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Abstract 

This thesis aims to examine the work and critical and popular reception of Parisian painter 

Chaim Soutine (1893-1943) in the contexts of four main readings: Soutine's interrogation of 

the visual traditions and iconographies of the past; his lifelong interest in the themes, forms 

and meanings of Christian visual culture; the implications of a series of artist-imposed 

`frames' in relation to Soutine's more general practice of reframing existing motifs in his own 

compositions; and popular receptions of the artist and his work. These areas of focus 

represent new engagement with Soutine's art and depart from the dominant critical trends at 

work in Soutine studies to date. 

Critics have typically read Soutine's work within biographical, anecdotal or stylistic 

contexts, writing a highly individual-centred narrative of this artist's practice and oeuvre, 

which has established Soutine as a particular type of artist. Within that narrative he is cast in 

an expressionist persona and his work is a direct articulation of emotional intensity, even 

madness. Framing Soutine's art in this way fails to position it historically, culturally or 

artistically and also obscures more significant aspects of his production active throughout his 

career. The aspects of Soutine's art forming the focus of this thesis, listed above, run counter 

to traditional patterns of engagement by focusing on issues less concerned with (but which do 

not completely do away with) biography. Their study thus offers the opportunity for 

Soutine's art-historical repositioning. This task is now considerably overdue, a fact especially 

evident in the perpetuation of established critical trends in the most recent contributions to 

Soutine studies in 2008. This thesis presents a new view of Chaim Soutine and his art and 

suggests how he should be positioned in future art history - rather than an acerebral, 

inexperienced artist, new approaches to his work reveal Soutine as a targeted, purposeful 

painter, whose practice engages with and challenges some of art history's most enduring 

concerns. 
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Introduction 

In 2008, one of Paris's newest galleries, the Pinacotheque de Paris, staged a large 

retrospective exhibition of Paris-based painter Chaim Soutine's (1893-1943) work. ' Curated 

by art historian Marc Restellini, the exhibition ran from October 2007 to January 2008 and 

featured one hundred and fifty paintings by the artist. Entitled simply ̀ Soutine', the event was 

one of the first held by the institution, which is dedicated to the display and sale of modem 

and contemporary art. 2 The first major solo exhibition of Soutine's work in France since 

1973, Restellini's show is an important intervention in Soutine studies, not only because it 

offered the first opportunity in over three decades to gain an overview of a significant portion 

of the artist's oeuvre in his country of residence, but also because the event's curation can 

provide significant insight into Soutine's current art historical reception. 3 The organisation of 

the exhibition space, the display of the paintings and the decision to include and highlight 

particular artworks are all factors that can be used as a barometer for that purpose, and in 

particular to gauge Soutine's contemporary reception in France. 

The Pinacotheque de Paris's interior space does not easily lend itself to large-scale 

exhibitions, in which the easy flow of narrative and, more practically, visitors is essential. 

' The Pinacoth8que de Paris is directed by art historian Marc Restellini and has a website advertising current 
exhibitions: http: //www. pinaeotheque. com/en. html. The gallery does not own a collection, and therefore 
dedicates itself to temporary exhibitions such as its 2007 / 2008 Soutine show. The accompanying catalogue to 
this exhibition was also authored by Restellini: Marc Restellini, Soutine, exhib. cat. (Paris: Pinacotheque de 
Paris, 2008). 
2 The Pinacotheque de Paris seems to have staged a single exhibition in 2003 of paintings, drawings and 
collages by Picasso, given to his second and last legal wife, Jacqueline Roque; after that date, the gallery began 
a more regular programme in 2007. In addition to that of Soutine's work in 2007/2008, exhibitions have 
included: Roy Lichtenstein (2007), Georges Rouault (2008), Jackson Pollock (2008), Maurice Utrillo (2009) 
and the `Dutch Golden Age, Rembrandt to Vermeer' (2009). The latter exhibition, the gallery's most recent, 
represents a departure from its twentieth-century programme. 3 Before the Pinacoth8que de Paris's 2008 intervention, the most recent major solo exhibition of Soutine's work 
in France was held by the Muscle de l'Orangerie in 1973 (27April - 17 September), an institution that, among 
other works, owns and displays the collection of Paul Guillaume, one of Soutine's most prominent art dealers 
(discussed in Chapter One). The 1973 exhibition displayed over one hundred paintings by Soutine and its 
accompanying catalogue was written and edited by art historian Jean Leymarie (1919-2006): Jean Leymarie 
(ed. ), Soutine, exhib. cat. (Paris: Editions des Muscles Nationaux, 1973). Leymarie had earlier co-authored a 
publication on Soutine with Soutine's patron Marcellin Castaing: Marcellin Ca staing and Jean Leymarie, 
Soutine (London: Thames and Hudson, 1963). That publication is somewhat of a hybrid nature, combining art- 
historical analysis and individual memories in an overview of Soutine's production. 



Dim lighting, low ceilings and dark decor do not help to detract from its awkward spatial 

dimensions, which comprise two levels and a non-regular floor plan. For the Soutine show, 

the space was divided into six major areas representing significant stages of the artist's 

career. Each area was a different size, contained varying numbers of paintings and paint 

colour varied between each room. These larger areas were punctuated by smaller `transition 

rooms' (author's term), spaces featuring a maximum of two paintings and a large amount of 

text. These were designed to prepare visitors for a forthcoming stage of the exhibition and to 

ensure the smooth continuation of the event's overarching narrative: a biography of Soutine's 

career. Indeed, the exhibition's six main rooms were entitled: `1913-1919, Paris', `1919- 

1922', Ceret', `1923-1935, Cagnes', `1925-1928, Paris et le Blanc', `1928-1935, Chartres' 

and `1936-1943, Civry'. 4 These categories refer to the various locations in which Soutine 

lived and painted, and therefore more generally to significant biographical events in his 

career. The result was, quite literally, a walk through Soutine's career, with the visitor's 

actual movements tracing the artist's biography in real-time. Biographical approaches to 

Soutine's oeuvre, represented physically and visually in Restellini's exhibition, are a 

common and enduring method of engagement with this artist's work, found throughout the 

historiographical literature belonging to Soutine studies. 

That body of literature is diverse: it comprises a catalogue raisonne, exhibition 

catalogues, fictional writing, journal articles, chapters in books, cinema appearances, 

biographical films, exhibition reviews and newspaper articles. 5 The earliest contribution to 

this corpus dates from 1923 in the form of a journal article written by one of Soutine's most 

important dealers, Paul Guillaume (1891-1934), while the most recent appeared in 2008 in 

4 Works were not displayed chronologically within these rooms, but their dates roughly conformed to the time- 
scale framing each space. 
5 See Bibliography for a complete list of all contributions comprising this corpus. 

2 



the form of a biographical film. 6 As an artist working in wartime and interwar Paris, Soutine 

attracted criticism from prominent art critics active in that context, and after his death: the 

Faure (1873-1937), Waldemar George (1893-1970) and Paul Guillaume all responded to 

Soutine's work as it was being produced; and Clement Greenberg, David Sylvester, Monroe 

Wheeler and, more recently, Kenneth Silver have all provided key posthumous interventions 

in a growing body of criticism. Many, if not all, of these contributions to Soutine studies 

concentrate on the artist's biography to varying degrees, explaining the particulars of 

Soutine's life and how they can aid understanding of his painting. A common approach, 

biographical interpretation can equip the art historian with a rich, valuable and challenging 

context in which to read an artist's work - where an artist was living when he painted a 

particular work, the artistic, political and cultural circles in which he moved, particulars of his 

personality, his working methods and art-historical interests. In Soutine's case, that 

biography, or at least many versions of it, is a particularly attractive one in terms of art 

historical conventions, full of poverty (in emotional wellbeing as well as financially), the 

pursuit of art at all costs and premature death. It is worth noting some of its key events here, 

not because they are offered as tools for interpretation in this thesis, but because many 

scholars deploy them as such; additionally, aspects of Soutine's biography are essential 

components in the recovery and discovery of new contexts in which his work can be read, a 

process that forms the ultimate purpose of this thesis. Assessment of those new contexts - 

Soutine's commerciality, his interest in and deployment of past artistic models and Christian 

iconographies, and his popular reception - is aimed at offering new stories about Soutine and 

his painting that primarily run counter to existing narratives. As a result, this thesis will thus 

primarily call upon historiographical material to ask new questions about Soutine's art, and is 

thus consciously not an archivally based project. 

6 Paul Guillaume, `Soutine', in: Les Arts a Paris, No. 7 (January 1923), pp. 5-6; and Chaim Soutine produced by 
La Reunion des Muscles Nationaux, a public institution under the direction of the French Ministry of Culture and 
Communication. The latter intervention is studied in detail in Chapter Four. 
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Soutine was born in a Lithuanian stehtl called Smilovitchi, a Jewish ghetto that 

practiced Orthodoxy in a small community (estimated at about four hundred inhabitants). His 

childhood was not a happy one - his father was a mender (a position not as skilled as that of a 

tailor), a station that relegated the family to the lowest ranks of society; accounts of violence 

in the family home also prevail, interpreted by critics as punishment for Soutine's then 

increasingly obvious interest in drawing. Absence of paternal affection was not alleviated by 

maternal attention; his mother is often described as uncommunicative and disinterested. 

Among numerous childhood anecdotes, the most significant is the tale of Soutine's departure 

from Smilovitchi. Maurice Tuchman, co-author of the catalogue raisonne, Soutine, tells the 

story: 

One day, when Soutine was about sixteen, he approached a pious Jew and asked 
him to pose for a portrait. The next day this man's only son and his friends 

thrashed Soutine viciously and left him for dead. He was eventually rescued, but 

it was a week before he could walk again. A complaint was lodged against the 

aggressors by Soutine's mother, and the boy was granted as compensation the 

sum of twenty-five rubles. With the money Soutine and Michel Kikoine set off 
for Minsk. 7 

Maurice Tuchman, Esti Dunow and Klaus Pens (eds. ), Chaim Soutine: Catalogue Raisonnd (Cologne: 
Taschen, 1993), p. 13. Tuchman's catalogue raisonn6 has been reviewed by several scholars, with varying 
receptions. For example: Jane Lee, `Rethinking Soutine: the Truth and the Myth about the Painter Maudit from 
the Russian Shtetl', in: Times Literary Supplement, No. 4758 (10 June 1994), p. 20, which provides a positive 
review of the catalogue, suggesting (perhaps short-sightedly) that the publication helps dispel some of the myths 
about Soutine; and Peter Campbell, writing in 1994: `It's a Crime! ', in: London Review of Books, Vol. 16, No. 
23 (8 December 1994), pp. 24-25, who also offers a favourable view of the new publication. Two of the 
catalogue's authors, Maurice Tuchman and Esti Dunow, had both published on Soutine before their 
collaboration on this project, and particularly Tuchman had made a significant contribution in 1968 to 
accompany an exhibition of Soutine's work at the Los Angeles County Museum of Art in the same year: 
Maurice Tuchman, Chaim Soutine 1893-1943, exhib. cat. (Los Angeles County Museum of Art, 1968). The 
1993 catalogue raisonn6 is, simply put, a slightly updated and expanded version of his earlier intervention. The 
significance of the Los Angeles catalogue should not be downplayed, however, since that publication was 
amongst the first serious scholarly engagements with Soutine's work since his death in 1943. Of additional 
interest is Tuchman's vehement, even vicious, rejection of a 1972 publication claiming identity as a catalogue 
raisonnd on Soutine written by art historian Pierre Courthion (1902-1988): Pierre Courthion, Soutine, Peintre du 
Ddchirant. Chaim Soutine 1893-1943 (Edita, [Paris, ] Denotrl; Office du livre, Fribourg, 1972). Outraged by 
Courthion's "grossly incomplete" catalogue, Tuchman wrote a hard-hitting article in 1974, in: Art International, 
Vol. XVIII, No. 1 (January 1974), pp. 12-13 (earlier quote on p. 12). Getting down to the nitty-gritty of the 
catalogue's many failings, Tuchman writes: "many of the pictures that are included and reproduced are easily 
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Clearly, Soutine and his community were subject to strict Talmudic law, which prohibits the 

creation of images in any form. This fact has been viewed as significant by many of Soutine's 

critics, who read into his work an extreme reaction against these early impositions on his 

naturally creative spirit. Writing in 1933, art critic Waldemar George conjectures that 

Soutine's Jewish identity as located in childhood experiences (such as in the anecdote quoted 

above) is apparent in his painting, along with that of fellow Jewish artists Pinchus Kremegne 

(1890-1981) and Abraham Mintchine (1898-1931): "un certain romantisme de la soufferance 

morale est le trait commun de ces artistes originaires de l'Est europeen". 8 In this thesis, the 

identified as fakes: one blatantly appears in colour inside the book and on the dust jacket. Another travesty is a 
self-portrait that bears no relation at all to the style of Soutine" (p. 12). Instead, Tuchman directs us to more 
creditable publications on Soutine, including art critic David Sylvester's 1963 Arts Council of Great Britain 
exhibition catalogue (David Sylvester, Soutine 1893-1943 (Arts Council of Great Britain, 1963) and, perhaps 
unsurprisingly, his own 1968 publication already mentioned. If this were not enough, in accompaniment to his 
slating review, Tuchman persuaded Sweitzer Professor of Law at Stanford University at the time, John Henry 
Merryman, to publish a brief article alongside his own setting out the legalities (under French law) of publishing 
a flawed and potentially damaging catalogue raisonnd. That article is entitled `A Report on Aspects of French 
Law Possibly Applicable to the Publication of a Seriously Defective Catalogue Raisonn8' and appears as part of 
Tuchman's longer contribution. Although Tuchman may have had a point about Courthion's catalogue raisonne 
(the publication is certainly lacking in the ways Tuchman suggests), it is perhaps more likely that he was paving 
the way for his own catalogue raisonn6 on the artist (eventually published in 1993), possibly underway by that 
stage or at least in the early planning stages, rather than having been motivated by any genuine sense of injustice 
towards Soutine. However, much more recent high-profile developments regarding Tuchman are more telling. 
In 2009 it came to light that Maurice Tuchman and Esti Dunow had defrauded the estate of collector Lorette 
Jolles Shefner by advising its representatives to sell them one of its paintings by Soutine, Carcass of Beef (c. 
1925), at a fraction of its true value (Tuchman and Dunow paid $1 million for a painting that should have sold 
for c. $5-6 million). The two art historians then sold the painting to the National Gallery of Art in Washington 
D. C. for double the price they paid the Shefner estate. It also appears that they did not disclose the results of 
recent auction sales to the Shefner estate that would have indicated a much higher price for the Carcass 
painting. Resultantly, the Shefner estate sued Tuchman and Dunow, as well as the National Gallery (for failure 
to research their purchase price), and the painting was returned to the estate, with Tuchman and Dunow 
receiving a hefty fine. Source: http: //www. cbc. ca/arts/artdesign/story/2009/05/21/art-fraud. html; accessed 
20.9.2009. 
$A certain romantic suffering is a common trait amongst Eastern European artists. Waldemar George, ̀ Soutine 
et la Violence Dramatique', in: Amour de I'Art, Vol. 14,1933, pp. 150-152. Here, p. 151. Many of the early 
writings on Soutine conjecture the influence of his Jewish upbringing on his painting. See for example: the 
Faure, Soutine (Paris: Editions CrBs, 1929); Waldemar George, ̀ Soutine', in: Amour de I'Art, Vol. 7 (1927), pp. 
367-368; and Maurice Sachs, ̀ Soutine', in: Creative Art, Vol. 11, No. 4 (December 1932), pp. 272-278. Since 
those early contributions, Monroe Wheeler (curator of Soutine's first retrospective in 1950), Tuchuran, Dunow 
and Andrew Forge have expanded on this issue: Monroe Wheeler, Soutine (New York: MoMA, 1950); Andrew 
Forge, Soutine (London: Spring Books, 1965); Tuchman's catalogue raisonne; and more recently Donald 
Kuspit's catalogue essay, ̀ Soutine's Shudder: Jewish Naivete? ' in the 1998 exhibition catalogue accompanying 
a solo exhibition of Soutine's work at the Jewish Museum in New York, curated by Norman L. Kleeblatt and 
Kenneth Silver: Norman L. Kleeblatt and Kenneth E. Silver (eds. ), An Expressionist in Paris. The Paintings of 
Chaim Soutine, exhib. cat. (Munich, New York: Prestel, 1998), pp. 77-87. The material comprising this group 
attempts to move beyond the somewhat romantic representation of the synthesis of Soutine's Jewish background 
and his painting. Avidgor W. Poseq, Associate Professor Emeritus of History of Art at the Hebrew University of 
Jerusalem, has maintained a constant interest in Soutine, publishing ten articles on Soutine between 1990 and 
1998. The focus of all ten articles, to a greater or lesser degree, is Soutine's Jewish background, which Poseq 
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issue of Soutine's Jewish heritage is discussed in relation to this type of claim, but does not 

become a centre of focus beyond that. However, it is addressed in Chapter Three, which 

considers in detail for the first time how Soutine responded in his works to Christian visual 

culture. Kenneth Silver is the only critic to identify some evidence of Soutine's engagement 

with "the visual signs of Christianity". 9 Presumably made in reference to Soutine's paintings 

of Chartres cathedral, choirboys, subjects at prayer and a communicant, Silver's comment 

addresses only part of the issue - although Christian subjects can be identified throughout 

Soutine's work, Silver overlooks numerous other instances in which Soutine's portrait 

subjects are developed from specific iconographic precedents, especially of the Virgin Mary. 

Exploring Christian themes in this way would seem to move beyond an interest limited to 

`the visual signs of Christianity'. Since Soutine was not vocal on the subject of his religious 

beliefs, the confusion about, and fascination with, his Jewish background is understandable, 

however. As is clear from the biography outlined thus far, Soutine left behind his Jewish 

home as a young adult, but he declined to comment on it thereafter. To some extent an 

unrecoverable context, the analysis carried out in Chapter Tluee will not give undue attention 

to Soutine's religious beliefs, which can arguably be viewed in isolation from Christian 

themes and forms appearing in his painting. Analysis there will instead focus on the paintings 

themselves, asking which iconographies are at work and whether articulation of those in his 

production situates Soutine more firmly within a Western tradition of painting. 

employs as an interpretative tool in the study of individual paintings or of the artist's overall production. These 
articles are: `The Hanging Carcass Motif and Jewish Artists', in: Jewish Art, Vol. 16-17 (1990-1991), pp. 139- 
156; `Soutine's Paraphrases of Rembrandt's Slaughtered Ox', in: Konsthistorik Tidskrii, Vol. 60, No. 3-4 
(1991), pp. 210-222; `On Ugliness, Jewishness and Soutine's Self-Portraits', in: Konsthistorik Tidskrift, Vol. 63. 
No. 1 (1994), pp. 31-52; `Right and Left in Soutine's Last Landscapes', in: Word and Image, Vol. 11, No. I 
(January-March, 1995), pp. 31-36; `Soutine's Two Paintings of Pigs', in: Source, Vol. 14, No. 2 (Winter 1995), 
pp. 38-46; `Soutine's `Flowers of Malaise", in: Source, Vol. 16, No. 3 (Spring 1997), pp. 24-29; `Trees and 
Cathedrals in Soutine', in: Source, Vol. 17, No. 1 (Autumn 1997), pp. 25-33; `Soutine's Dead Fowl as 
Metaphors of Sexuality', in Konsthistorik Tidskrift, Vol. 66, No. 4 (1997), pp. 251-260; `Soutine's `Haptic 
Perspective', in: Arbitus et Historiae, Vol. 19, No. 37 (1998), pp. 153-161,202-203; and ̀ Soutine's Paintings of 
Sad Children', in: Konsthistorik Tidskrift, Vol. 67, No. 1 (1998), pp. 7-18. The issue of Soutine's Jewish 
heritage as it relates to this thesis is addressed in Chapter Three. 
9 Kenneth Silver, `Where Soutine Belongs: His Art and Critical Reception in Paris Between the Wars', in: 
Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist in Paris, pp. 19-40. Here, p. 35. 
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Once in Vilna, Soutine applied for a place at the School of Fine Art on a three-year 

course and was accepted. In a traditional programme, the artist was exposed for the first time 

to the works of the Old Masters and instructed in standard methods of drawing, painting and 

sculpture. Scholars have generally ignored this fact and it has not had any bearing on how 

Soutine's painting is viewed. Kenneth Silver is the only critic to mention this training in any 

significant way in an analysis of Soutine's critical reception in interwar Paris and his interest 

in the art of the past: "we should keep in mind [when studying Soutine's artistic sources], 

although many of his early critics chose to ignore it, that Soutine had been an art student in 

Minsk, before coming to Paris". 10 Soutine's academic training is significant in light of the 

issues discussed in Chapter Two, which studies for the first time in detail his selection and 

deployment of past artistic models in his painting, as it allows Soutine a working knowledge 

of the Old Masters that has been denied him (this issue is discussed shortly). After his course 

came to an end, Soutine moved to Paris in 1913, then the artistic centre of Europe. During his 

first years in Paris he lived and worked in the artists' studio, La Ruche ('the beehive'), where 

at various times Marc Chagall, Fernand Leger, Moise Kisling, Amedeo Modigliani and 

Jacques Lipchitz had also maintained ateliers. There lies something of a contradiction in 

critical representation of this arrival period in Paris, which it is assumed runs until 1919 when 

Soutine left for the small town of Ceret in the French Pyrenees. The critical literature 

emphasises the poverty and terrible living standards Soutine experienced in La Ruche, but 

then pays strikingly little attention to the works he produced while there (mainly Parisian 

landscapes and tabletop still life scenes). The Pinacotheque de Paris exhibition did display a 

number of Soutine's works from this time in a small upstairs space, ̀ 1913-1919, Paris', but it 

was clear that this was Soutine's `experimental' room, viewed as a precursor to the main 

body of the exhibition held downstairs. Labels and signs filled the room with stories about 

1° Kenneth Silver, `Where Soutine Belongs', p. 22. 
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Soutine's childhood in Lithuania and early days in Paris, his biography bridging the spaces 

between the loose arrangement of paintings on columns (the paintings were not ordered 

strictly by date but the room did not contain post-1919 paintings) and acting as points of 

information and guidance. Biography dominated this room, setting the scene for the painter 

whose more significant works would be seen below. 

Moving downstairs, the public was met with a single landscape of Ceret, a small town 

in the French Pyrenees, placed on a wall outside the `entrance' to the exhibition's first major 

room. The space containing Paysage Montagneux (c. 1920) [Fig. 106] clearly marked the 

transition between pre-Ceret and Ceret in the exhibition, a spatial caesura in which to pause 

and contemplate the transition of Soutine's style and location by focusing on a single work 

before entering a room containing many examples of a similar kind. As the detailed 

historiography forming the first chapter of this thesis discusses, Soutine's biography and his 

oeuvre have been divided into `periods', strict stylistic categories into which all his works are 

placed and within which they are read. Soutine's 1913 to 1919 period in Paris, although given 

prominence as an intensely difficult time for the artist, is relatively ignored in interpretative 

accounts. The most prominent period of Soutine's career, as conceived by numerous writers 

throughout the near century of criticism appearing on the artist, is defined by his working stay 

in Ceret. By visiting and painting Ceret, Soutine was following in the footsteps of Picasso, 

Matisse and Modigliani, all of whom had lived in the town at various times and painted its 

quaint houses and Mediterranean landscape. While there, Soutine was prolific, painting over 

two hundred landscapes, all of which feature views of the town and the neighbouring 

countryside. Indeed, he concentrated almost entirely on landscape production during this time, 

a body of work that was to become his most controversial, but also his most celebrated. 

Landscape at Ceret (c. 1920-1921) [Fig. 1] is currently owned by Tate and at various times 

has been on display in Tate Modem's galleries. As an example of Soutine's Ceret landscapes, 
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it is characteristic: a wooded landscape including a recognisable building, rendered in a dark 

palette and in varying degrees of distortion. Restellini's description of the similar Paysage 

Montagneux is also characteristic in its descriptions of, and conclusions about, the Ceret 

landscapes: 

Une constante caracterise les peintures de cette periode: les bätiments prennent le 

plus souvent une forte inclinaison ä droite, et la plupart des paysages montrent 
des empilements de maisons serrees les unes contre les autres, des plissements de 

terrains en pente, des arbres tourmentes par le vent, des ciels souvent menacants, 
dans une palette aux couleurs fortes et eclatantes de vie. ' 1 

Discussion will return to such descriptions in subsequent chapters, but Restellini's 

observations here are significant as an introduction to the artist because the majority of critics 

view such landscapes as archetypal (along with a small selection of later images for which he 

has also become famous featuring flayed beef carcasses); they are taken to represent Soutine 

at his most genuine, exciting and interesting. This thesis will explore what this interpretation 

can tell us about how Soutine's production more generally is viewed: Soutine is invariably 

cast in an expressive persona - an instinctive and volatile artist, whose passion and pursuit of 

art at all costs is visible in the paint itself; the quick, frenetic brushstrokes and unplanned, 

spontaneous compositions identified by critics in paintings such as Paysage Montagneux are 

considered the ultimate expression of that persona. Soutine's biography plays a large part in 

this construction, whereby its events and anecdotes are recounted in art historical analysis of 

the paintings (particularly those produced in Ceret) and are indexed to individual works or 

periods of production. Soutine is by no means a unique case, however. Many artists have 

been subject to the same level of biographical interpretation, within which discourse Vincent 

1A constant characteristic of painting of the period: buildings incline heavily to the right, most of the 
landscapes contain houses stacked against one another, trees are tormented by the wind, skies are menacing, 
and all this in a brilliant and thrilling palette. Marc Restellini, Soutine, p. 75. 
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van Gogh particularly comes to mind. Along with a description of prevailing narratives about 

Soutine and his work active within the historiographical corpus, analysis in Chapter One will 

call upon the work of art historians who have explored the development and deployment of 

the artist's biography, as well as of those who question the validity of biographical 

interpretation in art history, such as Griselda Pollock who takes Van Gogh as a case study 

through which to critique this approach. 

Leaving Paysage Montagneux and entering the next major room, entitled `Ceret, 

1919-1922', the visitor was greeted by a vast selection of portraits, landscapes and still lifes, 

all dating between 1919 and 1922. This room strove to group paintings into series, where 

possible, for example of several Gladioli still lifes Soutine produced in the early 1920s, but 

otherwise works were loosely arranged (i. e. neither chronologically or thematically). 

Information boards were placed between the paintings, on columns and specially erected 

display walls, which explained the practicalities of Soutine's stay in Ceret, along with his 

supposed volatile state of mind during this time. The effect was therefore one of an 

interlacing of biography and works, the implication clearly that one should be seen in light of 

the other, sometimes literally when a board and painting were placed immediately next to one 

another on the wall, the board even matching the dimensions of its accompanying painting. 

Following the `Ceret room', another transition room led the way into `1923-1925, Cagnes'. 

Containing two examples of Cagnes landscapes, this transition space explained Soutine's 

change of location from Ceret to Cagnes-sur-Mer on France's southern coast. After his stay 

in Ceret, Soutine returned only briefly to Paris in 1922 before setting out again the following 

year for Cagnes. Another artist hot-spot, Cagnes offered Soutine a different landscape to the 

one he found in the Pyrenees. Although more arid, the countryside was lighter and less dense. 

It was home to Soutine for two years, during which time he continued to paint landscapes, 

although work in other genres was also underway. Restellini is able to identify a stylistic shift 
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in Soutine's work at the time of his relocation: "en comparaison avec les paysages de Ceret, 

le village [of Vue de Cagnes (c. 1922-1923)] est ici beaucoup plus stable, les maisons sont 

solidement ancrees dans le sol, la presence de personnages marchant sur la route donne une 

indication d'echelle". 12 The emphasis Restellini places on the increased figurativeness and 

compositional `stability' of the Cagnes paintings sums up critical interpretation and narrative 

of Soutine's stylistic development at this point. The shift is away from the heavy palette and 

distortions of the Ceret works to the lighter tones of works produced in Cagnes. The `Cagnes 

room' in the Pinacotheque de Paris show was a space almost entirely dedicated to Soutine's 

landscapes and still lifes from the period 1923 to 1925. Some of the arguments made by 

critics for such a stylistic development are compelling and equally the works themselves 

seem to demonstrate that changes to Soutine's work around this time do exist. However, one 

of the most significant reasons cited for this change by critics throughout the 

historiographical corpus is that of Soutine's increasing interest in the art of the past, which 

critics such as Clement Greenberg and David Sylvester argue begins to be voiced more 

clearly at this stage. In summary, that argument states that, frustrated with his own inability to 

organise a canvas formally, Soutine turned to the Old Masters for compositional exemplar; 

essentially, he began to copy, acerebrally, the works he found in the Louvre: "Soutine never 

forgot that he had come to Paris to paint like the masters he idolised". 13 This conception of 

Soutine's methods, and of his oeuvre, views the stylistic development as a dilution of 

Soutine's original vision, a vision primarily embodied in the Ceret works. 14 This thesis takes 

issue with this argument for two reasons: first, as will be argued in Chapter Two, Soutine's 

use of past sources is a lifelong commitment rather than a phenomenon only arising at the 

commencement of the Cagnes paintings (evidenced by his earliest paintings in the form of 

121n comparison to the Ceret landscapes, this village is very stable, the houses are rooted firmly in the ground 
and the figures present in the landscape serve as an indicator of scale. Marc Restellini, Soutine, p. 108. 
13 Monroe Wheeler, Soutine, pp. 42 - 43. 
14 A detailed historiography of these concepts, and of Soutine's stylistic development as it is conceived by 
contributors to Soutine studies, is provided in Chapter One. 
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still life works clearly referencing the European still life tradition, to take just a single 

example). Second, with the exception of Kenneth Silver, none of Soutine's posthumous 

critics set Soutine's use of past models within a contemporary cultural, political or artistic 

context. The prominent critics mentioned at the outset of this chapter - 
the Faure, Waldemar 

George and Paul Guillaume - all comment on Soutine's sources, statements that can go some 

way to revealing how Soutine's work was received in its contemporary context, but these 

have not been taken into account by later critics. That context as conceived here takes as its 

basis Kenneth Silver's and Christopher Green's highly detailed studies of cultural wartime 

and post-war France. 15 Silver and Green argue (among other things) for a recognition of the 

impact upon the work of avant-garde painters wrought by the cultural politics of the rappel a 

Vordre: the shift, both aesthetic and political, from pre-war progressivism (embodied 

primarily in Cubist trends in art) to classical models in the wake of the First World War. This 

saw leading avant-garde artists such as Picasso begin to negotiate a path (in Picasso's case, 

characteristically on his own terms) between allegiance to pre-war developments and 

acceptance of overwhelming wartime and interwar political currents that eschewed 

abstraction. The return to figuration in interwar Paris, albeit in different vocabularies, has not 

been considered in relation to Soutine's work, which was from start to finish figurative and, 

although in a Modernist hand, naturalistic. It also incorporated the motifs and stylistic 

features of many past artists, the activation of whose work would have carried specific 

meanings within the cultural context of the period: Rembrandt van Rijn (1606-1669), Jean- 

Baptise-Simeon Chardin (1699-1779), Gustave Courbet (1819-1877) and Paul Cezanne 

(1839-1906), to take just four examples among many. Chapter Two asks why Soutine 

selected these past masters, and how referencing them, sometimes highly overtly, may have 

15 The main studies of this period drawn upon in this thesis are: Romy Golan, Modernity and Nostalgia. Art and 
Politics in France Between the Wars (New Haven and London: Yale University Press, 1995); Christopher 
Green, Art in France 1900-1940; and Kenneth E. Silver, Esprit de Corps: the Art of the Parisian Avant-Garde 
and the First World War, 1914-1925 (London: Thames and Hudson, 1989). 
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influenced the contemporary reception of his painting and tells us something new about those 

particular artists. Many of the examples selected for that analysis date beyond Soutine's stay 

in Cagnes, from which location he returned to Paris in 1925 where he was to stay until 

France's occupation under the National Socialists forced his exile to the Parisian countryside 

in the late 1930s and early 40s. 

`1923-1925, Cagnes' was followed by a room dedicated to Soutine's post-1925 work 

containing choirboy portraits and paintings of Chartres, finishing in several post-1940 still 

lifes and portraits in two further rooms, collectively named 'Civry, 1936-1943', referring to 

the time when Soutine was in exile in the countryside surrounding Paris (at least between 

1939 and 1943). These later rooms were notably smaller than those appearing before them, 

possibly reflecting Soutine's decreased work output during the late 1930s and early 40s, but 

also potentially mirroring the diminished critical interest in these later works. The exhibition 

catalogue itself provides very little information on these images, limiting its descriptions 

either to biographical accounts of Soutine's time in exile or to brief statements such as: "il 

[Soutine] execute aussi quelques portraits de personnages plus sophistiques, brosses avec la 

meme vitalite". 16 The `late works', as they have become known, contain some of the most 

prominent examples of Soutine's deployment of past sources. His Carcass of Beef (c. 1925) 

[Fig. 2] is one of his most celebrated works, presumably because of its arresting colour 

scheme and apparently shocking subject -a flayed beef carcass, cut open at its middle and 

displayed upside-down in central composition. It has also been singled out because it overtly 

references Rembrandt's Flayed Ox (1655) [Fig. 3] held in the Louvre, sharing as the two 

images do the same motif depicted from the same angle. As subsequent investigation will 

demonstrate, this has been a difficult image upon which to base a study of Soutine's use of 

sources because it departs from Rembrandt's image to such an extent as to render the 

16 He produced sophisticated portraits, painted with vitality and life. Marc Restellini, Soutine, p. 201. 
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connection more ambiguous than first appears. That said, however, as one of Soutine's best 

known works and one that critics have identified as referencing a specific work of the past, it 

is a relevant case study and can provide new insight into how Soutine's work may have been 

received in its original context. 

The story told by the 2008 exhibition and Marc Restellini does not depart from 

previous modes of engagement with Soutine's oeuvre, instead serving further to establish 

familiar narratives of Soutine's stylistic development, narratives which are clearly still 

impacting the reception of this artist's work today. The exhibition's spatial organisation is a 

manifestation of those stories, its dynamics and the flow of people through the gallery space 

physically framing Soutine's art within their boundaries. In this sense, the exhibition should 

be considered a lost opportunity: it fails to present new or original engagement with Soutine 

in the most significant event in Soutine studies to occur in France since 1973. It is therefore 

clear that new contexts in which to read Soutine's work, other than the biographical, are 

sorely needed. New narratives about his work take two major forms in this thesis: the first has 

already been mentioned, the revaluation of Soutine's sources - which past artists, motifs and 

themes Soutine activated in his work and which meanings his selections may have had during 

his lifetime; this study also asks how the unambiguously Christian subject-matter present 

throughout Soutine's painting fits into a such a revaluation. This area of focus forms the bulk 

of the thesis content. It should be noted from the outset that some of the conclusions drawn in 

that content, particularly discussion about Soutine's use of frames (highlighted where 

relevant), are necessarily hypothetical and may require revision in the light of any new 

evidence acquired. The speculative nature of those interpretations results from a lack of 

access to relevant key paintings necessary for more detailed exploration of the ideas posited 

there. Second, this thesis will offer a detailed exploration of Soutine's popular reception. 

Although Soutine's popular reception is novel and diverse, it has not been given critical 
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attention to date, with the exception of the following bracketed observation by Tuchman in 

1968: "Roald Dahl's short story, Skin, features ̀ Chaim Soutine' tattooing a portrait with `that 

twisted, tortured quality' all over a friend's back -a brilliant metaphor of Soutine's actual 

approach"'. " The text to which Tuchman refers was originally published in 1952 by Roald 

Dahl as one of his adult short stories, a body of work which has been somewhat eclipsed by 

his better known children's fiction. Skin is Soutine's first known appearance in popular 

culture, notably published just two years after his first retrospective held at MoMA in 1950 

curated by Monroe Wheeler. In Dahl's story, Soutine features as a one-time tattoo artist, who 

during his early years in Paris lived with a Russian friend, Drioli. Drioli teaches Soutine how 

to tattoo by offering his own back as an experimental canvas, upon which Soutine somewhat 

reluctantly tattoos a portrait of Drioli's wife, Josie. Skin was also adapted for television 

during the early 1980s as part of Dahl's Tales of the Unexpected series, aired by Anglia 

Television for ITV. A successful production, it ran to nine series and attracted prominent cast 

members. Along with these interventions, Chapter Four will also consider Mona Lisa Smile 

(2003), a feature film featuring Julia Roberts in which Soutine's Carcass of Beef makes a 

significant cameo appearance, and a 2008 biographical film dedicated to Soutine produced by 

La Reunion des Musees Nationaux, a public institution under the direction of the French 

Ministry of Culture and Communication. The film, Chaim Soutine, activates an oral history 

of Soutine using the verbal accounts of those who knew him, while also adding the 

institutional voices of French curators and art historians (including, significantly, Marc 

Restellini). Although this film may not be considered `popular' in the same way, Chaim 

Soutine is nevertheless a product designed for mass dissemination in order to provide a public 

audience with an entertaining introduction to the artist. It is also significant in the light of this 

"Maurice Tuchman, Chaim Soutine 1893-1943, p. 31. 
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thesis because to a large extent the film reproduces the critical trends outlined in relation to 

Restellini's 2008 exhibition. 18 

To varying degrees, all the popular projects mentioned above respond in significant 

ways to, and are informed by, the critical literature on Soutine. Dahl, for example, is known 

to have collected Soutine's work, along with that of Soutine's contemporaries, and he took an 

academic interest in art history as a discipline. His descriptions of Soutine's paintings are, at 

times, notably similar to those relating to the Ceret landscapes, particularly of the Tate 

landscape mentioned earlier. This is a connection made visual in Skin's adaptation, when a 

reproduction of the landscape appears several times in the episode, along with numerous 

other identifiable works by Soutine. The blending of fact and fiction apparent in these 

interventions is key to understanding their representation of Soutine and his oeuvre. In them, 

the fictionalised Soutine is made distinct from Soutine's actual biography by casting him in 

the guise of a tattoo artist; but at the same time, the narrative structure follows that biography 

closely - arrival in Paris, a time of poverty succeeded by financial and professional success. 

In Mona Lisa Smile, Soutine's Carcass of Beef appears in the art history lecture theatre of 

conservative 1950s Wellesley College where it confronts a group of art history students under 

the tutelage of Katherine Ann Watson (Julia Roberts). Used to a traditional syllabus 

presenting a chronological art history with a Gombrichian narrative, the Wellesley girls are 

puzzled, confused and, in some cases, indignant. They do not know at this stage that this 

image will act as the catalyst for the redefinition of their social, intellectual and emotional 

boundaries. Chapter Four will ask why this image in particular should have been selected for 

this role and what that decision says about how Soutine and his work are viewed. It is likely, 

however, that the prominence given to the Carcass paintings in the critical literature resulted, 

at least in part, in the decision to feature this image by Soutine. Although amongst the most 

" Although is it not stated explicitly that the film was made in conjunction with the Pinacotheque de Paris 
exhibition, it seems reasonable to assume that the film was prompted by renewed interest in Soutine's work in 
France sparked by Restellini's show. 
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recent popular interventions to feature Soutine or his paintings, Mona Lisa Smile is only 

succeeded by the 2008 biographical documentary, Chaim Soutine. As the most recent 

contribution to Soutine studies, the film is significant because it reveals how Soutine is 

currently received, in this case in France. With a clear institutional identity, Chaim Soutine 

does not hesitate in assigning Soutine an overtly French identity, created by activating the 

informed testimonies of French curators and art historians (the film is French-language but 

provides an English version also) and the informal reminiscences of those who knew Soutine 

as friend or colleagues. Both write Soutine firmly into French art history. 

This thesis is an intervention into the critical literature on Soutine with wider implications. It 

attempts to recover and uncover contexts in which Soutine's work can be (re)read, while 

evaluating in the process dominant critical trends and prevailing narratives about the artist. (It 

will also identify further areas for study and / or revaluation, and these will be highlighted at 

relevant points in discussion. ) Within this remit, the analysis does not attempt to discuss 

every aspect of Soutine's oeuvre, though it does cover his work in all three genres at various 

points. Still lifes and portraits feature most prominently, however, as Soutine's work in those 

genres offer the greatest scope for detailed discussion of the issues discussed above. 19 The 

uniqueness of this contribution to Soutine studies lies in offering new narratives about the 

artist and fresh readings of his work, thus moving beyond those that have been dominant 

since the earliest criticism published on Soutine in the early 1920s. It ultimately aims to 

propose how Soutine should be positioned in future art history - rather than a passionate but 

naive artist working solely within the confines of his own expressionist persona, Soutine 

19 See Chapter One, pp. 53-56 for detailed discussion of how the iconographic conventions associated with these 
genres play out, and are manipulated, in Soutine's work. Any examination of Soutine's still lifes or portraits 
should address how comfortably his paintings in both categories sit within the wider conventions of each genre 
- to what extent, for example, can Soutine's portraits of unnamed choirboys, chefs, bell boys and waiters be 
considered ̀ portraits' in the most traditional sense? This and similar questions are addressed in Chapter One and 
again in Chapter Two. 
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should be regarded as an artist who responded with awareness to significant contemporary 

trends in creative and cultural politics, and as an artist engaged in close visual dialogue with 

past sources throughout his career. 
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Chapter One 

`Very strange and crazy - but I like it': 20 

Soutine's Critical Reception, a Historiography 

I Soutine's Biography 

Fig. 4 shows a photograph of a man standing in the countryside against a backdrop of large 

stones and, in the further distance, a wood . 
21 The man wears a fitted suit, tie and hat, the latter 

pulled down to obscure his eyes. It is a bright day, with a cloudless sky and his shadow 

stretching over the rocks to his left. There are no landmarks or distinguishing features in the 

landscape that allow us to identify the location of the photograph, nor is the subject 

accessorised with anything that may hint at his identity. Even his eyes, those key features of 

recognition, are obscured from our view - at first glance the subject is as identity-less as his 

location. And yet delving a little deeper, certain elements become apparent that suggest this 

photograph is something more than an informal snapshot. The subject's reasonably formal 

attire might begin to seem incongruous with his rural surroundings on a bright summer's day; 

the formality of the composition, with the subject located at the confluence of the pleasing 

slopes of the stones to the left of the image and the rolling hill to the right, suggests that this 

is not a spontaneous photograph; and the model's somewhat staged, even awkward pose, 

combines with the latter elements to create an overall sense of theatricality. This is a 

photograph in which the signifiers of the staged, studio portrait are deliberately left visible. 

Recognising the image's nature as a portrait photograph may lead to further questions 

regarding the identity of this individual - is he someone well known enough to be 

20 Quotation from Roald Dahl's short story, Skin (1952), in: Roald Dahl, Skin and Other Stories (London: 
Puffin, 2001), p. 2. 
21 All photographs cited in this thesis are derived from two sources, both of which are recent exhibition 
catalogues accompanying solo exhibitions on Soutine: Marc Restellini, Soutine; and Sophie Krebs, Henriette 
Mentha and Nina Zimmer, Soutine und die Moderne, exhib. cat. (Basel: DuMont, 2008). Neither publication 
cites sources for featured photographic material of Soutine. 
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photographed? A celebrity, perhaps, whose shades and knowing grin are designed to create a 

sense of nonchalant savviness. Once again, the clues, however subtle, that go some way to 

answering these questions are in the photograph. The image's deceptively simple 

composition masks its centre - the sitter's hands, resting casually with knitted fingers, sit at 

the meeting point of the vertical axis running through the subject's body (which almost joins 

up the `top' and `bottom' of the image) and the horizontal running through the rocks (which 

splits the image in two). The centrality of the hands is emphasised by the bright light falling 

unheeded upon them, set off by the darkness of the suit against which they rest. The only 

other area of bare skin on view is the subject's face, but that is promptly and effectively 

downplayed by the shade created by the hat and the white collar of his shirt. Accordingly, 

professions in which craftsmanship and the use of one's hands are essential most prominently 

come to mind as possible careers for the man in this photograph. Narrowing matters down 

still further are the subject's fairly formal clothes and the apparent smoothness of his hands, 

both of which suggest a level of financial comfort and rule out labouring professions. 

Certainly he is not glamorous enough to be a celebrity in the Hollywood sense, nor is he so 

affluently attired that we might suspect aristocratic or moneyed connections. The alternatives 

as to the identity of this subject are, then, increasingly limited. And yet at this point the 

viewer is left guessing - no further clues to identity are provided and by this stage we have 

had to wring this photograph so thoroughly that we may give up in puzzlement. This is not an 

image that is designed to smack of explicitness in any way, and the viewer may glean a final 

sense that this could comment on the personality of a retiring subject (something that his 

distancing sunglasses may also confirm). 

The subject of the photograph is in fact the early-twentieth century painter Chaim 

Soutine (1893-1943), who lived and worked in Paris between the years 1913 and 1943. This 

basic knowledge sharpens the detail in the image and allows its more effective reading. Set 
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within context, the hands become the hands of an artist, physically the indispensable tool of 

his profession and symbolically the mysterious and mythical agent of his creativity. So 

central are his hands in the portrait that Soutine himself almost disappears - the rest of his 

body does not add any sense of individuality and he has removed himself from the scene 

behind his dark sunglasses and nondescript suit; he is a non-presence, his body functioning 

merely as a support to the animated and vital tools of his trade (his hands are the most 

animated and life-like element in the image). Soutine is not pictured with any of his paintings 

and the extreme dislocation from his art or the traditional site of its conception and creation, 

the artist's studio, could not be more definite than in this image where the artist is depicted 

outside, in an unidentifiable location and incongruously smartly dressed without any sign of 

his easel, brushes or paints, nor any sign that he has come into contact with those things 

previous to this photograph - his hands and clothes are conspicuously clean. Moreover, the 

portrait does not contain historicising signals that would allow us to establish a social or 

cultural context for this individual: his attire is strangely timeless, there is no identifiable 

urban landscape, no fellow artists, no cafe, no sense of time or place. Rather, this image is 

carefully designed to focus all attention on the creative act, embodied here in Soutine's hands 

and fingers, and by extension in the artist himself. 

Within the genre to which this image belongs, the artist's portrait, it is somewhat 

unusual, and particularly so within the more common branch of that genre contemporary with 

Soutine, the artist in his studio: "the public's fascination with the artist's working life and the 

artist's own desire to proclaim his distinctiveness as a creative personality have given rise to 

the traditional theme of the artist in his studio, through which the artist explores his processes 

in the context of his working space". 22 This portrait format is represented in the work of 

Alexander Liberman (1912-1999), to take just one example, a photographer and successful 

22 Ronnie L. Zakon, The Artist and the Studio in the Eighteenth and Nineteenth Centuries (Ohio: Cleveland 
Museum of Art, 1978), p. 9. 
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sculptor who in 1969 published a volume of his photographs featuring key artists of the 

twentieth-century. Although he never photographed Soutine, Liberman did include Soutine's 

contemporaries in his volume, for example the painter Georges Rouault whose work Soutine 

was known to have appreciated. 23 Fig. 5 shows Liberman's 1956 portrait of Rouault, then 

eighty-five, sitting in his studio wearing the surgeon's uniform in which he always painted. 

This image is more typical of the artist's portrait - the artist is featured with an example of 

his work, usually a particularly iconic piece, and with the tools of his vocation such as 

paintbrushes. Thus the viewer is able to penetrate the elusive world of the artist's studio and 

examine the site of his creativity in detail and at leisure. Such images also aim to summarise 

or comment upon the artist's oeuvre as a whole or on a particular part of it. More specifically, 

however, they may provide insight into the creative impulse, in Rouault's case a moment cast 

as characteristically eccentric via his spotless surgical gown. Soutine, however, is never set 

within a studio, nor is he pictured with his work in this way. Extant are further photographs 

of Soutine by unknown photographers and a portrait painting by his fellow artist Amedeo 

Modigliani, none of which bring artist and work together in the photographic or canvas 

frame. Set so furtively within his own world - the world of the artist - Soutine is thus 

distanced from the viewer and cast as an unknowable enigma. 

If the image of the artist narrated by photographs of Soutine like this one calls to mind 

the convention of the `artist-genius' as it is understood in Modernist art historical debate, it is 

no coincidence. The exclusive focus on the mysteriousness and solitariness of the creative act 

prevalent in images of Soutine is also found throughout textual discussion on the artist, which 

" Marcellin Castaing (Soutine's patron) and Jean Leymarie state this fact without hesitation in their 1963 study 
of Soutine's work. Describing Soutine's reaction when Andre Masson asked him w hich painter he liked: 
"without hesitation he replied `Rouault"' (Marcellin Castaing and Jean Leymarie, Soutine, p. 24). Critic, art 
historian and curator at MoMA, James Thrall Soby was the only individual to attempt an art historical study on 
the relationship between Soutine's and Rouault's art, a surprising general omission since parallels certainly do 
exist. The study adopts a psychoanalytical methodology, suggesting that the very different backgrounds of both 
painters (Rouault's fairly stable and comfortable familial background is contrasted with Soutine's traumatic 
experience as a stehtl child), mean that in order to create their art, Soutine recalls difficult memories for 
inspiration, while Rouault is capable of imagining a similar state: James Thrall Soby, `Two Painters of Tragedy: 
Rouault and Soutine', in: James Thrall Soby: Contemporary Painters (New York: MoMA, 1948), pp. 92-98. 
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generally privileges the artist-genius narrative of Soutine and his artistic production. This is 

by no means exclusive to Soutine, it has been told since the first artist biographies appearing 

in Pliny's Natural History. Its history spans Antiquity to the present day and is inextricably 

bound up with the changing status of the artist throughout the history of Western painting. 24 

Of interest to this chapter, however, is a particular conception of the artist-genius, which 

cemented itself in the Romanticism of the late-eighteenth and early-nineteenth centuries. 

Joanne Cubbs summarises this notion of the artist in her broader investigation of the role of 

the artist throughout history: 

Another popular Romantic myth portrayed artists as rebels or adversaries of 

established culture. Contemptuous of social conventions, past aesthetic traditions, 

and cultural orthodoxies of any kind, this image of the artist-outsider challenged 

the authority of the status quo. It was a role that would be best realised in the 

early twentieth century by the modem avant-garde, who channelled their 

dissatisfaction with the state of Western civilization into a succession of artistic 

movements and manifestos charged with the rhetoric of revolution. 25 

Cubbs further laments: 

Z4 It is beyond the remit of this chapter to provide that history, or historiography, in detail here. However there 
are several comprehensive and engaging studies that do, including: the introduction in Emma Barker, Nick 
Webb and Kim Woods (eds. ), The Changing Status of the Artist (New Haven and London: Yale University 
Press, 1999); Joanne Cubbs, ̀ The Artist as Outsider', in: Michael D. Hall and Eugene W. Metcalf, Jr (eds. ), The 
Artist Outsider. Creativity and the Boundaries of Culture (Washington and London: Smithsonian Institution 
Press, 1994); and Rosalind Krauss, `In the Name of Picasso', in: October, Vol. 16 (Spring 1981), pp. 5-22. It 
should be noted here that while this chapter will go on to discuss representations of Soutine's biography and 
constructions of images of the artist, there is also a large body of literature pertaining to biography as 
methodology that will not be considered here, as it is beyond the aims of this chapter. Major contributors to that 
art historical discourse on approaches to monographic subjects are Barthes, Derrida and Foucault, whose 
theories on the `death of the author' and `author function' have widely impacted the discipline. Barthes and 
Derrida point out the problems with suggesting an author controls meaning or interpretation of their work and 
with the belief that a critic can offer a definitive reading of an author's intentions; while Foucault points to the 
function of the author as part of the structure of a text and not as part of its interpretation. See: R. Barthes, ̀ The 
Death of the Author', in: Stephen Heath (ed. ), Image, Music, Text (London: Fontana, 1977); Jacques Derrida, 
The Truth in Painting, translated by Geoff Bennington and Ian McLeod (Chicago, London: University of 
Chicago Press, 1987); and, for example, Foucault's 1969 essay, What is an Author?, in: Josue V. Harari, J, 
Textual Strategies: Perspectives in Post-Structuralist Criticism (Ithaca, NY: Cornell University Press, 1979). 
25 Joanne Cubbs, ̀ The Artist as Outsider', p. 78. 
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Much standard art history from the last two centuries seems to be little more than 

a relentless recasting of the Romantic outsider theme. Although the actors 

change, the basic plots remain the same - story after story of daring formalist 

rebellion accompanied by flamboyant gestures of social defiance, countless 

excerpts from the melodramatic memoirs of misunderstood genius, and tragic 

accounts of artist poets consumed by their lonely creative quests. 26 

Cubbs is correct to imply that the artist's biography, itself an established genre with its own 

textual forms, often provides the material for stories and myths of the artist. Other media 

have served the same purpose, for example autobiographical writings (to which the artist 

him/herself may contribute, actively creating one's own mythologies), the self-portrait and, 

particularly in the twentieth century, the photographic artist portrait 27 There may be several 

stories art historians can relate about a particular artist, his/her painting and his/her life, all 

more or less accurate. However, that of the artist-genius has been a target of wide art 

historical debate, for several reasons. One of these is that privileging the story of an isolated, 

introspective artist over other possible narratives removes that artist from his/her historical, 

cultural and artistic context to such an extent that their art can only be viewed as the 

expression of his/her creative personality. Although Cubbs situates this trope in the Parisian 

avant-garde of pre-Second World War France, numerous other artists' reputations have also 

been subject to the same treatment, for example Michelangelo, Rembrandt, Goya, Van Gogh 

and Picasso (discussion will return to Van Gogh shortly), to name just a few. Stories of their 

26 Joanne Cubbs, `The Artist as Outsider', p. 78. In his play, Kafka's Dick (1986), Alan Bennett describes a 
myth of the artist that coincides closely with Cubbs's, and one that explains why Kafka is a celebrated author. 
The character of Sydney explains: "And there is one story we never fail to like because it is always the same. 
The myth of the artist's life. How one struggled for years against poverty and indifference only to die and find 
himself famous. [... ] He plunges from a bridge and she hits the bottle. Both of them paid. That is the myth. Art 
is not a gift, it is a transaction, and somewhere an account has to be settled. [... ] We like to be told, you see, that 
you can't win. We prefer artists to die poor and forgotten, like Rembrandt, Mozart or Beethoven, none of whom 
did, quite. One reason why Kafka is so celebrated is because his life conforms in every particular to what we 
have convinced ourselves an artist's life should be" (Alan Bennett, Two Kafta Plays: Kajka's Dick and The 
Insurance Man (London: Faber and Faber, 1987), p. 64). 
27 My thanks to Elise Noyez of the University of Amsterdam for the information she provided on the history of 
the image of the artist. 
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eccentricity, passion and even madness dominate to an extreme degree and their work has 

often been read solely within those contexts. Some scholars in more recent years, most 

notably Griselda Pollock and Rosalind Krauss, have declared the time ripe for change. They 

have argued for an awareness of the implications of choosing to tell this story of the artist 

exclusively, while they also search for alternative stories that move away from an 

individualist approach to works of art but do not loose sight of artists as creative agents. 28 It is 

important to stress that scholars like Pollock do not argue for complete abandonment of 

biography, nor do they call for the interpretation of artworks without reference to artists. 

It is not the purpose of this chapter to supply new narratives to counter that of the 

artist-genius in relation to Soutine (this will be the aim of subsequent chapters), but rather to 

unpack the rhetorics of the image of the artist that have been at work within the critical 

corpus relating to him, as well as to draw attention to the impact those have had upon the 

reception of his work. Exclusive focus on the mysteriousness of the creative act and on 

Soutine's `character' is found throughout textual discussion on the artist, which generally 

privileges the conditions surrounding the creation of his works instead of the works 

themselves, or at the very least determines to view one in light of the other. One such 

condition is Soutine's biography which recurs as an enduring source of fascination, 

discussion and, perhaps more problematically, interpretive source throughout Soutine studies. 

Catherine Soussloff reminds us that artists' biographies are all too often "used by the 

interpreters to discuss or discern intention as it is appears to be evidenced in the work", 29 and 

in Soutine's case, this mode of interpretation endures from the first publications on the artist 

to the most recent. Particulars of artists' biographies, unwaveringly those that support the 

28 See in particular: Rosalind Krauss, The Originality of the Avant-Garde and Other Modernist Myths 
(Cambridge, Massachusetts, London: The MIT Press, 1985); Rosalind Krauss, `In the Name of Picasso', pp. 5- 
22; and Fred Orton and Griselda Pollock, Avant-Gardes and Partisans Reviewed., A Social History of Art 
(Manchester. Manchester University Press, 1996). 
29 Catherine M. Soussloff, The Absolute Artist (Minneapolis, London: University of Minnesota Press, 1997), p. 
20. 
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image of the artist-genius, are frequently related in anecdotal form in scholarly discussion of 

Soutine's work. There, the anecdote -a narrative aspect of the artist biography - or a certain 

biographical event casting the artist in a particularly passionate light is cited in relation to a 

particular work, or series of works, and functions as an explanatory source for both the 

creation and aesthetics of the finished artwork. 

If these concerns are reminiscent of those arising in expressionist theories of creativity 

(as conceived in this thesis, for which discussion see below) it is no coincidence. Soutine has 

been cast in an expressionist persona since the early stages of criticism and has been aligned 

with two major understandings of the term `expression' in art: his use of the canvas surface, 

in particular his brushstrokes, bear the signs of his state of mind at the time of painting; and 

his paintings produce a specific feeling in the viewer, which may or may not have been the 

artist's own contemporaneously with its creation. In both cases, the work is indexed (to 

borrow J. Christie and Fred Orton's term) to specific events in Soutine's biography (itself 

multi-versioned) which support a critic's argument for the emotional state the work is seen to 

be expressing. The formal characteristics of some of Van Gogh's most famous works are 

instanced by Griselda Pollock as an example of this kind of practice: 

He [Van Gogh] relied on this contraption [his own version of a perspective 
frame] until June 1888, but could never submit himself entirely to the discipline 

that its use demanded. This accounts for the deviations from linear perspective 

which came to characterise his work and which have given rise to numerous 
fanciful or psychologistic interpretations. Despite these interpretations, the 

divergences from consistent geometric space must be attributed to a contradiction 

of which Van Gogh was at times fully aware. 30 

30 Fred Orton and Griselda Pollock, Avant-Gardes and Partisans Reviewed, p. 11. 
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Here Pollock points out that the lines and forms, presumably combined with the brushstrokes 

and surface texture, of Van Gogh's later works have been evidenced by some critics as the 

physical markers of particular, often psychotic, states of mind which the artist was 

experiencing at the time of production. Pollock offers an alternative hypothesis for some of 

the formal characteristics that have become synonymous with the Dutch master's psychosis: a 

deviation from the perspectival laws he attempted to impose upon his work. Whether or not 

Pollock's interpretation is correct, it supplies another reading which moves away from an 

expressionistic interpretation without entirely disregarding biography as a useful source. 

Similar arguments to those made in favour of Van Gogh's expressionism have also been 

made about Soutine's art, its aesthetic and formal qualities and his working methods. In 1950, 

the Museum of Modern Art in New York hosted an exhibition entitled Soutine. Running from 

October 1950 to January of the following year, the exhibition displayed eighty-two Soutine 

paintings spanning the breadth of the artist's oeuvre. The first retrospective since the artist's 

death in 1943, the MoMA show was an inevitably crucial intervention in a growing body of 

reception criticism, and also served as an indicator of steady posthumous interest in Soutine's 

work. Curating the exhibition was Monroe Wheeler, a key figure in MoMA's exhibition and 

publication programme from 1941 (when he was made head of that department) until his death 

in 1988 31 Wheeler was also responsible for the exhibition's catalogue, published in time for 

opening day. Introducing us to the artist, Wheeler asks: 

Which came first? Did his art sadden him so that it cast an irremediable shadow 

on his way of life? Or was his experience of life so grievous that his art could 

express nothing but grief and bitterness? It seemed a vicious circle. In any case, 

31 Wheeler's obituary was published in the New York Times on 16 August 1988. Wheeler joined MoMA in 
1935, swiftly gaining in seniority to become head of the department of exhibitions and publications in 1941, a 
position he held until 1967. Following this, he acted as advisor to the board of trustees. Previous to his 

employment at MoMA, however, Wheeler had been a publisher based in Europe, where he had made 
connections with leading modem artists, among them Picasso, Renoir and Chagall. See: 
http: //www. nytimes. com (accessed 30.4.2008). 
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instead of relieving his mind, the intense seriousness of his artistic effort only dug 

deeper the melancholy channels of his thought. 32 

In posing this question, Wheeler explicitly situates the conditions of Soutine's production 

and the paintings themselves in expressionist practice. To cite a more specific example and a 

painting that will recur throughout this thesis, Soutine's Carcass of Beef (1925) [Fig. 2] has 

been a target of this mode of critical reception and interpretation, perhaps because it is easily 

indexed to a biographical event in Soutine's life. Carcass of Beef is a still life featuring a 

flayed carcass, in central composition, which fills the canvas space. Rendered in striking 

blues, reds, oranges and yellows, Carcass is one of Soutine's best known paintings. Wheeler 

tells the anecdote about the painting as well as any other critic: 

According to the legend, when the glorious colours of the flesh were hidden from 

the enthralled gaze of the painter by an accumulation of flies, he paid a wretched 
little model to sit beside it and fan them away. He got from the butcher a pale of 

blood, so that when a portion of the beef dried out, he could freshen its colour. 

Other dwellers in the Rue du Mont St. Gothard complained of the odour of the 

rotting flesh, and when the police arrived Soutine harangued them on how much 

more important art was than sanitation or olfactory agreeableness. 33 

Critical discussion of this still life, and the series of five similar paintings with which it is 

often grouped, has emphasised the story behind its production rather than its formal or 

contextual qualities. Interpretation of the work has been determined by the narrative of 

eccentricity surrounding its conception and production, and we are encouraged by Wheeler to 

feel the force of passion present at the time of its production when viewing it: "these 

paintings are formidable, and some people never get used to them. [... ] It is not so much a 

32 Monroe Wheeler, Soutine, p. 31. 
33 Monroe Wheeler, Soutine, p. 68. 
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dead animal as a wild phantom of the species". 34 The finished painting is therefore returned 

to the time of its production and becomes shorthand for Soutine's eccentricity and, by 

implication, expressivity. 

Readings like these confine Soutine within an interior, expressive world, a persona 

made visual in a photograph of him by an unknown photographer, featured in Fig. 6. Soutine 

sits at a desk placed outdoors, hunched over a number of papers and accompanied only by a 

bottle of wine and an empty glass. As in the portrait of Soutine discussed at the outset to this 

chapter, the artist is pictured alone, lost in the "intense seriousness of his artistic effort" of 

Wheeler's opening observations. There is no eye contact, no sign of awareness of the outside 

world and no wish to please the camera. The bottle of wine - doubtless an allusion to the 

heavy drinking which biographies of Soutine claim occurred throughout his life - only serves 

to foretell further instances of intoxicated isolation. All these features point to the intensity of 

feeling and introspectiveness within which Soutine lives, and also to the importance of those 

feelings for his creative work into which they are channelled. 

Given the prominence of the story of Soutine's expressionist persona as outlined so 

far, it may be surprising to find that anecdotes like that attached to Carcass simultaneously 

key into a different kind of artist myth, that of the realist artist. A realist persona would 

require Soutine to study real objects in detail by having, as one of Soutine's most influential 

critics David Sylvester put it in 1963, "the thing he was painting out there in front of him" 35 

The Carcass anecdote has been indexed by critics as a biographical event evidencing 

34 Monroe Wheeler, Soutine, p. 68. David Sylvester also indicates the expressive nature of Soutine's paint 
handling: "the impact of his paint upon our nervous system is a tragic impact" (David Sylvester, Chaim Soutine 
1893-1943, p. 14). 
35 David Sylvester, Soutine 1893-1943, p. 4. The full passage reads: "Soutine had to have the thing he was 
painting out there in front of him. He couldn't invent. He couldn't paint from memory, even the memory of a 
motif he had worked from day after day. He couldn't paint from drawings or from photographs or from an 
earlier painting of the subject. He had to have the real thing there". Sylvester does not reference a source for this 
information. The passage forms the opening paragraph of the essay and leads into anecdotal descriptions about 
the lengths to which Soutine went in order to paint from nature. Andrew Forge also identifies this practice: "the 
character of the image [Still Life with Lemons] [... ] convinces us that the subject was before his eyes when he 
painted it" (Andrew Forge, Soutine, p. 11). 
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Soutine's eccentricity, and therefore in this context an event `proving' the existence of 

expressionist tendencies also. But at the same time, the anecdote is also an indicator of 

Soutine's method of working from nature, the careful selection and subsequent study of a 

subject in detail and at length. If we are to believe the anecdote, it took Soutine several days 

to make the necessary sketches of the beef carcass and he took time, care and effort in 

maintaining its original appearance on purchase. Critics have documented several instances 

of this technique outside the creation of Carcass, whereby Soutine went to the trouble of 

searching for and studying at length a particular model, object or landscape. The careful, 

almost empirical practices implied here require Soutine to study things on the outside, i. e. 

away from his interior persona. They therefore seem incompatible with the spontaneity of 

technique so often prescribed him, and which is found in more general expressionist theory of 

creativity upon which interpretation in terms of emotional affect is implicitly based. 

