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PORTRALT GALLERY

N the last ten years the
- name of Francis Bacon has

come to stand for the most
disquieting of living English
artists. The Royal Academy
has not yet asked him tao be
one of its number; if it should
ever do so, there might well be
white faces at the private
rew, for- Francis Bacon has
invented in his painting
a demonology more appropri-
ate to “The Revenger’s
Tragedy” than to the
‘“Essayes” of his first-Eliza-
bethan namesake,

He was born in Dublin
47 years ago, but has no
Irish  blood. (His father,
an Englishman, happened to
breed horses there.) No art-
schooling, and indeed no
schooling at all, to speak of,
though his questing, imperious
and unprejudiced intelligence
would do honour to the most
anclent Foundation.

Since 1927 he has lived all
1 over the place—in Berlin,
where he first tasted that
| ferocious metropolitan
which has provided him with
- much of his Imagery; Monte

life

Specially photographed jfor THE SUNDAY TIMES by DOUGLAS GLASS

Francis Bacon

Carlo, where the drama of the
landscape accords with his
predilection for the gaming-
room; and in London, where
he has a small flat in Batter-
sea and leads an impulsive,

open - handed, noctambular
existence. g

* * *
NIETZSCHE has always

fired his imagination, and
there is much in him of the
energy that crackles through
the brief unsettling maxims of
“The Will to Power.” Energy
speaks in the acrobat’s walk,
the downward pounce upon
all that takes his fancy, and
the gasp (for years he suf-
fered grievously from asthma)
that interrupts the tumultu-
ous coherent sentence.

In his thirties he painted off
and on, self-taught, “ to see if
I could do it,” and in 1946
three “Studies for a Crucl-
fixion” were put up, un-
announced, in the Lefevre
Gallery. Since then his every
picture has made a stir, and
his personages—the after-
Velasquez Cardinals, the face-

less Thing® in the under-
growth, the demented man of
business and the mongrel dog
in the gutter—have become a
part of modern legend.
* * *
THIS success he meets with
an aristocratic disdain:

“If I have another ten years,”
he says, “I might get to he
good.” Nine-tenths of his
production he destroys; and
those who have sat to him for
his idiosyncratic portraits
report (and our photograph
bears out) that the studio: :
floor is deep in. ephemeral
printed matter; the enormous
pictures, face to the wall, bear
witness to the rage for work
with which he completes a
six-foot-square canvas at one |*
session, and the ancient cur-
tains are livid and crusty from
his habit of wiping his paint- .
filled hands upon them, .

This week he leaves England
to spend the summer In
Tangler. His object? Nothing
less than to palnt, In his own
terms, “ the history of the last
thirty years.”
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“CRUCIFIXION FRAGMENT” was conceived by Francis Bacon in 1950
as a kind of echo of a grotesque dream in which a doglike creature pursues a

shrieking chimera, seemingly pinned to cross. In spite of title it is nonreligious
painting in which Bacon aims at conveying haunting subconscious images.
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“CRUCIFIXION FRAGMENT” was conceived by Francis
as a kind of echo of a grotesque dream in which a doglike cre:

Bacon in 1950
1lure pursues a

shrieking chimera, seemingly pinned to cross. In spite of title it is nonreligious

painting in which Bacon aims at conveying h

aunting subconscious images.
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COMMENT _HO.ho

Robert 2lville talks about an exhibition of paintings by
Franeis Sacon

TRANGESSION: THURSDAY 218T MARCH 1957t 7.15 = 7.35 pm
REPATE SATURDAY 238D MARCH 1957: 10,%0 - 11 pm

THIRD ROGRANME
Pre-ree. 20th Mareh 19973 5.30 = 5.49 pm DLO 26457)

This exhiblitieon includes somﬁflarge paraphrases of a small piecture
by Van Gogh whieh are §;2£~;;€ss denonstrations of Bacon's spproach
te painting. Paradoxically enocugh, they cast some doubt upon

the ides that art derives Irom art.

Thig is very fer from being the first occasion on which
Francis Dacon has taken a work of art or some other ready-made
image a8 his starbting point, Indeedy; he attaches so much importance
to the life of imeges that he seems to take it for granted that an

whieh is slresdy powerfully expressive has hidden reserves of
expressiveness ihat can be released under the right kind of
pressure, It is a dangerous and even presumptuous belief te aet
wponi but for betier or worse,; 3acon is only interested in & kind
of palnting that invokes hazard and skirts disasters The cost,
reckoned in berms of disearded canvases snd unresolved paintlags,
has been high. fonetheless during the last ten years or so he
has exhibited straqﬁe clusters of images deri
constitute an intensely personal achievement.

