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Abstract
Portraying Sigmund Freud during the 1930s brought worldwide fame to 
Oscar Nemon (1906–1985). Two seminal portraits of the psychoanalyst 
drew international attention to Nemon’s contemporaneous and future 
sculptural work. Freud sat for Nemon twice, in 1931 and 1936. The first 
portrait transformed Nemon’s standing as a portrait sculptor. His por-
traits of Freud, along with his later sculptures of Winston Churchill, would 
become his most famous, most referenced, and most widely reproduced 

works. Although they owe their popularity and reputation primarily to 
their famous model, these works by Oscar Nemon are nonetheless ac-
complished and exceptional examples of portrait sculpture. This paper 
explores the historiography of Nemon’s portrayal of Freud; the context of 
commissioning the portraits; their creation; and the relationship between 
sculptor and model. It also examines how the sculptor’s work developed 
from the first take in 1931 to later versions of portraits.
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Introduction

Portraying Sigmund Freud, the founder of psychoanalysis 
and one of the most influential thinkers of the twentieth cen-
tury, brought worldwide fame to Oscar Nemon (1906–1985),1 
bringing into focus both his contemporary and future sculp-
tural work. Freud sat for Nemon twice, in 1931 and 1936: the 
first portrait resulting from these encounters became crucial 
to Nemon’s recognition as a portrait sculptor.
Years after the first sittings in 1931, Nemon’s encounters 
with Freud were anecdotally retold and transmitted from 
author to author – starting with Nemon himself, who was 
undoubtedly the primary source. Nemon had given state-
ments in interviews published in newspapers in 1931 and 
1936, which were retold by other authors – initially writers 
of newspaper articles, and afterwards Paul Federn,2 Heinrich 
Meng,3 Michael Molnar,4 and more recently the sculptor’s 
daughter, Aurelia Young.5 Nemon himself returned to this 
material in post-war interviews as well as in his memoirs.6 
Specific episodes have been recycled in a number of recent 
texts, citing details from Nemon’s biography. While this 
wealth of material certainly has value, it works against recon-
structing the circumstances of Nemon’s portrayal of Freud: 
factual testimonies blur into recollections and impressions, 
and the authenticity of real events dissolve into anecdotes.

Nemon’s sculptures of Freud, which include portrait heads 
and full-length sculptures erected as monuments, have not 
yet been the subject of thorough research and analysis in the 
field of art history. This study seeks to connect them into a 
whole, enabling better critical judgement and demonstrating 
the shift in Nemon’s approach in terms of style and form 
following what we may consider his later portrait of Freud 
as distinct from the earlier version.

First encounter, 1931 

During his sojourn in Vienna, from 1924 to 1925, Nemon 
became acquainted with the psychoanalyst Paul Federn, one 
of Freud’s closest disciples and collaborators. Six years later, 
in July 1931, while he was establishing himself in Brussels, 
Nemon received an invitation from Federn to come to Vi-
enna and make a portrait of Freud on behalf of the Vienna 
Psychoanalytic Society (Wiener Psychoanalytische Vereini-
gung) to mark Freud’s 75th birthday.7

Claims that Freud “only once agreed to be portrayed in a 
sculpture” for his 75th birthday, when he was portrayed by 
Nemon,8 or that Nemon’s portrait was “the only one Freud 
posed for in the last years of his life”9 are incorrect. A portrait 
in the form of a medal was made in 1906 by the Viennese 
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sculptor and medallist Karl Maria Schwerdtner, and Freud 
also sat for two other sculptors before Nemon: he was por-
trayed from life by Paul Königsberger and František Juraň. 
Ten days before meeting Oscar Nemon, on July 14, 1931, 
Freud was portrayed in Pötzleinsdorf by the Czech sculptor 
František Juraň.10 A decade earlier, in 1920, a bust of Freud 
had been created by the Viennese sculptor Paul Königsberg-
er.11 From that point on, Freud, who was known for keeping 
his private life hidden from the public, refused any attempts 
to “perpetuate” him. In fact, Freud had already refused a 
request for Nemon to make a medal with his image earlier 
in 1931.12

On this occasion, however, his colleagues finally managed 
to persuade him to do the sittings.13 Freud agreed – not be-
cause he wanted the bust, but “to help a young artist.”14 Paul 
Federn later recorded:

“Freud did not like to sit as model; with reluctance he 
yielded to friends and relatives who intensely wished a 
portrait of him. The excuse for his reluctance was that his 
photographs were excellent while painting or sculpting 
took so much time and the outcome was problematic. 
Twice I introduced to him young painters who showed 
originality and skill, but while working they became 
embarrassed and were not able to render personality. 
Therefore it was with the hesitance of a diplomat that 
I once more approached Freud before his 75th birthday 
with the very young but already renowned sculptor, Mr. 
Olem Nemon.”15

That summer Freud resided at Khevenhüllerstrasse 6, in the 
Viennese suburb of Pötzleinsdorf. The Mautner Villa was a 
large house with a garden, which the Freuds had rented a 
few months earlier for their stay in the countryside.16 Oscar 
Nemon’s first encounter with him was recorded by Paul 
Federn:

“After introducing the artist to Freud in the garden of his 
summer home (...) he was left alone to show the Profes-
sor a collection of photographs of his works. Freud im-
mediately became interested in what Nemon had to say, 
and liked the originality of his work as well as the man 
himself. The work started the next day.”17

The most likely date of this visit was July 24, 1931, as evi-
denced by one of Freud’s diary notes. During the last decade 
of his life, Freud kept a very specific, extremely reduced 
diary, laconically recording those daily events that seemed 
important to him. In this short diary of his, next to the date 
“Juli, Fr(eitag) 24,” Freud entered: “Bildhauer O. Neumann.”18

Nemon and Freud had in common their Jewish cultural 
heritage, on which Freud commented in a letter, although 
neither was observant. At a time of mounting antisemitism, 
this may have contributed to a feeling of affinity between 
them, in addition to their respective professional ambitions 
and a dedication to making a mark in their chosen fields. 
Something about Nemon clearly appealed to Freud, who 
decided to proceed with sittings for the 1931 bust. Nemon 
was an accomplished and wry conversationalist but one of 
a particular kind. Through his quiet charisma, his strength 

as a listener, and his particular talent for subtle, empathetic, 
sometimes teasing interactions with his sitters,19 he was able 
to establish a deep connection with them: a considerable 
advantage for a portrait sculptor.
Sittings for the portrait took place on several occasions over 
the course of a week or so20 – “always during the brief inter-
vals between Freud seeing patients,” as Nemon recollects.21 
In a letter to psychoanalyst Max Eitingon, his student and 
friend, Freud wrote of his encounter with Nemon:

“Someone is making a bust of me, the sculptor Oscar 
Neumann from Brussels, from his appearance a Slavic 
eastern Jew, Khazar or Kalmuck or something like that. 
Federn, who is usually highly inept in discovering unac-
claimed geniuses, forced him on me. But this time there is 
something or rather quite a lot in it. The head which the 
gaunt, goatee-bearded artist has fashioned from the dirt 
– like the good Lord – is a very good and an astonishingly 
lifelike impression of me. He has kept quiet about how he 
intends valuing the work, but I didn’t order it from him.”22

