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the subject of our time a revolt, a romanticism caused by and
in reaction to that contempt for individuality which seems 1o
be the result of the standardized society that exists everywhere?
But Tworkov is less interested in revolt than in his connected-
ness with others. Painting is linked with what came before,
and there is the fact of precedent. If one were completely free
one would not have to paint. The ideas one has in revolt are
shared by others in revolt. If a link is broken it is to find
oneself as strongly linked to another chain. The essence of
communication lies in how one is linked with another.

If the physiological function of dreaming is to permit the
sleeper to go on sleeping, so the function of painting for
Tworkov is one that permits him to go on painting and living,
and doing something different. When the painting is done, it
may be as forgotten as a dream that did not awaken the sleeper.
For instance, at the end of the painting, when asked what
colors were used in a certain place, he could not remember.

The subject here first appeared in a drawing made at Black
Mountain last summer. He did not choose the subject but he
came to know it. In mode it derived from a series of paintings
he made a year before on the theme of the Odyssey, where lie.
partly influenced by Futurism, showed figures in definitely
ambiguous space—f{rom more than one point of view at once.
As the figures began to develop. the subject tended to become
erotic, This is the internal origin of the subject and also the
origin of the turbulence of the form. There then begins a pull
between this origin on the one hand and aesthetic considerations
on the other, which set a direction toward non-objectivity.

Tworkov has no technique of procedure in any narrow sense.
The painting is not a partial or momentary record of the artist’s
experience. It represents not “emotion recollected in tranquil-
lity” but emotion recollected in the act of painting. Though
there are periods when the painting proceeds without a thought,
mostly it is correct 1o say that he is always thinking about paint-
ing while he is painting. The act is conscious.

Though the subject is erotic in a general way, the particular
form and the momentary form are mysterious to the artist in

Tworkov's glass palette [right] where colors are blended
before being mixed in a cup with varnish and oil.

proportion to how deeply he is involved in the process and un-
aware of what he is doing. There is a difference between erotic
symbol and erotic content. If the figure becomes too prominent
—if he allows the eve too easily to organize the figure—there
may be a tendency toward the pornographic. But a continual
play of shapes may actually be much closer to his real feeling.

For Tworkov, mind includes sensation and emotion, and
subjective material is not different from reality. It comes from
outside, from what is called the real world. His painting is
neither spontaneous nor automatic. He is not trying to be blind
to what goes on in the picture. His motivation is to give con-
crete expression to what he feels, He keeps several pictures
going, all with the same origin, and in this way finds the shapes
he wants that will say best what he wants to say. He observed:
“It is in the nature of painting that it sometimes takes its own

Four simultaneous versions

Tworkov discovers his subject through the act of paint-
ing; four separate versions [below] were made after his
now completed canvas [see next pagel was started in-
stead of before, a direct reversal of the nsual procedure,
Thus any one of these four might have become the fin
ished one, and may still be used for a new work later.




Tworkov paints a picture continued

bent. If something good happens, 1 don’t want to be blind 1o
it. But still painting is not to be considered a technique of
exploiting accidents.”

Tworkov believes in content, and the content is like a dream
if it becomes explicit, it tends to become language beyond this,
primitive and rudimentary. He likes neither the intimist nor
the aesthetic approach, nor the approach that wants to remove
more and more elements from painting—the puritanical ap-
proach found in an extreme avant-garde, which is opposed to
sex, to quality, to accident, to image, to object. In the latter
case what remains is that which is left in industrial design.
in architecture, in layout, in mathematics. “If you drain out
of art the passageway to the symbol or the dream, what would
remain would be anti-art.”

As he paints, while immersed in the process, involved in his
total curiosity about what he may discover as the true way
for the particular painting, sometimes the painting is “like a mud-
died pool, but sometimes it flashes back like a mirrored surface,
the secret vice, anguish or joy. It is here I hecome conscious of
the audience; something like panic seizes me when I think some-
one is looking over my shoulder and I try to stir the pool up
again, to destroy the reflecting surface.” This sequence can recur
again and again, and it is more or less a matter of control of
self-consciousness that decides the final outcome. The more
relentlessly objective he is with himself, the more triumphant
the picture. But when the ideal situation does mot happen,
that is, when the picture simply fails to come into existence,
then he begins to conjure with tricks out of his past experience,
using this kind of stroke, that kind of approach to line and
color, until the picture starts to “breathe,” Then instantly he
must abandon the devices he used and start searching for an
opening so that the picture will come to life, by itself, so to
speak, without any familiar device.-

