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Mapuna Beii3zu

JIIOCBEH ®OPEN/]
bynmapw u ezo udeanvt

CTOpPOHHMK TpaaULIMiA B UCKYCCTBE U BMECTE C TEM MMITYJIbCUBHBIM MMIIPOBU3ATOP, TUC-
LIMILUIMHUPOBAHHbBIN — €CJIM MOXHO TaK BbIPA3UThCS — aHAPXMCT, HE CTPEMSILIMIACS YCIETh
3a MOJIOM, O€3pa3IMUHbIN U B TO XK€ BpEMSI HEHACBITHBIN, TOTOBBIA Ha pUCK Y 3a0aBHO MpPHU-
Bep:KeHHBIN pyTuHe... 2KusHb JltocbeHa Opeitga (1922—2011) Obl1a moHA CO3TaHHBIX UM
caMMM Xe MpoTUBOpedYrii. Mexay TeM, ero MCKyCCTBO IOUTH UCKIIIOUUTEIbHO COCPEI0-
TOYEHO HA HANPSDKEHHOM U 0ecrmpecTaHHOM padoTe, IMOICTETMBAeMO CTOJIb CBOMCTBEHHOM
€My MOCTOSTHHOM ofepkKrMOCThI0. OH HUKOTAA, HAUMHAasl C pAHHUX TaJTIOLIMHATOPHbBIX PU-
CYHKOB, TPaBIOpP U XOJICTOB OTHOCUTEJbHO HEOOJIBIIOro (popMaTa v 10 BHYIIUTEIbHbBIX K1 -
BOIIMCHBIX TTOJIOTEH TOCJIEIHUX IECATUIECTUI ¢ UX MOIIIHBIM MTACTO3HBIM Ma3KOM, HEPEIKO
MPeACTaBISIOIIUX COO0M MHOrO(pUIrypHble KOMIO3UIIMM, HE BBIXOIWII 3a TPAHULIBI CBOETO
U TOJIbKO CBOEro mupa. Jla, oH ObUI He MPOCTO OACPKMUM OKPYXKAIOIIUM €TI0 MUPOM, TIpU-
CTaJIbHBbIM HaOI10/aTejIeM KOero, 0e3yCI0BHO, SIBJISUICS, — OH ObLT OIEPXXUM UMEHHO C80UM
mupoM. BrictaBka «IToprpersl JItocheHa @peiina» B HalmmoHaabHOIM TOPTPETHONM Tajiepee B
Jlonpone 6ynet otkpniTa 10 Mas 2012 roga. OHa oobeauHmiIa 6osee 100 paboT U3 My3eeB U
YaCTHBIX KOJUJIEKIIMI. DTO rnepBasi 00Jblasi BICTaBKa MOC/Ie KOHUMHbBI XyTOXKHUKA, CTyYHB-
mreiics 20 mronst 2011 ropa. Jlo mociaegnux cBoux aHel Jlrocben Mpeiin mpuHUMa yyacTie
B ee noaroroBke. [IpeacTaBieHHbIE HAa BBICTABKE ITOPTPETHI MOXKHO B OMPEIeIEHHOM CMbICJIE
CUMTATh KyJIbMUHALIMEN BCEU KM3HEHHOMU Kapbepbl MacTepa: Hapsiay ¢ MyOJUYHBIMU JIH-
1IaMU B HEUM3BECTHBIX MECTaX HA HEU MpeacTaBIeHbl HEU3BECTHBIE JIU1IA B MYyOJIMYHBIX ME-
CTax, BeJlb MHOTHE M300pakKeHHbIE UM TTEPCOHAXM TaK U OCTAJIUCh HEOITO3HAHHBIMU.

B [lagmuurrone, KeHcuHrrone n XosaHa-

H ckyccTBO PDpeiifna 3aBopakMBaIoOIIe
aBTOOMOrpa)UyHO: OH MUCAT CBOE
OKpYXXEHUE, CBOMX 3HAKOMBbIX, a TAKXKe Be-
JINKOE MHOXECTBO HATYPILUKOB, KOTOPbIE
MO3UPOBaIv 3a TPOIIM WU BOBce Oec-
IUIATHO, HO 3aTO CTAHOBUJIMCH YACThIO €r0
HEU3MEHHOTO XU3HEHHOTO YKJIaJa ¢ He-
MPEMEHHOU MPOTYJIKON C COOAKON U exe-
JTHEBHBIM Y>)KUHOM B OJTHOM U3 JIIOOUMBIX
POCKOIIIHBIX JIOHIOHCKUX PECTOPAHOB...
OnHako MPpaKTUYECKU BCE BPEMST XyIOX-
HUK OTIaBas padoTe.

B nioHnoHckoM cBeTe BolLIa B O0U-
XOJl CBOeOOpa3Hasi UTpa B «yTramaiKy»: Ka-
KOB ceifyac ero Kpyr mMojeseid u MeHs-
0IIMXCS TpUBA3aHHOCTe!. B nmocinennue
roibl XXU3HU JIIOCheH 3aBes B CBOEH Ma-
CTEPCKOM MPUIEXKHBIX MOMOILIHUKOB —
cpenu Hux TpenaHHbiit emy Jdasung Jlo-

YCOH, Xy10XKHUK U (hoTorpad (oH n3odpa-
JKEeH Ha OIHOM U3 padboT — «Bau u 1aBua»
(2005—2006) BMeCTE C yUITIIETOM — JTFOOU-
Mol cobakoit xymoxkanka). C 1970-x romoB
paboter Ppeiina peryasipHO BBICTABIISI-
JIUCH Ha OOJIBIINUX MEXTYHAPOIHBIX BbI-
CTaBKax, eMy ITOCBSIIIAIMCH MHOTOUYMCIIEH-
Hble MoHOTpadun. Cpenn apT-KpUTUKOB
U apT-UCTOPUKOB, TTONPOOHO TTPOAHATIH -
3UPOBABIINX TBOPUECTBO XYTOKHUKA, OBI-
au Pobept Xbi03 — BO3MOXHO, JIy4LIUiIA
Ccpeny aHTJIOSI3BIYHBIX KPUTUKOB CBOETO
BpeMeHHU, npodeccop cap JloypeHc [o-
yuHr, Katpun Jlamnepr, naypeat [Tynut-
nepoBckoit mpemun Cebactuan Cwmu,
bproc bepHnapa, MaprtuH ['eiicdopa.
®@peiin ObIT Y€TTOBEKOM MTPUBBIUKU.
Bostblyto yacThb XKU3HU OH TIPOKWIT B OJI-
HOM ¥ TOi ke YacTH 3aramHoro JIoHmona —
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napke. Ho mpu Bcex nepee3aax MCTUHHBIM
€ro IOMOM OCTaBaJlaCh MacTepPCKasl.
OO6nagatenb Takoil haMuiInmy nmoHe-
BOJIe TIpUBJIEKa K ce0e BHUMAHUE — UHO-
12 [0 MPUYMHAM, JaJIEKUM OT UCKYCCTBA.
['oBOpSAT, B IOHOCTU OH OBLT OYEHB XOPOLL
c000ii: ero cTpoliHas urypa u HaurpaH-
HO-MEJIAaHXOJUYHBIH B3IJISII Cpa3y MPUTSI-
ruBa BHUMaHUe («YeloBeK c repom
(aBTomoptpet)», 1943). Ben oH cebs Kak
WCTUHHBIN aHAPXUCT — HEU3MEHHO Iy~
MWICS HaJl BIACTSIMU U HUKOTIA HE UTpajl
1o npaBujiaM. 2KUBOTHBbIE, TOXOXE, UHTE-
PECOBAJIM €r0 KaK XyIOXHUKA HUYYTh HE
MEHBbLIIE JIIOJE: OH OYEHb JIIOOUJT CBOUX
c00aK, KOTOPBIX YaCTO U300paxkall Ha Kap-
TUHAX PSAOM C JIIOJbMU, U AaXe JoMalll-
H$Is KpbIca yIOCTOWIACH YBEKOBEUEHUS Ha
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Marina Vaizey

