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Francis Bacon’s painting is of a very special violence. Bacon, to be-

sure, often traffics in the violence of a depicted scene: spectacles of
horror, Cruaﬁxlons, prostheses and mutilations, monsters. But these
are overly facile detours, detours that the artist himself judges se-
verely and condemns in hlS work. What dlrectly interests him is a
violence that is involved only with color and line: the v1olence of a
sensation (and not of a representanon) a static or potentml violence,
a wolence of reaction and expression. For example, a scream rent
from us by a forebodmg of invisible forces: “to paint the scream more
than the horror...” In the long run Bacon’s Figures aren’t wracked

bodies at all but ordmagy bodies in ordinary situations of constraint )

and discomfort. A man ordered to sit still for hours on a narrow
stool is bound to assume contorted postures. The violence of a hic- /
cup, of a need to vomit, but also of a hysterical, involuntary sn smile...
Bacon’s bodles, heads Figures are of flesh, and what fascmates h1m

| are the 1nv151ble forces that modelﬂesh»w shake-it. This is not the

relationship of form and matter, but of materials and forces; to make

these forces V]Slble through their effects.on flesh. There is, before-

anything else &force of inertia that is of flesh itself;{with Bacon,
ﬂesh however firm, descends from bones; it falls or tends to fall

away from them (hence those Hattened sleepers Who keep one arm
raised, or thighs lifted from which the flesh seems to cascade) [What
fascinates Bacon is not movement, but its effect on an immobile body:
heads whipped by wind, deformed by an aspiration—but also all the

interior forces that climb through flesh. To make spasm visible. The
entire body becomesplezgus If there is. feehngym,ﬁacgn,ﬁltmlﬁ, not a
taste for horror, it is pity, an intense pity: pity for flesh, including
the flesh of dead animals.
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There is anoth. : i e
other element in Bacon’s painting: those large fields the double motion, of fields of color toward the Figure, and of the

‘(?Vf LCI?IOI‘IOH d:Vhllzh C'clhe Figure detaches itself, fields without depth or Figure toward the fields

ith on e kind of sk RN —— : ] .

These lafge P er— 5 Lt ﬂy, th ad ?hara.QF(?rlZ?S postcubism. /Bacon is a great colorist. And color with him relates to many
are themselves divided in sections, or else crossed different systems, two most ififportantly—one of which corresponds

" These £ 4 ils, or else sliced by a band or lar gish stripe. e to the Figure/flesh, and the other to.the co,log;ﬁqld/sectio@t is as
orm an armature, a bone structure. Sometimes they are like f': , s — .‘

P T T _ though Bacon has reassumed the entire problem of painting after
nde Y
the Fi ks AP b sky of the field of color, upon which Cézanne. Cézanne’s “solution”—basically a modulation of color by
e Figure executes its taunting acrobatics.

Flgure esccut ' acr means of distinct touches that proceed according to the order of the
o pictorial elements do not remain indifferent to one

: . spectrum—in effect gave birth or rebirth to two problems: how, on
another, but instead draw life from one another. It often scems that

the flat fields of color curl d th r er | i i

curl aroun i stituti i - ! ‘
l . the Figure, togethe constituting though it were a perpendi 1 : s
a spatiow deptyn, forming a hollow volume, deter_mining a curve, an
ballow depth, f , a

: : ; while on the other also to preserve the specificity or singularity of a
isolating track or ring at the core of which the Figure enacts its

Sete ) form in perpetual variation? It was the new problem for Van Gogh
small feats (vomiting in a sink, shutting the door with the tip of its o d ’

foot, twisting itself or 1). Tt as much as for Gauguin. A problem with two pressing dangers, since

, twis S n a stool). This ki i i i i - :

il wr o 00 ). This kind of situation finds its equiv- the ground could not be allowed to remain inert, nor s
y 1n theater, or in a Beckett novel such as e Dépeupleur

(published in English i T become murky or dissolve into grisaille. Van Gogh and Gauguin re-
lind Th lg 1sh in 1972 as The Lost Ones)—“inside a flattened discovered the art of the portrait, “the portrait through color,” by
cylinder...."The light... . Its yellowness”—or else it is found in visions

. " . restoring to the ground vast monochrome fields that carry toward
of bodies plunging into a black tunnel. But if these fields of color ;i 3 .

SRS gl i infinity, and by inventing new colors—“far from nature”—for flesh,
re, the Figure i i | | . .
Loy a) gure, | gure in turn presses outward, trying. colors that seem to have been baked in a kiln and that rival ceramics.
pass and dissolve through the Fields. Already we have here the

rolE oF the spasm or of the': = The first aspect has not ceased to inspire experiments in modern
e scream: i : o -y v ' s
e entire body trying to escape, painting: those great, brilliant monochrome fields that take life not

:?S (fl(t)}vl: jl?ghofl ilstslerf.1 O[:(i :li C(;lcac;ur; }E:}tl (S)EZLEI Bacorit’stl sink.s but / in Varia'tions of hue but in Ve.rylsubtle.shifts of intensity’or saturation
o i exaggemteé ' part of the F igure determined by zones of proximity. This would be Bacon’s path: where
: point, like vampires: the entire
quy trying to flee, to disgorge itself through a tip or a hole. Or
els:e, on the contrary, it will flatten itself and stretch itself into a
thick mirror, lodging its entirety into this width until it separafeé v
and dissipates like a lump of fat in a bowl of soup. The F igures them—’
S(?IV'CS always present clean zones and toggy ones that attest\ to this
d1551pa'tion. As of 1978-1979 we can spe‘;ik of a few paintings still | | ﬁ
e e s S
gré‘ss.‘This new period, which seem; o) ricph t:)Ou Sfm - gust’ BLof p_eCts e Co?relate's in Bacon: ?_bnlhg {1@ _Pun? om for the e
the future, is an abstraction that is purely B 5’ In possibilities for fields, coupled Wlthfa program of 11(1‘;6\;(;5}11\93?!9}};‘DFQ_IS?I}_ tor}es_f()l‘
y Bacon’s. It consummates the flesh, coupled with a procedure of rupturing or “fireblasting,” 2

these zones of proximity are induced either by sections of fields. of

man). The other aspect, the colors for flesh, was to be resolved by
Bacon along lines that Gauguin presaged: by producing broken tones

two as-

color, or by virtue of a white stretched ‘band or larger stripe that
crosses the field (one finds an analogous structure in Barnett New-

o (tons rompus), as though baked in a furnace and flayed by fire. Ba-
con’s genius as a colorist exists in both of these ideas at once, ‘while
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critical mixture of complementaries. It is as though painting were
able to coH({JéEmne in two ways, through color: as eternity and
lrght in the mﬁnrty of a field, where bodies fall or go through therr
enactment of these bodies, in their ﬂesh and on therr skln (thus three
large male backs with varying chasms in value). It is a Chronochromie,
in the spirit in which the composer Olivier Messiaen named one of
his works.

i;l‘hg_abandonment of simple figuration is the _general fact of
modern painting and, still more, of painting altogether, of all time.
But what is 1nterest1ng is the way in which Bacon, for his  part, . '
Wlth ﬁguratlon itis not 1mpress1onlsm not expressionism, not sym—
bohsm ot cubism, not abstraction ..

Never (except perhapﬂsﬂvﬁn the
case of M1chclangelo) has anyone br oken with figuration by elevat-
ing the Figure to such prominence. It is the confrontation of F
and field, their solitary wrestling in shallow depth, that rips the q11_1t—
ing away from all narrative as well as from all symbollmtn:_r__r_]gv hen
narrative or symbolic, figuration only obtarns the bogus violence of
the represented or the signified, but it expresses nothing of the vio-
lence of sensation—in other words, of the act of painting. It was
natural, even necessary, that Bacon should revive the triptych: in
this format he finds the conditions for painting and for color exactly "
as he conceives them to be. The triptych has thoroughly separate

sections, truly d1st1nct Wthll in advance negate any narrative that

. -

tions with a kind of brutal, unrfyrng distribution that makes them

interrelate free of any symbolic undercurrentEt is in the trrpty hw
that colors become light and that light divides itself into colors In

them one discovers 1hythm as the essence of painting. For itis n never
a matter of this or that character this or that object possessing rhythm

EOII the contrary, rhythms and rhythms alone become characters, be—

come objectsy Rhythms are the only characters, the only Flgures -
The triptych’s function is precisely to this point—to make evident

that which mlght othcrw1se risk remamrng hidden. What a trlptych S

Author’s Introduction - xxxiii

rhythms—Ene steady or “witness” rhythn}ﬁand two other rhythms;
one ofﬁcrescendo or simpli ﬁcatronl;(chmbmg, expandmg, d1astollc
addlng value), the other_ of] ch, mi do or elimi; : oo
contractmg, ystolrc removing v: 'uﬂLet us consider every Bac

tr1ptych in any given case, ‘where is the witness- Tigure, where is the

ad]unctlve or the reductive FrgureD A 1972 Twptycb shows a F1gure ‘

nm"(dsslc,@ad,mgl ,

whose back is “diminished,” but Whose leg is already complete and

another Frgure - whose torso has been com leted but who is
one leg and whose other leg is runnmg

sing

the point of view of ﬁguratron But from the pomt of view_ of the

Figures themselyves these are rhythms and nothmg else rhythms as

h'(,l akes you
in a piece of music, as in the music of Messraen w makes y

hear “rhythmrc characters 4 If one keeps the devclop :

pamtmg and music, then . one can 1 return to the.

rhythms, at least three, as though so many Frgures resonate 1n the

field, and that the field separates and joins. them, superposes them, _

| 1984

doubt one would see that each of them is organued as th gh a
tr1ptych that each already encompasses a trrptych each dlstr1 utes



CHAPTER 2

Note on Figuration in Past Painting

Painting, religion, and photography — On two misconceptions

Pamtlng has to extract the Fieure from the figurad e. But Bacon in-
vokes two developments which seem to indicate that modern painting
has a different relation to figuration or illustration than the painting
of the past. First, photography has taken over the illustrative and

- documentary role, so that modern painting no longcr needs to fulfill
{7, this function, which still burdened earlier painters. Second, painting

an atheistic game.!

