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SOUTINE, Chalm (1894-1943)

1894 Born at Smilovitch, near Mingk, Lithuania, the tenth of eleven children,
His father, a tailor, wished him to take up the same trade, - The familj
lived in the ghetto in great poverty. While still a youngster, Soutim
ran avay from home, Already at Minsk, he showed an interest in painting,

Enrols at the School of Fine Art, Wilmo earning his 14 a8 :
to a photographer, 4 2 ; ving as "W

Through the kindness of a doctor, whose acquaimtance he has made, Soutine

is enabled to go to Paris.  He attends the Eeole des Bupxnlﬂg ~ e
Cormon's class. g Fryanh Feintery 184042 1944

Lives at La Ruche (The Hive), the well-known community house in the sue =

de Dantzig, near the Vaugirard slaughter-houses. Makes friends '

the butchers and slaughterers, who lend him quarters po Bl

to time, to serve him as models. L Sicle, Geneves J940N
; . ¥ ] 4, Dol

Strikes up friendshipe with many artists and writers living at Ruche:
m" » Laurens, Lipschitsz, Kremegne, Blaise Cendrars, F“mkm 'y
others.

Down and out, in despair he tries to hang himself, His compatriot, the
painter Kremegne, prevents this.

He meets Modigliani and they become fast friends, Modigliani,
hgatshkmwtheaﬂdulwzbomnn,mmmm-

On Zborowski's advice, he moves to Ceret. His landscapes of this perdod
are among the t4nsemt, most highly strung of his career.

Profoundly affected by Modigliani's death.
Returns to Paris, bringing back with him more than 200 pictures.

Jamary 1: Dr. Barnes, who is getting together his famous collection,
buys about a hundred pictures by Soutine,

Stays at Cagnes.
Does many portraits, including a series of choirboys.

Stays at Chatelguyon. Meets M. and Mue, Castaing, with whom he lives in
the Chateau de Leves, near Chartres. The affection and 11ity he
finds here is reflected in the growing calmness of his pictures. Never-
theless, his art remains at bottom one of profound despair. He is
obsessed by a craving for solitude, No longer to be seen at Montmartre,
he also refuses to take part in exhibitions.

A refugee at Champigny-sur-Vende, in Touraine. Rushed to Paris for an
emergency operation for perforated intestine. Operation scessful
and Soutine dies on August 9,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

The Museum of Modern Art Archives, NY

Collection: Series.Folder:

MW | 1I.93

SOUTINE, Chalm (1894-1943)
BIBLIOGRAPHY

Maurice Raynal, Anthologie de la Peinture en France, Paris, 1927; New York,
1928; Elie Faure, Soutine, Paris, 1928; Waldemar George, in Le Triangle, 1928;
Basler and Kunstler, La P

La Rochelle, in Formes, 1930; Raymond Escholier, La Peinture Frangaise au

IX° Siecle, Paris, 1937; R. H. Wilenski, Modern French Paimters, London, 19443
Bernard Dorival, Les Etapes de la Feinture Frangaise Contemporainme, Paris, 1948j
Marcel Zshar, Fanorsma des Arts, Faris, 1948; James Thrall Soby, Contemporary
Painters, New York, 1948; Maurice Raynal, Feintres du Xx€

René Huyghe, Les Contemporains, Pards, 1949. e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MW .43

The Museum of Modern Art Archives, NY |

s living
£p¢ goes on ﬂiﬂm

So Choegm, whieh &-m}:’
should communieste . .. .

1ol f<ropitattl) w

-

wrprd ol we S oy
=LCWG L0 rRan




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY |
MW .93

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-impress-

ionists, notably Gauguin and van Gogh, have put in the general mind

and in the repertory of journalism about art, a concept of melodramatic
greatness. FHere was another such generation.

Modigliani, even in the year of his death, drugged and
debilitated, kept his extraordinary facility, and never departed from
his same felicitous type of picture qntil the end. Pasein indulged
his sensuality and wild, cynical humor until it turned to despeir,
then resolutely cut his life short; he did not linger over it to
say what it meant. Utrillo's alcoholism and illness were a living
death for many years; but he has risen from 1t, and goes on painting
in blissful simplicity.