LUCIAN FREUD:
Rebel with a Cause

Ritualistic, spontaneous, improvisatory, disciplined, anarchic, unfashionable, indifferent, in-
satiable, obsessed, risk-taking yet curiously wedded to routines: Lucian Freud’s life (1922-
2011) was a mass of self-imposed contradictions, while his art was almost alarmingly focused,
intense and unremitting, and the product of unvarying determination. He never, from his hal-
lucinatory early drawings, prints and paintings on a relatively small scale to the paintings of
his last decades, with rich thick impasto, and occasionally crowded with figures, deviated from
his obsession not only with the observed world, but Ais observed world. The exhibition “Lucian
Freud Portraits”, running at London’s National Portrait Gallery until May 2012, collects more
than 100 works from museums and private collections — the first major show since the artist
died on 20 July 2011, but in which he was involved until his death. It will perhaps be the cul-
mination of his lifetime’s preoccupation with private faces in public places, and public faces
in private places — for many of those he painted were never identified by name.

he art is mesmerizingly autobiograph-

ical: he painted his surroundings, the
people he knew, scores of models paid rel-
atively little or posing for free, but who en-
tered into his undeviating daily patterns, a
social life devised to maximise working
time: walking the invariable dog, dining
daily at the few grand London restaurants
that he favoured. A London guessing-
game was identifying his changing circle of
models, his serial devotions. In the latter
part of his life, he had assiduous studio as-
sistants, finally the devoted David Daw-
son, painter and photographer (who is
depicted in the late “Eli and David”, from
2005-06, with one of the artist’s whippets).
And from the 1970s on, Freud had major
international exhibitions of his art, and
major critical monographs: among the art
critics and historians who published sub-
stantial works were Robert Hughes, per-
haps the best Anglophone art critic of his
period, Professor Sir Lawrence Gowing,
Catherine Lampert, the Pulitzer Prize
winning Sebastian Smee, Bruce Bernard,
and Martin Gayford.

Freud was a creature of habit. He
lived in the same part of West London
most of his life, with several houses in
Paddington, Kensington and Holland
Park, the studio his home as he moved
among them.

With his surname, he was bound to
attract attention, often for the wrong rea-
sons. In his youth he was said to be very
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handsome, his wiry figure and intently
melancholy look drawing admirers at first
glance (“Man with a Feather (Self-por-
trait)”, 1943). His behaviour was anar-
chic — he could not bear authority which
he flouted all his life, never playing by the
rules. It seemed he was as attracted to an-
imals as models as much as people; he was
attached to his dogs who often feature next
to his human models; a pet rat was also
immortalised in paint, and he was partic-
ularly fond of horses — a rider early on, an
addictive gambler for much of his life.
(Freud was passionate about gambling
until he had so much money that the risk
was severely diminished; it was the sense
of losing it all that he relished).

But Freud’s most obvious deviation
was to paint and draw and etch all his life
from the life, a representational artist
when abstraction, installation, and even
ephemeral performance became all the
avant-garde rage. No “Duchampian” he,
but an adept with pen, pencil, etching nee-
dle, and oil paint.

It is not given to every unconven-
tional lover and gambler, to be awarded the
Order of Merit, an honour given only to 24
living people at any one time, and in the
personal gift of the Queen. It is almost via
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various liaisons and friendships with an ex-
traordinary range of acquaintances, from
pick-ups and gamblers, bookies and minor
criminals, to the aristocracy of the great
and the good, that he sidled obliquely into
the limelight, occupying a special niche in
the establishment, and certainly at the
apex of the “artocracy”.

Freud’s father Ernest, Sigmund
Freud’s youngest son, was a successful ar-
chitect, living in Berlin: the family had
sufficient resources — and foresight — to
emigrate to England in 1933 when Freud
was 11. He was to speak English all his life
with a slight accent; he could at times be
the devastatingly courteous even chivalric
gentleman, and at times devastatingly
rude. Would he greet you or look through
you? Many of his friendships were indeed
life-long; but there was often an element
of uncertainty, adding a little frisson, a
sense of thin ice, that was an underlying
component of any Freudian relationship.
After months, even years, of sitting, the
process might end, the painting(s) fin-
ished, and several subjects have said it was
like being cast out of the garden of Eden.
No one was ever bored during the long at-
tachment, not only because of mutual
conversation but because of being part of
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© Tate, London 2012
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Girl with a White Dog
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Tate Gallery: Purchased 1952
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the creation, overhearing the painter’s ex-
hortations and comments to himself. He
valued his privacy, however, adding to the
myth; if you talked too much about what
was going on without his tacit permission
you were indeed pushed or shoved into the
outer darkness. Writers who worked with
Freud on publishing projects had co-oper-
ation withdrawn for reasons that were not
necessarily clear. A certain Freudian opac-
ity kept his circle on their toes.
Consistently, though, he was ab-
solutely adamant about the seriousness of
sitting for a portrait, and irritated by any-
body who took the commitment to model
lightheartedly; you had to be on time, with
no messing about, and willing to stand or
sit in the grimy paint-filled studio for
months, even years of appointments. Pay-
ment could be in the form of those mar-
vellous restaurant dinners. The spectrum
was wide, and the lovers legion. Freud
worked obsessively and pleased himself.
And he worked day and night. Hardly any-
one had his phone number — he could
phone you, but would only talk if the re-
cipient of his call answered. The patterns
of his behaviour, on the one hand working
obsessively all day and all night, on the
other dining regularly with his companions



OIHOM M3 KUBOITUCHBIX MOJoTeH. Oco-
OE€HHO OH JIIOOWJI JiolIajaei, ¢ IOHOCTU
€3I1JT BEPXOM U JTOJITO YBIEKAJICS UTPOiA
Ha ckaukax. (®peiin oboxan azapTHbIC
WUTPBI — JIO TeX TOop, TTOKa He 3apaboTrain
CTOJIBKO JICHET, UTO PUCK CTaJl UIsl HETO
CYIIECTBEHHO MEHBIIMM: a MpUBJIeKaja
€ro TMpexkIe BCero BO3MOXHasl Mepcriek-
THBa MOTEPSITh BCE U Cpa3y.)

OnHako HanboJee OUYeBUIHOE CBOE-
o6paszue Dpeiina 3aKII0IATOCH B TOM, UTO
BCIO CBOIO XXWM3Hb OH paboTaJt ¢ HaTypoi —
pUCYS U CO3/1aBast TPaBIOPHI, OH OCTaBAJICS
(UTYpaTUBHBIM XYTOXKHUKOM B 3ITOXY,
KOTIIa BCe KaK OIWH aBaHTapIUCTHI 00pa-
IIAJTUCh K a0CTPaKIUK, UHCTAIAIIUN 1
Jaxke TakoMy 3(deMepHOMY KaHpy, Kak
mepdopmanc. A Bot Dpeiin mpories MUMo
JIOLIAHOBCKUX TPAIVIIUNA U OCTAJICS MPH-
BEp>KEH KMCTH, KapaHIally, TpaBUPOBaIb-
HOI1 UTJIe M MaCJISTHBIM KpacKaM.