Combining personas in this way need not be problematic; the two can exist and operate side- 

by-side. However, it is important to recognise the contradiction inherent in expressionist 

interpretations of Soutine's works: the subject-matter depicted by a so-called expressionist 

handling of paint, or composition, line etc. is inescapably found in realist methods of 

working. The brushstrokes found on Carcass's canvas may appear spontaneous, even 

frenzied, but the carcass they depict has been the object of long and careful study. This 

cocktail is not unique to the interpretation of Soutine's work, one need only glance at 

anecdotes associated with the Pre-Raphaelite artist Dante Gabriel Rossetti, whose biography 

and character has been recently dramatised (and fictionalised) for television. Commenting on 

Rossetti's Venus Verticordia (c. 1863-68) in his biography of the artist, Evelyn Waugh tells 

the story behind the painting's production: 

All about are masses of honeysuckle and roses. Upon these Rossetti spent 
enormous amounts of money, ordering them regally from every possible source 
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until his studio was heaped with them, and he was obliged to institute a rigid 

curtailment of his household expenses to pay his florists' bills. 36 

This anecdote conflates the notion of the expressionist painter and the realist artist - Rossetti 

is so dedicated to his objects of study that he is willing to compromise significantly on his 

day-to-day living standards to paint them. 

The above conclusions do not imply that biographical information should be 

abandoned when engaging with Soutine's (or any artist's) work, however. As Christie and 

Orton admit in their revisionist study of Van Gogh's work, "we are cautious about the 

possibility of biographical narrative and also [... ] loath to abandon it". 37 In Soutine's case, 

biographical elements have proved useful in understanding his choice of subject and use of 

past artistic sources. To return once again to Carcass, a glance at a biographical account 

given by Soutine's patron Marcellin Castaing confirms that at the time of painting the still 

life Soutine was paying regular visits to the Louvre and particular homage to Rembrandt's 

Flayed ox housed there: "the crimsons [of Carcass] radiate over midnight blue backgrounds 

and the splendour of the entrails swell to cosmic proportions. Inspired by Rembrandt [... ], the 

consubstantial theme of Soutine's pictorial genius shakes us to the core". 38 This knowledge 

has allowed scholars to expand upon the overt visual connection between Soutine's Carcass 

and Rembrandt's earlier motif (a connection, as will be argued in Chapter Two, that sets 

Soutine's painting firmly within a European still life tradition). David Antin came up against 

similar realisations when writing on Mark Rothko's so-called dark paintings of 1969 and 

1970 and the immediate connection that has been made between them and Rothko's state of 

mind before his suicide: 

36 Evelyn Waugh, Rossetti, His Life and Works (London: Duckworth, 1928), p. 136. 
37 J. R. R. Christie and Fred Orton, `Writing on a Text of the Life', in: Fred Orton and Griselda Pollock, Avant- 
Gardes and Partisans Reviewed, pp. 295-314. Here, p. 305. 
38 Marcellin Castaing and Jean Leymarie, Soutine, pp. 26-28. 
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If we are going to come to terms with these paintings as significant human acts, 

we are going to have to position them in some kind of narrative sequence between 

the desire that motivated them, the contingencies they encountered, and the 

outcomes they achieved, as it is very likely that the artist himself positioned them 

while he was making them - and no less likely that they were positioning him 

while making him into the painter who painted them. And since this is a narrative 

of self, as of the consequences of this self, we have to construct some kind of 

biography, though it may have to be a more precise, self-conscious, and equivocal 

biography than we are used to. 39 

What form this `new' biography would take, and what it would look like in relation to 

Rothko, Antin does not reveal. However, the suggestion that biographies are constructed by 

critics like him (or anyone engaging with an artist's work), that they are not fixed entities and 

can be constructed around assumed historical truths requires a consciousness and selectivity 

that is essential, and which has arguably been lacking in Soutine studies. Pollock, in the 

passage quoted at the outset to this discussion, herself relies on biography and autobiography 

(in the form of a documented working practice and Van Gogh's letters to his brother Theo 

respectively) to re-evaluate an artist whose works are often indivisibly indexed to events in 

his life. By reminding us of Van Gogh's ultimate inability to work within the rigid geometric 

rules of his perspective frame, Pollock offers both an alternative biography and within that an 

explanation for the artist's characteristic deviations from linear perspective to counter 

existing theories of insanity and extreme expressivity. Consciously returning to 

(auto)biography to rethink previous versions and deployments based on that source is perhaps 

a single answer- to Antin's call above, and one which also applies to Soutine. Carcass's 

indebtedness to Rembrandt's painting has been acknowledged by critics, but this connection, 

and the work's place within the European still life tradition more generally, has been 

overshadowed by narratives of eccentricity surrounding the painting's actual creation. 

39 David Antin, `Biography', in: Representations, No. 16 (Autumn, 1986), pp. 42-49. Here, p. 46. 
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Soutine may or may not have painted a rotting carcass in his living room, and he may or may 

not have visited the Louvre during the time of Carcass's production, but in either case, 

Soutine's Carcass and his art more generally need to be open to alternative readings, in part 

stemming from the more conscious construction and deployment of his biography. There has 

also been a lack of historical and cultural contextualisation of Soutine's work to date. 

Carcass was completed in 1925 and received contemporaneously by various audiences in 

interwar Paris. Chapter Two asks what meaning(s) activating Rembrandt's motif in this way 

would have had within the cultural politics of the period; what reputation Rembrandt was 

experiencing at the time; and how Soutine's production plays out during the 1920s and 30s in 

Paris. Recovering that context allows Soutine's works to be read within the conditions 

(artistic, cultural and political) contemporary with their appearance and offers a new story 

about both artworks and artist. 

Thus far, two key interventions in Soutine studies have been mentioned: Monroe 

Wheeler's 1950 exhibition catalogue and David Sylvester's 1963 essay. Before discussing 

approaches to Soutine's work in more detail below and mapping the areas of criticism of 

interest to this thesis, it is useful first to gain a more general overview of the stages of the 

historiographical literature in order to contextualise some of the interventions that will be 

discussed in this chapter and throughout the thesis. What follows is not intended as a 

comprehensive list of contributions to Soutine studies, but rather a summary of the key 

interventions in the field as conceived in this thesis. These interventions are considered to be 

defining moments in the history of Soutine studies as texts that introduce new approaches to 

Soutine's art, that build significantly upon what has gone before, that accompany major 

exhibitions of the artist's work or that are authored by a significant figure in Soutine's career; 

often they match all four criteria. The summary here will provide a description of selected 

33 



texts and define why they are considered key contributions to a growing body of literature; 

where possible, information will also be provided on the author and the context of 

publication. Finally, individual texts will be placed within definable overarching 

historiographical stages in Soutine studies, of which there are, loosely speaking, three: 

literature appearing during Soutine's career / lifetime; post-1950 to 1998 materials (Soutine's 

first retrospective exhibition and the seminal publication of Norman L. Kleeblatt's and 

Kenneth Silver's exhibition catalogue, a period that included the publication of Soutine's 

catalogue raisonne); and post-1998 criticism, which comprises the most recent contributions 

to Soutine studies and represents his contemporary reception in art history. Each stage is 

definable by the format of literature published and by the areas of study on which critics 

focus. 4° 

During Soutine's lifetime, articles in art journals and published diaries / memoirs 

written by friends and dealers tend to dominate. The focus of these publications is anecdotal, 

or when appearing in a scholarly register they are concerned with describing Soutine's style 

and evaluating his place in the history of art. The first written publication on Soutine 

appeared in 1923 and took the form of a two-page introductory article in the art journal, Les 

Arts ä Paris. 41 The journal was owned and edited by art dealer Paul Guillaume, one of the 

most prominent dealers in Paris during the 1920s and a key figure in Soutine's professional 

life. Guillaume's role in Soutine's career will be discussed in detail later in this chapter. Here, 

however, Guillaume's article is noted as the first intervention in Soutine studies, in which the 

dealer has three areas of focus: Guillaume swiftly outlines the artist's biography, takes credit 

for Soutine's `discovery' (along with American collector Dr Albert Barnes) and identifies, 

with confidence, the sources upon which the artist draws. The article's opening lines take a 

ao It should be noted that these `periods' are by no means clear-cut and should be treated as an academic 
exercise, only deployed for the purpose of gaining a broad overview of a complex and extremely diverse corpus 
of material. 
41 Paul Guillaume, `Soutine', pp. 5-6. 
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somewhat theatrical tone whilst emphasising Soutine's Lithuanian background: "du ghetto de 

Vilna, creuset oü fermentent d'insoupconnees forces en puissance, oü la farce et le drame, le 

comique et le douloureux, le derisoire d'epousent comme des rameaux de lianes - comme les 

bras epars d'un fleuve qui se rejoigment - ahurissant, prophetique, menacant, cruel et tender 

infiniment - nous est venu Soutine". 42 Coinciding with the article's publication in 1923, the 

first exhibition of Soutine's career also took place, organised by Guillaume and Albert Barnes 

and held in Guillaume's own gallery, Galerie Paul Guillaume. 3 This exhibition is discussed 

in detail at a later point in this chapter, but its historiographical significance cannot be 

underestimated - this first flourish of recognition sparked interest in Soutine's work from 

dealers, collectors, critics and art historians and meant that the 1920s were a particularly 

prosperous time in Soutine's career. As the sales history to follow in this chapter will 

demonstrate, the prices of Soutine's canvases increased steadily during that decade. 

Correspondingly, the late 1920s and early 30s saw several scholarly articles appear on 

Soutine, written by one of his most prolific critics, Waldemar George. Between 1927 and 

1933 George published three articles and one short text on Soutine, all of which were 

concerned with the artist's Jewish heritage, his style and the possible influences on his 

work. 44 George's political beliefs form a crucial context in which to understand his writings 

on Soutine and these will be discussed during the remainder of this chapter, but it is useful to 

note here that during the late 1920s and early 30s, the critic's political affiliations were to the 

extreme Right and that he held strict beliefs about the naturalisation of non-French nationals, 

he himself being a naturalised Polish Jew. This agenda runs throughout his commentary on 

Soutine and his conclusions about the artist's work, a mixture of approval and scepticism, 

42 The Vilna ghetto, melting pot of intensity, of farce and drama, comedy and sorrow[.. ] - incredible, 
prophetic, menacing, cruel and tender - this is Soutine's heritage. Paul Guillaume, `Soutine', p. 5. 
43 Soutine's exhibition history is provided in Appendix 1. 
44 George's articles are as follows (in chronological order of appearance): Soutine', in: Amour de l'Art, Vol. 7 
(1927), pp. 367-368; `Masks or Faces', in: Apollo, Vol. 13, No. 77 (1931), pp. 271-281; and `Soutine et la 
Violence Dramatique', in: Amour de 1'Art, Vol. 14 ( 1933), pp. 150-152. In 1928, George published the 
following text on Soutine, which concentrates on Soutine's Jewish heritage: Soutine, (Paris: Le Triangle, 1928). 
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reflect his stance towards Soutine's status as an immigrant Jew: "Ce style vegetal, gothique, 

flamboyant, baroque, asymetrique, s'oppose au style francaise, mince, elance, precis". 45 

Beyond his personal beliefs, however, George was operating in the wider context of the 

cultural politics of the 1920s and early 30s. This context has already been outlined and will 

serve as a new framework within which to read aspects of Soutine's work in subsequent 

chapters: that of the rappel a I'ordre. Defined by critics such as Kenneth Silver as a 

conservatising aesthetic and political shift occurring during the First World War in France 

and extending into the interwar period, for George its ideologies were significant because it 

provided an aesthetic of which he approved and could support. 

Appearing simultaneously with George's publications in the 1920s and early 30s are 

two books by Albert Barnes, Soutine's American collector, who wrote art historical texts to 

accompany his enterprise as founder and director of the Barnes Foundation in Pennsylvania. 46 

Like George, Barnes was interested in describing the stylistic characteristics of Soutine's 

painting and also in establishing the artist's `place' in art history. Importantly, however, he 

also had a financial interest in the continuing success of Soutine's career after investing in the 

artist by buying his work for his own collection. Barnes's two publications are not devoted 

entirely to Soutine (rather to numerous painters featuring in Barnes's own collection), but do 

allocate brief sections to the painter. His commercial interest in Soutine's career means that 

much of his writing is geared towards explaining why the artist is worthy of attention and 

how he is original. For example: "no contemporary painter has achieved an individual plastic 

form of more originality and power than Soutine. [... ] At his best, he compares in strength 

as The style is that of the long French tradition - it is rustic, Gothic, flamboyant, Baroque, asymmetric and 
opposed to the elegant and precise French style. Waldemar George, `Soutine et la Violence Dramatique', p. 
151. 
46 Albert Barnes, The Art in Painting (New York: Harcourt, Brace & World inc., 1927); and a second co- 
authored text: Albert Barnes and Violette de Mazia, The Art of Henri Matisse (London, New York: Charles 
Scribner's Sons, 1933). 
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and dramatic power with important painters of the past and present". 47 Barnes's interventions, 

though brief, are of historiographical significance because they can contribute to our 

understanding of Soutine's commercial activities and can shed light on how Soutine was 

presented in the first publications to discuss his work. 

In addition to these landmark publications by Guillaume, George and Barnes a further 

corpus of material accumulated during Soutine's lifetime exists, made up of brief texts that 

formed smaller parts of much broader art historical or autobiographical publications. 

Noteworthy amongst those are: Maurice Raynal's 1929 Modern French Painters, which 

features a two-page commentary on Soutine focusing on biography and carrying out brief 

formal analysis; Artist Quarter, Reminiscences of Montmartre and Montparnasse in the First 

Two Decades of the Twentieth Century (1941) by Charles Douglas, which is an invaluable 

resource for information on Soutine's dealers and anecdotal information around the time of 

his rise to fame; similarly, Michel Georges-Michel's (painter, journalist and novelist) 

Peintres et Sculpteurs Jai Connus, 1909-1942 (1942) is a rich source of detail relating to the 

connections between Soutine, Zborowski, Guillaume and Barnes; and Rosamund Frost's 

Contemporary Art: the March of Art from Cezanne Until Now (1942) in which Soutine is 

dedicated a brief paragraph explaining the formal characteristics of his painting. 8 

Publications on Soutine appearing during his lifetime were of a particular nature and shared a 

common focus -a combination of scholarly art historical writing and the testimony of 

individuals who knew or worked with him; the main areas of focus were the artist's 

biography, his style and, to a lesser degree, his sources of inspiration. These texts offer less in 

the way of art historical analysis but can provide useful biographical material relating to 

47 Albert Barnes, The Art in Painting, p. 375. 
48 Maurice Raynal, Modern French Painters, trans. by Ralph Roeder (New York: Brentano's, 1929), pp. 151- 
152; Charles Douglas, Artist Quarter, Reminiscences of Montmartre and Montparnasse in the First Two 
Decades of the Twentieth Century (London: Faber and Faber Limited, 1941), pp. 309-321; Michel Georges- 
Michel, Peintres et Sculpteurs Jai Connus, 1909-1942 (New York: Brentano's, 1942), pp. 180-190; and 
Rosamund Frost, The March ofArt From Cezanne Until Now (New York: Crown Publishers, 1942), p. 16. 
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Soutine's career, in particular his commercial activities and relationships with dealers. They 

have been deployed in this thesis for that purpose. 

Soutine's first retrospective exhibition in 1950, curated by Monroe Wheeler for 

MoMA, however, marks a change in the historiographical literature -a move away from 

personal testimony and brief scholarly analysis to monographs and lengthy exhibition 

catalogues, which take an in-depth look at Soutine's work for the first time. Wheeler's text, 

entitled simply Soutine, is a seminal intervention in the historiographical corpus for that 

reason: it is the earliest serious art historical text published on Soutine, and it attempts 

detailed scholarly analysis of his work for the first time in Soutine studies. In the context of 

this thesis, however, two particular aspects of Soutine make the work significant: the 

conclusions Wheeler draws about Soutine's stylistic development; and second, the 

observations he makes about Soutine's artistic sources. Questions about Soutine's style - 

how it can be characterised, how it developed over time and the reasons given for any 

apparent shifts - dominate Wheeler's text, which is written as a single but lengthy essay. 

Formal analysis of numerous paintings (those featured in the MoMA exhibition), lead the 

curator to establish a chronology of Soutine's style, which is based almost entirely upon 

events in Soutine's biography - where Soutine was painting, when he moved and the 

corresponding stylistic changes Wheeler is able to identify in the paintings. Using that 

framework, the critic creates a model of Soutine's stylistic development, dividing the oeuvre 

into various `periods'. Critical approaches to Soutine's style are mapped in detail in this 

chapter (including Wheeler's text) and therefore will not be outlined at this stage. However, it 

is important to recognise the seminality of Wheeler's approach, particularly because his 

model is repeated, and therefore validated, by most of his future colleagues in their 

contributions to the field. As mentioned previously, as well as interest in Soutine's style, 

since the first published text on Soutine writers have attempted to establish the nature of 
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Soutine's engagement with the art of the past and the precise sources at which that interest 

was directed. Wheeler takes the conjectural sources of influence suggested by his 

predecessors a step further by including paintings by Rembrandt, Chardin and Courbet (all of 

whom had been suggested previous to 1950) and juxtaposing them with Soutine paintings 

featured in the exhibition viewed as based on works by those past masters. Although he does 

not provide a great deal of detail about the connection between selected works, Wheeler does 

cement certain links further, also integrating them into his detailed analysis of style. 49 

After the publication of Wheeler's text, exhibition catalogues tend to dominate the 

historiographical corpus. This means that to a large extent, Soutine studies has been driven by 

exhibitions of his work since MoMA's key 1950 exhibition. A glance at Soutine's exhibition 

history (Appendix 1) demonstrates that he has been successful as an exhibition subject; 

exhibitions of his work have been hosted by some of the world's most prestigious art 

galleries and museums, curated by equally prominent art historians and critics. The 1960s 

was a particularly prolific decade in these terms. Art critic David Sylvester curated a major 

exhibition of Soutine's work with the Arts Council of Great Britain in 1963 (held at Tate 

Britain), and just a five years later, in 1968, Maurice Tuchman (who would go on to publish 

Soutine's catalogue raisonne in 1993) curated a retrospective exhibition at the Los Angeles 

Country Museum of Art. Both exhibitions published extensive catalogues with curators 

Sylvester and Tuchman authoring them. 50 The decade also saw the publication of Clement 

Greenberg's collected essays, Art and Culture (1961), which included a brief but seminal 

section on Soutine; Soutine's patron Marcellin Castaing co-authored a cross-genre text 

(sitting between an art historical analysis and memoir) with art historian Jean Leymarie, 

49 For example, see in particular: Monroe Wheeler, Soutine, pp. 88-91, in which he juxtaposes Soutine's The 
Siesta (c. 1934) [Fig. 41] with Courbet's Les Demoiselles aux Bords de la Seine [Fig. 42]; and Soutine's Woman 
Entering the Water (c. 1931) [Fig. 8] with Rembrandt's Woman Bathing in a Stream [Fig. 35]. Wheeler does 
not expand significantly on these connections, but they are examined in more detail by subsequent critics 
throughout the rest of the corpus. They are also discussed in detail in Chapter Two of this thesis. 
50 David Sylvester, Soutine 1893-1943; and Maurice Tuchman, Chaim Soutine 1893-1943. 
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Soutine, published in 1963; and artist and art historian Andrew Forge published a Soutine 

monograph in 1965 from his position as Head of Department of Fine Art at Goldsmiths' 

College, Londons' Part of the reason for the observable increase in publications on Soutine 

during this period lies in artistic trends and discourses underway in both America and the UK, 

the two locations from which nearly all the above 1960s interventions originate. In the case of 

Soutine's American critics, their interest in the artist was undoubtedly motivated, at least in 

part, by his work's openness to the abstract expressionist readings promoted by figures such 

as Greenberg. Greenberg's writings on Soutine are studied in detail in Chapter Two, which 

focuses on critical representation of Soutine's sources, an element of Soutine's art on which 

Greenberg comments in his brief essay. Similarly, David Sylvester's catalogue essay on 

Soutine can be read as a response to the status of post-war British art and to the artists he had 

chosen to champion in an effort to establish a British canon in London. Among these was 

Francis Bacon, who had been vocal about his creative indebtedness to Soutine's art. 52 Despite 

the differing climates in which both texts originated, they have a lot in common. Both 

Greenberg and Sylvester discuss Soutine's stylistic development, often in relation to the 

artist's relationship with tradition, i. e. the Old Masters, though each critic draws different 

conclusions about the success of that aspect of Soutine's production. Their source for earlier 

discussion of Soutine's style would undoubtedly have been Wheeler's 1950 essay, and both 

critics draw upon his conclusions - particularly with regards to the value he assigns particular 

`periods'. 

The next milestone in the historiographical corpus occurred in 1973, when the Musee 

de l'Orangerie held a large exhibition of Soutine works, including all those in Guillaume's 

s' Clement Greenberg, Art and Culture. Critical Essays (Boston: Beacon Press, 1961), pp. 115-119; Marcellin 
Castaing and Jean Leymarie, Soutine; and Andrew Forge, Soutine. 
52 See: James Hyman, The Battle for Realism. Figurative Art in Britain during the Cold War 1945-1960 (New 
Haven, London: Yale University Press, 2001) for a discussion of Sylvester's involvement in post-WWII British 
cultural politics. 
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collection (which is owned by the Orangerie). 53 This exhibition was the first major showing 

of Soutine's production in France since his death in 1943. Although the catalogue and the 

exhibition did not make significant strides in terms of art historical approaches to Soutine, the 

event is important because of its rarity in France, and because the collection provided insight 

into the extent of Guillaume's interest in Soutine as an artist. With the close of the 

Orangerie's exhibition, however, Soutine studies experienced somewhat of a caesura - 

between 1974 and 1993 there were several medium-scale exhibitions of Soutine's work in 

Germany (1981-1982), New York (1983-1984) and again in France (1989), but these tended 

to be sporadic with little impact beyond their exhibition time. 54 1993, however, saw the 

appearance of Soutine's catalogue raisonne, a co-authored volume complete with high quality 

colour reproductions, provenances, historiographical references and academic essays. By the 

time of its publication the catalogue was sorely needed and it provided an opportunity to 

break free of some of the trends in approach that had become so established. By its very 

nature, the catalogue should be considered a seminal intervention in Soutine studies and 

remains to date the most comprehensive source of information on the artist. However, as will 

become clear during the course of this chapter, the volume offers little fresh insight into 

Soutine's art in terms of areas of focus - Soutine's works are still discussed in stylistic 

periods and established modes of thinking about his relationship with the art of the past 

remain intact (though perhaps with the exception of Esti Dunow's contributing essay, 

`Rethinking Soutine', which does attempt to address some of the assumptions critics have 

made about Soutine in the past). 55 

53 Jean Leymarie, Soutine. 
sa Westfalisches Museum fur Kunst und Kulturgeschichte and the Kunsthalle Tübingen, Munich (96 works); 
Galleri Bellman, New York (44 works); and Musee de Chartres (78 works). the Westfälisches Museum and the 
Musee de Chartres published corresponding exhibition catalogues: Ernst-Gerhard Güse (ed. ), Chaim Soutine 
1893-1943, exhib. cat. (Arts Council of Great Britain, 1993); and Jean Leymarie, Soutine. 
55 Esti Dunow, `Rethinking Soutine', in: Maurice Tuchman et. al., Soutine, pp. 57-63. 
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The late 1990s saw the publication of another influential text and an important 

exhibition of Soutine's painting. Held at the Jewish Museum in 1998, Chaim Soutine was 

curated by high-profile art historians Norman L. Kleeblatt and Kenneth Silver and displayed 

fifty-eight paintings by Soutine. 56 Although not the largest exhibition of Soutine's work to 

have taken place, its accompanying catalogue, Chaim Soutine, seeks to find new answers to 

some of the oldest questions in Soutine studies. Contributors to the volume, in addition to 

Kleeblatt and Silver, are art historians Romy Golan, Donald Kuspit and Colette Giraudon. 

With an obvious leaning towards Jewish aspects potentially identifiable of Soutine's art, the 

catalogue contains diverse essays, including the first technical study of Soutine's paintings 

using infrared and x-ray technology; 57 and Kenneth Silver's attempts to place Soutine within 

the historical context of interwar Paris. 58 This publication is the first to reconsider how 

Soutine's art has been discussed previous to its appearance, with Dunow a particularly key 

voice in that debate. 

Following the Jewish Museum show, a full decade passes until another work on 

Soutine was published, namely the exhibition catalogue already discussed in detail by art 

historian Marc Restellini for the Pinacotheque de Paris in 2008. The reasons for the 

importance, and disappointment, of that exhibition and have already been covered in detail: 

its failure to address new areas of Soutine's work, or to expand originally on established 

patterns of engagement is one of its particularly striking features. Along with this publication, 

the Kunstmuseum Basel staged a solo exhibition of Soutine's work, which showcased works 

by Soutine owned by the Swiss collector Karl Im Obserteg and also produced a catalogue for 

56 Norman L. Kleeblatt, and Kenneth E. Silver, An Expressionist in Paris. 
s' Ellen Pratt, `Soutine Beneath the Surface: A Technical Study of His Painting', in: Norman L. Kleeblatt and 
Kenneth E. Silver, An Expressionist in Paris, pp. 119-135. 
38 ̀Where Soutine Belongs: His Art and Critical Reception in Paris Between the Wars', in: Norman L. Kleeblatt 
and Kenneth Silver (eds. ), An Expressionist in Paris, pp. 19-40. 
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the occasion. 59 More recent publications such as this continue to focus on previously 

researched aspects of Soutine's art, particularly foregrounding Soutine's biography. The 

remainder of this chapter will map approaches to Soutine's stylistic development and the 

following chapter will consider critical understanding of Soutine's choice and deployment of 

previous artistic models. Continuing perpetuation of established approaches makes it clear 

that Soutine studies now requires new questions and scholarly focus on different areas of 

Soutine's painting. That task will begin in this chapter by charting Soutine's commercial 

development - his relationship with dealers, his exhibitions, sales and patrons; and it will 

continue by conducting a fuller investigation of Soutine's sources and an analysis of his 

popular reception. 

II Soutine's Style 

This chapter has so far concentrated on stories of Chaim Soutine himself, of the man, the 

artist and his biographies. Within Soutine studies can also be found various narratives of his 

work: how this large body of work can be organised; which stylistic developments and 

patterns can be identified; and why he chose to work in `traditional' genres (still life, 

landscape and portraiture). The latter question relates to a debate in Soutine studies about the 

artist's sources and the complex relationship between tradition and originality central to his 

work; that debate will form the focus of the next chapter. What follows here will concentrate 

on mapping and unpacking critical approaches to Soutine's oeuvre. Specifically, it will 

identify, summarise and disentangle narratives of Soutine's stylistic development - what 

59 Sophie Krebs, Henriette Mentha and Nina Zimmer, Soutine und die Moderne, exhib. cat. (Basel: DuMont, 
2008). 
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critics say about how Soutine's style changed over time and the reasons they give for those 

changes. 

With the exception of a brief article by Esti Dunow in 1998 which addresses critical 

opinion on Soutine's `late' works, previous critical treatment of Soutine's style has not 

received serious scholarly attention. There could be several reasons for this omission, the 

main one probably being that arguments for stylistic change tend to conflate and get confused 

over time and they are thus difficult to map, even though their impact on Soutine's reception 

is very real - some works and stylistic `periods' are considered `better' than others, some 

have been exposed to very limited readings and some have been ignored altogether. Poussin 

is an example of an artist whose works have been strictly categorised, so much so that each 

painting has to be entered into a strict timeline in order for it to make sense. Similarly, 

stylistic `periods' have been established to correspond with very specific events in Soutine's 

life, for example a change in location of residence, and to more generic periods of his 

biography - arrival in Paris and the `start' of his painterly career, a period of blossoming and 

discovery by wealthy dealers and the final relocation to Paris before exile and eventual death. 

The issues raised here are perhaps the inevitable outcome of engaging with a single artist and 

a large body of works, and they are by no means exclusive to Soutine. A standard pattern in 

artist's biographies sees the early works as experimental and lacking in technical 

accomplishment, until the artist `finds himself during a middle to later period when his work 

displays a corresponding mastery of medium. Accordingly, the later works are either viewed 

as representing the very height of the artist's career, the most formally and stylistically 

resolved, or they are seen as evidence that the artist is dwindling, not quite as on top of his 

game as he previously was. Sometimes, this model can take such a strong hold that all works 

by a single artist must be slotted into such biographical periods in order to be understood. 

Works under scrutiny in forthcoming chapters have previously been subject to critical 
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stylistic classification and valuation, and therefore an awareness of those frameworks and 

their impact is essential to this and any future study of Soutine's work. Proving or disproving 

their `truthfulness' is not the purpose of this, or subsequent chapters, however. Rather, 

understanding and unpacking critical notions of Soutine's style is the aim of the following 

analyses. Subsequent chapters will go on to examine issues spanning the entirety of Soutine's 

oeuvre and therefore sidestep any intention to classify or (de)value works stylistically or 

according to date or location. Were the task of establishing the veracity of critical conclusions 

about Soutine's style undertaken, however, the results would possibly run in their favour to a 

certain extent - some of the more detailed formal analyses by critics are convincing - but 

would also call for more balanced answers to new sets of questions about Soutine's style and 

would demand less reliance on biographical or anecdotal material. 

i. Locations 

Although Monroe Wheeler's seminal 1950 MoMA catalogue is the first critical intervention 

openly to discuss Soutine's works in relation to stylistic `periods', it appears that concerns 

about Soutine's style were present as early as 1943. In a letter to Georges Keller dated that 

year, Albert Barnes offers the gallery associate some curatorial advice for his forthcoming 

exhibition at Bignou Gallery in New York which included eighteen Soutine paintings: 

"perhaps it would be well not to date the pictures because they are all early and people might 

think that they are not representative of a later period which they may believe to be better". 60 

In other words, since Soutine's later paintings are considered ̀ better' than the earlier ones it 

would be wise to disguise the early dates of those in the exhibition. Barnes does not give 

6o Letter from Albert Barnes to Georges Keller of the Bignou Gallery, New York (2 March 1943). Barnes 
Foundation Archives, AR. ABC. 1943.335. It has been difficult to establish which paintings were included in 
Keller's exhibition. Although there is an extant catalogue for the show, the titles used for the paintings featured 
do not correspond to those used at later dates and tend to be of a very general nature, such as The Haunted 
House, and the publication does not provide any reproductions. Perhaps Keller took Barnes's advice, as the 
catalogue does not feature dates for displayed works. 
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exact dates for `a later period' or `early' works, nor does he define what is meant by `better'. 

As will become clear, these particulars are added over time with each new critical 

intervention and by a number of critics, though those accounts have become confused over 

time. What is clear, however, is biography's place at the root of all narratives about the 

stylistic changes present in Soutine's work. This chapter has previously drawn attention to 

how events in Soutine's life have been indexed to support accounts of his expressionist 

persona, and in turn how those accounts have impacted the reception of his art. Here too, the 

artist's biography provides convenient chronological markers which act as natural indicators 

delineating stylistic categories. A brief recourse to Soutine's biography is necessary to outline 

these. 

After a three-year period of formal instruction at the Vilna School of Fine Arts, 

Soutine arrived in Paris and took up residence in the artists' commune, La Ruche. There he 

lived with fellow Vilna School artist Pincus Kremegne, but the residence had also at different 

times been home to Chagall and Amedeo Modigliani (with whom Soutine developed a close 

friendship). In the six years following his arrival in Paris, Soutine was said to have 

experienced high levels of poverty and hunger. Although times were undoubtedly hard, it is 

clear that he did produce work during these difficult years. If the catalogue raisonne 

chronology is correct, Soutine's earliest paintings date from c. 1915 and span all three genres 

in which he would continue to paint for the rest of his life: landscape, still life and portraiture. 

The catalogue raisonne divides paintings into these genres and presents works 

chronologically within each category. Where possible, a provenance, an exhibition history 

and bibliographical references are provided for each painting. Since Soutine did not date his 

works, the catalogue raisonne chronology, with its detailed provenance histories for most 

paintings, is therefore the most reliable, and in fact the only resource, for those wishing to 

establish when individual paintings were produced. However, it should be noted that the 
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dates assigned to Soutine's paintings in that publication are allocated solely by its authors 

using the following criteria: "except for the few cases in which a date appears inscribed on 

the canvas, we have assigned dates based on stylistic analysis of the painting and our 

interpretation of its place in the development of Soutine's oeuvre". 61 The titling of Soutine's 

works in the catalogue is a similarly complex process: 

Most of the titles of Soutine's paintings were not given to the works by the artist 
but were assigned by subsequent owners, dealers and critics. Usually the titles by 

which works have long been known are largely descriptive and straightforward. 

Occasionally, however, the titles assigned to particular works were inappropriate, 

misleading, or incorrect. In these instances we either retitled the paintings or 

simplified existing titles to descriptive terms. 62 

It is therefore clear that the titles of Soutine's paintings should be treated with caution and, 

where possible, not relied upon when attempting to make connections between works. 

However, within this thesis this issue only comes to the fore when discussion turns to several 

series of paintings in Chapters Two and Three. In those cases, their titles have been 

discounted and their grouping has been carried out using formal and stylistic criteria. 

Although he was not as prolific during his first stay in Paris (c. 1913-1919) as he 

would be in other locations, Soutine nevertheless painted a number of still lifes, landscapes 

and portraits at the beginning of his Parisian career. These works have received very little 

critical attention and are discussed only in relation to what they can reveal about Soutine's 

experience of poverty and hunger at this time or how they foretell the periods of greatness to 

come. Little mention of style or attempts at interpretation are made, perhaps because these 

works are overshadowed by those that followed during Soutine's next relocation, in 1919 to 

61 Maurice Tuchuran et. al., Chaim Soutine, p. 10. 
62 Maurice Tuchuran et. al., Chaim Soutine, p. 9. 
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the town of Ceret in the French Pyrenees. It is unclear what prompted this change of scene, 

but Soutine lived in Ceret between 1919 and 1922 and was prolific during those three years. 

He produced nearly two-hundred works, the majority being landscapes of the local area. His 

stay in Ceret has become known in the critical literature as the `Ceret period', and is the first 

stylistic shift to have been identified by critics and the first significant period of the artist's 

career. The dominant stylistic characteristics of the Ceret period have been identified as an 

extreme level of distortion of form and a tendency to the non-representational, sometimes 

bordering on abstraction. As Clement Greenberg put it in 1961, "the landscapes of this 

period, with their canted and skewed Jugenstil hills and houses, and their dark green, dark 

brown, tan-yellow cast [... ] do not stay in place the way they should". 63 It is also viewed as 

Soutine's most expressive period, and therefore the most `genuinely-Soutine' moment of the 

artist's career - as Esti Dunow explains, "the most expressionist means the most personal; the 

most personal is, furthermore, defined as the least touched by any outside mediating 

forces". 64 During discussion of this period, Soutine's expressionist persona often takes the 

foreground. However, outside influences were about to enter the artist's radar in the form of 

the art of the past, and critics warn that from here, at least in terms of Soutine's `natural' 

expressionism, it is mainly downhill. 65 

Returning to Paris only for a year between 1922 and 1923, Soutine again left the city 

for a more rural setting, this time Cagnes-sur-Mer on France's south coast. This relocation 

lasted for two years, from 1923 to 1925, and marks the next major `period' in the stylistic 

narrative. Landscapes are once again the focus of critical attention when explaining this 

stylistic shift, whereby Cagnes and Ceret landscapes are contrasted in terms of their formal 

63 Clement Greenberg, Art and Culture, p. 117. 
64 Esti Dunow, `Rethinking Soutine', pp. 60-61. 
65 See Chapter Two for a detailed historiography and subsequent discussion of this important element of 
Soutine's production. 
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qualities to outline the differences between them. Again, that difference is stylistic, as 

Tuchman explains: 

At Cagnes the palette becomes brighter and more luminous, due in part to the 

summer climate of the Midi. The mature Cagnes landscapes have an airy, 
buoyant, fairy tale quality. More often than not, a large view of the town, seen 
from above, typifies the Cagnes style. 66 

In searching for explanations for this shift - which undoubtedly occurs, but perhaps not as 

suddenly and completely as comments like these imply - critics have turned to Soutine's 

undisputed interest in the art of the past, and specifically in the Old Master paintings housed 

in the Louvre. 67 The reason for this is probably the increased figuration and naturalism of the 

Cagnes landscapes (at least in comparison to the almost abstracted forms of those featuring 

views of Ceret), a shift in Soutine's mode of representation which does occur around the time 

of his stay in the costal town and which has prompted critics to equate this development with 

Soutine's overt references to past motifs (seen as more traditional and structurally resolved). 

As Chapter Two will argue, Soutine's interest in the art of the past was not a sudden 

development, but rather a career-long project which took the form of targeted, purposeful 

engagements with selected artistic sources. In terms of Soutine's style, critics have implied 

that the artist used the more traditional methods of the past to impose formal structure on his 

own work, a structure seen as alien to the loose, spontaneous work of this essentially 

expressionist painter, or at least the one at work in Ceret. Whether or not this is true is less 

important than the expressionist persona critical descriptions of style key into - Soutine's 

indisputable collaboration with the art of the past, usually in the form of single motifs, has not 

been viewed in the historiographical literature as compatible with the notion of an 

66 Maurice Tuchman, ̀Chaim Soutine (1893-1943): Life and Work', in: Maurice Tuchman, et. al., Chaim 
Soutine, pp. 13-40. Here, p. 20. 
67 See Chapter Two for an in-depth analysis of Soutine's sources. 
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expressionist painter because the latter requires a pure spontaneity of practice, particularly of 

technique, not equated with the formally resolved, figurative and naturalistic nature of much 

past art. Clearly at work is also a Modernist rhetoric, which rejects the straightforward 

repetition of past practices, forms, themes and meanings in favour of their renewal, 

adaptation and reworking in contemporary terms. Once again, the belief that Soutine was 

merely `copying' from selected sources is founded in expressionist rhetoric, which in 

Soutine's case precludes the pre-execution planning necessary for the practice of Modernist 

renewal. Moreover, some critics who buy into Soutine's expressionist persona do so because 

they have their own agenda, more often than not bound up in the promotion of particular 

emerging artistic currents, principally Abstract Expressionism in the 1950s. Soutine in Ceret, 

apparently almost abstract, therefore fits more comfortably into their wider vision for the 

present and future of art. 68 

After living in Cagnes for two years, in 1925 Soutine returned permanently to Paris, 

only moving from there during occupation in the early 1940s when he relocated to Civry in 

the French countryside. In the years immediately after his 1925 return, Soutine produced 

some of his most celebrated works -a series of beef carcasses, among which Carcass of Beef 

(1925) [Fig. 2] is the most favoured. And yet it is at this point that things become somewhat 

woolly. Critics do not comment as often or as decidedly on `post-1925' style, instead 

choosing to celebrate individual works regarded as particularly accomplished. Carcass of 

Beef is one of those, as are numerous portrait works of the late 1920s and early 30s: Portrait 

of Madeleine Castaing (c. 1929) [Fig. 7], Woman Entering the Water (c. 1931) [Fig. 8] and a 

series of choirboy portraits, for example in Large Choir Boy (c. 1925) [Fig. 9]. Viewed to 

some extent as dilutions of Soutine's true vision (captured in the Cdret paintings), the 

remaining works produced post-1925 "tend to be undervalued and dismissed, seen as an 

68 See pp. 60-61 for a fuller discussion of this issue, particularly with regards to Monroe Wheeler's 
retrospective, which encouraged visitors to appreciate the formal and abstract characteristics of Soutine's art. 
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addenda of ambiguous significance to the more `characteristic' paintings of the late teens and 

twenties". 69 As Dunow further notes, analysis of these paintings has been hindered because 

so many of them are kept in private collections and because they actually represent a smaller 

part of Soutine's oeuvre, roughly one hundred paintings, than the Ceret or Cagnes paintings 

which total about four hundred. Both factors, with the additional `complication' of Soutine's 

continued and increasing interest in the art of the past, mean that post-1925 paintings have 

been neglected. In his advice to Georges Keller cited at the outset to this discussion, Barnes 

mentioned "a later period which they [critics or the general public] may believe to be 

better". 70 As will become clear, despite critical neglect of post-1925 works there does exist a 

duality in opinion on them. Although they are believed lessened in terms of expressive 

potency, they are nevertheless structurally harmonious, and therefore more formally 

successful according to some judgements. Perhaps it is to the latter conclusion that Barnes 

refers in his advice. Clement Greenberg, on occasion one of Soutine's most severe critics, 

damns with faint praise this long stretch of Soutine's career and confirms general belief in the 

valuable yet compromised nature of the `late' works: 

Perhaps he [Soutine] could not stand success. Or his original sense of frustration 

may have come, actually, from an inability to be revolutionary enough, to do 

enough violence to the given and sanctioned in the true interests of his 

temperament, and now that he was attaining greater success through greater self- 
denial the sense of frustration increased. 7' 

Greenberg laments what Soutine gave up - his expressionist methods - and equally the more 

traditional practice he adopted in order to achieve formal mastery. 

69 Esti Dunow, `The Late Works: Regression or Resolution', in: Norman Kleeblatt and Kenneth Silver, An 
Expressionist in Paris, pp. 136-149. Here, p. 137. 
70 Letter from Albert Barnes to Georges Keller of the Bignou Gallery, New York (2 March 1943). Barnes 
Foundation Archives, AR. ABC. 1943.335. 
71 Clement Greenberg, Art and Culture. Critical Essays, p. 119. 
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A biographical pattern emerges in the above: the early experimental but essentially 

unworthy pieces give way to a mid-career high-point when the artist `found himself', which 

in turn declines during his later years. As explained previously, this is a standard model of an 

artist's oeuvre, which is not unique to Soutine. Since Soutine was only fifty when he died, the 

implication that his artistic prowess waned during the last years of his life because he was 

getting old and/or perhaps unfashionable, is obviously problematic. The following will map 

the abovementioned ̀periods' in detail, how each is discussed and judged in the 

historiographical corpus, and the corresponding shifts in reception of Soutine's work. Key 

critical interventions will be selected for this purpose in order to give an overview of critical 

thinking in this area and also to demonstrate how accounts of Soutine's changing style merge 

and build upon each other over time. 

ii. The Early Works (1915-1919) 

Fig. 10 is a landscape painted by Soutine around 1917. One of Soutine's earliest landscapes, 

it has not been discussed by critics at any point. Entitled simply Houses, it features three 

Parisian houses as its main motif accompanied by a road and possibly a ditch or slope in the 

foreground. The palette is noticeably dominated by earthy colours - reds, browns and orange 

- but the scene is nevertheless relatively naturistically rendered. It is difficult to say if this 

landscape is `typical' of the pre-Ceret period, however. A glance at the circa thirty landscapes 

Soutine produced between 1915 and 1919 will confirm that there is no common motif - the 

settings are both urban and rural - nor is there a dominant palette. This diversity may seem to 

confirm that this was an experimental period in Soutine's career, a time when he tested 

various methods of representation, different colours and changing scenes. However, there 

does appear to have been a level of consistency in Soutine's method of representation, 

whereby his scenes are both naturistically and figuratively rendered. As in Houses, Soutine's 
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motifs are clearly identifiable despite a level of distortion common to all his works, and 

although his use of colour and handling of paint indicates an undoubtedly modernist 

treatment of medium, the landscapes are naturalistic. The only critic to comment on these 

landscapes, and then only briefly, is Monroe Wheeler, who notes of Soutine's View of 

Montmartre (c. 1919) [Fig. 11]: "one of his first notable landscapes is the View of 

Montmartre, evocative and strong, with its pagoda-like buildings. The trees show the first use 

of the fine dense emerald-greens that, no less scarlet and mother-of-pearl, were to become 

synonymous with his name". 72 Thus the early landscapes are deemed valuable only in their 

stirrings of future greatness, which dominant critical opinion tells us was soon to express 

itself most purely in the Ceret landscapes to follow. 

Critics have been more willing to comment on Soutine's early still lifes than on his 

early landscapes. His earliest still life scenes display diversity of subject equal to that found 

in his landscape painting, though perhaps less variation in palette. Perhaps critics have found 

a voice here because the still lifes are often cited in reference to the Carcass paintings of the 

mid-1925 - as will be discussed shortly, critics have identified a linear formal development in 

Soutine's oeuvre, which sees the multi-motif still life of the early period increasingly give 

way to the single-motif compositions of the mid-20s, as typified in Carcass of Beef. Still Life 

with Pipe (c. 1916) [Fig. 12] is an example of Soutine's earliest still life paintings. The 

tabletop scene is filled with familiar trappings of the still life genre - domestic items such as 

glasses and cutlery, along with foodstuffs - but it lacks the usual sumptuousness and 

opulence often characterising the still life tradition represented by artists like Willem Kalf 

(1619-1693) or Chardin. Early works like Still Life with Pipe, and their relationship to the 

European still life tradition, will form the focus of the next chapter. Amongst the few critics 

to give them some attention, however, is Monroe Wheeler, but then only to write them off as 

72 Monroe Wheeler, Soutine, p. 46. 
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experiments of little artistic worth: "all are simply youthful Parisian work, not for all their 

vigour indicative of a very forceful temperament or great spirit of innovation". 73 Equally, 

Maurice Tuchman focuses not on the stylistic features of the early still lifes, but rather on 

what they reveal about Soutine's attitude to food: "the foods that Soutine painted with such 

concentration - meat, fowl, fish - were the very foods prohibited to him". 74 

Equally little scholarly attention has been given to Soutine's early portrait works, 

which include two self-portraits (two of only four in total) and are among the earliest known 

paintings by Soutine. 75 The unfinished Young Woman (c. 1915) [Fig. 13] holds the distinction 

of being the earliest extant work by the artist. The subject is seated in a chair (a career-long 

format for Soutine's portraiture work) and looks directly at the viewer. Her face is the most 

detailed and complete part of this portrait and exhibits a high attention to naturalistic detail. 

There has been no critical comment on this painting, and very little on the portraits produced 

before 1919, with the exception of Soutine's two self-portraits. Arguments about Soutine's 

style thus rely entirely on the post-1919 oeuvre for primary material, and particularly on 

landscape painting. Somewhat problematic, this fact potentially impacts the veracity of those 

arguments, since they do not take into account all Soutine's work. Furthermore, this fact 

combined with a lack of scholarly interest in portraits produced during the landscape- 

dominated Ceret and Cagnes periods, means the only portraits to receive serious- critical 

attention are those dating from the post-Cagnes period. 

At this point it is useful to consider Soutine's portrait work in more detail because his 

paintings in that genre may raise questions about their nature as portraits, as to whether or not 

they can be considered portraits in the most traditional sense. The vast majority of Soutine's 

portraits depict single sitters (with the exception of four late mother-and-child portraits), 

73 Monroe Wheeler, Soutine, p. 46. 
74 Maurice Tuchman et. al., Chaim Soutine, p. 339. 
's Avigdor Poseq discusses Soutine's self-portraits in his article `On Ugliness, Jewishness and Soutine's Self- 
Portraits' (Konsthistorik Tidskrift, Vol. 63. No. 1 (1994), pp. 31-52). 
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shown either standing or sitting, in half- or three-quarter-length format and set against a non- 

descript and monochrome background. With the exception of a single early canvas - Young 

Woman in a Rocking Chair (c. 1916) [Fig. 14] - no context of a setting or location is 

provided and the only accompanying accessory is a chair (which features with notable 

regularity). All sitters look directly at the viewer, aside from an early series of profile 

portraits and several compositions featuring sitters at a three-quarter angle. Aside from an 

early series of portraits known as the Praying Man series which feature a single male figure 

at prayer, Soutine's subjects do not engage in any action or activity. Soutine's models are 

also extremely varied and include boys, men, girls, women, other artists, patrons, celebrities, 

priests, choirboys, pastry chefs, maids, mothers and grandmothers. Soutine painted only four 

self-portraits during his lifetime: Self-Portrait by Curtain (c. 1917) [Fig. 15], Self-Portrait 

with Beard (c. 1917) [Fig. 16], Self-Portrait (c. 1918) [Fig. 17] and Grotesque (c. 1922-1923) 

[Fig. 18]. The latter work has only recently been accepted as a self-portrait. 76 Two of these, 

Self-Portrait by Curtain and Grotesque, are three-quarter length, while Self-Portrait with 

Beard and Self-Portrait are bust-format. In each, the artist looks out of the image directly at 

the viewer. Although critics have argued that Soutine's work in portraiture responds to a 

series of stylistic developments occurring in other genres - specifically the change from the 

`Ceret style' to the `Cagnes style' - certain features nevertheless remain constant: a single 

sitter, a general pose (frontal, canvas-centre, interlocked hands also centrally placed, sitting or 

standing) and a fairly nondescript background. A relatively small number of Soutine's 

portraits depict named individuals: The Cellist (Serevitsch) (c. 1916) [Fig. 19], Portrait of the 

Sculptor, Oscar Miestchaninoff (c. 1923-1924) [Fig. 20], Portrait of Maria Lani (two works, 

both 1929) [Fig. 21 and 22] and Portrait of Madeleine Castaing of which there are three 

works, the most famous shown in Fig. 7. The latter Castaing portrait has been the most 

76 Marc Restellini, Soutine, p. 128. 
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celebrated. On these occasions it seems Soutine was commissioned to paint Castaing, 

Miestchaninoff and Serevitsch, with the resulting portraits instantly entering those 

individuals' personal collections. 77 Other portraits represent named individuals, but were 

initially purchased by dealers, particularly Leopold Zborowski and Paul Guillaume, upon 

completion, for example the several portraits of Maria Lani, a favourite model amongst early- 

twentieth century Parisian artists (she was also painted by Bonnard, Derain and Bosshard). 

The remaining portraits feature unnamed individuals solely identified by their profession - 

e. g. pastry chefs, bell boys and choir boys - or simply by an item of their clothing, e. g. 

Woman in Red Dress. These relatively neutral descriptions do not give much away, and they 

certainly do not allow us to read Soutine's portraits in a conventional way, i. e. by likeness to 

a named individual or by identifying attributes relating to a known sitter. Our readings are 

restricted, even stripped down to basics: gender, age and, at times, profession. By preserving 

the sitter's anonymity and disallowing readings reliant on individual identity, Soutine's 

portraits of the working classes, men, women and children thus begin to destabilise the notion 

of portraiture as it is often encountered. This effect is compounded by a lack of context in 

Soutine's portraits, for example the choir boy portraits do not feature a church setting. In 

spite of these disruptions, however, any debate over the nature Soutine's portrait works as 

`portraits' is simultaneously deemed unnecessary by Soutine's compliance with that genre's 

iconographic and visual conventions: a central, single sitter painted from life in a studio 

setting; traditional half and three-quarter-length formats; and conventional profile or frontal 

views. Thus Soutine deliberately pushes at the boundaries of some of art history's most rigid 

77 According to the Soutine catalogue raisonn8, The Cellist, painted in c. 1916, immediately entered the 
collection of M. Serevitsch in Paris, until it was bought by Zborowski and sold to Jonas Netter (Paris) in 1930; 
Portrait of the Sculptor Oscar Miestchaninoff (c. 1923-1924) similarly entered that artist's collection after 
completion, where it remained until it was loaned to the Centre Georges Pompidou (Paris) in 1972. The painting 
currently still resides in that institution. Portrait of Madeleine Castaing (c. 1929) also entered the Castaing 
ownership, until it was sold to Adelaide Milton de Groot (New York) in 1936. A second Portrait of Madeleine 
Castaing (c. 1929) also entered the Castaing collection on completion. Both portraits of Maria Lani and the third 
Castaing portrait entered private collections, either directly or via Paul Guillaume. 
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definitions of the Portrait (likeness and mimesis) while also conforming to others 

(representational conventions). At most, therefore, definitions of Soutine's portraits may be 

stretched to `studies' of Paris's working class and men, women and children, but since 

Soutine does not provide any context for his portraits, or elements that would pass comment 

on those demographics, they inevitably still fall within the scope of portraiture, even if 

situated extremely on that scale. Within the context of this thesis, they will therefore be 

understood as portraits, although their potential to destabilise the iconographical conventions 

of the portrait genre will also be kept in mind when discussing them. 78 

Clearly, there is scope for an in-depth analysis of this bulk of early material, which to 

date has been noticeably overlooked in favour of other works supporting dominant narratives 

of Soutine's oeuvre and style. Future work in Soutine studies may attempt such a study, and 

very much to the benefit of this artist's reception, even if renewed scrutiny confirms current 

belief in the experimental nature and reduced importance of these works. Within the remit of 

this chapter, however, it is important to note the reliance of current scholarly opinion on a 

selective and exclusive part of a much larger oeuvre, a trend ultimately brought about by 

privileging stories about Soutine's expressionist persona - this is not to suggest that critics' 

conclusions about Soutine's earliest works are `incorrect', but rather that the early works are 

not `expressionist enough' to fit comfortably into accounts which view the artist as seizing on 

his true medium around the time of 1919, during the so-called Ceret period. 

iii. The Ceret Period (1919-1922) 

Fig. 1 is a 1920/21 landscape by Soutine entitled Landscape at Ceret currently owned by Tate 

and until recently on display in Tate Modem. It is interesting to note Tate's description of the 

78 Similarly, Soutine's still lifes also call into question their nature as works comfortably sitting within the 
iconographical conventions of that genre, most significantly by their reductive presentation of represented 
scenes. This issue will be discussed in detail in Chapter Two, which asks how Soutine's still lifes fit into a genre 
traditionally known for sumptuous banquet scenes, particularly as represented in the French tradition by 
Chardin. 
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painting, which accompanies the work when it is on display: "Soutine's handling of paint 

conveys an agitated, frenetic quality, suggesting a confrontation with the earthy forces of 

nature. The town reels under the painter's energy and appears to rear up over us". 79 

Vocabulary choices like "confrontation" and "energy" emphasise the physicality of Soutine's 

working methods, and adjectives such as "agitated" and "frenetic" describe states of mind 

seen to be expressed in Soutine's handling of the paint. These are typical readings of the 

Ceret works, as Esti Dunow explains: "the Ceret paintings have been considered the most 

expressionistic in their tumultuous frenzy and hence the least restrained by structural 

considerations. They have been seen as the most intensely personal and authentic 

manifestations of Soutine's natural powers". 80 In choosing to read the landscape in expressive 

terms, Tate does not depart from overwhelming critical trends, both in this description and 

also in its decision to represent Soutine via his landscapes. The museum owns two further 

Soutines, both of them landscapes and both from the Cagnes period: The Road up the Hill 

(Vence) (c. 1924) and Cagnes Landscape with Tree (c. 1925-1926). In the Tate collection, 

then, Soutine is entirely represented by his landscape production, probably reflecting the 

dominance of that genre in critical discussion. 

Soutine's stay in Ceret is a biographical point of reference, a change of location which 

in the minds of critics also signals a change in the artist's style - the time during which 

Soutine found his `true self and when he was unrestrained by the compositional 

preoccupations of his later career. As Andrew Forge explains: 

"Current on 21.10.09: www. tate. org. uk, accessed 21.10.09. Clearly, internet descriptions / gallery labels 

operate differently to other sources because they address different audiences, and this fact should be taken into 

account when calling upon them in the way analysis does here. However, they can nevertheless provide valid 
and important insight into how a particular artist / their oeuvre is currently received and presented to a public 
audience. This is a particularly significant aspect to consider in relation to Soutine because Tate Modern's 

collection of his work (which admittedly only comprises three paintings) is the first, and most comprehensive, 
port of call to anyone interested in accessing his work in the UK. Information provided on him by Tate, such as 
that quoted above, is therefore `on the front line' of Soutine studies as contributed to by British art institutions. 
80 Esti Dunow, `Rethinking Soutine', p. 60. 
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Although he later turned his back on these pictures [produced in Ceret], rejecting 

their implications, they are among his most important works. They are certainly 
his most original from a stylistic point of view, and one can't help thinking that 

much of the content of his later work was first grasped at Ceret. 81 

However, critical appreciation of the Ceret landscapes' expressive excellence was not always 

evident. In fact, they were once disliked, a trend in thinking to which Barnes alludes in his 

comments at the opening to this discussion: "perhaps it would be well not to date the pictures 

because they are all early". A review of the critical literature before 1950, i. e. before Monroe 

Wheeler's seminal catalogue and Soutine's first retrospective, suggests that the Ceret works 

were indeed treated scathingly by critics, even ignored. Maurice Raynal, for example, 

comments rather disparagingly on Soutine's Ceret landscapes in his 1929 survey of Modern 

French Painters: "the subject is flung on the canvas any which way; it might as easily have 

landed beside as on it, or at least in one of its corners, as very often it does [... ] All those 

distorted, devastated, un-axed landscapes, all those appalling, inhuman figures, treated like a 

stew of unheard-of colours". 82 Wheeler addresses and attempts to reinvent critical opinion on 

the Ceret landscapes in his 1950 catalogue, which stands out as one of the most influential 

texts to be published on Soutine in the historiographical corpus: "one reason the Ceret 

paintings have gone relatively unnoticed and disliked is that they are rarely seen (Soutine did 

destroy a great many of them) and in black and white reproduction they are almost 

indecipherable". 83 After drawing attention to the Ceret paintings' sceptical reception, the 

critic leads by example explaining how they should be read in future: 

81 Andrew Forge, Soutine, p. 15. 
82 Maurice Raynal, Modern French Painters, p. 152. There is not a great deal of critical comment on Soutine's 
Ceret works pre-Wheeler (i. e. pre-1950), perhaps because the opportunities to gain an overview of Soutine's 
oeuvre had been seldom, and critics had therefore not yet developed a sense of how Soutine's style developed 
throughout his career. 
83 Monroe Wheeler, Soutine, p. 52. This extract is one of the few pre-1950s texts to deal specifically with the 
Cdret landscapes in isolation from other works. Others, such as Rosamund Frost's Contemporary Art (1942), 
makes more general observations about Soutine's style: his "forms are all blown out of proportion by his 
agitation of mind" (Rosamund Frost, The March of Art From Cdzanne Until Now, p. 16). It is therefore difficult 
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It was a period of despair, but teeming with accomplishment. [... ] Certainly one 

of the finest of the Ceret group is the large upright Gnarled Trees with its magical 
fusing of autumnal reds, greens and yellows. In it there is only one of the sloping 

architectural patterns; the rest is hillside, bark, twig and bough, all leading 

upward under the houses with a wavering like flame. 84 

Wheeler's focus on the Ceret paintings' formal aspects certainly takes hold in future 

criticism, as does his distinctly expressionist interpretation of those elements. Indeed, one of 

Soutine's most well known and influential critics, David Sylvester, uses the Tate landscape 

mentioned above to illustrate how Soutine's particular brand of expression works, again by 

reading formal elements - its colour, composition, lines - as physical markers 

communicating the artist's state of mind, and as evoking similar feelings in the viewer. In his 

1963 catalogue accompanying his own 1963 Arts Council of Great Britain Soutine 

retrospective, Sylvester writes of Landscape at Ceret: 

Our awareness cuts through objects. It responds to rhythms, to an interplay of 

forces. To the opposition, for example, on the left-hand side of the picture, 
between the hectic downward-rushing movement of the two pyramids (the house 

and the hill) one of which rises out of and above the other. As it reaches the upper 

apex, goes over the top, this striving motion suddenly explodes into a paroxysm of 

movement and counter-movement. 85 

Here Sylvester focuses on the presence of "rhythms" in the work, their controlling effect on 

the turbulence of the image and the appearance of "forces" that draw viewer attention and 

exert influence upon viewer response, rendering recognition of objects in the image 

to gain much insight into how Soutine's C6ret paintings were received pre-1950, a fact compounded by the lack 
of extant catalogues pertaining to exhibitions held during Soutine's lifetime. 
84 Monroe Wheeler, Soutine, pp. 52-56. 
85 David Sylvester, Soutine, p. S. Sylvester's essay offers a highly detailed formal analysis of Soutine's C6ret 
style and can be considered formative in the establishment of the kind of periodisation under discussion. 
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unnecessary. Sylvester's argument is actually quite compelling, even convincing at this stage, 

and its potential merits should be acknowledged. Sylvester also comments on the Tate 

landscape that "the picture is about action. It is no more a painting of mood than it is a visual 

painting: the emotions it expresses are the emotions that might accompany the actions it 

evokes". 86 Anecdotes about the physicality of Soutine's working methods include a 

particularly lively incident during which the artist was supposed to have dislocated his thumb 

while painting. Wheeler explains: 

As a rule it [Soutine's "way of working"] was in frenzied exaltation and fantastic 

forced effort. One day, furiously at work, he dislocated his thumb and could not 

explain how it happened. He kept his brushes immaculate, one for each nuance of 

colour and each magnitude of brush-stroke, beginning with about forty of them, 

and discarding them on the floor or the ground as fast as he used them. 87 

The link between Soutine's expressive persona, his lack of pre-execution planning and the 

expressive quality of the paint on his canvases is clearly apparent in the above accounts, and 

has existed since the earliest Soutine criticism. In his 1933 observations on Soutine (in a book 

primarily dedicated to Henri Matisse), Albert Barnes writes: "we feel about Soutine that at 

every moment he is in the thick of events, participating in all that is going on. Hence the 

power of his forms when all his emotions work together". 88 All these descriptions sound 

somewhat akin to those applied to the action painting concentrated in New York: as Norman 

Kleeblatt and Kenneth Silver acknowledge, "from the late 1930s, and extending into the 

period well after the artist's premature death in 1943, New York critical opinion was crucial 

to Soutine's reputation"; and more explicitly still, "Soutine in America was understood [... ] 

86 David Sylvester, Soutine, p. 8. Andrew Forge echoes Sylvester's conclusions here: "two characteristics 
dominate these pictures: their violent overall movement and their dense, compressed space" (Andrew Forge, 
Soutine, pp. 15-16). 
87 Monroe Wheeler, Soutine, p. 75. 
88 Albert Barnes and Violette de Mazia, The Art of Henri Matisse, p. 213. 
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as a prophet; [... ] as the herald of expressionist abstraction". 89 Specifically with regards to 

Wheeler's retrospective, Kleeblatt and Silver point out that the exhibition "urged viewers to 

look beyond the specific subjects of the paintings towards their pure, formal, abstract 

qualities". 90 Thus Wheeler's focus on the formal and abstract elements of Soutine's Ceret 

landscape, while using a vocabulary of action and movement, can also be seen in the larger 

context of the promotion of American abstract expressionism and its artists such as Jackson 

Pollock. 