In the beginning, Freud was reserved and distant, not say-
ing much during the sittings.23 In addition to his aversion 
to being portrayed, his remoteness, sometimes verging on 
morose bitterness as observed by his housekeeper when 
Nemon showed her the portrait,24 may have been caused by 
his malignant illness. Freud was tormented by pain in his 
jaw caused by an oral prosthesis, which he had worn since 
1923, when he underwent a “radical operation for cancer 
of the jaw which had removed a tumour, together with part 
of his upper and lower jaws and a section of the soft palate. 
To allow him to talk or eat (or smoke), it was necessary for 
him to wear a cumbersome device in his mouth, which was 
often painful and frequently a torture.”25 On April 23, 1931, 
less than two months before Nemon’s arrival, Freud had 
undergone another jaw tumour surgery: “The operation was 
successful, but the discovery of precancerous tissue disturbed 
the equilibrium Freud had established with his affliction.”26 
Freud’s psychophysical condition in the years following this 
operation is perhaps best described in his own words, in a 
letter addressed to his associate, the German psychoanalyst 
Karl Abraham, in 1924:

“To avoid being cross with me you have to feel yourself 
(intensively) into my condition. Though I am supposed 
to be on the way to the recovery there is deep inside a 
pessimistic conviction that the end of my life is near. 
That feeds on the torments from my scar which never 
cease. There is a sort of senile depression which centres 
in a conflict between an irrational love of life and more 
sensible resignation...”27

In his first portrait of Freud, however, Nemon did not delve 
deeply into this state of mind, or explore it. Instead, he chose 
to communicate the surface appearance of the psychological 
nuances he observed in his model, seeking the right bal-
ance between the idealized image and Freud’s human and 
intimate sides.
The portrait created in clay during these sessions in Pötzlein-
sdorf became the model for three Freudian heads in bronze, 
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Reflecting on his stay in Vienna between 1924 and 1925, 
Nemon recalled in his memoirs that “Freud was attracting 
great interest in Vienna during that same period by his grow-
ing fame as a psychologist.” It is not known which of Freud’s 
publications Nemon had read by the time of receiving the 
commission in 1931, but he was certainly familiar with 
Freud’s work and shared his profound interest in the human 
psyche, the investigation of which was central to Nemon’s 
own work as a portrait sculptor. From the 1930s onwards, 
Nemon counted many distinguished psychoanalysts includ-
ing Paul Federn, Heinrich Meng, Princess Marie Bonaparte, 
René Laforgue and Donald Winnicott amongst his friends, 
reflecting their shared preoccupations and explorations 
whether in clay or on the page.
Suggesting his respect for Freud, in an interview he gave 
shortly after the portrait sessions in 1931, Nemon called 
him “a great man”: “I consider it the most beautiful task of 
my life so far that I was allowed to model Professor Freud.”39 
He certainly read Freud’s books and kept them in his home 
library.40 He also knew that making Freud’s portrait was 
a great opportunity to advance his career, for he was still 
largely unknown at that time as a portrait bust specialist. 
His sitters of renown would largely follow on from the Freud 
commission, helped by his 1932 exhibition at the Palais des 
Beaux-Arts in Brussels, where he showed the Freud bust for 
the first time.
The exhibition was entitled Têtes, because he exhibited only 
portrait heads, and it was extremely successful for Nemon. 
It provided him with new portrait commissions and at least 
for a time, he was financially well off – so much so that in 
1934 he replaced his studio, which was in the suburbs of 
Brussels, with a new, spacious, and well-lit studio at an ex-
clusive location in the city centre, at Rue Thérésienne 8, in 
the immediate vicinity of the royal palace. His new studio 
was visited by prominent and cultured citizens of Brussels, 
as well as by members of the Belgian royal family – “the 
entire palais was already in my studio,” as Nemon wrote 
to his sister. There, in 1934, 1935, and 1936, he organized 
three solo exhibitions, the most notable being the first, held 
in December 1934. John Rothenstein, the former director 
of the Tate Gallery in London and a long-time friend of 
Nemon, would later write: “His success was assisted by the 
eminence of his subjects, for the 1934 Exhibition included 
busts of King Albert I, Emil Vandervelde – the President of 
the Second International – and Auguste Vermeylen, a notable 
historian of the Flemish School of Painting.”41

Portrait of Sigmund Freud, 1931

Freud’s sitting for a portrait in sculpture soon became the 
news of the day. Viennese papers covered the story, illustrated 
by photographs of the work and of Nemon and Freud pos-
ing together in the garden with the clay head (Fig. 1).42 The 
most extensive and noteworthy article was published in the 
Wiener Allgemeine Zeitung;43 it was an interview with the art-
ist, giving his immediate impressions of Freud as his model. 

in wood, and in stone, all commissioned by Paul Federn 
on behalf of the Vienna Psychoanalytic Society.28 Nemon 
made them in Brussels, without his sitter being present,29 
and delivered them in late October 1931.30 “The members 
of the Viennese Psychoanalytic Society as well as Freud’s 
friends and relatives were invited to see the busts and vote 
on which one should be chosen as a gift. The result was a 
draw, and it was decided to leave the choice to the Family 
and Freud himself.”31

In relation to this, Freud made a brief note in his diary: “Okt., 
Do. 29, Drei Büsten von Nemon,”32 and in a letter to Max 
Eitington he commented:

“At the moment my room is uncanny for me, apart from 
myself it houses three heads on high columns which try 
to resemble me and between which I have to choose; 
three busts by the sculptor Nemon in Brussels, all actually 
interesting, a birthday present from the Vienna Society. 
The artist worked on me in Pötzleindorf, for a while now 
I’ve had enough ‘honours’.”33

Freud chose the portrait in wood for himself, saying that 
“with its lively and friendly expression it promises to be a 
pleasant roommate.”34 When he was forced to leave Vienna 
to live in exile in London in 1938, Freud took this exquisite 
portrait with him. The head in stone, according to Heinrich 
Meng, was given to Freud’s brother Alexander, and the third 
one went to Heinrich Meng himself in Basel.35

Referring to earlier unsuccessful attempts to portray him, 
Federn later announced that Freud’s letter accepting the 
birthday present gave him as well as members of the Vienna 
Psychoanalytic Society relief and satisfaction that “this time 
the work was well done.”36 In that letter, addressed to Paul 
Federn on November 1, 1931, Freud thanked him for the gift 
and commented on the three busts that were offered to him 
with witty conciseness, paying tribute to the artist:

“Dear Doctor,
A few days ago you appeared in my home with three busts 
asking me to choose one among them to keep as a gift 
from the Viennese Society. The choice was not an easy 
one. Although the busts were made by the same hand and 
represent the same person, the artist gave each of them an 
individual charm and distinction not shown by the oth-
ers and not easily relinquished. Finally, since however, I 
cannot have three heads like Cerberus I decided in favour 
of the one made in wood. With its vivacious and friendly 
expression it promises to become a pleasant roommate.
To you who found the artist and upheld him, as well as to 
the Society which presents me with this, my double, I must 
express my hearty thanks. For such a gift is symptomatic 
of spirits which one values the more the less frequently 
they were met with in one’s life, and still such sentiment 
belongs to the best things which one can give to another.”37

Wanting to compensate the Vienna Psychoanalytic Society, 
which was then struggling in difficult times, grateful Freud 
asked the Society to accept three thousand shillings for the 
Vienna Polyclinic and the Institute for Psychoanalysis.38
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Nemon touched on the difference between photographs of 
Freud and his lived experience of the man, suggesting a be-
lief that his art had the ability to connect with and interpret 
layers of experience contained beneath the surface. He also 
placed his work within the sculptural canon of modern art 
by alluding to Rodin, bearing evidence to the way in which 
his formal education and years of artistic experience made 
him aware of his own relationship to his contemporaries 
and predecessors. Finally, he turned from the specific to 
the intangible, referring to “the whole man” as his deepest 
subject. The account of the sittings dramatizes the process of 
initially working closely with a sitter and then stepping back 
to allow the work to assemble and complete itself away from 
the direct stimulus in the studio, where the artist regains the 
agency to author the created object.
After the portrait sessions in Pötzleinsdorf, Nemon left Vienna 
with his sketches and returned to Brussels. By October 1931, 
he had completed the three life-size heads in three different 
materials: one carved in wood, another cast in bronze, and a 
third one in stone. A more precise typological definition of 
the three portrait sculptures classifies them as a reduced bust, 
with a very shortened chest (Figs. 2–4).

Thanks to his skill and ability to work quickly, Nemon made all 
three sculptures in a relatively short time. It should be noted, 
however, that Nemon did not carve the stone bust, but instead 
made it in artificial stone. Although a competent stone carver, 
Nemon preferred modelling in clay and most of his portrait 
sculptures were finished as bronze casts. Pertinently, he had 
a short deadline to complete the commission and carving in 
stone would have taken much more time. The technique of 
casting in artificial stone was not new to Nemon; he had made 
some of his other sculptures in this material. Since they were 
made from the same model, the busts cast in stone (Fig. 2) 
and in bronze (Fig. 3) do not differ in their plastic articula-
tion. However, the textures of these separate materials respond 
to light in completely different ways. The third sculpture is 
characterized by the specificities inherent in the technical 
procedure of working with wood, and its chiselled surface 
takes on a more expressive character (Fig. 4). Nemon was not 
used to working with wood, and this wood portrait – albeit 
an extraordinarily successful work – is unique in his oeuvre.
The wooden portrait bust is now displayed in the Freud 
Museum in London. The current location of the other two 
busts is unknown. It is only certain that the cast of a portrait 

1. Oscar Nemon and Sigmund Freud, Pötzleinsdorf, 1931. © Estate of Oscar Nemon (photo: Freud Museum, London)
Oscar Nemon i Sigmund Freud, Pötzleinsdorf, 1931.
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in stone was sent by Nemon to the publishing house of the 
Psychoanalytic Society (Internationaler Psychoanalytischer 
Verlag) in Vienna in 1932.44 A letter45 from Adolf Josef 
Storfer46 to Nemon, in which this casting – Steinabguss der 
Freud-Büste – is mentioned, confirms that Nemon did not 
carve a portrait of Freud in stone. This is also indicated by 
the photograph made by the Duquenne photo studio and 
taken in Brussels at the time of the bust’s creation, which 
shows that it was produced by casting, not carving.
The 1931 Portrait of Sigmund Freud has the stylistic and 
morphological features characteristic of Nemon’s portrait 
sculpture of the 1920s and 1930s.47 These portraits display 
a modernist reduction, while remaining recognizable – the 
need to produce a likeness is fulfilled without submitting to a 
strict mimetic matrix. Departure from conventional portrait 
realism is achieved by moderating and limiting the descrip-

2. Oscar Nemon, Portrait of Sigmund Freud, 1931. Cast stone, h. c 37 
cm. Location unknown. © Estate of Oscar Nemon. Photo: Duquenne, 
Bruxelles (Oscar Nemon Archive Center, Boar’s Hill, Oxford)
Oscar Nemon, Portret Sigmunda Freuda, 1931., lijevani kamen, v. oko 
37 cm, smještaj nepoznat

3. Oscar Nemon, Portrait of Sigmund Freud, 1931. Bronze, h. c 37 cm. 
Location unknown. © Estate of Oscar Nemon. Photo: Duquenne, 
Bruxelles (Henry Moore Institute Archive)
Oscar Nemon, Portret Sigmunda Freuda, 1931., bronca, v. oko 37 cm, 
smještaj nepoznat

4. Oscar Nemon, Portrait of Sigmund Freud, 1931. Wood, 37 × 25 × 
23 cm. London: Freud Museum. © Estate of Oscar Nemon © Freud 
Museum, London (photo: Daniel Zec, 2012)
Oscar Nemon, Portret Sigmunda Freuda, 1931., drvo, 37 × 25 × 23 
cm, London, Freud Museum
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tion of facial particularities, but all the essential physiogno-
mic details are retained. Surface treatment is particularly 
important: the “epidermis”, imitated in the sculpting process, 
has been transformed into a modernist surface. Instead of 
offering a mimetically precise and literal transcription of 
human tissue into the sculptural medium, Nemon’s portraits 
of Freud speak almost exclusively in the visual language of 
sculptural surfaces. Reconstructed and coded, the sculpted 
face is read in accordance with the modernist paradigm of 
reduction, established by Rodin’s plastic innovations.
To contextualize Nemon’s work within wider portraiture, 
we may consider Shearer West’s remarks concerning the 
relation between portraiture and modernist art:

“The place of portraiture in the twentieth century is 
complicated by its diversity: while some artists of the 
avant-garde attempted totally abstract ‘portraits’, others 
continued a tradition of institutional and private commis-
sions. This resulted in the extremes either of stylistically 
experimental works or of portraits that were firmly tied 
to existing conventions of representation, with many 
examples somewhere in the middle.”48

It is not easy to position Oscar Nemon’s portraiture in one 
of the three currents, although the bulk of his portrait work 
– like the portraits of Freud – could be referred to as “some-
where in the middle.” There are, however, portraits of his that 
fit the modernist idiom of stylistic experimentation,49 as well 
as those that follow the mimetic conventions of the genre.50

