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For an artist like Patrick Caulfield, whose flat 
planes of colour attempted to move away 
from a hand painted finish, screenprinting 
was an ideal medium. Primary in its 
appeal was that screenprinting ‘…is less 
autobiographical than etching or lino—it 
hasn’t their dependence on the hand of 
the artist: in that sense it is a modern 
printmakers’ medium.’3 

Prater’s collaboration with the American 
artist R.B. Kitaj, who was based in the 
UK, in particular marked a highpoint in 
the medium’s development. Kitaj’s work 
such as Home Truths (1967) and French 
Subjects (1974) are exemplary of this 
fruitful collaboration. Based on images 
composed, collected and collaged by the 
wide ranging eye of Kitaj, Prater’s skilful and 
technical accomplishments went beyond the 
immediacy of the original prototype, drawing 
out screenprint’s potential as an art form,  
not merely a reproductive process.

2.
By the end of the 1960s artists had begun 
to completely dislocate the traditions of 
printmaking. As the American master printer 
Kenneth Tyler, who was one of the original 
founders of the influential Gemini G.E.L., said 

you couldn’t just invite them to keep coming 
back to make a lithograph or inviting them 
back to make a silkscreen. You have to give 
them something new to chew on.4 

Jasper Johns’ embossed print Alphabet 
(1969) marks the beginning of Tyler’s 
excursion into more and more complicated 
projects that demanded everything of the 
printer, whose explorations into the medium 

pushed the artists to collaborate with 
engineers and technicians from outside  
the atelier to produce the work. 

In Europe, Italians Enrico Baj and Lucio 
Fontana also began to introduce new 
materials such as plastics into their 
compositions—Baj’s Patrono della croce 
rossa and Testa di uomo (both c.1969) take 
found elements and shapes and combine 
them with a psychedelic space-age plastic 
palette. The works go beyond the flatness 
of printing on paper and more into an object 
aesthetic. Similarly, Fontana’s Concetto 
Spaziale (1968) also uses plastic as its 
primary support but, like his paintings,  
the support is pierced, pushing through  
to the space beyond the surface.

3. 
Running parallel to the pop movement’s 
interest in printmaking was an increased 
interest in the burgeoning field of artist’s 
books. The works of Marcel Duchamp can 
be seen as pre-emptive of what was to come 
later in the 1960s. Duchamp’s influence 
as provocateur within the history of prints 
and multiples is unparalleled. Starting with 
printed items from 1914 onwards and 
culminating in his 1941 work The Box in a 
Valise, Duchamp’s shadow presence defined 
more than any other artist the contemporary 
multiple. The Large Glass and related works 
(1967) mines his own archive of imagery 
and is closely related to the tradition of the 
livres-d‘artistes than his other printed and 
reproduced works.  

Other artist publications such as the Fluxus 
broadsheets (1964-1970) offered alternative 
methods of publication and distribution that 

were more about everyday life rather than 
the high culture of the art world. They were 
cheap, pulpy and playful—a cross between 
a calendar of events and performances, 
surrealist collage and supermarket catalogue.

Ed Ruscha uses diverse and eclectic imagery 
and materials such as baked beans instead 
of ink in the print Stews (1970), and was 
an important influence in the emerging 
conceptual art movement then in ascent 
internationally. This movement redefined art 
as a vehicle for ideas instead of focussing 
on an object’s formal qualities. Ruscha’s 
photos as published in his mass-produced, 
mass-distributed books like Every building 
on the Sunset Strip (1966) function more 
as evidence of the artwork than the work 
itself. Conceptualism’s interrogation of the 
unique object also plays out in Ian Burn’s 
Xerox book: Xerox structure  (1968)  which 
uses the anonymous nature of the then 
new technology of the photocopier to print 
in effect nothing—a piece of paper copied 
over and over until it disappeared into an inky 
black rectangle. 
 
 
 

I think every body should be a machine 
I think everybody should be like 
everybody
Is that what pop art is all about?
Yes. It’s liking things
And liking things is like being a machine?
Yes, because you do the same thing every 
time. You do it over and over again.1 

1.
Prints in the 1960s offered a way for artists 
to reproduce their work and disperse it 
to wider audiences—it was cheaper than 
an original work and the emergence of 
specialised print studios such as Gemini 
G.E.L. and ULAE (Universal Limited Art 
Editions) in the US and Kelpra Studios in 
the UK—made printing and printmakers 
accessible to more artists than ever before. 

