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Yehiel Shemi

Born in Haifa, 1922

Lived and worked in New York, 1945-48

Lived and worked in Paris, 1959-61

Awarded the Dizengoff Prize, 1954

Awarded the Israel Museum Sandberg Prize, 1981
Lives in Kibbutz Cabri

1979 0”0 20x180x64 5111 Il manr ppw Ynom
Yehiel Shemi, “Syllables I, steel, 20X180X64 cm., 1979
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Igal Tumarkin, “Matera”, 7 plate photo-etching and drypoint, 56X76 ¢m., 1979
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igal Tumarkin, “Matera”, 3 plate photo-etching and drypoint, 56X76 cm,, 1979
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lgal Tumarkin

Born in Dresden, Germany, 1933

Immigrated to Israel, 1935

Studied with the sculptor Rudi Lehman, 1952-54
Worked as assistant stage designer for the

Berliner Ensemble, 1955-57

Awarded the Israel Museum Sandberg Prize, 1968
Lives in Tel Aviv
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1983
Igal Tumarkin, “Ho Artzi Moladeti”, earth, straw, iron and cloth,

22X111X100 cm., 1983
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Tamara Rikman

Born in Tel-Aviv, 1934

Graduated from the Boston Museum School, 1962
Studied in Rome and Paris, 1962-64

Awarded the Jerusalem Prize for Sculpture, 1975
Lives in Jerusalem

1981 0D 43x62 ,NYP MNYWI LIND 1 MNOPN NODINN PP NN
Tamara Rikman, “Augusta Victoria”, hard ground etching, 43X62 cm., 1981
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1981 0D 39%76 ,NYP MIYW3 VOINN 7112”7 BP 1IN 1981 ,5%13 'n 4x4 HTNa qua JpsY OAT PP NN
Tamara Rikman, “Cabri”, hard ground etching, 39X76 cm., 1981 Tamara Rikman, model for landscape sculpture sized 4X4 m_, steel, 1981
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Michael Gitlin

Born in South Africa, 1943

Immigrated to Israel, 1948

Studied at the Bezalel Academy of Art
and the Hebrew University, 1963-67
Studied at Pratt Institute, New York, 1972
Lives in Jerusalem and New York

1982 ;M0 67x90 , ANV NUIVNPNY N7 MYYL VNN, PIV) ININD
Michael Gitlin, soft ground and sugar lift etching, 67X90 cm., 1982

1983 ,N"D 40x17x85 ,NINN Sy NANYND NPV L PYYA NP
Michael Gitlin, mixed media on metal, 40X17X85 cm., 1983
1982 ,n"D 67%x90 IV NLPUNPNI NI MYV VNN, POV INDD
Michael Gitlin, soft ground and sugar lift etching, 67X90 cm., 1982
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Tamara Rikman'’s etchings are a surprising contrast
to her sculpture. A result of the minimal aesthetic,
Rikman’s sculpture is based on clear forms and
industrial materials such as stainless steel. Her
etchings, on the other hand, are based on a personal
line in which her nervous handwriting and
spontaneity play central roles. The link between
Rikman the sculptress and Rikman the etcher is her
preoccupation with landscape. Her sculptures are
either formalized scenes of landscape or geometric
objects to be placed in a real landscape. Her etchings
are direct impressions of landscape, descriptions of
fluid environments yearning for the stability of a
sculptural object. Rikman goes along with her
materials and uses chance to enhance the impulsive
quality of her etchings. She cuts her plates with
metal-cutters which leave rough and irregular edges;
she draws through a brittle layer of asphiat which
lifts off and allows the acid to false bite; she uses
highly concentrated acid which etches violently and is
extremely difficult to control. The results of these
aggressive processes are energetic etchings which
complement, by way of contrast, Rikman's cool and
premeditated sculpture.

