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% Susan Compton ed, British Art in the 20" Century: The Modern Movement,
(London : Royal Academy of Arts, Munich : Prestel-Verlag, 1986 ) , p.73.

* Ibid.

> Amy Dempsey ed, Styles Schools and Movements - An Encyclopaedic Guide to
Modern Art ( London : Thames and Hudson, 2002 ) ,p.176.

® David Sylvester, The Brutality of Fact - Interviews with Francis Bacon ( New
York : Thames and Hudson, 1993,0p.cit., p.133:

“I think of life as meaningless; but we give it meaning during our existence. We
create certain attitudes which give it a meaning while we exist, though they in
themselves are meaningless.”
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" Dennis Farr, op.cit.,p.8: “Mindful of the senseless drift of life proposed by the
frame of Existentialism, and alert to the brutality exposed in the Second World War,
Bacon was unflinching in his confrontation with the shrill evidence at hand.”

8 |bid. “People always seem to think that in my paintings I’ m trying to put across
a feeling of suffering and the ferocity of life, but | don’t think of it at all in that way,
just existence itself as one goes between birth and death. It’s not that | want to
emphasize that side of things—but | suppose that if you're trying to work as near to
your nervous system as you can, that's what automatically comes out....Life...is just
filled, really, with suffering and despair.”
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12 Amy Dempsey, op.cit ., pp.176-178.

13 Lawrence Gowing, Sam Hunter, Francis Bacon, ( Washington, D.C. :
Smithsonian Institution, 1989 ) ,p.27:

“ Bacon cannot be readily categorized as an artist who fits neatly the traditional
stylistic distinctions or matches the identities that have so often been reserved for him,
among them, a hallucinatory realism and specialized aspects of Surrealism and
Expressionism. He has been perceived, at least by the casual public, as a sensational
trafficker in obscenely horrific imagery of the mutilated human form, which in turn
generates an association with some of the more distressing historical episodes of the
twentieth century and with the plight of the individual today who has, at least in
contemporary literature, experienced life as basically “ absurd”. ”
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> Dennis Farr, op.cit. p 27.

' |bid.,pp.27-28: “A degree of stability—a fixed place of work and some
semblance of a working routine—is of course essential to any sustained creativity. for
painters it is especially important, since their work depends so much on light,
space ,and having a specific range of materials to hand. How Bacon managed to work
at all within this pattern of constant migration is as central and mysterious a question
as how he produced a steady flow of painting even when—one might say, especially
when—his private life was at its most chaotic and dissolute. One reason, quite clearly,
was that for all his apparent waywardness, Bacon possessed an exceptionally strong
sense of purpose.”
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Visual Arts edited by Philip Alperson, ( New York: Oxford University
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of rational proportion was there.”
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2 Frances Spalding, British Art Since 1900, ( London : Thames and
Hudson,1986 ) ,p.143:

“They have concentrated on the human figure found, often alone, in a bare interior,
neither diminished nor enhanced by the kind of data which, suggesting social or
professional rank, would distract from the raw facts of existence. ”
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2L Michel Archimbaud, Francis Bacon in Conversation with Michel Archimbaud.
(London : Phaidon,1993) ,p.171: “The important thing for a painter is to paint and
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22 Michael Peppiatt, Francis Bacon - Anatomy of an Enigma ( New York : Farrar,

Straus and Giroux, 1997 ) ,p. xvii : “It would take a Proust to tell the story of my life.”
% |bid.,p. xviii: The enigma that he sought in his work surrounded him like a
protective cloak, allowing him repeatedly to break the mould of accepted thought and
accepted behaviour.”
2 1pid.
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% Gilles Deleuze, Francis Bacon - The Logic of Sensation,( Minnesota: University
of Minnesota Press,2003) , p.viii.
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" Ibid., p.viii-ix.
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%8 Meyer Schapiro, Style ,1953 Donald Preziosi edited, The art of art
history: A critical anthology, ( New York : Oxford Uni. Press, 1998 ) , pp.143-163:

“He studies its inner correspondences its life-history, and the problems of its
formation and change. He, too, uses style as a criterion of the date and place of origin
of works, and as a mean of tracing relationships between schools of art. But the style s,
above all, a system of forms with a quality and a meaningful expression through which
the personality of the artist and the broad outlook of a group are visible.”
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29 Mark Roskill, The Interpretation of Pictures, ( U.S.A : The Massachusetts
Press,1989 ) ,p.99: “For art historical purposes, style is characteristically taken as a tool
of analysis under a double aspect : on the one hand personal, on the other collective.”
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3 Jacques Maquet, The Aesthetic Experience - An Anthropologist Looks at the
Visual Arts, ( Yale University Press, 2003 Chinese-edition by Hsiung Shih Art
Books) ,pl135.

% Ibid.

% EF“‘%EL; T (entlty)i’fﬁ'tﬂ“‘“ﬁﬂjﬁﬂ TR~ AL
el gp- AU~ Al T HIRL TR ’“‘“EFF*DEI?EU F”tT’EfQ_ = [P o= e
INER Y r*'f*ﬁ%‘,u CHiN o7 ) AT R (e fe A pipagids) -

" |bid.pp.147-152.

%8 1pid.

% 1pid.

22



FORBI - AR TR T ko EEGEH a5 R 13
RGBT $9LE - R TR R T -

p73 ”F”ff‘u PR RLES LB TR, ) o TR o XS A
R AT RLA P ) B = Sl 9 o SR P ] [ A
AR PHE PRI~ SRR RS E 7 i H SR Y G B
Al B i e 7 A (sl A P2 P () 2B = o B g L
B AT RO RS R A A o (LR &
B (O RRE B (AR R O GBS

e EESTELE (Mark Roskill ) Frgifiv

i

Bifrw Benitg i Eirpeni @@ ¢ > i

il AL A R0 A 0 - R R g o

R E [?W‘ (M ( Sigmund Freud) 7 # du ‘ﬁFF[{ 1Y £ (s
HYAET = MEPFWHHI I (AR S I B U [ f‘ﬁlf_ﬁ'f?fﬁaﬁ‘ o M TR
EEN fé"}iﬁﬁl AV Sl kLl 7E- M@F;}ﬁ;{—%‘ Ui S Ot 3% PLfi 5085

Tz Al S YRR A FTE AV o NP RL - TS R AR Y

40 Mark Roskill, op.cit.,p.51: “The work of imagination and memory upon the
materials at the artist’s disposal is brought into focus > and so is the transformative
power vested in the image to recall and distill a set or a sequence of affective
experiences.”

“1 1bid.,p.48
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43 Mark Roskill ,op.cit.,p.48.

“ 1bid.,p.49: “If interpretation is to serve as a bridge for the working of art, asin
the case of dreams, between private emotional responses and their expression in
universalizing terms, then it must not only have the capacity for translation, in the
sense described, but also be able to show how the context and circumstances of
production have contributed generatively.”
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