A Besb 1ajeKko He KaxKabli JloBesiac
W a3apTHBIN UTPOK YIOCTAaUBACTCS YECTH
craTh wieHoMm OpaeHa 3aciyT, B KOTOPOM
MOTYT COCTOSITh OJTHOBPEMEHHO JIUIITb 24
YyeJoBeKa W WIEHOM KOTOPOTO MOKHO
CTaTh TOJBKO TI0 JIMTYHOMY PEIICHHIO KO-
posieBbl. Yepe3 cBOM MHOTOUYUCICHHBIE
JIIOOOBHBIC U IPYKECKUE CBSA3U, UMES OT-
POMHBII KPYT 3HAKOMCTB — OT ITMKAaIIe-
poOB-co0JIa3HUTEIIeH, UTPOKOB, OyKMeKe-
POB ¥ MEJTKUX KYJTMKOB BIUIOTb [0 BBICILICI
APUCTOKPATHH, — OH ITOCTETICHHO TTPOIBH~
HYJICS B LICHTP BHUMaHUSI, TJIE 3aHSIT CBOIO
0CO0YI0 HUIITY CPE/IN TeX, KOTO MOXHO Ha-
3BaTh BEPXYIIKOI apTOKPATHH.

Orten; @peiina — DpHCT, MITAIIINI CBIH
3urmyHna @peiina, — ObLT IIpeycIeBaio-
UM apxuTekTopoM B bepiuHe. Y ceMbu
0Ka3aJI0Ch IOCTATOYHO CPEICTB... U TaJlb-
HOBUIHOCTH, YTOOBI TIepeOpaThcs B 1933
rony B JlonaoH. JItochbeHy TOrIa ObLUIO yKe
11 ner — mocTaTo4yHO, YTOOBI Y HErO Ha-
BCeraa COXpaHWJICS JIETKUI aKileHT. Bpe-
MEHaMM OH ObUI caMa BeXJIMBOCTh, MO/~
JIMHHBIM KEHTIIBMEHOM ¢ OYKBaJbHO
PBILIApCKMMM MaHEepaMH, a BpeMEHaMU —
HEBEPOSITHBIM IpyOussHOM. Mor Jito06e3HO
TO3I0POBATHCSI, @ MOT CAENaTh BUI, YTO
He 3aMeTII... MHOTMM U3 eT0 IPYKECKIX
CBSI3€li CYXAEHO ObLIO MPOMIUTHCS BCIO
KW3HB; TP 3TOM B HUX BCETIa TIPUCYT-
CTBOBAJI 2JIEMEHT HEOTIPENeIeHHOCTH,
BHYTPEHHSIST IPOXb, YyBCTBO XOXKICHUS
110 TOHKOMY Jibay. Tak, rmocje MecsiieB
WY Jaxe JIeT TTO3UpoBaHus paboTa 3a-
Beplajach, KapTUHA ObUTa HamMcaHa —
¥ TIpOoCTU-TIponiaii... Te, KoMy T0BeOCh
WCITBITaTh TAKOM pa3pbiB OTHOLICHWI Ha
COOCTBEHHOI IIKype, MHOM pa3 TOBOPU-
JIV, 9TO 3TO OBIJIO CBOETO poJia U3THAHUEM
u3 patickoro cama. OnHaKo HUKOMY He J10-
BOIMJIOCH CKYYaTh BO BPEMSI IOJITOTO 00-
meHust ¢ OpeiinoM — He TOIBKO U3-3a
WHTEPECHBIX Oecel, HO U M3-32 BO3MOX-
HOCTH TIPUOOIINUTHCS K €TO TBOPYECTBY.
OH 0c000 IeHUTT yeIuHEHUE, T00aBIISIS
TeM CaMbIM HOBBIC IITPUXM K CBOCH Jie-
redne. Eciu BB caumikomM MHOTO 6osira-
JIM 0 YeM TIomajo 6e3 ero MOJJaaIuBOTrO
COTIJIacHsI, BaC BBHIIIBBIPUBAINA HAPYXKY —
MPSIMO-TaK! B TEMHOTY. 10 He ICHBIM 10

Ompadicerue c dgyms
demomu. 1965
XoJcTt, Macio
91,5%x 91,5
[MpenocrasieHo:

Lucian Freud Archive

Reflection with

Two Children. 1965
Oil on canvas
91.5x91.5cm

Courtesy:
Lucian Freud Archive

KOHIIa TTPUYMHAM TIPeKpaliagoch WHOM
pa3 COTPYAHUYECTBO C aBTOpaMu, pabo-
TaBIIUMM HaJ myonukanusmu o Opeii-
ne. BeermanrHsst Hempeacka3syeMocTh Xy-
JIO)KHUKA CO3/1aBajia TOMCTUHE «BECETYIOo»
JKU3HB €T0 OKPYKEeHUIO.

K mosupoBaHuio mjs1 TOPTPETOB
Dpeiig OTHOCHIICS C HETTPEKIIOHHOM Cephb-
€3HOCTbIO, a JIESTKOMBICJIEHHOE OTHOIIIE-
HHE CO CTOPOHBI MOJIETN K 3TOI He0OX0-
IVMOCTH TIPUBOAWIO €r0 B OEIIeHCTBO:
TIPUXOIUTH Ha CEaHC HA0 OBLIO BOBPEMST —
0e3 KaKux-J11Mb0 OTTOBOPOK — U OBITh r0-
TOBBIM CTOSITh WIK CUIIETh B TIepeTiauKaH-
HOIl KpacKaMW MacTepCKOU MecsIamu,
a To U ronamMu. Bpsin im Komy-To ObLT U3-
BeCTeH HOMeD ero TesiechoHa — 3BOHUIT OH
Bcerna cam. C MOJIeISIMU OH MOT pactuia-
YUBATHCS MTO-CBOEMY — TOTPSICAIOIIUMU
yXuHamMu B pectopaHe. @peiin padoran
JTHEM U HOUbIO, KaK OJIEP>KUMBIH, U TTOJTy-
YajJ OT 2TOTO UCTUHHOE YIOBOJILCTBUE.
OMHOBPEMEHHO OH PETYJISIPHO Y>KUHAJ CO
BCEii CBOEl KOMITAaHUEH B CBETCKOM 00-
mectBe. CTUIIb €T0 TIOBEACHMS — HE CTOJTh
BaXXHO, CO3HATEJIbHO MJIN 0eCCO3HATEIb-
HO OH OBLT CO3/IaH — KaK HeJIb3sT JIydIle
croco6cTBOBaNl (hopMUpPOBaHUIO MuUDa
o JltoceeHe MDpeiine.

