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Jack Tworkoy: Jag, 1969, B0 inches high.

on a piece of paper and drawing on a canvas.”' The kind of drawing
referred to here had occupied Tworkov beginning around 1956 and is
rclated to the kind Clement Greenberg had in mind when he wrote:
"It was under the tutelage of Monet's later art that these same young
Americans [ probably Still, Pollock, et al.] began to reject sculptural
drawing—"drawing-drawing’ [de Kooning is the unquestioned master
of this kind of drawing]| ...and turn instead to ‘area' drawing, ‘anti-
drawing' drawing."? Tworkov's “antidrawing” drawings consisted of
an all-over pattern of directional strokes of charcoal. The individual
lines built up into an only slightly uneven density to create a field-like
surface. Certain paintings of the same period were constructed with
the same evenness and density, but the introduction of contrasting
color passages mitigated the field qualityachieved in the drawings.
Paintings like Red Lake, 1958, and Héight, 1958-59, equivocate
between Tworkov's Cubist-oriented work and the opposition to
Cubism in the painting of Clyfford Still. Still had gone directly back
to late Impressionism in order to arrive at his painting of chromatic
zones, subverting the Cubist use of value contrasts. Tworkov, how-
ever, approached this “‘anti-Cubism™ only in his drawings, where,
limiting himself to the value aspect of color which he then evened
out, he was able to make a drawing which was all surface. It was later
suggested that in these drawings Tworkov “came perilously close to
making just an object.”* Jasper Johns, who also took his lead from
* Impressionism, was doing just that at the time. (It hardly seems
- ‘paradoxical now, as it once did, that Tworkov acquired one of
Johns’s earliest Flag paintings.)
. In 1967 Tworkov returned to the all-over drawings in an effort to

'close in"on them with color, rather than to translate them into color

she, had attempted to: do earlier. Since the charcoal .drawings

h the medmm itself had seemed to dictate; Tworkov bega.n by

Jag, 2, 1970, BO inches high.

d their objecttlike character by destroymg the value contrast J

with paint by eliminating all but the most subtle chromatic distinc-
tions. In the spare, enigmatic painting §§ P No. § Tworkovusedtwo &
colors of similar value, both mixtures of raw siena. The colors are
applied with the same even stroke of the drawings; one, a dark
yellowish pink, is applied asa “‘ground” (like the white of the paper),
and the other, a muted green, relates to the charcoal “foreground”
surface. This foreground area stops a few inches short of the edge of i
the canvas except at the bottom of the picture, but strokes of the

same color extend into the border. This blending of the two colorsin

the border, as well as the penetration of the foreground by: the
ground color, results in an image which fights to move up to the
surface plane. To increase the ambivalence implied by this remstance

to a single field, Tworkov delineated with a thin white line. ‘both the

frame within the frame and an approximately geometric shape

whose placement and drawmg conform with the diréction of the ..
all-over strokes, within the contained area. The destruction of both o
value and hue distinctions had put Tworkovtoo close toasmgle neld :
for his comfort; he needed to invent a device which would allow lu,m :
to reinstate both without relinquishing his position againsi ‘Cubist
drawing. At the same time he wanted to steer clear of. color. sed.f' :
exclusively as hue in order 1o, mamtam his xmprovmationelsurfaee il

The first step was to re-examine the charcoal dxawm s_._and aj

proach them from 3 different angle: By defmmon chercoel drawmg
cucumvents all but one aspect of color, that of \ralue,,precmely ha
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was, in part, made into a two-dimensional painting, and, in the same
" part, it was painted in its three-dimensionality.
Ryman's early works are small drawings and paintings with flat,
very late Cubist design. They are extremely delicate with edges and
inventive in their internal shapes. Ryman never shared the Minimalist
fear of losing oneself in monumental de Kooningstyle fussing. He
was enough at ease with his part in these works to use hissignature as
a compositional element. He wanted, first of all, to be there in the
work, not to crystallize a perfect expression or a perfectly beautiful
composition. There are two paintings from 1961 in which roughly
ten horizontal elements are placed in a central column reaching from
the upper to the lower edge. In the first of these he uses his signature
as the repeated element; in the second he uses a white brushstroke.
Soon after, he began to cover the entire surface with these brush-
strokes. All references to language were permitted to depart. Lan-
guage, which is conceptual, is likely to be fussy. Ryman can occupy
his paintings more directly with an act prior to language, verbal or
pictorial,
Ryman intends, fully, to paint. Thls mteﬂtlon as it is realized —can
_be described as either a concept or an ;act sustained by feeling.
However, it is so primary, so embedded in particular situations,
that—such is Ryman’s intensity—the Kantian distinction between
feeling and concept doesn’t appear. That distinction requires one to
be_isolated in the disinterestedness of the esthetic epddition, Bul
Ryman paints in a “‘space” prior to the languages which can enunci-
ate disinterest. One is fully interested here; the perceptions have a
special interest because these works return them to themselves illumi-
nated. By avoiding the Kantian divisiveness, Rymary'avoids the mod-
ernist abuse of Kantian esthetics, the subjugation of feecling to
concept.
Ryman is not a modernist. He is, though, a modern, The fullness
and ease of his intention, which shows in the openness and elegance
of his work, is drawn from his' modernity, his intense inhabitation of
' the modern “architecture.” He continues to paint because his for-
.| mat, the fﬁgdament'ally Cubist surface, keeps him in the urban space

. -and light. There are current modes which would take him away from
painting to reductionist sculpture, to Process and Information Art,
and to conceptualism. Buf to embark in those directions, all of them
leading at different speeds out of the present, would introduce
| divisiveness, and, ultimately, fussiness; he continues to paint in order
| .to stay in'the urban light of the present, and not to dissolve himself in
| /its.idealized future. His art is in the fullness and separateness of each
‘|- of his-acts. Fullness shows itself as specificity and includes a setting.
\'Ryman s s'ettings are the same rooms, in essence, which give him an
intention prior, even, to" his" intention to paint, and that is his
intention to inhabit without faltering.

Ryman inténds high quallty in his work, the unquantmably posi-

3 ; tﬁ;e \refslon of lns double negatwe “no fuss.” Hxs work succeeds in

the same drawmg—hke medium, Tworkov managed to r'
chromatic colors without implications of' __lll:usgry spgcp. _

controlling the surface without: abnndonmg the autograp
nf his pamtmg lt proudes the al.l-over brushslmke surf

e ‘ﬁt ntﬁl thc Constructi-
vist and Surrealist mentahues 85 Thc 1mportanbéof facture in_T

kov's recent paintings is not only Constructmst by type but also'by :
its use asimage: *1. The subject is the image itself. 2. The’ unage;‘;s not -} -
associative. 3. The image is premeditated-and dehberate and precmely A g
adjusted...” etc.® These schemata are not employed by Tworkov asa‘
means of removing himself from the process of pamtmg{as schcma’t' C
drawing was used by so many artists in the: *60s); but rathe: asithe
image which 'holds his painterly surface on the canvas’ plarie— B
functions precisely as the image from natyire. did~m late! Impteﬁ' ri‘
ism, where a decorative surface was kept from madmsasde
but rather as'a vejl for the image. By foltowing the. Imp
example and employmglmages denved from Const 'c;tms

illusionistic space of Cubism and a need
conceptual stmctm-e, whﬂe remaming