It is clear from the above that Monroe Wheeler and David Sylvester are two key 

interventions in a historiography of Soutine's stylistic development and the stories critics 

choose to tell about it, and indeed it is first to Wheeler, and later to David Sylvester, that the 

credit for treating the `Ceret period' as a self-contained entity must go. In 1950, Wheeler's 

retrospective offered the opportunity to gain an overview of the Soutine oeuvre for the first 

time and it is therefore likely that the creation of stylistic categories as a means of accessing 

a large corpus was an inevitability at this stage. The dominance of the `Ceret narrative' 

within critical debate and what that exclusivity tells us about the way Soutine and his work 

are viewed is important. Choosing to tell one story instead of another should by now be a 

familiar pattern of engagement, and indeed the notion of a `more essential' Soutine at work 

in Ceret keys into earlier accounts of Soutine's expressive persona. But a further 

consequence of the dominance of this body of works in critical literature is that the Ceret 

landscapes have been privileged at the expense of other works. Although arguments for the 

excellence and value of the Ceret landscapes have, for the most part, some merit when 

accompanied by serious visual analysis, they inevitably place emphasis on a part of 

89 Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist in Paris, p. 15. 
90 Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist in Paris, p. 16. Andrew Forge also takes up this 
argument in the mid-1960s, stating: "more than any other painter of his generation he evokes abstract 
expressionism"; Forge then quotes painter Jack Tworkov claiming that it is the "impenetrability to logical 

analysis as far as his method is concerned, that quality of the surface which appears as if it had `happened' 

rather than as `made' which unexpectedly reminds us of the most original section of the new painting in this 
country [America]" (Andrew Forge, Soutine, p. 31). 
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Soutine's oeuvre that was actually not a career-long interest. Post-1924, Soutine's 

production in landscape lessened significantly. Although there are examples of landscapes 

from 1928,1929,1933,1935,1939 and 1942-1943, in fact the most consistent area of 

Soutine's production is portraiture - aside from brief hiatuses in 1928,1938 and 1941, 

Soutine produced portraits in every year of his career. This is not to suggest that Soutine's 

portrait work is `better' or more worthy of attention than his landscapes and still lifes, but 

rather to cite one example of how choosing to tell one narrative over another has impacted 

the reception of this particular artist's work. 

iv. The Cagnes Period (1923-1925) 

After just a year in Paris, Soutine moved to Cagnes-sur-Mer in Southern France in 1923, a 

relocation which lasted two years and which marks the next ̀ period' in the stylistic narrative. 

Maurice Tuchman describes the stylistic shift that he argues occurs while Soutine is in 

Cagnes, and which stands in contrast to the work he produced in Ceret: 

At Cagnes [... ] objects emerge as separate and distinct from one another. One can 

sense a parallel disentanglement and distancing on the part of Soutine. He is no 

longer totally immersed in the flow of sensation but able to step back and see it 

with greater objectivity. The brushstroke and paint are now directly related to the 

objects depicted. There is a correspondence between the actions evoked and the 

representation. Colours group into larger areas, each tied to the particular object 

being depicted. 91 

The reduced abstraction of the landscapes produced in Cagnes suggested by Tuchman is at 

the essence of the stylistic divide between Ceret and Cagnes, as presented by critics. The 

result is greater structural resolution in the paintings; as Tuchman puts it above, "he is no 

91 Maurice Tuchuran et. al., Chaim Soutine, p. 98. 
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longer totally immersed in the flow of sensation". In Wheeler's re-evaluation of the Ceret 

landscapes mentioned previously, the critic also immediately draws distinction between 

them and Soutine's Cagnes landscapes: "we can keep Soutine's several sets of landscapes 

apart in our minds: especially those of the Oriental Pyrenees and the Maritime Alps". 92 This 

moment of division is the first formulation in writing of the stylistic shift between Ceret and 

Cagnes, as it is conceived within this thesis. Historiographically, this periodisation occurs at 

a late stage relative to when the Ceret and Cagnes works were produced (between 1919 and 

1925). Prior to Wheeler's 1950 retrospective, stylistic division of the mode described here 

does not occur. From 1950 onwards, however, this division takes hold; it is elaborated upon 

by various critics over the course of time and is established within general critical 

consciousness. 

As a stylistic category, the Cagnes period and works seen as falling into it have not 

been awarded as much individual attention as the Ceret period. If anything, the Cagnes 

period is only significant in terms of its difference to the latter; all critics agree, however, 

that a difference exists, and that it is stylistic in nature. As in the development of the `Ceret 

period', Wheeler and Sylvester's writings are the most useful source to illustrate what 

critical accounts say about Soutine's stylistic change: "with their cool and separate colors 

and plenty of room allowed for the sky, they [the Cagnes landscapes] suggest a sudden 

personal happiness, as well as a change of scene and style". 93 Andrew Forge specifies the 

change in style, stating: "what happens now is that he [Soutine] begins to open the space out 

in his pictures, to allow for distance and perspective". 94 Wheeler and Forge sum up general 

opinion on the Cagnes paintings: a change in palate, compositional adjustments, and a 

stylistic shift representing (or responding to) a positive transformation of mental health. For 

Wheeler, paintings in this category dispense with "almost all the darkness and dynamics and 

92 Monroe Wheeler, Soutine, p. 52. 
93 Monroe Wheeler, Soutine, p. 65. 
94 Andrew Forge, Soutine, p. 18. 
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painted clusters of buildings", instead adopting "a sort of fairy-tale quality". 95 Wheeler's 

vocabulary becomes correspondingly more positive, and aesthetic descriptions such as 

"delicate" and "prettiness" begin to appear. Sylvester conforms to the positivity set out by 

his predecessor: "Cagnes style differs from Ceret style in that its rhythms are more 

curvilinear, less abrupt, and in that it opens, instead of asserts, the picture-plane". 96 

Undercutting this rhetoric of positivity, however, is Clement Greenberg, who first 

comments on Soutine's work during the 1950s. Greenberg's indebtedness to Wheeler's text is 

obvious - he too assigns more value to the Ceret works, but elaborates to a greater extent on 

the marked loss of meaning he finds in the Cagnes landscapes: "Soutine never recovered 

from the impact of the museum", a pity according to the critic, since "given his temperament 

and gifts, he might have fulfilled himself more largely had he accepted his originality more 

implicitly and let it lead him". 97 Here Greenberg refers implicitly to Soutine's interest in the 

art of the past, an interest which was articulated in Soutine's work throughout his career (as 

Chapter Two will argue). Greenberg, along with numerous other critics such as Sylvester, 

have viewed Soutine's "involvement with past painters and painting as diluting his original 

vision", as somehow giving up on his true inclination in order to achieve formal mastery of 

his medium. 98 This story of Soutine's development is rooted in two factors: biographical 

indexing of Soutine's well known habit of destroying his Ceret paintings and also of 

frequenting Paris's museums; and second, in the persistence of narratives about his 

expressionist persona. The former refers first to Soutine's iconoclastic tendencies, which are 

well documented, and which primarily relate to his Ceret paintings. Tuchman tells the story 

of how Soutine retrospectively destroyed canvases he produced in Ceret: 

's Monroe Wheeler, Soutine, p. 68. 
96 David Sylvester, Soutine, p. 10. 
97 Clement Greenberg, Art and Culture, p. 116. 
98 Esti Dunow, `The Late Works', p. 137. 
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He lacerated and destroyed many of his paintings with the same frenzy that 

attended their creation. Sometimes he would lay out a series of works on the 

floor, as if they were on exhibition, study them for hours and then seize and 

plunge it [a knife] into several works. [... ] Destroying his Ceret paintings became 

for Soutine an actual diversion, strangely entertaining to him, enjoyable like the 

savagery of the wrestling matches which he regularly attended. 99 

The artist's destruction of his own works certainly occurred, though we cannot be sure of the 

reason for this or its extent. As Tuchman presents it, however, each destruction was a 

cathartic and enjoyable act for Soutine, a supposition that keys once again into narratives of 

Soutine's expressionist personality as he strives regardless for perfection. However, Esti 

Dunow believes critics have viewed Soutine's iconoclasm as an admission of his change in 

stylistic priorities, his move from `pure' expression to harmonious composition, for which 

purpose he turned to the Old Masters he was known to have appreciated. As will become 

clear in Chapter Two, the nature of Soutine's use of past artistic models is more complex than 

the mere `borrowing' of compositional rules - they are tied up in contemporary cultural 

politics which demanded a rejection of anti-traditionalism in all its forms, including the 

experiments of Fauvism and Cubism in pre-First World War avant-garde practice. Later, 

critics like Greenberg called for a making new of the themes, forms and meanings in the 

work of contemporary artists of what had gone before; Greenberg did not reject the past (in 

fact he argued for its importance and persistence), but he did require artists to practice its 

renewal. Greenberg clearly did not consider Soutine as falling within that category, assigning 

him instead a kind of naivety that went hand-in-hand with Soutine's expressionism; this 

account of Soutine saw the artist's engagement with past sources as straightforward 

"Maurice Tuchuran, Chaim Soutine 1893-1943, p. 43. This iconoclasm is also documented by Soutine's patron, 
Madeleine Castaing, in her 1993 interview with Catherin Fisher. Fisher paraphrases: "Soutine would denounce 
the paintings he did at Caret and took great pleasure in destroying them" (Catherin Fisher, `The Secret of 
Soutine. An Interview with Madeleine Castaing', in: Apollo, Vol. 135, No. 360 (February 1992), pp. 94-98. 
Here p. 98). 
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borrowing and unfiltered copying. The change in style critics identify around the time of 

Soutine's stay in Cagnes is commonly attributed to this increased devotion to more traditional 

forms of representation, and Soutine's self-generated acts of iconoclasm are interpreted as 

testament to the sincerity and intensity of that new commitment. Thus the Cagnes paintings 

have been praised for looking more compositionally resolved, but criticised for the `new' 

approach to art they are taken to symbolise. Criticism has narrated Soutine's enthusiasm for 

the Old Masters as a double-edged sword, upon which he was ultimately to fall after his 

return to Paris. 

v. The Late Works (1925-1943) 

Unlike at the end of the `Ceret period', critics do not see an abrupt change of style after the 

`Cagnes period'; in fact, some do not see it having an end at all, but rather view it as simply 

petering out until Soutine's death in 1943. Monroe Wheeler is one of the first to comment on 

the final decade of Soutine's life (i. e. post-1930) and treat it as a self-contained period in the 

artist's career. Essentially, Wheeler writes it off, much in the same way as he does Soutine's 

earliest work: "most surprisingly and lamentably, his choice of subjects to paint sometimes 

seemed idle or thoughtless" with a "lack of emotion, listlessness or colourlessness, developed 

in some paintings and detracted from entire admiration". 100 As an explanation for this 

apparent degradation, Wheeler somewhat questionably posits that, "mastery meant easiness, 

and after life having been so difficult, and the pursuit of art so daemonic, perhaps his facility 

failed to interest him when he had it". '°' Here Wheeler suggests that Soutine became 

somehow too accomplished to paint in later life, was bored by his mastery of the medium and 

therefore either stopped working or became complacent. 

'°° Monroe Wheeler, Soutine, p. 100. 
101 Monroe Wheeler, Soutine p. 100. 
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Wheeler's account of Soutine's late works is one of the few interventions on the 

subject but it is problematic. The notion that Soutine became ̀ too good' to take interest in his 

painting seems unlikely. Strikingly little has been said about the paintings Soutine produced 

in his later career, with the majority of critics favouring accounts of Ceret or Cagnes. There 

could be several reasons for this trend: first, Soutine produced the bulk of his oeuvre during 

his stays away from Paris, and between 1919 and 1925. Critical trends could simply follow 

this pattern of production, which as it happens fits well into a biographical view of Soutine's 

oeuvre. Additionally, many of Soutine's latest works are in private collections (usually 

American) and are therefore difficult to access. It is difficult to imagine, however, that this 

alone would have precluded critical discussion of them, since the majority are available in 

reproduction. Third, the Ceret and Cagnes paintings are more comfortably slotted into 

narratives casting Soutine as an expressionist artist because associated claims of Soutine's 

spontaneity of technique and lack of pre-execution planning can be clearly indexed to some 

of the Ceret and Cagnes formal characteristics. For critics favouring expressionist narratives, 

Ceret and Cagnes have represented the most fertile ground for that kind of supporting visual 

analysis. Fourth, and relatedly, the lack of interest in the post-1925 works could also reflect 

critical narratives about Soutine's relationship with the art/artists of the past and the 

consequential formal shift identified in his work. As discussed above, this is viewed as a 

tempering of his `natural' expressive practice and, to some extent, as anti-Modernist. A great 

many critics therefore lose interest in Soutine's work after this stage. 

Those critics that have commented on the post-1925 paintings have not treated them 

as a self-contained body of works. In a move away from previous patterns of engagement, 

critics discuss individual works from this period in isolation. The works singled out for 

attention are either those considered to be of particular compositional merit (i. e. the most 

compositionally resolved) and displaying the highest level of formal mastery, or those clearly 
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referencing specific works of the past (though the two issues often go hand-in-hand). Carcass 

of Beef is an example of a `late' work that has received a great deal of critical attention, most 

of it positive. It is also a useful example with which to illustrate critical opinion of Soutine's 

use of past sources, and also to bring to the fore a framing technique employed by Soutine 

recurrently throughout this career. The following is an excerpt from the essay by Maurice 

Tuchman accompanying still lifes contained in the catalogue raisonne: 

It is in the great series of beef carcasses in the mid-1920s that the supremacy of 

the isolated motif, both pictorially and emotionally, is realised. The beefs were 

done ̀ after' Rembrandt's Beef Carcass of 1655 in the Louvre. Soutine eliminates 

Rembrandt's interior setting, or any suggestion of environment, and focuses on 

the meat itself. The image is isolated, centralised, given the spotlight. The meat is 

presented to us close-up; there is no distraction; it is heroic and imposing as well 

as a helpless victim of our inspection. '02 

This excerpt highlights Soutine's habit of isolating a motif originally contained in an 

individual artwork, in this case the flayed carcass in Rembrandt's Flayed Ox (1655) [Fig. 3], 

and then re-contextualising it as the single motif in his own work. In doing so, Soutine 

removes the motif from its original context and from the meaning it had within that 

environment, and renews it by framing it in his own compositions. The artworks from which 

Soutine selects motifs in this way are usually multi-subject compositions which provide a 

wider context for each compositional element. For example, Rembrandt's Flayed Ox also 

contains the context of an abattoir, in which the carcass is situated and within which it is also 

given meaning - that of a piece of meat prepared for consumption; it is also a deliberate 

102 Maurice Tuchuran et. al., `Still Lifes: Introduction', in: Maurice Tuchman et. al., Chaim Soutine, pp. 339- 
349. Here p. 340. David Sylvester also comments on Soutine's practice of increasingly focusing on individual 
motifs: "his still life subjects were at first quite wide in scope; he did table-tops with a variety of objects, he did 
several flower pieces. But by the time he was thirty he had defined his personal range of themes. [... ] His 
concentration on the dead creature intensified with time. [... ] In the period between 1922 and 1926, during 
which the majority of the still lifes were done, the dead creature, taking the centre of the stage [... ] is wholly 
isolated" (David Sylvester, Soutine, p. 5). 
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manipulation of the traditional still life subject of game laid out for inspection (and implied 

eventual consumption), within which tradition Flayed Ox comfortably sits. In Soutine's 

Carcass of Beef, however, the subject is entirely decontextualised and it is also magnified, as 

Tuchman and his colleagues note above. Soutine has isolated Rembrandt's motif, removed it 

from its original context and framed it within his own canvas, within the context of his own 

work, and the contemporary context of the 1920s Paris art scene. The potential new meanings 

provided by that relocation are the focus of Chapter Two. By working in this way, however, 

Soutine tells us something new about each motif; it is not a straightforward process of 

copying. The practice of providing new meanings to old motifs via the process of framing is 

widespread in Soutine's work and will be discussed in detail in the following two chapters, 

first in terms of what this process of framing can tell us about the nature of Soutine's use of 

past sources; second, about how it plays a central role in his engagement with the visual 

culture of Christianity (to date an unexplored but highly significant area of Soutine's work); 

and finally how it finds physical manifestation in the creation of actual `frames' within many 

of his canvases. The latter refers to a process (at this point speculative) in which Soutine 

creates a frame within the canvas surface by extending the canvas after completion and 

allowing the white primer to show through the crack in the paint created by that expansion. 

III Soutine and the Art Market 

Some of the stories that have been told about Soutine to date have already been mentioned: 

Soutine's eccentricity, his expressive and realist personae, his love of the Louvre and 

Rembrandt and the categorisation of his oeuvre. These narratives are all valid in some ways, 

but the implications of choosing to emphasise one over another have been made clear. The 

story of Soutine's place within the contemporary Parisian art market, of his `commercial 
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identity', already has its main characters in place, though some have been written in more 

fully than others. Soutine's sales and exhibition histories, however, form a significant part of 

the commercial narrative but have not been examined in detail to date, an omission this 

chapter will add for the first time. The following will tell the story of Soutine's commercial 

endeavours by calling upon those fragments already in place - Soutine's dealers and patrons 

- and by adding new essentials which have until now been excluded, specifically detailed 

sales and exhibition histories and interpretations. It is intended that introducing a new context 

in which to view Soutine's painting will counter those described already, particularly one that 

moves beyond the image of Soutine as a lone creative entirely governed by emotional 

impulse. 

i. The Characters 

Dealers Leopold Zborowski (1889-1932) and Paul Guillaume, American philanthropist 

Albert Barnes (1872-1951), and suave Parisian collectors Madeleine and Marcellin Castaing 

all feature in the story of Soutine's implication within the commercial structures around him 

- exhibitions, auction and private sales, contracts with dealers and commissions. 103 From 

'03 The main sources for Soutine's commercial activities (dealer connections, exhibitions, sales etc. ) are as 
follows: first, Guillaume's art journal, Les Arts a Paris, which ran from 1918 to 1935, carries information on 
exhibitions he organised and hosted, as well as informative articles on Soutine, Albert Barnes and the Barnes 
Foundation. This information will be highlighted throughout this section; Malcolm Gee, Dealers, Critics and 
Collectors of Modern Painting. Aspects of the Parisian Art Market between 1910 and 1920 (New York, 
London: Garland Publishing, 1981) is a thorough study of the Parisian art market between 1910 and 1920 and 
contains detailed sales figures for Soutine's canvases during and beyond this framework (as well as for other 
major artists of the period), it outlines artist-dealer connections, including the dynamics existing between 
Soutine, Zborowski and Guillaume and is an invaluable contribution to this field; Michel Georges-Michel's 
study, Peintres et Sculpteurs Jai Connus, 1909-1942, contains a chapter providing mainly biographical material 
relating to Soutine, Zborowski, George Bernheim, Barnes and Guillaume. Since this information is mainly 
anecdotal and descriptive in nature, it does not feature heavily in analysis here, but is a good starting point in 
any construction of chronology and biography relating to these figures. Gerald Rietlinger's comprehensive text 
The Economics of Taste. The Rise and Fall of the Picture Market 1760 - 1960 (New York, Chicago and San 
Francisco: Holt, Rinehart and Winston, 1961) provides a detailed account of the art market during this period, 
but its methodology is predominately empirical. Rend Gimpel's Diary of an Art Dealer (1963) provides useful, 
if anecdotal, information on Soutine's canvas prices, as well as on Zborowski and Soutine: Rend Gimpel, Diary 
of an Art Dealer (New York: Farrar, Strauss and Giroux, 1963). Finally, Susan Moore's brief article, `The Art 
Market', discusses the auction sales of portraits by Lucien Freud, Soutine and Max Beckmann at Sotheby's and 
Christie's in 2005: Susan Moore, `The Art Market', in: Apollo, No. 516 (February 2005), pp. 90-93. 
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each of these sources, sometimes simultaneously, Soutine received support, be it financial, 

emotional or practical (in terms of business connections). All critics agree upon this. These 

are the main presences in Soutine's commercial biography as it is conceived here, though 

there also existed friends, lovers and fellow artists whose roles should be acknowledged and 

examined in future work in this area. Of particular prominence is Soutine's close friendship 

with fellow painter Amedeo Modigliani (1884-1920), a relationship that is given particular 

importance in the critical literature for reasons of artistic collaboration and influence. Belief 

in a close friendship has been fuelled by Modigliani's portrait of Soutine painted in 1916.104 

a. Leopold Zborowski 

During the time he knew Soutine, Polish art dealer and poet Leopold Zborowski ran a 

financially viable art dealership at his gallery on the Rue de Seine (geographically on the Left 

Bank) between 1927 and 1932, Galerie Zborowski. los This establishment is no longer extant 

but its existence is testament to the success of the dealer's commercial enterprise and 

business acumen. Critical opinion places Zborowski at the centre of Soutine's commercial 

activities (those that have been acknowledged), perhaps because according to the story it was 

he who initially `discovered' Soutine and brought him to the attention of others: 

104 The following publications focus on Soutine's friendship with Modigliani and on Modigliani's professional 
connections within Montparnasse: William Fifield, Modigliani (New York: W. Morrow; 1976); Mason Klein 
(ed. ), Modigliani: Behind the Myth, exhib. cat. (New York: Jewish Museum; New Haven, London: Yale 
University Press, 2004); Jeffrey Meyers, `Modigliani and the Artists of Paris', in: Apollo, Vol. 164, No. 533 
(July 2006), pp. 26-33; Andrew Forge, Soutine, p. 8; and Alfred Werner, Amedeo Modigliani (London: Thames 
and Hudson, 1967). 
105 Very little information is available on this dealer. However, see the following for a detailed biography of 
Zborowski's early life in Paris: Charles Douglas, Artist Quarter, pp. 309-321. In terms of the dealer's 
connections with artists, this publication focuses mainly on his relationship with Modigliani. Gee's Dealers, 
Critics and Collectors of Modern Painting is another source for Zborowski's activities during his time as art 
dealer. Additionally, the catalogue associated with an exhibition of Soutine's work at the Fondation de 
I'Hermitage in Lausanne in 1994 offers biographical insight into the lives and careers of the $cole de Paris 
artists Modigliani, Utrillo and Soutine: Fondation de 1'Hermitage, Les Peintres de Zborowski: Modigliani, 
Utrillo, Soutine et leurs Amis (Lausanne: Fondation de I'Hermitage, 1994). 
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En 1915 il [Soutine] rencontre M. Zborowski boheme du negoce des arts et des 

lettres, curieuse figure qu'eüt aime Jean Lorrain et qui demeure une illustration 

vivante du Montparnasse actuel. A cette rencontre il devra de pouvoir subsister, 
de pon voir peindre. 106 

Indeed, there is a great deal of truth in the assertion that Zborowski played a key role in 

establishing Soutine professionally in interwar Paris and this is not in dispute. However, 

within this account of Soutine's commercial activities things are not so straightforward, for 

two reasons: first, Zborowski has been cast in more than one persona in the critical literature 

- he is not always presented as the competent gentleman dealer; and second, the resources 

upon which Soutine drew in order to establish himself and his art often conflated, working 

with, and sometimes against, one another simultaneously. Zborowski should not be written 

out, but his role can be reviewed in relation to several other factors and individuals. 

Critical representation of Zborowski's character - or his personality, to be more 

precise - has not cast the dealer in a particularly commercial light. Affectionate descriptions, 

such as that related by Wheeler below, create an altruistic, intellectual character, stressing his 

reflective and creative nature as a poet rather than foregrounding his identity as a 

businessman. They also emphasise the supportive, almost paternal nature of the affiliation 

between him and Soutine: 

Zborowski told of having visited him [Soutine] at this time, after having made him 

monthly payments for two years without receiving any pictures. He found scores 

of canvases stacked in a cupboard. Soutine admitted that he was in extreme need, 

poor health, and had not eaten for days. Zborowski hastened out to buy food. 107 

106 In 1915 he met Zborowski, a curious figure who likes Jean Lorrain and who is a living example of 
Montparnasse. Paul Guillaume, `Soutine', p. 5. 
107 Monroe Wheeler, Soutine, p. 52. 
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Narratives like these set Zborowski apart from the cut-throat world of the dealer and contrast 

him with his contemporaries such as Guillaume, who we know tended to maintain a 

professional distance from his clients and the creative world of the artist, remaining "very 

much the dealer". 108 Fig. 23 features a photograph of Soutine (picture-right) and Zborowski 

(left) sitting back-to-back in companionable silence. The dealer reads the paper, cane in hand, 

while the artist gazes contemplatively out of the image apparently lost once again in "the 

melancholy channels of his thought". 109 The physical closeness existing between the men - 

Soutine's shoulder rests against his dealer's arm - suggests a connection deeper than that 

usually formed within the dynamics of a business partnership. This is emphasised by their 

matching poses and pleasingly contrasting suits. Although the differing characters of the two 

men are made clear - Soutine, the artist, is absorbed in quiet contemplation, while Zborowski 

concerns himself with the world of business via his newspaper - that they sit together with 

such informality points at the critical understanding of their relationship mentioned above; 

Zborowski clearly does not believe in maintaining strict distance from his clients. In his 

published journal, art critic Charles Douglas reminisces about Zborowski in the following 

terms: "Zborowski was sober, long-suffering and gentle in the same degree that Modi 

[Amedeo Modigliani] was doped, drunken, irritable and violent. And, possibly because he 

was an intellectual, Zborowski was even more altruistic towards Modigliani and the other 

painter who formed his stable". "° This is not to suggest that he was not a `good' dealer, 

however; an aggressive business strategy and a competitive nature are not always 

prerequisites of dealership success, but it is important to recognise that casting Zborowski in 

a gentler light has implications: contrasting the dealer's patience and long-suffering nature 

with Modigliani's expressive, impulsive persona serves to emphasise the latter and implies 

pos Malcolm Gee, Dealers, Critics and Collectors of Modern Painting, p. 261. 
'°9 Monroe Wheeler, Soutine, p. 31. 
110 Charles Douglas, Artist Quarter, p. 309. 
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that the artist somehow resisted the economic success and professional recognition he 

undoubtedly experienced. 

As will become clear in the analysis of Soutine's sales and exhibition histories below, 

Soutine's success was facilitated by the international art market, structures, institutions and 

people in the commercial landscape of 1920s and 30s Paris, as well as connections beyond 

that environment. Despite Zborowski's undeniable financial (and critical) success, other 

accounts like that by Malcolm Gee in his analysis of the Parisian marketplace suggest that in 

reality the dealer "sold many paintings to [... ] dealers like Paul Guillaume who were better 

placed to exploit the growing success of Modigliani, Utrillo and Soutine". 111 In addition to 

Gee's implication that Zborowski did not have the international connections enjoyed by some 

of his colleagues necessary to the universal success of clients (specifically Guillaume), 

Zborowski's death in 1932, by which point he was bankrupt, a full decade before Soutine's, 

suggests there is space for additional accounts and characters who may have facilitated the 

level of success Soutine enjoyed for most of his career. 

b. Paul Guillaume 

"One of the most important figures in the Parisian art market", the art dealer-collector Paul 

Guillaume owned a gallery on the Right Bank around the Rue La Boetie. 112 A dealer in 

111 Malcolm Gee, Dealers, Critics and Collectors, p. 81. 
112 Malcolm Gee, Dealers, Critics and Collectors, p. 64. See also: Christopher Green, Art in France 1900-1940, 
p. 54. Writer Maurice Sachs describes Guillaume and his dealership interests briefly in: La Decade de I1llusion 
(Paris: Gallimard, 1950), pp. 46-48. More recently, Colette Giraudon has traced Soutine's connections with his 
dealers, albeit briefly, in her contribution to Kleeblatt and Silver's 1998 catalogue accompanying their 
exhibition at the Jewish Museum, `Collecting Soutine: The Artist and his Market' (Norman. L. Kleeblatt and 
Kenneth Silver, An Expressionist in Paris, pp. 87-95). In her essay, however, Giraudon does not privilege 
Guillaume's role, rather downplaying it as a connection that "remains mysterious" (p. 91). Paul Guillaume's 
collection has been housed in the Musee de 1'Orangerie (Paris) since 1984, where it currently remains. Detailed 
discussion of Guillaume's collection can be found on pp. 127 to 130 of this thesis. A 1993 publication entitled 
Les Ecrits de Paul Guillaume: Une Esthdtique Nouvelle: 1'Art Negre. Ma Visite a la Fondation Barnes 
(Neuchatel: Ides et Calendes, 1993) reproduces two essays by Guillaume: `Une Esthetique Nouvelle: l'Art 
Negre' and Ma Visite ä la Fondation Barnes'. These essays originally featured in Les Arts ä Paris in 1929 (No. 
16 (January 1929), pp. 1-4) and 1926 (No. 12 (May 1926), pp. 8-9). Finally, the Musee de l'Orangerie published 
a text in 1993, which attempted to collate information on Les Arts ä Paris: Musee de 1'Orangerie, Les Arts ä 
Paris chez Paul Guillaume 1918-1935: 14 Septembre 1993 -3 Janvier 1994 (Paris: Reunion des Musees 
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"sculptures gothiques, orientals, extreme-orientals, negres et tous objets de haute 

curiosite", 113 Guillaume also acted as editor and director of his own art journal, Les Arts a 

Paris (1918 to 1935 with annual or, in its early stages, bi-annual editions). A brief glance at 

the advertisement in the journal's first edition (December 1918) for an exhibition of "peintres 

d'aujourd' hui" to be held at Galerie Paul Guillaume reveals the breadth of contemporary 

artists with whom Guillaume had connections: "Matisse, Picasso, Derain, de Chirico, 

Vlaminck, Roger de la Fresnaye, Modigliani, Utrillo", 114 Given the international success 

these artists enjoyed, and the high prices for which their work sold, it is clear that by 1918 

Guillaume was trading at an international level; as Christopher Green notes, the major figures 

after 1918 in Paris were Paul Guillaume and the brothers Leonce and Paul Rosenberg! 15 

Soutine's first appearance in print took the form of a two-page introduction to the 

artist written by Guillaume in Les Arts a Paris. Featured in the January 1923 edition, the 

article concentrates on Soutine's early years in Paris and, perhaps unsurprisingly given the 

preceding emphatic introduction to Barnes (the American philanthropist and collector with 

whom Guillaume regularly worked), stresses the Guillaume - Barnes discovery of Soutine: 

Un jour que j'etais alle voir chez un peintre un tableau de Modigliani je remarquai 
dans un coin de l'atelier une oeuvre qui sur-le-champ m'enthousiasma. C'etait un 

Soutine; et cela representait un patissier - un patissier inoui, fascinant, reel, 

truculent, affige d'une oreille immense et superbe, inattendue et juste; un chef- 

d'oeuvre. Je I'achetai. Le Dr. Barnes le vit chez moi - Mais c'est une peche, 

s'ecria-t-il! Le plaisir spontane qu'il eprouva devant cette toile devait decider de 

Nationaux, 1993). The catalogue reproduced the journal's cover art and also traced Paul Guillaume's 
connections with artists and contemporaries. Although the publication provides brief insight into the identity and 
life of the journal, it does not offer any detailed information about Guillaume's connection with Soutine. 
"' Paul Guillaume, Les Arts a Paris, No. 5 (1919), p. 1. 
114 Paul Guillaume, Les Arts ä Paris. No. 3 (1918), p. 10. 
tu Christopher Green, Art in France 1900-1940, p. 54. 
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la brusque fortune de Soutine, faire de lui du jour au lendemain un peintre connu, 

recherche des amateurs, celui dont ou ne sourit plus, -ä Montparnasse un heros. 116 

Little mention of Zborowski is made, and then only courteously to acknowledge his role in 

the years immediately after Soutine's 1913 arrival in Paris. Rather, the credit for Soutine's 

discovery Guillaume awards both himself and his American associate. Key to this account of 

Soutine's interaction with the economic structures of the art market is a better understanding 

of the relationship between Guillaume and Barnes, a commercial and reciprocal association 

of some endurance. Barnes was a wealthy, entrepreneurial figure willing to act as patron to 

new artists, who held the same aesthetic interests as Guillaume. His institution in 

Philadelphia, the Barnes Foundation, is home to a wide collection of Modem, but also 

African and medieval art, and Barnes was always keen to extend his collection by scouting 

for new talent as well as buying selectively from his contacts in America and Paris, like Paul 

Guillaume. Guillaume, while less well equipped financially, was more visible within the 

Parisian art scene and therefore better placed `on the ground' to act as Barnes's eyes and ears. 

That is not to say, however, that Barnes did not cultivate his own tastes; he was clearly no 

novice when it came to art, something to which his lengthy articles in Les Arts a Paris and 

expansive collection in Pennsylvania are testament. "? The Barnes Foundation records 

116 One day, when we were visiting a painter about a Modigliani canvas, I noticed a canvas in the corner of the 
studio which interested by greatly It was a Soutine; and it featured a pastry cook, an unprecedented, 
fascinating, real, translucent cook with a deformed ear, superb, unexpected and fair. A masterpiece. I bought it. 
Dr Barnes was visiting me - what a peach, he cried! It was this reaction that instigated Soutine's sudden 
success - the following day he was a known painter, upon whom fortune had smiled. A hero of Montparnasse. 
Paul Guillaume, Les Arts ä Paris. No. 7 (January 1923), p. 6. 
117 Barnes contributes to, and features in, the following editions of Les Arts h Paris, No. 7 (January 1923), pp. 1- 
4 (an introduction to Barnes and the Barnes Foundation, including information on the Foundation's building 
itself); No. 8 (October 1923), pp. 5-14 (an article outlining the Foundation's educational policy by Barnes 
himself, an article on Barnes's extensive collection of African art and Paul Guillaume's account of Barnes's 
recent trip to Paris); No. 9 (April 1924), pp. 2-7 (a four-page article written by Barnes on African art in America 
and Guillaume's description of the Foundation's mission); No. 10 (November 1924), pp. 6-8 (Albert Barnes on 
Soutine); No. 12 (May 1926), pp. 8-14 (Guillaume's account of a recent visit to the Barnes Foundation and 
Guillaume's article, 'The Discovery and Appreciation of Primitive Negro Sculpture' adapted from an address 
given by the latter to the Barnes Foundation in that year); No. 13 (June 1927), pp. 16-19 (Barnes's article, `A 
Propos d'un Livre Recent sur l'Art des Noirs' and a brief comment by Guillaume on `La Vie Intense de la 
Fondation Barnes'); and No. 14 (October 1927), pp. 3-25 (a lengthy article written by an associate of Barnes's at 
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contain an early account of Barnes's first encounter with Soutine's work, as well as a 

resulting exhibition which may have taken place as early as 1923, earlier than has previously 

been thought: 

Two features of the exhibition are the negro sculpture of which there are 37 

pieces and some 57 paintings by a Russian who has lived in Paris for ten years 
but whose work had been quite unknown until Dr Barnes last summer quite by 

chance saw one of his canvases, a portrait, in the Latin Quarter. Whereupon he set 

out to find the artist and to buy every specimen of his work that he could find. 

The name of the new celebrity is Soutine and Dr Barnes found him quite ill. At 

present he is in the South of France getting back his health. ' 18 

The emphasis on Barnes's discovery of Soutine is clear, though to be expected given that the 

exhibition was to be held at the Galerie Paul Guillaume on behalf of Barnes and his 

foundation. The exhibition to which the above refers is not mentioned by critics until quite 

recently (before 1998 Soutine's first exhibition appearance was dated to 1926). Norman 

Kleeblatt and Kenneth Silver mention it briefly as part of a Soutine chronology in their 1998 

exhibition catalogue accompanying their Soutine exhibition held at the Jewish Museum in 

New York; and similarly, the show is cited in another chronology by Sophie Krebs et. al. in 

the 2008 exhibition catalogue, Soutine und die Moderne (see exhibition history, Appendix 1, 

the Barnes Foundation, Violette de Mazia, on `L'Art Ancien a la Fondation Barnes'). Post-1927 editions of the 
journal are infrequent, but some (such as those of No. 17 (May 1930)) go on to publish reproductions of 
paintings in the Barnes Foundation. Although it is not clear how the two men met, their association was a result 
of their common interest in so-called Primitive art. In the October 1923 issue of Les Arts a Paris, several articles 
appear addressing the Barnes Foundation and its collection of African art (the latter written in English by Barnes 
himself). This is the first time the connection between Guillaume and Barnes becomes clearly orientated toward 
African art (in later editions the scope widens to include medieval art also). Colette Giraudon's book, Paul 
Guillaume et les Peintres du XXe Siecle: de 1'Art Negre a I'Avant-Garde (Paris: BibliotUque des Arts: 1993) 
presents Guillaume's interest in primitive art in detail. Primitive art certainly functioned as one of Soutine's 
sources in his own work, and there is clear scope for a further investigation of how that artistic model is 
articulated in Soutine's art. 
"$ This information was provided by the Barnes Foundation Archive. Its origin and format is unclear, though it 
may have been written in 1923, possibly as a press-release for a current exhibition at Galerie Paul Guillaume, 
though that is speculation. My thanks go to the Barnes Foundation for their cooperation and efforts on my 
behalf. 
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for more information on this and other exhibitions including Soutine's work). 119 The 

implication that Soutine's exhibition exposure began earlier than suspected is significant, as 

is the obvious allegiance he found in Barnes and Guillaume as early as 1923.120 Christopher 

Green confirms Barnes's own status as informed collector: "the great American collectors of 

modernism in the twenties built survey collections with agendas. Dr Barnes and A. E. 

Gallatin actually turned them into instructive displays". 121 The large amount of space 

awarded Barnes in Les Arts a Paris also corresponds to the importance of this relationship for 

Guillaume, who doubtless recognised the benefit of giving the collector freedom to advertise. 

By allowing Barnes to contribute so directly to his public image and business enterprise, 

Guillaume makes known the depth of his financial resources, influential clout and 

international connections. The endurance of the Guillaume-Barnes enterprise is documented 

in Les Arts ä Paris, with the 1924 (two issues), 1926,1927 (two issues) and 1929 issues all 

featuring either an article by or about Barnes or the Barnes Foundation; four of these issues 

(April 1924, May 1926, June 1927 and January 1929) carry articles on the African art housed 

at the Barnes Foundation; and two feature Soutine: an article on Soutine written by Barnes in 

November 1924 and a later reproduction of a Soutine painting in Barnes's collection. The 

1920s represented the peak of Guillaume and Barnes's collaboration. During this period 

Soutine was also at his most prolific, producing the main bulk of his oeuvre between 1920 

and 1930. 

Following common belief, Maurice Tuchman (author of the Soutine catalogue 

raisonne) credits Barnes with Soutine's initial flourish of success: "Dr Albert C. Barnes's 

famous acquisition in 1923 of scores of Soutine paintings (estimates vary from 50 to 100), as 

19 Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist in Paris, p. 200; and Sophie Krebs et. al., 
Soutine und die Moderne, p. 273- 
120 The November 1924 edition of Les Arts a Paris carries a three-page introduction to Soutine by Albert Barnes 
(albeit in advertisement for his forthcoming book, The Art in Painting (1927), which features Soutine amongst 
other artists Barnes chose to support and collect) (Les Arts a Paris, No. 10 (November 1924), pp. 6-8). This 
clearly demonstrates the depth of Barnes's connection with Soutine already in place by 1924. 
121 Christopher Green, Art in France 1900-1940, p. 57. 
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well as subsequent purchases of Soutine's work by other collectors the following year created 

a demand for his paintings which continued throughout his life. After this Soutine never 

again had to worry about financial deprivation". 122 Indeed, in a 1930 letter to the owner of the 

Chester H. Johnston Gallery in Chicago, Barnes accredits himself with propelling Soutine to 

success: "I [... ] am proud to have been the first one to buy his pictures and put him on the 

road to success". 123 Art critic Michel Georges-Michel evidences this claim, adding that it was 

Guillaume who sold these paintings to Barnes: 

Voici ma carte. Et tout ce que vous aurez de ce peintre, j'achete... 

Paul Guillaume prit la carte. 

Le monsieur etait le docteur Barnes, le fameux collectionneur americain, 
fondateur d l'institut Barnes et dont Paul Guillaume devait etre, peu de temps 

apres, le representant et l'acheteur en Europe. 124 

After these initial sales (made around 1923), Guillaume became actively involved in the 

promotion of Soutine's work. Whether Zborowski was instrumental in the establishment of 

this network by introducing Soutine to Barnes and/or Guillaume, or whether Soutine was 

made known to Barnes via Guillaume (or vice versa), thus eliminating Zborowski from the 

equation altogether, is unclear. This detail is less important, however, than the 

acknowledgment of this network clearly in existence by an early stage in Soutine's career. 

Additionally, the later 1923 October issue of the journal features reproductions of 

Guillaume's personal collection, among which appears a still life by Soutine, further proof 

that Soutine was known to Guillaume by this time, and evidence that the link between dealer 

122 Maurice Tuchman, Chaim Soutine 1893-1943, p. 46. 
123 Letter from Albert Barnes to Chester H. Johnston Galleries (Chicago, 1930), Barnes Foundation Archive, 
AR. ABC. 1930.112. 
'24 Here is my card. And 1 want to buy this painter... Paul Guillaume took the card. The man was Dr Barnes, the 

famous American collector, founder of the Barnes Foundation. Michel Georges-Michel, Peintures et Sculpteurs 
J'ai Connus, 1900-1942, p. 186. 
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and artist was already being publicised. 125 It is possible that this first publication on Soutine 

was made to coincide with Barnes's exhibition also taking place that year. 1923 was clearly 

an important year for Soutine in terms of publicity - his initial flourish of commercial and 

critical success seems to have occurred earlier than previously thought. Les Arts ä Paris is 

considered one of the four most important reviews published by Parisian art dealers between 

1910 and 1930 which publicised the activities of their proprietors. These journals have value 

in their selective public articulation of business activities and affiliations beneficial to the 

proprietor; if Soutine was being promoted by Guillaume, it was in Guillaume's financial 

interests to do so. Consequently, Soutine's presence in Les Arts ä Paris implies both his 

marketability and that Guillaume was willing to promote him, no small task considering that 

by this stage, in Guillaume's own words, "durant cinq ou six ans les oeuvres de Soutine ne se 

vendirent aucunement". 126 

Up to this point in time, the fragmented narratives of Soutine's commercial activities 

have privileged Zborowski's contribution to that aspect of Soutine's career, and to some 

extent they have sensationalised Barnes's impact as well. The implications of placing 

emphasis on these undoubtedly key figures means that the roles of other individuals have 

been downplayed, particularly the patronage provided by the wealthy Parisians Marcellin and 

Madeleine Castaing. This is not to suggest that the version of events created by doing so is 

`incorrect', or that it should be replaced by another; but rather, given the recurrent tendency 

within Soutine studies to privilege particular stories of the artist over others, more openness is 

called for, for venturing other possible narratives and observing the resulting shifts in how we 

view both artist and artwork. The following accounts of the Castaings' patronage of Soutine 

during the late 1920s to 30s, and analyses of his sales and exhibition histories (themselves 

constructed from various sources), will hope to go some way to creating a new story of 

125 The painting featured is a floral still life, probably one of Soutine's 1920s Gladioli. 
126 Paul Guillaume, `Soutine', p. 11. It is also worth remembering that this may also have something to do with a 
deliberate investment strategy on Guillaume's part. 
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Soutine, in which the artist takes on the guise of businessman and patronised artist, much to 

his financial, professional and personal benefit. 

c. Marcellin and Madeleine Castaina 

Fig. 24 shows a photograph of Soutine in seemingly playful conversation with Madeleine 

Castaing, taken between 1930 and 1935. Marcellin and Madeleine Castaing were a wealthy 

Parisian couple and well-known collectors in Paris who owned a large estate in the Parisian 

countryside. 127 The easiness of their relationship reflected in this image is not acknowledged 

by critics, who instead choose to relate anecdotes of the Castaings' apparent difficulties with 

Soutine's documented iconoclastic tendencies. The nature and events of their association 

aside, however, we can be sure that the Castaings' support of Soutine meant two things for 

the artist: financial security and, perhaps more importantly, social recognition: "his [Soutine] 

acceptance by the Castaings, and his inclusion in their intellectual and artistic circle, 

represented a larger acceptance and favour by the French upper class". 128 The support of 

patrons like these was also crucial for Soutine after Zborowski died in 1932, and after 

Guillaume's death in 1934, when he may have experienced dwindling financial and moral 

support. 

Madeleine Castaing recounts her first meeting with Soutine in a 1992 interview with 

Catherin Fisher: 

127 Since this is a single source, however, and a photograph (which is often staged to a greater or lesser degree), 
more evidence for would be required to argue strongly for a friendly relationship between Soutine and his 
patron. Since this is one of the only images featuring Soutine and Madeleine Castaing together, however, it has 
been provided here. Sources for the Castaings' involvement with Soutine are as follows: Marcellin Castaing and 
Jean Leymarie, Soutine, an art historical intervention drawing its sources from biographical information and 
memory; Catherin Fisher, `The Secret of Soutine', pp. 94-98, a short article featuring Madeleine Castaing's 
reminisces about her and her husband's connection with Soutine, which she describes with enthusiasm; and 
John Rau and Rachel Stella, `Madeleine Castaing reminisces about Chaim Soutine', in: Arts Magazine, Vol. 
LIX, No. 4 (December 1984), pp. 71-73. 
128 Esti Dunow, `The Late Works', p. 144. 
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In 1925, Zborowski [... ] phoned us and said he had a painting. Zborowski had 

just taken the Choirboy from Soutine's studio. We fell in love with this painting 

on sight. It was bought with a great deal of enthusiasm. After that we decided to 

sell off all of our collection and devote ourselves to collecting Soutines. 129 

Emotional embellishment aside, this account confirms that the Castaings became Soutine's 

patrons at a point when his career was about to take off; indeed, if Castaing is to be taken at 

her word, she and her husband became involved with Soutine in 1925, a date much earlier 

than critics have suggested. In this story of Soutine, 1925 is another important date: it was the 

anniversary of a two-year (or longer) association with Paul Guillaume and Albert Barnes; it 

saw the establishment of long-term patronage by a wealthy and socially elite Parisian couple; 

and it was in the following year that Soutine was to enjoy his first exhibition. 

ii. Exhibitions 

One of the most successful ways of promoting an artist's work and encouraging sales was the 

exhibition. Although continuing attachment to the notion of the Salon in Paris on the part of 

artists, critics and the public at the beginning of the twentieth century compensated for its 

decreasing economic importance, by 1930 such attachments, and the Salon itself, had nearly 

disappeared. 130 Instead, dealers offered artists personal exhibitions at their galleries and 

displayed clients' work throughout the year, making Salon appearances less important to 

success. Personal exhibitions at galleries were known to be successful: as Green notes, 

"artists would not have left what had been the exhibition space for the new, if there had not 

been more effective alternatives". 13 1 Appendix 1 contains a comprehensive list of the most 

'29 Catherin Fisher, ̀The Secret of Soutine', p. 96. 
130 Christopher Green, Art in France 1900-1940, p. 53. 
13' Christopher Green, Art in France 1900-1940, p. 52. Green links the move from Salon to private gallery with 
the success of Modem art, since it was the new dealers and their exhibition spaces that allowed the promotion 
and export of Modernism's art across Europe and the Atlantic. MoMA was an embodiment of Guillaume's own 
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significant exhibitions featuring Soutine's work from 1923 (his first documented show) to the 

present. Where possible, the gallery name, exhibition organiser(s) and co-contributing artists 

are stated. 

Soutine's first exhibitions were smaller-scale group events held at private galleries, 

here represented by his presence in Galerie Paul Guillaume (1923), Galerie Rene Pauline 

(1926) and Galerie Marcel Bernheim (1926), all privately owned galleries in Paris, and shows 

which impacted positively on Soutine's career. Soutine's first documented show occurred in 

1923 and was held at his dealer's gallery in Paris on the Rue La Boetie, Galerie Paul 

Guillaume. As mentioned above, this exhibition has not been documented by critics to date, 

but it is clear from documents belonging to the Barnes Foundation Archive that four of 

Barnes's initial purchase of fifty-four Soutine paintings were on display, along with forty- 

seven further works by the following artists: "Chirico, Daumier, Derain, Gretchenko, 

Hayden, Kisling, Lagut, Lipchitz, Lotiron, Manet, Matisse, Modigliani, Pascin, Perdriat, 

Redon, Renoir, Utrillo, Van Gogh and Zadkine". 132 That Soutine's work was exhibited with 

that of such established artists demonstrates Barnes's and Guillaume's dedication to getting 

Soutine's career off the ground as well as their belief in his potential as a new artist. A two- 

column 1923 article in the Philadelphia Public Ledger entitled, `Dr Barnes Makes Soutine 

Hero of Paris Art World' explains how Soutine was discovered by local Barnes, who bought 

all his paintings and immediately rocketed the young artist to fame; Barnes is described as a 

"fairy godfather" to yet undiscovered French painters such as Soutine. 133 As well as praising 

a local philanthropist, the article also functions as an exhibition review: 

call for private donation to replace State patronage in the art sector. France's attempt at a similarly conceived 
museum was the Musee d'Art Vivant, opened in 1937. 
132 Letter from Albert Barnes to Georges Keller of the Bignou Gallery, New York (2 March 1943). Barnes 
Foundation Archives, AR. ABC. 1943.335. It has been difficult to establish which paintings were included in 
Keller's exhibition. Although there is an extant catalogue for the show, the titles used for the paintings featured 
do not correspond to those used at later dates and tend to be of a very general nature. 
133 The newspaper clipping of this article can be found in the Barnes Foundation archive, AR. ABC. 1943.335. 
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Soutine's pictures strike the eye at the exhibition of Dr Barnes's recent 

acquisitions being held in the Paul Guillaume gallery at 50 Rue La Boetie. In all, 
fifty-one paintings and sculptures are on view. [... ] Only four of the fifty-four 

Soutines are hung in the exhibition. The Old Man, The Pastry Cook, The Butcher 

and two landscapes. 

On the works themselves, some of the first critical responses to Soutine's works to appear in 

published text, the author observes: 

The figures are bizarre, but they show a real knowledge of anatomy and exhibit 

considerable skill in drawing. It is in the manner in which the pigment is applied 

that lies the chief secret of Soutine's divergence from the fold of his fellow 

modernists. Smudges and smears are applied somewhat in the manner of the Post- 

Impressionists, but the colour of those smudges and smears often have no 

apparent relation to the composition as a whole. 

Following these remarks, Soutine is described as an "extreme Modernist", a classification not 

willingly bestowed by critics at later dates because some view his habit of working in 

traditional genres - landscape, portraiture and still life - and his interest in the Old Masters as 

at odds with contemporary trends within Modernism. David Sylvester, to select a single 

example, explains that "for Soutine, in his innocence, museum pictures were real pictures, 

and his own ought to look like them". 134 He also goes on explicitly to state that, like Andre 

Derain, Soutine "came to turn his back on `modern' art". 135 Chapter Two will be dedicated to 

a detailed investigation of existing critical narratives about Soutine's artistic sources, while 

also suggesting alternative, though sometimes convergent, readings of the artist's lifelong 

interest in the art of the past. This analysis will be set within a general context of the cultural 

134 David Sylvester, Soutine, p. 11. 
135 David Sylvester, Soutine, p. 11. 
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politics of wartime and post-war Paris, particularly the revisiting of the Classical past that 

characterised avant-garde production, as well as politics, at the time. 

In 1926, Soutine's work was shown alongside that of Rouault, Utrillo, Derain, 

Chagall, Dufy and Kisling in smaller group shows. These artists were often exhibited 

together in various combinations during the 1920s throughout Paris. By this point in time, 

however, Soutine was nearly ten years into his career, but had only recently begun to attract 

publicity in the three years preceding. In 1923 particularly, Paul Guillaume had introduced 

Soutine in Les Arts a Paris, the artist had made sales of his work to both Guillaume and 

Barnes and he had enjoyed his first exhibition. It was not until 1927, however, that Soutine 

was given his first solo exhibition. Held at Galerie Bing, a well-connected Right Bank 

gallery, the show was organised by Paul Guillaume. Gee notes that Galerie Bing "rarely 

bought from artists who were unknown"; Soutine "had already been supported by several 

dealers" by this stage and was becoming a known quantity. 136 The show was the first to have 

a real impact on Soutine's career; the status attached to a solo exhibition at a well-established 

and discriminating gallery kick-started wider interest in Soutine's work and created a demand 

for his painting: as an analysis of sales figures for the purchase of Soutine's work at auction 

will confirm (given shortly), post-1927 the average price of his canvasses increased by 

thousands of Francs and he began to sell more and more work. The Bing exhibition thus 

marks the beginning of the artist's real financial success and professional recognition in the 

Parisian art market. This was compounded by the stability and growth of the Parisian art 

market (and the post-war French economy) during the 1920s - as Gee notes, for example, it 

was during this time that "Paul Guillaume and the Rosenbergs developed their international 

strategies". 137 It is no coincidence that Soutine's success coincided with the establishment of 

'36 Malcolm Gee, Dealers, Critics and Collectors, p. 68. Galerie Bing also openly supported the modem 
primitives. 
37 Christopher Green, Art in France 1900-1940, p. 57. 
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Guillaume's international reputation, a reputation that was also centred on the American 

market. 

The concentration of many of Soutine's later exhibitions in America after 1930, and 

particularly New York, corresponds to the large number of Soutines in American private and 

museum collections by that time, perhaps as a result of the instrumental dealer connections 

discussed above. The current collection at MoMA illustrates this influx of Soutines into the 

American market. In total, MoMA owns four Soutines: Man in a Green Coat (c. 1921), Le 

Vieux Moulin (c. 1922-1923), La Volaille Morte (c. 1924) and Portrait of Maria Lani (1929). 

According to the museum's recent provenance project, Man in a Green Coat was purchased 

at the 1927 Galerie Bing exhibition, at which point it was moved to a private collection in 

Los Angeles. The painting resurfaced in MoMA after a bequest to the museum in 1996. Other 

Soutine paintings in MoMA's collection were also in circulation in American private 

collections from early after their production. 138 The post-1930 run of exhibitions could also 

be a positive reaction to Alfred Barr's large 1930 exhibition at MoMA, in which Soutine was 

represented among the great Parisian `Modern Masters'. The splash made by Soutine and 

Barnes's initial purchase of his paintings is documented in the same newspaper clipping kept 

by the American collector for his foundation's archives mentioned above in relation to 

Soutine's first exhibition. Clearly Soutine was becoming an established figure in the 

American market by 1930. In Barnes and Guillaume, Soutine had two representatives in 

America and aside from Barnes's continuing promotion of Soutine (in text and in his 

foundation), we know, for example, that of Barnes's initial mass-purchase of fifty-two 

Soutines in the early 1920s (the actual number of the estimate quoted by Maurice Tuchman), 

138 Le Vieux Moulin was purchased by an New York-based collector some time before 1941 where it remained 
until entering MoMA's collection in 1954; La Volaille Morte entered MoMA in 1958 after two years in a 
private collection; and Portrait of Maria Lani, after some time changing hands within Europe (specifically Paris 
and Berlin) was eventually purchased by a New York collector and bequeathed to MoMA in the same year. 
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Barnes sold twenty-five of those he purchased to private collectors/galleries or museums, a 

move that represents a large influx of Soutines into the American market. 

Unusually for Soutine's exhibitions, a large amount of information is available 

relating to a show held in 1943 in New York by Bignou Gallery, run by Georges F. Keller. 

Correspondence, an exhibition catalogue and newspaper clippings survive from this event, in 

which Barnes maintained close personal involvement. The Bignou exhibition was a solo 

show featuring eighteen Soutines from all three of the genres in which Soutine worked. 

Among the paintings was Carcass of Beef (discussed earlier), which had been shown in New 

York before, along with numerous other works making their first city appearance. A great 

deal of press interest followed the exhibition, with reviews appearing in the major 

contemporary papers, most notably the New York Times, the Herald Tribune and the New 

York Sun, all of which are overwhelmingly positive. In the New York Times, for example, 

art critic Edward Alden Jewell writes: 

Here you get the swaying, convulsive rhythms, the savage, wild distortions that 

we have come to associate with this painter. Several of the paintings are - or at 

least so they remained during the time I was able to devote to this show - 

complete or virtually complete abstractions. Rarely in these canvases at the 

Bignou do we get Soutine's colour at its full intensity. But in many respects the 

group of pictures is quite characteristic. 139 

The descriptions of Soutine's work deployed here - his `savage, wild distortions' and 

identification of strong movement within the paintings - are characteristic. Clearly by 1943, a 

particular narrative about, at the very least, the formal elements of Soutine's work had been 

established. Significantly, this mode of interpretation endures throughout Soutine studies 

because it keys once again into Soutine's expressive persona. This is not to suggest that the 

139 Edward Alden Jewell for the New York Times, 28 March, 1943. 
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formal characteristics Jewell identifies do not exist (in this case it is difficult to judge because 

we only know the number of works exhibited, not their titles), but rather that there exists in 

the critical literature a dominant story about Soutine's works and that it can be aligned with 

that about his expressive persona. Albert Barnes wrote the foreword for the 1943 catalogue, 

in which he concentrates on Soutine's use of colour and potential influences on the artist's 

work. Despite the success of the show and his catalogue essay (he is reassured by the gallery 

that this was well received and informative), Barnes was not satisfied with the aesthetics of 

the catalogue. He complains to Georges Keller, Gallery Bignou's vice-president: "it almost 

broke my heart to see a unique exhibition of the paintings of a great artist handicapped by a 

circular [... ]. The deep red of the paper and the glistening black of the type make an almost 

impossible situation". 140 

The exhibition described above suggests that Soutine's work was widely shown in 

Paris and internationally and that the dealers with whom he had connections enabled those 

activities. He featured in numerous Parisian exhibitions, as well as in MoMA shows and 

private American exhibitions throughout his career and after his death. Many of these boosted 

his reputation, as well as, as demonstrated in what follows, his sale prices. It is clear that the 

1920s was a particularly affluent time in terms of exhibition exposure and publicity for 

Soutine. As well as the connections in place around him, this trend in his career also mirrors 

that of numerous other artists around this time because the French economy was beginning to 

recover after the heavy losses suffered during the war. Indeed, although France experienced a 

longer Depression than other European countries, it also entered it somewhat later than most. 

iii. Sales 

140 This and all correspondence relating to the Bignou exhibition can be found in the Barnes Foundation 
Archive, AR. ABC. 1943.335. This also contains a copy of the exhibition catalogue. 
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Selling work at auction advantaged an artist, in large part because auction-room sales acted as 

a means of wide-reaching and sensational publicity: they offered a sense of spectacle when 

large sums of money changed hands in rooms full of influential dealers. The Hotel Drouot 

was one such auction house, and the main site in 1910-1930s Paris (and earlier) at which 

dealers and collectors could purchase artists' work currently in market circulation. It was 

frequented by some of the most important dealers in modem painting: "Bernheim-Jeune, 

Pierre Loeb, Andre Level, J. Hessel", 141 as well as Daniel Henry Kahnweiler, Leonce 

Rosenberg and Paul Guillaume. The most notable bids often came from men like these. 

The average auction price at which Soutine's canvasses were selling between 1925 

and 1930 is represented in both tabular and graph form below: '42 

Year of Sale Number of Canvases 
Sold 

Average Canvas Price 
(Francs) 

Pre-1925 4 347.7 

1925 5 1774 

1926 16 7666 

1927 11 9514 

1928 18 8100 

1929 7 11043 

1930 2 7000 

141 Malcolm Gee, Dealers, Critical and Collectors, p. 33. 
142 These figures are based on sales made at the Hotel Drouot as recorded in Gee's thesis. Averages are 
calculated using sales records of different canvases sizes. Although the size of Soutine's canvases did not vary 
greatly, it must be taken into account that price usually reflected canvas size. In their exhibition catalogue, 
Norman Kleeblatt and Kenneth Silver trace the price of Soutine paintings during this period. They do so as part 
of a `Chronology', which also maps Soutine's biography and his exhibition history. See: Norman L. Kleeblatt 
and Kenneth Silver, An Expressionist in Paris, pp. 199-202. Their figures conform to the pattern set out here, 
which is based on Gee's 1981 study. Finally, Colette Giraudon briefly maps Soutine's sales prices in her article, 
`Collecting Soutine: The Artist and his Market', pp. 87-95, again an essay that conforms to the pattern initially 
identified by Gee and outlined here. 
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Sales of Soutine's work at the Hotel Drouot reflect the increasing frequency of exhibitions 

during the latter half of the 1920s: painting price increases significantly after 1925, moving 

from an average pre-1925 price of 347.7 to 9541 Francs by 1927 (taking 1922 as the first sale 

of Soutine's work, this shows an increase of c. 9193 Francs in just five years). 143 Not only 

does this indicate the increasing value of Soutine's work during the later-1920s, it also 

provides an alternative narrative to the historiographical claim that Soutine's sales rocketed 

purely as a result of Albert Barnes's mass purchase in 1922/23 (although that event was 

doubtless a large contributing factor). Set against contemporary events - specifically the 

beginning of Soutine's contact with Paul Guillaume and the 1927 solo exhibition of his work 

143 Again, these figures are calculated using the raw data provided by Gee. In his mapping of the above Soutine 
sales Gee also notes the titles of paintings sold, making it possible to establish which genre was selling best. 
Soutine's overall work output (i. e. in all three genres - landscape, still life and portraiture) is represented in 
Graph 1 [Fig. 107]. The graph shows a prolific period between the years 1918 and 1924, during which time 
Soutine produced more landscapes than paintings in any other genre (though not to the exclusion of portraiture 
and still life painting). That more landscapes are sold in the time surrounding the 1927 exhibition reflects the 
fact that there were more of these on the market. 
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organised by the latter - sales averages clearly increase later and synonymously with the 

amount of publicity Soutine receives in the art market via such exhibitions. Given the new 

representation Soutine found in Paul Guillaume around this time and the two years following 

the 1927 exhibition of peak canvas prices and increased frequency in sales, it can be assumed 

that the majority of that publicity was generated by Guillaume himself, reiterating his 

presence in Soutine's career as pivotal to its success. The years between 1925 and 1930 

represent the most financially successful time in Soutine's career and also the peak of his 

involvement with Guillaume. Gee explicitly mentions Soutine as one of the "stars" of the 

Hotel Drouot during that period, along with Derain, Dufy, Modigliani and Utrillo. '44 

Additionally, he sees the increase in price of Soutine's work from 1926 as "due to purchases 

by Paul Guillaume, Pierre Loeb and Girard, who paid a record 22,000 Francs in October 

[1926] for a Coq Mort whose asking price was less than half". '45 During the 1920s, the 

French economy was recovering well from the financial losses incurred during the First 

World War. This career trajectory was therefore shared by numerous artists, whose work now 

found a healthier market and collector scene. Consequently, the drop in Soutine's sale prices 

post-1929 is likely a symptom of the Wall Street crash of 1929 and the subsequent 

Depression, which heavily impacted the Parisian art market; additionally, since so many 

buyers were American and because the market was generally sensitive to financial conditions 

abroad, the art trade in France suffered significantly during this time. '46 This is also one of 

the reasons Zborowski's business was bankrupt by the time of this death in 1932: "Zborowski 

had sent some Modiglianis to New York for an exhibition, and in January [1929] a colleague 

there told him that few pictures had been sold [... ] - the market was still unsettled". 147 

... Malcolm Gee, Dealers, Critics and Collectors, p. 29. 
ias Malcolm Gee, Dealers, Critics and Collectors, p. 34. 
146 Malcolm Gee, Dealers, Critics and Collectors, p. 283. See also: Christopher Green, Art in France 1900- 
1940, p. 57. 
147 Malcolm Gee, Dealers, Critics and Collectors, p. 283. 
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Of particular relevance to a discussion of Soutine's career trajectory and those of 

several other artists at work contemporaneously is the concept of the Ecole de Paris, a term 

gradually introduced between 1910 and 1930, and applied to foreign artists resident in Paris, 

whose numbers increased significantly during that period. 148 Monroe Wheeler identifies the 

artists most commonly associated with this grouping: 

Soutine, Pascin, Utrillo and Modigliani - they have been grouped together as 

though violence of temper and proneness to trouble constituted a school of art. In 

France they are called les peintres maudits - painters under a curse. The lives of 

some Post-Impressionists, notably Gauguin and van Gogh, have put in the general 

mind and in the repertory of journalism about art, a concept of melodramatic 

greatness. Here was another such generation. 149 

References to "a school of art" and les peintres maudits are general allusions to the more 

specific notion of the Ecole de Paris. In the case of the Ecole de Paris, the familiar 

deployment of the term `School' to denote stylistic, intellectual or political commonality does 

not apply. Rather, the Ecole de Paris refers, as Malcolm Gee notes, to a "loose group of 

painters, largely of foreign origin, of whom Kisling, Soutine, Modigliani and Utrillo are 

representative". '50 As well as foreignness despite residence in Paris, the term also signified 

connection with very specific dealers (Zborowski being the most favoured) and, importantly 

for any exploration both of Soutine's commercial activities, association with "a certain type 

148 For a concise account of France's immigration policy during the interwar period and its impact on 
contemporary art, see: Christopher Green, Art in France 1900-1940, pp. 61-65 and 223-227; and Emma 
Barker's chapter `Art in Paris in the 1930s', in: Paul Wood (ed. ), Varieties of Modernism (New Haven and 
London: Yale University Press, 2004), pp, 11-51. Laurence Dorleac offers a study of the term in his 1995/1996 
article, `L'Ecole de Paris, un Probleme de Definition', in: Revista de Histöria da Arte e Arqueologia, No. 2 
(1995-1996), pp. 249-270,505-518. Dorleac provides and archaeology of the history and composition of the 
School of Paris between 1908 and 1960. The article includes maps with the place of origin of foreign artists who 
came to Paris before and after 1930 and other data, which the author weaves into a detailed analysis of this term 
and the artists to whom it referred. 
149 Monroe Wheeler, Soutine, p. 31. 
150 Malcolm Gee, Dealers, Critics and Collectors, p. 79. 