Kpyr ero o01eHus ObLT IUPOK, UMS
JMOOOBHUIIAM — JieTuoH. HekoTtopeie u3
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HUX OCTaBaJMCh C Pa30UTBIM CepIIeM,
OJIHAKO TIpaBUjIa ObIJTU U3BECTHBI BCEM —
XOTSI HEKOTOPbIE, BO3MOXKHO, HAIesSUTUCH,
YTO CTaHYT UCKITIoueHreM. Cpeu KeHIITUH
®Dpeiina BCTpeUaaIuch U MOJIOIbIC, W CTa-
pble, 3aMy>XHME, pa3BeICHHbIE WX HE3a-
MYy>XHUE, HEMaJIO OBITIO U CTYIEHTOK — B
00111eM, Bce BapUaHTHL... B XymoxecTBeH-
HoM Mupe JIoHI0Ha TPUBBIYHON 3a0aBOI
crajo ragath, ckonbko y Dpelina nereit
¥ CKOJIBKMX W3 HUX OH TIpU3HaeT. Y HeTro
OBUTO JIBE TOUEPH OT TIEPBOIA KEHBI, 09apO-
BarenbHOUM Kuttu [apman, noyepu yau-
BUTEJbHO TAJAHTINBOTO U OYEHBb IIyM-
HOTO CKyJbITopa [keitkoba DricraiiHa.
Boo0iie xe yncno aereii, npu3HaBaeMbIX
camuM JltocbeHOM Dpeiinom, MOCTOSTHHO
KoJe0aIoch, MHOTUM U3 HUX OH OKa3bIBAJ
TOMIEPKKY JINIIH TI0J] HACTPOSHUE VI
BooOI1Ie HUKaK. ['oBopun, OynTo oH — Mo
€ro COOCTBEHHBIM CJIOBaM — TIpU3HABAJ
OoJibllIe YeThIpeX JEeCATKOB JIeTeil; eciu
3TO NEHCTBUTEIHHO TaK, TO PEIIEHNE BO-
poca, KOTo U3 HUX MPUTJIAIIATh B My3en
Ha BepHucaxku Ppeiina, oka3pIBaeTCs He-
TIPOCTHIM.

Ecnu He 60TBIIMHCTBY, TO BO BCS-
KOM cJTydae MHOTMM U3 CBOWX JIeTell OH
JapwI CBOIO KapTUHY, a TO U HECKOJIBKO.
Teneps TaKko# TOTAPOK MPEBPATUIICS B He-
0oJIbIIoe — a IJIST KOTO-TO, BEPOSTHO, U
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in a highly-controlled social life, added to
the myth, whether consciously or uncon-
sciously.

Freud’s lovers were legion, some bro-
ken-hearted, but all knew the rules, how-
ever much they may have hoped they might
be the exception. Students, the young, the
old, the married, the separated, the single,
all the permutations — the grand, the not
so grand. It was almost an indoor sport in
the London art world, people guessing how
many children Freud had fathered or ac-
knowledged. There were two daughters
with his first wife, the mesmerising Kitty
Garman, daughter of Jacob Epstein, the
staggeringly-gifted and rumbustious sculp-
tor of masterpieces — but the number of
children Lucian Freud himself acknowl-
edged was variable, and his support for
many capricious or non-existent. He is re-
ported to have revealed that he did ac-
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knowledge over 40 progeny; the negotia-
tions for who could be invited to the private
views of his museum exhibitions could be
arduous.

To many if not most of his children,
he gave at least a painting, now worth a
small or even large fortune, and to some he
is said to have given property. But he had
little to do with the majority of his off-
spring, although he was close to a few, and
never had a settled, conventional family
life. Paradoxically, he had a strong mater-
nal attachment himself. Freud was to paint
and etch in the 1980s a marvellously ten-
der and dignified series of portraits of his
widowed mother, lying on a bed in his stu-
dio, a grey-haired woman looking to Eng-
lish eyes quite central European (“The
Painter's Mother Resting”, 1982-1984); he
said it was to help his mother’s depression,
and provide occupation and purpose for
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Bonvwoii unmepuep,
W11 (no momusam
Bammo). 1981—1983
XoJcT, macio
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Large Interior, W11
(after Watteau)
1981-1983

Qil on canvas
185.5x 198 cm
Private Collection

© Lucian Freud

Courtesy:
Lucian Freud Archive

her, a closeness for them both. He was to
depict her in death. Freud himself was fa-
mously unafraid himself of dying, and said
of his friend Francis Bacon that his art was
injured by his fear of death. The family was
certainly complex. Lucian’s older brother
Clement was to become a public bon
viveur, a Liberal Member of Parliament,
also perhaps a womaniser, a witty radio
broadcaster: they were not on speaking
terms.

Fascinating inconsistencies and con-
tradictions married to an underlying con-
sistency and tenacious determination are
apparent in his subject matter. His early
work occasionally exhibited a surreal
touch: “The Painter’s Room” (1945) is
enlivened by a zebra’s head. There is an
eerie hallucinatory quality about the paint-
ings of the 1940s and 1950s, and he was
precocious: only in his late twenties, he
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6ombIioe — cocrosiHue. [loroBapusaior,
YTO KOE-KOMY TOCTANIACh U HEABUKUMOCTb.
TeM He MeHee C OOTBIIMHCTBOM CBOUX
TIOTOMKOB OH O0IIIaJIcst KpaifHe MaJio, a OT-
HOCHUTEJIEHO GJIN30K OBLJT JIMIIb C HEMHO-
rumu. OOBIYHOM, YCTOSIBIIICICS CEMEMHOM
KU3HU Y HETO HUKOTAa He Obito. [Tapa-
JIOKCAJILHO, HO TIPY 3TOM OH OBLT OYeHb
MpUBs3aH K cBoeil Marepu. B 1980-x ro-
nax @pelin co3man BeINKOEeTHbIe, HeX-
HBIE M MacTePCKUE CepUU MMOPTPETOB —
SKUBOTTUCHBIX U TPABUPOBAHHBIX — CBOECH
oBnoBeBIeil matepu. CemoBiacast KeH-
IIMHA, Bo3JIeskalasi Ha KpoBaTH B MacTep-
CKOIi, Ha B3IJISII aHTJINYAaH, — TUTTMYHASI
npencraButenbHua LlentpansHoit EB-
pornbl («MaTh XyHOXXHHMKA OTIBIXaeT»,
1982—1984). Mo coBam camoro Jlroche-
Ha @peiina, TeM caMbIM OH TIBITAJICS TIO-
MOYb MaTepu TIPEOIOJIETh JIETPECCHIo,
HallTH I Hee KaKoe-TO 3aHsTHe, 1a 1

MPOCTO ObLT paj JItoOOMY MOBOLY JJIsI 00-
eHus ¢ Heid. [1ozxxe oH n300pas3ut ee u
Ha cMepTHOM ofpe. Cam Ppelin cnaBuics
OeccTpalllieM rnepes JULOM CMEpPTH, a O
cBoeM npyre @panHcrce bakone ropopu,
YTO UCKYCCTBO TOTO ObLIO PAaHEHO CTpa-
XOM cMepTH. B3auMoOTHOIIIeHUST BHYTPU
CeMbM HUKOTIa He ObLTU MPOCThIMU. Tak,
crapunit 6pat KiemeHT Obul CBETCKUM
JIbBOM, JIEITyTaTOM MapjaMeHTa oT JInbe-
paIbHON MapTUH, a TAKXKE TAMCKUM YTOfl-
HUKOM U OCTPOYMHBIM PaIMOBEIyLINM.
Jpyr ¢ 1pyromM 0patbsi He pa3roBapuBau.

