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The Museum of Modern Art Archives, NY

21 Melrose Road
London S. W. 18

July 31, 1962

Dear Mr Soby

I am much to blame for having given you information on

Bacon in so hurried a way that your wife was not able to get my
remarks down altogether accurately. Consequently, things that I
said appear in your text in a garbled form. While providing
corrections of these, I am also venturing to point out some other
facitual errors.

9ol

",.. was invented by the artist himself as suggesting a fortuitous
mumerical sequence in playing roulette.' "It 1S typical of Bacon

That combinations of numbers in roulette should have prompted him
To invent his own date of birth."

The roulette numbers didn't prompt Bacon to invent his date of

birth. He simply felt it was pedantic and boring to provide his
exact date of birth and decided to make one up, and the first |
numbers that came into his head were a combination he has sometimes
used in playing roulette. I don't, by the way, know what is meant
by "suggesting a fortuitous numerical sequence in playing
roulette".

"On many occasions, after selling a canvas or two, he has set off

Tor Monte Carlo to Gry oubt a self-invented and presumably Tallible |
System for breaking the bank."

It simply is not true that Bacon has frequently sold a couple of
canvases and then gone off to Monte Carlo with the money. By the
way, I'd think it unlikely that Bacon would use any system: I
would have thought he would be the last person to use anything so
mechanical as a system rather than follow his intuition from
moment to moment.
1992

!
e prefers to paint very rapidly with a large brush - 'a loaded

one—inch brush of the kind that ironmongers stock,' to use Robert
Melville's words." ~

This was written 12 years ago. Are you sure it's still true? As

a matter of fact, it isn'®t.
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... as though he feels obliged to make his decisions before |
hearing an invisible and implacable croupier cry 'rien va plus!'."

Surely this is taking this business about roulette a little too
far? Some of Bacon's best paintings have been worked on quite
slowly. Many painters work as fast or faster. The whole thing

is complicated and technical, needs lengthy discussion @fox
example, of Bacon's feelings about the thickness of the paint on
the canvas), can't be summed up in a couple of sentences, least of
all in some romantic or ironic fancy.

",,. Bacon has destroyed pictures whose shortcomings were apparentﬁ
to no one but himself."

Of what good artist is this not true?
p.3

"Obviously Bacon himself thought them derivative, since so far as
is known fhione survive.'

Why is this obvious? You have already said that only a small
proportion of all his work has survived. How are you to know that
these particular works didn't survive because Bacon thought they

were derivative? Perhaps he just didn't like them.
p.4

You discuss at considerabhe length the Crucifixion of 1932 but you
don't mention at all the finer 1933 version of the same subject in
the Colin Anderson collection. If you are going to talk about
Bacon's works in terms of influences, then the relation of this
latter Crucifixion to Picasso's work circa 1930 is one problem of

influence that really does need to be seriously discussed.

Incidentally, I find it extraordinary that throughout the text you
harp on Bacon's relations to 101l other artists as if he were
essentially an eclectic. Scarcely a page of your script i siirec
of references to other artists, and while I don't share the
superstition that every artist is an island, I do think that your
insistence on defining Bacon in terms of everybody else gives a

false impression of the sort of artist he is.
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"There can be no doubt that Sutherland's exaumple acted as a
catharsis on his younger colleague.'

|
There can be every doubt. You have just been talking about Bacon's

ecarlier use of the crucifixion theme and about his interest in
Grunewald. Sutherland was at this time wopking on this theme for
the first time and very much under Grunewald's influence. o0 whatj

reason is there for supposing that Sutherland inspired Bacon?
P.>

With regard to the subject matter of the Crucifixion triptych,
Bacon has for once made an explicit statement, published in the
catalozue of the Tate Gallery collection. Since you are
constantly trying to find clues to Bacon's subject matter - rather‘
as if his paintings were Victorian problem-pictures - it is
surprising that where he does for once provide information you
I'eneme 1

196

This page is missing from the photostat I have. T shalllGry Samncasy
get hold of one of the other photostats and, if there are any

comments, send them as soon as possible.
p.7

n, .. the shadow cast by an umbrella — a symbolic reference to the
Umbrella of Chamberlain, which became an uneasy token of
appeasement in Europe?