Biws $pvera1 peintings thet owed their inception to his eertainty
that the ?gitrait of Pope Innocent the Tenth by Velasguez

“&vafontaincd potentially seandalous materialezgmf?e humsn eondition ,

_Aseemsto me to be justification enough for Hie procedure, But therve

images that have been fetehed out of
Blake's life maskj out of the elose-up in Risenstein!

bas been mueh else besides:

glasses ape st
mitpmmd elipped to her nose; out of the photographs of male rmdii

sequence of & woman shot in the eye, whogse broken

e
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in mybuaj/s ‘The Humen Figure in Motion', Images of images,
Images wm{ extend the expressiveness of images beyond their

establighe limits,
Bacojcould say with Cebriel Marcel that 'error consists in

staying wthin the sphere of disinterested objeetivity ... that to

be humnpne has to rise to 'eonerete experiences of participation’.
Sut inBacon's case participation is indistinguishable from
invasin, and he acknowledges the genius of Van Cogh, for instance,
with agind of loving destructiveness\&gieh brings-to-mind the
fereetors—joy-with which the poet-irtand celebrated Van Gogh's
Stralshiforwardngss - citing ss evidence such practices as the

tying-of twelve lighted eandles round his hat -in order to paint

a-night seene.)

The pictufe by Van Gogh whieh provides the starting point for
Bacon's latest group of paintings at the Hanever Gallery is well-known
1t is usuelly called 'The Road teo Terasecn' and depiets Van Gogh
himself, hurrying along a country roed on & hot morning, earrvying
a load of painter's zear on his beck, and casting a distorted
black shadow. The trotting figure of the painter is naively
conceived and bounces along rather comically, If you have’a
reproduction of this picture it might be worth while to look it up
before golng te the Hanover Gallery. It is not necessary to have
soen it to apprecliate Bagon's peintings of Van Gogh going %o work
= but it helps one to understand that the actdol partiecipation has
involved Bacon in a kind of sysbolie liguidation of the Van Gogh
plcture,

The paint in the Baeen pletures is tniek, end arplied with
brosd strokes. The eolours have s suller brilliance. And unlike
& good wmany of his previous works, the impaet on the eye comes not
from the ceatral image alone, hbut from the entire rectangle of the
eanvas,

The figure of Van Gogh has kecome, like his own cypresses, a

splash of black in a sun-drenched landsoape. “es
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He has been glowed down and the landseape seems to be overtaking

him. His head is too large for his body, the box of painting
materials on his back has become a hump, end his shadow seeps out

of him like a black mucus. In one of the pietures he stops albbgether
and turns his head to stare at us out of a confused face, The road
is & fast-moving river of paint whiech swirls round his feet and roars
past him. He is black and terrible and incomprehensible against

the light, and yet - again like his own eypresses - he has been
painted into the light; he has besn worked into the wet paint of

the landscape snd has become part of its fabrie.

Bacon once described, with deceptive elarity, how such things
come about, 'Every movement of the brush on the canvas alters the
gshape and implications of the image ,., the medium is so fluid and
subtle that every change that is made loses what is already there in
the hope of making a fresh gain.!'

His palntings tend to nave wne look of works in progress, and

the studies of Ven Gogh going to work, although unusually 'finishsé’,

are not exceptions, FeTumpe it is because the tiesve of feelings

and presentiments that slides inte thew is se ¢INid as the

brush strokes.
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fie has been glowed down and the landseape seems to be overtaking
him. Eis head is too large for his body, the box of painting
materials on his back hss become a hump, and his shadow seeps out
of him like a black mucus. In one of the pietures he stops albbgether
and turns his head to stare at us out of a confused face, The road
is a fast-moving river of paint which swirls round his feet snd roars
past him. He is black and terrible and incomprehensible against
the light, and yet - agaim like his own eypresses - he has been
painted into the light; he has been worked into the wet paint of
the landscape and has become part of its fabrie.

Bacon once described, with deceptive elarity, how suech things
come about, 'Svery movement of the brush on the canvas alters the
shape and implications of the image .., the medium is so fluid and

subtle that svery change that is made loses what ig already there in
the hope of making & fresh zain.'

His palntings tend to nave wne 1ook of works in progress, and

the studies of Van Gogh going to work, although unusually 'finishsét, {

are not sxcentions. Ferhape it is hecauge the tissvs of feelings

and presentiments that slides inbe them ia se TIuld as the

brush strokes.

With the Compliments

Qf the

British Broadcasting Corporation
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13 FEVRICR 1957

19 HEURIER 1957

/

un peintre halluciné

RANCIS BACON est né & Du-
blin en 1910, Paris le con-
nait encore assez peu. A
Londres méme, on il vif générale-
ment, il n‘ex&)osa pour la pre-
mieére fois, & la Hanover_ Gallery
qu'en 1939, Mais & New York, il
participe a des expositions en 1953,
puis en 1956 (les maitres de la

peinture anglaise de 1800 & 1950)..

_2n Europe, le pavillon britanni-
\jue de la Biennale de Venise en
11954 lui réservait une large place.

