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“8 Peppiatt, op.cit., p.19.
“ |bid.p.19: “ It was all rather ridiculous, my life was at school. But then, for some reason,

| had always known that life was ridiculous. Even as a child, | knew it was impossible and
futile, akind of charade. | was a complete fool—I could never learn anything—but a
sophisticated fool, and so | became a sort of clown and | got by because | amused the other
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boys. Inthe end | left Dean Close just before they asked to have me taken away.”

0 peppiatt, op.cit., pp.21-22.

L Jbid., p.3: “ | think artists stay much closer to their childhood than other people,... They
remain far more constant to those early sensations. Other people change completely, but artists
tend to stay the way they have been from the beginning.”
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> Peppiatt, op.cit.,p.23.
% |bid.,pp.23-25.
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6 Peppiatt, op.cit., p.26.

" Ibid.

% |bid., p.27.

* |bid., p.29 : "Berlin gave Bacon not only his first exposure to metropolitan vice and
what he called, with evident relish, ”emotional violence”, but also hisfirst taste of Continental
sophistication.”

% Jbid.
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61 Peppiatt, op.cit., p.30.

% |bid., pp.31-32.

6 Archimbaud, op.cit.,p32.

% Peppiatt, op.cit.,pp.33-34.

® David Sylvester, Looking back at Francis Bacon, (New York : Thames &Hudson,
2000, ) p.35.
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% Ppeppiatt, op.cit.,p.34: “Why he has fixated on this most fundamental expression, in
which man is indistinguishable from animal, he never cared to explain. But the cry
corresponded to the release of atension so deep within him that it became the prime focus of
his painting.”

" Ibid.,p.37.

% |bid.,pp.37-38.

* Ibid.

" Ibid.
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™ Peppiatt, op.cit., p.44.

2 1bid.

 1bid.

“ 1bid.

Ibid.: “The room-space, the sparsely decorated interior, was to provide the theatre for
nine-tenths of everything he painted ; and curtains, mirrors and tubular constructions remained
preferred devices for isolating his embattled figures and compounding their confusion.
Curioudly, it is asif his search for a subject that would satisfy his needs as a painter Bacon had
begun by defining the background—the interior in which he would later set his drama of
mid-century man caught in an animal awareness of his futility and despair.”
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" Peppiatt, op.cit.,p.45.

8 |bid.,p.47.

™ |bid.,p.51.

& |bid.,p.53.
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8 peppiatt, op.cit.,p.60.
8 |bid.,pp.62-63.
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8 Ppeppiatt, op.cit.,pp.58-59: “The only twentieth-century artist who fully captivated
Bacon was without doubt Picasso. The shock of recognition at the Galerie Rosenberg in Paris
not only set him on the road to becoming a painter, but continued to haunt him and to suggest
his way—and even aspects of his behaviour—for years to come. In artistic terms, Picasso was
Bacon's first and most important father figure. Bacon himself acknowledged the influence
uneguivocally.”

8 gylvester, 2000, op.cit.,p.15.

& Hugh Davies and Sally Yard, Francis Bacon, ( New York : Abbeville Press, 1986 ) ,p.12.
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8 peppiatt,op.cit.,pp.67-68: “ The difficulty with Mr. Francis Bacon is to know how far
his paintings and drawings -at the new Transition Gallery, in the basement of Sunderland House,
Curzon Street-may be regarded as artistic expression and how far as the mere unloading on
canvas and paper of what used to be called the subconscious mind. As the latter they are not of
much consequence-except by way of release to the artist. It is true that Mr. Bacon is an
interesting colourist, but then, colour isanatural gift, and not in itself evidence of artistic talent.
All art springs from unconscious, but it is only to be judged upon the results of conscious
formulation; it is not enough for amusical composer to make interesting noises; and Mr. Bacon
does not get beyond the creation of the uncouth shapes which are the common form of
dreams...”

& |bid.,p.68
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8 Peppiatt, op.cit.,p.68: “If Bacon was more wounded by the exhibition’s failure than he
would openly admit , it was sufficiently self-critical to realize that he had not yet managed to
make the artistic breakthrough that he wanted. His vision was too extreme to find expression
easily ; it required a specific language, and Bacon was still too much under the influence of
Picasso to be fully conscious of his own needs.”

8 Hugh Davies, Saly Yard,op.cit.,p.12:

“Crucifixion (1993) foreshadows the schematic articulation of space and isolation of the
figure that have persisted throughout Bacon's work: three lines radiate out from the figure,
crudely locating the form in space.”

