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%0 Richard Hertz & Norman M. Klein Ed., Twentieth Century Art Theory: Urbanism,
Politics, and Mass Culture, ( Englewood Cliffs, Prentice Hall - 1992) , I/*%% Carol Duncan,

“Virility and Domination in Early Twentieth Century Vanguard Painting”, pp. 216-234.
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%81 Richard Hertz & Norman M. Klein Ed..op.cit.,pp.216-234.
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%82 gylvester, 1993,0p.cit.,p.114: “But, of course, as most of my figures are taken from the
male nude, | am sure that | have been influenced by the fact that Michelangelo made the most
voluptuous male nude in the plastic arts.”
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%83 Richard Hertz & Norman M. Klein Ed, op.cit..,pp. 216-234.
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Ibid.
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%5 Richard Hertz & Norman M. Klein Ed, op.cit.,pp.216-234.
286 :
Ibid.
%7 |bid.,p.220: “...the artist reverses the relationship and stands above the supine woman.
Reduced to flesh, one sees an obedient animal. The artists, in asserting his own sexua will, has
annihilated all that is human in his opponent.”
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%2 Deleuze, op.cit., p.19: “The deformations the body undergoes are also the animal traits
of the head. This has nothing to do with a correspondence between animal forms and facial
forms. In fact, the face lost its form by being subjected to the techniques of rubbing and
brushing that disorganize it and make a head emerge in its place. The marks or traits of
animality are not animal forms but rather the spirits that haunt the wiped-off parts, that pull at
the head, individualizing and qualifying the head without a face.”
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2% Daniel Whedler,op.cit.,p.90: “But if the dazzlingly loose brushwork registers a
subjectivity characterized by the artist as his “exhilarated despair” ,it also restores a sense of
movement to action frozen by a high-speed camera, even in a painting realized with a grisaille
palette reflecting the cool, black-and-white objectivity of an early filmic source. Contributing to
the overall paradox of Two Figures is the platform-like bed set within a skeletonized stage
space, and arrangement that makes the protagonists seem isolated from the world at large, yet
tends to transform their secrets act into a public performance and viewer into voyeur.

%4 Michael Levey,op.cit.,p.151 : “If we speak of Bacon’s pursuit of the human body as an
obsession, it begins to sound portentous, if not cheerless or clinical. But in pouncing on a given
body, and in wrestling artistically with it, Bacon gains an immediacy splayed thighs are shapes
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transmuted not so awareness as fondly, with the absorbed, never-forgotten awareness that what
is passing into pigment on canvas was previously aluring flesh.”
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% gteve Pile, The body and the city - Psychoanalysis, space and subjectivity, ( New York :
Routledge, 1996 ) ,pp.97-98.

2% |bid..,p.100. “ Only rarely and under certain exceptional conditions is individual
psychology in a position to disregard the relations of this individual to others. In the
individual’s mutual life someone else is invariably involved, as a model, as an object, as a
helper, as an opponent ; and so from the very first individual psychology, in this extended but
entirely justifiable sense of the words, is at the same time socia psychology.”
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»7 Steve Pileop.cit.p.100.,: “ The boy sees the father as an obstacle to his desire for the
mother and wishes to dispose of the father and replace ham. ldentification, then, is
ambivalent : marking both tenderness and hostility.”

% |bid.,pp.111-112.

2 |pid.,p.112.
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30 |bid.,p.114. : “ For me, the point of rereading these myth is to see them as providing a
set of dilemmas for the mindful characters, rather than a rigid set of roles which people
mindlessly act through. Moreover, these myths describe specific constellations of relationship
both between people and between people and their social and spatial situation. ”
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%L Andrés Mario Zerigén, op.cit.,p.89: “.We see that Bacon’s repeated depiction of

love-making men expressing his openly gay identity. As for the cruel condition in which these
men and other figures are seemingly depicted, Sinclair tells us of Bacon’s professed interest in

sado-masochism.”
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%2 Andrés Mario Zerigén, op.cit.,p.89.
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304 Anthony Julius, Transgressions The Offences of Art, ( London : Thames and Hudson ,
2002) ,p.75.
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3% David Freedberg, The Power of Images, (Chicago and London : The University of
Chicago Press,1989) ,pp.161-162;

“ It is predicated on the view that since our minds are labile, meditation profitably
begins in concentration. By concentrating on physical images, the natural inclination of the
mind to wander is kept in check, and we ascend with increasing intensity to the spiritual and
emotional essence of that which is represented in material form before our eyes. ”

%% |bid.,p.163.

%7 |bid.,p.167.
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%% David Freedberg,op.cit.,p.169.
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31 David Freedberg, op.cit.,p.191:

“ ...we emphathize with an image because it has or shows a body like ourselves ; we feel
close to it because of its similarity to our own physique and that of our neighbors ; we suffer
with it because it bears the marks of suffering. The dead Christ rouses our grief al the more
because it shows death in terms and forms most of us know.”

32 Anthony Julius, op.cit.,p.75.
3 1hid.
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34 Anthony Juliusop.cit ,p.75.
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38 |bid.,p.76.

37 1bid.

18 |bid.
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39 Anthony Julius,op.cit.,p.76.
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%2 gylvester, 1993,0p.cit., p.14. :

“...You know the great Cimabue Crucifixion? | always think of that as an image-as a
worm crawling down the cross. | did try to make something of the feeling which I've
sometimes had from that picture of thisimage just moving, undulating down the cross.”