What sort of artist do you think Bacon is?

P.8

... Balla's celebrated Leash in Motion, a painting which Bacon
had almost certainly ween when it was exhibited at The Tate
Gallery in the summer of 1952."

Are you sure Bacon was in London while the exhibition was on? If
he was, how certain is it that he went to the exhibition? The
picture is extremely well-known in reproduction: this could
easily be another case of Bacon's drawing on reproductions rather

than on originals.
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p.9

You are good enough to quote me about the opulence of Bacon's
settings. Alas, the sentence you quote is one that I have always
hoped would be forgotten rather than re-printed. It comes from an |
article that was a self-conscious attempt at fine writing most of
which I greatly regret, and this particular phrase is one of the

things in it that I regret most of all.

19)65AL0)

On the subject of Bacon's interest in literature, I don't think
that Nietzsche and Eliot can be lumped together in this way. He
is interested in Nietzsche as a thinker, in Eliot not at all as a
thinker but for his use of language.

"... in youth he had liked the writings of the Irishman,

W. B. Stanford, though never with the passion hehas reserved for
Nietzsche."

This is a fantastically garbled account of what I told you.
Stanford is a classical scholar, the author of a book on Aeschylus |
in which he makes some particularly fine translations of certain
passages. It is Aeschylus, not Stanford, Bacon is interested in.
"Tn youth" and "never with the passion etc" are pure invention.
"He is said to have been fascinated by Michelangelo's drawings of
wrestling figures, yet oddly enough his rather perverse Two

Figures in 1953 is quite directly based on a Muybridge photograph
Oof two wrestlers rather than on bthe Renaissance master's sketches.'

Why "oddly enough"? And what is perverse about the picture? If
you mean perverted why not say so?

"Among modern painters Bacon worships van Gogh's headlong intensit

How do you know that headlong intensity is the quality of van

Gogh which Bacon particularly values?
19 3LiE

"He once remarked to David Sylvester that all modern painting
began with the hallucinatory depiction of bananas in certain
"metaphysical' pictures by Giorgio de Chirico."

The remark I quoted was that the handling of the paint was an

early example of characteristically 20th century handling. In any
event, I don't think you should quote this remark, which I should

not have mentioned to you, for it was made when Bacon was looking
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at the Chirico with its owner, Roland Penrose, and is clearly the

kind of remark which is made to give pleasure to an owner. I think

it was probably in the same spirit that I passed it on to you, as

SRS ndentio s Ohirico
195142

"Bacon travels in Africa often and widely."

Said in this way, this seems to suggest that Bacon constantly
travels all over Africa, which is not true.

"... it still seems to the writer that the monkey's mouth is
clamped shut."

It is meant to be open.
p.15

"Bacon's own headlong expressionism."

I have seen Bacon at work many times and "headlong" does not

correspond at all with what I have seen.
196148

"Bacon's color immediately became far brighter than ever before,
presumably in tribute to the Dutch master's violent palette of
his final years in the south of France."

In tribute? Bacon is not a connoisseur handing out bouquets.
Hasn't it occurred to you that he might have used the van Gogh
painting as a prototype precisely in order to paint in bright
colours? Hspecially as you quote him earlier on &M the subject
of choosing to paint popes in order to use purple. Don't you

remember what Rouault said about the colour of the judges' robes?

p.18
————mm

n,.. and also the hermetic somnambulism of certain sculptured
heads by Alberto Giacomebti, whose talenbts Bacon is said to admit
only half-heartedly."