At the time of Nemon’s stay in Brussels, the dominant part 
of portrait sculpture in Belgium was traditional portraiture 
conceived in mimetic terms, ranging from academic real-
ism to Rodinism. Nemon stood out from the traditionally 
oriented Belgian portrait sculptors in that he nurtured the 
continuity of modernity of mild reduction, moderate styliza-
tion of forms, avoidance of descriptiveness, and a free way of 
modelling the surface – whose source was the sculpture of 
Auguste Rodin. Nemon’s understanding of portrait sculp-
ture, furthermore, was largely shaped by his appreciation of 
Charles Despiau51 and Aristide Maillol,52 and their approach 
to simplification and summarization of form. Nemon thus 
brought the relation between tradition and modernity to 
a carefully balanced ratio; portrait sculpture in his oeuvre 
was a reinvented and modernized genre. Modernist portrait 
sculpture in Belgium emerged largely under the influence of 
Cubism and Art Deco. Cubism, however, also influenced the 
portrait realists, who introduced, albeit very discreetly, the 
language of sharp edges and flat surfaces into their design. 
Nemon also made portraits in this style – some in a discreet 
and others in a clear-cut geometric stylization.53

To what extent did Nemon’s portrait follow “clear Rodinian 
characteristics,”54 which was reportedly how he experienced 
the face of Sigmund Freud when he first saw him in person? 
The facial musculature reveals soft modelling and smooth 
flow of surfaces that melt into each other; broken masses 
and sharp edges appear in only three places (which are, at 
the same time, the only places with facial expression): in 
the “ornamented” detail of the frowning forehead with deep 
wrinkles, at the place where the eyebrows draw near each 
other (the depiction of hard, angular clefts and furrows cut 

into the skin by the contracted eyebrow muscles is on the 
verge of stylization); then, in paired wrinkles extending par-
allel along the face from the nose to the corners of the lips; 
and finally, in the detail of the circular frame of the spectacles.
The motif of the eyeglasses is a very specific portrait detail, 
and a very demanding one in sculptural design. Many sculp-
tors try to avoid it,55 or they take it too literally, making a 
detailed but unnecessary, intrusive addition that may ruin 
a portrait. Making eyeglasses in sculptural design without 
disturbing the mimetic integrity of the portrait sculpture is 
no easy task. Nemon masterfully solved this problem, so that 
the spectacles became an integral part of the portrait and an 
important attribute of his subject’s personality. In his 1931 
Freud portrait, the eyeglasses look unobtrusive and natural, 
as if fused with the face. The procedure that Nemon intui-
tively applied here is in line with the “closing principle” in 
Gestalt psychology: the full circular shape of the spectacles 
is completed by the observer’s perception. Their partial 
display, in accordance with the reduction procedure, also 
appears transparent like glass. This “deception of the eye,” in 
which Nemon specialized, became a distinctively masterful 
leitmotif that appeared in several of his portraits.56

Depicting eyes is one of the key mimetic elements in portrait 
art; it is the detail that “revives” the portrait and gives expres-
sion to it, providing insight to the psyche of the person being 
portrayed – because the eyes are “windows of the soul” and 
“the lamp of the body.” The eyes, therefore, are an essential 
portrait detail, through which communication is established 
between the portrait and the one who observes it. Nemon por-
trayed Freud’s eyes in the “negative”, nevertheless managing 
to accentuate them as the most suggestive detail of his face: 
the eyes, with no pupils indicated, are deeply shaded, almost 
resembling eye sockets. The confrontational gaze is directed 
straight at the observer, but also hidden in the shadow. Freud’s 
veiled eyes watch us through the oculus of the spectacle frame, 
just as we gaze through them into the darkened interior of the 
famous model, who revealed the curtained side of the human 
mind by exploring the subconscious.
Can the psyche of the famous archaeologist of the mind be 
read from what we see? In other words, did Nemon’s sculp-
ture succeed in what we call a “psychological portrait”?57 The 
1931 portrait is not a mere mask, but a representation of 
an intelligent, refined face, which judges us resignedly. But 
warmth and impression of intimacy are lacking – the face 
that Nemon perceived as “tender, soft-boned and lively”58 
is portrayed as serious and restrained; it doesn’t directly 
manifest thoughts and feelings. The portrayed physiognomy 
is strong and solid, almost idealized in its distant mental 
superiority, but it is also a face that stoically endures the 
act of making a portrait, as if it were a surgical procedure. 
In contrast to Freud’s own (possibly ironic) commentary 
on the sculpture’s “vivacious and friendly expression,” it 
is possible to interpret this portrait as fluctuating between 
intellectual rigour, suspicion, and resignation. Within this 
register, Freud’s expression also hints at indifference, apathy, 
and reconciliation with the inevitable, reflecting the subtlety 
and complexity of Nemon’s portraiture, from the earliest 
days of his public recognition.
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wrote in his Kürzeste Chronik: “Di(enstag) 21/1 1936 Nemon 
& Königsberger”,60 and on February 1: “Sa(mstag) 1/2 Eine 
Woche Nemon”.61 In those weeks, Nemon made a full-figure 
portrait, in a sitting position, which became the prototype 
for later enlargements and variants in various degrees of 
reduction. Freud posed for Nemon over 12 sessions; at first 
reluctantly and in a bad mood, wondering if all that was 
necessary. But gradually he became interested in the sculp-
tor’s work.62 Shortly after the portrait sessions, Paul Federn 
wrote to Nemon: “Freud spoke of you and your work with 
much praise and warmth; he believes in your greatness as 
an artist.”63

The portrait was once again commissioned by Freud’s stu-
dents and associates, who intended to give it to Freud for 
his 80th birthday.64 A Belgian newspaper article from 1936 
confirms this, stating that, “The statue of the famous Austrian 
scientist, the work of the Belgian sculptor O. Nemon, was 
purchased with the help of an international foundation and 
will be housed in the Vienna Psychoanalytic Society on the 
occasion of Professor Freud’s 80th birthday.”65 The location 
of the original sculpture is unknown;66 it is known to us only 
through photographs. Its small dimensions were suitable for a 
gift, something that Freud could keep on his desk. The height 
was probably 23 centimetres as this is the size of numerous 
castings in plaster and bronze which were made later.

Along with the eyes, the mouth is another striking detail 
that articulates the plasticity of the sculpted head and adds 
expression to the face. A deep gap in the closed mass of the 
lower part of the head, like a broken hollow with edges slightly 
bent downwards – this is a mouth that could start talking. 
Description and detailing of Freud’s beard and hair have 
been avoided, showing the extent to which secondary details 
were merely summarized. Nemon’s 1931 portrait of Sigmund 
Freud, therefore, whether in wood, bronze, or cast stone, is 
an accomplished piece of portrait sculpture, which justifiably 
drew attention to Nemon’s talent at that point in his career.

Second encounter, 1936 

At the end of 1935, Oscar Nemon planned to re-portray 
Sigmund Freud to mark his 80th birthday in May 1936. This 
portrait would be conceptually, typologically, and stylisti-
cally different to the first. Writing to his close friend and 
patron Simonne Hottet Dear on December 20, 1935, Nemon 
commented that Freud had agreed to several portrait ses-
sions in early January of the following year. The sculpture 
he envisioned would be “a small statuette, and it is precisely 
this that he intends to give to Freud, if it turns out flawless.”59

The sessions actually began in early February 1936, at 
Freud’s famous address at 19 Berggasse in Vienna. Freud 

5. Oscar Nemon, Portrait of Sigmund Freud, 1936. Plaster model. © 
Estate of Oscar Nemon © Freud Museum, London. Photo: Keystone 
View Company, Bruxelles, 1936 (Freud Museum, London)
Oscar Nemon, Portret Sigmunda Freuda, 1931., gips, London, Freud 
Museum

6. Oscar Nemon with his bust of Sigmund Freud, 1936. © Estate of 
Oscar Nemon. Photo: Otto Salomon (Oscar Nemon Studio Archive)
Oscar Nemon s bistom Sigmunda Freuda, 1936.