93 



of career". '5' This framework is formularised in Gee's detailed study of the 1910 to 1930s 

Parisian art market: "an initial `bohemian' period, followed during the 1920s by a rapid and 

exhilarating rise to critical and commercial success". 152 As the above investigation has 

identified, this is potentially what Soutine experienced also. Soutine did enjoy increased 

commercial success during the 1920s, but his `bohemian' identity is maintained, meaning that 

his connections with dealers are explored primarily in anecdotal format and that his rich 

exhibition and sales history has been overshadowed by sensational tales of poverty, discovery 

and eccentricity. 

Indeed, it has not been the purpose of this account to claim the exclusivity of the 

pattern taken by Soutine's financial success, nor to state with certainty that the factors 

mentioned - Zborowski, Guillaume, the Castaings, Barnes, market trends - drove that 

success in the ways described here. Rather, the work above suggests possible influences 

aiding Soutine's success in an already growing 1920s Parisian market. The ideas set out here 

have been a single potential model among many, but it is hoped that by drawing attention to 

the need for more stories of Soutine's market success, the potential gain in leaving the door 

open for further narratives in this area has been made clearer. Questions raised by introducing 

different accounts may include: asking how Soutine's expressive persona is altered by 

including within it the notion of a financially successful artist; and perhaps what indexing 

new biographical events - the first sale, the first dealer, the first exhibition - would change in 

predominant representations of Soutine. 

Following the model set out in this chapter in examining Soutine's commercial 

identity as a means of providing new narratives of the artist and his work, subsequent 

chapters will also go on to offer new stories about Soutine's art, all of which represent new 

research and views on Soutine and which propose how he should be positioned in future art 

151 Malcolm Gee, Dealers, Critics and Collectors, p. 225. 
152 Ibid., Dealers, Critics and Collectors, p. 255. 
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history. New narratives are required because, as has been made clear in this chapter, standard 

readings of Soutine's art have become authoritative, framing his oeuvre in rigid 

interpretations that limit our understanding of this diverse body of works. The stylistic model 

of categorisation as outlined here obscures significant career-long practices from view and 

forces attention on a specific part of Soutine's output, most notably his landscape painting. 

Fascination with the artist's biography has led to the creation of a very particular creative 

identity, within which context Soutine's work is contained. What follows is intended to 

present new and original views of Soutine's painting, which focus on the works themselves 

and on the cultural context of their production and initial reception. It is hoped that doing so 

will move engagement beyond the existing critical trends outlined so far in this thesis. 

Chapter Two focuses on Soutine's relationship with the art of the past, the nature of 

that relationship and the articulation of past artistic sources in Soutine's work. That chapter 

offers new insight into a complex and downplayed career-long concern for the artist. Analysis 

there will concentrate on those paintings already identified in criticism as referencing past 

sources, but also on those not yet fully understood in terms of their iconographic origins. 

Most notably, Soutine takes an interest in the works of Rembrandt, Chardin, Corot and 

Courbet, all artists associated with a specific notion of French painting as found during 

wartime and post-First World War Paris. In his reductive presentation of still life scenes and 

in the framing and repetition of past motifs, Soutine also evokes specific visual traditions or 

makes connections with individual artists, but avoids the realm of copying or strict groupings 

with particular artists. Soutine's engagement with the art of the past is an under-explored area 

in Soutine studies and has been restricted by overwhelming critical concern with style and its 

development in Soutine's oeuvre, as well as with explanations for such shifts. Thus new 

analysis here will suggest that the art of the past was a career-long source for Soutine, 

spanning the breadth of his oeuvre, as well a feature of his art that suggests an awareness of 
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contemporary artistic trends heretofore denied Soutine in his expressionist guise. Such 

reconfiguration is much needed in Soutine studies because critical reception of his work to 

date privileges narratives about Soutine that obscure other significant creative and intellectual 

concerns at play. 

Chapter Three offers a focused exploration of one particular past source for Soutine, 

that of the visual imagery of Christian devotional art. Soutine took documented interest in 

Christian visual culture, in the form of numerous sources from that long tradition, many of 

which are named here for this first time: architecture (particularly Chartres, an important 

Catholic pilgrimage site), liturgical ceremonies such as Mass, liturgical figures (specifically 

choirboys), donor portraits and various iconographic variations of the theme of the Virgin 

Mary. Christian visual tradition as a potential resource for Soutine has not been explored to 

date, beyond the brief and general observations made by those who knew him, and a later 

note by Kenneth Silver that "his [Soutine's] interest in Christian subjects [... ] is 

unmistakable". This chapter will concentrate on works either explicitly featuring Christian 

subject matter, for example choirboy portraits or Chartres cathedral, or pieces that are 

iconographically based on Catholic subjects such as the Pieta. Soutine's practice of isolating, 

resituating and framing past motifs in his own work will loom particularly large in this 

chapter, which considers what that process of renewal means for motifs that had particularly 

fixed meaning and functions in their original contexts. Following that investigation, the 

chapter also explores a physical manifestation of Soutine's framing technique, that of a real 

artist-created frame present within some of his later canvases. This discussion will speculate 

as to how those frames were created and will consider them and their potential effect in 

relation to framing history, both in terms of actual, but also metaphorical frames. Although 

Soutine's work has been subjected to very limited technological analysis which has aimed to 

identify under-drawings using x-ray technology, the phenomenon of Soutine's frames has not 
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yet been identified, nor has it received scholarly attention. It will therefore be discussed in 

this chapter for the first time, though the speculative nature of those discussions and 

conclusions should be noted and taken into account throughout. As will be highlighted during 

that discussion, a more extensive and detailed inspection of Soutine's paintings apparently 

displaying this phenomenon is required in order to expand more empirically upon ideas 

posited in this thesis. 

Chapter Five represents a new and novel engagement with Soutine's reception, here 

specifically in fiction writing, television drama and film. An investigation of Soutine's 

numerous appearances in these popular genres offers rich ground for furthering 

understanding of the artist's reception between the period 1952 and 2008. For primary 

material, the chapter features four projects: first, Roald Dahl's 1952 short story, Skin, which 

features Soutine as a painter working and living in Paris during the 1910s to 1940s. During 

that text Soutine temporarily becomes a tattoo artist, an act that results in a story critiquing 

the excesses of art market. Skin's dramatisation in the ITV television series adapting all 

Dahl's adult fiction writing, Tales of the Unexpected, moves beyond Dahl's text, making 

significant departures from its literary origin. Third, the chapter maps the appearance of 

Soutine's Carcass of Beef (1925) in the 2003 Hollywood feature film, Mona Lisa Smile, 

where it functions as a catalyst for social and individual reform. The reasons for this choice 

of image become clear as Carcass's unique status within Soutine's oeuvre and its 

connotations of Soutine's expressivity become apparent. Finally, the chapter discusses the 

most recent intervention in Soutine studies, a 2008 documentary film made by the La 

Reunion des Musees Nationaux, a public institution under the direction of the French 

Ministry of Culture and Communication. The film, entitled Chaim Soutine, brings together 

the oral testimonies of those who knew Soutine, creating an audio-visual biography akin to 

the biographies of Soutine discussed at the outset of this historiography. The results of that 
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investigation will demonstrate that there have been very few, if any, changes in the way 

Soutine is discussed and received. 
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Chapter Two 

"He had always liked picture galleries": 153 Soutine and the Art of the Past 

Wright, no - it's not good. In fact, I wouldn't even call it art. It's grotesque. ' 

`Is there a rule against art being grotesque? T 

'I think there's something aggressive about it... and erotic. ' 

`To you, everything is erotic. ' 

`Everything is erotic... ' 154 

I Introduction 

Such is the reaction to Soutine's Carcass of Beef (c. 1925) [Fig. 2] of a group of art history 

students in Mona Lisa Smile, a 2003 Hollywood feature film. The students are shocked, 

pleased, confused and angered by the painting as it slides into view, unbeknownst to them an 

image that will serve as a catalyst for the redefinition of their social and intellectual 

boundaries. Their reaction is understandable - Carcass is a particularly arresting image. 

Saturated reds, blues, yellows and black dominate this large scale work, which depicts a 

flayed carcass of beef suspended in central composition. The brightest colours in their purest 

hues - yellow and red - provide highlights around the edges of the carcass and contrast with 

its darker interior of deep red and black to create the illusion of form. Towards the `base' of 

the carcass modelling of form becomes less apparent and almost dissolves entirely into 

abstraction. The background, a rich blue with areas of red and black, is made up of giant and 

intangible forms which elude identification and, typically, do not provide a context within 

which the carcass can be read. Equally puzzling is the striking lime-green line of pigment on 

153 Roald Dahl, Skin and Other Stories, p. 1. 
154 Dialogue between History of Art students featured in Mona Lisa Smile (2003), Revolution Studios and 
Columbia Pictures. 
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the right side of the image which sits uncomfortably in the composition, and the red-black 

area of canvas to the bottom-left of the image. 

Critical discussion of this still life, and the series of five similar paintings with which 

it is often grouped, has emphasised the story behind its production rather than its formal or 

contextual qualities, as outlined in Chapter One. Charles Douglas tells this story during his 

reminiscences about events in Montparnasse: 

But the best yam is the episode of Soutine and the side of beef, which happened 

in Modi's time and was a story he loved to tell. Soutine had a passion for painting 

dead beasts - that is, he was fascinated by the marvellous colours of the 

carcasses, in butchers' shops. One day Soutine had an idea to paint a masterpiece 

from a whole side of beef - the half of an ox one sees hanging in a butcher's 

shop. Zborowski bought one and arranged that it should be hung in his tiny 

studio. [... ] Everything started well; but it was summer time. Flies began to 

accumulate. Soutine would get into a temper, chasing away the flies that 

obstructed his vision of colour. He wanted the blood trickling against the whites 

of the fat and the blues and greens of the flesh. [... ] After several days, 

decomposition set in, with the accompanying smells and more and more flies. 

The neighbours protested. 155 

The continuing mystification of this image reminds us of the limits of critical understanding 

of Soutine's work, but in this case some contributions have extended their analyses beyond 

anecdotal fascination and attempt art historical contextualisation of the painting, situating it 

in relation to Rembrandt's work, Flayed Ox (1655) [Fig. 3]. In a comparison exercise 

between Carcass and Flayed Ox (acquired by the Louvre in 1857 and on display during 

Soutine's lifetime), Nina Zimmer argues: "am deutlichsten ist der Rembrandt-Bezug 

vielleicht in der Version von 1925, vor allem im Hinblick auf die Position der Rinderhälfte 

iss Charles Douglas, Artist Quarter, p. 318. 
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und den Blick in ihr Inneres, dem Umraum um den Kadaver und holt ihn damit noch einmal 

näher an die Bildfläche heran". 156 A glance at the two images certainly confirms that such a 

comparison is valid, that Soutine's carcass bears marked formal resemblance to Rembrandt's: 

like Rembrandt's motif, Soutine's carcass has been cut at its middle, pulled open and 

positioned upside down; and as Zimmer observes, the resulting interior view is notably 

similar in both images, with Soutine placing the same emphasis on the animal's ribcage (in 

the bottom right of the image) and mirroring Rembrandt's use of light (the light-source 

clearly enters from the left of the image in both). 

Carcass is not alone in its indebtedness to an identifiable work of the past. The 

iconographic roots of numerous other Soutine paintings have also been examined by critics, 

for example the resemblance of Soutine's Still Life with Rayfish (c. 1924) [Fig. 25] to 

Chardin's still life painting, La Raie (1726-1727) [Fig. 26]; or Soutine's Portrait of the 

Sculptor Miestchaninoff (c. 1923-1924) [Fig. 20] to Jean Fouquet's Charles VII (c. 1445- 

1450) [Fig. 27]. Encouraging speculation on such relationships is Soutine's preference for 

working in conventional genres - portraiture, still life and landscape - which potentially 

aligns him with past treatments of those traditions, and his predominately figurative mode of 

representation also distances him, significantly, from pre-First World War practices of anti- 

traditionalism (Analytical Cubism in particular, which had lost currency in the post-war years 

and had undergone revision even by some of its instigators and most devoted practitioners). 

Soutine did not comment on the artistic models he used in his own practice, so criticism's 

sole recourse has been the testimony of Soutine's contemporaries, as exemplified in Paul 

Guillaume's statement, "en art ses [Soutine] preferences vont ä la statuaire d'Egypte de haute 

epoche, ä 1'art negre, ä Tintoret, Raphael, Goya, Rembrandt, Fouquet, Courbet, Cezanne" (to 

'sb Soutine's citation of Rembrandt is most evident in the version of 1925, especially with regard to the position 
of the carcass and the view into its interior that the viewer thus experiences. Soutine reduces the space around 
the carcass, bringing it even nearer to the picture plane. Nina Zimmer, ̀ Die Wiederholung als Technik der 
Originalitie' bei Soutine und Picasso', in: Sophie Krebs et. at., Soutine und die Moderne, pp. 147-198. Here, p. 
163. 
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which discussion will return shortly), and to the works themselves. 157 Narratives about 

Soutine's sources - which artistic models he used, which references are most apparent in his 

paintings, how he activates particular sources and why he did so - are divergent, sometimes 

taking the form of long lists of artists, movements and periods in art history from which 

Soutine was said to have drawn inspiration at various points in his career. 

Criticism appearing during Soutine's lifetime can provide significant insight into the 

cultural, political and artistic landscape in which Soutine's work was immediately received, 

especially in terms of an artistic canon in play in interwar Paris and how Soutine's painting 

responds to, and is situated within, that setting - which artists were enjoying prominence 

during the 1920s and 30s, which meanings (political, historical, social, cultural and art 

historical) were held by specific artists / movements and what deployment and referencing of 

those in one's own work signified within the cultural politics of the period. In the case of 

Soutine's production, that context takes the form of debates about the role of the past in 

artistic and political discourse between 1919 and the outbreak of the Second World War (the 

two decades during which Soutine was at his most prolific, public and successful). Romy 

Golan, Christopher Green and Kenneth Silver have all offered narratives about the meaning 

of the past in artistic production of that period (though Silver concentrates mainly on pre- 

1925 discourse). 158 Silver's narrative (re)constructs the cultural politics of the rappel a 

1 'ordre, the shift, both aesthetic and political, from pre-war progressivism (embodied 

primarily in Cubist trends in art) to classical models of history in the wake of the First World 

War. Green and Golan also consider this cultural phenomenon, but add to it, either by, as in 

Green's case, moving beyond Silver's pre-1925 remit to follow its development into the 

1930s, or, in Golan's study, by setting up alternative narratives to that of the rappel a I'ordre 

's' Paul Guillaume, `Soutine', p. 6. 
1S8 The literature employed in this Chapter has already been noted in the Introduction to this thesis. However, to 
remind the reader of that body of works, the following are the major sources for the following study of France's 
interwar cultural politics: Romy Golan, Modernity and Nostalgia; Christopher Green, Art in France 1900-1940; 

and Kenneth E. Silver, Esprit de Corps. 
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in order to create a more diverse picture of political, cultural and artistic life in interwar 

France. To date, Soutine's work has not been situated adequately in this undoubtedly crucial 

context, with the exception of Kenneth Silver's 1998 intervention, `Where Soutine Belongs: 

His Art and Critical Reception in Paris Between the Wars'. 159 There, Silver views Soutine's 

contemporary reception within the context of his own scholarship, situating Soutine within 

the cultural and commercial politics of the rappel 6 1'ordre and aligning him with examples 

of Parisian collecting taste, particularly as represented in Guillaume's dealership. Although 

Silver's article highlights some key areas for investigation, it lacks the level of detail that can 

provide a more thorough understanding of Soutine's deployment of past sources. 

When Soutine's relationship with past art is acknowledged in criticism appearing after 

his death, it is also decisively dismissed on the grounds that Soutine was too naive to engage 

intellectually with the visual material Paris had to offer (in particular artworks belonging to 

the Louvre's collection), or it is seen as an unfortunate fascination that led Soutine away from 

his original expressionist vision. Clement Greenberg, for example, is characteristically 

decided upon the matter, and considers Soutine a "victim of the museum", unable to process 

or discriminate between the art he encountered in Paris's museums, particularly that housed 

in the Louvre which Soutine regularly visited. 160 Just four years later, Andrew Forge agrees 

with Greenberg, stating: 

From nothing, a cultural desert, he finds himself in the Louvre, facing Rembrandt, 

Corot, Courbet, the skill and taste and sumptuousness of centuries. From a closed 

rural society he finds himself in an open culture at the climax of half a century of 

ferment. It is a measure of his stamina and the force of his need for self-definition 

that he was able to absorb and use so much. 161 

159 Kenneth Silver, 'Where Soutine Belongs', pp. 19-40. 
160 Clement Greenberg, Art and Culture, p. 119. 
161 Andrew Forge, Soutine, p. 11. Forge does not acknowledge Soutine's three-year academic training in Vilna 

at this point, which would have acted as a filter between his childhood experiences and arrival in Paris. 
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The result of Soutine's uninformed engagement with the French tradition is a dilution of an 

original vision, a compromise which is considered most evident in the post-Cagnes works. 

Critical interventions such as Greenberg's are subject to period cultural politics and 

individual agenda and should be considered with an awareness of those issues in mind. 

However, beginning with Monroe Wheeler's 1950 intervention, mapping posthumous 

criticism can help to establish an archaeology of dominant narratives on Soutine's work and 

also allow alternative ones to be placed against them. The aim of this chapter is to outline 

Soutine's contemporary reception as it relates to his selective activation of past sources, 

asking why he is aligned with the sources suggested by his contemporaries and how those 

relate to the development of the rappel ä fordre. The works themselves will also be 

considered in detail and some of the central artistic models at work in Soutine's oeuvre will 

be discussed using four case studies, and how those play out in (or indeed against) the 

cultural debates about the role of the past in post-war French society as outlined by scholars 

like Silver. 

The case studies selected are as follows: first, Soutine's Carcass of Beef [Fig. 2], a 

1925 still life featuring a single motif, a carcass of beef, centrally placed in the composition 

and rendered in high colour. The catalogue raisonne groups Carcass with five similar 

paintings, known collectively as the `Carcass series', a grouping that is consistent with their 

critical reception [Fig. 28-32]. As mentioned above, Carcass of Beef has been singled out for 

its connection to Rembrandt's Flayed Ox [Fig. 3] held in the Louvre, a connection that is 

widely accepted in critical literature. Along with the Carcass paintings, a second series of 

works will be considered, here named the `Bathing series': Woman Bathing (c. 1930) [Fig. 

33], Woman Entering the Water (c. 1931) [Fig. 8] and Marie at the Bath (c. 1931) [Fig. 34]. 

These images all feature the same model -a female figure with dark hair and aging features - 

absorbed in the process of entering the knee-height water of a stream or bath. These portraits 
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unquestionably reference Rembrandt's Woman Bathing in a Stream (1654) [Fig. 35], 

currently held at the National Gallery London. Woman Bathing in a Stream also features a 

female model similar to Soutine's choice of subject, conjectured to be Rembrandt's wife 

Hendrickje Stoffels. Both sets of images evidence Soutine's overt referencing of Rembrandt, 

a painter who was well represented in the Louvre's collection and whose inclusion in the 

French canon of the period was not disputed. 

Another artist whose position within the interwar French canon was secure is Chardin. 

In his Rayfish series, as it is known here, Soutine makes overt reference to the French master: 

a group of four still lifes scenes from c. 1922-1924, each features a ray fish as its central 

motif surrounded by numerous domestic items such as pots, kettles and cloths: The Rayfish 

(c. 1922) [Fig. 36], Still Life with Rayfish (c. 1923-1924) [Fig. 37], Still Life with Rayfish (c. 

1924) [Fig. 25] and Still Life with Rayfish (c. 1924) [Fig. 38]. This group of paintings has 

received comparable critical attention to the Carcass paintings, perhaps because Soutine's 

reference to Chardin is highly visible therein - the central motif of Chardin's La Raie (1726- 

1727) [Fig. 26] is also clearly featured in Soutine's Still Life with Rayfish (c. 1924) [Fig. 25], 

to take one example. To date, critics have hypothesised that this connection is one of 

straightforward borrowing - Soutine borrows Chardin's well-known motif and incorporates it 

into his own personalised compositions. ' 62 Analysis here will suggest that the relationship 

between the paintings, and indeed between the artists, is not as clear-cut as critics suggest. 

Undoubtedly, Chardin's `place' in art history, and particularly within the rappel a l'ordre's 

conception of history, is called upon by Soutine's still lifes, much in the same way as 

162 This connection is discussed in a larger exhibition catalogue produced by the Galerie des Beaux-Arts 
Bordeaux, La Nature Morte de Brueghel ä Soutine (Galerie des Beaux-Arts Bordeaux, La Nature Morte de 

Brueghel a Soutine (Bordeaux: Galerie des Beaux-Arts, 1978). The catalogue traces the development of the Still 
Life from the seventeenth to the twentieth century. Despite the title, Soutine only features in the exhibition and 
catalogue briefly, with three of his still lifes: Still Life with Rayfish (c. 1924), The Hare (c. 1924-1925) and The 
Fowl (c. 1925). The rayfish painting is accompanied by a short text excerpted from Pierre Courthion's catalogue 
raisonne, which links the still life to Chardin's earlier example (Galerie des Beaux-Arts Bordeaux, La Nature 
Morte de Brueghel d Soutine, p. 211). 
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Soutine's Carcass paintings potentially align the artist with Rembrandt's art historical 

significance. And yet, into Soutine's Rayfish paintings can be read an awareness of the still 

life tradition that runs against its iconographies, traditions and meanings, even those set out 

by Chardin himself. This disruption is especially apparent in some of Soutine's early still life 

scenes, which will also be discussed. Tabletop mealtime scenes such as Still Life with Lemons 

(c. 1916) [Fig. 39] and Still Life with Soup Tureen (c. 1916) [Fig. 40] present deliberately 

reductive versions of usually sumptuous scenes in the still life tradition, as represented in the 

work of Willem Kalf and Jan Davidsz de Heem (1606-1694). Such works thus display an 

awareness of the still life tradition and Soutine's challenging engagement with the 

iconographies of that long-standing genre. 

Soutine's early still lifes are of further interest to this investigation as case studies for 

the inclusion of an additional past source: Paul Cezanne. As David Sylvester convincingly 

notes in relation to Soutine's Still Life with Lemons (c. 1916) [Fig. 39], "the disposition of the 

table within the canvas and that of the objects upon the table, the particular flattened elliptical 

form assumed by plates - these appear to derive very directly from Cezanne's still lifes of the 

early 1870s and 80s". 163 Along with a brief historiography of critical opinion on the early still 

lifes represented by Still Life with Fish and Still Life with Lemons, the chapter will consider 

what referencing Cezanne in one's work meant during and after the war, at a time when the 

French master was suffering a decline in popularity as general attention was turned from the 

`calculations' and anti-traditionalism of the pre-war Cubists (who heralded Cezanne as the 

movement's godfather) to the classicising figurativeness of the rappel äP ordre. That said, 

however, Cezanne was almost simultaneously being rewritten into a classical French history 

by those who still found merit in his work (he was also a very prominent French painter and 

therefore a somewhat unavoidable figure in French art history) - his innate sense of formal 

163 David Sylvester, Soutine, pp. 6-7. 
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structure (a factor that ironically had previously secured his prominence among the Cubists) 

was reclaimed in order to distance his work from any sense of anti-traditional formal 

preoccupations. Referencing Cezanne during the war was therefore not clear-cut; this thesis 

will suggest that Soutine's early still lifes were received into the atmosphere of ambiguity 

surrounding Cezanne. 

The fourth case study under scrutiny in this chapter, Soutine's The Siesta (c. 1934) 

[Fig. 41], makes direct reference to a painting by Gustave Courbet - Les Demoiselles des 

Bords de la Seine (1856) [Fig. 42] - an artist whose reputation was also subject to a level of 

revision. At a glance, Soutine's reclining woman explicitly references one of the women in 

Courbet's scene, specifically the female figure dressed in red and holding a bouquet of 

flowers positioned behind the central model, who wears startling white cotton. This 

connection has been noticed by critics, though has not drawn as much attention as the 

aforementioned references to Rembrandt and Chardin. During the interwar period, Courbet's 

reputation was suffering from his association with Cubism; he was heralded by the movement 

as a rebellious figure to whose example anti-traditionalism in French art was indebted, and so 

his work came under some criticism in the aftermath of the war. Kenneth Silver therefore 

suggests that his work was "undesirable still to many conservative critics". 164 At the same 

time, however, Courbet and his particular brand of Realism were considered by other, less 

Right-wing figures, to be "far enough away to pose no immediate threat to current practices", 

suggesting that his work did find a place in the contemporary context. 165 Soutine's connection 

with Courbet's art will therefore also be discussed in this chapter. 

While these particular case studies have been selected for discussion, numerous other 

works by Soutine could have been included. Indeed, as this chapter will demonstrate, 

Soutine's interest in the art of the past was a lifelong concern, one that is evident from his 

164 Kenneth Silver, Esprit de Corps, p. 210. 
16$ Kenneth Silver, Esprit de Corps, p. 210. 
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earliest paintings in 1915 up until his death in 1943. Similarly, this chapter will primarily 

concentrate on Soutine's still lifes and landscapes, rather than his portrait work. This is 

because Soutine's portraits will be discussed in relation to Christian subject matter in the 

following chapter, an examination that for the first time identifies and discusses in detail 

overt Christian themes running throughout Soutine's portraiture. It is important to note, 

however, that primary material could have been selected from all three genres. Thus the 

conclusions drawn in this chapter can be also be applied to works falling beyond its remit - 

rather than an inexperienced artist, visual analysis of selected works reveals Soutine as a 

painter whose knowledge of and career-long interest in preceding visual traditions led him to 

explore them in his own painting. 

Understanding the nature of Soutine's interest in the art of the past, and how that 

interest is articulated in his work, has been complicated in critical discourse by prevailing 

narratives of Soutine's oeuvre as discussed in the previous chapter. Most significantly, the 

periodisation of Soutine's corpus has worked to frame his paintings in rigid chronological, 

geographical and stylistic categories (i. e. Ceret, Cagnes and post-Cagnes). Although such 

codification makes accessing a large body of work easier, reading works solely within those 

contexts precludes addressing themes, processes and relationships which span the breadth of 

the artist's oeuvre. Since past artworks, visual traditions and the notion of the authoritative 

`original' more generally were career-long concerns for Soutine, as will be argued here for 

the first time, an investigation of those issues and how they play out in Soutine's works runs 

against a dominant approach that seeks to divide diverse works into categories. Coupled with 

this, scholars have viewed Soutine as a stylistic `loner', who despite showing interest in the 

work of other artists cannot be said to rely on any particular individual, or to conform to a 

specific movement. An awareness of these approaches is crucial when constructing a 
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historiography of Soutine's engagement with the past and will be taken into consideration 

when discussing selected critical interventions. 

What follows will first briefly map posthumous critical narratives about Soutine's 

selection and use of sources. Recovering the existing critical context for Soutine's sources 

will highlight dominant stories about this major aspect of his production and allow the 

alternatives offered in this thesis to be situated more clearly within Soutine studies - how 

they depart from existing accounts and which new insights into Soutine's work they offer. 

Following this, discussion will concentrate on situating Soutine's activations of past models 

in the contemporary artistic, political and cultural context of interwar Paris, first by outlining 

how that context is understood in this thesis, and second by examining critical accounts of his 

sources made contemporaneously in Soutine's lifetime. These interventions will be examined 

in relation to the four case studies mentioned at the outset of this chapter. In doing so, 

Soutine's deployment of specific models is resituated within the environment of their 

immediate reception, meaning that this lifelong practice can be more fully understood. 

II Posthumous Critical Approaches to Soutine's Sources 

i. Monroe Wheeler, 1950 

The first contributor to discuss Soutine's sources in any detail in the historiographical corpus 

is Monroe Wheeler, now familiar as the curator of Soutine's first retrospective and as the first 

critic to draw a firm stylistic distinction between the two major periods in Soutine's career. 

Wheeler's following comment is made in spite of his own warning that "the detection and 

expounding of influences which contribute to the formation of a young artist's style is not 
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one of the branches of art scholarship which can be made very exact": 166 "Soutine never 

forgot that he had come to Paris to paint like the masters he idolised". 167 Here Wheeler leaves 

us in no doubt of Soutine's approach to the art that interested him: the artist aimed to copy the 

work of other painters and to mimic the style of his artist heroes. '68 In the course of his text, 

Wheeler suggests numerous sources by whom Soutine was said to have been inspired - 

Tintoretto, El Greco, Van Gogh, Bonnard and German Expressionist artists such as Emil 

Nolde, to name just a few - but the critic appears most convinced by Rembrandt's influence 

on Soutine's choice of subject and his style: "throughout his life, unquestionably Rembrandt 

was the painter whom Soutine most revered and to whom he did greatest honour". 169 Aside 

from brief observations such as these, however, Wheeler does not comment further on 

Soutine's sources. His catalogue is primarily concerned with elucidating Soutine's stylistic 

characteristics and providing an overview of Soutine's oeuvre to tie into his retrospective 

exhibition. The significance of the critic's contribution is in the more general story it tells 

about Soutine's sources: Wheeler views Soutine's interest in the art of the past as an a- 

historicising element of the artist's practice, one that removes him from any discourse 

underway during his lifetime. In Wheeler's conception, this had a detrimental effect on 

Soutine's production, the shedding of a true, expressive identity (embodied in the Ceret 

works) in favour of a compromised aesthetic too reliant upon the vision of others. This 

narrative of Soutine's activation of past models in his own work is best elucidated in Clement 

Greenberg's writings on the subject a decade later. 

Monroe Wheeler, Soutine, p. 43. 
167 Monroe Wheeler, Soutine, pp. 42 - 43. 
168 Another significant feature of Wheeler's catalogue, however, is its juxtaposition for the first time of two 
Soutine paintings with specific works of the past, namely: Soutine's The Siesta (c. 1934) [Fig. 41] with 
Courbet's Les Demoiselles aux Bords de la Seine (1856) [Fig. 42], and Woman Entering the Water (c. 1931) 
[Fig. 8] with Rembrandt's A Woman Bathing in a Stream (1654) [Fig. 35]. Although Wheeler does not comment 
on the relationship between these paintings, their explicit juxtaposition suggests that each painting should be 
viewed in light of the other. 
169 Monroe Wheeler, Soutine, p. 81. 
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ii. Clement Greenberg, 1961 

Greenberg's indebtedness to Wheeler's seminal text is obvious, of which connection a crucial 

statement quoted in Chapter One reminds us: "Soutine never recovered from the impact of 

the museum". According to the critic, Soutine's naivety had further, and more significant, 

implications for his place in art history: he "turned his back on Cubism and refused [... ] to 

like anything but the Old Masters". 170 Essentially, Greenberg believes that Soutine's 

deliberate involvement with the visual traditions of the past (chiefly those on view in Paris's 

museums and particularly the Louvre) led both to a personal failure realise to his full 

potential, and also to a misplaced rejection of the contemporary avant-garde. The `either-or' 

mentality Greenberg exhibits is symptomatic of the wider equation of `modem' (i. e. 

twentieth-century) art with innovation, a development viewed as divorced from the 

unmediated repetition of past models and from predominating representational and figurative 

preferences. Greenberg's notion that Soutine came to specialise exclusively in revisions of 

the Old Masters - revisions made not on his own terms, but rather resting on the formal 

scaffolding of the past - reveals more about Greenberg's view of history than Soutine's 

preferences. Greenberg's definition of `the Old Masters' in the article is telling: "Tintoretto 

and El Greco, then [... ] Rembrandt and Courbet" and he also mentions Van Gogh. 171 All 

artists associated in their own periods with artistic innovation (whether stylistic, technical or 

in terms of subject matter), these names make sense to Greenberg, who, as Rosalind Krauss 

mentions, preached "the ontic status of art, of its unbreachable, seamless continuity" through 

the constant renewal of its universal forms. 172 Although acknowledging the inheritance of the 

`0 Clement Greenberg, Art and Culture, p. 116. In the same text, Greenberg goes on to explain in detail the 
effect the museum had on Soutine's work: "Soutine relied throughout on the traditional, sculptural means of 
light and dark for the structure of his pictures. Self-sufficient color - Matisse's, Van Gogh's, Monet's - is a 
matter of relatively flat colour. If one wants to retain modelling with its graduations of light and dark, directness 
of purity of hue must be sacrificed. One cannot have it both ways. This, however, was exactly what Soutine 
insisted on for a long while, and the ensuing contradiction was the most immediate cause of his failure to realise 
consistently in the 1920s". (p. 117) 
171 Clement Greenberg, Art and Culture, p. 116. 
172 Rosalind E. Krauss, The Originality of the Avant-Garde, p. 1. 
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past in the work of his contemporaries, for Greenberg that past is selectively constructed, 

made up of artists who can be said to have practised in their own periods Greenberg's vital 

notion of renewal. Greenberg's biggest problem with Soutine is not that he takes an interest 

in past artistic models, but rather that he did not practise renewal in the treatment of those 

models. This leads the critic to state, in some state of annoyance and regret, that Soutine "can 

be considered a victim of the museum", that he was led blindly to the art of the past like a 

moth to a flame. 173 Aligning Soutine with the sources mentioned above, Greenberg is thus 

both following previous trends in Soutine studies (by now Tintoretto, Rembrandt and Courbet 

are familiar names cited in conjunction with Soutine) and measuring Soutine's work by his 

own conception of history. 

Greenberg's understanding of Soutine's relationship with the art of the past, and with 

the notion of tradition more generally, is not unique in art historical discourse. Michael Fried 

encountered the same set of problems and questions in his 1969 study of Manet's artistic 

models, Manet's Sources. 174 Fried lists several common assumptions about the nature of 

Manet's interest in and deployment of preceding visual traditions, many of which tally with 

those made about Soutine: 

Some historians have argued that for Manet subject matter was nothing more than 

a pretext for the problems of form and colour that alone interested him, and that 

he used the art of the past as a source of themes which for one reason or another 
he was unable to invent for himself. [... ]. It has also been suggested that Manet 

173 Clement Greenberg, Art and Culture, p. 119. This sentiment is echoed by Sylvester a few years later in the 
1963 Soutine retrospective held by the Arts Council of Great Britain: "for Soutine, in his innocence, museum 
pictures were real pictures, and his own pictures ought to look like them" (David Sylvester, Soutine, p. 11). 
Sylvester even goes so far as to deem Soutine's interest in past art as, "a conversion to Pre-Impressionism", 

aýain a reiteration of Soutine's alleged return to a pre-modernist sensibility (p. 13). 
14 Fried's article, along with a revised study of Manet's artistic sources, is reprinted in his more recent Manet's 
Modernism (Chicago and London: The University of Chicago Press, 1996). 
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either lacked the ability to `compose' or was uninterested in that class of 

problems, and so turned to the Old Masters for the ordonnance of his paintings. 175 

As Fried firmly states, the suggestion that Manet was unable to invent, or that he had too 

many other priorities to do so, "is clearly false". 176 This he proves by undertaking a highly 

detailed analysis of a selection of Manet's paintings from the 1860s, which he argues 

represent the artist's heretofore unacknowledged allegiance to a particular concept of French 

art history during this overlooked but highly significant period of production. Indeed, one of 

Fried's hypotheses is that Manet carefully deployed often extremely subtle references in his 

paintings so as to align himself with a particular brand of `Frenchness' at large during his 

lifetime which worked in conjunction with narratives about a French school of painting 

conjectured and constructed by the nineteenth-century French art critic Theophile Thore 

(1809-1869) during the 1850s and 60s. The possibility that Soutine also referenced particular 

sources in order to align himself with, or call into question, France's artistic heritage as 

demanded by the rappel a 1'ordre is one that will be explored in detail for the first time in the 

case studies in this chapter. 

iii. Kenneth Silver. 1998 

It is rather Soutine's lack of moderation, his failure of aesthetic decorum, that 

make his art both desirable and important for French culture. And this was 
because his critics had quite a specific rhetorical task in mind for this Jewish artist 
[... ]: they wanted him to do battle with the Parisian avant-garde. George writes, 
for instance, that in comparison to the `scientific job of introspection of Pablo 

Picasso, whose poetry seemed stained with intellectualism, ' and the `tonal 

symphonies of Henri Matisse which reveal a system of exterior and formal 

'" Michael Fried, Manet's Modernism, p. 24. 
176 Michael Fried, Manet's Modernism, p. 24. 
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preoccupations, ' Soutine's art is untainted by cerebral and decorative 

preoccupations. "' 

Silver's notion that Soutine's art was pitted against the avant-garde in this way is one 

narrative of the artist's `place' in contemporary discourse. Whether or not this is the case is 

perhaps less important than noting that Silver's argument represents a departure in the critical 

reception of Soutine's engagement with the part of the past to date. Whereas Silver interprets 

narratives about Soutine's expressive persona as a positive force that situates him firmly at 

the centre of contemporary debate, it has not generally translated so positively in the work of 

numerous preceding critics, as we have seen previously. In addition, Silver attempts to re- 

contextualise Soutine's expressive persona, claiming that it was embraced by his 

contemporaries who saw (or constructed) in Soutine an expressive painter untainted by the 

calculations, `movement' and `magic' (to use Waldemar George's terminology, discussed 

shortly) of earlier progressive movements. In doing so, Silver offers an alternative narrative 

of Soutine and his art to counter Greenberg's (and in fact Wheeler's also), in which the naYve 

painter remains naive, but whose innocence places him in the midst of debates about the 

nature of French art, not outside them. 

Waldemar George (1893-1970), art critic and founder and editor of the art journal 

Formes, a highly politicised right-wing publication voicing George's opinions on art, politics 

and culture, was a key contributor to Soutine's critical reception between the wars and 

expresses opinions running close to Silver's outlined argument above. The issue surrounding 

the perceived foreignness (both self-generated and externally imposed) of artists of non- 

French nationality, and particularly of Jewish heritage, was a key debate in interwar Paris and 

George was a major voice in that debate. Writing for the London journal Apollo in 1931, 

George asks: 

177 Kenneth Silver, `Where Soutine Belongs', p. 31. Silver's emphasis. 
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Does our epoch produce the portrait? [... ] To invent a portrait is to consecrate the 
liberation of a living and thinking being; to isolate, not man, but one man, to 

realise all the distinctive features of his physiognomy, discern and register them; it 

is in fact an act of freedom. '78 

In the same article, George juxtaposes the notion of the freedom-giving naturalistic portrait 

with the `stasis' of movement: 

Movement in itself may have a meaning exclusively magical. It may precede an 

unreal art, and it may follow it. There is a world between the Discobolus and the 

Bisons on the march in the grottos of Altamira. But the conception of movement 
is not unknown to primitive culture. On the other hand, the portrait is the 

appanage of "advanced" culture. 179 

In George's rhetoric, the naturalistic portrait is progressive, but simultaneously references the 

civilising influence of the Classical; whereas movement in image, a key area of 

experimentation in pre-WWI avant-garde work, becomes that which is primitive, 

unexperimental and retrospective. George's criticism of movement and praise of naturalistic 

portraiture in Apollo is a manifestation of the debate surrounding France's `true' path, away 

from anti-traditionalism and towards a classical future. It is also significant that at the time of 

writing, George's political loyalties were to the extreme Right. A vocal supporter of 

Mussolini and the Italian Fascist Party, he voiced his views in Formes as the politicisation of 

art gathered speed during the 1930s, particularly as rappel ä fordre cultural politics began to 

incorporate Right-wing anti-Semitism in some circles. The avant-garde was considered by the 

Right as "a symptom of the `crisis' brought on by liberal democracy and capitalism"; 180 it had 

178 Waldemar George, ̀ Masks or Faces', in: Apollo, Vol. 13, No. 77 (1931), pp. 271-281. Here, p. 271. 
179 Waldemar George, ̀ Masks or Faces', p. 271. 
180 Christopher Green, Art in France 1900-1940, p. 222. See also: Malcolm Gee, Dealers, Critics and 
Collectors, p. 141. George's emphasis on the primitivising influence of movement recalls Adolf Loos's 
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become an aimless experiment, catering only to a bourgeois sensibility and ignoring the 

fundamentally classical tradition in which French art, and France itself, had its roots. That 

manifestation of the avant-garde's preference for the mechanic, Cubism, was therefore the 

`wrong' type of movement: away from the harmonic, natural and humanising tradition of 

Poussin and Corot. Renewed appreciation for art of the Ecole Francaise (which according to 

George represented this `humanising' tradition) was seen as the "foundation of a European 

cultural renewal", essentially the reconstruction of a ̀ French Classicism' to which France and 

Italy would lead the way. 181 Within George's framework, the artists and work of the Ecole de 

Paris stood in sharp contrast, and even in active opposition to, the Ecole Franfaise. This was 

not because the work of Soutine, Modigliani and others was viewed as ̀ dangerously' modern 

(in the terms set out by George), but rather because the artists themselves hindered the 

situation of the French past in the present. As Green observes, "George's stance was actually 

that of the `typical' French Jew whose family had been in France for generations and who 

now feared that the `foreignness' of immigrant Jews would encourage anti-Semitism". 182 

Indeed, George himself was a Polish immigrant and Jew, but one who at the outset had 

determined to naturalise in a way he felt the artists of the Ecole de Paris had not (he had 

studied French literature at the Sorbonne and had fought in the Great War as a French 

citizen). Ecole de Paris artists, could not, therefore, be a part of George's search for a 

humanising art, a disappointment which prompted the critic to ask: 

argument that ornamentation and embellishment in the visual arts is degenerative, similar to the ornamentation 
techniques used in tribal culture, particularly that of tattooing. The practice of ornamentation (whether in art, 
craft, architecture or body modification) Loos therefore identified as degenerative and in line with what he saw 
as the delayed evolutionary development of tribal communities. Although Loos was primarily speaking against 
the ornamental flourishes of the contemporary Jugendstil movement, the argument that a formal aspect of an 
artwork may somehow indicate evolutionary or mental development is echoed in George's comment on 
movement in image. (See Chapter Four for more on Adolf Loos and ornamentation. ) 
'$' Christopher Green, Art in France 1900-1940, p. 222. Artists and works George championed in his cause 
were the 1920s and 1930s work of Derain and that of de Chirico and Malliol. 
182 Christopher Green, Art in France 1900-1940, p. 223. 
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Do they [Modernists who are in danger of going `too far'] really believe in the 

physical universe? They all pretend to do so; they profess the faith of the 

humanist. [... ] Will they guide the French and European art on a new path? Will 

they triumph over modern pessimism? ' 83 

As Green points out, Soutine answers George's question in his Carcass of Beef series (1925) 

based on Rembrandt's Flayed Ox (1655), and Still Life with Rayfish (1924), a reference to 

Chardin's La Raie (1728), as well as in numerous other paintings which reference works of 

the French tradition. Green surmises that Soutine was an artist "George was happy to see 

unassimilated"; in Soutine's `rootlessness', the painter becomes "an opposite against which 

the `measure' of the French tradition can be defined". 184 George's discussion of Soutine's 

work is clearly embedded in the renewal of French Classicism and the critic's emphasis on 

Soutine's displacement in a culture not his own is an issue central to the Ecole de Paris. 

Kenneth Silver's wider conclusion about Soutine's place in art history is that for his 

contemporary critics like George, Soutine was held up as a `solution' to the avant-garde of 

Picasso and Matisse; his passion and intensity were essential elements in this argument 

because it moved away from the `calculations' of the avant-garde. 

In Silver's conception of Soutine's art, the sources Soutine references confirm his 

potential status as traditionalist amongst progressive Cubists. The first source with which 

Silver aligns Soutine is one contemporary with him, that of the so-called `Naturalists'. These 

included Maurice de Vlaminck and the young Andre Dunoyer de Segonzac, Modigliani, 

Laurencin and Kisling (to name just a few) who according to Silver were "exhibited in many 

of the same shows, handled by some of the same dealers and found their way into many of 

183 Waldemar George, `Masks or Faces', p. 281. It is not clear to which group of artists George's "they" refers. 
Earlier in the article, George refers merely to "some painters". Given the article's nature as a challenge to 
modernist painters (in the terms set out by George) however, "they" is likely to refer those artists George classes 
as representing the `dehumanising' avant-garde. 
184 Christopher Green, Art in France 1900-1940, p. 223. 
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the same art collections". 185 The work produced by these artists fits comfortably into 

Guillaume's own taste (many of them were collected by him) and was not thought of as 

avant-garde in the most progressive sense. Silver quotes critic Florent Fels as half-jokingly 

expressing his opinion that "an ambitious young painter of the moment could succeed in the 

art world by creating works in which were mixed `a little Corot with a little de Segonzac, a 

little Courbet relieved by a few reds ä la Vlaminck"'. 186 Along with this tradition, Silver 

views Soutine's work in relation to two further influences at work during Soutine's lifetime. 

The first is that of two `primitives': Douanier Rousseau and Maurice Utrillo. Both artists we 

self-taught and experienced a rise in popularity in the 1920s. As Silver explains: "these self- 

taught artists were seen as testifying to an innate, reassuring principle of `rootedness', their 

untutored renditions of urban and rural life read as glimpses of a beloved France gradually 

being lost through industrialisation". 187 In the same way, Soutine's supposed instinctiveness 

and apparent innocence of approach was viewed as a `guarantee' for his quality and place 

outside the progressive and problematic avant-garde canon. And thirdly, Silver places 

Soutine within a canon of `French Expressionism', a movement that critics in the late-1920s 

argued was distinct from its German cousin, and that it had even preceded German 

Expressionism - "it was Cezanne's influence on the Germans that had brought about their 

version of this `French' aesthetic". 188 Among artists supposedly practicing that aesthetic in 

addition to Soutine were: Georges Rouault, Vlaminck, Utrillo, Chagall, Modigliani and 

Kisling. 

Despite these attempts at recontextualising Soutine's art, Silver does not offer any 

detailed explanation for the overt references Soutine makes to Rembrandt, Chardin and 

Courbet throughout his work, nor does he acknowledge in his article that artists like Courbet 

185 Kenneth Silver, `Where Soutine Belongs', p. 26. 
186 Kenneth Silver, `Where Soutine Belongs', p. 25. 
197 Ibid., p. 26. 
I" Ibid., p. 28. 
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and Cezanne experienced unstable reputations and positions in the interwar French canon and 

that this fact may impact how we view Soutine's work which activated their example. This is 

surprising given Silver's earlier work on that period's cultural politics, in which he does go 

into some detail about French art-historical revision, a project that is so geared towards 

gaining a more thorough understanding of how individual artists operated within that climate, 

and in particular the role played by tradition in their work. Significantly, he does not mention 

Soutine in that project, another surprising omission given the central role his 1998 article 

awards the painter. Despite these facts, however, Silver's notion of the rappel ä fordre, and 

the artistic, cultural and political climate of the interwar years can still form a valid context 

within which Soutine's use of past sources can be understood and read anew. Thus it is 

mapped in what follows in some detail, before analysis moves on to look at some of 

Soutine's sources in relation to his contemporary aesthetic and political landscapes. 

III The Parisian Avant-Garde 1918 - 1940 and the Role of Tradition 

According to studies by Christopher Green and Kenneth Silver, dominating wartime and 

post-World War I France was a conception of French art, and of the French nation - its 

history and role in Europe more generally - that linked both the country's art and its `true' 

cultural heritage (two ideas that were inextricably related) to classical models of Latin origin: 

Within nine months of the start of the war, the cultural significance of the 

Antique, Mediterranean, and specifically Latin world took on added meaning. 

The French sense of a mission to defend the best and oldest in Occidental culture 

was reinforced when Italy, which had remained neutral during the fall and winter 

of 1914-1915, joined the Allied cause in April 1915. [... ] The land of the Roman 

Empire, the Renaissance, the Catholic Church had at last entered into the struggle 

against the barbarians. It was a sure sign that God was on the side of the Latins in 

119 



their current travail, and it gave new weight to the ideal of the Grande Guerre as 

a sacred war against the infidels and the forces of darkness. 189 

The `forces of darkness' Silver mentions did not only originate outside French territory in the 

form of German onslaught. Before, and to some extent during, the war, they were also 

understood to be at large in the nation's own capital in the form of the anti-traditionalist 

trends in that defined avant-garde artistic practice before the beginning of the war. Fauvism, 

but especially Cubism (and in particular Picasso) came under fire in wartime political 

rhetorics which conceived of such movements as inherently anti-French, even Germanic in 

their aesthetics and in the ideological conditions of their formation and continuation: 

individual-centred, intently anti-traditional and internationalist. In essence, such trends were 

viewed as symptomatic of a France that had lost her way. Politicians, critics and artists set 

against such perceived confusion and `dreaminess' the notion of a Classical, Latin France as 

described in Silver's extract above, a heritage that needed to be reclaimed because the 

iconoclastic movements of the 1910s avant-garde had led France, a nation that saw itself as 

the true leader of artistic endeavour, away from its Occidental roots. Silver summarises how 

that shift played out in the work of artists, many of whom had originally championed the 

course French avant-garde art was taking before the onset of the war: 

Post-war Paris witnessed numerous aesthetic shifts by Fauves, Cubists and 
Futurists in the direction of `la tradition': Picasso's illusionistic, hefty, Greek- 

style nudes; Braque's classicising, monumental figures and small, delicately 

painted still lifes; Matisse's interiors of Nice, those highly legible, three- 
dimensional spaces of contemplative nudes and gentle light; La Fresnaye's 

antique athletes and modem peasants; Severini's commedia dell-arte murals. 190 

189 Kenneth Silver, Esprit de Corps, p. 93. 
190 Kenneth Silver, `Where Soutine Belongs', p. 21. 
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The shift to figuration and representation described here is also a shift to deliberate 

classicising style (and, to some extent, content), the call for which Silver traces back to Jean 

Cocteau's statement in the critic's own magazine, Le Mot (1914-1915): "Between TASTE 

and VULGARITY, both unpleasant, there remains elan and a sense of proportion: THE 

FACT OF UNDERSTANDING JUST HOW FAR YOU CAN GO TOO FAR. Le Mot hopes 

you will follow it on this path of France". 191 Here Cocteau describes an aspect of the rappel a 

1 'ordre, the return to order of his own term, which describes the path that France itself, as 

well as its artists, should take -a middle way between what would come to be viewed as the 

extremity and destructiveness of the pre-war avant-garde (i. e. going `too far'), and the mere 

copying of tradition (after all, France considered itself a leader of innovation in the arts, a 

legacy that it intended to reclaim now that it had been ̀ released' from the ravages of pre-war 

progressivism). For within Cocteau's rappel a fordre, a type of experimentation existed that 

would allow France to remain a leader of cutting-edge art, design and culture without going 

`too far', i. e. a return to the disunity and ̀ Germanlsms' (to use another of Cocteau's terms) of 

the avant-garde's previous incarnation. 

That innovation in the arts was not viewed as a problem in itself, that it was 

encouraged amongst even the most radical supporters of the rappel a fordre (who were at 

times in danger of moving into Right-wing, conservatising policy) is important. It 

demonstrates that to paint a black and white picture of the wartime and post-war political and 

artistic landscape, in which the seeming conservatisation of artistic practice is pitted against 

earlier manifestations of the progressive cause, is too reductive. First, Cubism in its most 

`analytical' (i. e. pre-war) form was still being practiced by its founders and supporters who 

had been conscripted into service: "the existence of, in a very real way, two distinct cultures - 

that of the front and that of the home front - helps to explain Cubism's vitality in the trenches 

191 As quoted in: Kenneth Silver, Esprit de Corps, p. 46. Cocteau's emphasis. 
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of the Great War" and "dissonant, visually explosive style was an especially appropriate 

language in which to describe the destructive powers of modem warfare". 192 Thus paintings 

such as Leger's The Card Party (1917) were still being produced towards the end of the war, 

despite the increasingly established politics of the rappel ä fordre. Second, and more 

importantly for the development of French art in the interwar period, artists who had been at 

the forefront of Cubist developments before the outbreak of war were reluctant to `give up' a 

mode of expression and an ideology that they still found meaningful and necessary. Not all 

artists successfully managed the conflict of interests brought about by the war - as artists they 

upheld the necessity of the continuing search for new modes of representation, but as, in 

some cases, French citizens exposed to the uncertainties of a gruelling war, as well as to the 

undeniable desire for professional and financial success as artists, the direction in which they 

should take their work was not entirely clear. As a non-combatant foreign artist exposed to 

home-front politics, and as an artist who had been at the forefront of Cubist developments, 

Picasso embodied the struggle between the old and new way. Silver draws the following 

conclusion about Picasso's `solution' to this situation: "he neither spoke out against Cubism 

nor abandoned it in practice. Rather, Picasso simply increased the number of styles in which 

he worked, establishing an entire spectrum of traditional modes as a counterpoise to his 

various Cubist procedures. [... ] His quotations of and glosses on the past history of painting 

steadily increased in the 1920s at the same time that he continued to make Cubist art". 193 His 

L'Italienne is cited as an example of this duality in practice: a traditional subject, an Italian 

peasant girl, rendered in a Cubist vocabulary. The subject is therefore Latinising and in 

contemporary terms, acceptable, despite its undeniably Cubist concerns with form. That said, 

however, and as Silver observes, L'Italienne is a far cry from Picasso's pre-war work, for 

which he cites Ma Jolie (1912) [Fig. 44] as an example: "in order for us to recognise that it 

192 Kenneth Silver, Esprit de Corps, p. 84. 
193 Kenneth Silver, Esprit de Corps, pp. 133-134. 
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[L'Italienne] does not look like Cubist painting of c. 1909-1912, it would be further 

designated as a Synthetic rather than Analytical work". 194 

The aesthetic shift described above also required an inevitable revision, to some 

degree, of French art history. The rappel ä fordre required new models from France's long 

artistic tradition, heroes who were not associated with pre-war avant-garde developments, or 

at least whose identities could be rewritten into a new wartime and post-war narrative. 

Commenting further on the significance of paintings such as Picasso's L'Italienne (1917) 

[Fig. 43], Silver notes: "it was because of paintings like L'Italienne that, when Cocteau 

published a little book on Picasso in 1923, he could say, with evidence to support him, that 

`here, then, is a Spaniard, provided with the oldest French recipes (Chardin, Poussin, Le 

Nain, Corot)"'. 195 Along with Ingres and Corot, Silver lists the names most often evoked by 

wartime and post-war artists, critics and politicians as towering figures of the French 

tradition. Cezanne, too, was another, despite the fact that he ranked amongst those artists 

whose reputations had to be adjusted in order to fit the new rhetoric, in this case because the 

artist had been so firmly written into early Cubist discourse as one of the movement's 

founding figures. The popularity and politicisation of these artists in the aftermath of the First 

World War - of Courbet and Cezanne in particular - is significant in a study of Soutine's 

sources, since these names are commonly associated with his production in the critical 

literature. As each of the four case studies below will demonstrate, Soutine overtly referenced 

Courbet and, more indirectly, Cezanne in his still lifes and portraits, as well as towering 

figures of the interwar canon such as Chardin and Rembrandt, facts that pose questions about 

whether posthumous critical understanding of Soutine's naive approach to the art of the past 

(i. e. copying) is valid, and which certainly suggest that it requires revision. 

"a Kenneth Silver, Esprit de Corps, p. 135. Yet at the same time, Picasso is exceptional, an artist who rode the 
ever-shifting currents characteristic of this period with a success unrivalled by his contemporaries. 
195 Kenneth Silver, Esprit de Corps, pp. 137-138. 
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IV Four Case Studies 

i. The Carcass Series 

Graph 2 [Fig. 108] represents Soutine's work output in still life during his painting career. 196 

The graph indicates that still life painting was not a career-long practice for Soutine, but 

rather an occupation of his early to mid-career. He produced nearly all his still lifes between 

1916 and 1927 (a total of 126), with the bulk of the corpus appearing between 1923 and 1926 

in a surge of activity in this genre. The subject-matter of the still life corpus varies greatly, 

beginning with arrangements of domestic objects and modest foodstuffs - kettles, pots, 

cutlery, lemons, herring and apples - and finishing in single-motif studies of game, mostly 

beef, hare and fowl. 197 His palette undergoes a similar degree of variation, beginning with a 

focused colour-scheme of browns, greys and yellows moving into startling reds, blues, 

yellows and greens. A common feature of all Soutine's still life works is a marked 

decontextualisation of objects - Soutine provides no hint of a recognisable three-dimensional 

space in which the motif(s) resides. Whereas criticism does not hesitate to categorise pre- 

1923 still lifes as such (probably because their tabletop scenes sit comfortably within the 

iconography of the traditional still life genre), there has been a degree of uncertainty 

classifying those appearing later. Produced between 1923 and 1933, these paintings feature 

fowl, fish, game and beef carcasses in increasingly single-motif compositions. The most 

striking and researched images of such post-1923 still lifes are known as the `Carcass series', 

six canvases featuring a single motif, a carcass of beef, centrally placed in the composition 

and rendered in high-colour. The work discussed at the outset of this chapter, Carcass (1925) 

[Fig. 2], features in this series and is also one of Soutine's best-known paintings. The Carcass 

196 This graph was mapped using figures featured in Maurice Tuchman's catalogue raisonnd, to date still the 
most comprehensive collection of Soutine's oeuvre. It was thus accurate in 1993. 
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paintings are often studied in isolation, away from discussion of still life scenes, because their 

decontextualised and de-accessorised subjects destabilise the conventions of the still life- 

genre by not featuring the traditional trappings of a still life painting (and probably also 

because their bright palette make them some of Soutine's most visually arresting works). As 

Maurice Tuchman observes: "rather than taking its meaning and place in combination with 

other forms, the object now takes its place alone, in the spotlight, as the sole subject of the 

painting. This approach is closely allied to portraiture". 198 The jury is still out on whether the 

Carcass paintings should be considered still lifes or portraits, of a kind. 

In addition to the Carcass series, Soutine's still life corpus contains further numerous 

groupings of works which can also be considered series. Perhaps the other best known series 

within the artist's oeuvre can be found in Soutine's portraiture work and contains three 

paintings, all thematically based on Rembrandt's Woman Bathing in a Stream (1654) [Fig. 

35]. Soutine's Woman Bathing (c. 1930) [Fig. 33], Woman Entering the Water (c. 1931) [Fig. 

8] and Marie at the Bath (c. 1931) [Fig. 34] all feature the same model -a female figure with 

loosely tied-back hair and of solid stature - absorbed in the process of entering the knee- 

height water of a stream or bath. Examples of his later work like these (i. e. post-1930) are 

popularly praised as ranking amongst Soutine's most interesting portraits. Soutine's series 

will also be investigated in this chapter, using theories of the original as postulated by 

Rosalind Krauss, an approach which argues for the desanctification of the original (whether a 

particular text, image, culture or period etc. ) and. the inherent devaluation of the `copy' within 

that structure. 

Between 1934 and 1940 Soutine painted only five still life scenes, all of which feature 

live animals (a horse, two donkeys and four pigs) associated with farming and agriculture and 

"9s Maurice Tuchman et. al., Chaim Soutine, p. 339. 
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found in the countryside that became his home in exile for much of the Second World War. 199 

The transition from dead to live subjects has led some critics, such as Maurice Tuchman, to 

argue that Soutine was becoming increasingly attracted to the portrait subject and thus chose 

to portray live animals at this later point: 

In the 1930s Soutine's orientation toward portraiture is underlined as the `dead' 

animals become live animals and so become more and more like the living people 

who pose for the portraits. [... ] Earlier, he had been attracted to the humanlike 

face of the rayfish. Now, again, his animals often have human expressions. 200 

The link Tuchman makes between Soutine's portraiture and his later still lifes is perhaps 

overstating this change in subject matter. While a change in subject can be observed, this is 

better accounted for by Soutine's enforced nomadic and rural lifestyle than an overwhelming 

drive to create portraiture. Similarly, the stress Tuchman places on the `humanlike' 

expressions of the animals is not apparent -a sense of emotional intelligence in the animals 

presented to us is not easily discernable. Small Donkey (c. 1934) [Fig. 45] is certainly an 

astute study of this working animal, but one cannot claim to detect any hint of deliberate 

humanisation. Rather, a distinguishing feature of these later works, of which The Horse (c. 

1934) [Fig. 46] and Pigs (c. 1940) [Fig. 47] are two further examples, is the introduction of 

an identifiable setting, in this case the context of the countryside. Whereas Soutine's early to 

mid-still life studies featuring animal carcasses removed practically all contextualising 

elements, those of the 1930s and 40s introduce for the first time a sense of environment and 

"'Clearly, this fact exemplifies the potential destabilisation of iconographic conventions of the still life 
tradition referred to in Chapter One, since traditionally the still life genre has focused on inanimate or dead 

objects for its subject matter. Part of the current chapter is dedicated to how this plays out in Soutine's still life 

scenes and discusses in detail the process of destabilisation active within them. Avigdor Poseq's 1995 article, 
`Soutine's Two Pigs', interprets Soutine's paintings of pigs (1940-1042) in relation to his Jewish heritage: 
Avigdor Poseq, ̀ Soutine's Two Paintings of Pigs', in: Source, Vol. 14, No. 2 (Winter 1995), pp. 38-46. 
200 Maurice Tuchuran et. al., Chaim Soutine, p. 342. 
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setting. The lush greens, brown of the path and clear leafy branches of Small Donkey leave us 

in no doubt that these paintings were executed in the countryside and on-location. 201 

Soutine's Carcass of Beef [Fig. 2] has been singled out for its connection to 

Rembrandt's Flayed Ox (1655) [Fig. 3] held in the Louvre. 202 A glance at Carcass will 

explain why - both paintings feature a carcass of beef, which has been gutted and strung 

upside down. Tuchman explains: "the beefs were done `after' Rembrandt's Beef Carcass of 

1655 in the Louvre". As mentioned at the outset to this chapter, Carcass of Beef has also 

become one of, if not the, most famous paintings by this artist for several reasons: its 

arresting colour scheme, its apparent grotesqueness and uniqueness of subject, its connection 

to Rembrandt's also famous image and its inextricable relationship with its accompanying 

anecdote which casts Soutine in an extremely eccentric light. The significance of that 

anecdote lies not in what it tells us about the archaeology of this image, but rather what it 

narrates on the construction of Soutine's persona - the artist created by such anecdotes and 

his biographies is a formulaic character situated outside his own historical and artistic period. 

It is very much in this spirit that Carcass has been elevated as a signifier of Soutine's 

apparent lack of boundaries, and more significantly of his unwavering identity as an intently 

expressive artist - in essence, it has become his totem, his signature piece. Scholarly opinion 

on this issue does not vary a great deal, mainly conforming to the brief observation that 

Soutine took his motif from Rembrandt's Louvre painting. Indeed, there is no doubt of its 

truthfulness - Soutine clearly depicts Rembrandt's motif from precisely the same angle and 

mirrors the Old Master's use of light, highlighting in particular the animal's ribcage. 

201 Thus also potentially questioning and/or negating their status as still lifes. 
202 This chapter will explore Carcass's relationship to Rembrandt, but some scholars offer analysis of Soutine's 
impact in the time since his death. Avigdor Poseq explores this theme through Soutine's carcass motif: `The 
Hanging Carcass Moti f and Jewish Artists', in: Jewish Art, Vol, 16-17 (1990-1991), pp. 139-156. Poseq 
examines the meaning of the theme in the works of Soutine, Chagall, Francis Bacon and George Segal, viewing 
the carcass as a symbol of collective penance and sacrifice. This is not a new reading of the carcass's meaning in 
Soutine's work, but the article does offer some conclusions about the reception of Soutine's motif in the history 

of art since his death. 
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Rembrandt is a name that has been associated with Soutine's work since the first 

criticism appearing on the artist in 1923. Introducing us to Soutine's painting, Guillaume 

writes: "en art ses preferences vont ä la statuaire d'Egypte de haute epoque, ä Fart negre, ä 

Tintoret, Raphael, Goya, Rembrandt, Fouquet, Courbet, Cezanne. "203 Such chronological and 

stylistic diversity coupled with cross-media influences as outlined here by Guillaume is a 

template for subsequent critical representation of Soutine's engagement with visual traditions 

and artists of the past. Some of the sources Guillaume mentions have been convincingly 

aligned with Soutine's work while less compelling arguments have been made for others. 