© Yetitis by no means certain that these two ideas, taken from
Malraux, are adequate. On the one hand, such activities are in com-
petition with each other, and one art would never be content to as-
sume a role abandoned by another. It is hard to imagine an activity
that would take over a function relinquished by a superior art. The
photograph, though instantaneous, has a completely different ambi-
tion than representing, illustrating, or narrating. And when Bacon
speaks of his own use of photographs, and of the relationships be-
tween photography and painting, he has much more profound things
to say. On the other hand, the link between the pictorial element
and religious sentiment, in past painting, in turn seems poorly de-
fined by the hypothesis of a figurative function that was simply sanc-
tified by faith.

Consider an extreme example: El Greco’s The Burial of the Count
of Orgaz (1586-1588) [106]. A horizontal divides the painting into
two parts, upper and lower, celestial and terrestrial. In the lower
half, there is indeed a figuration or narration that represents the

10

' gz;uscd to be condltloned by certain rehglous p0551b111t1e9” that StIH =
/gavea plctomal meaning to ﬁguranon whereas modern pamtmg is
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burial of the count, although all the coefficients of bodily deforma-
tion, and notably elongation, are already at work. But in the upper
half, where the count is received by Christ, there is a wild liberation,
a total emancipation: the Figures are lifted up and elongated, re-
fined without measure, beyond all constraint. Despite appearances,
there is no longer a story to tell; the Figures are relieved of their
representative role, and enter directly into relation with an order of
celestial sensations. This is what Christian painting had already dis-
covered in the religious sentiment: a properly pictorial atheism,
where one could adhere literally to the idea that God must not be
1eprescnted With ¢ God but also with Chrlst the Virgin, and even 7

to the ex1s 1ng code of the church Thus 1n . then ,s‘el,ves,“ they no

longer have to do with anything but sensatlons "—celestial, infer-
nal, or terrestrial sensations.)Everything is made. to pass through the
code the rehglous sentiment is painted in all the colors of the world.

One must not say, “If God does not exist, everythmg is permitted.”

It is just the opposlte I‘or w1th God, everythmg is permitted. It is
with God that everythmg is permltted not only morally, since vio-
lences and 1nfam1es always find a holy ]ustlﬁcatlon but aesthetlcally,
in a miitch more important manner, because the divine Flguresvare
wrought by a free creative work, by a fantasy in Wh1ch everythmgr is
permitted, Christ’s body is fashioned by a truly diabolical inspiration
that makes it pass through all the “areas of sensation,” through all
the “levels of different feelings.” Consider two further examples. In
Giotto’s Stigmatization of St. Francis (1297-1300) [105], Christ is
transformed into a kite in the sky, a veritable airplane, which sends
the stigmata to St. Francis, while the hatched lines that trace the
path to the stigmata are like free marks, which the saint manipulates
as if they were the strings of the airplane-kite. Or Tintoretto’s Cre-
ation of the Animals (c. 1550) [109]: God is like a referee firing the
gun at the start of a handicapped race, in which the birds and the




12 - Figuration in Past Painting

fish take off first, while the dog, the rabbits, the cow, and the uni-
corn await their turn.

Thus we cannot say that it was religious sentiment that sustained
fi guraﬁ%ﬁ]ﬁ?ﬁ(ﬁiﬂﬁﬁg of the paqt, on thecontrary, it made i;ossi—
blé q‘]jbcryatioﬁic;fli:igure’s,"the emergence of Figures freed from all
figuration. Nor can we say ,that_vphe,renunciatio‘n‘ of figuration was
easier for modern painting as a game. On the contrary, modern paint-
ing is invaded and besieged by photographs and clichés that are al-
ready lodged on the canvas before the painter even begins to work.
In fact, it would be a mistake to think that the painter works on a
white and virgin ‘surface.‘Th‘e entire surface is already invested vir-
tually with all kinds of clichés, which the painter will have to break
with. This is exactly what Bacon says when he speaks of the photo-

graph: it is not a figuration of what one sees, it is what modern man

sees. It is not dangerous simply because it is figurative, but because

ntiment, but besieged by the phe
modern painting finds itself in asituation that, despite appearances,
makes it much more difficult to break wn:htheﬁgurcltlon that wouls

seem to be its miserable reserved ,domain:‘éAbstracl;,,painting..a,ttests
to this difficulty: the extraordinary work of ,abstragtvp,ain,ting was
necessary in order to tear modern art away from figuration. But is
there not another path, more direct and more sensible? B

it claims to reign over vision, and thus to reign over painting. Having

renounced the religiou;
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CHAPTER 4

Body, Meat, and Spirit: Becoming-Animal

Man and animal — The zone of indiscernibility —
Flesh and bone: the meat descends from the bone —
Pity — Head, fuce, and meat

The body is the Figure, or rather the material of the Figure, The
material of the Figure must not be confused with the spatializing
material structure, which is positioned in opposition to it. The body
is the Figure, not the structure. Conversely, the Figure, being a body,
is not the face, and does not even have a face. It does have a head,
because the head is an integral part of the body. It can even be re-
duced to the head. As a portraitist, Bacon is a painter of heads, not
faces, and there is a gfeat difference between the two. For the face is
a structured, spatial organization that conceals the head, whereas
the head is dependent on the body, even if it is the point of the body,
its culmination. Tt is not that the head lacks spirit; but it is a spirit in.
bodily form, a corporeal and vital breath, an animal spirit. It is the
animal spirit of man: a pig-spirit, a buffalo-spirit, a dog-spirit, a bat-
spirit. .. Bacon thus pursues a very peculiar pr()]ect as a portrait
painte b“o dismantle the face, to rediscover the head or make it
emerge fmm beneath the face.™)

.

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 ani-
mality 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.! Bacon’s techniques of local scrubbing and

19
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asignifying traits take on a particular meaning here. Sometimes the
human head is replaced by an animal, but it is not the animal as a
form but rather the animal as a #rait—for example, the quivering
trait of a bird spiraling over the scrubbed area, while the simulacra
of portrait-faces on either side of it act as “attendants” (as in the
1976 Triptych [79]). Sometimes an animal, for example, a real dog, is
treated as the shadow of its master [52], or conversely, the man’s
shadow itself assumes an autonomous and indeterminate animal
existence [73]. The shadow -escapes from the body like an animal
we had been shelterlngEn place of formal correspondences what
Bacon’s painting constitutes is a zone of indiscernibility or undcmlﬂbzlzty

between man and animal. Man becomes animal, but not without the.

animal becomlng spirit at the same time, the spirit of man, _the phys- /v’

1cal sp1r1t of man presented.in the mirro
| Itis never a comblmtlon of for

Fumenides or Tate [77].

, but rather ] act: the

man is coupled w1th his ammal ina latent bullﬁght

;uabesupporurlbyw

lhc bones, When the ﬂesh ceases to cover the boncs when the two
exist for each other, but each on 1Ls own terms: the bone as the‘rna—"
terial structure of the body, the flesh as the bodily material of the
IMigure. Bacon admires the young woman in Degas’s-After the Bath
[101], whose suspended spinal column seems to protrude from her
flesh, making it seem much more vulnerable and lithe, acrobatic.? In
a completely different context, Bacon has painted such a spinal col-

the p: Illlllll;_, is, plcusely, memf through the splendor of 1ts colors

Meat is the state of the body in which flesh and bone confront each

s_to the point
where even hrs most 1solated I‘ lgure. is already a coupled Fig

N

Al
ef;l )
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other locally rather than being composed structurally. The same is
true of the mouth and the teeth, which are httle bones. In meat the
ﬂesh

in Bacon, it hes in his ¢ taste for palntlng prone P1gures whose ralsed

arm or thlgh is equwalent to a bone, so that the drowsy f ﬂe -
to descend from it. Thus, we find thc two slccpmg twins flanked by

animal-spirit attendants in the central panel of the 1968 triptych”
[53]; but also the series of the sleeping man Wlth ralsed arms [25],
the sleeping woman with vertical legs [28], and the sleeper or acldlct i
with the hypodermic syrlnge [31, 58]. Well beyond the apparent ‘
sadxsm El;e bones are like a trapeze apparatus (the carcass) upon

which the flesh is the acrob;i The athleticism of the body is n:

rally prolonged in this acrobatlcs of the flesh. We can see here the
importance of the fﬂll [cbutc] in Bacon’s work. Already in the cruci-
fixions, what mterests Bacon is the descent and the mverted head
that reveals the flesh. In the crucifixions of 1962 and 1965, we can
see the flesh hterally descendmg from the bones, framed by an
armchair-cross and a bone-lined ring [29, 35]{For both Bacon and
Kafka, the sp1nal column is nothing but a sword beneath the skin,
shpped 1nto the body of an innocent sleeper by an executroner3
Sometlmes a bone will even be added only as an afterthought ina

random spurt of paint./f

pity,. hrs only object of pity, his Anglo Irish pity. On this point hei is
like Soutine, with his immense pity f for the ]ew Meat is not dead
e colors of living

flesh; it retains all the sufferlngs and assumes all t
ﬂesh ]t manifests such convulsive pain and Vulnerabﬂlty, but also
such delightful invention, color, and acrobatrcs Bacon does not say,
“Pity the beasts,” but rather that cvery man who suffers is a piece of
meat. Meat is the comrnon zone of man and the beast _their zone of
1nd1scern1b1hty, it IS a “fact a state where the  painter identifies with
the objects of his.horror and his. compassion, Ihgmpmm[_h certainly
a butcher, but he goes to the butcher shop as if it were a church,