In addition to the small birthday statuette, around 1936 
Nemon made Freud’s half life-size half-length portrait 
(Fig. 6),67 a reduced bust (Fig. 7)68 and a full-length seated 
figure, also half life-size (Fig. 5), which was installed at the 
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Psychoanalytic Institute in New York in 1947. Based on the 
1936 portrait sessions, Nemon also made a superb portrait 
head of Sigmund Freud, which will be discussed later in this 
paper. The seated portrait was later enlarged, cast in bronze 
and erected in 1970 as a public monument in London, near 
the house where Freud spent the last years of his life. Nemon 
also made a medal, which was reportedly given to Freud on 
his 80th birthday in 1936.69

Oscar Nemon was not the only sculptor to portray Sigmund 
Freud in 1936, nor was he the last. In 1936, Willy Lévy (Pe-
ter Lambda) made a plaque,70 and in 1938, a life-size bust 
of Freud, now housed in the Sigmund Freud Museum in 
Vienna. Willy Lévy visited Freud in London in 1938.71 Per-
haps it was then that he became the last sculptor to portray 
Freud from life.

Portrait of Sigmund Freud, seated figure, 1936

Nemon’s 1936 portrait of Freud (Figs. 5, 9, 10, 11) has little in 
common with his first. This time, he conceived a completely 
different type of portrait sculpture: a full-length figure in a 

sitting position, and he responded to this demanding com-
positional task with an inventive solution, uniting rest and 
movement. He prevented the sitting posture from seeming 
too static by articulating the lower and especially the upper 
part of the body by positioning the arms (elbows) and legs 
(knees) so as to penetrate the space in different directions. 
Through the use of diagonal compositional axes, the sculp-
ture becomes dynamic. This is achieved by an ingenious 
combination of a specific Freudian standing posture – with 
the arms propped on the hips, the pelvis protruding forward 
– with a sitting position. The head is slightly tilted forward 
and the knees are bent, with elbows on opposite sides of 
the knees. Along with the upper body posture, the angled 
knees suggest movement, so the whole body appears to be 
preparing to stand up. With balanced movements and weight 
distribution, the composition forms a re-invention of the 
contrapposto of a seated figure.
Freud’s characteristic standing posture is immortalized 
in photographs and film footage, including a photograph 
taken in July 1931 in the garden of his summer residence 
in Pötzleinsdorf: the photograph shows him inspecting his 
newly completed portrait, shown to him by his portraitist.72 
In another 1931 photograph, which shows Freud sitting while 
Nemon portrays him, Freud has his legs crossed, with his left 
thigh resting on the knee of his right leg. The same sitting 
pose with crossed legs has been recorded in numerous other 
photographs.73 In his sculpture, however, Nemon presents 
the seated Freud in a completely different way – with his 
knees apart, his left lower leg bent and pulled back, and the 
right slightly protruding forward, with his right foot placed 
directly in front of the left. Nemon combines this position 
with Freud’s very characteristic standing posture – his arms 
high above his hips, his elbows protruding backwards and 
to the side. However, Freud did not actually sit like that. In 
his later years, he usually sat leaning back in a chair, slanting 
heavily on his back and, in his characteristic way, reclining 
comfortably in a backrest – as, for example, he was por-
trayed in 1936 by the Viennese painter Wilhelm Krausz.74 
Nemon considered depicting Sigmund Freud in this way, as 
evidenced by an interesting collage of two photographs from 
that time – one shows Freud sitting leaning on a chair and 
posing for Nemon, who is right next to him, with a pencil 
and a drawing pad in his hands. The second photograph 
shows Nemon’s unfinished sculpture of a seated Freud in 
clay, as a mirror image of a scene captured during a portrait 
session (Fig. 8).75

Nemon’s seated portrait – an assertive, penetrating, and 
energetic pose in which there is strength and mobility – is 
in fact Nemon’s own invention, re-composition, and ide-
alization, which does not document the authentic state and 
appearance of the model, but represents the idea of him; it 
does that through the composition and form (although not 
the scale) of the sculptural monument. Nemon’s 1936 sculp-
ture is certainly thought of as a monument to Sigmund Freud 
and his work. But it “grew into” a monument gradually, from 
a small “statuette”, as its author called it, through a half-life 
figure intended for the interior of a public institution, to the 

7. Oscar Nemon, Portrait of Sigmund Freud, c 1936. Terracotta, 21.7 
× 15 × 15 cm. Boar’s Hill, Oxford: Oscar Nemon Studio Museum 
and Archive. © Estate of Oscar Nemon (photo: Daniel Zec, 2018)
Oscar Nemon, Portret Sigmunda Freuda, oko 1936., terakota, Boar’s 
Hill, Oxford, Oscar Nemon Studio Museum and Archive
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Sigmund Freud Monument, London, 1970

Nemon’s full-length portrait of Freud finally reached the 
size and the status of a public monument in 1970,83 thanks 
to the efforts of Donald Winnicott, one of Britain’s leading 
psychoanalysts. The bronze cast was commissioned by the 
British Psychoanalytic Society, at a cost of £10,000.84 It was 
set in Hampstead, London, next to Swiss Cottage Library, 
not far from the house on Maresfield Gardens where Freud 
spent the last 15 months of his life after emigrating from 
Vienna. This monument to Sigmund Freud was unveiled on 
October 2, 1970. At the unveiling ceremony, which according 
to a newspaper report was attended by about 200 people, 
Freud’s daughter Ana gave a speech.85 In 1998, the sculpture 
was moved to its present location at the corner of Fitzjohn 
Avenue and Belsize Lane, a site even closer to Freud’s former 
London home, where the Sigmund Freud Museum is now 
located.86 The new location is certainly more suitable for a 
monument, which is raised on an elevated triangular site 
amid grass and trees, flanked by two busy streets. At this 
position, it fits in well with the surrounding space, revealing 
itself from several key angles (Figs. 9, 11).
While making an enlargement of his sculpture to exhibit 
in a public space (Fig. 10),87 Nemon also made one very 
important modification. Compared with the original 1936 
model, the upper part of Freud’s body is now leaning forward 
even further, thus making the contrapposto of the figure in 
the position between sitting and standing even more pro-
nounced, and the whole sculpture more dynamic. It looks 
imposing, worthy of the character it represents – just as Paul 
Federn described Freud: “He was the strongest character I 

final statue cast in the desired size and erected as a public 
monument in urban space.
Freud’s head was also modelled in a completely different 
way from the 1931 portrait. Moving away from his first take, 
Nemon omitted descriptive elements, such as the details of 
the spectacles, and placed an emphasis on the facial expres-
sion instead (Fig. 7).