The monochrome, first version [p. 31, extreme left]—as dis-
tinguished from the progressive stages in the development of
the picture (which are reproduced on this and the facing
page) —was not worked beyond a certain point. As a drawing on

canvas it looked unfinished, so e then painted it in black-and-
white, achieving a more solid result than if it had been left in
charcoal. There is some red in it, an accident of the brush which
hie chose to balance with another spot. The forms were consid-
ered ns relating to any part of the center. Arms could be con-
sidered as legs and vice-versa, There is no face because a face
has 100 much personality, and is too specific. The forms should
derive from a figure instead of referring to it In stage 1 [below],
begun before and continued after the above version, he wanted
to make the form and color more concrete, less a figure than
a suggestive form in itself. The problem was further 1o divide
the canvas in such a way that it would be set in motion, not
strung together in a series of pieces but having a unified, not too
nervous flow. He wanted to paint only where needed and to
incorporate large sections of unpainted canvas as if they were
painted too. In the first version [p. 31, extreme left] there were
many lines as well as a certain turbulence. The lines were
there as & means of organizing the shapes, and at first there
were no clear color shapes. Tworkov counts lines not as hor-
ders of things but as formal devices that can cross edges. And
when line is hot a contour, the picture empties out. He said,
“remove the lines and make n fuller picture.”” In a brimming
glass you do not notice the edges of the container. When shape
partakes of the quality of line, the painting becomes a drawing.
But line is used by the painter when the meaning is being lost:
he returns to line for clarification. As Tworkov sees it, “drawing
is a note that says, here T must work.” He tries line to see what
happens—in the end they may remain. But the whole history of
the painting remains apparent in any case, if only as unevenness
that lies under the surface layer. White is used as a way to paint
out. With white he decides how full or how sparse the canvas
should be, and the number of “events” or divisions. White is not

negative space; it has the dual purpose of counting either as
fullness or relative emptiness.

The function of color he considers to be for illumination and
richness, or as another means of drawing, to establish the places
of the parts. The colors are like instru- [Continued on page 72]
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Jack Tworkov: stages of
House of the Sun, 1952

The completed work, 45 by 50 inches, which
may be seen from any side, presents a figure
in perpetual movement like the swastika of
ancient man who saw the sun tumbling through
the sky on arms and legs. Five successive stages
[left]l, complex in #1, simplified in #2 by
veiling parts of the picture with white, swung
back and forth in the next stages between fig-
ure-idea and conceptions in which the figure
was temporarily lost, to be refound later,



Tworkov paints a picture continued from page 33

ments in an orchestra. They dissoci-
ate one form from anather. Reds echo
each other, and so with yellow, and
so with blue; but a parallel red and
blue have different directions in so
far as they have different qualities.
It is like two people whbo take the
same journey: the qualities of the
journey are as different as the in-
dividuals taking them. However,
though colors are individuals, they
must not be too individual, or they
will break the unity of the picture. ;

At the start, stage 1 [p. 32] of this
specific picture was tentative and
messy, so Tworkov painted a number
of separate versions [p. 311, reversing
the classical order of procedure by
beginning the painting before mak-
ing the studies. He felt that the idea
had been presented poorly. The see-
ond of these separate versions [p. 311
benefited from the work on the
painting, but became wispy. The
third such version [p. 31] was in red
lavender, all the vellows were green-
ich, the whites toward buff, and with
bare canvas. It had an undesirable
softness, The fourth version [p. 31]
was in primary colors: red, orange,
scarlet and blue, The greens derived
composition are like different chore-
ographies. Now Tworkov had many
doubts about the painting, that it was
cold and perfunctory, that it was too
calculated, that he was watching him-
self, that he was not taking chances.
In the beginning it was full of poten-
tialities, while now it had become
somewhat limited, his hopes for it
had not become realized. It needed
to be freed,