AL AR ST AN AT AN
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W@Gh—&he*rﬂeafﬂs—kh@-@mdﬁcd victim (the Painting of 1946 [3])Eon
is a religious painter.only in butcher shop;‘. “T've aiv&é&é%&:n vEry
moved by pictures about slaughterhouses and meat, and to me they
belong very much to the whole thing of the Crucifixion. . . . Of course
Wwe are meat, we are potential carcasses. If I go into a butcher sho[;
I always think it’s surprising that I wasn’t there instead of the ani-
mal.”* Near the end of the cighteenth century, the novelist K. P.
Moritz described a person with “strange feelings”: an extreme sense
of isolation, an insignificance almost equal to nothingness; the hor-
ror of sacrifice he feels when he witnesses the execution of four
men, “exterminated and torn to pieces,” and when he sces the re-
mains of these men “thrown on the wheel” or over the balustrade;
his certainty that in some strange way this event concerns all of us,
that this discarded meat is we ourselves, and that the spectator is a]—’

ready in the spectacle, a “mass of ambulating flesh”; hence his hvmg
idea that even animals are part of humanity, that we are all crimi-
nals, we are all cattle; and then, his fascination with the wounded

b (13
animal, “a calf, the head, the eyes, the snout, the nostrils . . . and some-

times he lost himself in such sustained contemplation of the beast
that he really believed he experienced, for an instant, the zype of exis-

. ) .
tence of such a being . .ﬁ’f‘in short, the question if he, among men, was
a dog or another animal had already occupied his thoughts since child-
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not the head the part.that.is closest to the bone? Loook again at El
Greco or Soutine. Yet BaC(m_(ngs_n_QLﬁﬁem_LQmLhink,Qf_dlﬁ,ll_Qzlg_in

this manner. The bone belongs to the face, not to the head. Accord-
ing to Bacon, there is no death’s-head. The head is d

than bony, yet it is not at all soft, but firm. The head is of thé ﬂesh;"'

and the mask itself is not a deathmaek,ltm a blockofﬁ thiat
has been separated from the bone: hence the studies for a portrait of
William Blake [20,-21}}Bacon’s own head is a picce of flesh haunted

by a very beautiful gaze emanating from eyes without sockets. And
he pays tribute to Rembrandt for having known how to paint a final .

self-portrait as one such block of flesh without gyeyvgoglggtswfﬁrbrough—
out Bacon’s work, the relationship between the head and meat runs
through a scale of intensity that renders it increasingly intimate.
First, the meat (flesh on one side, bone on the other) is positioned
on the edge of the ring or the balustrade where the Figure-head is
scated [3]; but it is also the dense, fleshly rain that ibéul“ro”undsﬂtbe _
head and dismantles its face beneath the umbrella [65]. The scream
that comes out of the Pope’s mouth, and the pity that comes out of
his eyes, have meat as their object [27]. Later, the meat is given a
head, through which it takes flight and descends from the cross, as
in the two preceding crucifixions [29, 35]. Later still, Bacon’s series
of heads will assert their identity with meat, among the most beauti-

D 117 . o e PyT e
' hQde.m{MorltZS passages are magnificent. This is not an arrange-
w1l ment of man and beast, nor a resemblance; it is a deep identity, a »

o~

ful of which are those painted in the colors of meat, red and blue
[26]. Finally, the meat is itself the head; the head becomes the non-
localized power of the meat, as in the 1950 Fragment of a Crucifixion
[7], where the meat howls under the gaze of a dog-spirit perched on
top of the cross. Bacon dislikes this painting because of the simplic-
ity of its rather obvious method: it had been enough to hollow out a
mouth from solid meat. Still, it is important to understand the affin-
h mea

|

™

X of 1nqlscern1b111ty more profound than any sentimental identifica-
tl_pnﬁle man who suffers is a heast, the beast that suffers is a nmn_:?
This’s the reality of becoming. JWhat revolutionary person in art,

politics, religion, or clsewhere, has‘EE{TE‘IFEHE{ﬂéxtreme moment |
when he or she was nothing but a beast, and bécéme respon51ble e
not for the calves who died, but before the calves who died? o ,
But can one say the same thing, exactly the same .thin-g, about
meat and the head, namely, that they are the zone of objective inde-
cision between man and animal? Can one say objectively that the

head is meat (just as meat is spirit)? Of all the parts of the body, is

p

P N
£

A A

186}

I ———

es nothing more than

reach the point where the open mout

/T\ the section of a severed artery, or even a jacket sleeve that is equiva-
N lent to an artery, as in the bloodied pillow in the Sweeney Agonistes trip

\J tych [46]. The mouth tl‘l‘gf‘l_’acquiresHt}}uisﬂ_pgvgq‘_of nonlocalization
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a face. It is no longer a par-

 ticular organ, but the hole through which the entire body escapes,

scapes,

and from which the flesh des?ends‘(her‘g the method of free, in 'I'_. '~
untary marks will be necessary). {This is what Bacon calls the Scream, )
in the immense pity that the meat evokes. i
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CHAPTER 6

Painting and Sensation

Cézanne and sensation — The levels of sensation —
Figuration and violence — The movement of translation,
the stroll — The phenomenological unity of the senses:
sensation and rhythm

There are two ways of going beyond figuration (that is, beyond both
the illustrative and the figurative): either toward abstract form or to-
ward the Figure. Cézanne gave a simple name to this way of the
Figure: sensation. The Figure is the sensible form related to a sen-

sation; it acts nnmedlatelv upon the nervous system, whlch is of the
flesh, whereas abstract form is addressed to the head and acts thr ough
the intermediary of the brain, which is closer to the bone. Certainly
Cézanne did not invent this way of sensation in painting, but he
gave it an unprecedented status. Sensation is the opposite of the
facile and the ready-made, the Llthc but also of the “sensational,” the
spontaneous, etc. Sensation has one face turned toward the subject

(the nervous system, vital movement, “instinct,”

temperament”—a
whole vocabulary common to both Naturalism and Cézanne), and
ne face turned toward the object (the “fact,” the place, the event).

Or rather, it has no faces at all, it is both things 1ndlssolubly, it is

Belng in-the- Wor]d as the phenomenologlsts sayt at one and the

th,e,_same bod: e be1ﬁ b ‘h____sub]ect
,@_a spcctator I exper ety the
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color (impressions); on th it is i

; € contrary, it is in the body, ev oy : : L 5

0 en the bod w s re a disciple of Cézanne
of an apple. Color is in the ) y v Cézannian, even more so than if he were a p y
the air. Sensatio “

we will have occasion to consider later.
What does Bacon mean when, throughout the interviews, he
” “areas of sensa-

J’/f\, the body, not insofar as it j et g T

I : as 1t 1s represente i : { ; ;