Soutine was the least calamitous and least dissipated of the
four, but perhaps the saddest. For as his art developed,it offe-ed
no distraction from his anxieties, animosities and self-reproach —-
no escape., Not that he intended any ?fTECt of autobiography by means
of his art. But from an early age he used his hardship, pessimism and
truculence to set a tragic tome for his painting, irrespective of its
subject matter. Limiting the themes of his work to conventional
categories -- still 1life, landscape, portraiture and picturesque
figure-painting -- he would always charge \is pictures with extreme

implications of what he had in wind: violence of nature, universality

1
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of hunger, and a peculiar mingling of enthusizsms and antipathies.

Wihich came first? Did his art sadden him so that it cast an
irremediable shadow on his way of 1ife? Or was his experienece of
life so grievous that his art could expresss nothing but grief and
bitterness? It seemed a vicious circle. In any case, instead of
relieving his mind, the intense seriousness of his artistic effort
only dug deeper the melancholy channels of his thought.

But in his werk as a mature artist there is an entire range
of his reactions to tragic themes which is not tragic at. alfsl ik
is instead exhuberant and joyous. For foutine was highly sensitive
to contrasts and elashes in humenity and nature, not only life
versus death, good versus evil, but also wealth versus poverty and
elemental forces versus conventions. And whenever his work went
well, he had a2 wildly excited sense of th= strength of his own

personality transcending them.

Chaim Soutine was born in 1894 in Smilovitchi, a sombre
village of wooden houses twelve miles from Minsk, in the Lithuanian
part of Western Russia. He was the tenth of eleven children of a
miserably poor Jewish tailor who wanted him to become a shoemaker.

But he was a born painter. In later years he recalled his

infant delight in the vari-colored =ffects of sunlight on the wall

beside his bed, before he was able to talk. At the age of seven,

he so desired a colored pencil that he stole some utensils from his
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mother's kitchen in order to buy one, and was punished by two days
Incarceration in the family cellar. Sometimes in rebellion against
the family 1ife, with so many elder brothers and sisters in small
quarters, he would run away an. sleep in neighboring farm buildings
or in the fields. He was an inattentive, unsatisfactory student,
and at one point was expelled from school.

But by the time he was 16 he had begun to be an artist. He
made friends with a simpleton of the willage and produced a likeness
of him. He then had the temerity to ask the rabbi to pose for his
portrait. The rabbi's son, feeling th:t his father had been insulted,
met him at the door and beat him so brutally that it took him a week
to recover. His mother threatened to bring suit and was appeased by
a contribution of twenty-five roubles toward her son's education.
#ith this sum of money he set out for Minsk to study painting,
accompanied by another boy of the village, Michel Kikoine. ZTheir
first teacher weas a man named Krueger who guaranteed success after a
three-months' course.

A 1ittle later the two aspirants went on to the School of
Fine Arts in Vilna; at first Soutine failed in the entrance requirements,

but one of the teuchers gave him private instruction and he was

admitted, and followed the school's courses for three years. A

friendly doctor of Vilna contributed something to his support, and
in 1913 helped him to make the greaut journey to Paris, where he found

Kikoine, and another fellow student of Vilna, Pinchus Kremegne.
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He enrolled in Fernand Cormon's class at the Bcole des
Beaux-Arts where van Gogh and Toulouse-Lautrec had also studied;
but this further academic opportunity seems not to have given him
Satisfaction. Before long he e:tablished himself independently on the
Lefz‘Bank.lat first in a humble studio in the Cité Falguiére (p. 3&3,

% began to work out his artistic salvation, very slowly, with
changes of mind as to his manner and subject matter, in dire poverty.
Later he moved to an old building transformed into studios, in the Rue
Dantzig known as §§§ ﬂggggr,ﬁghe Beehive,” where Chagall, Kisling, and
sy, other artists lived.

Soutine was never & very sociable or friendly man, but at this
time he became acquainted with = - - - »
Sheng—thottageth,, Loaurens, Cendrars, Pascin, Lipehitz, Miestchaninoff,
Weatdmm, Coubine and Zadkine. lone of them appear to have influenced
him especially, but Lipchitz introduced him to Modigliani,.and
Modigliani brought his work to the attention of the perceptive and
courageous deazler, Leopold Zborowski.

