
Nuvolo, Nuvolo. La pittura e l’atelier di grafica,
interview to Tevere TV, 1993

TTV journalist: «A major exhibition organised in two locations in Perugia and at Palazzo Vitelli in Città di 
Castello entirely dedicated to an artist from Todi: Giorgio Ascani aka ‘Nuvolo’. A curiosity: how did you come 
by this stage name in the first place?»

Nuvolo: «It is not a stage name, it is the name of  a partisan fighter. During the resistance, we were filed under 
bogus names, so that in the event that the lists fell prey to the fascists, identity would not be discovered. So we 
chose a name, or they stuck it on us. They gave it to me. Then, back in Città di Castello, friends continued to call 
me Nuvolo, also because in my formation we were almost all from Città di Castello. When I went to Rome to 
see Burri - Burri who was from Città di Castello and heard me called Nuvolo - he introduced me to his friends 
as Nuvolo. At that point when I had my first exhibition I could only sign it Nuvolo, otherwise no one would 
have recognised the author.»

J: «Well, it was precisely in the post-war years that you started a very long activity of  which this exhibition is 
meant to be a testimony. So many cycles, the choice however [to which he remained] faithful, like a red thread, 
of  a particular method: the silkscreen method for the technical elaboration of  his works.»

N: «Yes, this one in Città di Castello is ‘serigraphy’ in the true sense of  the word, that is, serigraphy as typo-
graphic art, as graphic art. And in fact they are all works by artist friends with whom I have collaborated for 
the reproduction or production of  serial art objects in limited quantities, usually fifty or one hundred copies 
like the print runs.»

J: «So let’s say [that] your artistic path was intertwined with the artistic path of  other great artists such as Burri, 
but certainly not only Umbrian. How was this experience, also of  exchange I imagine, given that the technical 
processing of  their works was entrusted to your silk-screen printing atelier?»

N: «It was very interesting from all points of  view, from the point of  view of  curiosity, of  doing things that 
were always different, made by different hands, so trying to redo the gesture of  another colleague. But also 
because it was a maturation, this coming and going always together with these characters who were not the last 
to arrive, on the contrary, they were the first to arrive. Also because I, a little presumptuously, always placed 
conditions on these friends [which they] accepted precisely because they were friends. I never made bon a tirer, 
that is, I never made an exam copy for the author who had to sign and approve the runs. I would give the author 
the finished print run if  it was fine it was fine, if  it was not fine “goodnight”, but it was never “goodnight”, it 
was always fine. And this has always been the condition with which I have accepted to work, that’s why they are 
friends and colleagues as well as commissioners, because they have all accepted, invariably, those that you see 
here in the exhibition this clause: “you give me the original, I do the work, you take it back when it’s finished, 
but I absolutely do not want there to be any interference in the work. Also because I know the work, you don’t 
and you might confuse me.”»

J: «That’s right, craftsmanship, how much craftsmanship do you think there is in painting and artistic produc-
tion in general on the threshold of  2000?»

N: «I believe that craftsmanship in painting has always been and will always be the basis of  the trade. You can-
not be a painter without being a craftsman, in my opinion. Even if  you then work with a computer, it’s the same, 
it’s not that you can’t use the computer like you use any tool, it can be a burin or another tool that provokes or 



with which you provoke signs that are then images or markings or writings.»

N: «I think it has always been thought during contemporary times that the painters of  that period were out-
side of  history; they were so avant-garde as if  they no longer belonged to the history of  painting. I think this 
happened to Michelangelo, Raffaello, Caravaggio, it happened to everyone; the history of  art talks about it all 
the time. Because the Romantics called them misunderstood all those who did this kind of  work, people who 
are valued after death; because in life, the story of  Modigliani tells us, and all the people of  this kind, who died 
very poor and starving and no one looked them in the face, then as soon as they died the paintings were worth 
billions. Why?
Because contemporaneity does not accept the work of  the artist, because the artist is a producer of  things that 
have not yet existed, therefore his message is informative, that is, it contains too much information and not 
enough communication, that is, in the sense that it does not communicate but contains an enormous amount 
of  information that once you find the code to read it at that moment you say “Ahh, did you see? He was right!”»

J: «Do you feel understood by the public today?»

N: «No, I don’t give a damn. Apart from that, I like it when people see things of  mine and are pleased, I am 
a man, that’s natural, but I don’t have the ambition of  being an actor, I don’t give a damn, this will be the fifth 
exhibition I’ve done in my life.»

J: «Here, what value does an exhibition have for you, which is a bit like taking stock of  such a long activity?»

N: «Here is a more important, more serious discourse. Taking stock after forty years of  work, taking general 
stock of  all the work, all of  life; it’s a very serious discourse. But the exhibition so much in the gallery, the exhi-
bition as it is generally done, as everyone does, there is nothing wrong with it, but I have always tried to avoid 
it - I don’t know why - maybe because I have never been asked, maybe because I have never run after these 
things because after all, to obtain things you have to ask for them.»

J: «Listen, when people talk about Nuvolo, I don’t know whether out of  provincialism or sincerity, they talk 
about Nuvolo’s attachment to his land, to Città di Castello, to Umbria. Do you think this is true?»

N: «Yes. But you can do it of  all the castellans, of  all the bourgeois, of  all the Aretines, of  all the Perugians...»

J: «But do you really feel attached to this place and if  “yes” why?»

N: «Yes, yes. But because, I don’t know, they all speak the language I started speaking; because it’s enough to 
look at each other to understand each other; because we’ve known each other forever; because life is very sim-
ple; because there’s no need to take so long to understand each other. Whereas in big cities, of  course, the big 
city offers exceptional stimuli and in fact you have to live in a big city - I lived there for 40 years - but at a certain 
point, when you pull the oars out of  the boat, when it’s time and you feel it, at that point, when you finish your 
years - hopefully many - of  your life in a place where you can be calm and serene and you can work with great 
peace of  mind, I think it’s a goal that has been achieved.»