The conceptual 1970s saw Michael Gitlin at the
junction of painting and sculpture, making work
which intersected the issues of painted surface and
real space. Voluntarily accepting the limitations of a
closed system, Gitlin used a defined framework of
concrete materials (such as standard plywood sheets)
to give meaning to his vocabulary of physical actions:
Cutting, shifting, positioning. Based on the dissection
of a whole and the displacement of its parts, Gitlin's
strategy could be applied in different media. In*his
prints of the period Gitlin's point of departure was the
actual etching plate, out of which he cut sections,
shifted and repositioned them. The rearranged plates
were then rolled up in black ink and printed, resulting
in a tense visual composition. Yet the real meaning of
these works comes from our mental awareness of
the physical process which created them. Although
we know the plate has been irreversibly altered we
wish to reconstruct the whole by returning the
dislocated sections to their original place. These
concrete prints are manifestations of the minimalist
ethic which attributes meaning only to actions
performed within a defined system of material and
process. In his recent work Gitlin has deviated from
the systemic formula and has moved towards
sculpture which leans more on the artist’s sensibility.
This change is reflected in his latest etchings which
show more flexibility and invention. In these prints
the artist explores two-dimensional possibilities of
describing relationships of volume. Gitlin resorts to
devices hitherto taboo to him: lllusionary line
drawings and sensual brushstrokes.




The beginning of etching can be traced to the work of
15th century armourers who were engraving designs
on metal long before the first engravings were
printed on paper. Perhaps the process of printing on
paper evolved out of a need to record a design
engraved on a plate of armour. The most recent
etchings by Yehiel Shemi seem to echo the work of
those 15th century armourers; his etchings are, in a
sense, recordings of armour engravings. Using plates
of the same steel he employs in his welded sculpture,
Shemi etches drawings on them which look like
preparatory sketches for sculpture. This is a form of
preservation: The acid fixes The drawings in steel and
each print pulled from the steel plates is a permanent
record of a sculptural idea. This combination of
impromptu drawing and durable material becomes
the subject of Shemi’s prints. In his sculpture Shemi
applies a constructivist language of material and
space, juxtopositioning areas of weight and breath.
His etchings are based on a similar syntax: The raw
steel plates have a prominent material presence
while the semi-illusionary drawings are depictions of
space. Experiencing sculpture is a process of
comparison in real time; we surround the three-
dimensional sculpture, move in and through its
volumes. In his etchings Shemi offers us a two-
dimensional model of this sculptural experience: One
surface which simultaneously contains the sensations
of material and space.

Igal Tumarkin’s sculpture is based on a forceful
combination of disparate elements. Tumarkin is a
traveller through culture. Along his way he lifts
elements from their natural environment and fuses
them into one expressionist assemblage. Using
casting and welding as his means of bonding,
Tumarkin imposes a new order on his abducted
elements. When making etchings Tumarkin follows a
similar additive process. His final images are printed
assemblages of separate plates combined side by side
and on top of each other. The different plates contain
photographic images of locations, structures and
other phenomena observed by the artist on his
travels. To these plates he adds his personal
commentary, treating them as sculptura! material to
be cut, folded and engraved. Finally the plates are
inked, assembled on the bed of a press, run through
and imprinted on paper. The pressure of the press
fuses the separate plates into one physical unit. Thus,
in his etchings, Tumarkin exchanges casting and
welding for pressing, using the force of the etching
press as a means of combining disparate elements.
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Etchings by Sculptors: Physical Printmaking
Larry Abramson

Sculpture, especially large scale and outdoor
sculpture, cannot be made in private behind closed
studio doors. The sculptor, whatever his choice of
materials and processes, is almost always dependent
upon the cooperation of expert technicians, be they
welders, casters or stone-cutters. The sculptor’s
entire creative process is shaped by this dependence
on a group effort; he must learn to delegate
responsibility, listen to critical feedback and adjust his
ideas to the possibilities of his crew.

In this sense making sculpture and making prints are
similar processes. Printmaking too is a medium in
which a coordinated group effort is essential and the
best results are achieved by those artists who
cooperate with their printers. For the sculptor,
accustomed to working in a group, cooperating with a
printer is routine. He is able to take full advantage of
the printer’s technical knowledge, listen to advice and
hand out instructions. The sculptor in a print
workshop is like a fish in water and printmaking is a
natural choice for him.