The artists who were pushing the medium 
forward were part of the pop art movement 
both in the USA, Britain, Europe and 
Australia. Pop always had a foot in the mass 
produced world. Andy Warhol’s statement ‘I 
want to be a machine’2 is manifest within his 
print Hot dog bean (1969). Screenprinting, 
the medium of choice for most pop artists, 
has a singular crispness of delivery as  
well as a reputation for somehow being  
a strictly commercial medium, suitable for 
advertisements and billboards rather than 
high art. 

Artists based in London also had the distinct 
advantage of working with Chris Prater at 
Kelpra Studio, who was one of the most 
renowned printmakers of the period. Prater 
extended the medium’s technical capabilities 
and introduced artists to a technique  
perfect for what they were trying to achieve. 

1960s – 1970s

Multiplicity seeks to tell a story of 
printmaking over the past forty years. It 
is a survey of the production of prints and 
multiples that draws upon the strengths 
of two particular collections—it is neither 
exhaustive nor comprehensive. It is as much 
a history of what a contemporary collecting 
institution is—reflective of its time and the 
financial and logistical imperatives of its 
mission.

It is worth stating that both collections 
have different purposes. The Museum of 
Contemporary Art is in a sense the more 
traditional of the two—it is housed, cared 
for and displayed within a gallery setting 
whilst the University of Wollongong Art 
Collection is a dispersed collection spread 
across a multitude of campuses in NSW 
stretching from Bega to Sydney and is for 
the enjoyment, as well as the educational 
use, of staff, students and the wider 
communities of the Illawarra. 

Multiplicity is based on three periods but of 
course an artist’s work is not something that 
can be easily segmented into such digestible 
frameworks. It is demonstrative of the shift 
of prints and multiples from a fairly marginal 
and specialised position prior to the 1960s  
to point where it now holds a key position  
in contemporary practice. 
 

iNTroDucTioN
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PaTrick cauLFieLD

Quelques Poemes de Jules Laforgue 
(Some poems of Jules Laforgue) 
(detail)  1973  
bound book of 22 screenprints  
and 12 poems 
edition 48 of 2000 
from the French Edition ‘B’  
each page 40.5 x 35.5  
Museum of Contemporary Art, 
gift of Bill and Doina Ward, 1994 
© Patrick Caulfield, /DACS 
Licensed by VISCOPY, Sydney 2006
Photograph: Jenni Carter

r. b. kiTaj 

Home Truths  1967  
screenprint 
edition 32 of 70  
plate/sheet size: 56.5 x 90.8  
University of Wollongong Art  
Collection, donated by Dr Douglas Kagi 
under the Cultural Gifts Program, 2004 
© the artist

aNDy WarhoL 

Hot dog bean  1969 
screenprint 
edition 250 of 250 
sheet size: 88.9 x 58.4 
Museum of Contemporary Art, 
J W Power Bequest, purchased 1987 
© Andy Warhol Foundation, /ARS.
Licensed by VISCOPY, Sydney 2006 
Photograph: Jenni Carter
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1.
Q. Beuys, why do you make multiples?

Beuys: ...It’s like an antenna which is 
standing somewhere and with which one 
stays in touch…One person says: Yes 
I’ve got such a bottle. Another one has 
a wooden box and a third one says: I’ve 
heard something about political activities, 
and so all sorts of different concepts 
converge and that’s what I’m interested 
in, that a whole lot of concepts come 
together.5 

There is no simple definition of what a 
multiple is. In theory it is more sculptural 
than two-dimensional, can be mass 
produced but should be inexpensive and 
easy to acquire. Multiples slip somewhere 
between being an ‘art’ object and a cheap 
commodity. Joseph Beuys’ Plasterstein 
(1975) consists of three cobblestones and 
takes its cue from Duchamp’s readymades. 
Beuys found some mass-produced, 
handmade items, stamped and numbered 
them as part of an editioned set and then 
claimed them as a work of art. Katharina 
Fritsch’s Madonna (1982) and Gehirn (1987-
89) also function as found objects that 
have been modified through casting and 
repainting—in Duchampian terms, they 
could be defined as an ‘assisted readymade’. 