This is a fantastic distortion of something I said which gives an
impression that is virtually the opposite of the treuth R Cold!
you that of all artists born since 1900, Giacometti is the one

Bacon most admires, though with the reservation that he finds him
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a bit "arty". For you to say that Bacon "admits only half-
heartedly" that Giacometti has talent scarcely suggests that
Bacon singles him out from all his contemporaries and near-

contemporaries.
pPp.19-20

"We cannot expect so committed an artist as Bacon to abandon his
basic philosophy - that art should simultaneously repel and

bekuile."
On what authority do you say that this is Bacon's philosophy?

",.. it seemed to the writer that the right panel alluded to
Siio PEwEE,

This and what follows about Himmler and your subsequent remark
about Panofsky all show a complete misunderstanding of the kind of
artist Bacon is. Of course, Panofsky "might well despair etc'" i$
he were foolish enough to try to interpret Bacon in the way that
you do. His kind of iconologifal analysis consists of interpret-

ing intentional symbols. Such an approach is entirely irrelevant

to Bacon. To try and see in what sense it is irrelevant would, it

seems to me, be a far more fruitful approach to Bacon than to

treat his works as puzzles which are open to explanation. Your

|

very sentence about Panofsky contains an absurd non sequit@r. If
this is an "obsessive and powerful" work, why should it be so

in spite of the difficulty of "giving an accurate iconological
interpretation" rather than because of this difficulty? I am not
trying to argue in favour of mystification in writing, only to
suggest that Bacon's work needs elucidation in quite other Germs
from those you use.

Forgive me for being so presumptuous as to take you up
on many points which have nothing to do with the discussion that
you and I had in New York. I'm afraid I've let myself be carried
away by alarm at the thought of seeing so many misunderstandings
in print. Incidentally, I do think it's a pity that you quote so

freely from things Bacon is supposed to huve said to a Time
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interviewer who obviously knew nothing about art and got most
things more-or-less wrong,., Dammit! haven't you ever been
interviewed by Time and then seen how your meaning came oub

distorted? Yet now you're proposing to perpetuate such distortions

between hard covers and under an authoritative imprint!

o i
Frd 6 st
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J: T. SOBY
Brushy Ridge Road

New Canaan, Conn.

fug. 3,1962

Deax lir. Sylvester:

Your letter of July 31 has arvived, end at lash
I think we're begimning to get somewhere with the complicated problem
of my text on Bacon. Previously I hed had only & ferse and insulting
letter from Erica Brausen, o moderate and thou@lﬁrul letter from Bacon
himself and a letter from lir. Fischer suggesting that Bacon might come
over here and discuss matters. I would be delighted 0 see Bacon in
New York at eny time convenient for him, I have been troubled From
the beginuning by the fact that 1've never med Bacon, though I did try
three times, as he himself has admitted. Almost always in writing
about living artists I've don@ so after prolonged discuscions with the
artists themselves, as in the tases of Yiro, Tenguy, Balthus, Tchelitchew
end meny, meny others, here and abroad. I do Aot like being treated
as an adolescent incompetent, which liss Brausen ceems +o consider ne,
What I need is deteiled, first-—hend information such as you've given
me, I don't agree with all your letter, of coursey, but I would like
to consider its points carefully -~ in reverse order, if you don't ming,

1) Your final point about quoting Time is well taken., And believe mne

1 do know from prolonged personal experience. At one point years ago
Time's editors "phoned me to ask whether they could reproduce s a Take
a 1915 mannequin picture which Be Chirico had told one of their reporters
was a forgery. The picture belonged 4o me. I lmew exactly where it had
been sinece shortly after it was painted. I told Time to go shead ond &
what they liked, though I flaily disegreed. Ten Or So years lster =
de Chirico authenticated a photograph of the picture and explained to

a8 mutuel friend thet the reporter could speak neither ItalianWor French
and that he (de Chirico) had no real idea of which picture they were
talking about. S50 in this case I lmow and agree with what you say, I
should have been more careful. iy worr}y about this source is apparent
in my letter to, I think, liss Brausen (I don*'t have a copy here, slas).
2) Your remarls shoub 13:3.110:-’_’31.’#11(1 the uselessness of what he ealls
icomelogy, as applied to comedne like LSacon, mey or may not be true.
Panofsky was my teacher in various courses years agoj; I have heard Ffhim
unravel problems of subject matter which have for a long time kewo
distorted the meening of artists quite as complicated in psycholdgical
and esthetic terms as Bacon. Have you ever read him on Piero di Cosimo
"and The Finding of Vulcan?