Monument to Sigmund Freud, Institute of 
Psychoanalysis, New York, 1947

The statuette given to Freud for his 80th birthday was con-
ceived by Nemon on a larger scale, and as early as 1936 it 
was enlarged to half its natural size. The opportunity for a 
public installation of the portrait first appeared in 1947, when 
Nemon made a cast for the Psychoanalytic Society and the 
Institute of Psychoanalysis in New York.76 The sculpture was 
donated to the New York institution by an anonymous donor 
from Belgium, as a sign of “deep gratitude to the United States 
of America and to Sigmund Freud.”77 It was placed in the 
lobby of the Institute and unveiled on November 12, 1947.78 
Paul Federn gave a speech at the unveiling,79 and the event 
was covered by an article in the New York Times.80

The pedestal of the New York sculpture, also designed by 
Nemon,81 is inscribed with verses in Greek from Sophocles’ 
tragedy Oedipus Rex: “Who resolved the dark enigmas and 
was a man most mighty” – the same verse that was engraved 
on the medal given to Freud for his 50th birthday in 1906.82

8. Nemon’s unfinished sculpture of a seated Freud in clay and plaster, as a mirror image of a scene captured during a portrait session, photo-
collage. c 1936. © Estate of Oscar Nemon © Freud Museum, London. (Freud Museum, London)
Nemonova nedovršena skulptura sjedećeg Freuda u glini i gipsu, kao zrcalni odraz prizora koji je zabilježen tijekom portretne sesije, fotokolaž, 
oko 1936., London, Freud Museum
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ever met. One must think of Galileo, Cromwell, Zola, Jef-
ferson, Lincoln, to find his equal.”88 Monumental strength 
and expressiveness is achieved by a carefully thought-out 
composition, through which the observer’s eye is guided, 
directed, and focused on the head of the figure, which ad-
dresses us from a height provided by a cubic pedestal of 
white limestone, “in Nemon’s hallmark pose of heroic mental 
confrontation, arranged to suit Freud and highlighting his 
intellectual activity.”89

After the monument was erected in London, an initiative 
arose in 1972 to erect an identical one in Vienna. An interna-
tional Sigmund Freud Memorial Committee was established, 
which included “prominent psychoanalysts, poets, writers 
and artists.”90 The idea, which was not realized at the time, 
was revived in 2017, and the following year a second cast of 
the Sigmund Freud Monument was erected in Vienna,91 in 
the courtyard of the Vienna Medical School. It was unveiled 
on June 4, 2018, on the 80th anniversary of Freud’s exile from 
Vienna in 1938.

9. Oscar Nemon, Sigmund Freud Monument, 1970. Bronze, 180 × 110 
× 152 cm. London: Hampstead. © Estate of Oscar Nemon (photo: 
Daniel Zec, 2012)
Oscar Nemon, Spomenik Sigmundu Freudu, 1970., bronca, 180 × 110 
× 152 cm, London – Hampstead

10. Oscar Nemon with the clay model of Sigmund Freud Monument, 
c 1969. © Estate of Oscar Nemon. Photo: Falcon Nemon Stuart (Oscar 
Nemon Studio Archive)
Oscar Nemon uz glineni model Spomenika Sigmundu Freudu, oko 1969.

11. Oscar Nemon, Sigmund Freud Monument, 1970. Bronze, 180 × 
110 × 152 cm. London: Hampstead. © Estate of Oscar Nemon (photo: 
Daniel Zec, 2012)
Oscar Nemon, Spomenik Sigmundu Freudu, 1970., bronca, 180 × 110 
× 152 cm, London – Hampstead
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Portrait head of Sigmund Freud, c. 1936–1947

This portrait of Sigmund Freud, sculpted as a portrait head 
without a bust, is comparable to the head in the portrait of a 
full sitting figure from 1936: the two are alike except for the 
approach to detail, especially in the expressive treatment of 
the surface. This is the difference between a portrait intended 
for close-up observation and a monumental sculpture in 
full figure, intended for viewing from a distance. This time, 
Nemon reached for significant formal changes to emphasize 
psychological characterization. He changed his approach to 
a description of his model (there is no longer any trace of 

idealization) and introduced two key morphological shifts: 
one is the change of proportions, and the other is the treat-
ment of the sculptural surface.
The terracotta piece in which this portrait is preserved was 
only a transitional substance in which Nemon’s work resid-
ed, in the stage of hibernation, until its completion in bronze. 
When transformed into metal, it revealed its full expressive 
power. Therefore, this bronze casting should be used when 
analysing and reading this sculpture: it is characterized by 
a particularly expressive surface, receptive to the effects of 
light that transforms this work into an entirely new sculptural 

12. Oscar Nemon, Portrait of Sigmund Freud, c 1936–1947. Bronze, 40 × 26 × 30 cm. Boar’s 
Hill, Oxford: Oscar Nemon Studio Museum and Archive. © Estate of Oscar Nemon (photo: 
Daniel Zec, 2018)
Oscar Nemon, Portret Sigmunda Freuda, oko 1936. – 1947., bronca, 40 × 26 × 30 cm, Boar’s 
Hill, Oxford, Oscar Nemon Studio Museum and Archive
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entity. Uneven and rough, wounded by small furrows and 
lines and crumpled parts alternating with smooth facets, 
this surface speaks suggestively for itself, emphasizing the 
facial expression and depiction of psychological state of the 
model even further (Figs. 12–14).92.
Compared with the first portrait, the proportions of the 
head and the face have now changed – the skull and face 
are elongated, and the large, ovoid skullcap now contrasts 
more markedly with the face. The sculptural modelling does 
not alleviate the degradation of the elderly epidermis and 
weakened facial muscles: the eyes are sunken and the edges 
of the eye sockets are clearly delineated, the nose is narrower 
and beaked, and the cheekbones are strikingly pronounced, 
emphasizing the sunken cheeks. The edges, where the sur-

faces of the front of the face meet, form arabesque lines that 
frame the face in a wave, flowing from the frontal ridge of the 
temporal bone over the edges of the eye sockets, towards the 
cheekbones and down towards the cheek grooves along the 
mouth, meeting in the chin oval. The opening of the mouth 
allows only an anxious sigh or exhalation, and the narrowed 
eyes without the indicated pupils, the frowning eyebrows, 
and the forehead of the focused face all show inner tension.
Nemon has here re-created and redesigned Freud’s face by 
elongating its proportions and dramatically processing the 
sculpture’s surface, giving it an expressive quality. Freud’s 
dolichocephalic skull, however, is not just Nemon’s clever 
solution aimed at achieving an associative depiction of the 
portrayed person. The elongated proportions correspond to 

