gravure, and indirectly on the photolith.
Hence the limitation that modern art, open to all possibilities, does not want to suffer.
Serigraphy was born for a precise need, and so important is the contribution of the serigraphic
technique in the field of Figurative Arts that it also influences artistic production. Pop-Art, at
least in its pictorial expression, is also realised because silk-screen printing suggests its formal,
material and chromatic prerogatives.

From a technical point of view, the importance and peculiarity of silk-screen printing in rela-
tion to other forms of engraving is due to the fact that the silk frame does not stamp but only
serves as a form for the colour.

As the silk screen is a stencil screen, as Brunner says, onto which the colour is poured, the tran-
sfer of colour is no longer by stamping but by depositing, so the possibilities of the quantity
of this deposit are endless. There are sieves that are almost a millimetre thick, and even thicker
ones can be invented, such that the same thickness of colour can be deposited, if one does not
want to take into account that once the colour has dried, the operation can be repeated an in-
finite number of times until thicknesses that can even be measured in centimetres are reached,
so that, and here some will be horrified, sculpture can even be made, also because modern
sculpture suggests this. By printing with colours based on acrylic, epoxy or polyester resins
that can be catalysed, a layer of the desired thickness will be obtained, which will become, once
polymerised, a sheet of plastic material.

Given the characteristics described, any type of colour can pass through the sieve, from oil to
tempera, from acrylic colours to air or catalysable polyesters, as liquid as water or as dense as
pitch, from tar to sand, it all depends on the weave of the silk or that of any usable fabric.

As far as the medium is concerned, which for lithography and other forms of engraving and
printing always remains paper, or at most specially prepared canvas, for screen printing there
are no limitations: paper, fabric, plastic in all varieties, wood, glass, a glass, a crate, a house, a
plough, and whatever you want printed. This only depends on the fact that since the screen is
only a template, it can still be formed and placed anywhere.

For those who think that given these characteristics it is not possible to obtain grey scales or
nuances, I will tell you that in one of my works, in the specific case of silk-screen printing as a
painting tool, I obtained 150 (I counted them) overlapping shades of transparent grey, forming,
squared, as many gradations each time. In a silkscreen print by Cagli I Fiori, which you know, by
the way, for the realisation of which Cagli used my collaboration, we printed about 50 tones of



colour to obtain gradations and nuances impossible to obtain otherwise.

For shading, I am sorry that you have a newspaper instead of a gravure because a reproduction
of one of my works would be enough to show you the vast possibilities of means. The tran-
sparencies and shadings obtainable with silk-screen printing are impossible to achieve with the
same availability of means and time, with any other painting technique.

If ever an imputation could be made to silk-screen printing, it is that of giving rise to a mon-
strous technicality.

The article cites an opinion by C. Alberto Petricci in the Enciclopedia dell’Arte that seems to
me to be very positive towards serigraphy, in fact he says: “... after the Second World War, the
prevalence of colour printing should be noted, which the invention of serigraphy has practi-
cally freed from dimensional limitations. An art form with its own character has taken its place
that is no longer engraving, nor even painting, and should be kept distinct from the two original
arts”. It seems to me symptomatic that even in this case, in fact, even in the dimensions the
limits are not imposable, not only because the frame can reach dimensions of several metres,
but also because the silk screen can be used freely and work seamlessly. One could practically
paint an entire motorway as a fresco.

It is said, at one point, to further demonstrate the writer’s lack of competence: “until now the
rotolith revealed its mechanical nature from the screen and a magnifying glass was enough to
discover the deception, now the connoisseur can also be confused, since certain uninhibited
printers have found a way to make it disappear”. The connoisseur of whom the columnist
speaks has rather limited experience in this field, it seems to me, since the screen has only been
replaced by another screen equally detectable with the same instrument, here are the details.
Generally in rotogravure, in typography one uses shaded, round, elliptical, respi, negative or
positive, linear or concentric, wavy line screens. These screens, in the case of the connoisseur,
have been replaced by grain screens, in which the dot, which in the others is arranged in micro-
metric succession, is replaced by a granular structure distributed with maximum homogeneity.
The use of this artifice seems to me to be a merit of these ‘uninhibited printers’ who move in
a modern way.

Mine, dear Berenice, is only meant to be a technical discourse on silk-screen printing; as far as
the art market is concerned, in my opinion, the author’s signature validates the work.

I greet you with affection.