33 Anthony Julius,op.cit.,p.85.

34 gylvester, 1993,0p.cit.p.23. : “ I've aways been very moved by pictures about
daughterhouses and meat, and to me they belong very much to the whole thing of the
Crucifixion. There ve been extraordinary photographs which have been done of animals just
being taken up before they were slaughtered ; and the smell of death...it appears by these
photographs that they’re so aware of what is going to happen to them, they do everything to
attempt to escape. | think these pictures were very much based on that kind of thing, which to
meis very, very near thiswhole thing of the Crucifixion.”
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3% Anthony Julius, op.cit.,p.83.
36 1bid.: “ It isadisenchanted art, an art of subtraction : flayed bodies minus suffering.”

178



RSB = " TS SRR « Tl PRI
FERIE ™ A o ST R R R T o S
R R - (AR PR AR -
S W] TR ORL 1ot QORI  PRIER R T ] B
SRR P4 fEO B - B S R R
E’ﬁiw%QWW%ﬂmm@WWﬂﬁw@’mﬁﬁﬁ%*@ﬁ%W@
B ALY RF ~ AP S  o FT LROAR
WERLPATRIFO A BT > S RLE R BT B Y o AR -

FEHBPRARLL GRF RIS L hPR AP g
FETIRI TR P RARREY FR R PR
AR frB A eReT £ > LiF R F - B A D oA

Tod i o 328

SRR BT TRE S 9 T Tk
R4 R T S R g T RLEE
AR D K SR il R B 977 - oty
7% 2 IR TT e PEREORIEE S o DELThR] SH S
S HRE - A SRR PEBE

%7 |_awrence Gowing, Sam Hunter, op.cit.,p.32 : “ His abiding concern for theirrational is
evident in his imagery of the abnormal and the impaired, underscoring a dark view of a
humanity only partially evolved from an ignoble ,animal condition.”

38 |bid.,p.32: “ Flesh is for him the essential material of being and things, life's basic
substance. Paint becomes flesh in its color, texture, material density, and fluidity — avehicle
that serves desire and rekindles art historical and personal memory, alowing him to discover
the physical and spiritual particularity of a specific person.”
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32 peppiatt,op.cit.,p.69: “Having repeated on various occasions that he saw the
Crucifixion in term of a self-portrait, he did not elaborate on the astonishing implications of the
concept...Was he saying that his own existence felt like a crucifixion—that he had been singled
out to suffer, and that only by expressing the pain in the most highly charged fashion could he
convey what he felt most deeply about human life?”
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30 Russall, op.cit.,p.107: “Portraiture had a bad name in the 1960s. In the sitter, it was
known to appeal to states of mind—pride, envy, arrogance, and fear—which were universally
regarded as demeaning...Portraiture had all its old hazards without any of its old
prestige.People still felt, in a primitive, unjustifiable but quite irresistible wat, that a portrait
could deny and destroy them.”
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%! Russell, op.cit.p.107: “Portraiture had become a gamble in which you laid your
identity on the gamble-table and ended up as the loser.”
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e Stephen Frosh Identlty Crisis - Modern, Psychoanalysis and the Self, (London :
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38 Jacques Lacan, Ecrit: A Selection, (London : Tavistock,1977) ,pp.2-4
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30 Dawn Ades, Andrew Forge,op.cit.,p.47.

%1 |bid.,p.47.

32 Jacques Lacan,op.cit.,pp.19-22.

33 |bid.,p.9: “Thesis | : Aggressivity manifestsitself in an experience that is subjective by
its very constitution.”

187



FEPREG > AL P R I AR D
kaWﬁwﬁwﬁﬁgwwW%f%J%w*r@ﬂ¢“$”ﬁ”
&%ﬁ@%wkﬁﬁ“*%ﬂﬁwﬁﬁﬁﬁ’LW%{W' I
BRE I T B R e - 2 s EW’“
TIPSR AERRRLY YL o R B R
i Rl -

Fﬁ?ﬂf? MRS URNE ’ﬁ’?ﬂ}z@ﬁ@;’ﬁ: A SN L R e
FPI - FLARDEEF{fo- LY 2Pl @ g v
LM e g oreehe M BRI e g R R e R
g ﬁfﬁiﬁ%”‘“\@ﬁ?ﬁﬁ@v PR = PRI B 2 S ERRVRGE « o
o BESR PRLZ BT e | 2RIV T ) B (a separate being)
f fgllﬁﬁ‘;{jgln U B = SR u;{gjfiuuq\ﬂ_wﬁéﬂ (85 (98 pomk
Lo P i O VRHETE 12O R G BRI e
f]/ = EEH]E “*?Tﬁ]‘ k] Ei']f ﬁFI*S@? U RS T ﬁ'[%ﬁg‘,‘ﬁj\ e *}JE{@ETEJ[}EJ/
s FRps Bt Fre [0t Ty » PSRBTS0 T o
CRRE e RS ERIG R RS PR - IR
PRIV S P RS S TR o Rl TR R 1 |
Rl STHAVIS B L o pUE RS IIRERG o Y ERIPIE e R R

CESUSCESCEL

344 Jacques Lacan,op.cit,.p.10 : “Thesis Il : Aggressivity in experience is given to us as
intended aggression and as an image of corporal dislocation, and it is in such forms that it
showsiitself to be efficient.”
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