HemocTostHCTBO W TmpoTHUBOpeunst
B xapakTtepe Dpeiina cTaHOBATCS OCOOEH-
HO OYEBUIHBIMU, €CJU COMOCTABUTH UX
C ero HernokoJIeOMMOU MocenoBaTe/b-
HOCTBIO U YIIPSIMOH PEIIMMOCTBIO B BBIOO-
pe ctoxeToB. B ero paHHux padboTtax nuHO-
12 MPOSIBJISIIOTCS OTAEJIbHBIE YEPThI CIOP-
peanm3Ma: K TpuMepy, B «Mactepckoit

TPETbAKOBCKASA MANEPEA
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xynoxHuka» (1945) nzobpaxkeHa roiona
3¢0pbl. B xkuBommcHBIX padorax 1940-x
U 1950-X rogoB ecTh XKyTKOBaTasl Tajuiio-
muHaTopHOCTh. Ero TamaHT mposiBUiiCsS
OUYeHb PAHO; TIOATOMY HUUETO YIUBUTEIb-
HOTO B ToM, uto Dpeiiny erie He UCTION-
HWIOCH TPUIIATH, KOTJIA eMY TIPEIIOKH -
JIV TIpeJICTaBUTh OHY paboTy Ha bpuraH-
ckoM (ectupaine 1951 rona — a UMEHHO,
crpaHHoBatblil « MHTEepbep B [TagauHrTO-
He» C OTPOMHBIM pacTeHUEM B TOPIIKE
1 GUTYPOI KypSIIIIETO MOJIOIOTO YeJIoBeKa
B OYKaxX W TIalie-I0XIeBuKe (3T0 ObLT
dotorpad u3 Vict-Ouna lappu laiiMmonm).

K 1960-M romam m3simHbIe TpaBio-
DBI, U300paXkalolre JeXalnx ¢ IIBETaMI
B pyKax OOJIbIIeTIa3biX AeBYIIeK, CTaIN
yctynath MecTo B TBopuecTBe Dpeiima
odopraM ¢ MpopaboTaHHBIM, MTHTEHCUB-
HBIM IITPUXOM, TePEeNaloNIuM C TTOpa3u-
TEeJIbHOM TOUHOCTBIO BCE CBOMCTBA KOXU —
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was commissioned to contribute a painting
to the 1951 Festival of Britain, the strange
“Interior in Paddington”, with its huge
potted plant by the window matching its
presence to the raincoated, smoking be-
spectacled young man, the East End pho-
tographer Harry Diamond.

By the 1960s the prints which de-
pended on clever compelling use of line —
wide-eyed young women clutching flowers,
lying in bed — began to give way to etchings
with elaborate and intense concatenations
of lines describing with a kind of awesome
fidelity the carapace of skin in which we are
all encased. As he changed brushes, adopt-
ing a hog’s bristle which could be loaded
with fat paint, the smooth almost veneer-
like quality of the early paintings was sup-
planted by an impasto, swirls of paint
which were to become richer and more en-
crusted over the decades. The studios, or-
dinary domestic rooms in terraced West
London houses were uniformly unpreten-
tious — kept overwhelmingly warm for the
models who were typically naked — bore
the souvenirs of the wiped brushes, smear-
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ing the paint on their walls, Freudian paint-
ings in themselves.

Rarely did he paint commissioned
portraits. Freud’s subjects included a late
and tiny portrait of the Queen, markedly
unsuccessful, an old lady painted unspar-
ingly, even cruelly; an astringent contra-
diction, of course, to the usual anodyne
and flattering images which have prolifer-
ated over the decades. They probably
talked about horses, but she does not look
amused. Aristocrats of varying ranks ap-
pear, from Dukes and Duchesses on down,
as well as the aristocracy of celebrity: a
heavily pregnant super model Jerry Hall,
the super model Kate Moss.

But he started with his own: Kitty
Garman, his first wife, is the subject (“Girl
with a White Dog”, 1950-1951) of some of
Freud’s most captivating and hypnoti-
cally-compelling early masterpieces where
line mattered as much as colour, and
colour was vividly transparent, the surface
as smooth as Dutch 17th century painting,
or the Frenchman he admired so intensely
and copied, Chardin. Freud looked atten-
tively at the great masters and indeed had
had an extensive apprenticeship, studying
briefly at the Central School, and then in-
termittently for several years with the
charismatic Cedric Morris in the East An-
glian School of Painting and Drawing, in
Suffolk. At one point the school burnt
down — legend has it that it was acciden-
tally set alight by Freud. There were three
months in the merchant marine, in 1941,
and friendships with the painter John
Craxton with whom he spent some time on
the Greek island of Paxos. From the same
period there is a haunting portrait of an-
other friend, the suicidal painter John
Minton.

These early portraits are tender, of his
first lovers and friends, and responsive to a
lurking nervousness or even neurosis on
the part of the sitters, but nothing like the
ferocious swirl of paint and intensity of the
portrayal of the flesh that was to charac-
terise the last four decades of his art when
he painted not the nude, but the naked.

Kitty Garman, part of Epstein’s
complex family — did Freud take it as a
model? — was brown-haired and green-
eyed, and married Freud in 1948; their
union was dissolved in 1952. The second
wife — married in 1953, divorced 1957,
this marriage childless — was grand in an-
other way, Caroline Blackwood, a Guin-
ness heiress who was to go on to marry the
American poet Robert Lowell. Blond and
blue-eyed, she was depicted continually,
with tender affectionate appraisal and
scrutiny (“Girl in Bed”, 1952).

During this time Freud moved among
Bohemian London, a close friend of Fran-
cis Bacon (of whom he painted an amazing
wide-eyed portrait, stolen and still not re-
turned from a major exhibition in Berlin),
and an even closer friend of another
German child émigré, the painter Frank
Auerbach, who was equally obsessive in
his subject matter (“Frank Auerbach”,



TOU TeJIeCHOI 000I0YKM, B KOTOPYIO MBI
3aKJitoueHbl. KpoMe Toro, oH nepeliesn Ha
KWCTU W3 CBUHOM IIETUHBI, CTOCOOHBIE
3aXBaThIBAThH OOJIBIIIOE KOJUIECTBO Kpac-
ku. [magkasi, TouTH JIakoBasi TOBEPX-
HOCTbH €r0 PaHHUX KUBOIMCHBIX TTOJIOTEH
CMEHMJIACh MaCTO3HBIMU, TYCTBIMU Ma3-
KaMU, KOTOPBIE C AeCATUIETUSIMUA CTAaHO-
BWINCH Bce OOJiee MOITHBIMY W BhIpa3u-
TeabHBIMU. Ero Macrepckue — JuImieH-
HBIE BCSKOU TIPETEHIINO3HOCTA OOBITHBIE
KOMHATHI B JIoMax B 3amagHoM JloHmo-
He — OBbLTM BCeraa XapKo HATOIUICHBI,
yTOOBI OOHaXXEHHBbIE HATYpPIIUKU HE
mep3nu. Ha cteHax ocTaBaiuUCh «IaMsT-
Hble 3HaKW» — TISITHA KPAacKU, JIETEeBIITNE
C KHUCTH: CBOErO pOja KBUHTICCEHIIUS
(bpeit1oBCKOl XKUBOITUCH.

OH peKo mucaj 3aKa3Hbie TopTpe-
Thl. Cpenu Tmo3aHuX pabot dpeiiga ecTh
HeOOJIbIION, HE UMEBLIUI ycTiexa MmopT-
PeT KOpOJIEBBI: HA HEM U300paKeHa Io-
XKuJas KeHIWHA, HalMcaHHas Oe3xka-
JIOCTHO U JIaXe XECTOKO, — MOJIHas Mpo-
TUBOTIOJIOKHOCTb OOBIYHBIM JIbCTUBBIM
n300paKeHUIM, KOTOPbIE BO MHOXKECTBE
W3TOTABIMBAINCH B TEUCHUE NECATUIICTUA.
BeposiTHO, XyTOKHUK 1 KOpOJieBa TOBOPHU-
JIA O JIOLIA/ISIX, HO HE MTOXOXeE, YTOOBI KO-
POJIeBY 3TO 3a0aBJISJIO WM Pa3BIeKao...

