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Nuvolo tells: «My life is linked to the use of paintbrushes: I was seven years old when my fa-
ther - it was war time - organised a little theatre in our basement to bring the inhabitants of the
alley together and I made the scenery for these performances. And I haven’t stopped painting
since then.

I restored paintings in my parish for Don Giuseppe Pierangeli, but also for the bishop of the
city, Monsignor Cipriani, a person of great quality, with whom I established a good relationship;
every time there was a need to fix some painting he would call me.

I met Alberto Burri at the Galleria dell’Angelo in Citta di Castello in 1949, during an exhibition
of his small works (Muffe) from those years. The sight of those works thrilled me.

I was a friend of Angelo Baldelli, owner of the gallery and ceramist. When I went back to see
the exhibition, I met Alberto and immediately a deep friendship was born.

Burri at the time was a friend of a chemist from Citta di Castello, Elio Bianchini, director of the
chemical office of the Customs in Rome, who in turn was a friend of the architect Luccichenti.
The latter had a studio in Rome with architect Monaco.

Burri was commissioned by Luccichenti to decorate a wall inside a flat he had designed in the
Aventine district.

In a telegram - I remember because he never wrote - Burri informed me that he needed me in
Rome to carry out this work. It was Monsignor Cipriani who gave me the money I needed to
face the journey and subsistence, at least for the first few days.

When the work was finished, I returned to Citta di Castello, but Burti called me back for other
tasks.

Before the Second World War, I was a railwayman; after the war, as the railway was destroyed,
I worked as an administrator until I ran out of materials in the warehouse. Having no other
occupation, I accepted Burti’s proposal and went as his guest to Via Margutta in Rome from
1950 to 1952. I started working as a photographic engraver for a friend of Burri’s, Mr. Micel,
an advertising man. In Burti’s studio I got to know Cagli, Villa and Colla.

In 1953, Burri moved in with Colla in Via Aurora and left me the studio. This room was a pas-
sageway to other artists’ studios (Mannucci, Fazzini, Gentilini and Rubbino). The landlord of
the building (later sold to RAI), Vaselli, came to collect the rents and continually passed by my
studio, without even saying hello, until one day he came up and asked me who I was. When I
explained that the studio had been sold to me by Burri, he proposed a contract in my name for
a few lire.

In 1953 the Universal Exhibition (which should have taken place in 1952) was held in Rome.
Emilio Villa and I did a work for the FAO and from this commission I had the money to be
able to give Burri a severance payment and have his studio.

Poet Emilio Villa’s first collaboration with an artist took place in 1954 with Cingue invenzioni di
Nuvolo e un poema di Emilio VVilla (si, ma lentamente). After that experience, the poet asked for Al-
berto Burti’s collaboration.

In 1955, the book 72 variazioni su temi proprosti per una pura ideologia fonetica. The original edition of
this work consisted of 99 copies, numbered from number 1 to 99 and 5 copies for the authors
marked with the letters A to E, printed in the printing house of the Scuola Industriale per le
Arti Grafiche in Citta di Castello in March 1955. T also took part in the project, overseeing the
printing stages.



Villa later left for Sao Paulo, Brazil, to direct the Museum of Contemporary Art. Life then led
Burri and me down different paths. Meanwhile I frequented Guttuso, Fazzini, Trombadori,
Levi.

I started working as a printer for other artists in 1968. The print shop produced works for many
artists including Accardi, Bagnoli, Boetti, Buren, Cagli, Colla, Fabro, Fazzini, Kounellis, Sol Le-
witt, Merz, Pistoletto, Rotella, Spalletti, Turcato.

The collaboration, as a printmaker, with Burri dates back to 1987 with a rather complex trial.
Burri and his friend Nemo Sarteanesi brought me two temperas related to the ‘Sestante’ paint-
ing cycle of 1982 and asked me to do a trial run, but the colours Burri had used were fluorescent
and this posed a big problem, as it is not at all easy to reproduce this effect in silkscreen prints.
However, I managed to render the colours proposed in the sketches provided as exemplars. It
was a test that Burri had submitted to me to test my skills and he was enthusiastic about the
result; we continued in this way until the entire portfolio was produced, which took two years
of work.

A few days after the work was delivered, Burri called me saying that there was a problem. In
tact, I verified that the first two silkscreens that had been made showed such bright colours that
they could not be acceptable compared to the whole. I agreed with him that it was necessary
to intervene; for one of the two copies it was not difficult to change the colour to make it the
same as the others. For the other, however, it was decided to redo it from scratch. But Burri
had already signed all 75 copies and did not want to destroy the first version of the silkscreen,
which he decided to make black.

I keep four dedicated copies of the entire Sestante and Nero 1 series. This was my only experi-
ence with the artist.

For Burri, graphic art was never a minor genre: he devoted himself to it with love and attention
as he did to the individual work and followed all the stages, tenaciously pursuing what he had
set himself.