Etching is another natural choice for the sculptor. The
creation of an etching plate is a physical process of
manipulation of material: Cutting metal, etching and
engraving it. The printed image is also physical: The
plate is embossed in paper and its intaglio lines
become full-bodied relief on the paper’s surface.
These physical qualities make etching, of all the
printmaking techniques, the most “‘sculptural”.




contention that the print medium forms a logical
extension, indeed a meaningful enhancement, of
what drawing offers in this particular sense. A
sculptor’s drawing is just a preliminary stage in a
process encompassing both individual creation and a
collaborative (often industrial) construction. The print,
however, being a result of a collaborative effort
between artist and printer (in the context of some
form or another of mechanical reproduction),
incorporates the whole process. Thus a parallel may
be drawn between the making of a print and the
manufacturing of a sculpture (or the construction of
an environmental work) in terms of the processes
involved and their collaborative nature. Furthermore,
the sculptor may find the print medium a dynamic
vehicle for the dissemination on a public scale of the
ideas and processes underlying his work, to
complement the more static and isolated aspect
revealed to the public by the sculptural work itself.

What is left to us now is to consider the applicability
of all these considerations to the particular print
medium displayed in this exhibition. We may begin by
noting that the intaglio technique, more than any
other print medium exhibits the evolution of the print
through successive actions in a dynamic process in
which take part the metal of the plate, acid, burin,
burnisher or scraper, and the paper receiving the
impression. Indeed, S.W. Hayter, an innovative
printmaker and a relentless promulgator of the art of
the print, draws an analogy between engraving or
scraping and burnishing, and the carving or modelling
done by a sculptor.2 Further extending this analogy, it
might be pointed out that there are printmakers who
will use the plate as sculptural material, hammering,
denting or cutting it in order to produce a print with a
tactile surface raised like a bas-relief. As often is the
case, such devices, when serving no aesthetic or
stylistic orientation, may end up being all effect and
no substance. Yet, as the present exhibition attests, a
print may not need such obvious “sculptural’ effects
in order to convey a sculptor’s perception. Clearly, the
wide range of visual effects offered by the intaglio
print or etching meaningfully answers the present
concerns of artists. The modernist impulse is
generally characterized by the replacement of the
traditional illusionistic devices for representing the
visible world with others generating an autonomous
space of art defined and manipulated by abstract

structures and formal relations. Sculptors such as
Yehiel Shemi and Michael Gitlin may define this
space (in their case we may be well justified in
referring to it as sculptural space) through the
manipulation of geometric (or closely geometric)
forms and of the textures of etching and aquatint.
Acting in his printmaking as a conceptual
environmentalist, Igal Tumarkin modifies a landscape
photograph by fragmenting it as a photo-etching on
the plate. He then overlays it with his vigorous
expressionist calligraphy, thereby transforming the
illusionistic space of the photograph into an extension
of the surface of the plate, thus redefining it as an
autonomous sculptural space. Similarly, Tamara
Rikman generates the space of art through the
dynamic action of the hand on the plate and the
resulting successive layers of etched lines. Her work
too hovers between the independent abstract space
of art and the illusionistic illustration of a landscape
which is waiting to be transformed by the
introduction into it of some sculptural structure.

Notes

' Bernice Rose, Drawing Now (New York: The
Museum of Modern Art, 1976), p. 56

2 S.W. Hayter, About Prints (London: Oxford
University Press, 1975), pp. 30, 36.




Etchings by Sculptors: The Modernist Perspective
Dr. Haim Finkelstein

The sculptor’s situation in the intaglio workshop is
uniguely capable of putting into high relief several
important issues concerning the confluence of these
two media in contemporary art. While my aim is to
explore this meeting in terms of the main concerns of
modernism, | am hardly able to refrain — even in
such a brief essay — from placing it within a certain
historical perspective.