[TopTpeTupyembie CMEHSIOT APYT
JpyTa: apuCcTOKpaThl Pa3HBIX PAHTOB, OT
TepIIOTOB C TePIOTUHIMU U HUXE, 3aTeM
apUCTOKpATHS 1I0Y-0M3Heca, HarlpuMep,
OepeMeHHasi cyriepmoeib Jxeppu XoJun
wiu cyniepmonenb Keilt Moce.

Hauwunain xxe ®@peiin co cBoux 61m3-
kux. Ero nepsas xeHa Kurru 'apman
cTaja MOJEJIbIO JUIS Psiia pAHHUX IIEHU -
TEJbHBIX U TUITHOTUYECKUX IIEIeBPOB
(«IdeBymka ¢ Gemnoit cobakoit», 1950—
1951), B KOTOPBIX INHUS UMEET HE MCHb-
1ee 3HaYeHUe, YeM 1BET — SIPKUI U ITPo-
3pauyHbIi, & TTIOBEPXHOCTh HATIOMUHAET
CBOE IIaIKOMUChIO PaOOTHI TOJIJIAH/ILIEB
XVII Beka win dpanuysa llapaena —
Dpeiin BOCXUIIIAIICS UM U KOTTMPOBAT €TO.
OH BHUMATETLHO M3YyJall CTapbIX MacTe-
OB, UTO e KacaeTcst y4eObl Kak TAKOBOM,
TO Kakoe-To BpeMsi oH xomwa B LleHT-
paJIbHYIO LIKOJIy UCKycCTB B JIOHIOHE,
3aTeM HECKOJIBKO JIET C TIepephIBAMU ObLIT
YUYEHUKOM y xapusdmatuaHoro Cemapuka
Moppuca B L1Ikose skuBormmcu 1 pucyHKa
Bocrounoit Aurimm B Cadbdoike. 3manue
IITKOJTBI B KAKOM-TO MOMEHT CTOpPeJio — 110
nereHne, mo BuHe Ppeiina, XOTs MPo-
WM30IIJI0 3TO ciaydaitHo. B 1941 romy oH
MPOCITYXWI TPU Mecsla Ha uioTe, ¢ Ipy-
roM-xynoxxHukom [Ixxonom Kpakctonom
MPOBEJT HEKOTOPOE BPEeMsT Ha TPEIeCKOM
octpose [lakcoc. K 3TOMy Xe BpeMeHU
OTHOCUTCSI €TO yBJIeYeHE TBOPUYECTBOM
XyHnoXHUKa-camoyouiiiiel JIxkona MuH-
TOHA.

[1pu Bceil cBOeil MITKOCTU U HEX-
HOCTU, paHHUE TIOPTPETHI JIIOOOBHUIL U
npyseii @peiina oTpaxarT UX CKPBITYIO
HEePBO3HOCTb, €CJIN He HeBPO3bl. OmHAKO
B HUX HET HUYEro oOIlero ¢ B3BUXPEH-
HBIM pesibepOM KpacoK M IHEPTUIHON
repefavdeit MIoTH, KOTOPBIMU OyIyT Xa-

pPaKTepU30BaThCS TIOCENYIONINe YeThIPe
NECATUNIETUSI eTO TBOPUYECTBa, KOraa OH
n300paxan yxe He «0OOHaKEHHYIO HaTy-
py», @ OTKPOBEHHO TOJIbIE TeJa.
3eneHomnazas marteHka Kurtu Fap-
MaH, TIpeICTaBUTEJILHUIIA CIIOXKHO OpTa-
HU30BAaHHOW ceMbU DIICTaliHa — YK HE
a1y 1 cembio Jltocker @peiin B35t 32 00-
pazen? — BbIlIIa 3aMyX 3a Opetiga B 1948
romy, HO B 1952 roay ux coro3 pacmaics.
Bropuuno on xenuscs B 1953 romy Ha
Koaponaitn brasksyn, B 1957 BHOBB pas-
BeJIcs, neTell y Hux He Obu10. (Hacnen-
Huta ceMbu ['mHHECC, KopomnaiitH Bhia
BIIOCJIE/ICTBUY 3aMyX 3a MOPa3UTEITHHO
TAJIAHTJINBOTO, HO CTPAJIaBILIETO OUTIONSIP-
HBIM a(DEKTUBHBIM PacCTPOUCTBOM, T.€.
MaHMaKaJIbHO-/IETIPECCUBHBIM TICUX030M,
amepuKaHckoro roara Pobdepra Jloyasia.)
Koaposnaiin 6bl1a GJIOHAMHKON C TOTyObI-
MM TJIa3aMU, U 3TOT CIOKET — royryooria-
3as1 OJIOHIWHKA — HE pa3 TIOBTOPSIICS Xy-
JIOKHUKOM, OH CJIOBHO BHMMATEJIHHO U C
HEXXHOCTBIO BIVISIIBIBAJICS B CBOIO TEPOMHIO
(«/IeBy11IKa, jIexalias B mocTesn», 1952).
B a0 Bpemsa @petin Bpaiaics B 60-
TeMHBIX Kpyrax JIoHmOHa, TECHO MPYy>KUT
¢ ®psHcucoM b3KoHOM, KOTOPOTo M300-
pa3wiI Ha BITEYATIISTIONIEM TTOPTPETe C 60Tb-
IIMMU TJIa3aM¥ — TIOPTPETe, YKPaTeHHOM
¢ BeIcTaBKU B bepiuHe u 10 cux mop He
HaiineHHOM. CTOJb JXe TIpOYHast IpyKoa
CBSI3BIBAJIA €TO C IPYTVM HEMELIKUM IMUT-
paHTOM, TIPUOBIBIIINM, KaK 1 cam Dpelin,
B AHIIIMIO peOEHKOM, — XYIOXHUKOM
®pankom AyapbaxoM («DpaHk Ayapbdax»,
1975—1976), Takum 3Ke, KaK 1 OH, JIIOOU -
TeJIeM TIOBTOPSIIOIINXCS BIIOJTHE OTIpejie-
JIEHHBIX CIOXETOB. Ayap0ax MHOTOKPATHO
1300paxay HeOOJIbLIYIO TPYIIITY TPUBbIY-
HBIX MOJIeJiell U3 Topa3mo Oojee y3KOTo
kpyra, Hexenun Dpeiin, a Takke mucat
neiizaxxu KoamueH-TayHa, rie pacrosara-
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W11 — paiioH 3anaaHoit
yactu JIOHI0HA, B KOTO-
POM KWJT U paboTalt Xy-
JIOKHUK.
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J1ack ero Mactepckast. OHM ObLTH 115t JIOH-
JIoHa yyxakamu: baKoH — aHTI0-MpiaH-
netr, Opeiin u Ayspbax — HeMelIKIe eBpeH,
okazasmuecs B JlongoHe B 1930-¢ roabr
B KauecTBe OexeHIileB. Beex Tponx — 1 ca-
MoyuKy bakona, n Ayapbaxa c @peitnom —
00BeIMHSUTA OOIIMPHBIE TTO3HAHUS B UC-
TOPUU UCKYCCTBA, OHU SIBHO WJIA HESTBHO
CJIeTIOBAJIM 3a CTAPBIMU MacTepaMu, KOTO-
PBIMU BOCXMIIAJIACH. DMOLIMOHAIBHBIC
nopTpeThl baKoHa 1111 OT BOOOpaKeHus,
Jaxe eclIi OCHOBBIBAJIMCH HAa peabHOM
NEeNCTBUTETHLHOCTH, a B PSIIIE CEPUil CBOMX
pabot oH oTTasKuBaycs oT Benackeca u
Ban I'ora. Aysp06ax TpeHUpOBaJICcs Ha KO-
MMMPOBaHNY KapTrH 13 HarmmoHansHol ra-
nepen. @peiin nenun Xanca u Ban ['ora —
OOJIBIIINX MACTEPOB KOJIOPUTA U (haKTypHhI.
Kak nemaror Bce XymOXXHUKH, a camble
YMHBIE U3 HUX OTKPBITO TPU3HAIOTCS B
STOM, OHM OTTAJTKWBAJIMCH OT MPEIIIeCT-
BEHHUKOB, OT CTApPBIX MaCTEPOB, 1 ATO He-
TPYIHO Y3HATh 110 UX U3TI00JIEHHBIM CIO-
JKeTaM U n300paxaeMbIM TipenMeTam. Tax,
®peiin Bocmonb30Basics KapTuHOi BatTo,
mpeoOpa3oBaB ee B MOTPSICAIOIINI TPYTI-
TIOBOI MIOPTPET B HATYPATbHYIO BEJINIMHY,
1300paxaBIlNii ero JIIOOOBHULL U HETIPU3-
HaHHBIX 1eTel («bombimoit mHTephep W11%*.
ITo MmotuBam Batrto», 1981—1983).

