
 
 

EXHIBITION ESSAY  
 

BELLA LA SPINA  
GHOST PRINT 

 
Dark, dappled images, taken from low or close to their subject, appear like far gone memories, or 
fragments of a dream, paling upon waking. Drenched in light where a headstone can look soft, 
these tender, gothic scenes speak to an interest in collecting traces. Personal traces, subjects 
pulled from an archive of captured and found imagery, as well as traces of process; each 
photograph captured with a pinhole camera made by the artist, then processed as a copper 
etching, before being printed on cotton paper and set in frames made from old printmaking 
screens. Staples bite their way around each of these frames, the wood puckering around the  
metal, strips of old silk and loose threads caught in between.  
 
These works, their frames, extend the notions expressed in the larger silk screen prints. Colour 
bruises the organza; pooling in the dark parts, breaking out into wisps where the solution omits. 
Subjects swell as though shadows cast on a curtain billowing out over an open window, wind 
warping form as it sips through the breach. These works are distinctly littoral, owing to the artist’s 
coastal upbringing, the prints processed using salt drawn from seawater collected around their 
home. Several prints depict lighthouses, a subject further articulated as porcelain lithophanes. As  
if pressed into salt or sand, the lighthouse’s flattened photographic form is reanimated into a 
complex coarse material thing once more. Each work is flanked by sheets of copper that make up 
their kite bodies, sheets that were once old etching plates. Light radiates out of their centres, as 
though mid flight and under the sun, warm like a torch through fingertip.  
 
In the Greek myth of Orpheus and Eurydice, Orpheus travels to the underworld to bring his lover 
Eurydice back from her early demise. The gods, charmed, agree to her return on the condition that 
he does not turn back to look at her before they complete their ascent. Afraid she has not 
followed, he turns, and she disappears. Though one must imagine she did not go all at once. That 
there was a second or so where he had time to consider her, to question if she was ever truly  
there at all.  
 
These works, materialised in darkness, are developed with the knowledge that the subject might 
not turn out as expected, if at all. So the artist uses hard, corrosive substances in and around the 
works, layered as if to add more will mean they lose less. As if to repeat Eurydice’s name would 
have brought her back, or at least kept her there a little longer. Yet this process has the opposite 
effect, loss accumulating with each pass of the artists’ _hand. Material supports are figured as part 
of the work, only further calling attention to the instability of the image. If, as the Greeks thought, 
we enter death backward, then here it is disavowed, frames of wood and copper holding their 
delicate subjects forever in stasis. These works restage the turn over and over again, the 
revelatory moment embalmed, always already gone. 
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