Robert Rauschenberg’s Sand (1974) fuses 
printmaking with more sculptural concerns. 
The work goes well beyond the notion of the 
print as an image on a flat ground and is an 
example of how far printmaking had come 
within an intense period of experimentation 
and development in the 1960s. Composed 
of layered silk and other fabrics, Sand is 

a tour de force of technique, especially in 
regards to editioning and registration. 

Artists who had been introduced to 
printmaking during the 1960s also began 
to undertake a more rigorous investigation 
into the methodology and production of 
printed work. Richard Hamilton’s Soft Blue 
Landscape (1979) and Soft Pink Landscape 
(1980) take as their subject matter 
advertising for toilet paper and heighten 
its pastoral context. Hamilton purposefully 
leaves in the registration marks, colour tests 
and experiments on the borders. British 
artist Tom Phillips’ Benches (1982) takes  
a postcard picture and then runs the image 
through a series of magnifications and 
degradations until the image is simplified to 
an abstraction of dots and colour—a colour 
parallel of Burn’s Xerox books from a decade 
earlier. 

2. 
Artists drawn to the tenets of conceptual art 
produced work closely aligned with Ruscha 
and Burn’s reproductive books of the 1960s. 
Tim Johnson’s artist’s books explore the 
art and magic in the everyday. Be an artist 
(c.1970s) in particular uncovers the moments 
of transcendence during Johnson’s time as 
a high school teacher. Produced after his 
heavily conceptual work of the early 1970s, 
Be an artist is a simplification of creativity 
down to its essence, not just in concept but 
also in the nature of its production—with 
cheap reproductions and simple binding.  

Perhaps the key component in artist’s books 
of this period was the wish to take them 
beyond the gallery and exhibiting context—
they were meant to be cheaply available 

and able to move into a variety of contexts. 
They represent an attempt to break down 
the gap between audience and artist and to 
challenge the hegemony of the gallery as the 
only space were art could happen. 

3. 
The Earthworks poster collective based 
at the Tin Sheds Art Workshop, University 
of Sydney, successfully sidestepped the 
galleries. The collective’s posters were a mix 
of conceptual art world savvy with a raw, 
punchy and direct quality and were meant to 
be posted on the street. It was created by a 
collective membership, many of whom had 
not gone to art school but were attracted 
to the Tin Sheds’ ratbag politic. Earthworks 
championed causes which were moving 
from the margins into mainstream political 
consciousness such as feminism, land 
rights, sexual equity, student activism and 
anti-capitalism. The idea of the ‘collective’ 
studio also broke down the conceit of the 
individual within the production of prints, 
exposing contemporary printmaking as 
more than an individual effort but as a truly 
collaborative medium. 

The works in Mulitplicity cover the 
beginnings of the poster movement from 
Earthworks through to later works from the 
1980s by Redback Graphix. The inclusion 
of these workshops is an attempt to place 
their production within a much broader 
aesthetic and conceptual framework that 
goes beyond their political and social 
histories. It is worth noting that the pop 
artists embraced screenprinting for the  
same reasons that the print and poster 
groups adopted it. Screenprinting was 
relatively cheap to produce, it related directly 

1970s – 1980s chiPs MackiNoLTy 

For the man who said life wasn’t 
meant to be easy – Make Life  
Impossible  1976  
screenprint 
plate/sheet size: 54 x 75  
Museum of Contemporary Art, gift  
of Julie Ewington, 2006  
© the artist  
Photograph: Jenni Carter
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to consumer society, it still held a stigma  
of being common and it could deliver image 
and colour that fused perfectly with cutting 
politics and satire. 

From 1979 to 1985 Redback Graphix was 
based in Wollongong, but unlike Earthworks 
it was modelled on a more business-like 
designer/client structure. A subtle but 
important shift led to Redback working on  
a variety of projects with unions, community 
groups, government departments and 
cultural institutions, such as Wollongong 
Out of Workers (W.O.W), Commonwealth 
Department of Health and the Combined 
Unions Against Racism.  