Three weeks later it had become
simpler and more painterly, He
could work on it only when he felt
good about ir. For two weeks he had
been on the verge of finishing it.
The reds became deeper, but as he
repainted it the stroke began to be
spoiled, so he scraped off and re-
painted the ground a pale grey,
which, for Tworkov, counts as white,
Then he went through a phase of
disregarding the subject. The pie-
ture tended to lose its meaning, and
he would start to look again for the
first impulse. And as he painted,
the picture grew denser so that the
whites got more and more the tex-
ture of something made out of mat-
ter instead of light, and color also
became material. He scraped off
parts that became less dense, and in
the painting they regained density.
He discovered that his original pur-
pose, to have the painting dense in
the center and less and less dense
toward the edges, did mot work:
when he insisted on it, it made the
painting empty, It seemed that this
was a prejudice to which he was
mistakenly trying to make the paint-
ing conform. '

The finished painting, which he
titled House of the Sun, took from
July to October to finish. It had a
balance of densities which could not
have been foreseen at the beginning.
It was not made of an accumulation
of strokes but of desizned strokes.
The strokes had direction and shape.
In realistic painting the surface is
simpler. And where there is no given
subject, where even the subject must
be invented, there is nothing out-
side the painter, no reference in the
objective world that determines his
solutions for him. To carry through
such a painting is difficult in the
same way that it is difficult for a
child to bring himself up according
to moral standards without parental
guidance. When such a painting

from cerulean mixed with white,
painted over yellow, This last had
freshness and pathos, a kind of
helplessness, as if full of unrealized
or unconscious discoveries, the impli-
cations of which were not yet known.
As reproduced, it had been painted
over with white until the parts
separated from each other, and was
in an advanced stage of remoteness
from the original subject. Twoerkov
said this version might foreshadow
the next picture he would paint after
he had completed the painting here
reproduced in color. It exemplifies
what happens when the formal idea
takes over, and was uzeful as & source
of ideas for the original painting.
Benefiting by these discoveries, he
went hack to the original canvas and
made it flatter, as seen in stage 2 of
the present painting [p. 32]. He
scraped it and painted it over with
off-white, which served to integrate
it hetter and gave it a surface like
polished chalk.

All these different pictures, painted
from the same impulse, can be com-
pared to different dances done to the
same piece of musie. The musie is the
idea, and the different variations of

comes off, hawever, it has enormous
clarity. It leans on nothing else.
“The subject,” said Tworkov, “stays
with me from start to finish.” He
thinks that his next pictures will
not have clearly defined elements of
color, It is a relief to work on a
painting with color that exists inde-
pendently. In House of the Sun, color
exists as the colors of the parts.

Tworkov does a lot of painting
with a knife. His brushes are very
good quality, and he keeps them
clean and soft. He uses 2-inch
camel's hair brushes with 5%-inch
handles, for blending or for strok-
ing—if he wants the stroke to ap-
pear to be in a certain direction,
or if he wants a stroke to move
across an abrupt change of hue. This
can be done on a thickish, not-yet-dry
impasto, He also uses 3-inch wide,
2inch long ox hair hrushes, l-inch
wide by Z-inch long bristle varnish
brushes, regolar flat bristle brushes
and a few sable brights 3% or %
inches in diameter. He keeps them
in a can of varnalene just above the
bottom of which is a screen of hard-
ware cloth against which he rubs
off the paint, which then settles to
the bottom below the screen. He
learned this from Edwin Dickinson,
His colors are Cremnitz white and
all the brightest reds, blues and
yellows, He uses almost no dull col-
ors because they can be mixed, ex-
cept for raw sienna and yellow
acher to give warmth to Mars black
which has the advantage of drying
quicker and more evenly than ecar-
bon blacks, The colors on his glass-
topped painting table are all “the
cadmiums, scarlet lake, ponsol pink,
manganese, cerulean, cobalt, ultra-
marine and thalo blue, and Mars
black. He uses little cadmimm orange
and little green. His medium is &
mixture of one part of stand oil to
twp parts of damar varnish and two
parts of oil of gum turpentine. He
dissalves areas to be removed with
Glyptal thinner, and adds Glyptal in
small quantities to the paint to make
it dry faster, His canvas, 45 by 50
inches, was tacked to a wallboard
easel until it was done, =0 that it
would have a firm backing in case
he wanted to scrape off at any time,
and when it was finished it was
mounted on stretchers, which Twor-
kov makes himself,
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