/ U i i P dasan o 5 10 speaks of “orders of sensation,” “levels of feeling,
tion,” or “shifting sequences”?® At first, one might think that each

ing of Cé — “ ‘ o M S
: This ;a?ﬁl@;::;l;in etr}:; :ﬁii??;:: 1(;;?;25 (ile: z: : . ({u'(lcr, level, or area corres'ponds to a specific s@sationz each sensa-
the sensation, or, as Bacon will sy B e c} & ezan/ne; P‘”Zﬁ 1101.1 would thus be a term in a seq'ue1.1ce ora ser1.e5. Pjor example, the
record the fact.’ “It is a very, vty cives and dil;yﬁ (I)Sed;:(') Cézanne’, s_crlf:s o(f Rern.br.andt’s self—po.rtrfuts involves o in dlffere7nt afea.s of
why some paint comes across direéfly o the :u t.thing to know feeling.” And it is true that painting, ar’ld éspecmll}.f Bacon’s painting,
other paint tells you the story in a ot i d.]erv 01;5 Siystcm;artjw, proceeds thro.ugh SC'I‘ICS: series of crucifixions, series of Popes, series
There would seem to be only obviens differences ;oug 1 the brain.’ of self—portra]ts., series of the mouth, of the moutb that SELOHIIS, t.he
painters: Cézanne’s world as lan Axciape aund sl 5 etween these two m(?uth tha‘F smiles . . .Moreover, there can be series of mmultanel-ty,
portraits, which are treated as lan flenaed Vers; e]geven ’be'for e the as in the trlPtychs, which make at lf{ast three levels or orders coexist.
hierarchy that dismisses still lifes i es-f hacon s inverted ‘ And'the series can be clos§dZ When.lt has a contrasting composition,
ture in Cézanne versus the world as srtifaer inp B .1 e];vorld as. Na- i but it can be 'op.en, when 11.' is continued or continuable beyond the
are not these obvious differences in the service aC;) f o Pre? sely, ‘ thfee.”’ o B'u't * WOUI.d G were‘ e not'sm'ne—
“temperament”? In other wards, are thiey not jnsc(r)jb S(itlfISall}j)ll .and .' thing e.lse as well, sometleg thz.lt is alread'y a't work in C?.lCh pamtmg,
Bacon to Cézanne, in what they have i COII.lnl‘ f Vl&l/lh what links ! f::ach F,l,gt.lre., each sensation. It. is each pamt:mg, each Flg.ure, th?t is
speaks of sensation, he ey i i E[on. hen Bacon | %ts‘elf a shifting e EHoE serles.(and not s1111Ply . term in a series);
Cézanne. Negatively, he says that the fo,rm el (rie Vezy Slmﬂar‘ to ‘ Tt is f:ach sensatlon. that eszts at diverse levels, in different ord!ers, or
(the Figure) is the e o form-related tOc to }:.]C sensat'1o.n . m different domains. iljlflls_p}_@ggﬁgl}g_twghgg@““ar_g nﬁot,,sensau()n';of
Supposed to represent (figuration). As Valéry put ta (L g different orders, but different orders of one and the same sensation.
which is transmitged P -y thzydi : it, selclis;tlon is that Itis the natu{f@_pf ,_Sensaflon._‘to ,,,env.e,lgp,«a. ,CO,,nSt,ltu.t,lYe' difference of " ;
conveying a story. And positively, Bacon const. Oulr U l?,v S8 Plumhty of constituting domains, Every sgr;_s_‘apon,‘a:n.d. e
tion is what passes from one “ordc-’:r” to anoth ar{l-‘t . d‘l‘at Sel},sa_ - -~ Figure, is already an f‘g(\;uunulﬂe:fi’_i or “c.oagula‘te‘d’)"m§¢nsat10,n, as in
another, from one “area” to - - . .er, Hon one. leV‘Cl to //a limestone figure."! Hence the irreducibly synthetic character of
another. This is why sensation is the " sensation. What then, we must ask, is the source of this synthetic

master of deformations, ¢l
é s, the ) s g oot
' character, through which each material sensation has several levels,

agent of bodily deformations, In this re-
several orders or domains. What are these levels, and what makes up

gard, the same criticism can be made against both figurative paj

g and abstract painting: they pass through the brain, the dp ol
a'ct directly upon the nervous system, they do not atta;ﬂ th}; o
tion, they do not liberate the Figure—all because the femi;nsa_
one and the same level,’ They can implement transformati(})lns of fi =
but they cannot attain deformations of bodies. In what sense B;);I)Irl;

their sensing or sensed unity?
A first responsc must obviously be rejected. What makes up the

material synthetic unity of a sensation would be the represented ob-
ject, the figured thing. This is theoretically impossible, since the
Figure is opposed to figuration. But even if we observe practically, as
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passes, the domains it traverses: being itself a ‘FiguEsz‘iE,‘m}}li‘E'have
nothing of the nature of a represented object. It is the same with /
Artaud: cruelty is not what one believes it to be, and depends less

Bacon does, that something is nonetheless figured (for instance, a
screaming Pope), this secondary figuration depends on the neutral-
ization of all primary figuration. Bacon himself formulates this prob-
lem, which concerns the inevitable prescrvation of a practical figu-
ration at the very moment when the Figure asserts its intention to
break away from the figurative. We will see how he resolves the prob-
lem. In any case, Bacon has always tried to eliminate the “sensa-
tional,” that is, the p imary figuration ¢ hat which provokes a vio.
lent sensation. This is the meanlngo e formula, “T wanted to pa]'ﬁt
the scream more than thehorror” "2 When h ints thhwe*sé;wezw;rﬁlngny
Pope, there is nothing that might caus ' anﬁﬁ?&?&;}"m A
front of the Pope is not only a way of 1solat1ng IllmTWZquﬁgilzm
from view; it is rather the way in Whlchrhe f sees nc
ing, and screams before ‘t}Je izzv{;ifélé. ThMu§ywq1uLahzggdm}l§ hoifo?]s
multiplied because it is inferred Fom che scream, and not Fos e
verse. And certainly it is not easy to renounce the | 05 b UG o
mary figuration. Sometimes he has to turn again:twhls éwn, instincts,
renounce his own experience. Bacon harbors within himself all the
violence of Ireland, and the violence of Nazism, the violence of war.
He passes through the horror of the crucifixions, and especially the
fragment of the crucifixion, or the head of meat, or the bloody suit-
case. But when he passes judgment on his own paintings, he rejects
all those that are still too “sensational,” because the figuration that
subsists in them reconstitutes g scene of horror, even if only second-

arily, thereby reintroducing a story to be told: even the bullfights are

and less on what is represented.
A second interpretation must also be rejected, which would

confuse the levels of sensation, that is, the valencies of the sensation,
with an ambivalence of feeling. At one point, Sylvester suggests, “Since
you talk about recording different levels of feeling in one image. ..
you may be expressing at one and the same time a love of the person
and a hostility towards them...both a caress and an assault?” To
which Bacon responds, “That is _tgg__“l‘()gi,cale,,Ldon’-t think that’s-the
way things work. I think it goes to a deg;per Tthing:‘h‘pww do I feel I
can make this image more immediately real to myself? That’s all.”!*

3

In fact, the psychoanalytic hypothesis of ambivalence not only has
the disadvantage of localizing the ambivalence on the side of the
"\ spectator who looks at the painting; for even if we presuppose an

" ambivalence in the Fi gure itself, it would refer to feelings that the /)

{

7
7
\ ,“ i

' Figure would experience in relation to re;pfe‘sented things, in rela-
\/ tion to a narrated storyj But there are no feelings in Bacon: thel‘ﬂt‘?. are
nothing but affects, that is, ‘f‘sgr}ggti‘gnts”_ and “instincts,” according
to the formula of Naturalism jSensation is ys‘f‘h’a‘tmdetermines‘ instinct
at a particular moment, just as instinct is the passage from one sen-
sation to another, the search for the “best” sensation (not the most
agreeable sensation, but the one that fills the flesh at a particular
moment of its descent, contraction, or dilation).

" There Isathlrd,morc interesting, hypothesi%is.would‘ be—
the motor hypothesis. The levels of sensation would be like arrests
or ‘S—ﬁ?lpslldgély.&m(’tio{l? which would recompose the movement.gza-
thétiéaﬂy in ali(itsiv”é‘(‘)nt_inu._i;cy,m speed, and violence, as in synthetic.

too dramatic. As soon as there js horror, a story i

oduced, and

: m violence will be
found in the seated or crouching .I"igl'.‘f% which are subjected to

r

the scream is botched. In the end, the maximu

E—

neither torture nor In'ul:llily, to which nothing visible hap s,,,a,nﬁ 2
% yet which manifest the power of the paint all ore. This is be- _ cubism, futurism, or Ducharp’s Nude [L92] It is true that Bacon.is
cause violence has two very different meanings: “When talking about. \\ fascinated by the decomposition of movement in Muybridge, which
. " # o et g, N Rt e oo St ©

he has used as a subject matter. It is.also-true that he obtains very in-
tense and violent movements of his own [39], such as George Dyer’s

180 deprec BE e b towerd-Emeiaa Feend [231, More guner-
ally, Bacon's Figures are often frozen in the middle of a strange stroll

the violence of paint, it’s nothing to do with the violence of war,”'3 5d
The violence of sensation is opposed to the violence of the repre-

GALEL LT ——

sented (the sensational, the cliché). The fgrmcr,vis,‘,in,scpéréﬁl‘éWf%”rmﬁm“
its direct action on the nervous system, the levels through which it
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[73], the movement of translation occurs between two spasms, be-
tween the two movements of a contraction in one place.