More important than the success of such attempts, however, is noticing which artists are 

named as possible sources. In this case, Guillaume's choice may at first seem puzzling: 

Egyptian sculpture and V art Wegre may at first glance sit uncomfortably with established 

individual figures in the Western tradition such as Tintoretto, Raphael, Goya, Rembrandt, 

Fouquet, Courbet and Cezanne. Equally, Tintoretto and Raphael are Italian, Goya Spanish, 

Rembrandt Dutch and Fouquet, Courbet and Cezanne all French. 

Guillaume's list reveals more about his dealer and collector interests, and more about 

the artistic and political climate in 1923, than it does about Soutine's sources, however. 

Although some names on the list - Jean Fouquet (1420-1481), Rembrandt, Courbet and 

Cezanne - are undoubtedly important models for Soutine and their impact on his work can be 

seen at key moments in his career, others should be treated with caution. Guillaume's 

suggestion that Egyptian sculpture and Part negre feature in Soutine's work as prominent 

sources is a good example in which such caution should be exercised. Although it is not clear 

how Guillaume and Albert Barnes met, their association was in large part a result of their 

common interest in so-called Primitive art. 204 In the October 1923 issue of Les Arts a Paris, 

203 Paul Guillaume, ̀Soutine', p. 6. 
204 ̀Primitive art' is considered in this thesis to be the art of non-Western cultures, including African, Oceanic, 
Eastern and oriental art; but also, importantly, medieval European art. However, this thesis is not so much 
concerned with establishing the meaning of the term `primitive' in relation to art, but rather what constitutes 
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several articles appear addressing the Barnes Foundation and its collection of African art (the 

latter written in English by Barnes himself). This is the first time the connection between 

Guillaume and Barnes becomes clearly orientated toward African art (in later editions the 

scope widens to include medieval art also, perhaps in parallel to increasingly prominent 

notions of France's medieval heritage in the wake of the First World War). Guillaume writes 

on more than one occasion about the large collection of African art in the Barnes Foundation, 

and in doing so publicly allies himself not only with this man of means, but also with the 

Barnes Foundation's aims and collecting policy - as Guillaume himself acknowledges 

somewhat ambiguously in a later issue, "my fate became tied to primitive art". 205 

Guillaume's inclusion of African art as a source for Soutine should therefore not be 

surprising, and equally so in the greater context of French politics in the 1920s and 30s. This 

is not to suggest that African tribal sculpture is not a potential valid source for Soutine's 

work, but rather that further analysis is required to establish the veracity of Guillaume's 

claim. Certainly, Paris staged significant world fairs during the 1930s, of which the 

`Primitive art' as it was understood by contemporary artists and specifically Soutine. The term `Primitive art' is 
used here to denote the collective nature of the term, to the diverse art falling under that category, and to shift 
emphasis from the inherently problematically pejorative term `primitive'. 
205 Paul Guillaume, `New Aesthetic' in: Jack Flam and Miriam Deutch (eds. ) Primitivism and Twentieth- 
Century Art: A Documentary History (Berkeley, California and London: University of California Press, 2003), 
pp. 125-128. Here p. 126. Les Arts ä Paris contains various explicit examples of Guillaume's commercial and 
aesthetic interests in African tribal art. The following editions of the journal carry information on tribal art: Les 
Arts ä Paris, No. 1 (March 1918), p. 4 contains an advertisement for a forthcoming exhibition of primitive art, 
organised by Guillaume and to be held at Galerie Paul Guillaume; Les Arts a Paris, No. 2 (July 1918), p. 10 
features a page-long article about `Sculptures d'Afrique et d'Ocenie' written by a Louis Troeme; Les Arts ä 
Paris, No. 5 (November 1919), pp. 4-11 carries a lengthy description and press reception of a `Exposition d'Art 
Negre' at Galerie Devambez in Paris organised by Paul Guillaume (for which there is an extant catalogue); Les 
Arts ii Paris, No. 8 (October 1923), pp. 9-10 features a two-page article written by Guillaume entitled, `African 
Art at the Barnes Foundation', in which Guillaume describes the merits of the foundation's extensive collection 
of primitive arts; Les Arts a Paris, No. 9 (April 1924), pp. 2-5 contains an article written by Barnes named 
`L'Art Negre et I'Amerique', which is focused on outlining the place that primitive art has in America at the 
current time, with a somewhat didactic, colonial overtone; Les Arts a Paris, No. 12 (May 1926), pp. 12-14 
contains an article by Guillaume, `The Discovery and Appreciation of Primitive Negro Sculpture', in which the 
dealer gives thanks for the enriching influence Primitive art has had on art in Europe: "the world quickly learned 
of the vast and unsuspected wealth of spiritual inspiration bequeathed to modern times by unnamed artists of the 
black race" (p. 14); Les Arts a Paris, No. 13 (June 1927), pp. 16-17 features a review of a forthcoming book co- 
written by Guillaume and Thomas Munro entitled, `Primitive Negro Sculpture'; Les Arts a Paris, No. 16 
(January 1929), pp. 1-4 contains an article written by Guillaume, `Une Esthetique Nouvelle L'Art NBgre'; Les 
Arts a Paris, No. 17 (May 1930), pp. 19-22 features an essay by Adolphe Basler on `Arts Oceaniens'; Les Arts a 
Paris, No. 21 (1935), pp. 23-24 contains, for the first time, photographs of tribal communities set into an essay 
by R. Antonetti entitled, `Ordalies Noires'. 
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Exposition Coloniale Internationale de Paris (1931) is one example, perhaps as attempts to 

revive interest in France's colonial venture and a renewed sense of Empire after the war. As 

Romy Golan has shown, a large propaganda effort was undertaken to this end, of which 

France's famed colonial-themed ocean liners were one of the most public, and expensive 

manifestations. 206 Thus there was renewed interest around this time in the art of France's 

colonies, to which Soutine would also have been exposed. 

Paul Guillaume was introduced in Chapter One, there as an influential and well- 

connected dealer who made links with some of the most important figures in the 1920s 

Parisian avant-garde. Silver's summary of Guillaume's collection (now forming a large part 

of the Musee de l'Orangerie's collection after his widow bequeathed it to the French State 

after her death) is worth quoting in full because, as Silver concludes, it is testament to the 

breadth and importance of Guillaume's connections and also sheds light on the `type' of 

avant-garde work Guillaume was supporting: 

The collection left by gallery owner Paul Guillaume's widow to the French state 
[... ] is a prime example of `modernist mainstream' Parisian taste of the years 
between the wars. Alongside the finest and largest group of Soutines in the world, 
22 in all [... ] we find 15 Cezannes, 25 Renoirs, 2 Sisleys, one each of Monet and 
Van Dongen, 29 Derains (with not a single example of his earlier, pre-war Fauve 

work), 10 Matisses, 5 Modigliani portraits, 12 Picassos, 5 Laurencins, as well as 
9 each of Douanier Rousseau and Maurice Utrillo. Except for two later Cubist 

works, all the Picassos are from his various representational periods; except for a 
1917 painting, the Matisses are conservative Nice pictures of the 1920s. In a 

collection of nearly 150 works, despite Picasso's inclusion, there are only two 

examples of Cubism; despite Matisse and Derain's inclusion, no early Fauvism 

whatsoever; and, of course, no Dada or Surrealism. The Walter-Guillaume 

Collection, with many great paintings, represents a panorama of figurative art 

206 See: Romy Golan, `At the Fairs', in: Romy Golan, Modernity and Nostalgia, pp. 105-136 for more 
information on the fair mentioned above. 
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made in Paris over the course of a half-century, epitomising what was often 

referred to at the time as the French tradition, `la tradition francaise'. 207 

Silver situates Guillaume's collecting policy within the artistic politics of the rappel a 

1'ordre, pointing out the obvious omission of overtly anti-traditionalist (i. e. early Fauve or 

Cubist works, or more contemporary Dada and Surrealist interventions), despite Picasso's 

and Matisse's inclusion. 208 The naming of potential influences such as Fouquet and Cezanne 

on Soutine's work may therefore reflect the dealer's personal and commercial taste in art. 

However, part of Silver's wider conclusion is that Soutine can also be located within this 

taste, that his work can be read comfortably within the context of artists who "eschewed 

abstraction and embraced representational art, who steered clear of new media like collage 

207 Kenneth Silver, `Where Soutine Belongs', p. 26. Guillaume's own journal also supports this. The following 
editions clearly state the artists with whom the dealer had connections throughout his career: Les Arts a Paris, 
No. 3 (December 1918), p. 10 contains a spread on the `Exposition Peintres d'Aujourd'hui', which was held at 
Galerie Paul Guillaume on 23 December 1918. The `Liste des Oeuvres' reveals the following connections: 
Henri Matisse (4 works), Picasso (3 works, it is impossible to tell from the titles which works precisely), Andre 
Derain (3 works), Giorgio de Chirico (4 works), Maurice de Vlaminck (4works), Roger de la Fresnaye (4 
works), Amedeo Modigliani (4 works) and Maurice Utrillo (3 works). This list obviously predates Guillaume's 
connection with Soutine, approximately by three or four years. However, it does demonstrate the breadth of the 
connections Guillaume supported. Since the titles of featured paintings are generic (e. g. Picasso's Figure), it is 
difficult to establish whether this exhibition conforms in aesthetic to Silver's above claim that for the most part 
Guillaume avoided displaying or dealing in overtly avant-garde works. That said, however, the inclusion of de la 
Fresnaye's La Mappemonde (1913), for example, a pre-war Cubist work, might suggest that Silver's 
conclusions need a level of revision, at least in terms of Guillaume's early collecting policy. However, the 
Orangerie collection clearly supports Silver's argument, omitting as it does any Cubist works by artists featured. 
In January and February 1920, two years after the exhibition described above, Guillaume organised a second 
exhibition of modem painters, this time in conjunction with Galerie Devambez. This was an altogether larger 
event, featuring an introductory essay by Guillaume Apollinaire, which he must have written before his death 
(with whom Guillaume always maintained a close friendship, he was devastated when Apollinaire died in 1918) 
and featuring works by: Madeleine Berly, Roger Bissiere, de Chirico (10 works), Derain (9 works), Raoul Dufy 
(1 work), Albert Gleizes (1 work), Kisling (3 works), Kremegne (5 works), Andrd Lhote (1 work), Henri 
Matisse (5 works), Modigliani (13 works), Picasso (4 works), Utrillo (2 works) Van Dongen (1 work), 
Vlaminck (4 works) and Ossip Zadkine (1 work). The scale of this exhibition clearly demonstrates the success 
of Guillaume's dealership and wide connections among international artists. 
208 Michel Hoog has written on the reinstallation of the Jean-Walter Collection in the Musde de l'Orangerie in 
1984. In the brief article, Hoog discusses the collectors, the formation of the collection and its acquisition by the 
Musees Nationaux in 1963: `La Collection Jean Walter-Paul Guillaume', in: Revue du Louvre et des Muscles de 
France, Vol. XXXIV, No. 4 (1984), pp. 311-312. Before 1984, the collection actually belonged to the Louvre, 
but that museum did not have enough free space to display it. Thus it was moved in 1984 to the Orangerie site, 
where it has remained. The collection now belongs to the Orangerie. See also: Jacques Paul Dauriac, `Paris, 
Muscle de 1'Orangerie: Collection Jean Walter et Paul Guillaume', in: Pantheon, Vol. XLII, No. 4 (October- 
December 1984), pp. 400-401 for a brief discussion of the museum's collection of modern painting. Dauric's 
article is a review of Hoog's text above. 
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and worked in time-tested oil on canvas, who rejected a programmatic anti-traditionalism in 

favour of an ad hoc blending of the old and the new". 209 

Soutine's referencing of Rembrandt can be understood within Silver's terms because 

the Dutch master was an accepted figure within the period canon, and particularly as it is 

represented within the dealer's own collection. He therefore feels happy naming Rembrandt 

as one of Soutine's sources. Moreover, Rembrandt was well represented in the Louvre, a 

national institution housing an sanctioned canon of French art history; by referencing one of 

the museum's masterpieces, and one which is clearly ̀ traditional' in its figuration, Carcass 

aligns itself with that canon, as well as with the complementary historical narrative of the 

rappel 6 fordre. Rembrandt's inclusion in Silver's particular concept of `Frenchness' may 

well have also led Soutine to this choice of source. That is not to imply, however, that by 

establishing this connection Soutine necessarily wished in some way to assimilate himself 

and his art into French culture (though that is also a possibility), but rather that he was aware 

of that narrative and wished to work both with and, as demonstrated in what is to follow, 

against it in his own paintings. 

Adding to his comment on the connection between Carcass and Rembrandt's Flayed 

Ox above, Tuchman further notes that "Soutine eliminates Rembrandt's interior setting, or 

any suggestion of environment, and focuses on the beef itself'. 210 Here Tuchman flags up a 

significant aspect of Soutine's general practice, which is particularly evident in those 

paintings most overtly engaging with previous models, such as Carcass. Described here for 

the first time as `framing', this process involves the excerption of a particular motif which is 

part of another, past composition, followed by its eventual recontextualisation in Soutine's 

own work. If this sounds suspiciously similar to the `copying' of which Soutine has 

previously been accused, this is to ignore the adaptation, (re)interpretation and change in 

209 Kenneth Silver, `Where Soutine Belongs', pp. 24-25. 
210 Maurice Tuchuran et. al., Chaim Soutine, p. 340. 
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colour, focus, form and meaning to which all Soutine's motifs of this kind are subjected, 

while still retaining enough evidence of their previous incarnation to invite a level of 

comparison. In Carcass, Soutine emphasises in his own painting the dominating quality of 

the carcass motif in Rembrandt's still life (there created by the play of light) by magnifying 

the object and bringing it closer to the viewer for inspection. At the same time, Soutine has 

heightened the carcass's colour and loosened its lines, while also entirely decontextualising 

the object (by removing the abattoir setting of Rembrandt's image). Soutine thus stresses the 

two paintings' interconnectedness while insistently maintaining their difference via 

compositional and formal changes. By recontextualising known motifs in this way, Soutine 

tells us something new about them, while also telling us about his own conception of art 

history. The process also asks questions about how Soutine viewed the notion of the 

`original', a concept that presumably came under intense discussion in the interwar period 

when the meaning of `original' (the `true', essential) France itself was being debated. 

Discussing contemporary casting of Rodin's sculpture The Gates of Hell, Rosalind 

Krauss problematises the notion of the Original in a way that can be illuminating for thinking 

about how Soutine treats this unstable concept. Krauss conjectures: 

To some - though hardly all - of the people sitting in that theatre watching the 

casting of The Gates of Hell, it must have occurred that they were witnessing the 

making of a fake. After all, Rodin has been dead since 1918, and surely a work of 

his produced more than sixty years after his death cannot be the genuine article, 

cannot, that is, be an original. The answer to this is more interesting than one 

would think; for the answer is neither yes nor no. 211 

Krauss explains that the new cast causes difficulty because at the time of Rodin's death, The 

Gates of Hell was an incomplete sculpture, still in bits that were constantly being rearranged 

211 Rosalind Krauss, The Originality of the Avant-Garde, p. 151. 
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by the artist. Thus any casts of that sculpture since Rodin's death are only one possible 

arrangement of a work that never existed as an original; moreover, any authenticity it may 

have is provided by the French State rather than by the artist, to whom Rodin bequeathed his 

estate and all rights of its reproduction. Most significant for rethinking how the notion of 

originality plays out in Soutine's work is Krauss's further observation that, "due to the double 

circumstance of there being no lifetime cast and, at time of death, of there existing a plaster 

model still in flux, we could say that all the casts of The Gates of Hell are examples of 

multiple copies that exist in the absence of an original". 212 Although Soutine's Carcass 

references an `original' in the sense that it shares a motif with an earlier complete painting 

attributed to Rembrandt, Soutine multiplies that motif six times in his own oeuvre. As has 

been established, Carcass of Beef is one of six paintings all featuring a flayed beef carcass 

[Fig. 2 and 28-32]. Producing a series of studies of the same motif is not unusual -a history 

of impressionism will confirm this, for example - and yet Soutine's Carcass series does not 

show enough variation between sibling paintings to allow their classification as a series in the 

most traditional sense; there, as in Monet's Poplar series for example, a single subject is 

selected as the focus of the study, but with each new rendering it is viewed in a different 

season, at a later time of day, from a different angle, in the absence of light etc. Soutine's 

Carcass paintings are too similar to one another to be understood in this way, though they 

certainly play around the edges of the academic tradition of the series without fully entering 

into it. 

As previously mentioned, for some of his critics (Greenberg particularly) Soutine's 

works which reference past images represent a distasteful and unsophisticated appropriation, 

whereby a past motif is passively re-rendered on his own canvas, a process which ultimately 

results in loss of meaning. This kind of assessment relies on the belief that an object (text, or 

212 Rosalind Krauss, The Originality of the Avant-Garde, p. 152 (Krauss's emphasis). 
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even the past itself) has a fixed meaning, created by its Author and valid both 

contemporaneously and presently. This is why Rodin's newly cast sculptures can be 

considered problematic - since they do not have an authentic origin object, they cannot even 

be considered copies of the original source. The notion of fixed meaning has been 

problematised by Charles Martindale and scholars like him who argue for a renegotiation of 

the term `reception' within that branch of scholarship. 213 There, meaning is not inherent to an 

object or text, but is rather created by the active participation of the viewer or reader. 214 

Krauss also argues for a dissipation of the kind of hierarchy which `valorises' the original (or 

a particular culture, period, image, text etc. ) because such structures generate an infallible 

original against which to test, and ultimately devalue or marginalise, the `copy'. On Ingres, 

for example, Krauss notes that the artist made a series of four paintings of Raphael and La 

Fornarina, and eleven of Paolo and Francesca, as well as of other major paintings. Krauss 

calls these "auto-repetitions", which "form a series among themselves that has no need of an 

original,,,. 215 Krauss's comments can provide a useful approach for understanding Soutine's 

series, which in their repetitive nature empty themselves of meaning within the context of 

Krauss's schema. 

Opening the painting to this reading makes clear that Carcass has been a difficult 

image upon which to build an investigation of the nature of Soutine's relationship with past 

art. In the development of its iconic status, the image has been increasingly divorced from the 

still life tradition within which it undoubtedly sits, as well as from a specific narrative of 

French art history which its connection with Rembrandt makes it a part. Furthermore, 

213 Charles Martindale, `Reception', in: Craig W. Kallendorf (ed. ), A Companion to the Classical Tradition 
(Malden, MA etc.: Blackwell Publishing, 2007), pp. 297-311. 
214 Charles Martindale, `Reception', p. 298. 
215 Rosalind E. Krauss, `Retaining the Original? The State of the Question', in: Retaining the Original: Multiple 
Originals, Copies and Reproductions, Studies in the History of Art, Vol. 20 (Washington, D. C. 1989), p. 9. This 
passage is also quoted in Elaine K. Gazda in her book on rethinking the Roman copy, The Ancient Art of 
Emulation. Studies in Artistic Originality and Tradition from the Present to Classical Antiquity (Ann Arbor, 
Michigan: University of Michigan Press, 2002), pp. 9-10. 
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although Carcass of Beef lifts a motif from a painting by Rembrandt and in doing so 

immediately invites comparison between the two works, aligning Soutine's work with 

Rembrandt's place in French artistic heritage, it also departs from Rembrandt's painting to 

such an extent that a simple compare and contrast exercise which asks which is the `better' 

painting, or how faithful Soutine has been to Rembrandt's `original', is rendered pointless - 

they are obviously two very different paintings. Soutine's modernist treatment of form, 

colour and brushwork denies this kind of comparison, not to mention the extreme visual and 

chronological decontextualisation of a historically specific motif at work in Carcass. Equally, 

given such significant removal from Rembrandt, Greenberg's claim that Soutine only 

passively engaged with past artistic models can only refer to Carcass's relative (to more 

`synthetic' abstract developments contemporaneously underway) figuration and the artist's 

preference of working in traditional genres, rather than its formal arrangement. The 

simultaneous specificity and decontextualisation present in Carcass means that it allows a 

moment of recognition of the original and then almost concurrently disallows that 

retrospective mode of reading because it forces a lateral reading across its sibling images and 

in doing so situates itself firmly in the present moment and frames itself within the context of 

Soutine's oeuvre. Viewing Soutine's series in this way runs against the value placed on the 

Carcass series - and in particular Carcass of Beef of 1925 - in Soutine studies and within 

popular receptions of the artist. A Kraussian deconstruction of Carcass of Beef, and of the 

Carcass series more generally, relieves this image of its authority as the quintessential 

Soutine, as well as providing a counter narrative to that which views Soutine's engagement 

with the art of the past as an acerebral endeavour. 

This hypothesis is further borne out by three paintings also constituting a series, here 

named Soutine's Bathing series: Woman Bathing (c. 1930) [Fig. 33], Woman Entering the 

Water (c. 1931) [Fig. 8] and Marie at the Bath (c. 1931) [Fig. 34]. In all three paintings the 
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female figure hitches up her voluminous white dress and peers down into the water, 

apparently unaware of the viewer's presence. Woman Bathing and Marie at the Bath offer a 

three-quarter length view of the woman at the same moment, whereas Woman Entering the 

Water is a full-length-portrait giving an impression of greater activity. Voyeuristically 

constructed, this series of portraits are unusual within Soutine's oeuvre, showing as they do 

the subject engaged in an activity. The vast majority of Soutine's portraits feature sitters 

looking directly at the viewer / artist set against a monochrome background; they thus retain 

the atmosphere of the studio setting in which they were created. These portraits 

unquestionably reference Rembrandt's Woman Bathing in a Stream (1654) [Fig. 35], 

currently held at the National Gallery London. Woman Bathing in a Stream also features a 

female model, thought to be Rembrandt's wife Hendrickje Stoffels, pulling up her dress so as 

to enter the stream without hindrance. The location is a secluded one, devoid of other figures 

or potential interruptions to this private moment. Yet although the subject appears entirely 

absorbed in her own activity and will not be interrupted, the pleasurable expression on her 

face potentially hints at her awareness as the subject of the viewer's gaze. The dark shadow 

resting on her upper thigh - in fact the darkest area on her body - draws attention to her 

genitalia, while also shrouding it firmly from view. 

Like Rembrandt, Soutine has captured the model after she has entered the water and 

her reflection in its still surface is almost static; her dark hair, the solidity of her body and the 

intricate folds of her garment are all present in Soutine's images. 216 And yet in comparison 

with Hendrickje, Soutine's model seems almost clumsy, a less refined version of her earlier 

substantial and earthy counterpart. Into this difference, Monroe Wheeler reads a sense of guilt 

216 There is an anecdote about this painting, a version of which David Sylvester relates in his 1963 essay: "there 
is a story behind the painting after the Rembrandt of Hendrickje paddling - the search for an appropriate 
peasant-woman; the business of persuading her that, in asking her to stand still in a brook up to her knees, 
hitching up her dress, Soutine neither a madman nor trying to use her for immoral purposes; the sequel about the 
day on which he forced her to go on posing throughout a rainstorm while he went on working almost in the 
dark" (David Sylvester, Soutine, p. 4). 
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on the part of the artist, and the male viewer, at gazing upon the model and at forcing her to 

be looked at: Soutine's Woman Entering the Water "is far from the pleasurable, amorous 

feeling of the Rembrandt which inspired it; it expresses rather the vague generalized sense of 

guilt of every man toward every woman". 217 Whether or not this is case, it is clear that 

Soutine has made a departure from Rembrandt's iconography by removing those signifiers of 

eroticism present in the earlier image - the height of her dress hem, the expression of 

gratification and the plunging neckline are all absent in Soutine's image. Soutine has also 

removed the sense of intimacy between subject and viewer so present in the Rembrandt, there 

created by the privacy assured by the encompassing yet warmly-coloured walls of the cave- 

like interior; the setting of Soutine's image offers no such reassurance - it is much more 

opaque, with unidentifiable forms and lines appearing out of the blackness. Such framing, 

recontextualisation and quasi-referencing should now be a familiar process. As in Carcass of 

Beef, Soutine at once allows comparison with a work of the past, and yet removes his own 

painting from it just enough so as to destabilise any straightforward connection that may exist 

between the two. 

And yet what of Woman Entering the Water's affiliated images - Woman Bathing 

[Fig. 33] and Marie at the Bath [Fig. 34]? How do these fit into a Kraussian schema that 

denies the authority of an original? These portraits both feature the same model as 

represented in full in Woman Entering the Water, identifiable by her loose, dark hair, 

prominent nose, ample figure, the startling white dress and her pose. However, viewed as 

stand-alone images these paintings are somewhat ambiguous - the model's action is not easy 

"' Monroe Wheeler, Soutine, p. 83. Wheeler's observation is made in the light of an anecdote he relates about 
the creation of this image, in which Soutine is cast as the insistent, unreasonable artist who inflicts hours of 
gritty modelling upon an innocent and reluctant peasant woman: "as he [Soutine] looked at that poor woman - having more or less forced her, that is, bullied and cajoled and purchased her, to come and be looked at - he 
seemed appreciative above all of the offence to her modesty, the posture of her embarrassment and shame" (p. 
83). Of additional interest to Soutine's treatement of Rembrandt's subject is a 1998 article by Linda Nochlin in 
Art in America, which sets out to find sources for Willem de Kooning's paintings of women. Nochlin names 
Picasso, Leger and Soutine as sources for the artist: Linda Nochlin, `Painted Women', in: Art in America, Vol. 
86, No. 11 (November 1998), pp. 106-111,141. 
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to read, especially since the decontextualisation of setting at work in Woman Entering the 

Water is all the more extreme in its daughter images. When set beside Woman Entering the 

Water, however, their meaning is immediately transformed and all possibility of ambiguity is 

lost - clearly their parent image helps the viewer decode the model's action while also 

making explicit their infra-dependency as a series of interrelated works. To some degree, this 

factor problematises a Kraussian reading of this particular series because the centrality and 

narrative authority of Woman Entering the Water within it is undeniable. Unlike the Carcass 

series in which all paintings can stand alone as compelling still lifes in their own right, the 

paintings belonging to the Bathing series share a dialogue of meaning that functions because 

of a single central image. 

ii. The Rayfish Series 

Soutine's connection with Rembrandt is at once transparent and complex. His references to 

the Dutch master, and the history into which he fits, feature at various points in Soutine's 

oeuvre, but the serial context Soutine sets them within precludes reading too far into their 

retrospectiveness. An artist with whom Soutine has also been connected is Chardin (1699 - 

1779), with critics conjecturing in detail on the possible connection between the two artists. 

Familiarly, they have identified references in Soutine's still lifes that potentially link them 

with specific works by Chardin. They hypothesise that this connection is one of 

straightforward borrowing - Soutine borrows Chardin's well known motif, the rayfish, and 

incorporates it into his own personalised compositions. As in the case of Soutine's Carcass, 

however, the relationship between the two artists and their works is not as clear-cut as critics 

suggest. As analysis here will go on to discuss, into Soutine's Rayfish paintings can be read 

an awareness of the still life tradition that runs both against and along with its iconographies 

and meanings. Chardin's place in art history, and particularly within Silver's conception of 
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history, is also called upon by Soutine's still lifes; but whereas some artists received 

ambiguous reception during the interwar period in France, Chardin's reputation was firmly 

written into French artistic heritage, and he was particularly well represented in the Louvre. 

Little scholarly attention has been given to Soutine's still life paintings, and even less 

to those produced in his very early career after his arrival in Paris. In the light of what 

Norman Bryson says, this could have more do to with the status (or lack thereof) of still life 

painting within critical discourse than with dismissal of a large part of Soutine's oeuvre: 

"discussion of still life remains oppressed and inhibited; it was virtually strangled at birth in 

the academies that relegated still life to the lowest level of art". 218 Soutine's earliest still lifes 

- those painted between 1916 and 1918 - typically feature a table-like surface ('table-like' 

because that object is often not naturistically rendered), upon which are placed a variety of 

domestic objects: foodstuffs (fish or fruit), crockery, kitchen implements, tablecloths, bottles, 

wine glasses and smoking pipes. Still Life with Lemons (c. 1916) [Fig. 39] and Still Life with 

Soup Tureen (c. 1916) [Fig. 40] are typical examples of Soutine's work in still life at this 

time. Brown, yellow and grey dominate, objects are selected from a domestic setting, are 

relatively naturalistically depicted and no overall context of a three-dimensional space is 

provided. In both paintings, as in all Soutine's still lifes from this period, objects appear to 

`float' mid-composition, above, on and amongst a table or surface of some kind. The viewer 

reads certain blocks of colour as ̀ table' or `surface' because the painting's identity as a Still 

Life demands genre-specific modes of looking, creating a set of expectations which draw on 

the visual conventions of the genre, in this case that studied objects usually rest on a table, for 

instance in Willem Kalf s Nature Morte au Vase de Chine (1655-1656) [Fig. 48]. 

Scholarly analysis of these early still lifes is restricted to two main contributions, one 

by David Sylvester and the other by Maurice Tuchman in his catalogue raisonne (which 

219 Norman Bryson, Looking at the Overlooked. Four Essays on Still Life Painting (London: Reaktion Books, 
200 1), p. 10. Bryson does not make this point specifically about Soutine. 
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provides an introduction to each genre within Soutine's oeuvre). 219 Tuchman observes that 

"the early still lifes are primarily scenes of mealtime arrangements -a table, a few objects or 

accessories, and food". 220 He then goes on to explain that Soutine's experiences of poverty 

during his early years in Paris, combined with the reverential attitude towards food 

propagated in the shtetl and the artist's prohibitive stomach ulcer, "provide a context in which 

to place the obvious emotional charge these images held for him". 221 Soutine's early empty 

glasses, half-empty plates, unappetising fish and unlit lamps do seem to articulate experiences 

of hunger and lack. However they also stand in stark contrast to the emphasis on luxury and 

opulence throughout the still life tradition, and as noted by Norman Bryson: "the luxury still 

lifes of de Heem and Willem Kalf depend on prototypes in the vanitas painting which they 

modify and push in specific directions". 222 The history of the genre emphasises the role still- 

life paintings played in banquet halls as visual expressions of the wealth, status and good 

taste of the commissioning host. To return to Kalf's Nature Morte au Vase de Chine [Fig. 48] 

and also in de Heem's Fruits et Riche Vaisselle sur une Table (1640) [Fig. 49], the sense of 

luxury, even decadence, to which Bryson refers is clear. De Heem's abundant still life is 

packed with symbols of wealth and affluence: gold wares, Chinese crockery and fine glass all 

overflowing with expensive and exotic liquids and fruits; a large meat pie is cut open to tempt 

the appetite; and all this is placed upon luxurious green velvet cloth and crisp white linen. 

Kalf s fine china glistens in the soft light next to fresh and succulent exotic fruits, all 

designed to tempt the viewer's appetite and create an impression of affluence. To cite a more 

recent example of the genre, and an artist with whom Soutine has often been aligned, 

219 Marcellin Castaing and Jean Leymarie also comment briefly on the early still lifes, specifically on Still Life 
with Herrings: "these herrings lie pathetically on a plate, their mouths open and their eyes popping out. Soutine 
adds cruelly expressive detail, thus increasing the drama of the pictorial content" (Marcellin Castaing and Jean 
Leymarie, Soutine, p. 20). 
21 Norman Bryson, Looking at the Overlooked, p. 11. 
220 Maurice Tuchuran et al., Chaim Soutine, p. 339. 
221 Maurice Tuchman et al., Chaim Soutine, p. 339. 
222 Norman Bryson, Looking at the Overlooked, p. 11. 
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Chardin's Le Buffet (1728) [Fig. 50] is true to its title: a buffet scene featuring a stack of 

expensive fruits, wines, lobster and silverware. The light strikes the skins of the various fruits 

and the surface of the silverware and glass and they glisten in response. The fruits in Le 

Buffet play the same role as Chardin's rayfish, fowl and hares - the centrepiece, the central 

motif upon which the viewer is able to feast his eyes. All three paintings were available for 

viewing in the Louvre during Soutine's lifetime and would have served as examples of the 

tradition to which he chose to contribute in his own work. Tuchman directly acknowledges 

the indebtedness of Soutine's still lifes to his museum experiences, stating that those works 

"so often derive from Soutine's visits to the Louvre". 223 Rather than recreate an 

overwhelming sense of abundance, however, Soutine's early still lifes present deliberately 

reductive readings of usually sumptuous scenes, and in doing so destabilise one of the 

conventions of still life painting as represented in the work of Kalf, de Heem and Chardin; at 

the same time, however, Soutine deploys just enough conventional elements to evoke that 

tradition without direct reference to a particular work. In Still Life with Lemons [Fig. 39], the 

limited palette, empty glass, drab background and meagre `meal' are a far cry from de 

Heem's colourful composition and teetering dishes stacked with food, but nevertheless still 

present a table-top scene which sits convincingly within the still life genre. Thus Soutine 

operates within his chosen genre, showing an awareness of its iconographies and visual 

traditions, but does not allow direct connections to be drawn between his own still lifes and 

those of his predecessors. 

More detailed discussion of Soutine's still lifes occurs when critics feel confident in 

identifying a single painting from which Soutine worked. Mainly a feature of post-1980 

criticism, this mode of critical intervention offers closer visual analysis, and therefore more 

potential for understanding of how this important area of Soutine's output has been received, 

223 Maurice Tuchman et al., Chaim Soutine, p. 340. 
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while also providing scope for a revaluation of his interaction with the artworks he sought 

out. In 1980, detailed scholarly analysis of three of Soutine's mid-career still lifes was 

undertaken by the Cleveland Museum of Art in response to a Soutine work in their collection, 

Still Life with Rayfish (c. 1924) [Fig. 25], a work argued to be compositionally and 

thematically based on Chardin's La Raie (1725-1726) [Fig. 26], housed in the Louvre. The 

two further paintings considered in the article are Soutine's Still Life with Rayfish (c. 1923- 

1924) [Fig. 37] and Still Life with Rayfish (c. 1924) [Fig. 38]. Much of Ditner's article is 

concerned with pointing out the formal similarities and differences between Chardin's still 

life and Soutine's three paintings featuring rayfish. The majority of the observations focus on 

comparing and contrasting compositional elements - "it [Soutine's still life] retains the 

horizontal format of Chardin's painting, with the rayfish itself placed at the centre of the 

canvas and suspended from a single point", and especially issues of line, colour and subject 

matter: "he [Soutine] has also used a white napkin as a ground, although he has shown it 

spread across the entire table, rather than as a crumpled mass on one side of the canvas". 224 

Although littered with detailed observations such as these, the article's overwhelming 

conclusion is that Soutine's `quotations', `reinterpretations', `interpretations' and 

`transmissions' of Chardin's work (all terms are used freely and interchangeably in the 

article), "represented for Soutine an experiment in composition", and that any such 

compositional departures Soutine made were undertaken for reasons of expression: "the 

composition achieves a shuddering quality, arising from frustrated and unresolved tensions, 

that can be seen in most of Soutine's visions of the inanimate world" 225 Ditner thus 

acknowledges that Soutine's paintings depart from Chardin's enough to render the finished 

works a window into the artist's psychological turmoil, but his analysis rests on the belief that 

Soutine was attempting to adapt Chardin's painting by creating a revised versions of the 

2'4 David C. Dither, ̀Chaim Soutine's Still Life with Rayfish', in: The Bulletin of the Cleveland Museum of Art 
1980, p. 43. 
225 David C. Dither, `Chaim Soutine's Still Life with Rayfish', p. 43. 
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original image. If this conclusion seems unsatisfactory, it is perhaps for two reasons: first, 

Soutine's still lifes bear little resemblance to Chardin's La Raie in terms of subject-matter 

beyond the central rayfish motif; and second, Ditner fails to acknowledge that both Chardin's 

and Soutine's Rayfish scenes are contributions to a long-standing tradition with its own set of 

iconographic and visual conventions. He therefore ignores the possibility that Soutine's 

painting may draw from any number of other sources within that tradition, and that Chardin 

himself was also working within a tradition. This is particularly the case since Chardin's still 

lifes have been described as "highly self-conscious adaptations of the still life conventions 

first developed in the Netherlands in the seventeenth century", thus acknowledging their 

status as contributions to a chronologically broad painting tradition. 226 Moreover, tradition in 

relation to still life painting is an issue raised by Norman Bryson in his Looking at the 

Overlooked, a publication that delves further into the complexities of this neglected genre. 

Bryson argues strongly for considering still life not as a genre unto itself, but rather as a 

`series': 

That series has no essence, only a variety of family resemblances. And it is not a 
linear series, like successive generations of computers or atomic reactors; rather 
the series (plural) regroup themselves around the individual work, the boundaries 

of the series fluctuate around each new case. 227 

In light of these observations Soutine's Rayfish, and the many other examples of his still life 

work, can be thought of as a contribution to the series of still life painting 228 

226 Norman Bryson, Looking at the Overlooked, p. 11. 
227 Norman Bryson, Looking at the Overlooked, p. I 1. 
228 In her introduction to semiotics and Cubism, Francis Frascina reads Chardin's Rayfish as a symbol of 
sexuality. See: Francis Frascina, `An Introduction to Semiotics and Cubism', in: Harrison, Charles, Francis 
Frascina and Gill Perry, Primitivism, Cubism, Abstraction: the Early Twentieth Century(New 
Haven, London: Yale University Press, 1993), pp. 87-99, specifically pp. 87-90 for this reading. Avigdor Poseq 
also undertakes a similar reading of Soutine's still lifes featuring fowl in his article: `Soutine's Dead Fowl as 
Metaphors of Sexuality', pp. 251-260. The emphasis of that article, however, is on Soutine's Jewish 
background. 
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Soutine's Rayfish scenes certainly share a single motif with Chardin's still lifes: all 

feature a disembowelled, relatively naturalistic rayfish placed amongst domestic items often 

found in still life paintings: "pitchers, bowls, goblets, plates, vases". 229 That is where the 

similarities end, however. The white fabric of Chardin's La Raie now fills the lower section 

of Soutine's still life, Still Life with Rayfish (c. 1924), and acts as sole intermediary between 

table and objects, for example; those objects selected by Soutine -a kettle and several 

pomegranates - are also in-keeping with the conventions of still life painting, but are not 

identifiable as lifted from Chardin's La Raie specifically. Rather, Soutine is reductive in his 

presentation of the still life scene, selecting just enough elements to make clear reference to 

the broader iconographies of the genre while also ensuring they are not specific enough to be 

related to a particular work. Using only four elements, then, Soutine manages accurately to 

evoke still life painting as represented by Chardin and the nineteenth-century French 

tradition, and toys with the notion of tradition in the process. Soutine's work in fact exhibits a 

striking lack of interest in the notion and status of the Original, selecting from past works as 

he does only singular elements. That is not to say, however, that Soutine does not align 

himself (consciously or otherwise) with certain traditions more than others in making the 

choices he does: the French context from which Soutine selects his sources means that certain 

elements of his painting may take on specific meanings - the rayfish, for example, would 

have been known to a French audience in the mid-1920s as a choice Chardin also made and 

may lead some to view that particular work as sitting within the still life tradition to which 

Chardin subscribes, a tradition that was rooted firmly, and desirably, in figuration. 

229 Norman Bryson, Looking at the Overlooked, p. 12. 
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iii. The Early Still Lifes and Cezanne 

Offering a final opinion on Soutine's still lifes, David Sylvester feels able to situate the 

earliest examples in the genre alongside the still life work of Paul Cezanne: 

There is [... ] much of Cezanne, combined with the dark mid-nineteenth century 

realism taught at the academies, in the Still Life with Lemons of c. 1916 and the 

related table-top still life in the Colin collection [Still Life with Soup Tureen]: the 

disposition of the table within the canvas and that of the objects upon the table, 

the particular flattened elliptical form assumed by plates - these appear to derive 

very directly from Cezanne still lifes of the 1870s and 80s. 23° 

In identifying a connection between Cezanne's mid-career still lifes and Soutine's earliest, 

perhaps Sylvester also had in mind the example featured in Fig. 41, Cezanne's Nature Morte 

au Tiroir Ouvert (1877-1879) housed in the Musee d'Orsay. Its central plate has been 

subjected to the flattening the critic mentions above and the arrangement and type of tabletop 

objects is mirrored in, to stick with the same examples of Soutine's work Sylvester selects, 

Soutine's Still Life with Soup Tureen [Fig. 40]: both images feature domestic items such as 

crockery and glasses displaying elliptical forms; both are also rendered in comparatively 

muted palettes. It is perhaps no coincidence that Sylvester chooses Cezanne as a predecessor 

for Soutine, however. That is not to imply that such a connection does not exist (certainly 

there are striking formal similarities between the two painters' works), but rather to highlight 

Sylvester's acceptance of Cezanne as an appropriate source for Soutine's work. A champion 

of Francis Bacon who later openly declared his indebtedness to Soutine's work, emphasising 

Soutine's connection with one of the earliest Modernists might seem fitting within a critical 

context that promoted the progressive work of artists like Bacon. Sylvester's choice also 

230 David Sylvester, Soutine, p. 7. Sylvester continues with an in-depth analysis of Soutine's portraiture and its 
similarities with that of Cezanne's. 
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raises questions as to the `beginnings' of the past itself in the writings of such critics - why is 

it that some artists are considered acceptable sources for the most contemporary art, while 

others are not? In Soutine's case this could translate into the difference between citing 

Cezanne and Chardin as past models - does the progressive Cezanne fit more neatly into a 

Modernist rhetoric than an academician like Chardin in Sylvester's conception? In terms of a 

wartime context, however, Cezanne's reputation was playing out in different ways. On the 

one hand, within some circles of the rappel a 1'ordre's move away from pre-war anti- 

traditionalism, the French master was considered too associated with Cubist developments to 

sit comfortably within classicising rhetoric; on the other, certain artists still interested in the 

French master's work, such as Juan Gris who had been at the forefront of pre-war Cubist 

developments, wrote the artist firmly into contemporary French practice when he actively 

made copies of Cezanne during the war. In doing so, "Gris [... ] makes Cezanne into the 

Master from Aix, as copyable and secure of his place in the tradition as Corot" 231 The very 

fact that Cezanne's reputation required re-writing in the immediate post-war period is 

significant because Soutine's still lifes also key into that somewhat unstable identity. 

iv. The Siesta and Courbet's Les Demoiselles des Bords de la Seine 

The direct connection between Soutine's The Siesta (c. 1934) [Fig. 41] and Courbet's Les 

Demoiselles des Bords de la Seine (1856) [Fig. 42] was established at the outset of this 

chapter. The female figure clothed in a red dress and large straw hat in Courbet's image has 

been identified as the impetus behind Soutine's portrait The Siesta, which features a similarly 

reclining female model, sleepily propping her head up with her hand. Beyond this similarity 

in pose, other elements of Soutine's scene mirror also Courbet's image: a tree trunk and 

sprawling branches provide shade for the sleeping figures in both; and Soutine has provided 

231 Kenneth Silver, Esprit de Corps, p. 164. 
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an ambiguous reference to the all-important lake of Les Demoiselles in an area to the top right 

of the canvas. 232 In many ways, The Siesta provides one of the clearest examples of Soutine's 

framing practice: from a larger composition containing several figures, Soutine has selected 

one on which to focus and which to frame, using both the canvas edge as well as the tree's 

large branches as an effective framing device. Characteristically, Soutine is focused in his 

translation of Courbet's motif, cutting his model at the knees and bringing her closer to the 

picture plane, thus removing the sense of space Courbet provides in his scene. In another 

departure, Soutine's figure is dominated by the white pieces of clothing she wears whereas 

Courbet's model sports an entirely red dress and holds a bouquet of flowers (though Soutine 

has maintained Courbet's suggestion of delicate fabric by highlighting the detail of his 

figure's lace collar). 

On Courbet's reputation during the interwar period, Silver writes: "the art of the 

Napoleonic period and the Bourbon Restoration, although Romantic, was far enough away to 

pose no immediate threat to current practices; Courbet's Realism, although undesirable still 

to many conservative critics, had been so diluted by academic practice that it too seemed 

unthreatening" 
233 That said, however, Silver remarks previously to this that Courbet's close 

association with Cubism went some way to damaging his reputation in the aftermath of the 

First World War, at least in the minds of particularly Right-wing critics. However Courbet 

was viewed, Soutine's evocation of his work is significant, particularly in the light of the 

reverent promotion of figures such as Ingres, Poussin and Seurat during the 1920s and into 

the 1930s. Picasso was among the first to reference Ingres in his portrait drawings of 

contemporary dealers; Seurat had to some extent replaced Cezanne in the minds of many 

inter-war artists and critics. Had Soutine wished to align himself explicitly and 

232 Madeleine Casting discusses The Siesta during her 1992 interview with Catherine Fisher. Fisher explains that 
the painting hangs above the Castaings' bed, in a bedroom of fading pinks and cream satin. Fisher goes on to 
point out the formal differences between Courbet's and Soutine's paintings but does not draw any conclusions 
about why Soutine made the changes he did (Catherine Fisher, ̀The Secret of Soutine', pp. 96-97). 
'33 Kenneth Silver, Esprit de Corps, p. 210. 
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unambiguously with the French Classicism of the rappel a fordre, surely those artists would 

have been a safer choice. It is clear in this example, and from the previous analyses, that 

Soutine activated certain sources in his work to coincide with contemporary rhetoric about 

their work, in this case one of both ambiguity (Courbet and Cezanne) and uncontroversiality 

(Fouquet, Rembrandt and Chardin). Although the names provided here by no means 

constitute a comprehensive list of Soutine's sources, the work of these artists is arguably 

subjected most intensely to his framing practice, and they are the figures with whose 

production Soutine creates the closest connections. 

V `Rusticating the Modem'? 

Silver's notion of a Latin `Frenchness', a distinctly classical and southern identity prevailing 

during wartime and post-war France comes under some criticism, or at least a level of 

revision, in Romy Golan's 1994 Modernity and Nostalgia. Art and Politics in France 

Between the Wars. 234 Although Golan does in some respects subscribe to Silver's 

understanding of the rappel a 1'ordre, she nevertheless asks questions about how other 

elements may fit into his picture; of particular interest to this and the subsequent chapter is, 

first, her notion of a particular way of representing ̀ southerness' found in landscape paintings 

of the immediate post-war years, brought about through a north-south divide of destruction. 

According to Golan, landscape painting experienced a resurgence in the post-war period, and 

particularly during the early 1920s: 

The notion of an interrupted genealogy in the recent history of French art, a 
broken link with nature in need of restoration, would rally artists and critics alike 
in the 1920s. The resurgence of landscape painting was but the most literal and 

"4 Romy Golan, Modernity and Nostalgia. 
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immediate of its many manifestations. For its ultimate goal - the reaffirmation of 
French cultural supremacy after the ravages of World War I- was inextricably 

part of the larger history of French nationalism. [... ] The landscape's mapping of 
the external world participated in a specific regionalist ideology that linked 

France's cultural vitality to the strength of its rootedness in the soil. 235 

Within that renewed tradition, however, Golan argues that only certain views of the Southern 

landscape were found. France's northern regions, particularly the Meurthe-et-Moselle in the 

Alsace, the Marne, the Aisne and the Ardennes, had been more heavily damaged during the 

war than southern areas, leading to a feeling that the notion of a carefree, sensual Midi 

(perhaps as suggested by Silver's arguments) was no longer appropriate and should not be 

promoted. Thus, representations of the South that expressed its potential idyllic identity were 

discarded in favour of a "robust and determined, a sober Midi, spare, reserved, retrenched, 

where the allegiances between the mineral and vegetable are grave, severe, a Midi that is 

almost fierce". 236 Golan reminds us that Bonnard's landscapes of the 1920s came under 

criticism because he did not incorporate this more rugged version of the south into them (his 

work had not changed in essentials since 1908). The notion of a resurgence in landscape 

painting around in the early to mid-1920s is significant in terms of Soutine's output during 

that time, which consisted almost entirely of `robust and determined' countryside scenes of 

southern Cagnes. 

Related to Golan's notion of the return to landscape painting at this time is her 

argument that in the immediate post-war years and beyond, the notion of the French peasant- 

soldier experienced renewed admiration: "it was peasant tenacity (la tenacite paysanne) - on 

the farm as well as on the battlefield - to which they [the French] attributed victory at 

Verdun", and further that "many of the artists who played a significant role in the post-war 

235 Romy Golan, Modernity and Nostalgia, p. 7. 
236 Romy Golan, Modernity and Nostalgia, p. 10. 
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revival of landscape painting were equally concerned with a renewed figurative art that took 

as its subject the strength and dignity of the French peasant". 237 Artists such as La Fresnaye, 

August Herbin and Segonzac all exhibited paintings featuring the peasant theme during the 

late teens and early twenties. How these paintings relate to earlier examples of peasant 

scenes, for example in the work of Van Gogh or Millet, Golan does not explain. However, it 

is important to note that there was an increased interest at the time in this large part of 

France's population, and that interest was tied to the landscape genre. Featuring in Soutine's 

Ceret and Cagnes landscapes are images of people tied into the landscape - two figures walk 

hand in hand along a country road but are not instantly distinguishable from the forms of the 

surrounding landscape; a child sits on a fence but does not disrupt the impression of 

countryside stillness. One such landscape will be explored in detail as a final case study 

within this chapter: Road at Cagnes (c. 1922-1923) [Fig. 51]. A so-called Cagnes landscape, 

this scene was painted at the beginning of Soutine's stay in the town. Yellows, greens and 

red-browns dominate this earthy scene, which features two human figures amongst rolling 

hills and small rustic houses. One is placed in the middle of the road of the painting's title; 

the other is located at the centre of the image, in amongst the deep green of the fields. Both 

figures are initially difficult to distinguish because Soutine's lines and forms wave across the 

canvas in different directions. More careful study allows the human presence to be identified, 

along with another sign of pastoral life - the small clump of houses at the top-right of the 

image. The landscape dominates these images, however, along with a sense of openness and 

being at one with nature. Such scenes can be read within the context set out by Golan, 

whereby they key into her notion of artistic and cultural revisiting of the French peasant in 

the wake of the First World War. That landscape painting dominated Soutine's production 

between the years of 1919 and 1925 is perhaps no coincidence given renewed interest in 

237 Romy Golan, Modernity and Nostalgia, p. 41. 
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France's rural communities and in its `rootedness in the soil' (to use Golan's phrase) during 

the early 1920s. The home of the noble French peasant, France's regional countryside was 

now a newfound home for the entire nation. Soutine's landscapes featuring figures so 

inextricably part of the land itself, as found in Road in Cagnes, can be understood within that 

context. 238 

The analyses in this chapter have told a particular story about Soutine's sources. The 

artists Soutine chooses to reference carried specific cultural and political meanings in the 

climate of their immediate reception. To ignore that context is to decontextualise his 

deployment of those sources to such an extent that some of their meaning is lost. That is not 

to suggest that they can (or should) only be viewed in the ways mentioned here, but rather to 

suggest an alternative reading that moves away from dominant critical opinion by 

renegotiating the image of the artist as a naive painter, unsophisticatedly searching for formal 

stability in his work. The latter narrative fails to examine Soutine's practice in any detail and 

also forgets that Soutine had undergone a three-year art training, in which he was exposed to 

traditional methods of representation that were focused on formal and compositional 

harmony of the kind for which critics view Soutine as seeking. Whether that art training also 

influenced his choice of sources is a question for further study, but certainly recourse to 

biography in this way can provide another useful context in which to read the major aspect of 

his production discussed here. Silver's conclusion also requires a level of revision in light of 

the analyses carried out here. Whereas Silver places Soutine within the cultural politics of an 

interwar rappel ä fordre, he does so by pitting Soutine's work against the pre-war and 

wartime artistic manifestations of anti-traditionalism. This ignores the ambiguity resulting 

238 A final addition that Golan makes to Silver's conception of art in France during and after the war can be 
found in her identification of a renewed interest in France's medieval heritage, its rich visual culture as 
represented by artists such as Jean Fouquet and in the architecture of the country's cathedral tradition. That 
aspect of interwar rhetoric will be examined in relation to Soutine's portraiture and landscapes in the subsequent 
chapter. 
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from Soutine's selection of sources. Had Soutine wished to present his art in the way Silver 

suggests, more obvious models suggest themselves within his own conception - particularly 

the La Nain brothers, Ingres and Poussin. Instead, Soutine chose to articulate his engagement 

with artists such as Courbet and Cezanne in his work, choices which appear to be somewhat 

ambiguous. Furthermore, when he does activate artists, motifs and themes in his work that sit 

more comfortably within Silver's cultural context - Rembrandt and Chardin - Soutine also 

denies a level of direct comparison by reframing those motifs firmly within his own 

production. Thus recognising the different levels of ambiguity at work in Soutine's oeuvre is 

crucial to a narrative about his sources that sees him walk the boundaries of the contemporary 

canon. 
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Chapter Three 

"Nicely Framed and Heavily Varnished": 239 Soutine's Frames and Christian Visual Culture 

I Introduction 

There's a certain slant of light, 

On winter afternoons, 
That oppresses, 
like the heft 

Of cathedral tunes. 240 

Emily Dickinson's poem describes an experience of the Sublime, the overwhelming sense of 

the magnitude and boundlessness of the natural, spiritual or aesthetic. The two figures 

standing at the feet of Chartres Cathedral in Soutine's Chartres Cathedral (c. 1934) [Fig. 52] 

represent the insignificance of man in relation to the Sublime, here embodied in the towering 

dimensions of an ecclesiastical building, and in the vast, dark dusk sky. Building and sky fill 

this canvas, while the land and man himself are relegated to the very bottom of the 

composition. The two figures look up at the vast cathedral in front of them, imposed upon by 

its enormous structure and serving as an indicator of scale in the painting (along with the 

comparatively small building obscuring the base of the right tower). Although the cathedral 

facade is not rendered in detail, the architectural features that are recognisable - the large rose 

window, the `mismatching' double spires and two rows of triple doors and windows - allow 

the cathedral to be identified easily as Chartres. 

Soutine was not the first artist to paint the famous cathedral: Corot and Utrillo, to take 

just two examples, both painted its west facade also, albeit from different angles. Corot's La 

239 Roald Dahl, Skin and Other Stories, p. 21. 
240 Emily Dickinson, `There's a Certain Slant of Light', in: Rachel Wetzsteon, The Collected Poems of Emily 
Dickinson (New York: Barnes & Noble, 2003), p. 132. 
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Cathedrale de Chartres (1830) [Fig. 53] presents a full view of the building's west and north 

facades from some distance away. 241 A mound of earth partially obscures the building, while 

carefully placed figures lead the eye into the painting and to the cathedral, while also 

determining the scales involved in this complex image. The architectural features so striking 

on Soutine's cathedral can be viewed in Corot's painting and we realise more fully how well 

chosen Soutine's detailing is: the rose window, a dominating piece of the cathedral's 

architecture, is highlighted with strong yellow pigment, while the supporting square stone 

around it leaps out as a strong geometric shape, almost superimposed amongst otherwise 

loosely rendered forms; the pointed arches around the base of the left spire, such visually 

striking features of the facade, are picked out with lighter pigment; and the jagged silhouette 

of the right spire convincingly evokes the complex masonry of that part of the building. 

Utrillo's Chartres Cathedral (1913) [Fig. 54] also offers a view of the west facade, but this 

time along with a glimpse of the south. Like Corot, Utrillo chooses to depict the cathedral at a 

distance and places figures below to emphasise the structure's enormity. However whereas 

Corot's image offers a more balanced composition - i. e. equal amounts of landscape and sky 

- Utrillo allows the vast sky to dominate, much like Soutine. 

The study of Gothic art and architecture provided fertile scholarly ground in 

nineteenth and early twentieth-century France, with two distinct approaches dominating. The 

first was developed by the historian and restorer Eugene Emmanuel Viollet-le-Duc (1814- 

1879), who foregrounded the technological and engineering excellence of cathedrals like 

Chartres. Le-Duc made highly detailed architectural diagrams of France's cathedrals, which 

have remained valuable to architectural historians today. The second approach was pioneered 

by the French scholar Emile Male (1862-1954) and emphasised the importance of 

understanding the symbols making up a building's meaning, rather than its architectural 

241 Monet's series of Rouen Cathedral would also be a relevant point of reference here. Andrew Forge discusses 
Soutine's painting of Chartres and its relationship to Corot's image in some depth, carrying out a compare and 
contrast analysis of the two images' formal characteristics: Andrew Forge, Soutine, pp. 25-26. 
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history and features. The early beginnings of what was later to become known as 

iconography, Male's approach sought to `read' cathedrals like Chartres in order to understand 

their functions and meanings for their contemporaries. In the wake of the First World War, 

however, Male's work took on a distinctly politicised role. The war had seen the destruction 

of numerous French medieval buildings, smaller churches and chapels aswell as some of the 

country's most iconic and important cathedrals. Golan reminds us of the figures: "150 in 

Alsace-Lorraine, 69 in Amiens, 200 in Arras, 290 in Soissons, 500 in Cambrai and Lille, 160 

in Verdun, and so on, totalling 3,500. So stunning were these numbers that they convinced a 

number of historians that the Germans had premeditated a systematic destruction of French 

monuments, far surpassing military need". 242 Amongst these figures was Reims, which had 

been heavily bombed in 1917 in a shock attack. In the wake of the attack, Male published a 

study of French and German art of the Middle Ages in 1917, L'Art Allemand et I'Art 

Francais du Moyen Age. 243 The essentially anti-German publication attempted to reclaim the 

art of the Middle Ages for France by declaring the inferior quality of the German Gothic - its 

craftsmanship and cathedrals - in relation to superior French medieval architecture and 

sculpture; Male even went so far as to term the Gothic Opus Francigenum (ironically, as 

Golan notes, using a thirteenth-century German source). The qualities of the French Gothic, 

and specifically French medieval sculpture, foregrounded by the scholar were in tune with the 

rappel ä1 'ordre's belief in architecture's symbolic value, as embodying "stability, rationality, 

morality and above all, order". 244 Within this discourse, several artists were praised for their 

representations of France's architectural monuments: first, Monet's 1890s Rouen Cathedral 

series were well received towards the end of the war despite the artist's association with the 

now devalued Impressionism, seeming to pre-empt as they did the current ruination of Reims 

(one of the series was even acquired by the French state); and Utrillo's Notre-Dame du Paris 

242 Romy Golan, Modernity and Nostalgia, p. 28. 
243 Emile Male, L'ArtAllemand et 1'Art Francafs du Moyen Age (Paris: A. Colin, 1917). 
244 Romy Golan, Modernity and Nostalgia, p. 29. 
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(c. 1920), to mention just two examples. Corot's painting of Chartres was presumably equally 

as well received, in that case compounded by Corot's status as the best kind of French master. 

Within this context, Soutine's painting of Chartres can be viewed as a statement of 

sympathy for France's medieval ruins, as well as of his own interest in Christian subject 

matter. After all, Chartres was a centre of Catholic worship during Soutine's lifetime, not just 

within Chartres where it served its immediate parish, but also for the international Catholic 

community in its status as an important pilgrimage site. In Soutine's painting of Chartres, 

Chartres Cathedral (c. 1933) [Fig. 55] (sister to that featuring Chartres already discussed) a 

group of nuns is clearly visible in the foreground making their way to the cathedral, their 

presence signalling its centrality as a Catholic site245 The cathedral's iconographic 

programme is based around its most significant relic, a piece of the Virgin's tunic which 

miraculously survived the devastating fire of 1194. The relic's survival was viewed as an 

interventionary act on the part of the Virgin, a signal that a newer, larger church should be 

built on the site. 246 The rebuilding of Chartres should thus be viewed as a devotional act and 

as part of worship activated within the cult of the Virgin (a mode of worship particularly 

associated with Catholic practice, owing to the importance that branch of Christianity places 

on the intercessory role of the Virgin). Michael Camille notes: "the cult of the Virgin was a 

major stimulus to the erection of Gothic churches and chapels, her image proliferating more 

than any other, except for the crucifix". 247 Mary's image can be found both inside Chartres 

and on its exterior in a variety of iconographies and in diverse media; to take just a single 

245 According to the catalogue raisonn6 both Soutine's paintings of Chartres were executed and completed in the 
same year. Their chronology in relation to one another is therefore unknown, however it is clear that they were 
both produced around the same time, in the early 1930s. This slightly later date - in terms of their designation as 
works that can be read as a response to WWI destruction of French architectural monuments - should be 
acknowledged, but it does not preclude reading them within a post-war context. Rebuilding and restoration of 
destroyed monuments was still underway in the early 1930s and the losses of the First World War were still 
being felt. Thus although Soutine's Chartres paintings are not immediately post-war, they can nevertheless be 
understood within the context of the aftermath of that event. 
246 Michael Camille, Gothic Art. Visions and Revelations of the Medieval World (London: George Weidenfeld & 
Nicholson Ltd, 1996), pp. 31-32. 
247 Michael Camille, Gothic Art, p. 33. 
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example, Mary appears on the tympanum above the right-hand door of the west portals, 

seated at the Throne of Wisdom, with Christ placed on her lap (c. 1150) [Fig. 56]. 

This chapter will concentrate on elucidating Soutine's engagement with Christian 

visual culture, with emphasis on a Catholic context and that branch of Christianity's long 

visual history. Soutine's interest in Christianity - its devotional art and spaces, and its 

liturgies and individuals (e. g. priests, choirboys and worshippers) - has been documented by 

both his professional acquaintances and subsequent art historical analysis, albeit only 

partially. Expanding upon Marcellin Castaing's initial observation in 1963 that Soutine "had 

developed a passion for the Catholic liturgy and secretly haunted churches during Mass", 248 

Kenneth Silver comments: 

His [Soutine's] interest in Christian subjects - not Christian themes, but the 

visible signs of Christianity in French culture - is unmistakable: these include a 

series of portraits of praying men, of 1921, with their hands clasped in prayer, in 

the Christian fashion; his Communicant, c. 1924, in which the young girl's white 
dress is remarkable for the variety of hue and tint Soutine finds there; his series of 

choirboys, c. 1927 - 28; a painting of the church at Cagnes, c. 1924 [... ]; and the 

superb painting of Chartres Cathedral, c. 1934 (which was located near the 

country house of the Castaings, who first owned the picture). 249 

Silver correctly points out that a number of works by Soutine can be read within the context 

of the artist's response to Christian subject matter. As has been demonstrated in previous 

chapters, it is not always possible to pin down a single artistic source behind Soutine's 

paintings, mainly because they usually contain several. His Woman in a Blue Dress (c. 1924) 

[Fig. 57], a work to which discussion will return at a later point in this chapter, is a good 

example of this multi-referencing. The portrait references traditional representations of the 

248 Marcellin Castaing and Jean Leymarie, Soutine, p. 33. 
249 Kenneth Silver, `Where Soutine Belongs', pp. 35-36. 
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Virgin Mary via the model's blue dress, seated pose and averted gaze, but is also clearly 

indebted to Cezanne's Madame Cezanne in a Red Armchair (1877) [Fig. 58], even picking up 

the patterned wallpaper behind Cezanne's wife. It would be equally difficult to claim with 

certainty that Soutine was interested solely in Catholic religious art, for example, as opposed 

to Christian visual culture more generally. As this chapter will demonstrate, Soutine's oeuvre 

contains many paintings that can be read solely in a Catholic context, for example several 

mother and child Pieta scenes, two depictions of Chartres, which is a distinctively Catholic 

place of worship, and the elaborate dress wom by a young girl in The Communicant (c. 1925) 

[Fig. 59] that symbolises her anticipated membership of the Roman Catholic Church which 

excludes non-members from Communion. However, other images that make clear reference 

to Christian subject matter and iconographies are not necessarily Catholic in origin. The 

Praying Man series (c. 1921) [Fig. 60 -'65], for example, is a group of six paintings featuring 

a subject at prayer. Although Catholicism attaches a great deal of importance to the 

intercessory potential of that mode of worship, prayer is a central devotional practice in all 

branches of Christianity. A painting in the Praying Man series, therefore, can certainly be 

read within a Christian context but should not be considered specific in any way, being rather 

an example of Soutine's engagement with one of Silver's "visible signs of Christianity". In 

addition to those images already mentioned above, this chapter will also consider another 

portrait relating to iconographies of the Virgin, Portrait of a Woman (The Widow) (c. 1919) 

[Fig. 66], and also a series of portraits featuring choirboys from the 1930s. Early twentieth- 

century, i. e. Modernist, artistic engagements with Christian subject matter more generally, 

however, have been less well researched and are little discussed in art historical literature 

where they feature only as a digression, even an afterthought, in much wider discourse on 

Christian visual culture. Andreas Petzold's Romanesque Art is testament to this trend, 

dedicating as it does only a final four-page `Legacy' chapter to Fauvist engagements with 
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some of the aesthetic qualities of Romanesque art. 250 The neglected issue of Modernist 

treatment of Christian subject matter thus offers broad scope for further study. 