3) The only authority cen give Fou ad to Bacon's belisf that art
should simultanedfly "Yepfl and beguile® is my own experience with his
pietures. They doem to me both horrifying and enchanting, I can't agree
mwy page 9) with the inference in your own article that there isn®t this
curious switch between opulence and prison~cells," ~very writer at
some point regrets heving written anything at all., But yours is a gooud
end memorablyg sentence; I would lilke very mickh to use it.

4) I em puzzled by your correction as to the importance snd vaelue of
Ciacometti. I was so startled by your statement at lumch that Bacon
oL definite reservations about Giacomebti — to my mind the wost talented
tor of his generation in the world, es I've said in print endless
Niwes=That T wrote oul what you said cerefully, as did my wife. Our
enthis subjeet ave precisely the seme.,  Dut Bacon in his letter
jo Vs e UWhole-heartedly ‘&nthwaiastic about Giacometti especially in whaf~
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I myself admjre most - Giacometti's uncanuny isolation and dedication.

Since Giacometti is not only an idol for me but & personal friemd, I

shall certainly see to it that Bacon's opinion of him is amended., But
then, if you'll forgive me, perhaps you also should be a bit more careful
about what you say. Vhen you said that Bacon found Eiacometti a bit "argy"
weren't you using what has become one of the dirtiest words wErd# in the
international art voecabulary? I would use the word about someone like
Avugustus John, never about Giacometti, I wish, too, that yop.and Miss
Brausen would give me some credit For gqualifying statements which I
wesn't sure, as here, when I seid "whose talents Bacon is said (my italies)
t0 admire only half-éeartedly." If anyone used the word Tarty" o me

in deseribing an artist, I wouldn't be helf-hearted but faint in

coils,

5) I can't see anything particulerly hermful certainly not derogatory

ing that Bacon's color became brighter presumably in tribute to
van Gogh, but I could qualify the statement by saying "perheps partly
in tribute" or some such,

6) I'm confused by your objection to the word Yheadlong" E/applied to
Bacon's technique, According 40 Rober? lielville, whom I respect enorjmously
ag a critic, Bacon works at astonishing speed, But maybe his methods
have chenged since R¥bert wrote his fine articles, And this reminds me
that I asked Erics Brausen to show Melville my text., Has she ever dode
s0? I know tha} Brausen and Melville are now not on very good terms,

at least I so gE&ther, But you can't expect me to understend all the

feuds in TLondon's art world, It's hard enough to keep track of them

Mn New York, In this conneetion-I Can't help being amused by a letter

I had in the spring from our friend the American vainter Larry Rivers.,

He wrote that he liked to work in TLondon because there were no art
quarrels going on there. Iy Godl

T7) 1 ‘seem definitely to be wrong about the position of the bhaboon's
mouth in my pictures as shut, not open, My great friend end colleague
4Alfred Berr agrees with Rothenstein and yourself that the ape's mouth
is open, I guess I'm overruled, though I sti11l {think the picture cen
be read both ways.,

8) iIv can+ " 4ell you how meny people have told me that Bacon is in
Africe often and travels widely there. This is Bne of those points T
could easily have checked with Bacon if I*d been able to see him,

9) You can understand how puzzled I was by the de Chirico reference
if you'll read the whole sentence, T+ begins: "Rether inexplicably

he once remarked to David Sylvester, " etec," Roland Penrose ig an old
and treasured friemd of mine, I Find it hard to believe that he would
need to be buttered up by a visiting artist¥ or that Bacon would be
inclined %6 do o, But since Bacon himself denies the statement, I
shall certeinly take it out,

10) I had no wey of checking on whether the %uality Bacon admired

most in ven Gogh was the laltter's "headlong intensity." Maybe it's the
word "most" which makes trouble here, for surely everyone is aware of
van Gogh's intensity,

of
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J. T. SOBY @

Brushy Ridge Road
New Canaan, Conn.