Then there would be yet another hypothesis, more “phenome-
nological.” The levels of sensation would really be domains of sen-
sation that refer to the different sen;eﬁorfgans,bﬁt‘p} sel
level, each domain, would have a way of referr‘ir_‘lglt»ow theothers,ln-
dependently of the represeﬁted gbjéc"t theyhave in common Between X {E\\
a color, a taste, a touch, a smell, a noise, a weight, there would be an ™~
existential communication that would constitute the “pathic” (non-
represéntative) moment Of‘tlée sensation. In Bacon’s bullﬁghts, for
example, we hear the noise of the beast’s hooves [56, 57]; in the 1976
triptych, we touch the quivering of the bird plunging into the place
where the head should be [79], and each time meat is represented,
we touch it, smell it, eat it, Weﬁigﬁw fit,‘ és’in Soutine’s work; and.the
pdrtrait of Isabel Rawsthorne [41] causes a head to appear to which
ovals and traits have been added in order to widen the eyes, flair the
nostrils, lengthen the mouth, and mobilize the skin in a common ex-

ercise of all the organs at onceﬁhe painter would thus muake visible a
kind of original unity of the senses, and would make a multisensible

[68], as in Man Carrying a Child [22] or the Van Gogh [23]. The

round area or the parallelepiped that is'élﬁ't"ééwfﬁ'gmfi:gﬁmfé\m&
( comes a motor, and Bacon has niotabandons thep;:))ectth;ta?n;— '?N?

bile seulpture could achieve more easily: in tlls Ca%thevé&;;;-: e

pedestal would slide along the length ofthearm ; vy

............. ontour or ¥
Figure could make its “daily round.”"s But it is precisely the nature

re so that the

of this daily round that can inform us of the status of movement in
Bacon. Beckett and Bacon have never been so close, and this dail
round is the kind of stroll typical of Beckett’s chara,cters- the t()(})]
trunc.lle about fitfully without ever leaving their circle .or yara-l—
?eleplped. It is the stroll of the paralytic child and its mother Ic)lin Y
lng to the edge of the balustrade in g curious handicapped race [3683
It is the about-face in Figure Turning [30]. It is George D 'er’sibi—.
c?rc.le ride [40], which closely resembles that of Moritz’s he};o'\“his
vision was limited to the small piece of land he could see 'I.bOL‘lt
.hlm. ... To him, the end of all things seemed to lead, at the end Lof his
journey, 7o Just such a point.”'s Therefo_l;ng_ven when the contour is
dlsplacewd_v,“ the movement consists less of this displacement than _91;].11:~

amoeba—like exploration that th

contour, MQ‘CQIH.ﬁm;.d.o,ﬁs‘um;,g:gggmn sensation; it is
explained by the elasticity of the sensatlon, its ;z.v elastica. Accordji:w
to Beckett’s or Kafka’s law, there lgmghmnmbllit_yﬂl_)fy_onthn?ovement
bcryond standing up, there is sitting d(.)”\:v";l:—;ld bqygumd;:tz:;gz:i;—\;;“—\
lying down, beyond which ‘c/)ne,ffihall}‘fw dlSSl};dit‘b” le ffue acrobatmi;j
one who is consigned to immobility inside the.circle., ".(fhﬁl.a;‘w%’w et
of the Figures often do not lend themselves to w: J:;g the ire(lgt
most clubfeet (and the large armchairs often seerﬁ to resemb}l]e slioae;

for clubfeet)'Tn short, it is not movement that explains the levels of

Figure appear visually.

But this operation is possible only if the sensation of a particular
domam (here, the visual sensation) is in di_rect contact with a vital
powef that exceeds every domain and traverses them gll.@is power
is Rhythm, which is more profoﬁnd than Visioﬁ, hearin g, et»c.ﬂRhythmb
appears as mué_ic when it invests the auditory level, and as painting,

'/ when it invests the visual level. This is a “logic of the senses,” as |
| Cézanne said, which is neither rational nor cerebral. What is ultimate |
| is thus the relation between sensation and rhythm, which places in

g

sensation, it is the levels of sensati explai A air
n, it i s levels sensation tha ai [ h sensation the levels and domai ich |
ool L e -~ at explain what rem ains of _ /\ ‘k / each sensation the levels and domains through which it passes. This
okt | Bl act, what interests Bacon i A : s th @ painting just as it runs th T
il Bacon is n ot exactly move-/"\ rhythm runs through a painting just as it runs through a piece of

music. It is diastole-systole: the world that seizes me by closing in
around me, the self that opens to the world and opens the world it-
self.” Cézanne, it is said, is the painter who put a vital rhythm into the
visual sensation. Must we say the same thing of Bacon, with his co-
existent movements, when the flat field closes in around the Figure

ment, although his paintine
S P 12 Imakes >me i i0-
g | g m kes "11(WS”_]%‘}t,YE?X,jHFEI}SG and vio-

B . ] 2o e e 9 .
lell[. ut m the L“(I, 1t 1s a movemer t lll-pldCC, da Sp SIII; Wthh
rev CalS acC ]IlplClCly (h“(J Lnl pl ()b](.,l‘“ (,]m] acte“ $th()f BaC()ll Z}’?f

-

acti nvisible forces o e
ton of invisible forces on the body (hence the bodily deformations

which are due to this more profound. cause). In the 1973 triptyéh
P SN

i
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S pomnt where the figure merges with the field?
oy con’s closed and artificial world reveals th
al movement as Cézanne’s Nature? ‘ i,

words when he declares that he is cere
ously optimistic, with an optimism that
s.ame “temperament” ag Cézanne? Bacon
tively pessimistic, but figurally optimisti

Bacon is not using empty
brally pessimistic but nery-
believes only in life.! The

s formula would be: tigura-
C.

CHAPTER 7

I lysteria

The body without organs: Artaud — Worringer’s Gothic line —
What the “difference of level” in sensation means — Vibration —
Hysteria and presence — Bacon’s doubt —

Hysteria, painting, and the eye

"This ground, this thythmic unity of the senses, can be discovered only
by going beyond the organism. The phenomenological hypothesis is

perhaps insufficient because it merely invokes the lived body. But

the lived body is still a paltry thing in comparison with a more pro-

fo"und, and almost unlivable Power [Puissance]. We can seek the unity |
of rhythm only at the point where rhythm itself plunges into chaos, '

into the night, at the point where the differences of level are perpet-
ually and violently mixed. '

Beyond the organism, but also at the limit of the lived body, there
lies what Artaud discovered and named: the body without organs.
“The body is the body / it stands alone / it has no need of organs /
the body is never an organism / organisms are the enemies of bodies.”
The body without organs is opposed less to organs than to that orga-
nization of organs we call an organism. It is an intense and intensive
body. It is traversed by a wave t‘hat‘t,réc»és levels or thresholds in the
body according to the variations of its amplitude. Thus the body
dbes not have organs, but thresholds 'Qr ‘lkevels."S,en.s,agion is not qual-
itative and qua]iﬁed,‘but has onlyan inteqsivé fgaality, Which no Iongef
determines within itself representative elements, but allotropic vari-
ations. Sensation is V.ibration.' We know that the egg reveals just this
state of the body “before” organic representation: axes and vectors,
gradients, zones, kinematic movements, and dynamic tendencies, in
relation to which forms are contingent or aécéssofy. “No mouth.

39
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dying away in a “disordered convulsion”: there are free marks that
cvtend or arrest the line, acting beneath or beyond representation.
It is thus a geometry or a decoration that has become vital and
profound, on the condition that it is no longer organic: it elevates
mechanical forces to sensible intuition, it works through violent
movements. If it encounters the animal, if it becomes animalized, it is
not by outlining a form but, on the contrary, by imposing, through
its clarity and nonorganic precision, a zone where forms become in-
discernible. Tt also attests to a high spirituality, since what leads it to
seek the elementary forces beyond the organicis a spTrltualm t ;
this spirituality is a spirituality of the body; the ‘the body it- ¢/
self, the body w'i‘trh‘g‘)wu‘t ‘Ql‘"ga‘n’sv. " (The flrst Figu Baconwould -
be that of a Gothic decorator.) | m T e
Life provides many ambiguous approaches to the body without
organs (alcohol, drugs, schizophrenia, sadomasochism, and so on).
But can the living reality of this body be named “hysteria,” and if so,
in what sense? A wave with a variable amplitude flows through the
body without organs; it traces zones and levels on this body accord-
ing to the variations of its amplitude. When the wave encounters ex-
ternal forces at a particular level, a sensation appears. An organ will
be determined by this encounter, but it is a provisional organ that
endures only as long as the passage of the wave and the action of the
force, and which will be displaced in order to be posited elsewhere.
“No organ is constant as regards either function or position .. .sex
organs sprout anywhere. .. rectums open, defecate and close ... the
entire organism changes color and consistency in split-second ad-
justments.” In fact, the body without organs does not lack organs, it
simply lacks the organ“is‘mv,ﬂ that is, this particular organization of
organs. The body without organs is thus defined by an indeterminate
~ organ, whereas, the organism._is defined by determinate organs: .~
\? uInstead Qf a mouth and an anus to get out of order Why .I}VQF..‘»}&?Y? “ /\y“z
one all-purpose hole to eat #nd eliminate? We could seal up nose [“
and mouth, fill in the ‘stomac,hk, rﬁaké an air_hole.direct into._the
lungs where it should have been in the first place.”* But what does it
mean to spéak of a polyvalent”o’riﬁﬂcé or an indéfer‘r‘iﬁlvivr’igtqy ‘To‘rgn n?

takes on an cxcessi d‘ ' C‘ll{;res 2 deY through thec;rgm
of organic activi = 224 spastodic appearance, exceeding the bounds
L nic actuvity. It is immed; " CC, Cx ing the bounds
- ediately conveyed ; st 1

: o in the fleg
the nervous wave or vital emotion, ‘ £k h‘d},r_oggh

points: the Figure is the body wi ~scon and Artaud SEON man
o gure 1s the body without organs (dismantle the orgar
Ism in favor of the body, 1tle the org

without organs is flesh and
levels u i i
On . - 1
il p . 16, a sensation is produced when the wave encoﬁﬁte;;tﬁ
€s acti ive b i
At ng on the body, an “affective athleticism. ”
meatliyyaen sensation is linked to the bod :

the face in favor of the head); the body

.