Complicating an investigation of Soutine's engagement with Christianity is the artist's 

Jewish heritage, which has led some scholars to view any explicitly Christian subjects in his 

work within the context of a deliberate transgression of Jewish tenets, and therefore as 

evidencing Soutine's private rebellion against his strict upbringing and spiritual identity. 251 

Tuchman, for example, speculates that Soutine may have painted Chartres Cathedral in a 

"reactive compulsion" to shtetl life: "a shtetl Jew would avert his eyes from a church and 

walk hurriedly past it". 252 Contributions like Tuchman's which read Soutine's art within a 

Jewish context often interpret their content as a response to his Jewish beliefs (which Soutine 

himself never gave any indication of holding). Soutine's numerous images of dead fowl, for 

example, are understood as either intentionally or subconsciously anti-kosher within this 

reading. Avigdor Poseq's article, `Soutine's Paraphrases of Rembrandt's Slaughtered Ox' 

takes this approach, reading into Soutine's Carcass series "an expression of Soutine's need to 

redress his real parent's blow to his self-esteem by an ideal reconciliation". 253 Other critics, 

like Silver, take a more temperate view, surmising instead that "if there is no question of 

Soutine's self-identification as a Jew, or that everyone else seems to have thought of him, 

most emphatically, as a Jew, there is no question either of the obvious attraction that the 

Christian world held for him". 254 By embracing Soutine's dual cultural experiences and 

allowing them to sit comfortably together, Silver frees interpretation of Soutine's Christian 

250Andreas Petzold, Romanesque Art (London: Weidenfeld and Nicolson, 1995), pp. 161-165. Within that 
chapter, Petzold's comments on the potential interaction of the Modem with the Romanesque are in fact limited 
to the following: "their [the Fauves] work was characterised by formal dislocations in the use of space and the 
rendering of areas of light and shade by means of pure, highly saturated colour. There are obvious parallels 
between these aims and ideas and the use of colour and form in Romanesque art" (p. 162). 
251 The main sources discussing Soutine's Jewish background have already been cited in the Introduction to this 
thesis, and will therefore not be repeated here. 
252 Maurice Tuchman, Chaim Soutine 1893-1943, p. 13. 
253 Avigdor Poseq, ̀ Soutine's Paraphrases of Rembrandt's Slaughtered Ox', in: Konsthistorik Tidskrift, Vol. 60, 
No. 3-4 (1991), pp. 210-222. Here, p. 222. 
254 Kenneth Silver, `Where Soutine Belongs', p. 36. 
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subjects of compatibility problems with his Jewish background; at least in terms of marrying 

the content of Soutine's paintings with his religious beliefs. Discussions about Soutine's 

spirituality tend to get caught up in speculating about `how Jewish' Soutine was, and how 

those beliefs may have dictated, however subconsciously, his choice of subject and even his 

technique. Similarly, choosing to privilege Soutine's Jewish identity can lead to questions 

about how his Christian subjects relate to the increasing anti-Semitism during the 1930s, 

much of which was directed towards the Jewish group of painters associated with the Ecole 

de Paris (an association upon which Soutine did not comment). Anti-Semitic trends were 

beginning to emerge in the early 1930s in the run-up to the Second World War, and also 

during the Depression France experienced at this time. As Romy Golan explains: 

By 1939, the 200,000 Jews living in Paris represented seven percent of the 

metropolitan inhabitants, but less than one percent of the total French population. 
Instead of settling in Montmartre as had been the case from the late nineteenth 

century until 1910, the artists who arrived in Paris during the years immediately 

prior to the war clustered in one of its modern arrondissments, the fourteenth, or 
Montparnasse. As a result, Montparnasse became the target [... ] of insidious 

attacks in the art press as a denatured, decadent, cosmopolitan place. 255 

Whereas immigration had been the order of the day during the immediate post-war years 

when the male working population was left so depleted after unprecedented war losses, the 

foreign, and particularly Jewish population was beginning to be viewed as a problem during 

the 1930s when the workforce had begun to revive. When in 1933 the National Socialists 

gained power in Germany, France experienced a further influx of immigrants, many of them 

Jews fleeing a now hostile homeland. As a large group of prominent artists living and 

working in Paris, the Ecole de Paris came under particular fire. Had Soutine's Christian 

us Romy Golan, Modernity and Nostalgia, pp. 141-142. 
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subjects emerged only in response to that worrying trend, a stronger case might be made for 

their symbolic value as an act of assimilation, the attempt to ground oneself even more firmly 

in a French identity in an increasingly anti-Semitic climate by naturalising religious beliefs, 

in this case to Christianity. In Soutine's case, however, as this chapter will demonstrate, 

Christian subjects can be read throughout his oeuvre, as career-long concerns that are evident 

as early as 1919. Thus to read them within that context would, in large part, be anachronistic. 

For the reasons stated above, analysis in this chapter is not concerned with Soutine's 

religious beliefs - facts which are ultimately now unrecoverable - or how those might have 

impacted his work, i. e. an essentially biographical reading of his paintings. Rather, the 

following aims to provide a context within which Soutine's work can be read, concerned with 

the aesthetic, formal and iconographic aspects of paintings selected. Analysis will 

demonstrate how individual works articulate specific iconographies found in Christian visual 

culture - the Virgin Mary, the praying subject, liturgical subjects, Christian sites of worship - 

and what their re-contextualisation in Soutine's work tells us about the subjects themselves. 

In this way, what follows is to some extent designed as a continuation of discussion in the 

previous chapter, asking questions about what specific motifs, forms and iconographies in 

Soutine's work can tell us about how his art fits into the tradition of Western painting, and 

how the practice of framing excerpted motifs in his own work impacts their original meaning. 

In the case of Christian subjects, a motif's meaning is often highly dependent on its original 

viewing or compositional context - the motifs examined here were originally either activated 

in a church setting, were part of a devotional painting or they depict a religious ceremony of 

some kind. When those subjects are re-framed in Soutine's work, their meaning is thus often 

changed and they are given new significance within the context of the artist's oeuvre, beyond 

that within the contemporary artistic scene in which that body of work was originally 

received, and finally in current art-historical discourse about Soutine, the art of the past and 
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religious art. Thus in the case of subjects lifted from a Christian devotional context, attention 

is drawn to the act of framing more overtly than in images of a less obviously religious origin 

(e. g. in Rembrandt's Flayed Ox or his Woman Bathing in a Stream) because their original 

devotional meaning is either lost or transformed. In order to illustrate this, Soutine images 

that can be read within a Christian context will be analysed and their potential origins 

discussed with these concerns in mind. Where appropriate, the critical history of those 

paintings will also be mentioned, particularly those that have triggered discussion relating to 

their overtly Christianising elements. 

In addition to the above, this chapter will also examine for the first time a 

compositional and structural phenomenon present in numerous Soutine paintings, and 

specifically portraits, which can be read as the physical manifestation of Soutine's concerns 

with the practice of framing, re-framing and re-contextualisation. This element takes the form 

of a white line extending around all four canvas edges on numerous paintings, which appears 

to be a crack in the paint. It is particularly visible in Servant Girl in Blue (c. 1934) [Fig. 67], 

one of Soutine's `later' portraits and this is taken as a case study. As will become clear, the 

restrictions on viewing Soutine's later paintings (there are fewer of them and almost all are 

held in private collections) mean that the exact process by which this `frame' was achieved is 

unknown. Accordingly, the interpretations in this chapter of this process and its potential 

relationship to a painting's subject matter are unavoidably hypothetical. An extensive 

empirical survey of Soutine's paintings falling under this category is required to explore the 

ideas instigated in this chapter. It is conjectured here that this frame is a visible manifestation 

of the framing process discussed in this and the previous chapter. Along with a brief history 

of the frame and its functions, analysis will turn to Servant Girl as a case study of the impact 

of Soutine's frames such as described here - they serve to contain the subject and the 

pictorial space as a whole in the traditional sense of the frame, and in conjunction with the 
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subject matter they mimic modes of looking, particularly at Christian devotional items, which 

require frames for spatial and narrative legibility. They are thus a particularly relevant issue 

for discussion within the remit of this chapter. 

II The Virgin Marv 

Paris offered Soutine many potential sites of engagement with the art, individuals and 

liturgical practices associated with Catholicism. Already mentioned is the rich array of 

devotional works on offer at Chartres Cathedral, many of which employ iconographical 

variations on the central theme of the Virgin. Although some of the stained glass from the 

original twelfth-century building survives at the west end of the cathedral, Chartres's most 

magnificent stained glass dates from the thirteenth-century rebuild when the gallery level was 

removed and the windows were enlarged with the aid of flying buttresses. In the centre of the 

north transept rose window (c. 1220) [Fig. 68] the Virgin is seated, surrounded by doves and 

angels [Fig. 69, detail of 68] in a window dedicated to the Glorification of the Virgin. Mary 

holds the Christ Child on her lap and is crowned while holding a sceptre; Christ raises a hand 

in a traditional symbol of blessing. Twelve further circular panels surround this central image 

containing haloed doves (gifts of the Holy Spirit) and angels with censers and candlesticks. 

The Virgin Mary is a central image in the Christian, and particularly Catholic, tradition in her 

role as Christ's mother and as intercessor on behalf of the worshipper. As Beth Williamson 

explains, "the doctrine of the incarnation insists upon the dual nature of Christ - fully divine 

and also fully human - and therefore insists upon his real birth, as a human being, from a 

real, human mother"'. 56 Chartres's north rose window is thus a particularly apt site for a 

256 Beth Williamson, Christian Art. A Very Short Introduction (Oxford: Oxford University Press, 2004), pp. 15. 
See also: Michael Baxandall, Painting and Experience in Fifteenth-Century Italy, 2nd edn (Oxford: Oxford 
University Press) for discussion of painters' and preachers' conceptions of the iconography of the Virgin; and 
Michael Camille, Gothic Art, pp. 110-129 for the depiction of the Virgin in Gothic art. 
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depiction of the Virgin, since in her role as Christ's human mother she is considered to be the 

light through which God entered the human realm. 

As is the case with most of the subjects and themes in Catholic devotional art, 

numerous iconographical variations of the Virgin exist so that she is depicted in different 

guises and in diverse media to fulfil myriad devotional functions. Of particular interest to an 

examination of Soutine's treatment of Christian subjects are two variations on the theme of 

the Virgin: first, the Mater Dolorosa (`Virgin of Sorrows'); and second, the Pieta. Distinct 

from more familiar Pieta scenes which show the Virgin holding and mourning her son, the 

Mater Dolorosa features Mary as a single figure, alone in the image and grieving for the dead 

Christ. 257 This iconography of the Virgin appeared during the fifteenth century within 

Northern Europe and proliferated into the seventeenth century. Philippe de Champaigne's 

(1602-1674) La Vierge de Douleur au Pied de la Croix (17th century) [Fig. 70] has been part 

of the Louvre's collection since the museum's opening. Champaigne depicts the Virgin 

seated at the base of Christ's empty cross after the crucifixion has taken place. Slumped, 

exhausted and hopeless, Mary gazes upwards towards the heavens and out of the image. Her 

pose is quiet, however - seated, hands knitted in her lap, legs crossed as her copious robes 

flow about her body, falling pleasingly around her. The distinguishing feature of this image, 

and all Mater Dolorosa images, is the isolating effect of her grief. Like Pietä, Mater 

Dolorosa functioned as meditative images, designed to incite reflection on Mary's maternal 

sense of loss, and by implication also on Christ's crucifixion and His sacrifice for 

humanity. 258 Other examples of Mater Dolorosa include Dirck Bouts's (1410/20-1475) La 

Vierge de Douleur et Le Christ Couronne d'Epines (15th century) [Fig. 71] (which is part of a 

diptych also featuring a figure of Christ) and Juan de Borgona's (c. 1470-1534) La Vierge, 

Saint Jean, Deux Saintes Femmes et Saint Dominique de Guzman (1515) [Fig. 72], also in the 

257 Peter and Linda Murray, The Oxford Companion to Christian Art and Architecture (Oxford and New York: 
Oxford University Press, 1996), p. 290. 
258 Peter and Linda Murray, The Oxford Companion to Christian Art and Architecture, p. 391. 
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Louvre's collection. Bouts's painting focuses on Mary's head, and therefore more intensely 

on the representation and site of her grief. The worshipper looks upon Mary's tears, and 

reddened and weary eyes as she weeps and prays for her son and for the forgiveness of those 

who harmed him; her action is also an invitation for the viewer to do the same. This particular 

Mater Dolorosa functions as an aid to highly focused devotion, either to be undertaken 

privately (as the small size of the painting would suggest, 38 x 29cm) or perhaps in a small 

chapel set aside for exclusive worship to Mary. Borgona's slightly later example shows the 

Virgin supported in her grief by Saints Jean and Dominique de Guzman and two further 

unidentified female saints. Although she appears in the company of other individuals, here 

their presence is unearthly and they should be thought of representing visually the support 

Mary received from God during the days following the crucifixion. In her habit, pose and 

obvious grief (like Bouts, Borgona physically depicts her tears) the Mary figure conforms to 

typical representations of the Mater Dolorosa. Champaigne's iconography also mirrors these 

earlier examples in its key compositional elements, though he chooses to show Mary wearing 

her more familiar blue robes. 

These images, on display in the Louvre during Soutine's lifetime, provide a useful 

context for viewing one of his portrait works, Portrait of a Woman (The Widow) (c. 1919) 

[Fig. 66]. One of Soutine's earliest portraits, this work has been little discussed by critics. 

The portrait features a single female sitter, centrally positioned in the composition and 

looking out at the viewer. Her long black robes are those of mourning, as the title suggests, 

and contrast with the red block of colour behind her. The woman is also seated, seemingly 

perched on a ledge indicated by the end of the red block of colour on her right-hand side. 

Although the title makes clear that she is a widow, no information is given on her 

bereavement or for whom she is grieving, which leaves the image open to multiple readings. 

Clearly, she could be mourning a recently deceased husband or family member, and within 
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that reading her black garment becomes a mourning dress. In the context of Mater Dolorosa 

images, Portrait of a Woman bears marked resemblance to those images of Mary mourning 

her son. Her seated stance and overall pose mimics that of the Virgin, particularly in 

Champaigne's painting - the knitted fingers of the widow's hands resting below her womb 

mimic those of Champaigne's Mary exactly, in which image they serve to remind the viewer 

of her roles as the Mother of God, and also in the Immaculate Conception, a key Catholic 

doctrine. The same gesture can be identified in Borgona's Mater Dolorosa. Equally, the dark 

garment worn by Soutine's figure strikingly recalls a habit, a reference particularly 

emphasised by the white line of pigment running around the sitter's hairline suggesting a 

wimple. The expression worn by the widow in Portrait of a Woman is more difficult to 

discern than the flowing tears of the Virgin in the earlier examples cited thus far, particularly 

because she addresses the viewer directly with her gaze. That said, however, Soutine's figure 

clearly exhibits signs of grief in her downcast head and slumped shoulders (an emotion the 

title actively asks the viewer to look for). Added to these features are the darker areas of 

pigment underneath her eyes which enhance the impression of sorrow and tiredness 

communicated by the rest of her body. Her face is also placed noticeably centrally in the 

composition and her skin stands out amongst the darker black and red colours around it. 

Attention is thus immediately drawn to her sorrowful features, much in the same way as 

Bouts asks of the viewer in his image. Although it is impossible to claim with certainty that 

Soutine worked explicitly from Bouts's, Borgona's or Champaigne's paintings, it seems 

likely that Soutine was aware of the iconographical traditions in which those artists were 

working and chose to contribute to that tradition in this portrait. Adding to these readings is 

the block of red pigment behind the sitter, which is reminiscent of the Cloth of Honour 

appearing in numerous images of the Virgin and Child enthroned. A length of material, often 

gold brocade, is hung behind the seat on which the figures of Mary and Christ are placed. The 
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type and design of clothes used by artists varies greatly, with some using luxurious fabrics 

packed with woven references to biblical narratives, such as Bernardo Daddi's triptych 

(1388) [Fig. 73], which contains grapes as a symbol of the Eucharistic wine, and therefore of 

the blood of Christ; or others opting for a less elaborate design, such as Fra Angelico's 

enthroned Virgin between Saints John the Baptist (left) and John the Evangelist (right) [Fig. 

74]. There, the cloth featured is also accompanied by a baldachin. The block of red colour in 

Soutine's image can also be read as a Cloth of Honour, accompanying the enthroned sitter, 

i. e. Mary. 

According to the catalogue raisonne chronology, Maternity (c. 1942) [Fig. 75] is 

Soutine's penultimate painting. Unusual because it depicts an adult and child together (only 

the third time Soutine does so, with Mother and Child (c. 1919 and c. 1942) and 

Grandmother and Child (c. 1943) the only other examples), Maternity features a seated 

mother staring out at the viewer, grief-stricken and questioning while holding her dead - or 

perhaps sleeping - child. A limited but fluid palette of browns and blues is used to create a 

sense of sobriety, echoed in the female figure's black clothes (possibly of mourning) and 

earnest expression. Monroe Wheeler comments confidently on this image: 

In this great work, his [Soutine] sentiment about children gives way to a profound 

epigrammatic utterance. The mother is the noblest of his women, with no class- 

consciousness now, no perversity, nor even excess of pity, or unkind scrutiny. 

The child lies back in her lap, in defeat or exhaustion, as though on a field of 
battle, his garb a kind of uniform. This is no mere child; it is every man, and all 

men are children. 259 

Wheeler's theory that in Maternity Soutine taps into contemporary responses to the great 

losses suffered during the Second World War is certainly a possible reading of this image, 

259 Monroe Wheeler, Soutine, p. 111. 
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especially since it was painted in the throes of that conflict. One need only glance at the 

sculptural work of Käthe Kollwitz (1867-1945), to take just one example, to find parallels 

with the themes of maternal and universal loss. In her etching, Woman with her Dead Child 

(1903) [Fig. 76], Kollwitz depicts a mother in the throes of grief, grasping her dead child to 

her own naked body and pressing her face to her child's lifeless one. The child is age- and 

sexless, functioning as a universal symbol of (maternal) loss; the mother's body is also 

androgynous. However, the image's title, along with its obvious indebtedness to traditional 

Pieta scenes, means we read this as a comment on maternal loss. 

Within the context of Soutine's engagement with Christian visual culture another 

striking interpretation of Maternity comes to mind, which need not rule out Wheeler's 

original reading of the painting, but which certainly sheds new light on its possible 

iconography. The Burgundian sculpture (beginning 15th century) pictured in Fig. 77 is a 

traditional Pieta originally situated in a chapel dedicated to Saint John the Baptist in 

Fraignot-et-Vesvrotte, Cotes d'Or, but now in the Louvre's collection. Developed in the 

thirteenth and fourteenth centuries in Spain and in the North, the Pieta "consists of a 

representation of the dead Christ accompanied by the angels, or by the Virgin. It is not the 

same as a Deposition from the cross, or a Lamentation over the dead Christ, but is a more 

reflective, meditative subject, often consisting only of the dead Christ lying on the knees of 

the Virgin. 260 The example cited in Fig. 77, an early fifteenth-century Burgundian Pieta, thus 

conforms to known conventions of this iconography of the Virgin. Its function is two-fold: to 

inspire reflection on Mary's bereavement and grief; and also to invite meditation on Christ's 

sacrifice. Mary's pain as a mother is clear in the way she hangs her head, entirely absorbed in 

her son's body and the wounds of the crucifixion so arrestingly depicted on his chest, hip and 

hand. She holds the body protectively and yet offers it to the viewer for contemplation at the 

260 Peter and Linda Murray, The Oxford Companion to Christian Art and Architecture, p. 391. 
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same time. The worshipper should mimic Mary's gaze, taking it as a cue to think about 

Christ's suffering and the sacrificial act evoked through his mortal injuries. Pieta scenes like 

this one were most commonly used in private devotion and their intimate dynamics of mother 

and child were key to that function. In Soutine's Maternity, the relationship of the female 

sitter to the child on her lap is unambiguous - even without the painting's title, the protective 

grasp in which she holds the child helps us to recognise the mother-child relationship at 

work. 261 The configuration of the two figures in Soutine's portrait also mirrors the 

arrangement of the Virgin and Child in Fig. 77: a woman, sorrowful and questioning, is 

seated with a child sprawled over her lap. Equally, the mother of Soutine's images also asks 

us to share her grief, to contemplate her loss in the same way as a Pieta is designed to do, for 

after our gaze has contemplated and understood her expression, we are immediately drawn to 

the child on her lap, whose body Soutine spotlights using lighter pigments. Still more 

compelling is the similar awkward fall of the body of the child in Soutine's painting and 

Christ in the Burgundian sculpture, especially the way in which the head in both hangs limply 

and uncomfortably. Marcellin Castaing also acknowledges Maternity's resemblance to Pieta 

scenes, writing: "the medieval theme of Mother and Child, linked to each other like the 

human tree of life, reappears periodically in his work [... ] and culminates in a staggering 

Motherhood [Maternity]". 262 As Wheeler suggests, however, Maternity can also be 

understood as eliciting empathy for those whose loved ones have been victims of the war, and 

beyond that as evoking a more general sense of suffering and loss so prevalent during that 

time. In some senses, it is unnecessary to maintain such rigid interpretive boundaries in the 

261 Within the context of the mother-child relationship can also potentially be read an element of distance, 
however, brought about by a sense of shock: although the child is on its mother's lap, the embrace could be 

construed as oddly unprotective, or at least more complex than a straightforward embrace offered by a 
protective other to her child. The mother's gaze is away from the child and appears stunned or shell-shocked. 
This does not destabilise the reading offered here, but adds a further dimension to this rich image. The 
iconographic connection between Maternity and pieta scenes has been mentioned very briefly previously by 
Richard Shone in his review of the solo exhibition of Soutine's work held at in Chartres in 1989: Burlington 
Magazine, Vol. 131, No. 1041 (December 1989), pp. 866-887. Shone observes Maternity's relatedness to "the 

conventional pieta" (p. 867). 
262 Marcellin Castaing and Jean Leymarie, Soutine, p. 34. 
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case of Maternity: although the Pieta from which it borrows iconographical elements is a 

sacred subject, it is also an effective devotional aid because it moves beyond that sanctity and 

speaks of loss, suffering and accountability on an innate and human level. Wheeler's 

comment is also significant because it acknowledges Soutine's career-long commitment to 

this devotional theme. 

Woman in a Blue Dress (c. 1924) [Fig. 57] shows a female figure sitting in a chair and 

facing the viewer directly, her gaze blank. Like many of Soutine's models, her hands are 

knitted together and placed in her lap, while her upper torso and shoulder have been 

exaggerated, almost mimicking the lines of the chair behind. Woman in a Blue Dress is 

compositionally relatively standard within Soutine's portrait work -a single sitter, seated or 

standing, staring directly ahead at the viewer / artist, decontextualised and not engaged in any 

specific activity. Dominating the portrait is the figure's blue dress, brought to our attention in 

the title. The depth and strength of the blue pigment coupled with the size of the dress means 

that the garment governs the composition, even overwhelming the sitter herself. Her small 

body is almost completely covered by the garment; her hands, impossibly thin neck and 

disproportional head are the only parts of her anatomy visible under so much fabric. In 

addition, her blank eyes (also familiar from one of the Praying Man portraits discussed 

shortly) create the impression of a mask, perhaps even a mannequin, and of un-presence and 

insubstantiality. Counteracting the first impression that this portrait is all about the dress are 

two features distinguishing this work within Soutine's oeuvre: the ambiguous yellow object 

surrounding the figure's head; and the decorated background, an uncommon presence 

amongst the monochrome backgrounds Soutine favours. The pattern is doubly unusual 

because it does not extend to the bottom of the canvas and is concentrated around the sitter's 

head, the circles placed seemingly at random. This differs from the patterning present in the 

only other portrait featuring this background, Young Girl in Pink (c. 1924) [Fig. 78]. There 
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the decoration extends the length of the canvas, creating the impression of wallpaper which 

sits more comfortably in the portrait. The yellow object surrounding the sitter's head in 

Woman in a Blue Dress is unclear because of the angle at which it is depicted - should this be 

a hat or bonnet, it sits rather awkwardly. 

By now her pose should be familiar; a glance at Champaigne's Mater Dolorosa [Fig. 

70] reminds us that Mary is often depicted in this way, her hands carefully placed below her 

abdomen to signal her humility and reference her remembered pregnancy. The sitter's blue 

dress, so dominant and overt, can also be read as a reference to Mary's traditional blue robes, 

perhaps with the bonnet or hat referencing a halo supporting that reading. However, in the 

case of Woman in a Blue Dress, other more overt references come to mind which have their 

origin in more recent examples in the Western tradition - in the portrait work of Paul 

Cezanne. In Madame Cezanne (1886) [Fig. 79], held at the Detroit Institute of Arts, Cezanne 

depicts his wife, Hortense Fiquet, in an interior space, seated and in close focus. The setting 

of the portrait is unclear, though the wallpaper obvious in the right half of the image suggests 

a domestic one. Mme Cezanne peers directly at the viewer through small eyes and with a 

pursed mouth; her body is held rigidly and appears to fit well into a niche behind her where 

the two walls of the room meet. Soutine's female figure resembles the pose Mme Cezanne 

adopts in her portrait: both women sit rigidly upright, their hands clasped in their laps and 

looking directly out of the image. In each portrait, the supporting chair is almost invisible, 

creating the impression that the sitter is hovering within the canvas frame, a frame which cuts 

both dresses at the same point, just below the knees. Indeed, the overall compositions of both 

paintings are strikingly similar and can be viewed in light of one another. Soutine's 

relationship with Cezanne as a founder of Modernism has already been discussed in the 

previous chapter. This is another manifestation of that interest, but one which also relates to 
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known representations of the Virgin Mary. The duality of reference contained in this image is 

typical of Soutine's work, and is testament to the diversity of his artistic interests. 

III The Prag Man Series 

The Praying Man series (c. 1921) is a group of six paintings [reproduced in Fig. 60 to 65] 

produced during Soutine's early career. Four paintings in this series are entitled Praying Man 

[Fig. 61-63,65], linking them in subject and theme, and one is entitled Old Man [Fig. 64] but 

within the catalogue raisonne is grouped as part of the series. Certainly, all feature strikingly 

similar compositions: an elderly man at prayer, either represented in profile or three-quarter 

view, with hands tightly clasped together and held at waist-height, perhaps standing or 

kneeling (it is not clear which) and staring intently ahead of themselves but oblique in 

relation to the spectator. These paintings have been singled out because they are among the 

few in Soutine's oeuvre in which the figures are engaged in actual activity; but they are also 

noteworthy because of their unusual dimensions. Measuring 127 x 64 cm (as opposed to an 

average of 92 x 64 cm for other portrait works), they are elongated and much taller than they 

are wide, mirroring the extended body of the model and also, as will be discussed shortly, 

reminiscent of the wings or side panels of an altarpiece. The catalogue raisonnd places all five 

paintings together, presumably because they date from the same year and because they so 

clearly depict the same subject. They will be discussed in the order in which they appear in 

that publication. The sixth painting in the series, entitled The Philosopher (c. 1921) [Fig. 60], 

is conceived as a part of the series as a whole even though its subject differs from its sibling 

images. A more elaborate painting, The Philosopher depicts a male figure sitting at a desk, of 

sorts, and engaged in some kind of activity; it is unclear as to which activity, though the title 

suggests scholarly work of some description. The title leads the viewer to identify the sitter as 
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a philosopher, though since Soutine does not name him we assume he represents a type 

(obviously, that of `The Thinker') rather than a particular individual. The items in the 

background, however, can be read clearly as books. Slightly more difficult to identify is the 

object positioned on top of the desk, which sits precariously on the stand and appears to have 

several sides, but can also be understood as a book or manuscript. This image has not been 

discussed in any detail in the critical literature and certainly not in relation to the rest of the 

paintings in the series. It is included in that series here because the subject of The 

Philosopher is the same sitter as appears in the rest of the Praying Man series - for the first 

time in discussions of Soutine's portraiture in this thesis, likeness comes into play in 

identifying a particular individual. The male subject, named in one of the Praying Man 

paintings as W. Racine', is balding, is represented with prominent left ear and has an 

elongated nose; he is also of slim build, and was clearly a tall man (or at least as Soutine has 

painted him). In The Philosopher, the male figure's face is one of the most detailed parts of 

the composition, the nose, hair and ear all rendered in naturalistic detail, all of which make 

him clearly identifiable as the Racine of the Praying Man series. Discussion will return to this 

image shortly. 

Although all of the five paintings entitled Praying Man match compositionally, their 

individual colour schemes are very different. First, in Fig. 61 the saturated red of the 

background dominates, and almost envelopes the black-clad figure despite the contrast that 

pigment offers; this effect is also in part owing to the way the red pigment bleeds into the 

black of the tunic. The skeletal appearance of the praying man is enhanced by his black eyes, 

which create the impression of a mask and lifelessness. Fig. 62, the next painting in the 

series, continues the red background but using a more muted hue, while the figure, though 

striking a similar pose, is more naturistically rendered and detailed. Skin, hair and jacket are 

all discernable and more vital than in the preceding portrait, which de-emphasises the sitter's 
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humanity. The figure's knitted hands are emphasised, as they are in nearly all Soutine's 

portraits, and are clasped very tightly together in ardent prayer. Fig. 63 and 65 are strikingly 

similar portraits, featuring the same model, pose and composition but this time without the 

dominant reds of the two preceding works. The final image of the five is entitled Old Man 

[Fig. 64]. The sitter's pose is similar to those of its Praying Man counterparts - seated, 

contemplative and in profile, and he bears marked likeness to the model in those images. The 

significance of this image lies in the model's costume, which appears to identify the man as a 

priest - underneath the long brown jacket a clerical collar and cassock are clearly visible. 

This may be the first opportunity in the series to identify a sitter's identity (at least in terms of 

profession), but despite this fact, the portrait bears enough resemblance to the other paintings 

in the series - the sitter's pose conforms to those of the other Praying Man figures 

particularly closely - to remain part of it. 263 

In the Praying Man images, Soutine spotlights the moment of prayer - usually a very 

private act, even when performed in public - demanding that we observe the act without 

distraction. Although this may create a sense of intrusiveness, the depiction of individuals 

(i. e. not holy figures) at prayer is not without historical visual precedent. The tradition of the 

donor portrait in devotional art is a practice which began in the later medieval period, 

whereby "non-royal or imperial donors and patrons of artworks inserted themselves into 

Christian imagery [... ], so that images of ordinary mortals can be seen in the company of the 

divine". 264 Their presence in a holy scene signified their own piety, as well as their wealth, 

public status and generosity (in the case of items donated for public worship). Donor 

portraits, often close likenesses of the individuals depicted, have their own set of 

iconographies, to which Praying Man [Fig. 63] (to take just one example from Soutine's 

263 As has already been established, the titling in the catalogue raisonne is not a straightforward, or even reliable, 
process. It could be that this image was titled by an owner or collector in its provenance and it simply stuck, 
hence its difference to the titles of its sister images. 
264 Beth Williamson, Christian Art, p. 9. 

175 



series) conforms. Ambrogio Bergognone's c. 1494 altarpiece [Fig. 80] in the Louvre's 

collection since 1899 is a typical example of donor portraits in-situ, with the donor and his 

wife kneeling in prayer at the scene of the Presentation in the Temple. In this case the donors 

are represented in profile, with eyes modestly watching the holy scene in an act of humility as 

an example to others using the altarpiece. The donors' meekness and piety is signalled by 

their lower position in comparison with the holy figures and by their marginal positioning on 

the triptych, which is aided by a physical framework that quite literally separates them from 

the central sacred space of the main panel. Although Praying Man may not be viewed as a 

donor portrait itself, donor portraits were nevertheless the most common representations of 

individuals at prayer, and it is possible that Soutine articulates his encounter with those 

images in Praying Man. This fact is emphasised by the uniqueness of these portraits in the 

context of Soutine's oeuvre. The majority of Soutine's portraits are rigidly frontal in 

composition, the sitter facing the viewer and looking directly out of the image. Here, 

however, Soutine positions his praying sitters in profile and they lean to the side. Such 

departures from the portrait formula employed throughout his career marks them as images 

engaging with a specific portrait tradition. In Praying Man Soutine has not selected a 

particular figure from another composition and relocated it in his own (as was the case in the 

examples of his work discussed in Chapter Two), but rather picked up on a particular visual 

tradition - the donor at prayer - and placed it within the framework of his own painting. This 

act removes the possibility of reading him as part of a larger holy scene, and therefore in 

relation to specific Christian figures. However, it does not preclude reading the subject as an 

individual at prayer, with iconographical origins in one of the visual traditions representing 

that act, the donor portrait. 

A distinguishing element in two of the Praying Man paintings, Fig. 63 and Fig. 65, is 

the obvious light source situated to picture-left, which casts a warm glow on the praying 
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figure and throws strong shadows on to the creases of his jacket. The warm but intense light 

emitted by that source suggests the concentrated flame of a candle, or several candles burning 

together. If this brings to mind the practice of votive prayer, the lighting of a candle in 

memory of the deceased or in thanks to a holy figure, it is surely no coincidence. Here, a man 

at prayer situated directly in front of a light source means that at least in two of the series' 

images, Soutine also defines the `type' of prayer we are viewing. Votive prayer is not an 

uniquely Catholic practice, nor is it exclusively a Christian one. However, in combination 

with the clear gesture of prayer in the image and in the paintings' titles, the images are 

understood exclusively within a Christian context. Kenneth Silver's notion that Soutine 

painted "the visual signs of Christianity" may at this point seem to ring true; prayer is 

certainly one. However, Silver's description, while useful, situates all Soutine's Christian 

subjects firmly in the present; it does not allow for a broader art-historical reading of their 

iconographic precedents, for the possibility that Soutine was acquainted with the visual 

culture of Christianity and its iconographies around him. Thus it is crucial that stories about 

Soutine and his art also include those about his knowledge of Christian visual culture and 

how his choice to articulate that knowledge in his painting situates him very firmly within a 

Western tradition of painting. 

This is perhaps best illustrated by referring to The Philosopher, which is an image 

containing overt references to the long-standing iconography of Saint Jerome in Christian 

visual history. Depictions of Saint Jerome appear throughout history, with three main 

representations of the saint predominating: The Penitent in the Desert, The Vision of Saint 

Jerome and Translating the Bible. 265 Antonello da Messina's Saint Jerome in His Study (c. 

1475) [Fig. 81] offers a typical representation of the saint in scholarly guise: the saint sits at a 

desk, giving his full attention to the text in front of him, which we know to be the Vulgate. In 

26$ James Hall, Dictionary of Subjects and Symbols in Art (London: John Murray, 1996), revised edition, pp. 
168-169; and Peter and Linda Murray, Oxford Dictionary of Christian Art and Architecture, pp. 269-270. 
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the act of translation, Jerome is depicted wearing cardinals robes (somewhat of an 

anachronism, since the office of Cardinal did not exist during the saint's lifetime) and with 

his most familiar attributes - the cardinal's hat and a lion, visible in the right-hand side of the 

painting. 266 His dedicated scholarship is further signalled by the numerous books visible on 

the shelves around him. A similar representation of St. Jerome can be found in Fig. 82, a 

fifteenth-century ivory carving (in the Louvre collection since 1883), in which the saint is 

depicted with his familiar attribute a lion, and again with books, here presumably the 

Vulgate. The saint's pose, seated at his desk and hunched over a book is also familiar from 

Antonello's painting, and calls upon the iconography of this saint more generally. Returning 

to The Philosopher with that vocabulary in mind, striking features of Soutine's painting come 

to the fore: the sitter's pose suggests that he his also seated at a desk-like structure made up of 

the ̀ desk' itself and a kind of chair. The white vertical objects near the sitter's head resemble 

the books so often featuring in representations of Saint Jerome, and the cross-like object in 

the upper right-hand corner of The Philosopher acts as an obvious Christianising element. 

Upon the desk at which Soutine's figure works, a book-like object rests somewhat 

precariously; the figure signals its importance by pointing at it, focusing the viewer's 

attention on that part of the painting, much as the bible is placed compositionally centrally in 

many images of Saint Jerome and is the full focus of the saint's attention. Finally, the title of 

Soutine's painting defines the profession, or at least the activity, of the sitter in the image. He 

is a philosopher, which means we may now more confidently read the figure as at scholarly 

work and the book-like objects more firmly as books. Saint Jerome, as translator of the 

Vulgate, is also the patron saint of theological learning. It is perhaps no coincidence that the 

266 According to fable, Saint Jerome pulled a thorn from a lion's paw, and the animal thereafter became Saint 
Jerome's devoted companion. Although the office of cardinal did not exist during Jerome's lifetime - cardinal's 
robes are therefore anachronistically applied to Jerome in representations like this one - his role in Rome was as 
aid to Pope Damascus, a position which has led artists to add said robes in acknowledgement in that office. 
James Hall, Dictionary of Subjects and Symbols in Art, pp. 168-169. 
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painting is entitled so as to draw attention to the activity represented, and therefore to make 

reference to Saint Jerome in conjunction with the image's other iconographical elements. By 

alluding to familiar representations of a Christian saint, a saint key to the transmission of 

Christian doctrine, Soutine expresses an interest in that tradition and its iconographies, which 

would have surrounded him in Paris. It is also important to recognise that The Philosopher 

could equally draw on other types and iconographies in portraiture - that of the Thinker 

particularly comes to mind, as well as images of numerous individuals associated with books, 

such as the Evangelists and Church Fathers. Since arguments could be made for the presence 

of numerous traditions and iconographies in works like The Philosopher, it is once again 

important not to adhere too rigidly to one in particular, and instead acknowledge the 

articulation of a specific interest as one among many. 

IV The Choir Boy Series 

Soutine's paintings of choirboys are also significant within the context of the artist's interest 

in Christian visual culture. Four images in total [Fig. 9,83-85], the Choir Boy portraits were 

produced between 1925 and 1928 and all feature a single choir boy in liturgical dress 

depicted at a three-quarter length angle: Large Choir Boy (c. 1925) [Fig. 9], Seated Choir Boy 

(c. 1927-1928) [Fig. 83], The Choir Boy (c. 1927) [Fig. 84] and The Choir Boy (c. 1927- 

1928) [Fig. 85]. Each figure is also situated against a black background and wears a 

combination of red and white robes. The decontextualisation present in these images should 

by now be familiar, as Soutine does not provide a context in which his sitters are situated. A 

church setting would be the most obvious in this case. However, at this point discussion can 

return to Soutine's practice of framing, as identified and examined in relation to Carcass of 

Beef and the Bathing series discussed in Chapter Two. Of interest to Soutine during his time 
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in Paris was a well known work by Courbet, A Burial at Ornans (1849-1850) in the Louvre 

collection since 1881 [Fig. 86]. Marcellin Castaing confirms this relationship, stating that the 

image held formal interest for Soutine: "Soutine was struck most of all by the centres of light 

in the composition, the fantastic red-robed beadles and the choirboys in white surplices: these 

may lie at the origin of the Choirboys that he himself painted from 1925 to 193 0' . 267 

Courbet's work depicts a funeral procession at the internment of his Great Uncle in 

September 1848. All figures in the portrait attended the actual ceremony, which Courbet 

controversially recorded in this large-scale image: measuring 10 x 22 feet, the painting takes 

on dimensions at the time reserved for religious or royal subjects. The small choirboy found 

in the foreground of Courbet's scene bears marked resemblance to Soutine's Large Choir 

Boy [Fig. 9]. Conceived as part of a large composition containing numerous individuals, 

Courbet's choirboy interacts with others around him. He clearly assists the priest in his 

funeral duties, holding a container of incense and standing by his side. In this way he is very 

much a part of the composition and one of the attendees. However, his attention has been 

drawn away from the ceremony by an unknown source (or perhaps simply by boredom), 

signalling that he is only a part of the ceremony in body and not, as he ought to be, in spirit. 

The only figure not participating, he is therefore isolated within the event and our attention is 

drawn to him in particular. Soutine's choirboy is similarly isolated, not by his non- 

participation, but rather by the frame of Soutine's canvas. Soutine has isolated the young 

figure in Courbet's image and framed it within his own painting. The reference to Courbet, 

and the French tradition to which his painting belongs, however, is clear. 

267 Marcellin Castaing and Jean Leymarie, Soutine, p. 26. 
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V Soutine's Frames 

i. Introduction 

Servant Girl in Blue (c. 1934) [Fig. 67] is a half-length portrait of a female domestic servant 

carrying a basket of food items. Surrounding her on both sides, pink drape-like fabric creates 

a spatial niche in which she stands or sits; since her basket obscures her lower torso, it is not 

clear which. The dark and nondescript background gives no hint of a location but emphasises 

the niche-like quality of the space surrounding her. The half-length format and ambiguity of 

sitter, location and action (she is mid-movement) are all typical features of Soutine's 

portraiture, particularly that portrait work produced towards the end of his life during the 

1930s. Figures 84 and 7 provide two further examples of that work: The Choirboy (c. 1927- 

1928) and Madeleine Castaing (1929) respectively. Their designation as portraits in this 

paper has already been discussed in detail in preceding chapters. Those discussions are called 

into question only slightly in Servant Girl, as accessories such as her basket of food creep 

into the painting. Indeed, this subject is one of Soutine's most accessorised, the majority of 

his sitters rather sharing the canvas only with a single chair. 

This section will focus on a compositional and structural element found in Servant 

Girl that may be common to many of Soutine's works and which raises questions as to 

Soutine's engagement with Modernism's renegotiation of the pictorial space. This element is 

the white line obvious around all four edges of the canvas, which is a crack in the paint. 

Although there has been no technical study to date, it is possible (though by no means 

certain) that the canvas support has been extended by nailing a length of wood to each of its 

sides. During execution, the artist may have painted up to a certain point (the white line of 

our canvas), un-nailed the wet canvas from its support, added a length of wood to each side 

and then stretched and nailed the canvas over the join created by such an addition and 
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continued painting. The result is this very visible white line, taken up by Soutine and used as 

the delineation of his new pigmentation scheme. The composition's strong colours extending 

out to the edges of the canvas stop abruptly at this interventionary line to be replaced by 

mismatching ones, or are continued after it. It is difficult to be precise about how this effect 

was created, for two reasons. First, there has only been one technical study carried out on 

Soutine's work (discussed shortly), which was somewhat cursory and set out to answer a 

different set of questions to those asked here. Second, the majority of Soutine's later works 

are held in private collections (often American) and are therefore difficult to obtain for 

technical examination. All conclusions drawn in this chapter are therefore based on 

reproductions of Servant Girl and of other portraits carrying this feature, or on gallery visits 

which allowed the paintings to be viewed from their position on the wall; they therefore may 

require revision in the light of technical examination. Speculatively, this chapter focuses on 

the potential interventionary presence in the painting of Soutine's `frames' (as they will be 

named in this chapter) and the possible effect they have upon viewer interaction with the 

pictorial space. The very visible white line in Servant Girl is taken up by Soutine and used 

both as the edge of his painting, where the pink primer can be seen underneath, and as a break 

in his pigmentation scheme. Thus a frame of sorts is created, clearly visible surrounding the 

main composition, and undeniably conceptually and physically a part of the painting itself. 

The frame's inextricability could be further emphasised by Soutine's signature in the bottom 

right-hand corner of the painting which continues over and into the frame. This practice is 

reasonably extensive in Soutine's work, with at least six canvases potentially displaying 

internal frames like that in Servant Girl, all from the period 1929 to 1939 (though, again, 

technical analysis is required as confirmation): Portrait of Ceretti (c. 1929) [Fig. 87], The 

Siesta (c. 1934) [Fig. 41], Young English Girl (c. 1934) [Fig. 88 - this image was taken in 

February 2010 in the Musee de l'Orangerie where it is currently displayed], Little Girl in 
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Blue (c. 1934-1935) [Fig. 89], Servant Girl in Blue (c. 1934) [Fig. 67] and Little Girl in Blue 

(c. 1937) [Fig. 90]. It is possible that further evidence of canvas extension exists, but the 

reproduction of Soutine's paintings is an issue - some works appearing in the catalogue 

raisonne, for example, have been cropped in reproduction; and, as already mentioned, since 

the majority of Soutine's works are privately owned the access required to carry out a 

comprehensive survey of his later portraits is difficult to gain. 268 

Canvas extension as conjectured here has not received any critical attention. In the 

case of Servant Girl which was sold by Christie's Auctioneers in 1986, this may seem 

somewhat surprising - the white line of the frame is so visible that it may be off-putting to a 

potential buyer who may consider it a defect in the canvas, perhaps even a sign that the 

painting has been tampered with or damaged. The Christie's catalogue accompanying Servant 

Girl's sale does not provide an explanation for the phenomenon, nor does it offer any 

potential buyers reassurance. 269 The auction house when contacted could not provide any 

further information on this image. Although Soutine's frames have not been identified in the 

historiographical corpus, limited technical discussion of Soutine's work more generally does 

occur and can be enlightening. This discussion is developed by Ellen Pratt in her article, 

`Soutine Beneath the Surface: A Technical Study of His Painting', which sets out to dispel 

some of the myths surrounding Soutine by means of a detailed scientific examination of 

selected works, establishing an archaeology of these and then reconstructing their possible 

method of creation. 270 Among the areas considered by Pratt, and that which is of most interest 

to this chapter, is Soutine's habit of "enlarging the support to accommodate the growing 

268 Additionally, it has also come to light more recently that the catalogue raisonnd is by no means exhaustive. 
Christie's day sale of Impressionist and Modern Art on 5.2.2009 (accessed online), for example, sold a `new' 
Soutine, mentioning that that image (Visage d'Homme au Chapeau, 1914) will be appear in a forthcoming 
supplement to the catalogue raisonnd. 
269 My thanks to Christie's, London, for their corporation in this matter, and for providing a scan of the 
catalogue in question. No further information was available on request. 
270 Ellen Pratt, ̀ Soutine Beneath the Surface: A Technical Study of His Painting', pp. 119-135. 
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composition "271 Here Pratt makes reference to an earlier observation by Monroe Wheeler in 

1950 that Soutine had been once known to extend the support of Chartres Cathedral (1933) 

[Fig. 551, apparently as a necessary adjustment: 

Twice during the painting of this picture Soutine enlarged it by roughly nailing 

new strips of wood to the original panel so that it had to go immediately to an 

expert restorer. [... ] It was a shortcoming of his talent, not knowing how to 

foresee the proportions of his subject matter within the dimensions of his board or 

canvas; there were often superfluities or insufficiencies. 272 

Clearly the implication is that Soutine was unable to plan a composition correctly during the 

conceptualising process and that he therefore needed more space at later execution stages. 

The possibility that such extension and the resulting effect are planned by the artist is 

ignored. This is because within the confines of an expressive persona Soutine has been 

denied the ability to plan a composition in advance, since that persona demands spontaneity 

of technique. Likewise, within Pratt's schema Soutine's frames would no doubt also be 

relegated to the status of incidental, accident and unavoidable and considered visible 

testament to the artist's lack (something perhaps confirmed by the lack of any attention to 

such a visible practice). Clearly this explanation stumbles at the first hurdle: a mere glace at 

Servant Girl shows that the canvas would have been large enough to accommodate the 

composition without extension. Furthermore, the distorting rather than harmonising effect 

produced by such extension strongly suggests purpose and intention on Soutine's part - there 

is often a mismatch of colour, a striking intervention into the paint is created, or the canvas 

itself may now appear to be `too big'. And yet the period in which such canvas extension 

predominately occurs, the 1930s, is considered among critics to be a time of greater technical 

271 Ellen Pratt, `Soutine Beneath the Surface', p. 125. 
272 Monroe Wheeler, Soutine, p. 87. 
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mastery. As discussed in Chapter One, many critics adopt the view that the work produced in 

the final decade of Soutine's life should be viewed as the culmination of a lifetime's pursuit 

of professional virtuosity (even if this is at the expense of Soutine's `natural' expression). 

The formal elements evidencing this position are pinned down by Clement Greenberg, for 

example, in his more general discussion of Soutine's merits and failings: "now [in the 1930s] 

the scaffolding was given more of its due, and whatever loss was suffered in intensity was 

compensated for by a gain in unity. Design was now more carefully related to the frame, and 

greater clarity of modelling brought with it greater lucidity of color". 273 As hinted in this 

quotation, critical opinion tends to exchange the earlier "intensity" of Soutine's work for 

more acceptable technical competence. In terms of Soutine's frames as understood in this 

chapter, however, this model, so prevalent in the historiographical corpus, results in a 

contradiction: on the one hand Soutine's frames are assigned to a lack of ability, but on the 

other they nearly all appear in a designated period of definitive professional competence. This 

chapter will explore the possibility that far from revealing Soutine's deficiency, canvas 

extension like this may have been an important part of the creative process, and one which 

thus could demonstrate a sound understanding of materials and method; moreover, it has the 

potential to shed new light on Soutine's commitment to Modernism's preoccupations with a 

painting's Objecthood, a level of engagement denied Soutine to date, as well as to highlight 

his ability to play those concerns off against oppositional notions of the illusionistic space. 

ii. The Frame in (Art) History 

Around the turn of the twentieth century, the nature and role of the frame was being 

called into question by artists who began to take a more active interest in how a painting 

related to its environment when displayed. For artists like James McNeill Whistler (1834- 

273 Clement Greenberg, Art and Culture, p. 118. 
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1903), Edgar Degas (1834-1917), Georges Seurat (1859-1891) and Vincent van Gogh (1853- 

1890), conventions of presentation - for example, frame colour and size, lighting levels, 

background wall colour and the interaction of paintings displayed together - increasingly 

occupied their attention in an artistic climate attempting to establish a new pictorial space 

274 
with the abandonment of traditional rules of representation. The renegotiation of the frame 

began most earnestly during the 1870s and 1880s with an increasing rejection of the gilt 

frame. Much of the discourse around the turn of the century tends to centre on, and is in fact 

often limited to, the frame's untapped harmonising potential: by carefully choosing a frame's 

colour, the surround is able to enhance the painting by contrasting or harmonising with its 

colour scheme. 275 This is typified in the work of Georges Seurat, whose empirical interest in 

colour led him to create individualised surrounds for his compositions with carefully chosen 

colour schemes. In Evening, Honfleur (1886) [Fig. 91] for example, the deep blue of the 

frame contrasts with, but simultaneously complements and enhances the lighter tones of the 

painting, making the whole appear to resonate. Similarly, in perhaps his most famous work, 

La Grande Jatte (1884-1886) [Fig. 92], the contrasting and complimentary tones work in the 

same way as in Honfleur. An obvious difference, however, is that whereas Honfleur is given 

a wooden, detachable frame, La Grande Jatte has a painted border. Indeed, the terms `frame' 

and ̀ border' were used by Seurat himself, la cadre to describe detachable surrounds like that 

274 The literature on the history of framing, fashions in framing, theories of the frame and the engagement of 
artists with their frames is broad. Some of the most detailed and helpful publications on the subject are: Michael 
Camille, Image on the Edge: The Margins of the Medieval Art (London: Reaktion, 1992); Deborah Cherry, 
Beyond the Frame: Feminism and Visual Culture, Britain 1850-1900 (London: Routledge, 2000); Jacques 
Derrida, The Truth in Painting, trans. by Geoff Bennington and Ian McLeod (Chicago, London: University of 
Chicago Press, 1987); Paul Duro (ed. ), The Rhetoric of the Frame: Essays on the Boundaries of the Artwork 
(London: Cambridge University Press, 1996); David Joselit, `Notes on Surface',: in Art History, Vol. 23 (1), 
(March 2000), pp. 19-34; Eva Mendgen(ed. ), In Perfect Harmony: Picture and Frame 1850-1900, exhib. cat. 
(Amsterdam: Van Gogh Museum, 1995); Paul Mitchell and Lynn Roberts, Frameworks: Form, Function and 
Ornament in European Portrait Frames (London: Merrell Holberton Publishers Ltd., 1996); Barbara E. 
Savedoff, `Frames', in: The Journal of Aesthetics and Art Criticism, Vol. 57, No. 3 (Summer 1999), pp. 345- 
356; and Jacob Simon, The Art of the Picture Frame: Artists, Patrons and the Framing of the Portrait in Britain 
(London: National Portrait Gallery, 1996). 
275 Along with this development, the form of the frame itself changed, often becoming flatter, sometimes 
completely flat so that it would meet along the picture plane. 
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in Honfleur, and une bordure to describe those painted directly on to the canvas. 276 Clearly, 

Seurat draws distinction between the two processes, but the distinction is one of method as 

opposed to conceptualisation - indeed, Seurat's borders are found exclusively in his later 

works and appear to have been a natural development of the painted frame. Despite this, 

modem reproduction often edits out the border of La Grande Jatte, thereby deeming it 

conceptually redundant. Since for artists such as Seurat the frame was clearly a part of the 

conceptualising process, debate was triggered, and still continues, as to whether the frame 

should be considered an inseparable part of the work itself, or whether its parergonal status 

should be left unquestioned. 

iii. The Frame Within 

If working from Seurat's scheme, which is the most helpful in terms of understanding the 

methods Soutine potentially uses, Soutine's surrounds are both frames and borders: pieces of 

wood attached to the canvas support; and also borders painted directly on to the canvas 

material itself. The combination of the two in images like Servant Girl results in a kind of 

`organic frame' -a frame created by the medium itself, in this case the cracking paint. This 

contains the composition, providing a frame in a very traditional sense and presenting the 

painting's illusionistic potential. However, the distortion in medium also recalls the wood 

underneath, thereby referencing the physical processes of artistic creation and the nature of 

the painting as object. This duality, inherent to the painting in its juxtaposition of craft / 

objecthood and illusionistic space, forces the viewer to negotiate the tension between two 

modes of representation and engagement: entering into the painting's subject-matter and 

276 This is a phenomenon discussed at length by Paul Mitchell and Lynn Roberts (both familiar names in 
framing theory) in their 1996 exhibition catalogue, Frameworks. Form, Function and Ornament in European 
Portrait Frames. Mitchell and Roberts are also clear about which is which: a frame is a wooden surround, 
detachable and perhaps painted-on; whereas a `border' is a distinguishable line painted around all four edges of 
the composition. The authors quote Seurat as describing the encompassing painted surround in La Grande Jatte 
as ̀ une bordure' and later as using `la cadre' to describe the similar border of Evening, Honj7eur. 
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recognising the canvas's material potential. 27 Although at this stage speculative, the potential 

existence of this unique and challenging avant-garde practice, so Modernist in its interests, 

remains unacknowledged. This is perhaps a symptom of the fact that, as discussed at length 

in Chapter One, within criticism Soutine's relationship with Modernism has been seen as 

ambiguous and sometimes fraught. His simultaneous associations with that loose groups of 

artists, the Ecole de Paris, his collaboration with Paul Guillaume, large exhibitions and 

healthy sales figures contrasted with the outsider status and expressionist persona criticism so 

often assigns him and his own hesitation to talk about his work, and all disallow Soutine's 

classification within art history's own models. Although Soutine's marginality is clear, he is 

nevertheless situated within a mainstream Modernism, as conjectured by Kenneth Silver and 

discussed in Chapter Two. That Soutine sits uncomfortably, even eccentrically within that 

model, that he walks the boundaries of art history's models, is what makes Soutine interesting 

and adds richness to any exploration of his works and their reputation. 

Soutine's frame's intrinsicality to the painting also has the potential to raise questions 

of authorship and ownership. The turn-of-the-century developments in framing mentioned 

earlier paid close attention to the reception of a work: by custom-designing or personally 

selecting a frame, the artist is able to assert authorial control over several factors when the 

painting is bought or displayed, i. e. when it is out of the artist's hands. These factors include: 

first, the painting's aesthetic and conceptual scheme, particularly if, as in the case of the Pre- 

Raphaelites, the frame's textual, iconographic or tonal elements directly engage with the 

painting's subject matter; also viewer interaction is mediated, in terms of the frame's 

potential to comment on the validity of the illusionistic space; and contextual dynamics can 

also be manipulated, such as the painting's relationship to (or indeed non-engagement with) 

27 The latter effect is heightened in Servant Girl by the addition of drapes, which the blocks of pink pigments 
potentially reference. They recall a long-standing tradition of placing drawable curtains in front of paintings to 
protect them, a tradition that made its way into the iconography of painting whereby the curtain is represented 
within the image instead. The result was an enhancement of the illusionistic painting, a window through which 
to look, enter into and contemplate. 
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other paintings, items or decoration in the presentation space. Unlike in Servant Girl, this 

authorial intervention remained very much external to the picture space, i. e. in the detachable 

frame, or was simply edited out. After all, detachable frames, no matter how intrinsic to a 

painting, can always be removed and replaced. New owners, for example, may wish to make 

a painting their own by choosing a new frame, as was common, or galleries may replace an 

existing frame to comply with an internal display programme. A possibility suggested here is 

that Soutine created his frames by using paint and canvas that `belong' to the painting 

already. Other elements, like the artist's signature and the baguette clearly run over into the 

frame, and in other areas he has deliberately painted in that frame. One of the potential effects 

of that practice is to diminish external appropriation, such as framing: Soutine's intervention 

and authorship visible in his frames are quite literally part of the canvas, part of the 

conceptual and physical whole we receive as `the painting', allowing him to engage with 

viewer experience and pictorial space from within. It is difficult to establish exactly how 

Soutine's paintings were framed for exhibition and display, mainly because exhibition 

catalogues are difficult to come by and when available do not reproduce frames. However, 

the contemporary (2010) installation shot featured in Fig. 93 of the `Soutine Room' in the 

Musee de l'Orangerie gives some indication of how Soutine's work would have been 

displayed. Visible in the photograph (from picture-left to right) are Soutine's Room Service 

Waiter (c. 1927), Turkey and Tomatoes (c. 1923-1924), Rabbit with an Iron Pot (c. 1923- 

1924) and Side of Beef and a Calfs Head (c. 1923). As evidenced here, the Orangerie 

displays Soutine's work in traditional gilt frames, and it can be assumed that this was how 

Guillaume chose to present Soutine's paintings also. In this case, the appropriateness of the 

gilt frame is open to question, but the possibility that Soutine's paintings containing the 

frames discussed so far in this chapter may have been gilt-framed is significant. An 

examination of the Orangerie's display programme and how Soutine's paintings are exhibited 

189 



therein, provides further evidence to suggest that Soutine was interested in the role of frames 

and borders in his work. Fig. 94 is an installation shot of Soutine's Room Service Waiter (c. 

1927) as it is currently on show at the museum. Immediately apparent is the arresting frame, 

which contains both gilt and red sections, alternating around the entire object. If this were the 

frame Soutine chose for this painting, its unusual colour scheme would indicate an interest on 

his part in how his works were displayed and in the potential impact of the frame on the 

painting's reception. 

Theoretical discourse on the meaning and function of the frame stresses its potential as 

site of comment, often critique. 278 That discussion sets up a very specific dynamic, whereby 

the marginal space - understood as a site in which a particular set of rules is dissolved and 

fresh, often quirky critique is set up - comments on the centre it surrounds (the site of 

reading). It is already clear that a potential effect of Soutine's margins is to question the 

central space they surround. However, it is rarely acknowledged that a margin may have 

something to say about itself. Returning to Servant Girl, when on display as it might have 

been in Guillaume's collection, its frame is not framed-over, but rather framed-around. 

Soutine's frame is clearly visible inside the museum frame, creating an author-placed visual 

disruption every time the viewer attempts to engage with the pictorial space. Although 

without evidence we may not wish to suggest that this was Soutine's intention, we can argue 

that the effect would be such that the frame provided by an owner or institution is constantly 

subject to evaluation and critique from within its own confines. We can read the dialogue set 

up when margin is placed against margin as calling into question the validity and authority of 

the museum-framed, displayed and owned painting, whereby the framing and hanging of that 

painting represents its readiness for public viewing and consumption, i. e. its 'finished- 

278 Some of the most detailed and helpful publications on the subject are: Michael Camille, Image on the Edge: 
The Margins of the Medieval Art; ); Deborah Cherry, Beyond the Frame: Feminism and Visual Culture, Britain 
1850-1900; Jacques Derrida, The Truth in Painting; and Paul Duro (ed. ), The Rhetoric of the Frame: Essays on 
the Boundaries of the Artwork. 
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product-ness' (the "nicely framed and heavily varnished" of Roald Dahl's short story Skin to 

be discussed in Chapter Four). Additionally, when put frame-to-frame like this, another 

possible effect of Soutine's frames is ultimately to challenge their own `finished-product- 

ness', and Servant Girl's own identity as painting, object and window by constantly 

disallowing the external label of `finished' signalled by a new frame. At the heart of this 

resistance is Soutine's frame, which in its construction - wood, nails etc. - references the very 

frames it is using to critique both itself and the painting. 

This and the previous chapter have highlighted the framing process and the effect at 

work in some of Soutine's still lifes and portraits. There, discussion focused on Soutine's 

method of selecting a single motif from a variety of past compositional sources then 

relocating and framing it literally and conceptually in his own work. The art-historical 

connections such re-contextualised subjects make have also been explored in terms of past 

and contemporary (with Soutine) constructions of French (art) history. Soutine's frames as 

discussed here can be considered the physical manifestation of that process. Although it is 

unlikely that Soutine's subjects in the paintings containing frames are excerpted in this way 

from other paintings, it is clear that a process of framing does occur, one that could physically 

manifest itself in a visible white line. The ways in which these frames relate to their subject 

matter are open to a variety of possibilities, though perhaps guided by the fact that they are 

only applied to portraits of women or girls. In the case of Servant Girl, to remain with the 

original example, this opens the image and its frame to an immediate reading connected with 

the traditional function of the frame: to contain and present. Indeed, numerous elements in 

Servant Girl would support the suggestion that the painting's intrinsic frame contains the 

female subject and offers her for viewing: the frame cuts the subject's body just below the 

torso, for example, removing her legs and fixing her within its confines. The strength of the 

bottom of the frame is further reinforced by the strong horizontal in the loaf of bread, which 
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cuts the composition, the painting itself and the subject, in two. That this horizontal extends 

over the frame emphasises this split, as well as further suggesting the frame's intrinsicality to 

the painting. Similarly, the frame's containing verticals are echoed in the subject's elongated 

body; perhaps her body is stretched to fit the frame itself. 279 Finally, almost as if the frame's 

containing potential were not enough, the subject is further placed in a niche-like space 

created by large blocks of pink paint. As a result of this placement, the subject appears almost 

sculptural, her containment within a darker recess recalling architectural sculpture, 

particularly sculptural depictions of the Virgin Mary or of the saints found on a cathedral 

facade or in an altarpiece. Both those locations of display demand strong containing frames, 

either to situate and contain the figure for individualised devotional contemplation on a large 

facade; or because that figure, as on an altarpiece, is often part of a much larger narrative 

requiring spatial organisation for legibility. It is these conventions of representation that 

Soutine is offering in Servant Girl, perhaps particularly that of the altarpiece figure and 

specifically the Madonna. The subject is set forward, the darker background receding and 

recalling the hollow and shadow behind carved figures on the wooden altarpiece. 280 Viewer 

attention is therefore focused on the central figure, encouraging similar modes of looking to 

those required by the altarpiece. Furthermore, Soutine's frame is reminiscent of the framing 

surround used to separate individuals or scenes within a narrative and intended to signal the 

image to be read. Indeed, it could be argued that Soutine manages to create the same visual 

conventions in paint as those normally associated with the sculpted and devotional figure. 

This is by no means to suggest, of course, that Servant Girl is a devotional object inviting 

meditation, but rather the image recreates and plays with the very specific modes of 

interaction associated with those devotional items. 