11) I deliberately dGid not use +the word "perverted" in describing
Bacont's picture of two recumbent figures. I have o firm conviction
that everyonedsex life is his ox herd own business., I thought
"perverted" implied moral condemnation more then perverse. But since
I em not reproducing the picture anyway, 1'11 leave out the whole
refercnce Lo it.

12) I know perfectly well now (I didn't when we telked) that Stenford
is = classicel scholar. You did say thet Bacon edmired him "in youth."
But I find the reference so unimportant that I'11 take it outbe.

13) I agree Lhet the separate qualities Bacon admired in Nietzsche
and Lliot shouwld be pébERded specified. They are two of my own
favorite writers, and 1 think I got caz‘;ied away by the thought that
Bacon admired them that much, 100, a.ndkaidn't stop Lo soy wWAY.

14) 1Itve alveady covered the point about the quote from you.

15) -0f course Bacon could have worked from & reproduction of the Balla.
I should have seid "may or mey not" heve seen in the Tate show. (As a
Fether bitter aside, our luseum has lost the Balla forever. It was ,
boucht Tor its owmer by the luseum but has now becn willed by the Dtabdd
ovner to his daughter, who hates paintings but loves dogse.)

15) The statement about the figures in the #eft penel of the recent
Bacon Crucifixion being Hitler and Himmler wes glven me by Iire Fischer
with explicit permission to quote it as having been said by Bacon.
PBacon denies this in his recent letler to me, so I'1l take it out of
the texbt. But your crack about Victorian problem-pictures" secns
£0 be harsh and unnecessary. How am I supposed %o lnow who'eiilling
the truth ebout what close associates of Bacon tell me he's-said?
And tell me in writing.

16) I've skipped your comment on Chemberlaints wmbrella by nistakc.

Wes it unreasonable to assume that iT the window tassel in the press
photo of Hitler hag continued to havnt Bacon he would also remember

thot disastrous umbrelle which wes reproduce in newspapeys all over

the world! Dut again Bacon objects, so I'm baking it out. You must
vnderstond whet I em afraid iiiss Brausen never will. The reagon I sent
copies of the preliminary text 0 London ag soon as possible was o check
on points of this kind, I am not a bullheaded crook, and I resent

being treated as such, for the firet time in thirty yeers of writing
about contemporary ertists.

17) sSutherland's influence in my mind mes not a metter of subject
matter but of color. I don't have all my notes here with me iy this
4iny beach house, so I can't be positive where I found the quotes
by secon on the subject of Sutherlend. I will check it out as soon &s I
get back and write you further on the subject. DBacon also objects. IL
only he could have writlen me earlier in reply bto many questions I had
asked him through mutuel friends in London. Dut T went o wake clear
thet I did not ask him this question$ about Sutherland, During his
ecarly coreer becon was tlways Spoken of here (end sbroad) as a Sutherland
g;}.sciple. I suppose this was natural in that Sutherland was known o us
LS Te

18) If I give the impression that Bacon is "essentially ang eclectic,"
I am grevely in error. Cen you possibly think I would spehd so much
time thinking about his work if I thought this %o bo true?
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Brushy Ridge Road
New Canaan, Conn.