Les toiles de Francis Bacon sont
d’une composition extrémement
simple. Particulierement celles que
Présenfa actuellement & Paris pour
a premiere fois la Galerie Rive
Droite. Ce sont pour la plupart
des études pour un portrait, pour

une figure... ce qui justifie sans [

doute leur caractere spontané et
rapide, Un sujet central et sou-
vent unique : figure, animal,
monstre, émerge de fonds som-
bres, verts, bleu de nuit, ou quel-
ques traits plus clairs el tirés a la
régle découpent ou suggerent &
peine la perspective fuyante d'un
espace nocturne et clos. Parfois
une sorte de rideau lacéré de
stries régulitres le remplace, Ceci,
c’est ’entour, la zone de nuit ef

d’opacité d’on surgit comme une &

vision de cauchemar une créature
qui se trouble et | s’estompe,
comme si la forme en avait
d’abord été dessinée et peinte avec
précision puis ensuite effacée a
grands coups de gomme gigan-
fsque pour sombrer dans le ver-

L’'inquiétante apparence de fan-
tdme du chien qui rode, I’horrible
aspect d’écorché vif de cetie sur-
prenante « Etude pour la nurse du
cuirassé Potemkine », ces raccour-
cis cruels des « figures dans un
gaysnge », sont les manifestations

iverses de la {ransposition per-
manente d’une vision intérieure
obsédante. Parfois pourtant la vi-
sion se précise et d’étape en élape,
tel ce portrait dun homme
d'Eglise, passe de I'obscurcisse-
ment le plus total et de la quasi-
hébétude a un éclaircissement pro-
gressif, Cependant, ce qui domine,
ce sont les visages d'angoisse aux

ouches grandes ouvertes, aux
\eux exorbités ou bien au regard
illé elui des aveugles,

-

Elude pour « La Nurse du cuirassé
Potemline »,

Tout ceci porte en soi, avec une
présence si - indéniable ‘qu'on ne
peut 1’éviter, 1'expression de d'ex-
tréme horreur de la condition de
T’homme en proie & la terreur, &
la solitude, au délaissement. Tout
ceci exprime ef provoque la pa-

nique. Que cefte ceuvre en oulre| "

fasse preuve d’une certaine désin-
volture & 1'égarl des problémes

picturaux les plus habituels, c’est
assez évident, -et-du reste -slgns im-|

portance, « fa peinture est pure

intuition » dit Franecis Bacon, En !

cela il se monire, bien qu’autodi-
dacle, proche du surréalisme qui
ne l'a cependant pas marqué di-
rectement comme il fit avant la
guerre en Anglelerre pour Nash et

Sutherland
Luce HOCTIN
Galerie. Rive Droite, 82, fau-
bourg ~ Saint-Honoré | jusqu'au

10 mars.
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to 1923, and included in his

“Mechanical Elements,” worke

- [that were produced at the very
_ [end of his career. They are, for

AR % T 3
d on by Leger from 1918
one-man show at the Mu-

seum of Modern Art, reveals the French modernist’s pre-
occupation with machine forms, painted, however, with
an approach to perspective and to light-and-shade mod-
eling which are hasically traditional.

angles.
Leger’s canvases one sees how
forms proceed out from a cen-
tral axis, just as Wright’s build-
ings are built around a central
core. In both are broad hori-
zontal planes, interesting ver-
‘icals and horizontals, unorna-
mented flat surfaces. In basio.
\pproach both men are posi-
ive, breaking up forms into
dvancing and receding areas
lot for the sake of fragmenta-
lon and disintegration, but only
) reassemble them. In his latest
‘ork Leger expresses this con-
'pt of construction literally,
g., his 1950 “Builders.”
Wright has ideas about’ art,
\d it would seem that here the
0 men part. “The easel pic-
re,” he once said, “has no place
| the walls.” It should be hid-
n away, and then pulled out
! study, he added, as the mood
ikes one. “Great pictures
uld have their gallery.” But
er, who also has ideas on
- ‘hitecture (he studied it for
years before turning to
nting)  said, ‘“Color is a
midable raw material, Pure
: ally- disposed, is

a

Again and again 1ntachment from human foibles
X and weaknesses,

But there 13, as I remarked at

the beginning, one real split be-
tween the two. Leger deals in
the visual, the factual, the meas-
urable. He has many times de-|
clared that he has no use for
esoteric, mystical inner values,

Wright has. His whole ap-

proach to his art is philosophic.
He is the visionary and the poet,
concerned with insight and rév-
elation, with meanings and re-
lationships transcending those of
material. How does this show
in his work? It is difficult to say,
and Wright himself, for all his
eloguence, resorts to
eralities

“‘courage,”
ganic nature,” “the divinity of
truth,” when
it. Well, they are noble general-
ities rather
But they inform and inflame
everything Frank Lloyd Wright
:Ker did, It s

noble gen-
like “inner vision,”
“democracy,” “or-

he starts to explain
than concrete rules.

