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2! Rudolf Arnheim, 1974,0p.cit.,p.218: “Geometry tells us three dimensions suffice to
describe the shape of any solid and the locations of objects relative to one another at any given
moment...Psychologically we can say that although we move freely in space and time from the
beginning of consciousness ,the artist’s active grasp of these dimensions develops step by step,
in accordance with the law of differentiation.”

2 pid.
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2% Rudolf Arnheim,1974,0p.cit.,p.218.

2 VictorBurgin, In/Different Spaces: Places and Memory in Visual Culture, ( California :
University of California Press,1996 ) ,p.40.

25 hid..

26 Jacques Maguet,op.cit.,pp.273-275.

27 1bid.
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2 Jacques Maguet, op.cit.,pp.278-281.
20 Deleuze, op.cit., p.14.

2 \fictor Burgin,op.cit.,p.41.

2 |bid.,pp.112-113.
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%3 Carolyn M. Bloomer,op.cit.,p.134:

“ Liner perspective, however, represents a momentary view from a fixed point in space.
This freezing of a visua instant also contracts our experience of time as a phenomenon that
never halts, but instead marches inexorably onward. The contradiction presented by the
perspective picture, then, enables the viewer to do symbolically what he or she cannot do
actualy (except in memory or photographs) : stop time.”

24 |bid.p.143.
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%5 Rudolf Arnheim,1974,0p.cit.,p.112.
248 | bid.pp.295-296.
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24" Rudolf Arnheim,1974, op.cit.,p.298.
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1 Christophe Domino, Francis Bacon - painter of a dark vision, ( New York : Harry N.
AbramsInc., 1997) ,p.75:“ From street to room, from colorful field to interior architecture and
the objects that furnish it, Bacon always creates an encompassing space, an unstable universe,
with an ill-defined horizon, where the principal reference points are often in doubt : with the
loss, or rather unreliability, of such signposting, spaces become ambiguous, simultaneously
sheltering and menacing, and the only certainty lies in the overall movement of the paint and
the individual brushstrokes.”
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%2 Hugh Davies and Sally Yard, op.cit.,p.99.
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%3 Davies,1986,0p.cit.,p.29:“Calling to mind naked men locked away in
anonymous ,windless cells, this figure conveys the introspection, regression, and withdrawal
associated with prison or asylum inmates, the quintessential posture of man divested of
civilization.”

%4 bid.
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%% Michael Levey, Body Language, ( Art News,Summer,1990) ,p.150: “It is boldly and
nonnaturalistically carved out of interlocking shapes, which are colored nonnaturalistically, too.
This stage extends from the curving foreground to the gently jagged jigsaw pieces of bright
blue in the upper portion of the picture. These appear as much as banners or fragments of
stained glass as they do as sky. The figure’'s dominance is increased by the typical Baconian
device of being set in a caged filled with vertical and horizontal lines, with the effect of placing
Rawsthorne on display and isolating her from the “ street” behind.”
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#¢ Raman Selden, The Theory of Criticism: from Plato to the Present ,A Reader,
( Longman,London,1988) p.274.
»7 |bid.
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8 Raman Selden.op.cit.,p.274.

»° gylvester, 1993,0p.cit.p.56.”well, | think the difference is that an illustrational form
tells you through the intelligence immediately what the form is about, whereas a
non-illustrational form works first upon sensation and then slowly leaks back into the fact.”
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%0 Dawn Ades, Andrew Forge, op.cit.,p.10.
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%1 gylvester, 1993, op.cit.,p46 : ” ...One of the things about the Crucifixion is the very
fact that the central figure of Christ is raised into a very pronounced and isolated position,
which gives it, from a formal point of view, greater possibilities than having al the different
figures placed on the same level. The alteration of level is ,from my point of view, very
important. ”

%62 peppiatt, op.cit.p.99.
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%4 Dawn Ades, Andrew Forge,op.cit.,p.9.
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%5 Michel Foucault, The order of Things - An Archaeology of the Human Science, ( New
York : Vintage Books,1994 ) ,pp.4-5. “In appearance, thislocusis a simple one; a matter of pure
reciprocity : we arelooking at a picture in which the painter isin turn looking out at us. A mere
confrontation, eyes catching one another’s glance, direct looks superimposing themselves upon
one another as they cross. And yet this slender line of reciprocal visibility embraces a whole
complex network of uncertainties, exchanges, and feints...As soos as they place the spectator in
the field of their gaze, the painter’s eyes seize hold of him, force him to enter the picture, assign
him a place at once privileged and inescapable, levy their luminous and visible tribute from him,
and project it upon the inaccessible surface of the canvas within the picture.”
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%6 Andrés Mario Zerigén, (Art Journal, Summer,1995) ,p.87: “Though its figurative
realism promises a legibility denied by abstract painting, its lack of clear setting or narrative
disrupts the familiarity that the figures might otherwise provide. Furthermore, the violence
these figures suffer can be attributed to no agent, while the sterility they occupy robs them of
context.”

%7 Deleuze, op.cit., p.31.
%68 gylvester, 1993,0p.cit.p.56.”well, | think the difference is that an illustrational form

tells you through the intelligence immediately what the form is about, whereas a
non-illustrational form works first upon sensation and then slowly leaks back into the fact.”
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%° Dawn Ades, Andrew Forge, op.cit.,p.10.

20 gylvester, 2000, op.cit.,p.248: “ | think that the very great artist were not trying to
express themselves. They were trying to trap the fact, because, after all, artists are obsessed by
life and by certain things that obsess them that they want to record...”

2™t Farr,op.cit.,p.41.
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272 Selden, op.cit.,pp.35-36.
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2" Andrés Mario Zerigon,op.cit.p.88 : “..the ambiguous paint described by Sylvester
becomes a semiabstract blur that threatens to abdicate its place in representation and assert a
singular presence as pigment. According to Russell, Bacon's skill resides in his capacity to
position this blur on the boundary between representation and abstraction, alying “the
strongest possible dose of veritable reality to the strongest possible dose of inspired risk” Here,
in this narrow border region, Bacon distinguishes his art from straightforward representation ;
he prgduc& wholly unique and compelling images through a use of abstracting deformities.”

> |bid.
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%% Deleuze, op.cit., p.36.
" Deleuze,op.cit.,p.40. : "What | want to do is to distort the thing far beyond the
appearance ,but in the distortion to bring it back to arecording of the appearance.”
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279 M|chel Leiris, Francis Bacon ‘Full Face and in Profile, Rizzoli, New York,1988,p. 11.
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