19) I cannot possibly lmow whether most if not all of Bacon's carly
ebstract pictures were destroyed by him becauss he found them derivative.
The Tate catalog says they were degtroyed, and I've found Alley's
catalogii notes and the catalog in general the most helpful contribution
yet made Ho an understanding of Bacon's career; probably you and Iiiss
Breusen dont't sgree at all, though certainly the Tate catalog gives ligs
Brausen the credit she does indeed deserve for helping Bacon's carcer,
She thenked me for not mentioning her neme in so incompetent a book) as
Zhigiieds mine., This made me engry, of course, the more so in that I
had just finiShed writing the aclmowledgment page in which I geve her the
fullest possible credit for h2F part in helping Bacon's carcer snd for
her most generous snd unfeiling help to me in ge'tiing photographs and
other material on Bacon,

19) 1 know of a nunber of good srtists who have refused to see any short=-
comings in their art, What about Derain, for example, who was S0 talented
in youth and so terrible later on and yet who stubbornly preserved and
sold his mergfest daubs? e

20) I have never heard before from any of Bacon's friends thei he
sometimes works slowly. I shall certainly do my best Ho check the
matter with him, since this is an important point. Once again your
statement contradicts Roberg lielville s though it mey be +that Bacoun's
working methods have changed since Robert's articley were written, ag
you sey in telling me that he no longer uses a ome-inch brush,

21 ) The story about Bacon going off to Nonte Carlo very often after
selling one or two canvases hod been told me by any number bf British
and ‘merican friends. o repeat once more, I regret exceedingly +that
I've never even met Dacon. There is a certain irony in this fact, Itve
spent years end years debating both publicly and privately with other
critics here as %o the velus of knowing artists Perconally, I believe
the velve is immense, Tut the head art eritic of the New York Times
won't stay in the room with any artist for fear of being contarinated
in his opiniong!

22) The point about Bacon's date of birth has been settled ab last oy
the Tate catalog. But whether you like the words I

you obviously do not), the roulette reference is what you told my wife
and myself. I am puzzled agein by the fact that on the one hand jou
thet Bacon would not be likely to use any system® in Playing rouletles
on the other hand, you sey thet the "numbers that ceme i

a combinetion he has somebimes used in playing rouletie,"

reumerbered the combination even "sometimes," Joesn't that infer that the
combination stuck in his mind? P

,flt_mﬁis; lest in a very minor point, of course, and I find
your lettor a strange protectiveness, as though I were maligning Bacon
throughout, I intended the opposite to he true, I«Icvertheless, your
letter has been the only helpful word I've had from Iondon., I'11 semd
2 copy of this lettor o Dacon, hope to see him and straighten things out,

Sincerely,
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21 Melrose Road
London S. W. 18

August 8, 1962

Dear lMr Soby

Many thanks for your courteous letter. I am writing
now to say that I hope you can hold up going to press for a few
days more because I shaldk be able to write to you again in a
few days time with some of the further information you require.
I am meeting Bacon in a couple of days in order to get chlteat
answers on certain points. I shall also be writing to you then
on some other points you discuss. So I do hope you can delay
things a little more.

In the meantime I am trying to get hold of the errantj
page 6 of your typescript. What has happened is that this was
duplicated in the copy sent to JFigher and absent from the one 3
sent to Bacon. However, if Figher, who was back in London last |
week but has now gone abroad again, has taken his copy with him,
I won't be able to get hold of it. Would you, therefore, as a f
precaution against this, please send me by return a copy of the
missing page. i

Please note that my postal district is not W.1l8 but
S.W.18.

I shall write again as soon as possible.

Best wishes,
Yours sincerely

Sk 4 bt

David Sylvester

Mr James Thrall Soby
PO Hox 850
Southampton L.T.
IESYES

UoiSio s
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Ayg. 12, 1962

Dear Mr. Sylvester:

I have your most pleasant note of Aug. 8, and I am
enclosing what I hope is the missing page 6 you're looking for. I
can't be positive, since so many copies of the text have been made,
but I think this must be right since it comes from the copy of the
text which Alfred Barr was kind enough to read for me.

I will, of course, delay publication until I get
your longer letter, after you've taiked to Bacon, Do please believe
me: I want the book to be as accurate as possible. I have already
written Bacon that if he can't come to New York, as Mr, Fischer suggested,
I would do my best to get to London. But this may be rather complicated
in that I've been ill with some sort of lung congestion and I'm not sure
when I'1l be up and around. September is hopeless for me. We have
endless meetings in the Museum which I must atte#nd, Anyway, I still
think,las I wrote Bacon, that we can settle most of the points in dispute
by mail .