13. Oscar Nemon, Portrait of Sigmund Freud, c 1936–1947. Bronze, 40 × 26 × 30 cm. Boar’s Hill, Ox-
ford: Oscar Nemon Studio Museum and Archive. © Estate of Oscar Nemon (photo: Daniel Zec, 2018)
Oscar Nemon, Portret Sigmunda Freuda, oko 1936. – 1947., bronca, 40 × 26 × 30 cm, Boar’s Hill, Oxford, 
Oscar Nemon Studio Museum and Archive
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14. Oscar Nemon, Portrait of Sigmund Freud, c 1936–1947 (detail). Bronze, 40 × 26 × 30 cm. Boar’s Hill, Oxford: Oscar 
Nemon Studio Museum and Archive. © Estate of Oscar Nemon (photo: Daniel Zec, 2018)
Oscar Nemon, Portret Sigmunda Freuda, oko 1936. – 1947., bronca, 40 × 26 × 30 cm, Boar’s Hill, Oxford: Oscar Nemon 
Studio Museum and Archive

what he saw – Freud was now older and weaker, his body was 
in the final stages of a malignant disease, and he had lost much 
of his weight, which is noticeable in the changed volume of the 
head. But more than informing about his age or health, this 
portrait communicates Freud’s “presence” – Nemon captured 
the essential truth of his personality, his character and nature, 
touching on who Freud really was, regardless of his age and 
physical state. The element of idealization, present in the ear-
lier portrait, had disappeared. Or so it seems – in this portrait 
we can read the “heroic resignation” recognized in Freud at 
that time by his follower Marie Bonaparte.93

The motif of the spectacles, the iconographic attribute 
of erudition that describes the Freud-professor and the 
Freud-intellectual, has been abolished – Freud no longer 
“hides” behind the impersonal disguise of science, as in 
the first portrait. Before Nemon and before us now ap-
pears the Freud-man, even more suspicious and even more 
sceptical. The expression of his personality, character, and 
inner state is much more pronounced. If the first portrait 
was a “mask” of a psychoanalyst, shaped by the sculptor’s 
impression and awe of his model, the second portrait was 
deepened by repeated portrait sessions and contacts be-
tween the artist and the model, who had become closer. 
The psychological characterization present in the first 
portrait is now even more emphasized by the examination 
of Freud’s state of mind, which the artist carried out this 
time without restraint.
The face, as seen and portrayed by Nemon, is also a reflection 
of Freud’s health and psychological condition. In a letter to 
Stefan Zweig, sent shortly after his 80th birthday, Freud writes 
that he “cannot quite get used to the pitifulness and helpless-

ness of old age, viewing the passage into non-existence with 
a kind of longing.”94 Freud was then living out his last years, 
beyond the time doctors had expected him to survive. Two 
weeks before the sessions for Nemon’s second portrait began, 
he underwent a very painful operation in which a rather large 
tumour was removed.95 It was the first of several surgeries that 
year. Yet this Freud of Nemon is not the weakened, helpless old 
man we see in photographs and short films from Freud’s last 
years, or the distorted form drawn by Salvador Dalí, claiming 
that Freud’s skull in a surrealistic sense reminded him of a 
snail.96 As he posed for Nemon, Freud asked him if he would 
show the two sides of his face differently. Nemon, who thought 
he was portraying a person’s character and not the details of 
his face, replied that he did not see the difference.97

A very good analysis of this portrait of Sigmund Freud was made 
by Đurđa Petravić Klaić, writing on the occasion of the donation 
of the sculpture to the Modern Gallery in Zagreb.98 The author 
presents a thesis on the “double portrait of Freud-Nemon, which 
reflects both the sculptor and his model,” finding that Nemon’s 
portrayal should be interpreted as a psychoanalytic process – 
“interpretation-psychoanalysis of Freud as a subject in light of 
key metaphors of S. Freud, but also of Lacan’s concept stade du 
miroir.”99 Klaić emphasizes the revelation of Freud’s suffering 
and pain as the portrait’s primary layer. However, more than a 
picture of Freud’s physical or mental anguish, Nemon’s portrait 
of Sigmund Freud is something else: a representation of heroic 
resignation, supplemented with cynicism.
A testimony of how significant the influence of psychoa-
nalysis was in Nemon’s approach to portrayal comes from 
Nemon’s wife, Patricia Villiers-Stuart: “His early encounters 
with Freud as one of his sitters had a profound effect upon 
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him, helping him to see through to the core of people’s 
natures.”100 Nemon thought the same.101

The exact date of this sculpture’s creation is not known. Here 
I propose a wider time span, between the portrait sessions 
of 1936 and 1947, when a seated portrait of Freud was cast 
in bronze for the Institute of Psychoanalysis in New York. 
However, it is possible that the portrait was created even later. 
Significantly, this portrait head of Freud does not appear in 
newspapers, unlike the bust from 1931 and the full-length 
figure from 1936. It is even more unusual that it was not 
recorded by photographs, as Nemon very meticulously docu-
mented his works, especially the more important ones. It is 
also indicative that it has been preserved only as a terracotta 
model, from which no bronze castings were made at the time 
the work was created. It is possible that Nemon designed this 
head as a study for a full-figure statue. What is certain is that, 
regardless of the question of dating, this exquisite portrait is 
one of Nemon’s best and most impressive portrait sculptures.
Portraits of Freud by the other sculptors – Lambda’s (Fig. 
16), and Königsberger’s (Fig. 15) – were both executed in the 
typological form of a reduced bust (Lambda’s is more inven-
tive because of the diagonally truncated bust and the head 
rotated toward the shoulder). Both sculptors depicted a bare 
bust and neck, and both omitted a sculpturally demanding 
detail of the spectacles. Lambda presented the older Freud, 
and his portrait is rougher and more expressive. Both busts, 
deprived of clothing, suggest the concept of heroic nudity, 
so it could be said that they stand in the line of classical 
monuments. Yet these portraits are far from so-called aca-
demic realism. Ultimately, the differences between Nemon’s 
portraits of Freud and the portraits of Freud by the other 
two sculptors are evident: Nemon’s striking, expressive and 
powerful works surpass them by far.