Other artists and printers moved into 
Indigenous communities as arts advisors and 
printmakers. This saw a more collaborative 
relationship develop with Aboriginal artists 
and print production. Works such as 
Ramingining Prints (1987) and Aboriginal 
Arts Board (1988) were some of the first 
examples of Aboriginal artists working 
directly and collaboratively in a print studio. 
We belong to the land… (1989) by Marrnyula 
Munnungur in particular anticipates the 
development of printmaking in Indigenous 
communities. 
 
 

 
 
 
 

MarrNyuLa MuNuNggurr 
(PriNTeD by aLisoN aLDer) 

We Belong to the land … 
(Feral Pigs)  1989 
screenprint 
not editioned 
plate size: 97 x 37 
sheet size: 101.7 x 38 
University of Wollongong Art 
Collection, purchased 2006 
© the artist

MichaeL caLLaghaN 

Q: If the unemployed are dole bludgers 
– what the fuck are the idle rich?  1979 
screenprint 
not editioned 
plate size: 70.5 x 82.7 
sheet size: 71.7 x 84.2 
University of Wollongong Art 
Collection, purchased 2006  
© the artist
Photograph: Jenni Carter
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what is art and where do you find it6

1. 
Recent contemporary practice has seen an 
increase in artists’ interest in working with 
the whole plethora of print and multiple 
production. The pluralism of postmodernism 
and the denigration of the barriers between 
high and low culture have given free reign to 
artist’s borrowing, appropriating and moving 
across stylistic, technical and aesthetic 
forms.

The ability for prints and multiples to reach 
beyond a specialised art audience and into 
the ‘real world’ still holds immense appeal 
for many contemporary artists. It also lends 
itself to being a vehicle for subversive 
politics. Jenny Holzer’s Truism and Survival 
golf balls perhaps do not get used as 
intended but it’s amusing to imagine that 
country club manners have been pricked by 
her truisms. The snowdomes of Fiona Hall 
similarly use an innocent looking object as 
a vehicle for a spiky political critique. Rising 
Tide (2000) depicts nuclear waste adrift 
in a coral sea with a tanker which has run 
aground while Lair (2004) has a top dog 
astride the White House—the devil’s in the 
detail with a shit soiling the scene and a 
rather playful wind up musical element of 
‘How much is that doggy in the window.’

Tea towels produced by Melbourne-
based Third Drawer Down bring art into 
a very humble domestic sphere. Working 
with Australian and international artists, 
Third Drawer Down’s slogan ‘what is art 
and where do you find it’6 is like a catch 
phrase for multiples’ ability to reach as 
wide an audience as possible. Utilising the 

unassuming tea towel, Third Drawer Down 
realises its potential by making a subversive 
entry into the domestic space. 

2.
It is appropriate that in terms of printmaking 
much of the most important and 
engaging work has again been done with 
screenprinting. After the ‘heroics’7 of the 
poster movement in the 1970s and 1980s 
screenprinting went into the doldrums. 
The amalgamation of art schools into the 
university sector, and the rise of better 
OH&S practices in print workshops in the 
1980s, led to the demise of the unsafe 
guerrilla tactics of a decade before and it has 
only recently been brought to the fore by a 
generation of artists inspired by the potential 
of screenprinting to deliver a political 
message as well as a high key colour hit. 

The work of Redhand Studio established in 
the late 1990s in Darwin signalled a return 
to this potent medium. Redhand exploited 
the unlimited potential of screenprinting as 
a collaborative social and political medium. 
Working in the sometimes lucrative trade  
in Indigenous printmaking, Redhand 
redirected some of the profits back into  
a grass roots movement, creating posters 
for bands, events, social causes and friends 
in much the same way as their forebears,  
Earthworks and Redback,did.

Works such as David Noonan’s Owl 
Wallpaper (2002-2003) demonstrate 
screenprinting’s potential as a serial 
medium, as well as being a homage of 
sorts to Andy Warhol’s Cow wallpaper of 
the 1960s. Noonan, who has worked in a 
diverse range of media from film, textiles, 

sculpture and multiples, shows a return by 
many contemporary artists to print studios. 
Other works in Multiplicity by artists such 
as Damien Hirst, Raymond Pettibon, David 
Shrigley and Louise Weaver are examples of 
printmaking’s ability to constantly re-invent 
itself for each new generation of artists.  