"e have an excellent self-portrait painted when he was about
twenty-three years old (p. ii:ﬂaﬁ?;ﬂzn): a raw-boned truculent but
sensitive youth‘$¥éeh anyone who knew him in his mature yegrs would

instantly recognize. Modigliani painted him twice, with a more brooding

and peaceful face than in his own portrayaly (p.iEQ.In the late twenties,

when the writer first saw him, he was pale and slender, hypochondriacal,

and under doctor's orders as to hls food and drink.
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Elie Faure, though dwelling at length upon Soutine's Jewish
origin (bihl.‘é;), said that he looked rather Slavie, more like a
Kalmuk or a Fartar, and that the most constant of his moods was the
characteristically Slavic "longing for things too changeable or
flexible to lay hands on." The expressions of his face varied a great
deal, sullen or suspicious, timorous or arrogant, but upon occasion
as friendly as a child's. A man of slight stature, he moved in an dﬂ{
uneasy or evasive way, a little one-sidedly. His small and delicate
hands suggested a more meticulous way of painting than he ever
practised. Occasionzlly he took pains to be well dressed, but his
clothes seen became shabby and dirty. At the end of his life his
cheeks grew hollow, his full 1lips drooped with a suggestion of
boredom or bitterness, but when he spoke his black eyes still
glittered with remanticism about himself and his art.

The orthodox faith of his fore-fathers seems never to have
meant very much to him. In his mature years in France he suffered n_o
anti-Semitic persecution nor even any notable injustice on that
account. But he did feel an exalted self-consciousness as a Jew and
a sense of historic import in his migration from Eastern Lurope to
the world capital.

More painting has been done in France in this century by
immigrants from Eastern European ghettos than the Jewish nation has
produced in all the centuries gone by. Hhether# heir own religious
traditions, or by th= repressioniand injusticesof others, Jews had

previously been kept out of the arts almost entirely. Suddenly,

but
there they were in the vanguard, uprooted ®¥ quickly digging in everywhere,
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mixing in everything, playing a great role in civilization.

may be that for Soutine and for other of his
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fellow artists in Paris, the important thing was not the sense of race re-

pression but the opposite, the rapidity of liberation == what we now call

vertical social mobility — and its consequences, psychological and othj:l}j.se
Concenlraled upon Therr advancements inde a/f"d/g .
It made them bold, even insolent:{ but it Z

suer
kept them under continuous strain, J"in.macm-ex and perhaps incredulous. Those

days of their youth seemed too good to be true.

Soutine's career, notwithstanding the loneliness and penury of the
beginning, was a success-story. By the time he was thirty-five, the whole
world of art had heard of him, and there was a ready market for anything he
cared to paint. To any of his family in Smilovitchi this would have seemed
a miracle; and so it did to Soutine himself. But he always thought of himself
as a wanderer and an Ishmael, no matter how successful. He expected the worst
of everyone, even of himself, And in all his extraordinary and implausible
life, he achieved no real self-assurance, no comfort or any great illusion
except about art. When his life-story drew to an untimely close, with the
various hindrances to his painting, isolation and fright during the war, it
must have come as no great surprise to him,

All those young foreign artists in Paris had one thing in cormon,

They were high-minded. They had come there to seek their fortune by means of
art, but on the other hand they declared, and as a rule seriously meant, that
art was to come first, before fortune. If they failed of celebrity and worldly
rec mpense, they would fall back on the prepared position of "art for art's
sake': disbelief of critics, suspicion of dealers, contumely for collectors,

But almost to a man they were sincere. Having left religions behind them

with their various family affections and customs of childhood, they now

brought to the pursuit of art a kind of religiosity. Soutine was a less
gregarious man than most, with nothing Messianic about him; no leadership,

no eloquence. But it did seem to him inevitable, perhaps suitable and agreeable,

that he should be somewhat martyred for his art., There were times when he seemed

Py
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to insist on maladjustment with his fellow men, to relish hostility, and teo
prefer distress,