this which makes

e difference hetween great and

merely distinguished art, be-
Lween the work of a Wright and

Leger,

SUNDAY, 0CTO

terized by distinctly modern
First, the late Yasuo Kuni-
yoshi is represented by ten brush
drawings (the sponsor likes the
description “ink-paintings” bet-
ter) at the Downtown. gallery,

us, ' impressive works of art,
large landscapes and pieces of
symbolical narrative, whose im-
pressive effects of black with ac-
cents of gray or white, embrace
a simpler formula for this artist
than ever before. Meanings are
personal and in “Work at Dawn”’
With sinister raven and shadowy
hills and valleys, and “Old
Tree” whose dense black
branches are penetrated by a
subtle dawn-sky are thoughts
made poignant by the ordeal
under which Kuniyoshi, already
stricken with illness, worked to
complete his art.

These drawings, all but two
of which are being shown for the
first times, are notable for for-
mal qualities handled with great
simplicity and dignity. Thus
they are more impressive than
When, in earlier periods, the re-
sults were the detailed docu-
ments of a given locale. The
larger style reflects a profound
concern for nature, and at the
same time is immensely more
dramatic in expression.

Bacon at Durlachers

‘Another artist illustrating a
modern outlook upon realism is
Francis Bacon, British painter,
whose portraits and figures at
the Durlacher Gallery add to a,
reputation for painting now
already known through the two
large, rather fearful canvases
acquired by the Modern Museum
some months ago. Bacon’s forte
is sardonic pbrtraiture, and in
this he makes a powerful but
limited impression, by selection
and use of neutral color and by
means of facility in expression.

BE

Art Review:

attitudes.

terrific animal impact. While
Bacon is a painter of ability,
an apparent instinct toward|
suavity is often disguised in|
his work by briskly random|
brushwork. =Nothing, however,
can disguise his strangely pow-
erful mood. J

Early Homer Works

The show of Winslow Homer|
drawings, oils and watercolors
that Maynard Walker has as-
sembled at his gallery to indi-
cate the character of early work
by the great American realist,
is a tidy and distinguished af-
fair. Homer took great delight
in illustrating life, and from
Civil War drawings of soldiers
through the New England pe-
riod in which he painted chil-
dren at play, in the fields or at
the seashore his  interests
are charmingly shown. While
“charm” is not the best word
for Homer, an artist of great
simplicity in oils such as the
dunes at Marshfield, and chil-
dren in a field of daisies, its ef-
fect is perceptible in the spar-
kling color and warm tonal
harmony of the pictures which
include some splendid smallf
studies, Among the latter the|
beautifully drawn “Girl With|
Letter” is an especially fine soy-
venir of American genius,
David Hare Imaginative
There are two features of in-
terest about the new show of
sculpture by David Hare at the
Kootz gallery, Sensitively cher-
ub-like, charmingly expressive
figures in metals of antique tex-
ture reveal a fresh approach to
human life acquired during g
Season of work in the south of|
France. Other figures are ex-
quisite fabrications, but a trifie
fussy in sheets of chewed-up
metal which are ingeniously

SRR e A e

In eight portrait “studies”—
they are large and vehement
oils on czmv%s—he runs a gamut
from benevolent detachment,
through stern appraisal, using
the same head of a prelate. “A
Figure in a Room” recalls in
huddled desolation, a mad-
house image from Goya’s “Ca-
priccios,” On the other hand

rolled into decorative heads and
torsos. Another feature is the
quality of large, abstract figures
of “Icarus,” of which the ver-
sion demonstrating

continues|
apace, somewhat uni‘elemjng&;
for in not being caught%rhehitri,d%
the times, Mr. Ha; eems de-
ermined to flood W

fresh ideas.

“Study of a Bahoon” carries|
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.]0'1'; Show of His Work
his—Francis Bacon

'ARD DEVREE

e of|weight of his contribution cannot
@a0d-|yet be assessed.
tly &l The exhibition has been sp:
ckers|ciously installed by Margaret
apre- Miller. The illuminating catalogue,
itput.|copiously illustrated, was written
Mod-|by Katherine Xuh, curator of
tt In-|painting and sculpture at the Art
ration|Institute of Chicago, Her fuller|
¢+ San|treatment of the material has just|
cludes/been published by the University
rs and|of Illinois Press— the first full-
umples|scale biographical and critical
litho-|evaluation in English.
t, from
to the|Kuniyoshi’s Late Work
ind a| Ten of the last pictures by
dow of |Kuniyoshi—done with brush and
ink during his last summer of
2 place|work—have been placed on view
move-|at the Downtown Gallery. These
stimony|are among his most sensitive evo-
n way,|cations, a strangely effective
lout re-|blend of occidental and oriental.| ' ™
would | Particularly touching is a land-
bitrary,|scape with a crow and a flying
. it is as|fish-kite, symbols to him of life
its time./and death. With a single plant
and an insect he holds his space|
in “Queen Ant.”” In some of the
,s a:?:: pictures he scraped his blacks to
1ining in let white through but in “Old
‘he com- Tree,” from the collection of the|.
lque but Delaware Art Center, the surenes
bist, He|With which he left small areas o
always white is testimony to his great
and the|SKill. The ‘“Juggler,” purchased
his own by the Whitney from its 1952 an-
e served nual, is included and the fish from
the Tirst the Metropolitan’'s collection
teresteq|TePresented by a drawing,
He has|©riginal being unobtainable. There
1t, most|3Te two small but impressive heads
a'touvh of clowns. “Quiet Pool” with its
l'pretixaxg sparse but striking detail is mas- e
e terly. It is all very personal work e
fias car: and brings back acutely our sense
of loss.