279 The intrinsicality of the frame is once again reinforced by the fact that the painting's subject matter responds 
directly to it in this way. 
280 Additionally, there is also an overt connection between the figure's blue dress and the Madonna's 
traditionally blue garments. 
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Chapter Four 

"All the necessities of the tattooist are here in this bag": 281 Soutine in Popular Culture 

I Introduction 

This chapter studies the contribution to Soutine studies of four major popular productions all 

featuring Soutine as an artist, or examples of his work. These are, in chronological order of 

appearance: Skin, a short story published by Roald Dahl in 1952; Skin adapted for ITV in its 

Tales of the Unexpected Series, first aired in August 1980; Mona Lisa Smile, a 2003 feature 

film produced by Revolution Studios and Columbia Pictures and directed by Mike Newell; 

and finally Chaim Soutine, a biographical film produced in 2008 by the La Reunion des 

Musees Nationaux (RMN). These overlooked sources are valuable and deployed here 

because the way in which each presents Soutine and his work offers a new context in which 

to read both. Each production will be analysed in turn, asking how Soutine and his work are 

represented in it, whether or not those representations depart from the standard critical trends 

identified thus far and what each can tell us about Soutine's reception in a popular context. 

Although the productions under consideration here originate from different fields within a 

broader genre, as this chapter will demonstrate, they nevertheless all draw upon dominant 

critical trends in their construction of Soutine and his work. It should be noted, however, that 

as sources for investigation and interpretation they do differ in nature from those 

historiographical and art historical contributions discussed thus far, as well as also from one 

another. With the possible exception of the RMN film, whose inclusion in this chapter and 

thesis is explained shortly, the sources listed above were not written by art historians as 

contributions to Soutine studies and art history more generally. They thus do not follow the 

same conventions of analysis and interpretation and were created with different audiences in 

281 Roald Dahl, Skin and Other Stories, p. 9. 
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mind. That said, however, collectively, they are rich, valuable and sometimes quirky 

engagements with the artist and his work and are presented and investigated here for the first 

time, with the aim of uncovering a novel and significant framework for understanding 

Soutine's reception. The Reunion des Musees Nationaux film, Chaim Soutine, differs in 

nature from all the sources drawn upon thus far in this thesis. As a documentary film 

produced for a wide audience, it combines elements of art historical analysis with 

entertainment to generate a hybrid product that does not sit comfortably in either field. 

Discussion of the film could have been featured earlier in this thesis, most obviously during 

its historiography; however, the decision was made to include that analysis in what follows, 

primarily because the film's nature as a production for television consumption allows it to sit 

somewhat more comfortably amongst other selected sources whose primary concerns are not 

scholarship within art historical debate. Furthermore, the film exemplifies a contemporary 

reception of the artist, and to date is the most recent product to address Soutine as a French 

artist. Its appearance in the latter stages of this thesis reflects this status, and some 

conclusions drawn about the film are concerned with what it can tell us about how Soutine is 

currently viewed in France. 

Roald Dahl's short story, Skin (1952), is a tale about the fate of a Russian tattoo artist 

named Drioli. Central to the story's plot is a tattoo covering Drioli's back, which the reader 

learns was created by the artist Chaim Soutine during his early years in Paris. Years later, 

poverty-stricken and starving, Drioli is reminded of his tattoo by the sight of a "picture 

gallery" displaying a large selection of Soutine's work. Interested, he enters the gallery and 

upon confrontation with gallery staff dramatically reveals his tattoo to the numerous art 

dealers and visitors enjoying the exhibition. After initial surprise at the novelty of the 

medium and some customary debate over authenticity, the tattoo is finally accepted as 
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genuine and immediately coveted by lustful art dealers. Dahl leaves us in no doubt as to the 

outcome of the subsequent bartering process, stating: "it wasn't more than a few weeks later 

that a picture by Soutine [... ] painted in an unusual manner, nicely framed and heavily 

varnished, turned up for sale in Buenos Aires". 282 

Skin is the first example of Soutine's appearance in popular culture. The collection of 

short stories to which it belongs, Skin and Other Stories, represents the peak of Dahl's adult 

fiction writing, to which he dedicated himself before turning his attention to his better-known 

children's fiction. Skin and Other Stories, published in 1952, followed shortly after another 

first - the Soutine retrospective held by MoMA in 1950 and curated by Monroe Wheeler. 

MoMA's exhibition was just one expression of a contemporary surge of interest in Soutine, 

which further manifested itself during that decade and the one to follow in numerous critical 

interventions by individuals now key to the discourse on Soutine, among them Greenberg, 

Tuchman and the Castaings. This chapter will explore the likelihood that Skin is a response to 

contemporary commentary on the artist and the stories it told about Soutine, and also to a 

favourite artist on the part of the author. In terms of the former, Skin can be read as an 

interrogation of critical narratives of Soutine (especially of his expressive persona) and his 

`place' within art history's models; with regard to the latter, Dahl is known to have invested 

financially and intellectually in art he enjoyed, which included Soutine's paintings; he owned 

several. 283 Of additional interest to these readings is the combination of fact and fiction 

contained in Skin: its narrative structure follows an accurate chronology of Soutine's career 

and biography - arrival in Paris around 1913, a period of residence at La Ruche (a large 

282 Roald Dahl, Skin and Other Stories, p. 21. 
283 Dahl acknowledged his identity as an art collector and as a collector of Soutine on his website: "Matisses, 

enormous Fauve Rouaults, Soutines, Cezanne watercolours, Bonnards, Boudins, a Renoir, a Sisley, a Degas 
landscape -I have very good pictures" (http: // www. roalddahl. com. Accessed 22.4.2009). It has not been 

possible to establish which paintings were in Dahl's collection or to obtain more general information on his 
interest in Soutine, whatever form that interest may take. The Roald Dahl Museum in Great Missenden contains 
nearly all Dahl's estate, but upon consultation its archive staff confirmed that the Dahl - Soutine relationship 
was not documented in their resources. The author would like to thank Jane Branfield, Collections Manager and 
Archivist, at the Roald Dahl Museum and Story Centre in Great Missenden for her help and effort on my behalf. 
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studio complex in Montparnasse) and his later commercial success - and yet within that 

framework Soutine temporarily becomes a tattoo artist. The tension created by the interplay 

of actuality and invention surrounding the Soutine character, and the selection of an artist and 

a medium that do not fit easily into art history's models, allows Skin to ask questions about 

the nature and validity of those models, about Soutine's location within them and the 

legitimacy of the stories told about him in criticism, making it a particularly significant text in 

light of the issues discussed in this thesis. 

The second intervention of interest to this chapter is Skin's dramatisation as part of the 

Tales of the Unexpected series, aired by Anglia Television for ITV in 1980. Tales of the 

Unexpected adapted nearly all Dahl's adult short stories for a television audience and 

represents Soutine's next appearance in popular culture. Tales of the Unexpected was aired 

for the first time on public television and thus the series and Soutine's representation in it 

immediately entered mainstream entertainment. Like the original text, Skin's adaptation 

stresses the artist's unconventionality, vulgarity and, at times, immorality; it also sees him 

walk the line between artist and tattooist, negotiating in the process whether the latter can be 

thought of in terms of the former. Although there are clear similarities between the text and 

its television appearance, especially in terms of key characters and events, Skin's 

dramatisation will be treated as a separate entity to the short story - it is a response to the text 

with as many departures as similarities. This is most noticeable in the visual commentary the 

film adds at key plot moments: the startling and prophetic red of the gallery walls inside 

which Drioli eventually meets his fate are not described in the text, but add extra apocalyptic 

overtones to that location. Another, more significant feature is the appearance of recognisable 

Soutine paintings throughout the film, most often in the background of a busy scene. These 

include: Carcass of Beef (which will also appear in other interventions of this type and seems 

to be a preferred image), Woman Entering the Water, Portrait of Madeleine Castaing, the 
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Ceret landscape currently in the Tate collection, and several further Cagnes landscapes. A 

narrative of Soutine's career thus runs throughout the film, creating a sub-plot playing out 

behind the action and anchoring the narrative and characters in reality while fictional events 

run over the top. 284 This chapter will explore what the resulting tension can reveal about the 

film's treatment of Soutine and how dependent that engagement is upon contemporary / past 

criticism, Dahl's original text and the conflicts that story set up previously. Indeed, although 

post-dating Skin's publication by three decades, the critical landscape into which Tales of the 

Unexpected entered had not changed significantly; more biographical information had come 

to light, as had more Soutine works, prices had increased along with sales, and yet there still 

existed an understanding of Soutine that was static: the expressionist artist. Tales of the 

Unexpected makes complex Dahl's textual portrayal of a composite critical character, which 

itself is a story about a critical story of Soutine, by departing significantly from Skin and 

adding (visual) narrative elements. This chapter will explore those departures in detail, also 

asking how they build upon Soutine's first appearance in popular culture. 

A third contribution to Soutine's public image is a cameo appearance of his Carcass 

of Beef (c. 1925) [Fig. 2] in Mona Lisa Smile (2003), a box-office feature film produced by 

Revolution Studios and Columbia Pictures and directed by Mike Newell. Katherine Ann 

Watson (Julia Roberts) is an ambitious and passionate postgraduate tutor of art history, who 

hopes to transform the dominant traditionalism and strict conservatism at 1950s Bostonian 

Wellesley College. As part of her progressive programme she introduces her undergraduates 

to `untraditional' and off-syllabus contemporary art with the instruction, "Let us open our 

minds to a new idea" (her own research interests revolve around her thesis title, `Picasso will 

294 Skin's homoerotic undertones are also made more explicit in the television adaptation. Although there is clear 
potential for this theme in the book, it is not expanded upon to the same extent. A good example of potential 
homoeroticism is the moment Soutine tattoos Drioli, in which Drioli rests front-ways over a chair while Soutine 
stands behind him working closely on his skin. This is all the more emphasised by casting Derek Jacobi as 
Drioli, who was openly gay at the time of production. 
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do for the Twentieth Century what Michelangelo did for the Renaissance'285). That Soutine's 

Carcass should be shown in response to this statement raises the questions: why Soutine?, 

and why this image in particular? This chapter will propose answers to these questions, 

bearing in mind the issues raised by an analysis of Soutine's presentation in Skin and Tales of 

the Unexpected and of previous analysis of his Carcass series in this thesis. A particularly 

significant line of enquiry merging the three contributions is that of Soutine's perceived 

marginality - in Mona Lisa Smile Soutine serves as a catalyst for thinking outside the box, 

and more specifically outside and between the accepted models to which a traditional Art 

History adheres. In Mona Lisa Smile attitudes to art function as a metaphor for an approach to 

life; the girls' approach to Art History exemplifies a general set of beliefs about appropriate 

lifestyle, which is where Watson comes in - as the film's tagline promises: "In a world that 

told them how to think, she showed them how to live". That Soutine should be set up as the 

stimulus for renegotiating boundaries is significant, not least because he himself is so often 

described in criticism, fictional text, television and film as patently without them. 

The only factual intervention devoted entirely to Soutine is a biographical 

documentary produced by La Reunion des Musees Nationaux, a public institution under the 

direction of the French Ministry of Culture and Communication. Entitled simply Chaim 

Soutine, the 2008 documentary traces Soutine's life and work, with contributions from fellow 

artists, models, curators, lovers and even a lesser-known illegitimate daughter. Although 

Chaim Soutine is a different kind of intervention to those covered in this chapter, its inclusion 

is justified by the insight it can provide into Soutine's contemporary reception and by the fact 

that the film is aimed at a wide audience for entertainment as well as informative purposes. 

The documentary presents a predominately oral history laced with a large selection of 

Soutine's works held in French national collections. Although the documentary consults a 

285 The audience knows the truthfulness of this statement, so Watson's opinions on Soutine's painting are given 
an additional authority. 
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large group of well-informed individuals and consolidates their testimonies for the first time 

in Soutine studies, the production does not represent a departure from the overwhelming 

critical trends already in place: "his paintbrush expressed his inner strife by twisting the lines 

and thickening the paint". The production contributes to the increasing number of art 

historical documentaries made for television and for purchase on home DVD. This relatively 

new genre, typified in the work of historians like Simon Schama, aims to make history and its 

individuals interesting, vital and entertaining, bringing an interested public closer to the past; 

this effect is emphasised in Chaim Soutine by activating accounts of Soutine made by living 

persons, or those who have spoken on Soutine previously. Of more significance, however, is 

the film's institutional, even national identity. Conceived and produced by a governmental 

institution, the film taps French cultural heritage to bolster its narrative by signalling 

Soutine's `French-ness' in calling upon the country's foremost curators and historians - the 

viewer is left in no doubt that Soutine's history is also France's. Given the institutional 

identity of the film the construction of a very French Soutine should come as no surprise, but 

this identity is noteworthy because Chaim Soutine is the most contemporary mode of 

engagement with Soutine to reach a public audience. 

I Skin (Roald Dahl, 1952) 

Skin contains several indications that Drioli's tattoo should be considered ̀ art': the creator of 

the tattoo is a painter; the subject of the tattoo, a female portrait, conforms to a traditional 

genre; Drioli's exclamation, "I am the canvas! " suggests the tattoo should invite aesthetic 

consideration; professional reactions to the tattooed image mimic those to other more 

traditional media, here specifically painting; and finally Drioli's tattoo is voluntary and 

decorative. That the reader accepts the tattoo solely as Art is crucial to understanding Dahl's 
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text as a satire on the museum and as a challenge to its authority as the primary site of visual 

culture, and also as a forceful interrogation of art history's taxonomies. The tattoo's status as 

art form has only comparatively recently been acknowledged in the West. While some 

scholars argue that the West is enjoying a `tattoo renaissance' (the increasing acceptance and 

popularity of tattoo) this new openness nevertheless comes with specific conditions: first, the 

tattoo must be voluntary; second, the tattoo must be created by a licensed tattoo artist with 

formal art training; and it must also be designed without the use of `flash sheets' 

(standardised designs from which the customer selects a preferred tattoo). 286 This rigidity is 

likely the result of the tattoo's many negative connotations, which need to be cast aside in 

order to win esteem. One such connotation is the punitive tattoo, something Dahl draws upon 

heavily in Skin. The tattoo has been used in the West for punitive purposes since the Ancient 

Greeks began tattooing slaves and prisoners-of-war as a mark of ownership and 

criminality. 287 More recently, we are familiar with the tattooing of concentration camp 

inmates during the Second World War. In the antithesis artistic - punitive, the tattoo's 

inherently paradoxical nature is exposed and its many other inconsistencies are brought to 

mind: it is an indelible mark that is simultaneously on and under the skin, both interior and 

exterior, equally performative and secret; stationary on the skin while transitory in the body's 

movement between spaces; and given its increasingly accepted status as `art' in Western 

culture, it demands aesthetic consideration and yet cannot be confined to the walls of the 

116 The term `tattoo renaissance' was originally coined by the tattoo artist and theorist Arnold Rubin in, Marks of 
Civilization: Artistic Transformations of the Body (Los Angeles, 1900). The term, its meanings and implications 

are discussed in detail by Juliet Fleming in her chapter ̀ The Renaissance Tattoo' in Jane Caplan (ed. ), Written 

on the Body. The Tattoo in European and American History (London, Reaktion Books Ltd., 2000), pp. 61-82. 
Fleming argues that the `movement' can be characterised by "refinements of conception [... ]; by technical 
developments such as single needle technique and an extended palette; and by the refinement of procedure and 
equipment facilitated by the rise of mail-order suppliers, newsletters and conventions" (Juliet Fleming, `The 
Renaissance Tattoo', p. 61). She further notes that the `tattoo renaissance' has less to do with the rebirth or 
development of a technique and more with the "social relocation of a practice: the elevation of tattooing into a 
socially elaborated art form is coterminous with its gentrification" (Juliet Fleming, `The Renaissance Tattoo', p. 
61). 
287 Mark Gustafson, ̀ The Tattoo in the Later Roman Period and Beyond', in: Jane Caplan, Written on the Body, 
pp. 17-31. 
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museum. 288 This fluidity may mean we decide that exclusive focus on just one of these 

qualities would be to do violence to the tattoo's fundamentally shifting nature. And yet Dahl 

insists we do exactly that in Skin, with tragic results and considerable satirical clout. For 

example, a familiar dialectic is set up by Soutine's status as painter: i. e. painter -4 painting 4 

gallery. However, since the product of this particular artistic process is a tattoo, this logic is 

subverted - although Soutine created the tattoo, we cannot imagine how it will be displayed 

with the rest of his work in a gallery. Dahl warns against challenging this subversion - i. e., 

the reclamation of the tattoo for the museum - by exposing its nature as an inevitably 

sacrificial act: the body is sacrificed to preserve the tattoo and allow it, albeit forcibly, to 

conform to those museum-specific display methods, "nicely framed and heavily varnished". 

The nature of this sacrifice in Skin is debateable (that is, is Drioli's death self-sacrifice or 

murder? ) and something that will be returned to at a later point. However, whether voluntary 

or involuntary, the body's sacrifice is necessary to overcome the tattoo's very controlled 

visibility: unless placed deliberately publicly on the body, a tattoo is only visible by 

permission. Thus a tattoo can only reside in the museum, an institution that attempts to bring 

displayed items to as wide a public as possible, if the tattoo is removed from partnership with 

the body and mind. 289 It is here that we have the first example of Dahl's challenge to the 

museum and its claims on Western visual culture - by ignoring the tattoo's dual nature (in 

this case as `art' and an indelible mark on the body), Dahl allows the separation of tattoo 

288 The duality of the tattoo is brought out by Ruth Klüger in her autobiography weiter leben. Eine Jugend. 
(Ruth Klüger, weiter leben. Eine Jugend (Munich: Deutscher Taschenbuch Verlag GmbH, 2005. )) Klüger 

remembers from her seven-year internment in Auschwitz that as well the tattooing of inmates on the forearm, 
SS officers were also tattooed under their armpits: as Klüger points out, "Dasselbe Verfahren für Ehre und 
Schande" (p. 116). Although both groups are tattooed, and therefore marked as members of a system, the 

privacy and intimacy of one tattoo (under the armpit) emphasizes the publicness of the other (on the forearm). 
(Added to the latter is the public tattooing Klüger describes. ) The antithetical meanings of these tattoos 
correspond to their place on the body: public for `Schande', private for `Ehre'. Clearly, that an SS tattoo is 
hidden or on display only by permission distinguishes it from and elevates it above the inmate tattoo which is 

always available for public reference. Klüger herself makes this distinction when she carefully selects the verb 
`verziert' (to decorate/ornament) to describe the officer's tattooed body, as opposed to the verb `txtowiert' for 
her own (p. 116). 
289 In Oscar Wilde's The Picture of Dorian Gray, we see a reversal of these dynamics with equally troubling 

results, whereby an image originally intended for the museum becomes visible only to one man - after its 

completion, Gray's portrait is veiled by a curtain and hidden in an attic room, to which only Dorian has access. 
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from body, and thus the murder of a man at the hands of those attached to the art market. By 

doing so, he symbolically points to the morally flawed nature of that structure and, 

additionally, by selecting as the tattoo's subject a female portrait and therefore labelling it as 

art in the most traditional sense, Dahl also presents Drioli's tattoo as the visual embodiment 

of his satire, with Drioli's body becoming the proclamation of Dahl's condemnation while 

simultaneously attesting its truth. 290 

Skin is also a contribution to a wider body of literature that engages with the 

problematics of art, its institutions and morality. Of particular interest for this paper is Franz 

Kafka's 1919 short story, In der Strafkolonie (In the Penal Colony). In Kafka's text, tattoo is 

transformed into a method of execution. The narrator watches and listens with increasing 

horror as an Officer, who functions as executioner, explains in overwhelming detail how the 

condemned are laid under an Apparatus and subsequently executed by the relentless slow 

inscription of the body with the Commandment they have transgressed. We further learn that 

29° The impossible separation of tattoo from body also serves to highlight the limitations of the museum's 
function as memorialising agent. Museum collections like that of London's Imperial War Museum document, 
inform about and memorialise conflict. They boast large cross-media collections, displaying history in film, 

photograph, painting, text, poster and sculpture. However, such methods of documentation can prove 
problematic (and indeed entirely ineffective) when it comes to tattoos with memorialising potential. A good 
example here is the Auschwitz tattoo, arguably one of the most recognised visual symbols of the Holocaust. 
Both in terms of its residence on the body and its inmate-specific number, the Auschwitz tattoo's individuality 

necessitates private viewing and interpretation, while its symbolic identity generated by its public image 
demands public access. This tension is highlighted in Ruth Klüger's autobiography, weiter leben. Eine Jugend, 

which discusses the forcible application of tattoos on the forearms of Auschwitz inmates (Ruth Klüger, weiter 
leben. Eine Jugend (Munich: Deutscher Taschenbuch Verlag GmbH, 2005. All pages numbers reference this 
edition). Of primary interest to Klilger is not the function such tattoos fulfilled in the camp, but rather her own 
tattoo's significance since her release. She remembers being asked, "wer gibt Ihnen das Recht, wie ein Mahnmal 
herumzulaufen? " (Who gives you the right to walk around like a memorial? ) (p. 237) For Klüger, this is the 
wrong question - it places too much emphasis on the potential moral sensitivities bound up with her decision 

not to have her tattoo removed, a decision she sees as akin to that faced by a recently divorced woman who must 
decide whether or not to keep her married name. Rather than the decision itself, Kluger places emphasis on the 
ability to decide: by choosing to keep her tattoo, she is able to appropriate it for her own body, transforming it 
into a symbol of "Lebensfähigkeit" (the ability to survive / live), rather than of "Erniedrigung" (abasement) (p. 
237). Klüger's successful appropriation of her tattoo strips it of its potential for the memorialisation of 
victimhood. Yet at the same time, the larger symbolism of Klilger's tattoo cannot be ignored, even if, as in 
Klilger's opinion, this has more to do with `Hollywood' presentation of the Auschwitz tattoo - as ̀ standing for' 
Auschwitz and victimhood - than its actual function in the camp. Klüger wishes to correct the common 
assumption that the `A' in Auschwitz tattoos stood for Auschwitz, claiming that they rather stood for "viele 

vorhergegangene Morde" (many pervious murders) (p. 116): ̀ A' simply stands for a high number. The museum, 
an institution that attempts to bring its displays to as wide a public as possible, cannot accommodate the duality 

of tattoos like Klüger's in terms of the types of viewing they demand: private for Klüger and public for its 

symbolic status. This duality means that the Auschwitz tattoo can effortlessly subvert the museum's claims to 
the primary residence of visual and memorialisation culture. 
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as well as the Commandment text, the inscription also contains "Zieraten", roughly translated 

as ̀ ornaments' or `ornamentation': 

Es darf natürlich keine einfache Schrift sein; sie soll ja nicht sofort töten, sondern 
durchschnittlich erst in einem Zeitraum von zwölf Stunden; für die sechste 

Stunde ist der Wendepunkt berechnet. Es müssen also viele, viele Zieraten die 

eigentliche Schrift umgeben; die wirkliche Schrift umzieht den Leib nur in einem 

schmalen Gürtel; der übrige Körper ist für Verzierungen bestimmt. 291 

In his book Kafka's Clothes, which focuses on ornament and aestheticism, Mark Anderson 

suggests that "the purely decorative, abstract, and aesthetic context" provided by the 

inscription's ornamentation is the key to understanding In der Strafkolonie as a forum for 

Kafka's engagement with his "problematic relationship to turn of the century 

aestheticism". 292 By 1919, when Strafkolonie was first published, figures such as the Italian 

criminologist Cesare Lombroso (1836-1909) and architect Adolf Loos (1870-1933) had 

popularised the idea of a direct link between the tattooed body and criminality. In 1888, 

Lombroso observed how "walls, drinking-vessels, planks of the prisoners' beds, margins of 

books, medicine wrappers, and even the unstable sands of the exercise-grounds ... supply [the 

criminal] with a surface on which to imprint his thoughts and feelings". 293 He argued that this 

`graphomania' (the need to write or draw on all available surfaces, including the body) is 

inherent to certain human types. Among these he grouped `born' criminals, prostitutes, the 

mentally ill, and, most controversially, artists. 294 For Lombroso, this explained why the 

291 Of course, it has to be a script that isn't simple; it's not supposed to kill right away, but on average over a 
period of twelve hours. The turning point is set for the sixth hour. There must also be many, many 
embellishments surrounding the basic script. The essential script moves around the body only in a narrow belt. 
The rest of the body is reserved for decoration. (Franz Kafka, Die Erzählungen (Frankfurt: Fischer, 1997), p. 
25. ) 
292 Mark Anderson, Ka ka's Clothes. Ornament and Aestheticism in the Habsburg Fin de Siecle (Oxford: 
Clarendon Press, 2002), pp. 175-176. 
293 Cesare Lombroso, Palimsesti del Carcere (Turin, 1888) 
294 Mark Anderson, Kafka's Clothes, p. 146. 
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convicted criminals he encountered applied tattoos to large areas of their bodies. 295 Some 

years later, in 1908, Adolf Loos was to publish Ornament and Crime, an article which begins 

with a paraphrase of Lombroso, claiming that "`if a tattooed man dies outside of prison, he 

has merely died a few years before committing a murder"'. 296 The reasoning behind this 

assumption is best summed up in Loos's own words: 

The Papuan covers his skin with tattoos, his boat, his rudder, his oars; in short, 

everything he can lay his hands on. He is no criminal. [... ] What is natural in the 

Papuan or the child, is a sign of degeneracy in a modem adult. I made the 

following discovery, which I passed on to the world: the evolution of culture 

synonymous with the removal of ornamentation from articles of everyday use 
(Loos's emphasis). 297 

Loos's anti-ornamentation sentiments had an impact on Kafka when he encountered them at a 

lecture given by Loos in 1911. As Anderson notes, by that stage Kafka had already begun to 

remove literary ornament from his writing, which would later be recognized as "one of the 

major examples of German Modernism: the literary equivalent to Loo's own unadorned 

buildings". 298 In Strafkolonie, the character of the Officer praises the ornamental flourishes 

and embellishments contained within the inscription, even going so far as to draw attention to 

the glass panel above it, thus inviting its aesthetic appreciation as art. It is likely that in his 

passionate defence of, and pleasure in, the execution Apparatus and its end creative product, 

the tattoo, the Officer is intended as a parody of Kafka's contemporaries, who readily 

supported and enjoyed Jugendstil's `Zieraten'. 299 In Skin, Drioli's tattoo can also be 

considered `ornament' in the Loosian sense: as a tattooed man, Drioli is seen as morally 

295 Mark Anderson, Kafka's Clothes, pp. 178-179. 
296 Ibid, p. 180. 
297 Adolf Loos, `Ornament and Crime', in: Adolf Loos, Ornament and Crime. Selected Essays (California: 
Ariadne Press, 1998), p. 167. 
299 Mark Anderson, Kafka's Clothes, p. 175. 
299 Mark Anderson, Kafka's Clothes, p. 176. 
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corrupt and as a tattoo artist, he is also potentially corruptive. 300 This would go some way to 

explaining the disregard and indifference with which Drioli as man is treated by the art 

dealers and the swiftness of his subsequent implied murder. The art dealers' covetous 

appreciation of Drioli's tattoo mimics that of the Officer's for the execution Apparatus in 

Strafkolonie. Thus in the same way as Kafka, Dahl parodies and criticizes the art dealers' real 

counterparts and, beyond that, the institutions to which they belong. Drioli's tattoo also 

echoes the (Loosian) `ornamental' nature of the institution to which he falls victim, 

something Dahl highlights in Skin's opening paragraph by grouping the museum with those 

other `ornaments' of a decadent life: "perfume, silk ties and shirts, diamonds, porcelain, 

antique furniture, and finely bound books". 301 Drioli's poverty contrasts with these, 

highlighting still further the excesses of the museum world and the lives of those associated 

with it, and the morally primitive nature of both. Like Kafka, by using tattoo as ̀ ornament' 

Dahl is able to critique the excesses and embellishments of contemporary culture, the main 

exponent of which in Skin is the art market. 

However, we must be careful not to view Drioli as entirely blameless and passive in 

his fate. After all, Drioli's tattoo is voluntary - he quite literally begs Soutine to tattoo him; 

he also willingly enters the art gallery and, only with minor hesitation, is keen to take up the 

art dealers on their offers of wealth and luxury by giving his body in exchange. This raises 

questions as to the nature of the sacrifice referred to earlier, i. e. the sacrifice of the body to 

allow the preservation and eventual public display of the tattoo. Although a valid reading of 

Skin would be to accept Drioli's death as murder, thereby acknowledging his innocence, 

another would be to argue that Drioli knowingly places himself within the economic 

structures of the art market: first, he acts as Patron: Drioli commissions Soutine to create a 

work, whose subject and medium Drioli himself chooses and pays for; second, he participates 

300 As Juliet Fleming reminds us, tattoo artists regard their profession as coming with a high level of 
responsibility for those they ̀ mark'. 
30' Roald Dahl, Skin and Other Stories, p. 1. 
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directly in the work's production, not only by selecting its subject, but also by teaching 

Soutine how to operate in his chosen medium: Drioli therefore becomes Producer also; and 

third, since Drioli's body is the product of his own patronage and commission, Drioli 

willingly transforms himself into Product, from man to merchandise. If we assume that such a 

metamorphosis is both conceived and facilitated by Drioli himself, we can further suppose 

that his death is a fitting conclusion to his patronage: by allowing himself - the product of his 

commission - to be sacrificed and then displayed, his role as patron is complete. Thus 

through Drioli's character and Soutine's status as artist, Dahl comments on, and warns 

against, freely buying into, and actively encouraging, those museum-specific display 

methods, "nicely framed and heavily varnished", and more generally the version of culture 

they promote. 

Soutine's status as Artist is clearly crucial to the text's satirical success. And yet the 

reader is left to wonder why Dahl selected Soutine for this role when so many other, and 

arguably more familiar, artists could have been chosen. Although Dahl's materials relating to 

Skin have been lost, there are avenues to explore in answering this question. 302 First, Dahl's 

choice can be read as a response to the overwhelming critical belief that Soutine ̀ sold out' in 

the same fashion as Drioli, i. e. for financial gain. Indeed, Soutine's many critics accuse him 

of having "turned his back on Modem Art" (to evoke Sylvester once again) while producing 

his mid to later-career work which readily found its way into Paris's most prestigious 

galleries; and his friends lamented his fame, for which they felt they were exchanged. 303 One 

is reminded of Clement Greenberg's reproach: Soutine "later in life [... ] produced his most 

completely satisfying works", works which sold well in Paris and abroad, but Greenberg 

laments that this achievement was made at the expense of his "originality". 304 This suggested 

302 This is the unfortunate result after contacting the Roald Dahl Museum in Great Missenden. The museum 
houses all Dahl's estate archives. 
303 Clement Greenberg, Art and Culture, p. 116. 
304 Clement Greenberg, Art and Culture, pp. 115 and 116 respectively. 
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pursuit of success at all costs draws close ties between stories told about Soutine's expressive 

persona in criticism and Dahl's version of Soutine appearing in Skin; greater value is placed 

on financial gain and compositional harmony (the reason critics like Greenberg assign to 

Soutine's engagement with the Old Masters) than on dedication to the notion of Originality, a 

concept particularly present in artistic discourse during Soutine's lifetime. Similarly, although 

Soutine's work sold well later in his career, during his early years in Paris, and arguably for 

most of his life, few critics (or even fellow artists) would grant him access to any 

contemporary movement or group of painters. Soutine's simultaneous ambiguity as set up in 

criticism and, in terms of later sales, conformity, may have led Dahl to select him for the role 

of the tattoo artist in Skin: as creator of Drioli's tattoo, Soutine himself embodies the tattoo's 

dual nature; like the tattoo he creates, he eludes comfortable classification within an accepted 

institutional and intellectual canon but at the same time his work is recognised as of merit 

within certain boundaries (e. g. Ceret). A second possible explanation for Dahl's selection of 

artist is the narratives and anecdotes criticism has related about Soutine and his work: he is 

said to have "attacked his canvases like a madman" and, tellingly, in Drioli's own words, 

produced paintings that were considered "very strange and crazy". 305 The myth and interest 

surrounding Soutine's reported eccentricities doubtless made fertile ground for Dahl's 

project, something born out by the author's own preface accompanying Skin's television 

adaptation (discussed shortly) - both can be read as a story about previous narratives of 

Soutine. 

Analysis thus far points to Dahl's awareness, not only of Soutine's biography and 

oeuvre, but also of pre-1950 criticism. Dahl's interest in art and its institutions, including the 

art market, is well documented in numerous biographies as well as in his autobiography, Boy, 

and on his official website: 

3os James Thrall Soby, Contemporary Painters, p. 98; and Roald Dahl, Skin and Other Stories, p. 2. 
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Even when I couldn't afford anything - I'd sell a story to the New Yorker and go 

straight out and buy a picture, then take a long time to write the next story and so 

have to sell the picture. Many paintings that today could only be acquired by 

millionaires decorated my walls for brief periods during the 1940s: Matisses, 

enormous Fauve Rouaults, Soutines, Cezanne watercolours, Bonnards, Boudins, a 

Renoir, a Sisley, a Degas landscape -I have very good pictures, which I bought 

because I loved them and usually they were cheap, a long time ago. 306 

Jeremy Treglawn elaborates Dahl's explanation: "helped by what he had learnt from the 

painter [Matthew Smith], he was to build up over the years a valuable collection of modem 

art. He bought the less expensive work of already-established modem masters - Matisse 

drawings, Picasso lithographs, Rouault watercolours - and became one of the earliest 

collectors of the Russian Constructivists, especially Popova, as well as of British artists such 

as Henry Moore, Francis Bacon and Matthew Smith himself'. 307 Both testimonies make clear 

Dahl's active purchase of Modem art and that he was well informed enough to be selective in 

that collecting. Treglown further implies, however, that Dahl's interest in the art world 

became more than just a love of painting, it became "a matter [... ] of information: names, 

places, dates, prices. These were hard assets, chips to stack against other people's" - art 

became for Dahl an exercise in social climbing, particularly because he came to know 

Matthew Smith himself and began to move in his circles, there rubbing shoulders with the 

governing elite. 308 Whether or not we give credit to a mercenary slant on Dahl's artistic 

interests, it is clear that he did enjoy art and that that interest broadened into curiosity about 

the artists themselves, their biographies, their stories, their eccentricities and, significantly, 

the art market and its institutions. Although drawing parallels between an author's biography 

306 http: //www. roalddahl. com. Accessed 22.4.2009. In Boy, Dahl himself documents the beginnings of his 

passion for art: "Arthur Norris would give me tea and cakes in his flat and would talk to me about painters like 
Cdzanne and Manet and Matisse, and I have a feeling that is was there, having tea with the gentle soft-spoken 
Mr Norris in his flat on Sunday afternoons that my great love of painters and their work began". Roald Dahl, 
Boy and Going Solo (London: Penguin, 1992), p. 163. 
307 Jeremy Treglown, Roald Dahl, A Biography (London, Boston: Faber and Faber, 1994), pp. 49-50. 
301 Jeremy Treglown, Roald Dahl, A Biography, p. 50. 
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and his work can be problematic, Dahl's understanding of the intellectual and commercial 

value of art so clearly documented in this case does go some way to explaining his familiarity 

with Soutine, his work and critical reception and of the nature of the market. With regard to 

the latter, a glance at Skin and other Dahl stories suggests that although Dahl may have 

wished to preserve the validity of an art market to an extent (Drioli initially presents this as a 

positive step for Soutine), he condemns the version of `culture' it and related institutions 

promote. For Dahl, that `culture' appears to have been an elusive concept and he often treats 

it scathingly. In another of his short stories, Taste, Dahl describes a deficient stockbroker, 

who is aware of his failures in that profession and so now seeks to become "a man of culture, 

to cultivate a literary and aesthetic taste, to collect painting, music, books, and all the rest of 

it. His sermon about Rhine wine and Moselle was a part of this thing, this culture that he 

sought" 309 The Skin narrative itself is littered with `culture"s physically and morally 

grotesque individuals - for example, the art dealer with "loose fat upon his face, vibrating" as 

his jaw moves310 - and the extreme of their ruthlessness and immorality is commented on by 

the murder of an innocent man. The resemblance of that art dealer with his "black morning 

coat" and "plump and [... ] very white face" to popular images of Clement Greenberg may be 

no coincidence (the film certainly makes this connection clearer [Fig. 95]). 311 Dahl's 

comment is made clear in the text by deliberately shifting focus from Soutine, who we do not 

see again after he has left Drioli's home and their friendship, which is played out in an 

intimate domestic setting, to anonymous individuals at home in a decontextualised gallery. 

That gallery acts as a boundary-less space, a frightening, almost unearthly place in which 

anything can happen. By creating that space and wrenching characters from a more 

wholesome context, Dahl points to the potential damage faceless institutionalisation can do to 

the individual, especially when that institution appears to have one's cultural interests at 

309 Roald Dahl, `Taste', in: The Collected Stories of Roald Dahl (London, Penguin, 1992), p. 442. 
310 Roald Dahl, Skin and Other stories, p. 17. 
311 Roald Dahl, Skin and Other Stories, p. 15. 
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heart. That Soutine appears within that discourse in Skin can be read as both a nod to the 

commercial success of a great artist, but also as an articulation of the critical negative 

comment on Soutine's `selling out' to the Old Masters and to success itself. 

The combination of the imagined and the actual contained in Skin is particularly 

conspicuous to anyone loosely familiar with Soutine's history. Soutine's biography is woven 

tightly into the text: arrival in Paris in 1913, accurate names of residence for Soutine, a period 

of poverty followed by impressive commercial success within the Parisian art market, 

exhibitions in Paris's most prestigious galleries and, very noticeably, Soutine's Russian 

identity - the text is littered with Russian terms, such as "my little Kalmuck", used by Drioli 

when he remembers affectionately his time with Soutine during their early years in Paris. 312 

These terms are lost as the plot progresses and Soutine becomes more successful. The result 

is a level of tension between the real and the created that creates a sense of increased 

ambiguity around Soutine, forcing him again to walk the boundaries between fact and fiction, 

national identities, as well as of the history of art. The intervention of the real is furthered by 

the appearance of a Soutine landscape painting: "it was a landscape, a clump of tress leaning 

madly over to one side as if blown by a tremendous wind, the sky swirling and twisting all 

around. Attached to the frame there was a little plaque, and on this it said: Chaim Soutine 

(1894-1943)". 313 This description echoes critical reactions to Soutine's early landscapes 

painted in Ceret, for example that by Monroe Wheeler in 1950: 

The landscapes of the Pyrenees seem, indeed, to be shaken by some cosmic force; 

the architecture becomes flexible and billows like a canvas, the trees reel and 

stumble about, and the colours seem to have been wrested hungrily from the 

3'Z Roald Dahl, Skin and Other Stories, p. 2. 
33 Roald Dahl, Skin and Other Stories, p. 1. 
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spectrum, his palette seemed to enter the dance with his forms, the colour of one 

thing whirling away with the form of another. 314 

In this way, Skin and the representation of Soutine in it can be read as a response to a critical 

body of literature on the part of a well-informed interested party; it is also a response to a set 

of familiar paintings and a favourite artist. It is further possible that Dahl was drawn to the 

myths and anecdotes surrounding Soutine prevalent in criticism to that date: the alien 

Russian, the alcohol abuse, the chance discovery that propelled him to fame; and beyond that 

the element of the irresolvable grotesque set up around Soutine in criticism - so often found 

at the centre of Dahl's writing also - which would have provided fuel for the fictionalisation 

of this quintessentially expressionist artist. 

II Tales of the Unexpected (ITV. 1979-1988) 

Tales of the Unexpected aired on ITV between 1979 and 1988. The production aimed at 

adapting Dahl's adult fiction writing for television, which had been enjoyed in text for the 

three preceding decades. The series attracted actors of status, such as Derek Jacobi (as 

Drioli), John Mills and Timothy West, and enjoyed a good reception, running to a total of 

nine series. Tales of the Unexpected was an ITV-led production, but the extent of Dahl's 

involvement in its creation has been difficult to establish. It is clear, however, that for the first 

two series Dahl took a hands-on approach, signalled by his appearance in prefatory guise 

before the main action of the episode begins. During these introductions the author sits in a 

large armchair next to a fireplace and speaks a commentary addressing the film to follow. 

This moment functions like a preface to a novel, stating its subject, scope and aims, and in 

Skin's case this is a typically quirky one. The final version of Skin's preface begins with a 

314 David Sylvester, Soutine, p. 50. 
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lesson in Russian burial ritual; Dahl gleefully explains: "in the winter, the earth freezes so 

hard it is impossible to dig a grave when a man dies. So the clever Russians, do you know 

what they do? They simply sharpen his legs and knock him into the ground with a 

sledgehammer". This tale leads into a note on the character of Soutine: "this has absolutely 

nothing to do with what you are going to see now, except that we also have Russian in our 

story -a Russian painter called Soutine, who went to live in France where he died in poverty 

in 1943.1 didn't invent Soutine - he was real; he was a very great painter, and today his 

pictures fetch enormous sums all over the world". As an authorial intervention into the series 

as a whole, these prefaces award the production an authorial stamp of approval, while also 

making a strong case for Dahl's input into the series. It seems, however, that that voice was 

often edited by the ITV production team. The Roald Dahl Museum and Story Centre (Great 

Missenden) holds Dahl's main archive, which includes personal notes on all his major 

publications, often in the form of annotated manuscripts. In reference to the Skin episode 

specifically, the museum contains drafted scripts written by Dahl for Skin's `introduction'. 

The first draft states that the story is based on a painter called Soutine and that there are "only 

three great Jewish painters - Soutine, Modigliani and Chagall". 315 That Dahl is able to name 

and group these artists suggests a personal knowledge of art history which makes a stronger 

case for an informed construction of the fictionalised Soutine. In response to Dahl's first 

draft, however, the producers at ITV sound a note of caution: "we are in two minds about this 

one. Does it possibly look like Jewish propaganda? " Dahl's dismissive comment in the 

margin, "I like it", is further formalised into a written response - "I think you should stick to 

this one", adding that the facts are accurate and will fascinate the audience whether or not the 

artists in question are Jewish. Since no reference to Modigliani and Chagall appears in the 

broadcast version, we are left to assume that Dahl was persuaded of his idea's 

315 All information on Dahl's production notes quoted here can be found in file RD/8a/3/1 in the Roald Dahl 
Museum and Story Centre archive. 
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`inappropriateness', or, more likely, was overruled. This brief correspondence coupled with 

his actual appearances in the series strongly suggests Dahl's hands-on involvement in Tales 

of the Unexpected, and that he had researched Skin's art historical elements. 316 Dahl's 

prefatory introductions do affect how we see the action to come, and in this case particularly 

the Soutine character. The deliberate mystification of the episode to follow is a regular 

feature of his prefaces, but more significant in this case is the statement of fact, of biography, 

so explicitly made at the outset. Biographical detail is also a feature of Dahl's original text, in 

which biography is woven into fictional events and then subverted by invented characters. In 

Skin's adaptation Dahl states his indebtedness to a `true story' more explicitly, immediately 

planting in the mind of the viewer a sense of the real behind the fictional episode he is about 

to enjoy. The degree of embellishment is unknown to the viewer, however, and he or she is 

left to guess at what is fact and what is fiction. Adding to this uncertainty is the continuation 

of Dahl's introduction into the episode in the form of a voiceover during its first scenes, 

which themselves consist of several famous views of Paris. This results in a bleeding of 

authorial presence and physical reality into the frame of the fictional. Such edginess is 

fundamental to Dahl's writing, but the uncertainty that goes with it steeps the fictionalised 

Soutine in further ambiguity while also enhancing the experience of the bizarre - does the 

grotesque become more grotesque if it is anchored in reality? and to what extent are we being 

encouraged to read the volatile artist in Tales of the Unexpected as the `real' Soutine? 

A feature of the film posing this question is the recognisable, and now often iconic, 

Soutine paintings appearing within frames, during scenes and throughout the entire episode. 

In a departure from the text, these paintings, embedded within the main action, are copies of 

well known paintings by Soutine and are either instantly identifiable as a specific work, or as 

in Soutine's style more generally. As a rule selected works are backgrounded and are not 

316 It is likely that Dahl withdrew his support of the series towards the end of the second series, as he ceases to 
appear in prefatory guise. Skin, however, clearly fell within his remit. 
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open to the viewer's close inspection; he or she is forced to view them from a distance or in 

shadow (with the exception of a single landscape, discussed shortly). The first paintings to 

make an appearance are those on display in the gallery housing Soutine's exhibition. A 

cascade of paintings rushes by as Drioli walks past the gallery window at first unaware of his 

friend's show: Woman Entering the Water (1927) (Soutine's Rembrandt revision of Chapter 

Two) first slides into view between a set of railings, to scale and in colour. At distance it is 

impossible to determine whether this is the painting itself or a convincing copy; what matters, 

however, is the impression that we are viewing a Soutine painting. Next, Portrait of 

Madeleine Castaing (1928) enters shot, this time as the publicity image on the exhibition 

poster and repeated twice in one frame. In a final flourish a Ceret landscape claims central 

focus as Drioli pauses to consider it. This landscape's textual counterpart, the only painting 

described in detail in Skin, reads: "a clump of trees leaning madly over to one side as if blown 

by a tremendous wind, the sky swirling and twisting all around". 317 In a significant departure, 

the film translates this unspecific passage into a Soutine painting held in the Tate collection, 

Landscape at Ceret (1920-1921) [Fig. 1]. Purchased by Tate in 1965, the painting became the 

focus of much critical attention during the 1960s, particularly from David Sylvester who 

featured the landscape in his 1963 retrospective. Perhaps the landscape's perceived 

movement and dynamism suggested this landscape to Skin's producers, perhaps its 

prominence within the British canon as represented by Tate. Either way, Landscape at Ceret 

was clearly a deliberate choice on the part of the producer (and possibly also on Dahl's) and 

the distinction it enjoys in the episode is likely a recognition of its representational status - 

the camera dwells on its surface while Drioli reflects on its stylistic typicality: 

3 17 Roald Dahl, Skin and Other Stories, p. 2. 
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Have I gone crazy? No, it's this picture that's crazy... Yes! Strange and crazy. 

But I like it, I always did. [... ] It is. My God! My little Soutine! [... ] Exactly his 

style. 

The familiarity and status of this painting would also not have been lost on informed viewers 

(and would have offered a representative glance at Soutine's work to those not so), an issue 

discussed shortly. For Drioli himself, this image triggers memories of his early days in Paris 

when Soutine was sharing his home (a small, sparse apartment), along with his wife, Josie; 

Soutine at that stage was also new to the city and without friends or funds. Landscape at 

Ceret is one of Soutine's earlier works, grouped by criticism amongst those other paintings 

belonging to the Ceret period. During that time (1919-1923) Soutine visited Ceret and was 

said by critics to have painted solely landscapes like that at Tate in a very specific style. The 

strict periodisation of his large oeuvre is present in all criticism and is elaborated during the 

1960s. That Landscape at Ceret should remind Drioli of Soutine's earlier career is therefore 

appropriate within standard critical models. Indeed, the camera zooms into the painting, 

which is suddenly relocated on the floor of an old and dirty apartment stacked against another 

Ceret-looking landscape. This is Drioli's apartment, which is full of unidentifiable canvases 

by Soutine, nearly all landscapes (perhaps a further reflection of the dominance of that genre 

in the critical literature). During the action we catch sight of numerous paintings, some 

clearly mimicking the `Ceret style', others from that second period, Cagnes. This slight 

chronological blurring aside (Soutine was already well embedded in the art market by the 

time he visited Cagnes), the impression is given of a prolific and unusual painter not yet well 

known enough to sell. After this period of reflection, the narrative returns to Drioli's present 

and he enters the art gallery housing the exhibition of which the Tate landscape is part. 

Inside, shocking red walls (not mentioned in the text) are littered with known Soutine 

paintings: Portrait of Lina (c. 1928), Carcass of Beef (c. 1925) and Woman in Red (c. 1923- 

215 



1924) (hailed by Greenberg in 1961 as Soutine's most, and only, formally resolved piece) and 

Hare on a Green Shutter (c. 1924-1925) to mention but a few. Soutine's move from obscurity 

to commercial recognition is clearly implied; within Soutine's biography we have now 

arrived at the peak of his career - financial success, critical acknowledgement and fame, as a 

conversation between two exhibition visitors confirms: 

`Do you like Soutine? ' 

`My dear, one cannot afford to like him. The prices he fetches! Five million 

Francs! ' 

Dahl's voiceover at the beginning of the episode situates the action in 1946, and certainly the 

breadth of work on display suggests also a posthumous exhibition. 

By anchoring Skin so firmly in reality, these paintings form a narrative of Soutine's 

career running throughout the film against which fictional events play out. The effect is one 

of actuality, possibly reassurance and even confusion: the viewer is constantly reminded of 

the `real' artist introduced by Dahl at the outset, but that identity works against the 

fictionalised character named `Soutine' to some extent, as well as other key invented 

characters. This is most felt in the film's decision to feature copies of Soutine's most famous 

works as opposed to the `real deal'. The works shown in the film are identifiable paintings by 

Soutine, but they are crudely rendered copies painted from originals for the purpose of the 

film; they are therefore `paintings of paintings'. Although this decision may have had more to 

do with budgeting and availability than intention, the result is that the viewer is constantly 

held back from experiencing the ̀ real Soutine', the artist behind the copies and the actor. The 

copies cannot be considered an attempt at simulating an accurate experience of Soutine's 

work because they are so obviously reproductions (they are rudimentary reproductions both 

in technique and overall effect, both of which ensure that they cannot be mistaken for the 
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actual works by Soutine they represent or high-quality varnished print copies), albeit in paint 

and canvas - that Soutine's works are not simply reproduced in print, for example, speaks of 

a wish to push the notion of the copy, of the adapted, even the invented to its limits. These 

`almost-Soutines' thus embody the film's deliberate attempt to walk the boundaries of its 

own medium and its own status as adaptation, with a nod to the artist who has been forced to 

walk the boundaries of art history. That said, perhaps more so than the text, the film is clearly 

heavily reliant upon contemporary criticism and Soutine's exhibition exposure to create the 

significant part of its content. This becomes especially apparent when one realises that the 

episode's exhibition is an accurate recreation of David Sylvester's 1963 exhibition, featuring 

the same paintings inventory and highlights - the Tate landscape, Woman in Red and Woman 

Entering the Water, all of which are singled out in Sylvester's catalogue text. Thus the film 

capitalises on the artist's increased critical and exhibition presence since Skin's publication in 

1952, making good on Dahl's initial promise that he did not "make Soutine up". The balance 

between the Invented and the Existing is thus constantly shifting in the film, never allowing 

the viewer to settle on either representation of Soutine and his career. Blurring boundaries 

and creating uncertainty is a known feature of all Dahl's fiction (and even of Dahl himself), 

and Soutine - portrayed in criticism as ambiguous, mysterious and as slipping between 

boundaries - fits that remit well. 

In addition to famous paintings, references to well known Soutine anecdotes also 

appear, most prominently that of Soutine's painting technique. Early on in the production, the 

viewer observes Soutine working at his easel on a portrait of Drioli's wife. The common 

belief that Soutine's painting technique was highly physical, even violent, with broad, quick 

and frenzied brushstrokes is made visible here as we witness the actor slashing at the canvas 

for several seconds in central shot, dragging the paint from the top to the bottom while all 
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other dialogue and action is paused. 318 This moment is not described in the text, but it does 

conform to criticism's conclusions about Soutine's methods, for example Monroe Wheeler's 

observations: "as a rule it [Soutine's working method] was in frenzied exaltation and fantastic 

forced effort. One day, furiously at work, he dislocated his thumb and could not explain how 

it happened" 3 19 Indeed, the film's accurate and deliberate reference to the critical 

construction of Soutine is clear, though this is not to deem this production a mere filmic 

representation of the main critical currents to date. Rather, Tales of the Unexpected takes 

notice of those currents and makes another (novel) contribution to discourse on Soutine to 

date. The uniqueness of that contribution lies in the questions it asks about whether we can 

consider this "very strange and crazy", boundary-less artist legitimate and who decides; these 

questions are raised by the introduction of a contested medium: is tattoo an acceptable form 

of art?, is Soutine in an acceptable form of art?, or even, is Soutine in tattoo acceptable? 

Drioli answers the first of these questions explicitly during a debate with Soutine as to 

whether tattoo can be considered Art (a debate not featured in the text): 

Drioli: Tonight, we are celebrating money. 

Soutine: Money! When I haven't got a sou! 

Drioli: My money! The money I made today, with my work; my art. 

Soutine: You call what you do `art'?! Tattooing... ! `Art'... 

Drioli: I agree my friend, I am not on the same level as you. But a tattoo can be ̀ art'. 

Drioli stands firm in the face of Soutine's scepticism and Soutine's eventual conversion to 

Drioli's belief system occurs after another reversal of medium. Earlier in the episode, Drioli 

has revealed that Josie has a tattoo and implies that she should show it to Soutine. Hesitant 

because of its private location on her body, she refuses. Some time and several bottles of 

318 The painting on the easel is unknown but in the manner of Soutine. We additionally see Soutine stacking his 

canvases, as has been mentioned in the critical literature to date. 
319 Monroe Wheeler, Soutine, p. 75. 
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wine later, Josie is forced into revealing her tattoo by her two drunk companions: she stands 

on a chair and in a flourish pulls back her blouse to display a small tattoo on her breast [Fig. 

96]. As the camera closes in on it, so does a captivated Soutine: "It is art! " Josie stands 

canvas-like off the floor, motionless and open to examination. Her body transforms into 

canvas under Soutine's (i. e. the Artist's) scrutiny. Still unsure, Drioli gives Soutine a 

tattooing demonstration, which is followed by Soutine's own first attempt with the needle: 

he, the Artist, is able to use the medium, setting the matter beyond doubt - it is art. This 

certainty is reinforced as we watch Soutine paint the tattoo design on to Drioli's back before 

taking up the tattooing needle, making explicit its origins in traditional media crafted by, as 

we later learn, an accepted artist. As if to reinforce this message, Drioli's tattoo is finally 

revealed framed in a mirror, which is in turn framed by a Soutine (Cagnes) landscape against 

which the mirror leans. This moment is intricately visually constructed [Fig. 97], narrating 

the tattoo's place within the Soutine canon (something reinforced by Soutine's own 

judgement that the tattoo is "good enough to sign", unlike his own painting of Josie he earlier 

rejected), which is in turn situated within the painting canon more generally. The visual 

conflation of Soutine's painting and Drioli's / Soutine's tattoo also pre-empts the fatal events 

to follow, since the two are next united in the art gallery shortly before Drioli's implied 

murder. The tattoo-portrait Soutine produces of Josie [Fig. 98] is a traditional portrait in 

many ways: a female model, brushing her hair and alone in the composition. We also know 

the portrait is of Josie, a real woman with an identity and against whose likeness we can 

measure the `accuracy' of the tattoo. Finally, the tattoo is a commissioned piece since Drioli 

himself requests that Soutine use Josie as a subject; Josie, albeit reluctantly, agrees and poses. 

The portrait itself does not reproduce any of Soutine's known works, and it is therefore an 

example of invention in the film. It also stands out amongst other featured works which are 

recognisable. by merging Soutine's painting with tattoo, a highly contested medium, and 
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bringing both within the canon, and then tainting that achievement with the symbolic murder 

of a man, the film leaves deliberately unresolved the questions posed about Soutine's validity 

as an artist, both in paint and tattoo, and suggests a challenge to the notion of the canon more 

generally. The episode also uses the same mirror to play with the status of painting as 

canonical art form. Not only is the mirror's surface transformed into canvas in the moment 

the tattoo is revealed, but it also functions as self-portrait and as the surface upon which we 

view the process of tattooing underway. The film thus toys with understandings of surface, of 

appropriate and allowed surfaces, and of medium. The fact that in this case that medium 

eludes classification is set off by the mirror's wooden frame, so reminiscent of traditional 

frames encountered in conventional gallery spaces. 

The representation of Soutine in Tales of the Unexpected therefore operates within a 

series of frames (which can act both simultaneously and independently): physical frames - 

the gilt frames around paintings, the mirror's wooden frame and the frame of the camera (and 

by implication of the medium and the television set itself) - and metaphorical frames: art 

history's taxonomies within which Soutine's work is successful; the canon, a concept the film 

challenges in its exploration of a contested medium; the art market, a financial and 

commercial frame within which an artist must fit if seeking wealth and commercial 

recognition; the critical frame within which notions of Soutine are created and discussed; the 

overlapping frames of biography and fiction causing a destabilisation of the film medium 

itself; and the narrative / textual frame provided by Dahl's original story. Soutine's image in 

Tales of the Unexpected is thus seen as through a series of mirrors, multi-faceted, fragmented, 

interrupted and, mirroring his critical and public images, frame-less. 
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III Mona Lisa Smile (Revolution Studios / Columbia Pictures, 2003) 

Soutine's Carcass (c. 1925, currently in Buffalo Museum of Art) [Fig. 99] slides into view in 

a lecture theatre full of silent and expectant Wellesley students in Mona Lisa Smile. Previous 

to this lesson, new teacher Katherine Ann Watson has failed to impress her students by 

underestimating their familiarity with a prescribed syllabus - Gombrichian, chronological 

and taxonomical, in Watson's view it is unchallenging; it offers little scope for the freer 

thinking she champions. After some thought it occurs to Watson that something off-syllabus 

might provoke her undoubtedly bright students more effectively, for which purpose she turns 

to the European avant-garde of the 1920s (work that has clearly not yet entered Wellesley's 

radar) and specifically to Soutine; and later to the then-contemporary work of Jackson 

Pollock also. As Carcass appears on the slide screen the following dialogue ensues between 

Watson and her most resistant student, Betty Warren: 

Betty Warren (BW): What is that? 

Katherine Watson (KW): You tell me... 

[Silence] 

KW: Carcass by Soutine, 1925. 

Student: But it's not on the syllabus... 

KW: No, it's not. [Pause] Is it any good? 

[Silence, shrugging of shoulders, looking at desks. ] 

KW: Hm? [Silence] Come on ladies, there's no wrong answer. There's also no text book 

telling you what to think. [Silence] It's not that easy, is it? 

BW: Alright, no - it's not good. In fact, I wouldn't even call it art. It's grotesque. 

Connie Baker (CB): Is there a rule against art being grotesque? 

Giselle Levy (GL): I think there's something aggressive about it... and erotic. 

BW: To you, everything is erotic. 

GL: Everything is erotic... 

KW: Girls... 

[Laughter] 
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Student: Aren't there standards? 

BW: Of course there are, otherwise a tacky-velvet painting could be equated with a 
Rembrandt. 

CB: Hey, my Uncle Freddie has two tacky-velvet paintings, he loves those clowns. 
[Laughter] 

BW: There are standards: technique, composition, colour, even subject. So, if you're 

suggesting that rotted side of meat is art, much less good art, then what are we going to learn? 

KW: Just that. You have outlined our new syllabus, Betty, thank you: what is art, what makes 

it good or bad, and who decides? [Students with a variety of expressions: curiosity, 

disappointment, confusion, fiustration. ] 

KW: Just look at it again. Look beyond the paint. Let us try to open our minds to a new idea. 

[Silence] Alright, back to Chapter Three: has anyone read it? [All raise their hands] 

In Betty Warren, whose mother sits on the college Alumni and governing body, is embodied 

the conservatism practiced by the 1950s Bostonian elite, a belief system that for women 

favours early marriage, childbearing and homemaking. Although one of the first institutions 

offering women higher education, Wellesley College turns out to be the wrong place in which 

to mount a challenge to established thinking. The results of pushing Wellesley's boundaries 

too forcefully is made clear in the case of the school nurse, Amanda Armstrong. Openly 

lesbian, Armstrong not only challenges set notions of sexuality, but by distributing 

contraception she also openly acknowledges an underbelly of student life, sex before 

marriage. Her resulting dismissal is orchestrated by Betty Warren and her mother. Yet at first, 

for the students of Wellesley, Watson's own brand of progressivism penetrates some of the 

traditionalism rife in their circles, and within themselves. Carcass is the beginning of their 

problems, the catalyst of the New, the challenge to artistic tastes and value systems more 

broadly. Immediate silence and confusion follows its appearance on the screen, which then 

spills over into shouts of, "It's not on the syllabus". These reactions suggest the immediate 

challenge to intellect, taste and values Watson was aiming for; beyond that, coupled with 

222 



Watson's somewhat smug reply, "There's also no text book telling you what to think", this 

moment signals Soutine's own uncanonical status - he is not included in `standard' art 

history textbooks and is even beyond being thought about conventionally. 

By the time of filming (2003) Carcass had become one of Soutine's most famous 

works, for a variety of reasons. During the course of the 1940s, 50s and 60s, Carcass 

received high exhibition exposure, featuring in a total of sixteen exhibitions (compared to 

other paintings which have been shown only seldom during their lifetime). 320 The majority of 

these were held by American institutions, most notably Wheeler's MoMA retrospective in 

1950, but Carcass was also shown in David Sylvester's 1963 Arts Council of Great Britain 

show; additionally, the painting was exhibited in the Venice XXVI Biennale. Mirroring this 

exposure, Carcass is also one of Soutine's most talked about works - Wheeler, Greenberg, 

Sylvester, the Castaings and even Robert DeNiro, Senior comment on this image in various 

intellectual forums. 321 A striking feature of discussion is the prefatory anecdote attached to 

Carcass, often described in detail before considering the painting's formal elements. David 

Sylvester's contribution is typical in this type of contextualisation: 

There is the story about the carcass of beef which he had hanging in the studio 

while he painted four or more large canvasses paraphrasing the Rembrandt 

carcass - the complaints of the neighbours at the stench of decaying flesh; the pail 

of blood used to freshen up the meat as it got dry; the model hired to fan away the 

flies so that the motif could be seen; the artist's growing rapture at the colours 

that emerged as the meat decomposed, and the neighbours' desperation; the 

calling-in of the police; Soutine's incomprehension and rage. He seems to have 

been particularly ruthless when inspired by Rembrandt. 322 

320 Tuchman's catalogue raisonnb gives a full list of exhibitions in which Carcass has appeared (Maurice 
Tuchman et. at., Chaim Soutine, pp. 86-94). 
32' Robert DeNiro, Senior's article can be found in: Art World (January 1984). 
122 David Sylvester, Soutine, p. 4. 
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The frequency with which this anecdote occurs in conjunction with formal description of the 

painting means that the anecdote becomes part of the image itself, as significant as its 

brushstrokes and colour scheme; beyond that, given the eccentricity of the anecdote and the 

equally eccentric identity it assigns Soutine, Carcass becomes symbolic of Soutine's own 

unconventionality. As established in Chapters One and Two, the painting is shorthand for the 

Soutine myth, the bohemian artist, for the volatile, frustrated character Tales of the 

Unexpected sets up, it becomes Soutine's totem. A recent quirky publication illustrates this 

fact well. There was a Young Artist Called... is a collection of limericks on famous artists 

published by Sebastian Smith and Andrew Birch (cartoonist for Guardian and Private 

Eye). 323 The deliberately silly publication selects a painting, anecdote or biographical detail 

for which each artist is particularly well known and weaves it into a five-line verse; each 

limerick is also accompanied by an illustration. Soutine's ditty runs thus: 

Thus spoke the noble Soutine 

`I try to keep everything clean 

But when painting meat 
In this God awful heat 

I'm hung up on art not hygiene. '324 

The accompanying illustration is provided in Fig. 100 and shows Soutine as a beheaded 

corpse hanging from a hook, in a spoof of Carcass. The limerick not only specifically 

references that painting, but also the anecdote so often cited along with it. Here Soutine has 

quite literally `become' Carcass. 

Certainly in Mona Lisa Smile, Carcass is also shorthand for not playing by the rules. 