€

a.Scream-
y In this way, it ceases to

by wvﬂg{illmlw).53\_}1'111{0(‘1 lesm;

1tation of 501;1:1’1111 i d will be-
; oy mething horrible, and wi .
_come nothing other than the action of for T e

are, in Baqon, parts of a neutralized

s or I‘eve‘l_s:‘ “the human vis-

Organism, restored to th@i’r state of zone

age has not yet found its face.” 0 g
A powerful nonorganic life: thi
43

art, “the northern Gothic line.

stract, when it extricates 4 geo i

But the pictorial line i i
e e}; orial line in Gothic painting is completely different as
geometry and figure. First of all, this line is decorative; it i
; 1t lies

eternal, but a geometry in the service of «

ablation, adjunction, projection, intersec
never ceases to change direction, that is by
n on itself, coiled up, or even extended

problems” or “accidents”:
tion. It is thus a line that
oken, split, diverted, turned
beyond its natural limits,
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. ¥ il R
ry distinct 0L, Tecognizable through its teeth, which can-

the wave flows througsh bedi )

; “ows through the body; at 4 : —_—
dt.?terrgined depcndiﬂﬁguon e ;; ‘ ,(-:?F,t.a,lp‘l?Ye.l?,%p,QY&@}l_Yzlll be
will change if the force itsclf changes, o

In short, the body without organs is not d}e‘ﬁ-ned byﬂth‘é absen '

organs, nor is it defined solely by the existe i erminate

organ; it is finally defined by the ze
determinate organs. | This is one
paintng, and there is a gred;’fd}z;(;f

Wbelﬂng painted The variation of textur;: a

/, oraback as in Three Studies of the Ml Fack of 19
KiP temporal variatign regulﬁ't‘ed” ) 97
i/ the Chromgtic treatment of the body, Wthh

e > ch is ver dvi‘f.'f,e,r,ent.t..
the treatment of the fields of color: ‘he,,chmn,o,ch?oﬁﬁ.ti;.m QIF;EZ‘

body i hrom

ody.is f)pposed,t.outh‘e monochromatism of the flat fields. To put

time inside the Figure— this is the force o

large male back as variation, e
We can sec from this how

. 0.163]) is actually
of a second. Hence

el o every sensation implies a difference
» Ot domain), and moves from one level to another:

Even the i ity di
N p%lenomeno]oglcal unity did not give an account of it. B
the body without organs does gi s

s gt By

It t ot all?ithere are the‘ famous spastics and
Cs or anesthetics, associated or al'tvc.:rna; '

mes migrant, depending on the ;').as—

€ zones it Invests or w1thdrawsfrom :

sage of the nervous wave and th

:) . 2 o
7 This is what must be understood:

ly, a head,

of features that have continua]ly ani- I
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I Iu-n)ﬁhg@_ are the phenomena of precipitation and anticipation or,
on the contrary, of delay (hysteresis), of the afterward, which de-
=

pend on the accelerations and delays of the wave’s oscillations] Next N

there is the transitory character of thca;éaﬁ?sdegté}mlilatlon,i\‘zvmﬁ”c% 7
P iy ey e e T e
rect action“Brfﬁéggmf‘grces on the nervollvl‘sfys‘tfeﬂrp,_ as if the hysteric
were a sléepw Iker, a somnambulist in the waking state, qﬂ‘fVlgilarﬁ‘—m ;
l»ulist.”v"}“‘" 113511}}, there is a iféry "pe‘culia_f feehng that arises from within
the body, precisely because the body is felt under the body, the tran-
sitory organs are felt under the orgamzatmnof the fixed organs.
Furthermore, this body without organs and these transitory organs
are themselves xééh,ﬂihv 'pyhén\(')m'ena k;)OWQ as internal or external
“autoscopia”: it is no longer 7y head, but I feel myself inside # head, .
I'see and I see myself inside a head; or else I do not see myself in the
mirror, but I feel myself in the body that I see, and I sce myself in.
this naked body when I am dressed. ..and so forth.® Is there a psy-
chosis in the world that might include 'fl‘li‘s‘hji‘s‘té‘riéai’ condition? “A
kind of incomprehensible stopping place in the spirit, right in the
middle of everything...?” ST
Beckett’s Characters and Bacon’s Figures share a common set-
ting, the same Ireland: the round area, the isolator, the Depopula-
tor; the series of spastics and paralytics inside the round area; the
stroll of the Vigilambulator; the presence of the attendant, who still
feels, sees, and speaks; the way the body escapes from itself, that is,
the way it escapes from the organism . .. It escapes from itself through
the open mouth, through the anus or the stomach, or through the
throat, or through the circle of the washbasin, or through the point
of the umbrella.” The presence of a body without organs under the
organism, the presence of transitory organs under organic repre-
sentation. A clothed Figure of Bacon’s is seen nude in the mirror or
on the canvas (Two Studies for a Portrait of George Dyer, 1968 [50]).
The spastics and the hyperesthetics are often indicated by wiped or
scrubbed zones [71], and the anesthetics and paralytics, by missing
zones (as in the very detailed 1972 triptych [70]). Above all, we will
see that Bacon’s whole “style” takes place in a beforehand and an
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to the camera of 4 photobooth, or r-
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painting, when we could invoke so many writers or even musicians
(Schumann and the contraction of the finger, the audition of the
voice...)? What we are suggesting, in effect, is that there is a special
relation between painting and hysteria. It is very simple. Painting
directly attempts to release the presences beneath representation,
beyond representation. The color system itself is a system of direct
action on the nervous systém. This is not a hystérié ofthe painter,
but a hysteria of painting. With painting, hysteria becomes art Or
rather, with the painter, hysteria becomes paint‘ing.vWhgvtmthew}}yi—v )
teric is incapable of doing—a little art—is accomplishegiﬁiﬁ‘j‘,ﬁéi‘ﬁt—
ing. It must also be said that the painter s not hysterical, in the sense
of a negation in negative theology. Abjection becomes splendor; the
horror of life becomes a very pure and very intense life. “Life is
frightening,” said Cézanne, but in this cry he had already given voice”
to all the joys of line and color. Painting transmutes this cerebral
pessimism into nervous optimism. Painting is hysteria, or converts
hysteria, because it makes presence immediately visible. It invests
the eye through color and linej But iz does not treat the eye as a fixed
O}fga@m liberates lines and colors from their representative flinc—

| tion, but at the same time it also liberates the eye from its adherence
| to the organism, from its character as a fixed and qualified organ:
\| | the eye becomes virtually the polyvalent indeterminate org:

. / sees the body without organs (the Figure) as a pure presencc».ﬂ_,l‘)‘ai‘n‘t‘—»

" ing gives us eyes all over: in the ear, in the stomach, in the lungs (the

painting breathes.. . .). This is the double definition of painting: sub-
jectively, it invests the eye, which ceases to be orgdnlcmorder to
become a polyvalent and transitory organ; objectively, it brings be-
fore us the reality of ‘a‘bo.dy,: of lines and colors freed from organic
representation. And each is produced by the other: the.pure pres-
ence of the body becomes visible at the same time that the eye be-
comes the destined organ of this presence. ‘

Painting has two ways of avoiding this fundamental hysteria:
either by conservmg the figurative 'k(v:_(‘)r(‘)rdinat,és, of organic represen
tation, even if that means ﬁsiﬁg them in very subtle ways or making
these liberated presences or unorgéniz‘e_d’%b'qd_ie‘s pass beneath or
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between these coordinates; or els

R

and inventing a PFQPQF,IY_, p
in this direction). Velizquez

was undoubted]y the wisest of the clas-
sical painters, possessing an immense wisdom: he created his extra-
ordinary audacities by holding firmly to the coordinates of repre-
sentation, by assuming completely the role of a documentarian . , 1!
What is Bacon’s relation to Velazquez, and why does he claim him
as his master? Why, when he speaks of his versions of the portrait of
Pope Innocent X, does he express his doubt and discontent? I a
way, Bacon has hystericized al] the elements of Velizquez’s painting.
We cannot simply compare the two portraits of Innocent X, that of
Velazquez and that of Bacon, who tra
Pope. We must compare Velizquez’s portrait with all of Bacon’
paintings. In Velizquez, the armchair already delineates the prison
of the parallelepiped; the heavy curtain in back is already tending to
move up front, and the mantelet has aspects of a side of beef; an un-
readable yet clear parchment is in the hand, and the attentive, fixed
eye of the Pope already sees something invisible looming up [1 12].
But all of this is strangely restrained, it is something that is going to
happen, but has not yet acquired the ineluctable, irrepressible pres-
ence of Bacon’s newspapers, the almost animal-like armchairs, the
curtain up front, the brute meat, and the screaming mouth, Should
these presences have been let loose? asks Bacon. Were not things

better, infinitely better, in Veldzquez? In refusingy_yl{_)ggl‘lr the figurative
path and the abstract path

nsforms it into the screaming

 ship between hysteria and pamtln in full view? While our eyc is
chanted with the two Innocent X’s,Baconqueonns lljﬁlqélf 12
But in the end, why should all this be peealiar rg painting? Can

we speak of a hysterical essence of painting, under the rubric of 5
purely aesthetic clinic, independent of any psychiatry and psycho-
analysis? Why could not music also extricate pure presences, but
through an ear that has become the polyvalent organ for sonorous
bodies? And why not poetry or theater, when it is those of Artaud or
Beckett? This problem concerning the essence of each art, and pos-

sibly their clinical essence, is less difficult than it seems to be. Cer-

Y

" else by twming toward abstract form, _
torial cerebrality (“reviving” painting

ath, was it necessary to dj‘srpwlrqxwgl]jﬁs_ﬂ,gglaﬁgi01l~\'""j;‘
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CHAPTER 8