sto
ich ele- - nex
ke .gme Bizarre gl
1::1 ;pa_. A baker's dozen of paintings by ::1)1191
the much-discussed British artist, el
Satedias Francis Bacon, have gone on view Roé
Tetaa a_f, the Dm:lacher Gallery. Five of e
eolaneis eight studies for a portrait of a ihl
convey Cardinal take up one room—robed
i (half figures against a logelike
~|gold framework, one Grecoish, one
smiling, one as if giving an edict,
one thinking and one in dramatic
pose. Seven of the other eight|A I
big canvases are als Zaarm-
ingly styled “studies,” iarge as
they are—thres of them for a por-
trait of a sketchily presented and
ostensibly bored young man.
The “Study of a Figure in a
oom” might be an ape exercising
on a subway turnstile and is more
simian than the study of a caged
baboon in a tree. Even a figure
in a landscape more than suggests|
4 nature man. In “Study of the
Sphynx” the sphynx is, like Cleo-
patra’s in the Shaw play, a little
one and rather meditative. Bacon
amily obvlousl.y is a highly knowledge-
Build. able painter who concentrates on and
i deré sinister effects’ obtained partly o5
Bk through not pushing realization bull
et far, Whether this primarily aca- ren/’
; emic work is more novel and|,., x
rtling than intrinsically impres- plo
sive iz the question, entl

(it

autom-
quently
s that
op with
ersonal R

Some-
humor-
ate pe-
have a
one of
s from
family
equiy-
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FRANCIS BACON'S “CARDINALS”: FOUR OF

A

SERIES
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Gallery on Wheels

A big 45-ft. aluminum trailer truck
rumbled into Fredericksburg, Va. one day
this week and parked near an elementary
school. Outside it looked like any ordinary
truck, but the inside was unusual: it con-
- tained a small, well-stocked art gallery.
The truck was Virginia’s new “artmobile,”
the U.S.s first art gallery on wheels. Its
purpose: to bring great art to people
who ordinarily never set foot inside a
museum.

Built for the Virginia Museum of Fine
Arts in Richmond, the truck cost $40,000,
has a display area of 32 ft. by 7 ft., air-
conditioning, an intricate burglar alarm,
special wall clamps and brackets to keep
pictures and sculpture from bouncing
around on rough country roads. After
dedication ceremonies in Fredericksburg,
people started to file into the exhibit 20
at a time (admission free). Over the
truck’s P.A. system came 17th century
harpsichord music to set the mood for the
show, followed by a recorded lecture. On
exhibit were sixteen 1sth to 17th century
Dutch and Flemish paintings, including
such masterpieces as Hieronymous Bosch’s
Temptation of St. Anthony, Aelbert
Cuyp’s Horsemen Halting on a Road,
Pieter Bruegel’s The Carnival. Next week
the artmobile will take off on a state-
wide tour (possibly three years) with
stops planned so that no Virginian will
have to travel more than 15 miles to see
the show. At the wheel: Curator-Driver
William Gaines, Virginia Museum art ex-
pert who trained for his job by taking
lessons in truck driving from a Richmond
express firm.

Mobilization

Americans, who love motion, have tak-
en sculpture off its pedestal and put it,
swinging and swaying, into the air. Ever
since Connecticut’s brilliant Alexander
Calder first exhibited mobiles* in 1932,
the oddly shaped, delicately balanced con-
traptions of wood, metal or plastic have
been suspended in the more modern-
minded museums, Until recently, hardly
anyone thought of these dangling doodles
as suitable for the living room. But this
year, with artists designing mobiles for
commercial production, they seem to be
growing into a national fad. A whole new
minor industry is turning out thousands
every day, from $1 up. Among the more
interesting :

¢ Gay, simple cartoonlike models, such
as trains reminiscent of Cartoonist Row-
land Emett’s famed rickety railways in
Punch; and “Sky,” in which a pair of
crescent moons dance around a corona-
circled sun and lesser heavenly bodies

% The idea of moving decorations is ancient,
¢.g., fluttering Chinese toys and streamers, the
revolving cock or horse on weathervanes. But
Calder pioneered the use of motion in a pure
art form. The name “mobile” was first applied
to his work in 1932 by French Painter Marcel
(Nude Descending a Staircase) Duchamp.
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“Sry?
In the home, dangling doodles.