B 1990-x romax y ®peiina mosiBUIMCh
NIBe BechMa MpuMevaTeTbHbIe MO —
JTIONTA OTPOMHBIX Pa3MepOB, CTABIIINE BITO-
CIIEICTBUYM 3HAMEHUTOCTSMU (2 3a0IHO
TpUHECIINE eMy PeKOpAHBIe IIeHbI Ha
ayKIIMOHaX). DTO COIMATbHBIN paOOTHUK
Cpio Tujun: orpoMHast ¥ HeyKJToXast,
oHa GUTYpUpyeT Ha MHOTUX IOJOTHAX
(«CommanbHast paboTHULIA CTTUT», 1995).
IMocie cmeptn @peiina Chro ¢ GOIBIION
TPU3HATETHHOCTHIO paccKa3biBajia o TIpe-
OBIBAHUM B €T0 MaCTePCKOI B KQUeCTBe Ha-
Typumubl. Jdpyras monens — Jlu bayaspu,
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1975-1976). In Auerbach’s case, too, por-
traits, again and again of the same handful
of committed sitters from a much narrower
social milieu than Freud’s, dominated, as
did the Camden Town landscape sur-
rounding Auerbach’s studio. All three,
Bacon the autodidact, Auerbach and
Freud shared an extensive and passionate
knowledge of art history, and copied both
overtly and covertly the masters they ad-
mired. Bacon’s emotional portraits were
from the imagination, even if based on the
real; he drew from Velazquez and Van
Gogh in compelling series. Auerbach drew
for continual visual practice from the art of
the National Gallery. Each of these Lon-
don artists were outsiders: Bacon Anglo-
Irish, Freud and Auerbach German Jews
who had come to London in the 1930s as
refugees. Freud acknowledges Hals and
Van Gogh as masters: of colour and the
brush. As all intelligent artists do, and ac-
knowledge — by their heroes shall we know
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them — each has worked from the art of
others. Freud used and transformed a
painting by Watteau in an amazing life-size
group portrait of unacknowledged relation-
ships of lovers and children, “Large Inte-
rior W11 (after Watteau)” (1981-1983).

In the 1990s Freud had two astonish-
ing “people-mountain” sitters which
brought celebrity, even notoriety, to them,
and record prices in the auction rooms.
The benefits supervisor, Sue Tilley, appears
in many a painting: she is a huge sprawling
figure, and after Freud’s death spoke most
affectionately of her sojourn as his model
(“Benefits Supervisor Sleeping”, 1995).
Leigh Bowery, an Australian transvestite
and performance artist, posed for gigantic
paintings of his formidable presence
(“Leigh Bowery (Seated)”, 1990). Bowery,
described by Freud as fastidious and highly
intelligent, regarded his sittings, or rather
standings, for Freud as his own private
university. Freud painted “the great and
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the good” (“The Brigadier”, 2003-2004),
the establishment (drawn to mountainous
flesh, he portrayed Lord Goodman, an-
other “man-mountain”, a lawyer to that
inner core of politicians and others who
ran the country), and also those at the op-
posite end of the social spectrum (“Two
Irishmen in W11”, 1984-1985).

His models, except for the Queen,
came to Freud’s various studios: a grimy
bed, rumpled sheets and rags, an old chair,
paint-smeared walls, and bare wooden
boards. The only creatures who were al-
ways totally relaxed were his nervy, sinew-
thin whippets. Over the decades, other
artists and writers were pressed into serv-
ice, like the exceptional critic Martin Gay-
ford who wrote “Man with A Blue Scarf”
about several years of sitting for Freud, re-
sulting in both portraits and etchings. Gay-
ford always had to wear the same clothes
for the more than weekly sessions, includ-
ing a pink- and white-striped shirt, the
stripes disappearing in the finished por-
trait. The clothes were props too, for tonal
values, not necessarily for accurate photo-
graphic reproduction.

Does the biography matter? Unusu-
ally, this is something Freud has in com-
mon with Picasso, another art giant of the
20th century, and a famous (or infamous)
lover, whose personal life critics and histo-
rians agree informs his art. Oddly perhaps,
Freud admired Picasso, but thought Ma-
tisse the greatest artist of the 20th century.
And for both Matisse and Picasso, the bi-
ography too is all, inseparable from the
imagery. But Picasso reworked myth; Ma-
tisse abstracted. And Freud only worked
from the life. He wanted to see his subjects
both night and day, and said that thus
would be revealed the all, without which
selection was not possible. He is an un-
remitting scrutineer of himself, a relentless
self-portraitist (from the middle years,
“Reflection with Two Children”, 1965).
Perhaps the most affecting is his unflinch-
ing depiction of his naked aged body,
wearing only a pair of unlaced walking
boots (“Painter Working, Reflection”,
1993).

For Freud there was never a hint that
all flesh is grass. In his claustrophobic
London studios, flesh is meat, yet the
colours are at times iridescent, reminiscent
of crushed coffee cream chocolates, en-
livened occasionally by hints of raspberry
and strawberry jam, candied violets, a dash
of surprising blue to point up the terra-
cotta, oranges, pale creams and pallid
whites of skin.

These are often private parts in public
places, breaking taboos. At times it seems
he has shown us things we would rather not
see. In all cases it is the human condition;
we never forget that here the reporter, the
creative artist, is in the powerful position,
the selector, the arranger. But it is the pul-
sation of life, from the jungle of the gar-
den, the nervy pose of the resting whippet,
the baby, the child, the lover, the grandee,
that carries all before it.



aBCTPAIMICKUIT TPAHCBECTUT U aKTep-
1ephOpMaHCHUCT, OH TIO3UPOBATI TSI Mac-
TAaOHBIX MMOJIOTEH, CTABIINX OJaromapst
eMy BechbMa addekTHbIMU («JIn bayspu
(cupstmuit)», 1990). bayspu, Kotoporo
ODpeiin omuCchBaI KaK 4yeIoBeKa TOH-
KOTO U BBICOKOMHTEJIIEKTYaJIbHOTO, BOC-
MPUHUMAJ CBOE MO3MPOBAHUE, TIE eMy
yale BCero MPUXOIUIOCh He CUIETh, a
CTOSITh, KaK UYTO-TO BPOJe y4eObl B 4acT-
HOoM yHUuBepcutete. Opeiin mopTpeTrpo-
BaJl U JiIofiel u3BecTHbIX («bpuragup»,
2003—2004), mpuHamIexaImx K ucted-
numMenTty. Ho ero mo-mpexkxHeMy mpu-
BJIEKAJTV TOPHI TUIOTH, W OH TIMCAJT JIOp/ia
'ynMeHa, erie oMHOTO YesloBeKa-Topy, —
ajziBoKaTa, paboTaBILETO C TEMU TTOIUTHKA-
MM, KOTOPbIEe, BO3MOXHO, Ha CAMOM JieJie
YIIPaBJISTIOT cTpaHoii. [Trcan Takske u ripen-
CcTaBUTEIell WHOTO COIMATBHOTO CIIOST
(«[IBa mpnanmiza B W1l», 1984—1985).

