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While modern newspaper printers can pump out full colour pages on the order of 4 million 
per hour, printmakers persist in labouring over mechanical and physical work at a 
comparatively painstaking rate. Though some part of the identity of printmaking is its ability for 
ready replication, it is the instability of the artistic print that is relished by its practitioners: an 
aspect of printing scarcely enjoyed by the commercial user of the inkjet or laser printer. The 
printmaker’s interest in the print is not its efficiency as a medium of information transmission, 
but other aspects of the process like its tactility, form, techniques, and the body of cultural 
knowledge to be expanded upon it provides. The artists selected here interact with these 
elements with a variety of aesthetic results, but share a clear appreciation for the process. 
 
As a primarily sculptural artist who majored in printmaking, Rhiannon Dionysius explores the 
intersection of these media, ensconcing her examinations of femininity and the body in 
shapely ceramics. The fragility of fired clay mirrors that of the printmaking process, where 
outcome is always an arm’s length from intention due to the fractious interplay between the 
materials and their enabler: kiln, press, chemical. Formally these works resemble the historical 
commodity of the Blue Willow ceramic, with its elaborate design and heroic story, but they 
subvert its narrative, including physically vulnerable figures and understated blue wash. 
 
Dionysius draws upon her past 3D work where these body parts and figures exist as 
amorphous lumps, which when translated into the classical 2D print realm highlight the 
technical decisions forced upon the artist by the medium. Plates have a definite edge; etching, 
while deliciously tactile, will always consist of distinct lines; and chemical shading is organically 
imprecise. Exploiting these techniques takes on a political flair when Dionysius empowers 
aspects of her figures by deliberately impacting the manner of their representation. 
 
The largest work exhibited is Chloe Waters’ Wet Season (Broome), which veers furthest from 
traditional printmaking in its finished state. Here, printmaking techniques are impressed upon 
the gallery wall as the plate: the image’s sky drips with ink compressed by a Mylar sheet, but 
not capable of permeating the Taubmans beneath. The objects attached are relief printed into 
our visual space, creating a portal into the abstract skyscape of Broome pre-Christmas. 
Printing this scene onto the wall replaces the strict outlines of Waters’ reference video with 
immersively imperfect boundaries. 

 
Utilizing the unsubtle nature of relief printing techniques Waters overlays tinsel on the printed 
sky and dirt-coloured shadecloth to reflect on her interaction with idyllic outback Australian 
landscapes. She recollects her childhood visits to Western Australia and the BHP shares she 
was gifted, while decrying the colonial interruptions to its beauty by mining companies. The 
aesthetically and politically brash work delineates its elements to embody the stark contrast 
between the idyll and the colony. Waters showcases visually what James Beattie refers to as 
“colonial aesthetic anxiety,” the ideological clash between the Romantic wonder at the beauty 
of the natural world and the colonial emphasis on productivity, whose pursuit comes at the 
expense of these landscapes.1 
 
Christopher Doyle channels the traditional printmaker with his meticulously detailed woodblock 
print A sunny day filled with balloons which replicates a photo of Pope John Paul II 
immediately after an attempt on his life. He mediates our experience of images disseminated 
worldwide by juxtaposing the instantaneous nature of modern communication with the process 
of woodblock printing, thought to be the oldest form of replicable image dissemination. This 
laborious process attempts to create a truer experience of events that we tend to observe 
from a distance through the passivity of video and digital imagery. 
 
Doyle’s recontextualization of images from the digital back into the print world serves a political 
purpose as well, adding to the discourse surrounding media theorist Marshall McLuhan’s 
notion that the medium is the message. McLuhan compared “moving from print to electronic 
media” to “[giving] up an eye for an ear,”2 which Doyle reflects on by recreating these iconic 
digital images (which themselves are often political in content) using an arduous process that 
brings the interrogating focus of the eye back into the picture. The simple act of interlacing an 
image with clean blank lines conceptually foregrounds the medium, giving the image a 
package that separates it from the unemotional documentary nature of image dissemination in 
the electronic age. 
 
While none of these artists is overtly political in concept, each exploits printmaking techniques 
that in essence, rather than execution, give power to elements of their work. The ensuing 
empowered messages cover a broad spectrum, from historical media discourse to personal 
reflection on colonialism to exploration of the body. The artists themselves have wandered 
away from their printmaking backgrounds, Dionysius to sculpture, Waters to video and 
installation, and Doyle to Melbourne, but in doing so provide a bit more media coverage to 
this One Paper Town.  
 
Alexander Kucharski  

																																																													
1 James Beattie, ‘Colonial Aesthetic Anxieties’ in Empire and Environmental Anxiety (Palgrave Macmillan, 2011) 73. 
2 Marshall McLuhan, Understanding Media (McGraw-Hill, 1964) xii-xiii.	