($3.95 each, produced by Pace Design
Studios, Chicago).

q Seasonal groups, such as “Santa,” fea-
turing a robust St. Nick, a reindeer and
a star-carrying angel, all suspended from
a crescent moon; and “Spring,” a versa-
tile, pastel ménage of rabbits, flowers,
birds and butterfiies ($1 and $1.95, Sca-
manda Mobiles, Manhattan).

() Decorative abstractions, such as Sculp-
tor Marechal Brown’s “Tapered Quills,”
looking like giant buffalo teeth strung on
an Indian brave’s necklace ($33, Gotham
Lighting Corp., New York City).

q Elegant, modernistic fish in contrast-
ingly colored woods, handmade by Con-
necticut Sculptor Clark Voorhees ($270,
Hansen, Manhattan).

q Children’s mobiles, with figures from

Larry Burrows
FrANCIS Bacon

In the void, writhing pain,

and repellent . .
—an unhappy,

grand manner;
it lots of room in a big canvas and paints
it with virtuoso brilliance
Perhaps his chief distinction is that he
captures in painting the quality of dis-
embodied urgency,
void, that is peculiar to many news pic-
tures of violent death (for source mate-
rial, Bacon collects old newspaper photo-
graphs,
dents).
with a wispy
ates an illusion of motion,
graph in which the subject moved his
head. This forces the spectator to peer
closely at the picture:
volved, drawn into the darkness.

nursery rhymes ($3.95, Spacecraft, De-
troit); “Rocket” and a “Circus” collec-
tion of acrobats and animals ($2.50 and
$2, Modern Toy Co., Chicago). Explains
one manufacturer of nursery mobiles:
“They have a beautifully soothing effect
on kids.”

q A new wrinkle: kits from which ama-
teurs can design and assemble their own
mobiles ($7.50, MobiProducts, Bloom-
ington, Ind.). Experts’ advice to auto-
mobilists: models that are balanced too
carefully will not move easily; a good
mobile should sway in the updraft from
any mild cocktail party argument or even
the softest gurgle from the crib,

Snapshots from Hell

EXT week one of Manhattan’s 57th

Street galleries will turn itself into a
chamber of horrors. The occasion: the
first U.S. show of British Painter Francis
Bacon,* who is responsible for perhaps
the most original and certainly the ghast-
liest canvases to appear in the past dec-
ade. Bacon has brought the finicky satan-
ism of Aubrey Beardsley, Britain’s famed
Victorian horror dabbler, up to date, but
he tops Beardsley as surely as, in litera-
ture, Franz Kafka topped Poe.

Stars of Bacon’s Manhattan show: five
purplish ultramarine cardinals, including
those opposite. Painter Bacon says he has
nothing against cardinals: “Really I just
wanted an excuse to use those colors, and
you can’t give ordinary clothes that pur-
ple color without getting into a sort of
false fauve manner.” The fact that car-
dinals do not wear robes—or faces—that
kind of purple troubles him not a whit.

Bland, boyish and 42, Bacon lives in
London, vacations in Riviera gambling
halls. Among his pet subjects in the past
were visceral creatures squatting on table
tops, elephants in the veldt, misty male
nudes and bloody-fanged dogs, all glazed
with horror. Critical reaction to Bacon’s
art has been a rather alarmed “Splendid!”
Wrote London Critic Eric Newton: “Mr.
Bacon contrives to be both unforgettable
- [This] requires genius
desperate kind of genius.”
Bacon approaches his subjects in the
he isolates each one, gives

and economy.

of pain writhing in a

preferably of crimes and acci-
Bacon has a trick of veiling faces
scumble of paint that cre-
like a photo-

he becomes in-

# Who “neither knows nor cares” whether he is
descended from the great British philosopher of
the same name.

TIME, OCTOBER 19, 1953
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Letters

Fan Mail

To the Editor:

One has the sense, while reading the new
Art DiGsT, that a copious transfusion of
financial blood has been effected. It shows
and it works and I think congratulations are
in order for' all concerned. . .. At this rate
there’ll be no resisting you.

HARRY SALPETER

New York, N. Y.

To the Editor:

Upon return from Europe, where I spent the
greater part of this summer, I found your
September 15 issue and was delighted with
Franz Kline's drawing on your cover, This is
an excellent idea and I very fully approve of
1h5,000
Until now I used to buy my Arr Dicest
copies from the newsstand. Because I feel that
your new policy is so good and so really con-
cerned with the artist, T would like to com-
mit myself in subscribing to the magazine.
. .. Many thanks and best luck.
THEODORE BRENSON
New York, New York

To the Editor:

Thank you for your August cover. Believe us,
you have won new friends with your straight-
forward publishing of facts even if you ex-
pose yourself to certain criticism from people
who would prefer times, standards, etc., to
have stood still with the landing of the very
honorable Pilgrim Fathers. . . .
REINHARD R. TAckE
Dayville, Conn.