3.
The commercial printing world in the last ten 
years has thrown up a variety of challenges 
and opportunities to contemporary artists. 
As technology has improved, access to 
machinery has increased. In the 1960s 
when Ian Burn’s Xerox book was produced, 
photocopying was a relatively new medium. 
Since then photocopiers have become 
so obligatory as to appear old fashioned. 
Works like the series of handmade books 
titled Flaps (2002-2006) by Sydney artists 
Raquel Ormella and Regina Walter draw 
upon ‘zine culture and what is a photocopy 
‘tradition’ and fuse it with the artist’s book. 
Other works like the pamphlets and objects 
produced by the mythical Museum of 
Jurassic Technology, the N.U.C.A. collectible 
cards (2004) and Damien Hirst’s Home 
sweet home (1996) are examples of the link 
between commercial printmaking, cheaper 
print cost and the rise of prints and multiples 
in the contemporary period.

Works by Deborah Kelly employ an array 
of print media from stickers, postcards 
and downloadable pdf prints which can be 
inserted neatly into contemporary visual 
life so as to be almost at the point of 
disappearance as artworks. In a way they 
represent a sort of ‘endgame’ in prints and 
multiples. Completely accessible—at least 
to anyone with a computer and a modem—

1990s – To The PreseNT jeNNy hoLzer 

Survival pencils  1991 
12 graphite pencils with rubber 
and printed text in cardboard box 
edition unlimited 
19 x 0.7 diameter 
Museum of Contemporary Art, 
purchased 1994 

Truism and Survival golf balls  1994 
9 golf balls with letterpress text 
printed in black 
edition unlimited 
4 diameter each 
Museum of Contemporary Art, 
purchased 1995 

Survival condoms  1994 
rubber condoms in printed plastic 
edition unlimited 
Museum of Contemporary Art, 
purchased 1995 

© Jenny Holzer
Licensed by VISCOPY, Sydney 2006.
Photograph: Jenni Carter
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much of this web-based work bypasses the 
gallery system and in most instances the 
artwork is free. In terms of the ‘rules’ of 
printmaking this kind of work also throws 
up a series of questions that interrogate the 
very nature of the print, the multiple and 
the original work of art. Is the ‘print’ the 
outputted document or is it the pdf file itself? 
Is the matrix the file or the printer? 

A series of challenges and questions pre-
empted by Duchamp in an interview in 1965 
in many ways predicted this development in 
artistic practice:

New forms of life and new techniques are 
springing up. As for museums they’ll keep 
on collecting things, but they may store 
them on tape. You may be able to see an 
art show in Tokyo simply by pushing a 
button.8

Prints and multiples come in many guises. 
The inventiveness and imagination of artists 
will assure that they continue to flourish.

Glenn Barkley 
Curator
University of Wollongong
Art Collection
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N.u.c.a (NeTWork oF 
uN-coLLecTabLe arTisTs) 

N.U.C.A. collectable cards  2004 
offset lithograph and screenprint 
on card, plastic and bubble gum box
not editioned
14.5 x 20.5 x 11.5, cards 10 x 7.5 
University of Wollongong Art 
Collection, purchased 2005 
© the artists
See also website: 
http://uncollectables.net

raqueL orMeLLa 
aND regiNa WaLTer
 

From left to right:
Flaps #7 – Pets USA/Istanbul/Vienna 
Flaps #8 – What people are wearing in 
KELLERBERRIN 
Flaps #2 – Nicked 
Flaps #5 – FAUX FLAPS 
Flaps #6 – UGLY 
saddle stitched book, photocopy with 
hand colouring 
not editioned 
21 x 47 (closed) 
University of Wollongong Art 
Collection, purchased 2005 
© the artists

ThirD DraWer DoWN 
chicks oN sPeeD 

Girl Monster  2006 
screenprint and embroidery  
on linen tea towel 
edition 20 of 1000 
print size/sheet size: 70 x 50 
University of Wollongong Art 
Collection, purchased 2006 
© the artists and Third Drawer Down
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