Some, though not all, of my notes used in preparing
the text have arrived from New Canaan, where I was working on the book
before we came here on vacation. I1've found that reference to Bacon's
"debt" to Graham Sutherkand. I had quite literally worried myself sick
with the théught that it might have come from the Time Magazine press
cable I told you about. It did not. In the fall of 1960 1 had asked
Mr, Fischer and Robert Melville to try to question Bacon about various
points which troubled me; I sent a typewritten questionnaire, copies of which
I still have. On January 25,1960 Mr, Fischer wrote me in part as follows:
"one thing he (Bacon)said which you could use... was that he mentionad
that all his life he had been looking for some help to find a 'Theoretical!
backgound for his painting. Once in life he hoped Graham Sutherland
might provide him with it.," I assumed, of course, that this was gospel
truth, Mr. Fischer has been unfailingly helpful and kind in sending mg
material on Bacon. I had no reason whatever to doubt his accuracy, the
less so in that Melville, whom I know and admire greatky as I'vgtfald
you, was also present. But if Bacon now denies the statement, I'11
simply take it out.

I don't, of course, expect liiss Brausen to believe
this or anything else good of me, but I have no intention whatever of
rushing this book into print until we've had time to straighten out
scme of these errors or misunderstandings. Please tell Bacon so when
you see him.

Best = and thanks,

Sincerely,
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Auge 14,1962

Dear Mr. Sylvester:

Here is a sample (page 1) of the kind of re-write

?ob I'm trying to do on the Bacon text. I wish you'd show it to Bacon
copy enclosed) and see if at last I'm on the right track. Maybe

you'd also be willing to show it to Erica Brausen just to prove that
I'm not entirely unreasonable and that things will straighten out ‘in the
end. After all, I can't stay mad at her forever; 1 admire too much
what she's done in her gallery, damn it, A week ago I could have choked
her with my bare hands. But Ttye calmed down now and perfectly willing
to admit that this Bacon text needs a lot more work. 1t'll get it, T
promise. L never had time to work on it steadily during the past two
years, what with endless meetings, the 'phone and all the other nonscnse
of what we so hopelessly call progress.

Best, do please send your suggestions and Bacon's
as soon as you can. The roment I have to go back to New York, I will
never be able to work with this much concentration againe
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21 Melrose Road
Tiongiony S W 1S

August 14, 1962

Dear Mr Soby

Bacon is rather sick at the moment, so it will be
another day or two before I see him. It might be helpful if T
didn't delay further over writing about the matters on which I
don't have to consult him. I am using the numbers which you used
In@yeoursletten.

3) I too find that Badon's paintings simultaneously repel and i
beguile. I only think it is wrong flatly to equate the effect of v
an artist's pictures with his "philosophy": they may accord; they |
may not. I don't understand your sentence about an inference in {
my article. With regard to what you say about quoting my sentence,
I do persist in my request to you not to do so. By all means |
paraphrase it (though your point is perfectly well made without
the help of it) but please don't quote me. It is very nice of you |
to say that the sentence is "good and memorable". But it really
ol%’ 0O€s embarrass me. Ha yoquuoted other things I've said about {
Bacon, I wouldn't be so insistent. But to have this particular

QXMAZA sentence from all that I've written about him really
‘ would be painful to me, so I beg you to supressthe quotation.

4) I don't know why you should have been startled that Bacon
| should have had reservations about Giacometti, After allsit is
ook qanst “W&Wx without making
ouk K reservations, however much he admires him. BUt what I told you
about the reservations was made in the context of telling you that
Bacon thinks Giacometti the outstanding figure in post-war art.

If youphowdnany indicate the reservations without indicating that
context, it ‘completely falsifies the thing.