Painting Forces

Rendfzrzng the invisible: the problem of painting — Deformation:
neither transformation noy decomposition — The sereqm /-
) > e
Bacon’s love of life — Enumeration of forces

From another point of view, the

question concerning the s i
‘ : . ] eparatio
of the arts, their respective auto : n

e are e nomy, and their possible hierarchy
mportance| %F »gr_th_ere IS 2 community of the arts, a com
mon problem. In art, and in painting as in music, it js 0 oty

of reproducing or inventing forms, bu

s ;
reason no art is ﬁgur_étivé.}ﬁy’aul I{]ee’é faigg;r;?)iforlciforthls
render the visible, but to rend i o
task of painting is defined as
that are not themselves visible
sonorous forces that are not the
Force is closely related to sens
must be exerted on a body,

condition of sensation, it is

er visible”—means nothing clse. The
the attempt to render visible forces
. Likewise, music attempts to render
mselves sonorous. That 11i1ic_h is clear
ation: for a sensation to exist, a fo‘r‘ce
on a point of the wave. But if force is the
j nonetheless not the force thatls sensed
gl.ve’s” something completely different from the:
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time, Wh.icb is nonsonorous and invisible—how can time be pa; d
how can tl.me be heard? And elementary forces such as Ir)ea;med
Inertia, weight, attraction, gravitation, germination—howial St‘l}llre‘,
be rendered? Sometimes, on the conﬁ-ary, the insensible féséé Z};
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. and recomposition of effects: for example, the decomposition and re-
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' composition of depth in the Renaissance, the deco
| recomposition of colors in impressionism, the decomposit
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one art instead seems to take part in the “givens” of another art: for
example, how to paint sound, or even the scream? (And conversely,

how to make colors audible?)
7 N T o B ;
L Tfus is a pr f-which painters are very

hen

pious critics criticized Millet for painting peasants who were carry-
ing an offertory like a sack of potatoes, Millet responded by saying
that the weight common to the two objects was more profound than
their figurative distinction. As a painter, he was striving to paint the
force of that weight, and not the offertory or the sack of potatoes.
And was it not Cézanne’s genius to have subordinated all the tech-
niques of painting to this task: rendering visible the folding force of
mountains, the germinative force of a seed, the thermic force of a
landscape, and so on? And Van Gogh: Van Gogh even invented un-
known forces, the unheard-of force of a sunflower seed. For many
painters, however, the problem of wpturing forces, no matter how
conscious it may have been, was mixed with another probler y
important but less pure. This other problem was the de\cqmgg;«zfgzoh,

nd re-|
composition of movement in cubism. We can see how one problem
leads to the other, since movement, for_ example, is an effect that
refers both to a unique force that produces it, and to a multiplicity
of decomposable and recomposable elements beneath this force.
Bacon’s Figures seem to be one of the most marvelous responses
in the history of painting to the question, How can one make invis-
ible forces visible? This is the primary function of the Figures. In
this respect, we will see that Bacon remains relatively indifferent to
the problem of effects. Not that he despises them, but he thinks that
in the whole history of painting, they have been adequately mas-
tered by the painters he admires, particularly the problem of move-
ment, of “rendering” movement.! But if this is the case, it is reason
enough to confront even more directly the problem of “rendering”
invisible forces visible. This is true of all Bacon’s series of heads and
the series of self-portraits, and it is even the reason he made these
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tion, flatteni ; g , contrac-
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We must consider the special case of the scream. Why does Ba-
bt WS L

con think of the scream as one of he highest objects of intiﬁ-g_?m‘

“Paint the scream...” [16, 24]. It is not at all a matter of giving
color to a particularly intense sound. Music, for its part, is faced
with the same task, which is céftﬁinly not to;rend_e‘f t_hewéc”r’earp‘har—
monious, but to establish a relationship between the sound of the
scream and the forces that sustain it. In the same manner, painting
will establish a relatioﬁship b‘et‘v‘vé_e:n‘ these forces and thér Vble
scream (the mouth that screams). But the forces that produce the
scream, that convulse the body untll they emerge at the mouth as a
scrubbed zone, must not be confused with the visible spectacle be-
fore which one screams, nor even with the perceptible and sensible
ob]cctswhose actlondecomposes and recomposes our paln If we

—

scream, it is always as victims of invisible and insensible forces that _

scramble every spectacle, and that even lie beyond pain and feeling.
This is what Bacon means when he says he wanted “to paint the

aN scream more than the horror.”? If we could express this as a dilemma,
it would be: either I paint the horror and I do not paint the scream,

because T make a figuration of the horrible; or else I paint the
scream, and I do not paint the visible horror, I will paint the visible

horror less and less, since the scream captures or detects an invisible

force.* Alban Berg knew how to make music out of the scream in the

scream of Marie, and then in the very different scream of Lulu. But
in both cases, he established a relationship between the sound of the
scream and inaudible forces, those of the Earth in the horizontal
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judped from the point of view of life, and not the reverse

10 believe.® Bacon, no less than Beckett, is one of those artists who,
 intense

i the name of a very intense life, can call for an ev
lilc. He is not a painter who “believes” in deat

urative misérabilisme, but one that

ligure of life. The same homage should be ., C c:
e paid to Beckett or Kafka. In the very act of “representing” horror,
mutilation, prosthesis, fall, or fail hey have erected indomi-
(able Figures, indomitable through-bot -at};eir,,:insist,,c;ncg_‘g"rﬁld‘ their
presence. '1hey have given life a new and extremely direct power of

laughter.
Since the visible movements of the Figures are subordinated to

the invisible forces exerted upon them, we can go behind the move-
ments to these forces, and make an empirical list of the forces Bacon
detects and captures. Although Bacon likens himself to a “pulverizer”
or a “grinder,” he is really more like a detective. The first invisible
forces are those of isolation: they are su};il)orted by the fields, and
become visible when they wrap themselves around the contour and
wrap the fields around the Figure. The second are the forces of de-
formation, which seize the Figure’s body and head, and become vis-
ible whenever the head shakes off its face, or the body its organism.
(Bacon knows how to “render” intensely, for example, the flattening
force of sleep [53, 76].) The third are the forces of dissipation, when
the Figure fades away and returns to the field: what then renders
these forces visible is a strange smile. But there are still many other
forces. What can be said, first of all, about that invisible force of
coupling that sweeps over two bodies with an extraordinary energy,
but which they render visible by extracting from it a kind of polygon
or diagram? And beyond that, what is the mysterious force that can
only be captured or detected by triptychs? It is at the same time a
force (characteristic of light) that unites the whole, but also a force
that separates the Figures and panels, a luminous separation that
should not be confused with the pre
Time, be rendered sensible, rendered visible? To.
ble, to render the force of time visible—Bacon seems to have done
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CHAPTER 12

The Diagram

The diagram in Bacon (traits and color-patches)! —
Its manual character — Painting and the experience
of catastrophe — Abstract painting, code, and optical space —
Action Painting, diagram, and manual space —
What Bacon dislikes about both these ways

We do not listen closcly enough to what painters have to say. They
say that the painter is already in the canvas, where he or she encoun-
ters all the figurative and probabilistic givens that occupy and pre-
occupy the canvas. An entire battle takes place on the canvas between
the painter and these givens. There is thus a preparatory work that
belongs to painting fully, and yet precedes the act of painting. This
preparatory work can be done in sketches, though it need not be,
and in any case sketches do not replace it (like many contemporary
painters, Bacon does not make sketches).? This preparatory work is
invisible and silent, yet extremely intense, and the act of painting it-
self appears as an afterward, an apres-coup (“hysteresis”) in relation to
this work.