Within the context of the film Soutine is deemed thoroughly unconventional, and also 

" Sebastian Smith and Andrew Birch, There Was a Young Artist Called... (Bristol: Sansom & Company Ltd., 
2008). 
324 Sebastian Smith and Andrew Birch, There Was a Young Artist Called..., p. 56. 
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challenging within that unconventionality because he does not sit easily within the limits and 

margins of art history's enduring taxonomies. It is clear in the dialogue cited earlier that the 

painting explodes the certainties making up the students' mental equipment applied to art and 

life. Initially Carcass is framed by both the slide screen on which it appears (a screen we 

have previously seen contain a highly conventional syllabus), by the lecture theatre devoted 

to extolling the wisdom of the Bostonian elite and by the closed minds of a resistant group of 

students. However, Soutine manages to move beyond that frame, even exploding it, as the 

conflict his work sets up results throughout the film in overturning a belief system so reliant 

upon containing and easily definable frames. The boundary-less-ness the painting symbolises 

(in the film Soutine's work does not represent a new set of rules, but rather life beyond them) 

challenges the rigidity of the conservative system, a system which in Mona Lisa Smile is 

ultimately responsible for the suppression of women as a societal group. Within that schema, 

Giselle Levey clearly represents a new kind of woman - edgy (as the plot progresses she is 

linked to a string of married lovers) and heralding the feminist discourse of the 1970s, much 

like Watson herself. The film's key debate, Warren - Levey, is set up in response to Carcass, 

which clearly brings out the extremes in both girls. This conflict of values escalates as the 

film progresses, but is resolved in the eventual `conversion' of Betty Warren to a freer mode 

of thinking and living - she moves to New York to live out her life beyond the boundaries to 

which she had so tightly clung. Thus Carcass may have been deliberately selected by the 

film's producers for both its popularity and its ability to function as visual shorthand for the 

`type' of artist Watson champions - an artist pushing existing boundaries by living a life 

beyond them, and whose art contains the physical markers of that lifestyle. 

In Mona Lisa Smile, the avant-garde is used as a vehicle to expose and weaken 

scholarly, parental and societal authority. First, in terms of the former, the work of Jackson 

Pollock acts to sniff out snobbery in art historical and Bostonian elitist circles: "so, these 
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canvases they're turning out these days with paint dripped and splotched on them are as 

worthy of our attention as Michelangelo's Sistine Chapel? " The reference the Head of 

Department makes to the action painting of Jackson Pollock, and more broadly to Abstract 

Expressionism, is made explicit during the remainder of the film when Watson introduces her 

students to Pollock's Lavender Mist. The location of the students' visit to this painting stands 

in stark contrast to the customary scenes and sites (and sights) of their encounters with art so 

far. We watch as Watson leads her group of uncertain and confused students through a damp, 

derelict warehouse, a building so instantly Other to the red-brick walls of Wellesley, its sleek 

wooden lecture theatres, and also to their own homes. An impression of tension and 

marginality is thus instantly created by this change in setting and the visit should be 

understood as the students' physical and psychological movement between and beyond the 

boundaries within which they usually operate. 325 As in Soutine's case, Watson also demands 

a different mode of viewing Pollock's work to that which the students have been used to. The 

group watches with varying expressions as their teacher walks to Lavender Mist and stops 

just inches from the canvas surface, moving her entire body the length of the canvas and 

closely inspecting the surface. As if the viewer is forced to do the same, the screen fills with a 

close-up of Pollock's work and its surface is thrown into relief for inspection. This up-close- 

and-personal viewing method is clearly alien to Watson's students, being a far cry from the 

art history they have experienced from behind their desks and books and they do not follow 

her example immediately. Watson enigmatically responds: "you're not required to write a 

paper, you're not even required to like it. You are required to consider it. It's your only 

assignment today - when you're done, you may leave". Again the challenge to established art 

historical methods is clear, but perhaps more significant is the link, albeit it sceptical, 

suggested by one of the students between Lavender Mist and Carcass: "I was just getting 

"s It is therefore no coincidence that Giselle and Betty eventually move to New York, during the 1950s a city 
experiencing a time of flourishing avant-garde practice. 
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used to the idea of dead, maggoty meat being art; now this". Within the boundaries of the 

film, the dialogue between Soutine's and Pollock's works challenges popular and scholarly 

notions of art and also established modes of thinking. Beyond the film, the grouping between 

Soutine and Pollock is also familiar - Jeremy Lewison mentions critics who have previously 

championed Soutine as a forerunner of the Abstract Expressionism with which Pollock is so 

closely associated: 

Not everyone agreed on the specifically American qualities of the art. In fact a 

number of critics situated American abstraction as a kind of extension of 

European work, with Basil Taylor, for example, in the Spectator, referring to 

Pollock's "Soutine-like violence, " and reassuring his readership that "these 

pictures should certainly not shock or surprise anyone familiar with abstract or 

non-figurative painting in Europe. 326 

Perhaps the most telling image to feature in the film, however, is Picasso's Demoiselles 

d'Avignon, which is presented in slide-form and held to the light of a train window by 

Watson [Fig. 101]. The first image to appear in Mona Lisa Smile, the painting is initially 

framed by the train window and by Betty Warren's voiceover describing Katherine Watson's 

character: "Katherine Watson didn't come to Wellesley to fit in; she came to Wellesley 

because she wanted to make a difference". Demoiselles is certainly a fitting visual 

representation of something, and the work of someone, who did make a difference. The 

painting is also part of another context running throughout the film, that of MoMA and the 

work's pivotal status in the history of modem art as expounded by that institution. It is no 

coincidence that Alfred Barr, founding director of MoMA, taught a course on Modem art at 

Wellesley College in the late 1920s just before founding the museum. 

326 Jeremy Lewison, `Jackson Pollock and the Americanization of Europe', in: Kirk Varnedoe and Pepe Karmel 
(eds. ), Jackson Pollock, New Approaches New York: MoMA, 1999), pp. 201-231. Here, p. 209. 
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Despite her wish for change, behind Watson (sometimes quite literally) there runs a 

narrative of indebtedness to tradition. This recognition is made clear via the large variety of 

art forms on show at various points throughout the film, as well as in the choice of opening 

image, since Picasso himself acknowledged his conscious involvement in the art of the past. 

Watson's own office, for example, is a space in which can be found both past and 

contemporary art forms. Located on the margins of campus - "`Where are we? I've never 

been to this part of campus before. ' `No man's land"' - the office is a space within which 

art's past and present are equally at home. Pinned on various notice boards are reproductions 

of: Van Gogh's Self-Portrait with Straw Hat (1887), an Ancient Greek temple, a Käthe 

Kollwitz sculpture, a Joan Mirö painting and an image of a nuclear explosion, to name but a 

few [Fig. 102-104]. 327 These media co-exist peacefully in Watson's personal space, 

symbolising her mode of progression -a successful cocktail of tradition and experimentation, 

supported by a strong sense of inclusiveness and embracing of diversity. Thus Mona Lisa 

Smile offers a sub-narrative telling Art History's ongoing recognition of the influence of the 

past alongside Watson's struggle for change. 

Images are therefore interpreted and deployed in the film to symbolise certain 

attitudes and to signal change. Within that structure Soutine's Carcass plays a pivotal role - it 

is the first stone to be thrown into the still waters of conservatism, the ripples from which, it 

is implied, reach beyond the end of the film. Soutine is therefore cast in the guise of catalyst 

to recognising, breaking down and living beyond the barriers within ourselves. That Carcass 

should have been selected to represent the artist for that purpose is therefore fitting: as the 

familiar anecdote tells us, Soutine pushed numerous boundaries, including his own, to create 

the image at hand. And yet at its conclusion, the film sounds a note of caution on trying too 

hard to push existing boundaries. In a conversation with a recently married Joan Brandwyn (a 

327 The film's credits cite the following artists in addition to Soutine: Max Ernst, Arshile Gorky, Wassily 
Kandinsky, Käthe Kollwitz, Marino Marini, Pablo Picasso and Man Ray. 
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student Watson hoped would enter Yale Law School), Watson voices her opinion that 

marriage has foiled her chances of becoming a lawyer. Indignant, Joan counters: "You stand 

in class and tell us to look beyond the image, but you don't. To you, a housewife is someone 

who's sold her soul for a centre-hall colonial; she has no depth, no intellect, no interests. 

You're the one who said I can do anything I want. This is what I want". In other words, by 

championing a cause so fiercely we risk supporting what we set out to reject. Within this 

context, Carcass is a particularly fitting image - its overt reference to Rembrandt's Flayed 

Ox means that while the work is set up in the film as being particularly challenging in its 

apparent newness, it is actually an image indebted to an Old Master, and one whose art the 

Wellesley students undoubtedly understand as acceptably canonical. `Looking beyond' 

Carcass roots the painting in the very brand of art history Watson is so keen on changing, 

while also rendering it ironically acceptable. 

IV Chaim Soutine (La Reunion des Musees Nationaux, 2008) 

The opening scenes of Chaim Soutine follow the sale of Child in Blue (c. 1927), a small 

canvas by Soutine depicting a youth in a blue outfit, seated and staring child-like up at the 

viewer. A small canvas - actually one of Soutine's smallest works - it immediately attracts a 

lot of buyer attention both in the room and on the telephone. We watch as a bidding contest 

ensues and the price for the painting is pushed up, finally reaching a total of 230,000 

Euros. 328 At the hammer-fall a spoken commentary begins to run over the final moments of 

the auction: "the canvas was painted in nineteen-twenty-seven by Chaim Soutine. Who was 

he? [... ] A handful of clues". 329 Given the sale we have just witnessed this question may 

seem a little misplaced - Soutine's professional identity is clearly unambiguous in the sale 

328 The film does not mention when this sale was made. 
329 The documentary is originally French-language, but the DVD also offers an English-language version option. 
All quotations will here be given in English. 
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rooms of auction houses, yet the film sets out to answer this question in detail, in the process 

calling upon a string of oral testimonies from individuals with claims upon Soutine's 

acquaintance. Friends, fellow artists, lovers, an illegitimate daughter and three curators / art 

historians all speak their part of Soutine's history, bringing together for the first time a 

collective oral history of the artist. As will become clear, however, relying on such diverse 

modes of engagement with history - biography, anecdote, scholarly analysis, personal 

reminiscences and memories (although to some degree this is convention for such products) - 

means the film suffers an identity crisis, flitting freely as it does between these formats; the 

film thus fails to offer satisfactory insight into Soutine on any of these fronts. Further 

difficulty is created by lifting, editing and re-contextualising contributions from individuals 

now dead, but who have previously spoken on Soutine for other purposes - the context of 

those interventions is unclear and it is therefore equally uncertain how they slot into a new 

contribution with its own agenda. 

In this case, that agenda is transparent from the outset, best summed up in a visual 

moment situated between the auction-house preface and the main part of the film. As the 

auction scene draws to a close, it is replaced by white text set against a close-up of the 

surface of a Soutine painting, which also features Soutine's signature. Static, the 

superimposed text reads: "Les Productions du Golem Reunion des musees nationaux France 

3 Sud". The Reunion des musees nationaux (RMN) is a private institution operating under the 

trusteeship of the French Ministry of Culture and Communication. The organisation has a 

very clear mission: "La Reunion des musees nationaux contribute ä l'enrichissement et ä la 

meilleure connaissance du patrimoine culturel, en facilitant sa decouverte par tous les 

publics". 330 As well as putting (quite literally) Soutine's signature to the film, this moment 

shouts the documentary's intention to promote Soutine's ̀French-ness' and situate him firmly 

330 La Reunion des musees nationaux contributes to the enrichment andfurtherment of knowledge about cultural 
heritage, and facilitates its discovery by the public. Mission statement of the RMN as found on its website: 
http: //www. rmn. fr, accessed 9.6.2009. 
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within a French Art History. 331 In its status as the most contemporary contribution to Soutine 

studies, the production is inevitably significant, but its establishment of a French narrative 

around Soutine deserves further investigation, especially since `claiming' Soutine for French 

art history is becoming an increasingly popular reading of the artist and his work. The recent 

large-scale Soutine exhibition at the Pinacotheque de Paris in February 2008, curated by art- 

historian Marc Restellini, is very similar in its programme, and it is perhaps no coincidence 

that Chaim Soutine coincided with the exhibition, and that Restellini features heavily in the 

film. No affiliation between the two interventions has been explicitly declared, however, and 

the RMN is not cited in any capacity in Restellini's catalogue. 

One of the film's clear aims is to (re)create Soutine's biography using the oral 

testimony of those who knew him best and personally - friends, relatives, fellow painters - 

combined with empirical research reported by art historians and the display of Soutine's 

official state documents (his immigration application and passport). Emphasis is clearly put 

on biography to the detriment of art-historical analysis (though as will become clear such 

analysis also plays its part in the creation of a French Soutine). To begin with the testimony 

of those personally acquainted with Soutine, the following voices are on offer: Michel 

Kikoine, artist and friend of Soutine, who speaks mainly of the conditions in which Soutine 

lived in Smilovichi and of their time together in the Vilnius Academy; Claire Maratier, 

Kikoine's daughter, tells of her early memories of Soutine; Pincus Kremegne, also fellow 

artist and friend, who recalls the poverty in which Soutine and Modigliani lived at La Ruche; 

Paulette Jourdain, model for Soutine, remembers how tiring it was to model for Soutine 

331 Although it is not openly acknowledged, the RMN does have a tendency to promote French artists, or the 
French connections non-French artists have (culturally, politically and stylistically) with French art history. An 
example of this approach is the RMN's recent involvement with Tate's touring 2010 exhibition, `Turner and the 
Masters', held at the Grand Palais. In its advertisement for this event, the RMN mentions only those sources 
called upon by Turner that fit into French art history: "rassemblant pres d'une certaine d'oeuvres, l'exposition 
confronte pour la premiere fois Turner et `ses' peintres: le Lorrain, Rembrandt, Titian, Poussin, Watteau" 
(http: //www. rmn. fr, accessed 10.3.2010). The advert fails to mention Turner's connection with Constable, for 
example, which is well represented in the exhibition. 
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because she was not allowed to move for hours on end; Aimee Soutine, the artist's estranged 

daughter, sketches her mother's connection and relationship with Soutine and her enforced 

estrangement from him; Madeleine Castaing, Soutine's patron, shares the rigorous and 

eccentric process through which Soutine had to go before he could complete a canvas; Gerda 

Michaelis, Soutine's lover, claims he was the only man she ever loved; and finally Chana 

Orloff, sculptor and Soutine's acquaintance during the later 1930s, recounts her general 

impressions of Soutine. From birth to death, Soutine's life is mapped and reactivated in detail 

by these individuals and we are seemingly offered a highly personal biography of the artist, 

which is then endorsed by the scholarly testimony of art historians in the know. 332 Despite the 

fact that much of the information these individuals share is anecdotal, sometimes even 

conjectural, decontextualised and heavily edited, the result is nevertheless an oral history, a 

verbal and visual biography, whose immediacy means it does succeed to some extent in 

making present specific experiences and moments in Soutine's life. The Soutine created by 

this collective testimony is an undeniably a familiar one - the volatile artist, the mysterious 

painter. Attempts at grounding spoken accounts in fact are also made by featuring official and 

private documents pertaining to Soutine, which are inspected by the camera and information 

on Soutine's date of birth, residences, and movements is narrated around them; also provided 

are numerous photographs of the artist with individuals of note from his life and of 

significant locations - his dealers Zborowski and Guillaume, the Castaings and fellow artists, 

Smilovichi (Soutine's childhood village) and Soutine's numerous residences within Paris and 

its neighbouring countryside. 

332 These individuals were originally recorded in 1962 for a film featuring Soutine which has been difficult to 
recover. However, the same recordings were featured in a 1992 film entitled, `A la Recherche de Chaim 
Soutine', produced by the Institut National de 1'Audiovisuel (INA) and presented by Jean-Marie Drot (b. 1929, a 
French writer and documentary maker). That film introduces Soutine and his work much in the same way the 
documentary under discussion sets out to do -a focus on biography and the testament of those who knew him. 
In many ways, Chaim Soutine can be viewed as a remake of the 1992 film: not only does it draw upon the same 
sources of information, it also reproduces the same methods of engagement with artist and art. Interestingly, 
Mäthd Vall6s-Bled also appears in thee 1992 version in an advisory capacity, drawing still further connections 
between the two productions. 
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The French bias to that biography is created by activating the contributions of French 

experts, all of whom are attached to French cultural institutions: Josephine Matamoros 

(curator, Musee d'art moderne de Ceret), Mäthe Valles-Bled (curator, Musee le Lodeve) and 

Marc Restellini. They can therefore be considered to represent France's informed and 

objective cultural voice, in whose hands is entrusted the knowledge of French cultural 

heritage and the considered dissemination of that information to a wider public - the self- 

proclaimed mission of the RMN itself. Attached to institutions associated with Soutine's 

career or with discourse on Soutine more generally, the production's art historical voice is 

also tailored to a monographic production, as well as to one featuring a French artist. Chaim 

Soutine is clearly a biographical film and within that does not offer in-depth scholarly 

engagement with Soutine's works themselves. However, Restellini does discuss Soutine's 

indebtedness to the art of the past in greater detail in order to embed the artist still further in 

France's artistic heritage. Specifically, the curator mentions Soutine's love of visiting the 

Louvre and of Courbet, Corot and Chardin. Although this selection of artists is certainly 

pertinent to a discussion of Soutine's engagement with the past, they are also deliberately 

chosen to foreground the artist's indebtedness to some of French culture's major artistic 

names; the film even goes as far as to show Fouquet's Portrait of Charles VII, Courbet's A 

Burial at Orans, Chardin's Still Life with Rayfish and Corot's study of Chartres cathedral. 

Restellini also aligns Soutine with that other movement of French origins, Impressionism: 

Another particularity about his work, which is once again a reference to the 

French tradition, is the fact that he painted series. Who else did? The 

Impressionists: Monet, Pissaro, Renoir, to some degree. He adopted something 
from them as his own, and then passed it down. 
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That Soutine was an artist firmly embedded within the Western tradition, and specifically a 

French tradition, should not be a new idea. Chapters Two and Three discussed in detail how 

Soutine's work can be read within those contexts, and Restellini's comments above confirm 

that this reading is currently valid within French art historical circles. A study of Soutine's 

popular reception confirms the endurance and furtherance of the critical narratives about artist 

and artwork outlined at the beginning of this thesis, while also suggesting that, at least in 

terms of popular interventions, artist-types as found in Soutine's expressionist persona are 

attractive and entertaining. 

That said, a more recent trend is emerging in Soutine studies that examines Soutine's 

`Frenchness', i. e. his French identity as an artist living and working in Paris. This is 

particularly apparent in Chaim Soutine, which firmly embeds Soutine within a discourse on 

French nationality, heritage and culture. As mentioned, the film is narrated by prominent 

names in the French museum culture - Marc Restellini, Maithe Valles-Bled and Josephine 

Matamoros - and by figures from France's twentieth-century Parisian art scene, most notably 

Pincus Kremegne and Michel Kikoine. However, it is also noteworthy that, like Soutine, 

these artists settled in Paris but were not French; rather, they claimed Jewish and Eastern- 

European / Russian heritage. This sub-narrative has the potential to run against the 

predominant French thrust of the film, but in fact ends up complementing it because a Jewish 

/ Russian narrative has been fitted well into histories of Paris and its twentieth-century art 

scene, most notably in the notion of the Ecole de Paris. This reading of Soutine's work thus 

brings us full circle. 
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Conclusion 

This thesis has created an awareness of the prevailing critical trends in Soutine studies and 

provided more insight into why they are so enduring and what their impact has been, and 

continues to be, on Soutine's reception. Particularly significant has been Soutine's 

assignment to an expressive persona, a dominant story about Soutine drawn from 

biographical material that has impacted heavily in several ways (only some of which have 

been covered in this thesis): the stylistic periodisation of Soutine's oeuvre has created a 

hierarchy therein, within which some of Soutine's paintings (i. e. the `more expressive' Ceret 

landscapes) have been regarded as more valuable than others; stories about Soutine's 

expressivity have also led some critics to incorporate a sense of his naivety into their 

interpretations, resulting in a particular conception of Soutine's use of past artistic sources 

that claims he was incapable of engaging intellectually and consciously with them. 

In opposition to these trends, this thesis has provided new contexts within which 

Soutine's work can be read. A narrative to place against the notion of Soutine's expressivity, 

and his consequential isolation from the contemporary art scene, is that of the artist's 

commercial connections and self-generated implication in the structures of the Parisian art 

market of the 1920s and 30s. The story of Soutine's commercial success, his exhibitions and 

high sale prices requires writing into that narrative to a greater extent than previously, sources 

of financial and commercial support other than that offered by the undoubtedly key Leopold 

Zborowski. Those potential sources include the dealer and collector Paul Guillaume and the 

continuing patronage of Marcellin and Madeleine Castaing. Other readings offered in this 

thesis have included that of Soutine's contextualisation in contemporary debates about the 

course of French art during and after the First World War. The analysis in this thesis has 

suggested that Soutine deployed particular sources, motifs and forms in his work in response 
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to, and perhaps to work against, those debates, one manifestation of which was the notion of 

the rappel ä 1'ordre, a call for French artists to return to the art of France's `true' heritage, the 

classical past. Although critics have discussed Soutine's sources, the consensus among them 

is that Soutine's engagement with his chosen models took the form of direct copying, 

stemming from a desire on the artist's part to paint like the Old Masters. It has been shown 

that this understanding of Soutine's sources exclusively views the artist's practice as 

instinctive in all aspects. Rather, by overtly referencing Rembrandt, Chardin, Courbet and 

Cezanne (among others which have not been examined in this thesis), Soutine situates his art 

firmly within the Western tradition, and specifically within French art history, while also (in 

the two latter examples) playing at the edges of their somewhat ambiguous interwar 

reputations. Writing Soutine equally firmly into the Western tradition are the Christian 

subjects and themes found throughout his oeuvre, which have been explored in detail. In both 

studies, Soutine's practice of framing and reframing features particularly prominently and 

provides a valid and significant narrative of his methods heretofore unacknowledged. 

In more recent times, Soutine has been assigned an overtly French identity and is 

positioned securely within French art history. A constant factor throughout the critical 

literature has been the debate about `where Soutine belongs' (to use Kenneth Silver's phrase), 

both in terms of artistic developments contemporary with him, and also in broader the 

vocabulary of the discipline's chronologies and classifications. New contributions such as 

Restellini's 2008 exhibition make no qualms about writing a French identity for Soutine, and 

are a sign that his presence in France is increasing after having been relatively discounted in 

previous decades. The ̀ disappearance' and then resurgence of artists' reputations is inevitable 

in art historical discourse, as certain periods, individuals, theoretical considerations and 

locations of production become fashionable and are then replaced by different ones over time. 

This is evidenced by Soutine's increased presence on the American exhibition and market 
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scene during the 1940s and 50s, at which point aspects of his work that could be read as 

abstracting were being written into narratives of emergent Abstract Expressionism by some 

of its strongest supporters, particularly Clement Greenberg. How Soutine's reputation and 

status, particularly when set in a specifically French guise, will play out in contemporary 

discourse remains to be seen, particularly because Soutine is an artist embodying dual 

cultural heritage and one who questions notions of national tradition widely in his art. 

Areas for further study on Soutine have also been identified in this thesis. First, there 

is a pressing need for a monograph on Soutine to run alongside the comprehensive catalogue 

raisonne now already over a decade old. Such a study would take in all aspects of Soutine's 

oeuvre and crucially would carry the potential for revision and new narratives. Equally 

important is a retrospective exhibition that would adopt a different approach to that taken by 

exhibitions to date, and which seizes the opportunity to move beyond established contexts for 

viewing Soutine's work. Finally, Soutine's sources as discussed here by no means represent 

an exhaustive list of potential candidates. The influence of the Primitive - here taken to 

encompass both tribal sculpture and Gothic art of the Western tradition (a subject briefly 

touched upon in Chapter Three) - is clearly apparent in Soutine's forms and all the more 

pertinent since Albert Barnes and Paul Guillaume both maintained a keen aesthetic and 

commercial interest in that area of production. Closer to home, the impact of Corot on 

Soutine's painting should also be examined, especially since Corot was being activated in the 

work of fellow artists (such as Picasso) and within the cultural politics of the rappel ii fordre 

as a desirable figure and artistic model. 

Most national collections of Modern art contain examples of Soutine's work, usually 

two or three landscapes and a portrait. Tate, for example, owns three and usually displays one 

at Tate Modem. However, it is also true that Soutine's art has been unduly ignored because 

important features of his production have been obscured by enduring patterns of critical 
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engagement exploring very specific areas of his life and art. By now these should be familiar, 

principally targeting stylistic development, biographies and anecdotes. These have placed 

Soutine's painting in rigid interpretative frames which have discouraged fresh approaches to 

his art, while also establishing his identity as a particular kind of artist - essentially, they have 

made him famous for the wrong reasons. Removing the frame created by such recurring 

narratives and uncovering new contexts repositions Soutine in art history, and also 

demonstrates that there is more work to be done. In future contributions to Soutine studies it 

is essential that art historians, critics, curators and students of art history continue to `look 

beyond the image' (to use a phrase spoken by one of Katherine Watson's students) in order to 

break down still further the patterns so established in relation to this artist. A final glance at 

Soutine's Carcass of Beef, Soutine's ̀ totem', reminds us of the importance of, and the 

reasons for doing so: an image framed particularly rigidly by the issues discussed at the 

outset to this thesis has here been reframed - now an image distinguished for its sophisticated 

relationship with the art of the past and not, in Dahl's words, for being simply "very strange 

and crazy". 
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Exhibitions 1923-2010333 

1923: Galerie Paul Guillaume. Organised by Paul Guillaume and Albert Barnes. 57 works. 
Norman Kleeblatt and Kenneth Silver mention this exhibition in their 1998 exhibition 

catalogue. They state that Barnes includes his collection of works by Soutine in an exhibition 

ranging from Daumier to the present at Galerie Paul Guillaume. In the same year, Barnes also 

showed his Soutine paintings in the `Exhibition of Contemporary European Painting and 

Sculpture' at the Pennsylvania Academy of Fine Arts'. 334 

1926: Galerie Rene Pauline. Including: Rouault, Utrillo, Soutine and Derain. 

: Galerie Marcel Bernheim. Including: Chagall, Dufy, Kisling and Soutine. 

1927: Solo exhibition at Galerie Bing, Paris. Organised by Paul Guillaume. 

: Group show at Reinhardt Galleries, New York (first American showing). 

1928: Included in `L'Expressionisme Francais', Galerie Alice Manteu, Paris. Including: 

Rouault, Vlaminck, Utrillo, Chagall, Modigliani, Kisling and Gromaire and Soutine. 

1929: `La Collection particuliere de Paul Guillaume', Galerie Bernheim-Jeune, Paris. 

1930: Exhibition at the Museum of Modern Art, New York. 3 works in Alfred Barr's popular 
`Painting in Paris from American Collections'. Other artists represented: Matisse, Bonnard, 

Vuillard, Friesz, Dufy, Rouault, Utrillo, Vlaminck, Segonzac, Picasso, Braque, Leger, 

Derain, Laurencin, Chirico, Chagall, Lurcat and Mirö. 

1935: `Peintres instinctifs: naissance de 1'expressionisme', Paris. Soutine shown with Utrillo, 

Rousseau, Chagall, Modigliani, Pascin and Laurencin. 

: Arts Club, Chicago. 20 works. (Soutine's first solo show in the United States. ) 

333 This chronology does not attempt to be entirely comprehensive, but it does list the major and most significant 
shows at which Soutine's works have been exhibited. It is mapped using several comprehensive sources: 
Maurice Tuchman's 1993 catalogue raisonne (Maurice Tuchman et. al., Soutine, pp. 78-82); Norman Kleeblatt's 
and Kenneth Silver's 1998 exhibition catalogue (Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist 
in Paris, pp. 199-202); and Sophie Krebs, Henriette Mentha and Nina Zimmer, Soutine und die Moderne, pp. 
272-275. 
"" Norman L. Kleeblatt and Kenneth E. Silver, An Expressionist in Paris, p. 200. This exhibition is not noted in 
Tuchman's catalogue raisonne. 
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1936: Valentine Gallery, New York. 21 works. 

: Mrs Cornelius J. Sullivan Gallery, New York. 14 works. 

1937: Mrs Cornelius J. Sullivan Gallery, New York. 

: The Leicester Galleries, London. 33 works. 

: Valentine Gallery, New York. 

: `Les Maitres de 1'Art Independent, 1895-1937', Petit-Palais, Paris. 

1938: Storran Gallery, London. 12 works. 

1939: Valentine Gallery, New York. 23 works. 

1940: Carroll Carstairs Gallery, New York. 

1943: Phillips Memorial Gallery, Washington D. C. 23 works. 

: Bignou Gallery, New York. 18 works. 

1944: Niveau Gallery, Chicago. 23 works. (Solo exhibition. ) 

1950: Museum of Modern Art, New York. 75 works. (Solo exhibition). Curated by Monroe 

Wheeler. 

1958: `Soutine and His Circle', Hirschl and Alder Galleries, New York. 

1959: Galerie Charpentier, Paris. 119 works. 

1963: The Arts Council of Great Britain. 57 works. (Solo exhibition). Curated by David 

Sylvester. 

1966: `Collection Jean Walter-Paul Guillaume', Musee de 1'Orangerie, Paris. 22 works. 

1968: The Los Angeles County Museum of Art. 90 works. (Solo exhibition. ) 
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1973-1974: Musee de I'Orangerie, Paris. 105 works. (Soutine's first Paris museum 

retrospective. ) 

: Galerie Yoshii, Tokyo. 27 works. 

: Marlborough Gallery, New York. 44 works. 

1981-1982: Westfälisches Museum fair Kunst und Kulturgeschichte and the Kunsthalle 

Tübingen, Munich. 96 works. Curated by Ernst-Gerhard Güse. (This exhibition also travelled 

to the Kunstmuseum in Lucerne and London's Hayward Gallery. )335 

1983-1984: Galerie Bellman, New York. 44 works. 336 

1987: Galleria Bergamini. 22 works. 

1989: Musee de Chartres. 78 works. 337 

1993: Arts Council of Great Britain. Curated by Ernst-Gerhard Giise. 

1996: Museo d'Arte Moderna, Lugano. 82 works. (Retrospective exhibition. )338 

1998: Jewish Museum, New York. 58 works. Curated by Norman L. Kleeblatt and Kenneth 

Silver. 339 

335 This exhibition is reviewed by Ekkehard Mai in: Pantheon, Vol. X1, No. 1 (January-march 1982), pp. 63-64. 
After providing an overview of Soutine's biography and the predominant stylistic characteristics of Soutine's 
art, Mai ends his review with a warning about the exhibition's curatorial argument: "eine Psychologie des 
Nekrophilen und weitergehende Interpretationen, wie von Giise gegen einen platten Stilpositivismus 

eingebracht, woollen freilich doch mit Vorischt, wenn nicht mit Zweifel aufgenommen sind" (p. 64). Lynne 
Cooke also offers a review of the show, this time in Burlington Magazine in response to its Hayward Gallery 
showing: Burlington Magazine, Vol. CXXIV, No. 955 (October 1982), pp. 646-647. Finally, see Heinrich 
Hahne, in: Kunstwerk, Vol. XXXV, No. 2 (April 1982), pp. 63-64. 
336 See: Gary Indiana, `The Master in Spite of Himself', in: Art in America, Vol. LXXII, No. 4 (April 1984), pp. 
172-175 for a review of this exhibition. 
337 This exhibition was reviewed by Richard Shone in: Burlington Magazine, Vol. 131, No. 1041 (December 
1989), pp. 866-887. The review is takes a neutral stance towards the exhibition, but does make some interesting 
observations about Soutine's sources. These have been highlighted at relevant points throughout the thesis. It 
has also been reviewed by Klaus Hammer slightly later in 1990: `Der `Wilde' aus dem Stedtel', in: Bildene 
Kunst, No. 2 (February 1990), pp. 46-48. 
338 See: Rudy Chiappini, Chaim Soutine (Lugano: Museo d'Arte Moderna: Milan, 1995). Petra Bosetti has 
reviewed this exhibition: `Chaim Soutine: ein Toter Hahn Befreit von aller Sünde', in: Art (Hamburg), No. 3 
(March 1995), pp. 70-75. 
339 Several sources have reviewed this exhibition, including: R. Bass, `The Circle of Montparnasse', in: Art 
News, Vol. 85, No. 3 (1986), pp. 144-145; Michele C. Cone in: Apollo, Vol. 148, No. 440 (October 1998), pp. 
52-53; Susanne Lingemann, `Wilder Fremder oder Retter der Tradition', in: Art (Hamburg), No. 5 (May 1998), 
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2007-2008: Pinacotheque de Paris. 150 works. Curated by Marc Restellini. 

2008: Kunstmuseum Basel. 58 works. 

pp. 84-85; Simon Schama, ̀ Gut Feeling', in: New Yorker, Vol. 74, No. 13 (25 May 1998), pp. 112-118; and 
Barry Schwabasky, in: Artforum, Vol. 37, No. 1(September 1998), p. 148. 

243 



Bibliography 

Primary Sources 

Albert Barnes Correspondence, Barnes Foundation, Philadelphia 

Bennett, Alan, Two Kafka Plays: Kafka 's Dick and The Insurance Man (London: Faber and 
Faber, 1987) 

Chaim Soutine (La Reunion des Musees Nationaux, 2008) 

Dahl, Roald Skin and Other Stories (London: Puffin, 2001) 

Roald Dahl manuscript materials relating to Skin, The Roald Dahl Museum and Story Centre, 
Great Missenden, Buckinghamshire. Files RD/8a/3/1; RD/1/1/2; RD/1/1/3 

Guillaume, Paul, Les Arts ä Paris, Paris, Vol. 1-20,1918-1935 

Kafka, Franz, Die Erzählungen (Frankfurt: Fischer, 1997) 

Klüger, Ruth weiter leben. Eine Jugend (Munich: Deutscher Taschenbuch Verlag GmbH, 
2005) 

Mona Lisa Smile (Revolution Studios / Columbia Pictures, 2003) 

O'Connor, Flannery, The Complete Stories (London: Faber and Faber, 2000) 

Tales of the Unexpected, 1979 - 1988, Anglia Television. Here Series 2,1980 

Wilde, Oscar, The Picture of Dorian Gray (Vintage Classics, 2007) 

Secondary Sources 

Books 

Ambrose, Timothy and Crispin Paine, Museum Basics (London, New York: ICOM in 
conjunction with Routledge, 1993) 

Anderson, Mark, Kafka's Clothes. Ornament and Aestheticism in the Habsburg Fin de Siecle 
(Oxford: Clarendon Press, 2002) 

Baigell, Matthew and Milly Heyd (eds. ), Complex Identities: Jewish Consciousness and 
Modern Art (New Brunswick and London: Rutgers University Press, 2001) 

244 



Barnes, Albert, The Art in Painting (New York: Harcourt, Brace & World inc., 1927) 

Barnes, Albert and Violette de Mazia, The Art of Henri Matisse (London, New York: Charles 
Scribner's Sons, 1933) 

Barker, Emma, Nick Webb and Kim Woods (eds. ), The Changing Status of the Artist (New 
Haven and London: Yale University Press, 1999) 

Barr, Alfred (ed. ), Painting and Sculpture in the Museum of Modern Art, New York (New 
York: MoMA, 1948) 

Baxandall, Michael, Painting and Experience in Fifteenth-Century Italy, 2nd edn (Oxford: 
Oxford University Press) 

Bazin, Germain et. al., Art Studies for an Editor: 25 Essays in Memory of Milton S. Fox (New 
York: Abrams, 1975) 

Bennett, Tony, The Birth of the Museum: History, Theory, Politics (London: New York: 
Routledge, 1995) 

Bocola, Sandro, The Art of Modernism. Art, Culture, and Society from Goya to the Present 
Day (Munich, London and New York: Prestel, 1999) 

Bryson, Norman, Looking at the Overlooked: Four Essays on Still Life Painting (London: 
Reaktion, 1990) 

Camille, Michael Image on the Edge: The Margins of the Medieval Art (London: Reaktion, 
1992) 
---. Gothic Art. Visions and Revelations of the Medieval World (London: George Weidenfeld 
& Nicholson Ltd, 1996) 

Caplan, Jane (ed. ), Written on the Body. The Tattoo in European and American History 
(London, Reaktion Books Ltd., 2000) 

Castaing, Marcellin and Jean Leymarie, Soutine (London: Thames and Hudson, 1963) 

Cherry, Deborah, Beyond the Frame: Feminism and Visual Culture, Britain 1850-1900 
(London: Routledge, 2000) 

Chiappini, Rudy, Chaim Soutine, exhib. cat. (Lugano: Museo d'Arte Moderna, Milan) 

Cognait, Raymond, Soutine (Paris: Flammarion, 1973) 

Courthion, Pierre, Soutine, Peintre du Dechirant. Chaim Soutine 1893-1943 (Edita, [Paris, ] 
Denoel; Office du livre, Fribourg, 1972) 

Cowling, Elizabeth, Neil Cox, Simonetta Fraquelli, and Susan Grace Galassi, Picasso: 
Challenging the Past, exhib. cat. (London: Yale University Press, 2009) 

Dahl, Roald, Boy and Going Solo (London: Penguin, 1992) 

245 



Derrida, Jacques, The Truth in Painting, trans. by Geoff Bennington and Ian McLeod 
(Chicago, London: University of Chicago Press, 1987) 

Douglas, Charles, Artist Quarter, Reminiscences of Montmartre and Montparnasse in the 
First Two Decades of the Twentieth Century (London: Faber and Faber Limited, 1941) 

Dunow, Esti, `Rethinking Soutine', in: Maurice Tuchman (ed. ) et al., Soutine (London: 
Taschen, 1993), pp. 57-63 

---. `The Late Works: Regression or Resolution? ', in: Norman L. Kleeblatt and Kenneth 
Silver, An Expressionist in Paris. The Paintings of Chaim Soutine, pp. 136-149 

Duro, Paul (ed. ), The Rhetoric of the Frame: Essays on the Boundaries of the Artwork 
(London: Cambridge University Press, 1996) 

Escholier, Raymond, La Peinture Francaise"Siecle (Paris: Librairie Floury, 1937) 

Faure, the, Soutine (Paris: Editions Cres, 1929) 

---. Ombres Solides (Essais d'Esthetique concrete) (Paris: Societe Franraise, 1934) 

Ferne, Eric, Art History and its Methods: A Critical Anthology (London: Phaidon, 2003) 

Fifield, William, Modigliani (New York: W. Morrow, 1976) 

Flam, Jack and Miriam Deutch (eds. ), Primitivism and Twentieth-century Art: A 
Documentary History (Berkeley and London: University of California Press, 2003) 

Fleming, Juliet, `The Renaissance Tattoo', in: Jane Caplan (ed. ), Written on the Body. The 
Tattoo in European and American History, pp. 61-82 

Fondation de 1'Hermitage, Les peintres de Zborowski: Modigliani, Utrillo, Soutine et Leurs 
Amis /Fondation de 1'Hermitage Donation Familie Bugnion, exhib. cat. 
(Lausanne: Fondation de 1'Hermitage, 1994) 

Forge, Andrew, Soutine (London: Spring Books, 1965) 

Foundation Kikoine, Kikoine et ses Amis de 1'Ecole de Paris (Foundation KikoYne, 1993) 

Franck, Dan, The Bohemians. The Birth of Modern Art: Paris 1900-1930 (London: 
Weidenfeld & Nicholson, 2001) 

Fried, Michael, Manet's Modernism: Or, the Face of Painting in the 1860s 
(Chicago: University of Chicago Press, 1996) 

Frost, Rosamund, The March ofArt From Ceaanne Until Now (New York: Crown Publishers, 
1942) 

Galerie des Beaux-Arts Bordeaux, La Nature Morte de Brueghel a Soutine, exhib. cat. 
(Bordeaux: Galerie des Beaux-Arts, 1978) 

Garlake, Peter, Early Art and Architecture of Africa (Oxford: Oxford University Press, 2002) 

246 



Gazda, Elaine K., The Ancient Art of Emulation: Studies in Artistic Originality and Tradition 
from the Present to Classical Antiquity (Ann Arbor, Michigan: University of Michigan Press 
for the American Academy in Rome, 2002) 

Gee, Malcolm, Dealers, Critics and Collectors of Modern Painting. Aspects of the Parisian 
Art Market between 1910 and 1920 (New York, London: Garland Publishing, 1981) 

George, Waldemar, Soutine (Paris: Le Triangle, 1928) 

Georges-Michel, Michel, Peintres et Sculpteurs Jai Connus, 1909-1942 (New York: 
Brentano's, 1942) 

Gibson, Robin, 20`h Century Portraits (London: National Portrait Gallery, 1978) 

Gimpel, Rene, Diary of an Art Dealer (New York: Farrar, Strauss and Giroux, 1963) 

Giraudon, Colette, Les Arts a Paris chez Paul Guillaume, 1918-1935: 14 September 1993- 
January 1994 Musee de 1'Orangerie, Paris, exhib, cat. (Paris: Reunion des Musees 
Nationaux, 1993) 

---. Paul Guillaume et Les Peintures du XXe Siecle: de 1'Art Negre a' 1'Avant-Garde (Paris: 
Bibliotheque des Arts, 1993) 

Golan, Romy, Modernity and Nostalgia. Art and Politics in France Between the Wars (New 
Haven and London: Yale University Press, 1995) 

Goldwater, Robert, Primitivism in Modern Art (London and Cambridge, Massachusetts: 
Harvard University Press, 193 8) 

Graham, Jenny, Inventing van Eyck. the Remaking of an Artist for the Modern Age (New 
York: Berg, 2007) 

Green, Christopher, Art in France 1900-1940 (New Haven and London: Yale University 
Press, 2000) 

Greenberg, Clement, Art and Culture. Critical Essays (Boston: Beacon Press, 1961) 

Guillaume, Paul, Les Ecrits de Paul Guillaume: Une Esthetique Nouvelle: 1'Art Negre. Ma 
Visite a la Fondation Barnes (Neuchatel: Ides et Calendes, 1993) 

Güse, Ernst-Gerhard (ed. ), Chaim Soutine 1893-1943, exhib. cat. (Arts Council of Great 
Britain, 1993) 

Gustafson, Mark, `The Tattoo in the Later Roman Period and Beyond', in: Jane Caplan (ed. ), 
Written on the Body. The Tattoo in European and American History, pp. 17-31 

Hall, Michael D. and Eugene W. Metcalf, Jr (eds. ), The Artist Outsider. Creativity and the 
Boundaries of Culture (Washington and London: Smithsonian Institution Press, 1994) 

Harrison, Charles, Francis Frascina and Gill Perry, Primitivism, Cubism, Abstraction: the 
Early Twentieth Century (New Haven, London: Yale University Press, 1993) 

247 



Harrison, Charles and Paul Wood, Art in Theory, 1900-1990: an Anthology of Changing 
Ideas (Oxford: Blackwell, 1992) 

Haskell, Francis, The Ephemeral Museum: Old Master Paintings and the Rise of the Art 
Exhibition (New Haven, London, Yale University Press, 2000) 

Herbert, James D., Fauve Painting: the Making of Cultural Politics (New Haven, London: 
Yale University Press, 1992) 

Heydenryk, Henry, The Art and History of Frames: An Inquiry into the Enhancement of 
Paintings (London: N. Vane, 1964) 

Horn, David, The Criminal Body: Lombroso and the Anatomy of Deviance 
(London: Routledge, 2003) 

Hudson, Kenneth: Museums of Influence (Cambridge: Cambridge University Press, 1987) 

Hyman, James, The Battle for Realism. Figurative Art in Britain during the Cold War 1945- 
1960 (New Haven, London: Yale University Press, 2001) 

Joubeaux, Herve and Pierre Falicon, Le Temps Retrouve chez Madeleine Castaing, exhib. cat. 
(Chartres: Musee des Beaux-Arts, 1997) 

Kallendorf, Craig W. (ed. ), A Companion to the Classical Tradition (Malden, Massachusetts: 
Blackwell Publishing, 2007) 

Kirk, Malcolm, Man as Art: New Guinea Body Decoration (Berlin: Taco, 1987) 

Kleeblatt, Norman L. and Kenneth E. Silver (eds. ), An Expressionist in Paris. The Paintings 
of Chaim Soutine, exhib. cat. (Munich, New York: Prestel, 1998) 

Kleeblatt, Norman L., `The Carcass and the Canvas' in: Tobias G. Natter (ed. ), Chaim 
Soutine. Ein Französischer Expressionist, pp. 30-41 

Klein, Mason (ed. ), Modigliani: Behind the Myth, exhib. cat. (New York: Jewish 
Museum; New Haven, London: Yale University Press, 2004) 

Krauss, Rosalind E., The Originality of the Avant-Garde and Other Modernist Myths 
(Cambridge, Massachusetts: MIT Press, 1986) 

---. `Retaining the Original? The State of the Question', in: Retaining the Original: Multiple 
Originals, Copies and Reproductions, Studies in the History of Art, Vol. 20 (Washington, D. 
C. 1989) 

Krebs, Sophie, Henriette Mentha and Nina Zimmer, Soutine und die Moderne, exhib. cat. 
(Basel: DuMont, 2008) 

Kris, Ernst and Otto Kurz, Legend, Myth, and Magic in the Image of the Artist: A Historical 
Experiment (New Haven and London: Yale University Press, 1979) 

248 



Kuspit, Donald, The Cult of the Avant-Garde Artist (Cambridge: Cambridge University 
Press, 1993) 

Lassaigne, Jacques, Soutine (Paris: Ferdinand Hazan, 1973) 

Leymarie, Jean (ed. ), Soutine, exhib. cat. (Paris: Editions des Musees Nationaux, 1973) 

Liberman, Alexander, The Artist in His Studio (London: Thames & Hudson, 1969) 

Lloyd, Jill, German Expressionism: Primitivism and Modernity (New Haven, London: Yale 
University Press, 1991) 

Loos, Adolf, Ornament and Crime: Selected Essays, trans. by Michael Mitchell (California: 
Ariadne Press, 1998) 

Ins Leere Gesprochen, 1897-1900, Trotzdem 1900-1930 (Vienna, Munich: Verlag 
Herold, 1962) 

---. Spoken into the Void: Collected Essays, 1897-1900, trans. by Jane 0. Newman and John 
H. Smith (Cambridge, Massachusetts: MIT Press, 1982) 

Loverance, Rowena, Christian Art (London: British Museum Press, 2004) 

Lustenberger, Kurt, Adolf Loos (Zurich, London: Artemis, 1994) 

Macdonald, Sharon and Gordon Fyfe, Theorizing Museums: Representing Identity and 
Diversity in a Changing World (Oxford: Blackwell, 1996) 

Marlborough Gallery, Chaim Soutine: 1893-1943,1973 

Mendgen, Eva (ed. ), In Perfect Harmony: Picture and Frame 1850-1900, exhib. cat. 
(Amsterdam: Van Gogh Museum, 1995) 

Milner, John, The Studios of Paris: The Capital of Art in the Nineteenth Century (New 
Haven, London: Yale University Press, 1988) 

Mitchell, Paul and Lynn Roberts, Frameworks: Form, Function and Ornament in European 
Portrait Frames (London: Merrell Holberton Publishers Ltd., 1996) 

Münz, Ludwig and Gustav Künstler, Adolf Loos: Pioneer of Modern Architecture with trans. 
by Harold Meek (London: Thames & Hudson, 1966) 

Musee d'Art Moderne de Ceret, Soutine. Ceret 1919-1922, exhib. cat. 

Musee de Chartres, Soutine, exhib. cat. (Chartres: Musee des beaux-arts, 1989) 

Musee de I'Orangerie, Les Arts ä Paris chez Paul Guillaume 1918-1935: 14 Septembre 1993 

-3 Janvier 1994 (Paris: Reunion des Musees Nationaux, 1993) 

Natter, Tobias G. (ed. ), Chaim Soutine: Ein Franzözisches Expressionist, exhib. cat. (Vienna: 
Jüdisches Museum, 2000) 

249 



Nelson, Robert S. and Richard Shiff, Critical Terms for Art History (Chicago: University of 
Chicago Press, 2003) 

Orton, Fred and Griselda Pollock, Avant-Gardes and Partisans Reviewed. - a Social History of 
Art (Manchester: Manchester University Press, 1996) 

Petzold, Andreas, Romanesque Art (Upper Saddle River, NJ: Prentice Hall, 1995) 

Price, Roger, A Concise History of France (Cambridge University Press, 1993) 

Raynal, Maurice, Modern French Painters, trans. by Ralph Roeder (New York: Brentano's, 
1929) 

Rhodes, Colin, Primitivism and Modern Art (London: Thames and Hudson, 1994) 

Restellini, Marc, Soutine, exhib. cat. (Pinacotheque de Paris, 2008) 

Rietlinger, Gerald, The Economics of Taste. The Rise and Fall of the Picture Market 1760 - 
1960 (New York, Chicago and San Francisco: Holt, Rinehart and Winston, 1961) 

---. The Economics of Taste. The Rise and Fall of the Objets d'Art Market since 1750 (New 
York, Chicago and San Francisco: Holt, Rinehart and Winston, 1963) 

Rubin, William, `Primitivism' in 20th Century Art: Affinity of the Tribal and the Modern, 
Vol. 1, exhib. cat. (New York: MoMA, 1984) 
---. Marks of Civilization: Artistic Transformations of the Body (Los Angeles, 1900) 

Sachs, Maurice, La Decade de l'Illusion (Paris: Gallimard, 1950) 

Silver, Kenneth E., Esprit de Corps: the Art of the Parisian Avant-Garde and the First World 
War, 1914-1925 (London: Thames and Hudson, 1989) 

---. `Where Soutine Belongs: His Art and Critical Reception in Paris Between the Wars', in: 
Norman L. Kleeblatt and Kenneth Silver (eds. ), An Expressionist in Paris. The Paintings of 
Chaim Soutine, pp. 19-40 

Simon, Jacob, The Art of the Picture Frame: Artists, Patrons and the Framing of the Portrait 
in Britain, exhib. cat. (London: National Portrait Gallery, 1996) 

---. `Frame Studies: II. Alan Ramsay and Picture Frames', in: The Burlington Magazine, Vol. 
136, No. 1096 (July 1994), pp. 444-455 

Smith, Sebastian and Andrew Birch, There Was a Young Artist Called... (Bristol: Sansom & 
Company Ltd., 2008) 

Soussloff, Catherine M., The Absolute Artist. The Historiography of a Concept (Minneapolis, 
London: University of Minnesota Press, 1997) 
---. The Subject in Art: Portraiture and the Birth of the Modern (Durham: Duke University 
Press, 2006) 

Stein, Joanna C., The Image of the Artist in France: Artists' Portraits and Self-Portraits 
Around 1800 (Ann Arbor, Michigan: University Microfilms International, 1983) 

250 



Stewart, Jane, Fashioning Vienna: Adolf Loos's Cultural Criticism 
(London: Routledge, 2000) 

Sylvester, David, Soutine 1893-1943 (Arts Council of Great Britain, 1963) 

Thrall Soby, James, Contemporary Painters, exhib. cat. (New York: MOMA, 1948) 
Georges Rouault: Paintings and Prints, exhib. cat. (New York: Arno Press for the 

Museum of Modem Art, 1972) 

Treglown, Jeremy, Roald Dahl, A Biography (London, Boston: Faber and Faber, 1994) 

Tuchuran, Maurice, Chaim Soutine 1893-1943, exhib. cat. (Los Angeles County Museum of 
Art, 1968) 

Tuchman, Maurice, Esti Dunow and Klaus Perls (eds. ), Chaim Soutine: Catalogue Raisonne 
(Cologne: Taschen, 1993) 

Vamedoe, Kirk and Pepe Kannel (eds), Jackson Pollock New Approaches (New York: 
MoMA, 1999) 

Vergo, Peter (ed. ), The New Museology (London: Reaktion, 1989) 

Vollard, Ambroise, Recollections of a Picture Dealer, trans. by Violet M. Macdonald 
(London: Constable, 1936) 

Warnod, Jeanie, `Soutine and the Artists of La Ruche', in: Ernst-Gerhard Güse, Chaim 
Soutine 1893-1943, pp. 23-30 

Waugh, Evelyn, Rossetti, His Life and Works (London: Duckworth, 1928) 

von der Weid, Jean-Noel, Musee de l'Orangerie. Visit Guide (Paris: art lys, 2009) 

Werner, Alfred, Amedeo Modigliani (London: Thames and Hudson, 1967) 

---. Chaim Soutine (London: Thames and Hudson, 1978) 

West, Shearer, Portraiture (Oxford: Oxford University Press, 2003) 

Wetzsteon, Rachel, The Collected Poems of Emily Dickinson (New York: Barnes & Noble, 
2003) 

Wheeler, Monroe, Soutine (New York: MoMA, 1950) 

Wilesnski, Reginald, Modern French Painters (New York: Reynal & Hitchcock, 1940) 

Williamson, Beth, Christian Art: A Very Short Introduction (Oxford: Oxford University 
Press, 2004) 

Wittlin, Alma S., The Museum: its History and its Tasks in Education (London: Routledge & 
Kegan Paul, 1949) 

251 



Wood, Paul, Varieties of Modernism (New Haven and London: Yale University Press, 2004) 

Wood, Paul and Steve Edwards (eds. ), Art of the Avant-Gardes (New Haven and London: 
Yale University Press, 2004) 

Zakon, Ronnie L., The Artist and the Studio in the Eighteenth and Nineteenth Centuries 
(Cleveland: Cleveland Museum of Art, 1978) 

Articles and Reviews 

Antin, David, `Biography', in: Representations, No. 16 (Autumn, 1986), pp. 42-49 

Bass, R., `The Circle of Montparnasse', in: Art News, Vol. 85, No. 3 (1986), pp. 144-145 

Bazin, Germain, `Un Nouveau Fauvisme: Aujame', in: Amour de 1'Art, Vol. 12,1931, pp. 
439-445 

Bosetti, Petra, ̀Chaim Soutine: Ein Toter Hahn Befreit von Aller Sünde', in: Art (Hamburg), 
No. 3 (March 1995), pp. 70-75 

Broderick, Herbert R., `Some Attitudes Toward the Frame in Anglo-Saxon Manuscripts of 
the Tenth and Eleventh Centuries', in: 4rbitus et Historiae, Vol. 3, No. 5 (1982), pp. 31-42 

Cahn, Isabelle, `Degas's Frames', in: The Burlington Magazine, Vol. 131, No. 1033 (April 
1989), pp. 289-293 

Campbell, Peter, ̀ It's a Crime! ', in: London Review of Books, Vol. 16, No. 23 (8 December 
1994), pp. 24-25 

Cone, Michele C., `Chaim Soutine in New York', in: Apollo, Vol. 148, No. 440 (October 
1998), pp. 52-53 

Cooke, Lynne, `Chaim Soutine, 1893-1943', in: Burlington Magazine. Vol. CXXIV, No. 955 
(October 1982), pp. 646-647 

Dauriac, Jacques Paul, `Paris, Musee de l'Orangerie: Collection Jean Walter et Paul 
Guillaume', in: Pantheon, Vol. XLII, No. 4 (October-December 1984), pp. 400-401 

Dorleac, Laurence Bertrand, `L'Ecole de Paris, un Probleme de Definition', in: Revista de 
Histöria da Arte e Arqueologia, No. 2 (1995-1996), pp. 249-270,505-518 

Dinter, David C., `Chaim Soutine's Sill Life with Rayfish', in: Bulletin of the Cleveland 
Museum ofArt, Vol. 67, No. 2, pp. 40-49 

Ernst, Wolfgang, ̀ Frames at Work: Museological Imagination and Historical Discourse in 
Neoclassical Britain', in: The Art Bulletin, Vol. 75, No. 3 (September 1993), pp. 481-498 

252 



Fisher, Catherin, `The Secret of Soutine. An Interview with Madeleine Castaing', in: Apollo, 
Vol. 135, No. 360 (February 1992), pp. 94-98 

Gaillemin, J. L., `La Donation de 1'Orangerie: 1'Affaire Walter-Guillaume', in: Beaux-Arts 
Levallois, No. 16 (1984), pp. 30-39 

George, Waldemar, `Soutine', in: Amour de 1'Art, Vol. 7 (1927), pp. 367-368 
`Masks or Faces', in: Apollo, Vol. 13, No. 77 (1931), pp. 271-281 
`Soutine et la Violence Dramatique', in: Amour de 1'Art, Vol. 14 (1933), pp. 150-152 

Gray, Nina and Suzanne Smeaton, ̀ Within Gilded Borders: the Frames of Stanford White, in: 
American Art, Vol. 7, No. 2 (Spring 1993), pp. 33-45 

Hahne, Heinrich, `Chaim Soutine, 1893-1943', in: Kunstwerk, Vol. XXXV, No. 2 (April 
1982), pp. 63-64 

Hammer, Klaus, `Der `Wilde' aus dem Stedtel: Chaim-Soutine-Ausstellung in Chartres', in: 
Bildene Kunst, No. 2 (February 1990), pp. 46-48 

Hoenigswald, Ann, `Vincent Van Gogh: His Frames', in: The Burlington Magazine, Vol. 
130, No. 1022 (May 1988), pp. 367-372 

Hoog, Michel, `La Collection Jean Walter-Paul Guillaume', in: Revue du Louvre et des 
Musees de France, Vol. XXXIV, No. 4 (1984), pp. 311-312 

Horowitz, Ira M., `Whistler's Frames', in: Art Journal, Vol. 39, No. 2 (Winter 1979-1980), 
pp. 124-131 

Indiana, Gary, `The Master in Spite of Himself', in: Art in America, Vol. XXII, No. 4 (April 
1984), pp. 172-175 

James, Merlin, `Soutine', in: Burlington Magazine, Vol. 140, No. 1144 (July 1998), pp. 502- 
504 

Joselit, David, `Notes on Surface', in: Art History, Vol. 23 (1) (March 2000), pp. 19-34 

Kiilerich, Bente, `Savedoff, Frames and Parergonality', in: The Journal of Aesthetics and Art 
Criticism, Vol. 59, No. 3 (Summer 2001), pp. 320-323 

Krauss, Rosalind, `In the Name of Picasso', in: October, Vol. 16 (Spring 1981), pp. 5-22 

L'Objet d'Art, No. 34 (2009), `Soutine ou le Lyrisme Desespere' 

Lee, Jane, ̀ Rethinking Soutine: the Truth and the Myth about the Peintre Maudit from the 
Russian Shtetl', in: Times Literary Supplement, No. 4758 (10 June 1994) 

Lingemann, Susanne, ̀Wilder Fremder oder Retter der Tradition', in: Art (Hamburg), No. 5 
(May 1998), pp. 84-85 

253 



Lowin, Joseph, `The Frames of Lorenzaccio', in: The French Review, Vol. 53, No. 2 
(December 1979), pp. 190-198 

Mai, Ekkehard, `Chaim Soutine, 1893-1943, Review of an Exhibition Catalogue', in: 
Pantheon, Vol. XL, No. 1 (January-March 1982), pp. 63-64 

---. `Westfdllisches Landesmuseum für Kunst und Kulturgeschichte, Münster. Ausstellung: 
Chaim Soutine', in: Pantheon Munich, Vol. 40, No. 1 (1982), pp. 63-64 

Mckendrick, Jamie, `Soutine, the Hunger Artist', in: Modern Painters, Vol. 7, No. 2 
(Summer 1994), pp. 107-110 

Merryman, John Henry, `A Report on Aspects of French Law Possibly Applicable to the 
Publication of a Seriously Defective Catalogue Raisonne', in: Art International, Vol. XVII, 
No. 1 (January 1974), p. 12 

Meyers, Jeffrey, `Modigliani and the Artists of Paris', in: Apollo, Vol. 164, No. 533 (July 
2006), pp. 26-33 

Mitchell, Paul and Lynn Roberts, `Burne-Jones's Picture Frames', in: The Burlington 
Magazine, Vol. 142, No. 1167 (June 2000), pp. 362-370 

Moore, Susan, ̀The Art Market', in: Apollo, No. 516 (February 2005), pp. 90-93 

Nochlin, Linda, `Painted Women', in: Art in America, Vol. 86, No. 11 (November 1998), pp. 
106-111 

Paulin, Tom, `Man Walking the Stairs', in: Modern Painters, Vol. 12, No. 3 (Autumn 1999), 
pp. 52-53 

Penny, Nicholas, `Frame Studies I. Reynolds and Picture Frames', in: The Burlington 
Magazine, Vol. 128, No. 1004 (November 1986), pp. 810-825 

---. `The Study and Imitation of Old Picture Frames', in: The Burlington Magazine, Vol. 140, 
No. 1143 (June 1998), pp. 375-382 

Poseq, Avigdor W. G., `The Hanging Carcass Motif and Jewish Artists', in: Jewish Art, Vol. 
16-17 (1990-1991), pp. 139-156 
---. `Soutine's Paraphrases of Rembrandt's Slaughtered Ox', in: Konsthistorik Tidskrift, Vol. 
60, No. 3-4 (1991), pp. 210-222 
---. `On Ugliness, Jewishness and Soutine's Self-Portraits', in: Konsthistorik Tidskrift, Vol. 
63. No. 1 (1994), pp. 31-52 

---. `Right and Left in Soutine's Last Landscapes', in: Word and Image, Vol. 11, No. 1 
(January-March, 1995), pp. 31-36 

`Soutine's Two Paintings of Pigs', in: Source, Vol. 14, No. 2 (Winter 1995), pp. 38-46 
`Soutine's `Flowers of Malaise", in: Source, Vol. 16, No. 3 (Spring 1997), pp. 24-29 
`Trees and Cathedrals in Soutine', in: Source, Vol. 17, No. 1 (Autumn 1997), pp. 25-33 
`Soutine's Dead Fowl as Metaphors of Sexuality', in: Konsthistorik Tidskrift, Vol. 66, 

No. 4 (1997), pp. 251-260 

---. `Soutine's `Haptic Perspective', in: Arbitus et Historiae, Vol. 19, No. 37 (1998), pp. 153- 
161,202-203 

254 



---. `Soutine's Paintings of Sad Children', in: Konsthistorik Tidskrift, Vol. 67, No. 1 (1998), 
pp. 7-18 

Randall, Lilian M. C., `Exempla as a Source of Gothic Marginal Illumination', in: The Art 
Bulletin, Vol. 39, No. 2 (June 1957), pp. 97-107 

Sachs, Maurice, `Soutine', in: Creative Art, Vol. 11, No. 4 (December 1932), pp. 272-278 

Savedoff, Barbara E., `Frames', in: The Journal of Aesthetics and Art Criticism, Vol. 57, No. 
3 (Summer 1999), pp. 345-356 

`More on Frames', in: The Journal of Aesthetics and Art Criticism, Vol. 59, No. 3 
(Summer 2001), pp. 324-325 

Schama, Simon, `Gut Feeling', in: New Yorker, Vol. 74, No. 13 (25 May 1998), pp. 112-118 

Schwabsky, Barry, `Chaim Soutine, Jewish Museum', in: Artforum, Vol. 37, No. 1 
(September 1998), p. 148 

Shone, Richard, `Soutine', in: Burlington Magazine. Vol. 131, No. 1041 (December 1989), 
pp. 866-867 

Simon, Anne, `Framing Lives: The Narratives of Behaviour in Der Ritter vom Turn', in: 
Daphnis. Zeitschrift für Mittlere Deutsche Literatur, Vol. 28 (1999), pp. 35-59 
-- -. "Framing the Dame: Text and Image in Der Ritter vom Turn', in: Oxford German 
Studies, Vol. 30 (2001), pp. 52-79 

Snell, Robert, `Turbulence and Torment in the Pyrenees', in: Times Literary Supplement, No. 
5087 (29 September 2000), p. 19 

Stevens, Wallace, `Two Letters', in: Yale Review, Vol. 85, No. 2 (April 1997), pp. 51-53 

Tuchman, Maurice, `What is a Catalogue Raisonne? ', in: Art International, Vol. XVII, No. 1 
(January 1974), pp. 12-13 

Yau, John and Rachel Stella, `Madeleine Castaing Reminisces about Chaim Soutine', in: Arts 
Magazine, Vol. LIX, No. 4 (December 1984), pp. 71-73 

Reference Works 

Benezit, E., Dictionnaire Critique et Documentaire des Peintres, Sculpteurs, Dessinateurs et 
Graveurs (Paris: Grund, 1999), T. 13 
---. Dictionary ofArtists (Paris: Grund: 2006), Vol. 13 

Delarge, Jean-Pierre, Dictionnaire des Arts Plastiques Modernes et Contemporains (Paris: 
Grund, 2001) 

255 



Hall, James, Dictionary of Subjects and Symbols in Art (London: John Murray, 1996), revised 
edition 

Murray, Peter and Linda, Oxford Dictionary of Christian Art (Oxford, New York: OUP, 
2004) 

"UNIVERSITY 
OF BRISTOL I 