Pan Mail

To the Editor:

What js this avant garde reader's poll? Is
it a contest for the best racing engine? Let
all those who want to be jet-propelled jump
into the rat race. Art is not a national or
international competition for a front seat on
a subway train. Why doesn’t everyone relax
and do a little contemplating before erecting
a scaffold and acting like hangmen. The phrase
“avant garde” has hecome just “moresome.”

I. RicE PEREIRA

New York, N. Y.

Oops, Tpyo!

YOUR MYPOIA IS MY MYOPIA. MY

OPTICIAN CAN SEE YOU TODAY, CAN
YOU SEE HIM?

OTIS GAGE

New York, N. Y.

[Apologies to Mr. Gage. In the October 1 is-
sue, the sub-title of his column, “The Reflec-
tive Eye,” should have read “Myopia, pleasé!”
instead of “Mypoia, please!”—Ep.]

lambs .

To the Editor:
“You either copy or create”
That “cither-or” " division.
Are we again forced to deflate
That obsolete decision?
BARRETT
Darien, Conn.

[Reader Barrett’s quatrain refers to “The Re-
flective Eye” of September 15, in which Otis
Gage, writing on “Whose Humanism,” re-
marks: “In the end there are only two choices:
You create or you copy.”—En.]

Octobsr 15, 1953

Cover: A graphic artist of inter-
national repute, Adja Yunkers,
known primarily for his woodcuts,
has designed this issue’s cover in
the medium of a monotype. He is
an exhibiting artist at the Grace
Borgenicht Gallery and is on the
faculty at the New School for
Social Research.
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4 The Reflective Eye, by Otis Gage
5 Editorial: Toward a New Definition of Chauvinism
7 Winslow Homer, by Sam Hunter
8 London, by William Gaunt
Paris, by Michel Seuphor
10 Symposium:
Is the American Avant-Garde Overrated?
12 Coast-to-Coast
16 New York
19 57th Street
22 Prints
23 Books
25 John Marin, 1870-1953
26 Education
27 On the Material Side
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Next Issue

A profile of Leonid by Sam Hunter . . . a cover by Jean
Bazaine, French painter who served on the jury of last sea-
son’s Pittsburgh International . . . a letter from Germany . . .
feature reviews of the Whitney annual, an Andrew Wyeth
show at Knoedler’s and a Marini show at Valentin.
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New York

Francis Bacon: Numbers 1, 5, 7 and 8 of eight “Studies for a Portrait”

Francis Bacon: "An Acute Sense of impasse" by Sam Hunter

Few new painters have aroused as much
interest abroad as Francis Bacon, who
is having his first American one-man
exhibition at the Durlacher Gallery
from October 20 to November 14. His
brutally “extreme” paintings are con-
troversial enough to invite solemn dis-
cussion on the dignified BBC, as well
as among members of London’s High
Bohemia. They now hang in the Tate
and in the Museum of Modern Art in
New York. The most conclusive recogni-
tion has probably come in the form of
Graham Sutherland’s last exhibition in
New York, which showed unmistakable
evidence of Bacon’s influence.

In the most potent images imagin-
able, Bacon has stated the case for post-
war European despair with a vehemence
and originality that should earn him
a permanent place among contempo-
rary Cassandras— those artists and
writers of crisis like Giacometti, Buffet,
Dubuffet, Sartre and Genét who have
made esthetic capital of the violent af-
termath of the war.

Bacon's paintings are extravagantly
unpleasant. Hallucinating images swim
up onto his canvases still half im-
mersed in the stuff of the Unconscious,
pressed out of focus by troubling and
obscure forces. Horrific as they are,
they have something important to say
about our period. They bear the same
relation to contemporary experience as
Goya’s grotesques did to his troubled
and dislocated epoch. Bacon seems to
be creating his own private “deaf man’s
house”—a modern, clinical version of
those monsters and mutilated shreds of
humanity with which the deaf and ag-
ing Spanish master, in a spirit of su-
blime mockery, populated the walls of
his eountry house in his last bitter years.