Concluding remarks

Oscar Nemon’s portraits of Freud were key to his recognition 
and well-deserved reputation as a portrait sculptor. Articles 
in newspapers, magazines, and other publications where 
Nemon’s portraits were reproduced and discussed helped 
publicize the works, along with the exhibitions where Nemon 
showed his portraits of Freud. Among the numerous press 
releases, notices, and articles in newspapers, magazines, and 
other publications, a piece from the London Bulletin in 1938 
stands out,102 with reproductions of photographs of Nemon’s 
portrait sculptures of Sigmund Freud – a bust from 1931 and 
a sitting figure from 1936 – with a comment: “The only sculp-
ture for which Freud has posed – by O. Nemon” (Fig. 17).103 
The London Bulletin was an avant-garde magazine focused 
on modern fine art and poetry, edited by E.L.T. Mesens, and 
published in London from April 1938 to June 1940. Although, 
as the title explicitly states, the magazine page was dedicated 
to Sigmund Freud rather than the one who made his portrait, 
the very inclusion of Nemon’s works is significant.104

Although Nemon’s portrait sculpture spanned through a 
variety of idioms in terms of style and form – as evidenced 
by his 1931 and 1936 portraits of Freud – in general it was 

15. Paul David Königsberger, Portrait of Sigmund Freud, 1920. Bronze. 
Photo: © Hubertl / Wikimedia Commons / CC BY-SA 4.0
Paul David Königsberger, Portret Sigmunda Freuda, 1920., bronca

16. Willy Lévy (Peter Lambda), Portrait of Sigmund Freud, 1938. 
Plaster and paint, h. 44 cm, inv. nr. B-2158–G. Freud Museum, Vi-
enna. Photo: Universität Wien, Monuments das Wiki zu den Denk-
mälern der Universität Wien, https://monuments.univie.ac.at/index.
php?title=Datei:Denkmal_Sigmund_Freud_760.jpg
Willy Lévy (Peter Lambda), Portret Sigmunda Freuda, 1938., obojeni 
gips, v. 44 cm, Freud Museum, Beč

https://monuments.univie.ac.at/index.php?title=Datei:Denkmal_Sigmund_Freud_760.jpg
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directed towards the type of modernity characterized by 
“mild reduction and moderate stylization of forms.” He 
did not sacrifice the principle of resemblance in favour of 
achieving greater expressiveness or a systematic reduction 
of the sculptural form. After his post-cubist portraits of 
Art Deco syntax in Brussels,105 Nemon never again radical-
ized the language or reached for thorough stylization and 
reshaping the human face, nor did he carry out the level of 
expressiveness he achieved in the portrait heads of Freud 
from 1936–1947. Nemon’s portraits and statues of Sigmund 
Freud are exceptional examples of portrait sculpture, and the 
head of Freud (dated 1936–1947) is one of the most exquisite 
and most impressive portrait sculptures in Nemon’s oeuvre.

17. ‘Hommage a Freud’, London Bulletin, ed. E.L.T. Mesens, The London Gallery 
Ltd, 4–5: July 1938, p. 23.
‘Hommage a Freud’, stranica časopisa London Bulletin, 1938.

Through the recent inclusion of his portrait of Sigmund Freud 
in the National Museum of Modern Art in Zagreb, Nemon’s 
sculpture has been integrated within the narrative of Croatia’s 
twentieth-century cultural history.106 He remains, however, 
relatively unrecognized in Britain, where he lived from 1938 
until his death in 1985 and created a considerable part of his 
work. To date, Nemon’s portraits of Freud are displayed in 
the Freud Museum in Hampstead, and the Nemon Studio 
Museum and Archive at Boars Hill near Oxford.107 It is to be 
hoped that, with the increasing recognition of the contribu-
tions made by émigré artists to Britain’s cultural heritage, 
Nemon will come to be counted among them.
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Sažetak

Daniel Zec

Nemonovi portreti Sigmunda Freuda

Portret Sigmunda Freuda, utemeljitelja psihoanalize i jed-
noga od najutjecajnijih mislilaca dvadesetoga stoljeća donio 
je Oscaru Nemonu (1906. – 1985.) svjetsku slavu, stavivši 
istovremeno u fokus njegov tadašnji, ali i sav predstojeći 
kiparski rad.
Sigmund Freud pozirao je Nemonu dva puta, 1931. i 1936. 
godine, a izvedba prvog portreta postala je uporištem afir-
macije i ključnim mjestom recepcije Oscara Nemona kao 
portretnog kipara. Portreti Sigmunda Freuda, uz one ka-
snije Winstona Churchilla, najpoznatije su, najcitiranije 
i najreproduciranije kiparove portretne skulpture. Svoju 
popularnost i reputaciju zahvaljuju ponajprije svom slavnom 
modelu, odnosno njegovu kultnom statusu ikone znanosti i 
kulture zapadne civilizacije. Međutim, Nemonovi su radovi i 
vrsni primjeri portretnoga kiparstva, a glava Sigmunda Fre-
uda (1936. – 1947.) jedna je od najkvalitetnijih Nemonovih 
portretnih skulptura.
Rad se bavi kontekstom nastanka portreta, narudžbom, od-
nosom između kipara i modela, historiografijom Nemonova 
portretiranja Freuda, a donosi temeljitu analizu realiziranih 
verzija portreta i spomenika Sigmundu Freudu te kompa-
raciju Nemonovih portreta s kiparskim portretima Freuda 
drugih autora.
Godine 1931. Nemon je povodom Freudova sedamdeset 
petog rođendana po narudžbi Bečkoga psihoanalitičkog 
društva izveo Freudov portret. Portretne sesije, održane u 
vili Mauthner u bečkom predgrađu Pötzleinsdorf, rezulti-
rale su trima bistama – u umjetnom kamenu, bronci i drvu. 
Verzija u drvu, koju je Freud odabrao kao svoj rođendanski 
dar, danas se nalazi u Freudovu muzeju u Londonu. Portret 
iznosi idealiziranu interpretaciju koja zahvaća bit Freuda 

kao intelektualnog predvodnika psihoanalize, odražavajući 
rane kiparove dojmove i njegovo uvažavanje Freudovih 
intelektualnih doprinosa.
Pet godina poslije, 1936. godine, povodom Freudova 80. 
rođendana, Nemon još jednom radi Freudov portret. Ovaj 
je put koncipirao posve drugačiji tip portretne plastike: punu 
figuru u sjedećem položaju, a na zahtjevan kompozicijski 
zadatak odgovorio je inventivnim rješenjem što ujedinjuje 
mirovanje i pokret. Puna figuru u sjedećem položaju, u pola 
prirodne veličine, 1947. godine postavljena je u Institutu za 
psihoanalizu u New Yorku. Sjedeći portret je kasnije uvećan, 
odliven u bronci i 1970. godine postavljen kao javni spome-
nik u Londonu, u blizini kuće u kojoj je Freud proveo svoje 
posljednje godine života. Osim sjedeće figure, Nemon je oko 
1936. godine napravio i Freudovo poprsje u pola prirodne 
veličine te reduciranu bistu.
Nemon je na temelju portretnih sesija iz 1936. godine napra-
vio i izvrstan portret Sigmunda Freuda, u tipološkoj varijanti 
glave bez poprsja (datiran između 1936. i 1947.). U odnosu 
na prvi portret Nemon ovdje poseže za značajnim formalnim 
mijenama, koje su u službi psihologizacije portreta.
Nemonovi portreti i spomenici Sigmunda Freuda vrsni su 
primjeri portretnoga kiparstva, a glava Sigmunda Freuda 
(1936. – 1947.) jedna je od najkvalitetnijih i najistančanijih 
Nemonovih portretnih skulptura i uopće jedan od najupe-
čatljivijih modernističkih kiparskih portreta prve polovice 
20. stoljeća kojim je ovjekovječena jedna od ikona zapadne 
civilizacije.

Ključne riječi: Oscar Nemon, Sigmund Freud, portret, skul-
ptura, modernizam