With regard to your admonition that I should be a bit
more careful about what I say, I couldn't agree more that I was
careless in a great deal that I said: I felt I was paying you a
compliment by being so. I was talking to a colleague, providing
him with background information; I wds not, as you are in your
text, speaking publicly. I must say that I fully expected that
before quoting anything I said to you, you would check the wording
with me. I talked to you at great length and at great speed.
This entailed two risks. The first was that mistakes might occur
in transcription (as one undoubtedly did occur over the phrase
"in youth" - your note 12); the second risk was that I may have
spoken, and did, incautiously or inaccurately. I was therefore
surprised at your not having sent me the notes you and your wi fe
made before quoting from them in a text for publication. As I've
been able to see your text, no damage has been done. But there
still is something you could do. You may have preserved as a
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record your notes of the conversation as a whole, and if you
have, these might at some time in the future fall into other
hands. Perhaps you could therefore send me a copy of such
notes so I can make any deletions or corrections, and then,
when you have these, if there are any, you could destroy any
unauthorised record.

5) I didn't suggest that what you said was derogatory, only i
that it was a misunderstanding. When you say in your concluding
remarks that you find in my letter "a strange protectiveness as
though I were maligning Bacon throughout", you Ware right about
the protectiveness but not about the maligning. Of course AL

< s [\7ﬂﬁE%E_EEIEE—EEEE'§SﬁTE€ZBacon; of course I appreciate how much

6 i you like his work: what worries me is how much you misinterpret

i

6) My objection to the word "headlong" is based on having been
at Bacon's studio several times while he was painting. I would
have thought that one might use the word "headlong" of Picasso
and of several Abstract Expressionist painters, but not really
of Bacon,though he is certainly a quick rather than a slow
painter.

7) As you say that Barr "agrees with Rdpenstein and yourself
that the ape's mouth is open", I'd just like to make it clear

- that wha said wasn't i my own interpretation: I
dr””““k Ry asked Bacon and he told me it was supposed to be open.

8) 1 cagilil aeE & precise answer about this from Bacon.

12) The reference to Stanford may be unimportant. The reference
to Aeschylus is not. No writer, except possibly Nietszche, has
haunted Bacon more.

15) My crack about Victorian problem-pictures was harsh, I agreg
but in all sincerity and in all goodwill I did not think it was
unnecessary. I feel that you devote far too much attention to
trying to unravel a literary meaning in Bacon's pictures.
Bacon's avowed ideal is "painting in which the image is the
paint and vice versa'. Surely this statement of intention
indicates the kind of approach to Bacon which is necessary.

19) (You have numbered two of your paragraphs 19. The following
refers to the second one.) Derain is not at all a good example.
You may think that he "preserved and sold his merest daubs" but
it is utterly untrue to cite him as an artist who heM "refused
to see any shortcomings" in his art. He was exceedingly self-
critical. Since you are a friend of Giacometti and Balthus,

you might try talking to them about the later Derain.
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ona~cnchy,
20) I did not say Bacon "no longer used aZmM brush!! s S0 f course
he still does, but along with a greater variety of brushes thah
he used when Melville wrote that piece. I shall try to get
furthep clarification from Bacon about his rate of working.

21) I shall get you more precise information from Bacon.

|
|
|
|
|

22) I certainly did tell you the story about roulette, an amusing
story and you have used it amusingly. My objection was to your

wording. There is no need for you to be puzzled by what you take
‘wum”hkmug o be an in my letter. To make a habitual use of
¥ certain combinations of numbers is something done by everyone who

plays roulette. But that is not the same as using a system. A
system is a rigid method rigorously and faithfully adhered to.
Bacon is not the sort of player who allows himself to be tied
down to any system. This is a matter of fact, and in any case is
what one would expect.

If T were you I would write as follows. When you talk
about his going off to Monte Carlo I would say, not "try out a |
... system", but "try out his luck". And when you talk about the

invented birth dage, I would say:,6 "on one occasion Bacon amused
hmsed L imself by Inventing a bir date{on a combination of numbers he
habitually used in playing roulette". |

Best wishes,
Yours singcereilly
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