What does this act of painting consist of? Bacon defines it in
this way: make random marks (lines-traits); scrub, sweep, or wipe the
canvas in order to clear out locales or zones (color-patches); throw
the paint, from various angles and at various speeds. Now this act,
or these acts, presupposes that there were already figurative givens
on the canvas (and in the painter’s head), more or less virtual, more

or less actual. It is precisely these givens that will be removed by the

act of painting, either by being wiped, brushed, or rubbed, or else
covered over. For example, a mouth: it will be elongated, stretched
from one side of the head to the other. For example, the head: part

81
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line strokes and color-patches. And the operation of the diagram, its
linction, says Bacon, is to be “suggestive.” Or, more rigorously, to
i language similar to Wittgenstein’s, it is to introduce “possibili-
liew of fact.” Because they are destined to give us the Figure, it is all
(e more important for the traits and color-patches to break with
(ipuration. This is why they are not sufficient in themselves, but
must be “utilized.” They mark out possibilities of fact, but do not
yel constitute a fact (the pictorial fact). Tn order to be converted
into a fact, in order to evolve into a Figure, they must be reinjected
into the visual whole; but it is precisely through the action of these
marks that the visual whole will cease to be an optical organization;
it will give the eye another power, as well as an object that will no

longer be figurative.
The diagram is the operative set of traits and color-patches, of

lines and zones. leé})gil’s diagfam, for example, is the set of straight
and curvedhatch marks that rai eandlowerthe ground, twist the
trees, make the skypa]pltate, and Wthh assume a particular inten-
sity from 1888 onward. We can not only differentiate diagrams, we
can also date the di‘a\gry‘aﬂvm of a painter, because therelsalways a mo-
ment when the paintér confronts it most direcdﬁhe diagram is in-
deed a chaos, a catastrophe, but it is also a germ of Qrdgér or rhytﬁiﬁ%
It is a violent chaos in relation to the figurative givens, but it is a
germ of rhythm in relation to the new order of the painting. As Bacon._
says, 1t“unlocks areas '6?’sensation.‘”’7 The diagram ends the prepara-
tory work and begins the act of pamtmgTherelsno P@P@? who
has not had this experience of the chaos-germ, where he or s‘hgfn‘o
longer sees anything and risks foundering: tﬂhue‘_w_lcollaps_g“mewvjs“ual,_,.,

coordinates. {I'his is not a psychological experience, but a properly
pictorial exp fiﬁ?\:ncﬂ::u,‘ although it can have an immense influence on
the psychic life of the painter. Painters here confront the greatest of
dangers both for their work and for themselves. It is a kind of expe-
rience that is constantly renewed by the most diverse ‘pairnté"‘
Cézanne’s “abyss” or “catastrophe,” and the chance that this abyss
will give way to rhythm; Paul Klee’s “chaos,” the vanishing “gray
point,” and the chance that this gray point will “leap over itself”
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white-activity, horizontal-black-inertia, and so on. From this is de-
rived a conception of binary choice that is opposed to random choice.
Abstract painting took the elaboration of such a properly pictorial
code very far (as in Auguste Herbin’s “plastic alphabet,” in which the
distribution of forms and colors can be done according to the letters
of a word).® It is the code that is responsible for answering the ques-
tion of painting today: what can save man from “the abyss,” from
external tumult and manual chaos? Open up a spiritual state for the
man of the future, a man without hands. Restore to man a pure and
internal optical space, which will perhaps be made up exclusively of
the horizontal and the vertical. “Modern man seeks rest because he
is deafened by the external.”’® The hand is reduced to a finger that
presses on an internal optical keyboard.

A second path, often named abstract expressionism.or.ar-in-
formdel, offers:;m .enti'rély‘djf'ferent response, at the opposite extreme
of abstraction. This time the abyss or chaos is deployed to the max-
imum. Somewhat like a map that is as large as the country, the dia-
gram merges with the totality of the painting, the entire painting is
diagrammatic. Optical geometry disappears in favor of a manual line,
exclusively manual. The eye has difficulty following it. "T'he incompa-
rable discovery of this kind of painting is that of a line (and a patch
of color) that does not form a contour, that delimits nothing, neither
inside nor outside, neither concave nor convex: Pollock’s line, Morris
Louis’s stain. It is the northern stain, the “Gothic line”: the line does
not go from one point to another, but passes berween points, contin-
ually changing direction, and attains a power greater than 1, becom-

ing adequate to the entire surface. From this point of view, we can
see how abstract painting remained figurative, since its line still de-
limited an outine. If we seek the precursors of this new path, of this
radical manner of escaping the figurative, we will find them every
time a great painter of the past stopped painting things in order “to
paint between things.”!! Turner’s late watercolors conquer not only
all the forces of impressionism, but also the power of an explosive

line without outline or contour, which makes the painting itself

an unparalleled catastrophe (rather than illustrating the catastrophe
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or, conversely, volumes that are “less” than volumes (Carl André’s
planar sculptures, Robert Ryman’s fibers, Martin Barré’s laminated
works, Christian Bonnefoi’s strata).!?
It is all the more curious that the American critics, who took the
analysis of abstract expressionism very far, could have defined it as
the creation of a purely optical space, exclusively optical, peculiar to
“modern man.” This seems to us to be a quarrel over words, an am-
biguity of words. In effect, what they meant was that the pictorial
space lost all the imaginary tactile referents that, in classical three-
dimensional representation, made it possible to see depths and con-
tours, forms and grounds. But these tactile referents of classical rep-
resentation expressed a relative subordination of the hand to the eye,
of the manual to the visual. By liberating a space that is (wrongly)
claimed to be purely optical, the abstract expressionists in fact did
nothing other than to make visible an exclusively manual space, de-
fined by the “planarity” of the canvas, the “impenetrability” of the
painting, and the “gesturality” of the color—a space that is imposed
upon the eye as an absolutely foreign power in which the eye can
find no rest.'* These are no longer the tactile referents of vision, but
precisely because it is the manual space of what is seen, a violence
done to the eye. In the end, it was abstract painting that produced a
purely optical space and suppressed tactile referents in favor of an
eye of the mind: it suppressed the task of controlling the hand that
the eye still had in classical representatibn. But Action Painting does
something completely different: it reverses the classical subordina-
tion, it subordinates the eye to the hand, it imposes the hand on the
eye, and it replaces the horizon with a ground.

One of the most profound tendencies of modern painting is the
tendency to abandon the easel. For the easel was a decisive element
not only in the maintenance of a figurative appearance, and not only
in the relationship between the painter and Nature (the search for a
motif), but also in the delimitation (frame and borders) and internal
organization of the painting (depth, perspective ...). What matters
today is less the fact—does the painter still have an easel?>—than
the tendency, and the diverse ways this tendency is realized. In an
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Ilcon, tension is what abstract painting lacks the most. By internal-
i/ing tension in thc‘th‘icallfg)‘j‘ffrﬁ;j'jf;i'gét_yact, painting neutralized it.
I'nally, because it is abstract, the code can easily. beCOmeas1mple
ymbolic coding of the figurative.'* On the other hand, Bacon is not.
Jrawn to abstract expressiohiéﬁ, or to the power and mystery of the
linc without contour. This is because the diagram covers the entire |
|»<|intin“gﬂ; g';ays, and because its ﬁfblif_eration »cﬂ’feate‘s’ a veritable ‘
“mess.” All the violent m-ethods of Action Painting—stick, brush,

liroom, rag, and even pastry bag—are let loose in a catastrophe-

painting. This time sensation is indeed attained, but it remains in an
irremediably confused state) Bacon will never stop spe‘aking-’(:)f-the
reventing the diagram from proliferating, the

absolute necessity of pr
necessity of conﬁmng it to certain areas of the painting and certain
moments of the act of painting. He thlnksthat, in this domain of the
irra;criio__n,gl‘t_'ljait and the line without contour,Mlchaux we1—1t further
than Pollock, precise]y‘l;é‘c«ziﬁs'é”}vié‘ remained a master of the diag_r_amb.ﬁg
Save the contour—nothing is more imp'o‘rtén»t‘for Bacon than
this. A line that delimits nothing still has a contour or outline itself.
Blake at least understood this.!® The diagram must not eat away at
the entire painting; it must remain limited in space and time. It must
remain operative and controlled. The violent methods must not be
given free rein, and the necessary catastrophe must not submerge
the whole. The diagram is a possibility of fact—it is not the Fact it-
self. Not all the figurative givens have to disappear; and above all, a

new figuration, that of the Figure, should emerge from the diagram
* and make the sensation clear and precise. To emerge from the catas-{'\|
\"‘1\{ tr(.)phe‘. Evenjfﬂ,_ as an afte;thou_ght, one finishes a painting with a
"\ spurt of paint, it functions like a local “whiplash” that makes us
emerge from the Catéstrophe rather than submerging us further.”
Could we at least say that during the malerisch period the diagram
covered the whole painting? Had not the entire surface of the paint-
ing been lined with traits of grass, or variations of a dark color-patch
functioning as a curtain? But even then, the precision of the sensa-
tion, the clarity of the Figure, and the rigor of the contour continued
to act beneath the color-patch or the traits—which did not efface




90 - The Diagram

R N
the former, but instead gave them a power of vibration and nonlocal-
ization (the mouth that smiles or screams). And in his subsequent pe- Analog,
r10d Bacon returns toa locahzatlon of random tra1ts“g"1}:i scrubbed\/\
1ther Sﬁﬁ&"ﬁfke
abstract palntlng, nor manual l1ke ACthIl Palntlng T
!
/
I'here we
dle way
and yet
JH(‘ (L
1as hare

Rather,
ones |'¢
trophe o
Chaos a
and thu
|)|('|).||.I
“Innoce
““('nh)]‘
turn
carth te
maorne
nl»|)’ (l
ormng
maotil

‘.lln| {1
VICW, |

sensal