46



L@ﬁmmﬁ,,ﬂwgﬁﬁﬁﬁﬁi'

C...]) _5"1’&'/'-‘/5’4 ’%mlfrrﬂ'\“ lﬁf*ﬁ?’\%@%%i%ﬁﬁﬁﬁf’l\l
B &4 f‘f' w0 v+ ‘fr%l’&}tiy DI - A ’.«'n-i-a}; IR A
BIRIF L o TAEF A - BAS LBBERN DR ME 0 Ry e

feite 4 P B g i2d o0

- e A E VRS [ g F (1 @O EL P58 (New Burlington
Galeries) #&E T [ES«'KJ;?F,IE A2 5 g (International  Surrealist
Exhibition ) o [ il iR J?FE'I%;E.\J " E cpf?kﬂj o Tixgly (Henry Moore)
(g o 377 (Paul Nash) A##[f1 e LIl (Herbert Read ) » it ifiuzh s ¢
([ O LET i (de Chirico) ~ 37| (Dai) ~ 2 (Emst) ~ B4 uA&ET
( Giacometti ) - RPW%(MQWQ e (Mirg) ~ #1403 iy rE
B~ AR R R o RS (Ronald Penrose) e HIFFITE: IR
GLCEE ﬁ%ﬁﬂn%i’%wﬂﬁﬁ@ﬁﬁﬁ41;@3%U$W
TR PRI e BT SR TR AL (R o
i A J*@i’THI%%ﬂ@%ﬁ@“%QUMHMmWamwu)
bﬂmMﬁﬂmmmmoﬂﬁw?ﬁﬁ%ﬁwmﬁﬂﬁﬁw’@%*%ﬁa

ﬁ ﬂpﬂﬁiﬁTﬁ%$¢_ﬂﬁ,%ﬁﬁﬂ:

% peppiatt, op.cit.,p.65: “..this powerful work by a massive human carcass strung up
against a horizontally divided gold-and —black ground, with its hands and feet cropped so as to
concentrate all attention on the torso. Here for the first time is a figure of full Baconian
fleshiness, with one of its flanks colored a dark bruised blue and cream, the other picked out in
red.”

> Ibid.,pp.70-71.
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%2 Archimbaud, op.cit.,p32 : ” ...As amatter of fact, my relationship with Surrealism is a
little complicated. | think that I’ ve been influenced by what the movement represented in terms
of revolt against the establishment, in politics, religion and the arts, but my pictures haven't
really shown any direct influence. Well, perhaps a little in my early work. Even in Painting of
1946. But in the end, my painting certainly has nothing to do with Surrealist painting. With
hindsight, one could say that those who turned down my work for the 1936 exhibition were
right. I'm not a Surrealist painter. ”
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Pepplatt op.cit., p.60.
® |bid.,p.71.
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% Peppiatt, op.cit.,p.71: “..Picasso’s influence on Bacon's work was much more obvious
than the ‘orthodox surrealism represented by Penrose himself or Nash in his lyrical
interpretations, and it is hardly surprising that, even then, Bacon was considered to be too
involgled with his own traumas and fascinations to be part of a general movement.’

" Ibid.

% Ibid.

® |bid.p.73.

100 gylvester, 1993, op.cit., p134:

“..it's certainly true that | can daydream for hours and pictures fall in just slides. But it
doesn’'t mean that the pictures that | finally end up with have anything to do with the paintings
that dropped into my mind. Because what | see is a marvelous painting. But how are you going
to make it? And, of course, as | don't know how to make it, | rely then on chance and accident
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making it for me.”
102 Dawn Ades, Andrew Forge, op.cit.,p.12.
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102 Rusall, op.cit.p.24: “...They have, once again, an element of day-dreaming ,but they
also have something that comes near to the surrealist practice of automatic writing. Bacon
would begin , that is to say, with one intention and would then be led by the nature of the mark
on the canvas to end up with quite another. The classic instance of this is the big Painting
1946 ..”

103 Rusall,op.cit.,p.24,p.30.

194 Ibid.,p.30.

195 peppiatt, op.cit.,p.75.
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1% Dennis Farr, Massimo Martino,op.cit., pp.21-22.
97 I bid.
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108 sylvester, 2000, op.cit., p.21.

1% Rusdll, op.cit., p.24: “Much in the Three Studies now seems to him, for instance, to be
arelatively direct and primitive adaptation of strange forms that he had memorized while
poring over photographs of animals. Animals in movement fascinate him especially: the
instantaneity of the photographs yields an alphabet of forms, neither wholly animals nor wholly
human, which somehow extends the alphabet of human forms. ”

10 penpiatt, op.cit.,p.86.
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11 peppiatt, op.cit.,pp.111-112.
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12 Hugh Davies and Sally Yard, op.cit.,p.19.
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3 Russell,op.cit.,p.172.