The core of Bacon’s show is a re-
markable series of five variations on a
theme, Studies for a Portrait. The

16

series was inspired by Velasquez’' Pope
Innocent X in the Doria Gallery in
Rome. Somewhere along the way the
images have also absorbed catastrophic
pictorial matter from illustrated “yel-
low” journalism—the gallery of gun-
men and mobsters and the scenes of
violence that greet us in the tabloxds.
Technically, Bacon has been auda-
cious enough to try for one continuous
cinematic impression in his five Popes
—an entirely new kind of painting ex-
perience. He combines the monumental-
ity of the great art of the past with
the “modernity” of a film strip.
Under Bacon’s brush, Velasquez’ smug
and crafty Pope has been transformed
into a monstrous depravity. With a
mounting fury, the visage passes through
something like an hysterical convulsion,
which lays bare the darkest recesses
of the psyche. Facial expression moves
from lifeless immobility to maniacal
frenzy; in the final climactic panel the
focus shifts to the clenched hands, con-
torted in a gesture of bestial incoher-
ence. Paint is applied in frothy washes
of mauve, livid streaks of green, and
gold dustings, all set against a spooky
black ground. Progress from one tor-
tured image to the next is punctuated
by great luxurious smears of iridescent
pigment, as if there were some erotic
gratification in the exposure of this
deeply embedded, painful pictorial mat-
ter. One is reminded of the sweetish
agony of some of El Greco’s distorted
forms, where convulsive content sud-
denly achieves an ecstatic reversal and
surrender in a stream of luscious pig-
ment. Like El Greco, Bacon is concerned
with damnation. But he paints its hor-
rors from the point of view of a mod-
ern agnostic; for him heavenly consola-
tion does not exist, and sin is irremedi-
able. The only elation comes in the
manipulation of the paint.

Bacon’s Medusa gifts recast all his
visual experience in terms of violence
and terror. After a recent African trip,
his paintings found a new locale and
a different set of symbols. Study of the
Sphinz fuses an impression of a place
and a state of soul in a free play of
pictorial associations. A smoky sugges-
tion of the reclining sphinx—as if seen
from an airplane—is set in an octogon
of relentless regularity, with a border
of fierce tomato red and a background
of impenetrable black. It all suggests
the blinding color of the tropics, the
evisceration of the climate, and the in-.
human immensity of a continent. The
compulsive octagonal shape and the
colors that hem in the rather lyrically
painted enigma of the ages create that
acute impression of the annihilation of
hope which often haunts Bacon’s work.

That same spiritual let-down is ap-
parent in the gorgeously painted Study
of @ Baboon. A tropical luxuriance of
jungle is suggested in the background.
The baboon is a stunning example of
Bacon’s shimmering, virtuoso technique.
Between the beast and nature hangs a
barred grill of the kind storekeepers
stock to protect their windows. It
swings some door in the mind shut, like
a prison gate closing on a condemned
man.

This acute sense of impasse is Bacon’s
recurrent message. Whether his settings
evoke a squalid Soho interior, the
splendid raiment of a Prince of the
Church, or an exotic jungle atmosphere,
he is continually making some mys-
terious statement of a human cul de
sac. The exhiliration of technique raises
this sense of crisis to a level of poetic
intensity. One critic put it this way:
“Never has there been more elation of
execution, never a greater sense of
freedom; yet it occurs in the atmos-
phere of a concentration camp,”

Art Digest
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2644: CATURANI ART HARLWITH BACON.

For bioperse of FRANCIS BACON see London 9612 dated llthe Novembe
1949. Lespite rather harsh treatment of Bacom in that eable, he is
selling at prices ranging from 250 to 350 poundse. In Hanover Galiery
this week, an African show by pudgy sandyhaired 42 years old Francis
Bacon, whom some regard as Britains best contemporary artist, was
causing a sensation among two widely different sets of artlovers.

Firstly there wes the fashionable minkcoated set, including some
speculators. secondly were the young art students - English equiva-
lent of Krench existentialists. They jostled each other trying to get
view on Bacons huge canvasses representing mostly African scenes =
and commented exitedly. Former believe that pictures will be worth
three times their present value in a few yearse Latter find what they
call "A profound satisfaction in sensations that Bacon evokes rather
than evoking mere reality."”

0f his own art, Bacon says: "lLverybody has his own interpretation
of a painting he sees. 1 dont mind if they have different interpre-
tations of what-1 have painted.™ He thinks any art is a"method of
opening up aveas of feeling rather than merely am iliustration of an
object.” Dut "The object is necessary to provide the problem and the
disecipline in the search for the problems solution®™, he says: " A
picture should be tie recreation of an event rather than an illustra~
tion of an object but there is no tension in the picture unless there
is the struggle with the objecte."”

Bacon im lies that real art lies in that tension und in the fight
to represent objects at exact instants ol time. IHe saysd "Real
imazination is technical imagination. It is in the ways you think
up to bring an event to life againe 1t is in the search for the
technique to trap the object at a given moment. Then the technigue
and the object become inseparable, <Lhe object is the technigue and
the technicue is the object. Art lies in the continual struggle to
come near to the sensory side of objectse"™

Bacon is a symbol of uncuiet mood of our time - he is attempting
to get near reality through sensation rather thenm illustrative ratioc-
nality. His sensational overtones in<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>