Bce ero Mozenu, 3a UCKITIOUeHUEM
KOPOJIEBBI, TIPUXOIMITN TTIO3UPOBATh B Ma-
crepckue Ppelifa — MOMEIIEHUS C HECBe-
Kl TMOCTeNbI0, CMITBIMU TIPOCTBHIHSIMU,
KaKUMU-TO TPSITIKAMU, CTAPbIM KPECIIOM,
TieperayKaHHBIMU KPACKOW CTeHaMU, TIPO-
CTBIM NIePEeBSIHHBIM TToMOcTOM. EnuHCT-
BEHHBIMHU CYIIEeCTBAMU, HEM3MEHHO TyB-
CTBOBaBIIMMU ceOsT 31Mech KOMMOPTHO,
ObUTM HEpPBHBIE, TOHKWE, HO MYCKYJIH-
cThIe co0aky mopob! yutieT. Ha mpots-
KEHWUW JEeCATUIETUN K TO3UPOBAHUIO
TIPUBJIEKATUCH KOJIIET-XYIOKHUKY U TTH-
carenu. Tak, Maprun ['eiidopn, Bbiao-
IUiicsT KPUTHUK, Harmucaa KHUTy «Yemo-
BEK C TOJTyObIM 11aphoM» O HECKOIBKIX
romax nosupoBanust Dpeiiny, pesyabTa-
TOM Yero CTaJi KakK XXUBOIMCHBIE, TaK U
rpaBUpOBaHHBIE eTo MopTpeThl. [etihopm
OB BEIHYKIEH Ha TIPOTSKEHUN MHOTUX
HeJesb HalleBaTh OJTHY U TY K€ Oy —
CcKaxeM, 0es10-po30BYIO MOJI0CATYIO Py-
Oalky (Mpu TOM, YTO B OKOHYATEJIbHOM
BEPCUU TIOPTPETA ITU MOJIOCHI TIOPOIA NcUe-
3anm). Onesxia Toxke CTaHOBWIACh PEKBH-
3UTOM, XOTSI XyTOKHUK CTPEMIICS K TIe-
penadye TOHOB M BaJIEPOB, a BOBCE HE K TOU-
HOMY ee (poTorpaduaeckoMy BOCTIPOU3-
BEICHUIO.

Baxxna nmu 6uorpacdust xymoxHuka?
VY ®peiina, moxamyi, eCTh HEUTO obIIIee
¢ [Nukacco, erie OMHUM TUTAHTOM B HC-
KyccTBe XX BeKa M TaKKe 3HAMEHUTHIM —
a MOXET, TIPOCTO UMEIOIIINM TYPHYIO clia-
BY — JTIOOOBHUKOM, Ubsl YaCTHAsI KU3Hb,
110 MHEHWIO MCKYCCTBOBENOB M KPUTH-
KOB, OMYIIEBJISIIa €r0 UCKYCCTBO. 3abaB-
Ho, uto Ppeiin Bocxuiancs [Tukacco, HO
CUUTAJT BEJMYANUIIUM XYTOXHUKOM XX
crojetust Marucca. J1yist o0oux u3 HUX —
u Marucca, u [lukacco — OGuorpadus
OIMHAKOBO BaxKHa WM IPOCTO-HAIMPOCTO
HeoTmeauMa OoT ux danTtazuit. OmHaKo
IMukacco mepeBopaunBan mud, Marucc
Ke OT Hero adctparupoBaics. [1lonodbHo
Martuccy, @pelin BCio CBOIO XXMU3HB pabo-
TaJ TOJbKO ¢ HaTyphl. OH XOTeN BUIECTh
CBOUWX HATYPIITUKOB JHEM M HOYBIO U TO-
BOPWJI, YTO TOJHKO TaK OHU PACKPOIOTCS
BO Bceli mosiHoTe. TOYHO Tak e OH Mo-
CTOSTHHO BIJISIIBIBAJICSI B CAMOTO ce0s 1
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OecrpecTaHHO, HAYMHAs CO CPEIHUX JIET,
co3maBan aBTOMOPTPeThl («OTpakeHue
¢ AByMst eTbMu», 1965). CambiM Tpora-
TEJIbHBIM U3 HUX BBITJISIANUT, TIOXAITYH, TOT
OECKOMIIPOMUCCHBII aBTOMOPTPET, Ha
KOTOPOM MOXWJION aBTOp U300pakeH 00-
HaXXEHHBIM B HE 3allIHypOBAHHBIX Oalil-
Makax («XymoXHUK 3a paboroii. OTpaxe-
Hue», 1993).

Y ®dpeiina HeT 1 HaMeKa Ha BOCTIPUST -
THE TJIOTU Kak mpaxa. B ero 3aMKHYTbIX
JIOHIOHCKUX MAacCTEPCKUX IJIOTh — 3TO
MSICO, @ €r0 KOJIOPUT MPUOOPETAET MHOTIA
pany>XHble OTTEHKU pa3[aBJIEHHOM 1II0KO-
JIAIHOU KOH(METHI ¢ KoeitHbIM KpeMoM,
C IPKUMU Ma3KaMy MJIMHOBOTO WJIX KITyO-
HUYHOTO BapeHbsI, MATHAMU TO KapaMeJsib-
HO-CUPEHEBOT0, TO HEOXUIAHHO SIPKO-
roJry0oro, YToObl OTTEHUTh TEPPAKOTOBBIE,
OpaHXeBble, 0JIEMHO-KPEMOBBIE U MEPT-
BEHHO-0eJIble TOHA Ha KOXE.

MEXOYHAPOOHAA MAHOPAMA

BbiHeceHue Ha MyOIMKY CTOJb MPU-
BATHOTO 3peJINIIA — Pa3yMeeTcsl, Hapylle-
Hue Tady. Muorma ®pelin mokasbiBaeT
HaM BelIU, KOTOPbIX MbI HE XOTEJIU Obl BU-
neTh. OMHAKO MBI HE JTOJDKHBI 3a0bIBaTh,
YTO MOCJIEAHEE CIIOBO 3[€Ch MPUHAICKUT
TBOPILLY, XyJOXHUKY-PEMOPTEPY: 3TO OH
BbIOMpaeT U apaHxupyer. M Bo BceM —
B 3apOCJISX JIM cajia UM B HEPBHOM CHeE
yurriera, B MJiajieH1e, peOeHKe, JII0OOB-
HULIE WIX BaXKHOM CAHOBHUKE — OIIIyIlla-
eTcsl MpexJe Bcero OyHTapcKas ImyJibca-
LUST XKU3HU.
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