Printmaking after Durer, Rembrandt or Callot
generally played a subordinate role as an adjunct to
painting and sculpture, a medium well suited for
illustration and mass reproduction of works done in
other media. Goya, of course, proves to be an
exception to the rule. During the second half of the
19th century the original print came into its own
through the efforts of artists working primarily in
other media. Those were generally painters who
found lithography a print medium closely allied — in
manner of execution and in visual texture alike — to
painting or drawing. In the last decade of the 19th
century such artists as Toulouse-Lautrec or Pierre
Bonard started to explore the stylistic potential of
lithography for the expression of the modern spirit.
Gauguin and, later, the German Expressionists
adapted the traditional woodcut to their expressive
ends, while a decade or two later Picasso and
Matisse explored with great virtuosity the medium of
pure line etching. These are just few of the names
that would figure in any history of modern
printmaking; yet were we to make a more extensive
list, it would still be glaringly apparent that in these
developments sculptors (or artists working primarily in
this medium) played at first a somewhat less decisive
role. One may, of course, point out some notable
contributions by sculptors: Such would be Maillol's
many woodcut illustrations for classical texts which
restate his central theme of the female figure, or
Ernst Barlach’s woodcuts and lithographs which
parallel in their primitivized medievalism the
expressiveness of his sculptural work. Closer to our
time comes Alberto Giacometti who has recreated in
his lithographs and etchings the attenuated heads
and spindly figures of his sculptural work (although,
by the same token, these prints also extend the linear
and obviously graphic texture of his paintings). Henry
Moore too is known to be a prolific printmaker. His

graphic work serves as an evocation or illustration of
his sculptural themes as well as an extension into
another medium of his thoughts about form.

The situation changes quite radically in the early
1960s, as more and more painters and sculptors alike
turn with a growing interest to the print medium.
This trend is particularly discernible in the United
States (less so perhaps in Europe); it is also
applicable to an appreciable extent to the more recent
Israeli art scene. Artists experimenting with geometric
abstraction discovered in various print media
(silkscreen, for instance) solutions to the problems
they encountered in their painting and sculpture.

Other artists who were concerned with the
objecthood of the work of art and the exploration of
objects as images that are coextensive with the
artwork itself (e.g. Jasper Johns and Andy Warhol,
etc.), showed interest in the print’s intrinsic potential
for serial representation in which minute changes or
some form of progression enhanced the experience of
the object/artwork. This aspect of printmaking may
also be linked to the serial or systemic nature of
much of Minimalist painting and sculpture.

In as far as sculpture is concerned, it may be useful
to relate these developments to parallel trends in
drawing. As noted by Bernice Rose,! during the
1960s Minimal sculptors began to have their works
constructed by industrial means. Thus it became
necessary for them to use drawings as aids to a
visualization of the work and as sketches or
diagrams, with measurements and instructions, to be
used by the fabricator. These artists often ended by
“‘appreciating the activity of drawing for its own
sake,” their drawings and diagrams attaining the
status of art objects coveted by their public. Similarly,
environmental artists like Smithson and Christo made
drawings documenting projects for environmental art
which often served as substitutes for works that
could not be executed. The ascendancy of all these
drawings as art objects implies that the idea itself
becomes art. In other words, keeping in mind the
place occupied by the drawing within the artistic
system generating it, the drawing might be said to
subsume both idea and the projected process of
creation as its underlying conceptual basis.

Our concern, however, is with prints, and it is my
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Over the years at the Workshop we have noticed the differences of
approach between sculptors and other artists. The sculptors’ special
attitude to material and their three-dimensional approach forced us
to adopt appropriate conceptual and technical procedures. Working
together with sculptors has contributed to the Workshop’s standards
of execution and professional reputation. The artists represented in
this exhibition are one group out of many which create at the
Workshop and whose work is the inspiration for exhibitions held at
the Workshop gallery. “Etchings by Sculptors” is being launched
with a special sense of satisfaction, as it was produced in
cooperation with the Ben Gurion University of the Negev, where it
will be exhibited at the new Avraham Baron Art Gallery.

Arik Kilemnik
Director,

Jerusalem Print Workshop

The Jerusalem Print Workshop, founded by the Jerusalem Artists’
Association and the Friends of the Artists’ Association, is a center for the
graphic arts in Israel. With its core of excellent master etchers,
lithographers, woodcutters and screenprinters the Workshop enables artists
to create high quality original prints. The Workshop offers a variety of study
programs and holds special printmaking exhibitions.

Avraham Baron Art Gallery at Ben-Gurion University of the Negev was
inaugurated in May 1983 with the exhibition “The Negev in Israeli Art.”
The Gallery strives to expose the student and regional population to the
best in Israeli art.
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