14 peppiatt, op.cit.,p.128: “The series showed that Bacon no longer needed sensational
subject-matter to create the intense emotion he wanted his images to transmit. He had found a
simpler, more effective means, which he was to develop and refine for the rest of hislife. All he
required, he had discovered in one fell swoop, was aface or figure, in avestigial setting, a cage
or a parted curtain. The rest, the most essential, lay in the manipulation of the infinitely
suggestive medium of oil paint. Here the connoisseur of human appearance began to come into
his own inimitable own. From these pictures on, all human movement and expression was to
become his province...”
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15 | awrence Gowing, Sam Hunter, op.cit.,p.15: “The cubicle reveals itself as a veritable
cube, of plate glass perhaps. The curtains of light, unless they are shadow, stream down like
glass rain round and through the box, drenching it more than ever. Suspended in it, the ironic
tassel now hangs against the nose between invisible unseeing eyes(which shadow and fate have
washed away)of a figure who is both a prisoner and a ruler, nothing less than a prince of the
church in aviolet stain cape, which evokes the biretta on his unseen head. Under the stain with
excruciating refinement he Wears white lace. The tassel teases or tortures him. With a huge
grimace, a popeis screaming.”

O IR 1950 £ i éﬁﬁgﬁzwﬁﬂm ek Bl P [
PGS lﬁﬁ*]‘eﬁ[{, » 1951 = £Pope 1) > 1952 Fl, <<Study for The Head of A Screaming
Pope) » 1953 & & I* mﬁ (Study For Portrait) » 1961 = — =3[+ ﬂJﬂ {Study For A Pope) -
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17 sylvester, 1993,0p.cit.p.24:

DS....Do you know why you constantly paint pictures which touch on religion?

FB: In the Popes it doesn’t come from an obsession with the photographs that 1 know of
Velasquez's Pope Innocent X.

DS: But why was it you chose the Pope?
FB: Because | think it is one of the greatest portraits that have ever been made, and |
became obsessed by it. | buy book after book with this illustration in it of the Velasquez Pope,

because it just haunts me, and it opens up all sorts of feelings and areas of—I was going to
say—imagination, even, in me.
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18 | awrence Gowing, Sam Hunter, op.cit.,p.16: “The subject of the enthroned pope was
inaugurated by Raphael and inherited by Titian and others before Velasquez took it up in the
customary form but with his own incomparable painterly resource. Bacon's picture gain their
momentum not only from the authority of the time-honored by vexing and victimizing the
paternal serenity of this—in every sense—father figure of the religious and artistic
establishment. ”

19 Hugh Davies and Sally Yard, op.cit.,p.27.
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120 Daniel Wheeler, Art since Mid-Century 1945 to the Present, ( New York : The Vendome
Press,1991) ,p.90: “In a further twist, how ever, he located what could have been a remote,
authoritarian figure in the immediate ,vulgar world by repeating the theme, with variations, in
almost cinematic segquence, as well as exploiting his virtuoso touch to veil or blur the image
somewhat like the tabloid photos of dictators whose snarling visages had offered prototypes for
both the Furies and the Popes.”

121 peppiatt, op.cit.,p.139.

22 |pid., p.42.
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123 peppiatt, op.cit.,p.42.

124 gylvester, 1993,0p.cit.,pp.30-31: “...they were an attempt to make a recording of
human motion-a dictionary, in a sense. And the thing of doing series may possibly have come
from looking at those books of Muybridge with the stages of a movement shown in separate
photographs. I've always had a book that’s influenced me very much called Positioning in
Radiography, with a lot of photographs showing the positioning of the body for the X-ray
photographs to be taken, and also the X-rays themselves.”
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15 gylvester, 1993,0p.cit., p.54..

126 |pid.,p.114: “Actually, Michelangelo and Muybridge are mixed up in my mind together,
and so | perhaps could learn about positions form from Michelangelo, and it would be very
difficult for me to disentangle the influence of Muybridge and the influence of Michelangelo.
But, of course, as most of my figures are taken from the male nude, |1 am sure that | have been
influenced by the fact that Michelangelo made the most voluptuous male nudes in the plastic

art.”
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128 peppiatt,op.cit.,p.199: “Francis Bacon’s reputation grew spectacularly during the

1960s, with the impetus given by the Tate retrospective accel erating throughout the decade. Not
only was his work shown prominently every year in major museums and galleries across the
world, but the public perception of him began to change subtly from morbid maverick to
‘modern master’.”
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129 peppiatt,op.cit.,p.214: “1 collect an enormous amount of paint, and | didn’t really mix
them...and | just threw the paint onto the canvas, as you can see; | threw on what | hoped to be
awave, and it did not make a wave. But there were lots of things about that | liked, so | turned
it into ajet of water.”

120 |bid.,p.47.

131 Jonathan Fineberg,, Art Since 1940 - Strategies of Being, (New York : Prentice Hall,
2000), p.147.
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132 peppiatt, op.cit.,p.304: “ That's just called the horror of growing old and having
everybody else dying round you likeflies. I've got nobody left to paint now except myself. ”
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