Zborowski, his dealer, said that France was paradise for Soutine because
it was a place where he could sit on a park bench and not be ordered away by
a policeman. When he wore no hat, and Zborowski remonstrated with him, he
replied with rare humor, "I can't go around like the Tsar every day," Such
petty details of his youth in France were the subject of Soutine's own con-
versation in later years, no less than of his friends and admirers. He made
a legend of his personal life, or rather a series of legends, boasting of all
his mishaps, his hardships, and peculiarities of his character, He was afraid
of coming to be like other men, and losing his singularity as an artist, his
potency and magic. He also believed that a painter should stay poor, at
least should never settle down with savings and a regular income., Now and
then, when he made considerable sums of money, he apparently took pleasure
in getting rid of it, reverting as quickly as he could to the status guo ante.
Part of this may have been a real taste for disorder and squalor, but part of
it was his mysterious reverence for himself just as he was at the time when
his talent first made itself manifest.

With all this he had an unappeasable dislike and mistrust of middle-class
ways, middle-class personal relationships and business practices. To convince
him of one's true admiration, one had to keep absolute fidelity, and not have
any of his rivallyj work. DNone of his collectors, even the most enthusiastic and
exclusive, quite succeeded in persuading him that their principle interest
might not be to resell at the earliest opportunity and make a profit. On the
other hand, mere benevolence seemed to undermine his independence. It seemed
beneath his dignity as a man of the people and as an artist of consequence,

to accept kindnesses.
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One of the anecdotes #= which we can most clearly glimpse him is

Marcellin Castaing's account of their first meeting, He and his wife had
Just begun to take interest in modern art, investigating the new reputations
and buying a little, Modigliani recommended his young friend from Smilovitchi
and told them that he needed help. Soutine was too shy to meet them indoors
and gave them a rendezvous on the sidewalk in front of a cafe. There they
found him pacing up and down, unprepossessing, overwrought, not at all friendly,
with a canvas under his arm. M. Castaing was impressed by his work, there
under the streetlight, but wanted to come to the studio where there might be

a greater number of pictures to choose from. Soutine would have none of it;
"You don't like my painting, you only want to help me. If you had given me
one franc for my picture I would have taken it. Then he stalked away by
himself and the Castaings saw nothing more of him for many years.

Perhaps no man ever was more greatly and effectively befriended by
various art-loving women,. distinguished in their several ways. But his
disbelief in respectability, his horror of feeling honorbound or dutybound
to anyone (art had to be his one and only bondage) made him upon occasion
unfriendly and even reprehensible in his dealings with hdm, They seemed more
bourgeois than men; comfort-loving, security-seeking, clinging, dangerous to
the dedicated and embattled artist. In all his affections there was an

admixture of pity; and pity of women led to entanglement and the desire not

to be entangled inspired in him pesentment and cruelty.

There is a terrible tale of one unfortunate woman, coming in all honesty
with a claim upon him. But he did not think her honest, or perhaps suffered
so frantic a dread of responsibility toward her that his thomghts did not
function at all normally. He raged at her and refused and refused. At last,
to make the refusal the more final, he showed her some thousand franc notes
which he could have given her but would not, then threw them in the fireplace

and burned them before her eyes. X v
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His love of painting, his morality of painting/\(as in the case of

Gauguin) gave-him an excuse for any such ruthlessness. His sense of wocation
made him pitiless. On the other hand, painting also served as penance and
atonement. But he was neither a dull nor a complacent man, and now and then,
in his portraits of evidently heartbroken, over-submissive or hard-bitten

women, he may have been referring to harm he himself had done,

[ -~
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Soutine said that in his early days in Paris, as long as he painted
in a reasonably conventional or decorative style, he had no difficulty selling
enough to support himself. Was this a boast, or was it bitter irony? He
came to Paris in 1913; we do not hear of a dealer advaneing him money until
1919, or of a collector buying any amount of his work until 1923. Ten years! w—
In which, if a youngster has to live by his brush he must produce an immense
number of canvases. Be this as it may, the hardship and jeopardy he must
have endured in that decade are scarcely imaginable nowadays. He admitted to
his :E‘r:l.er:lg:“::gg'.k:uail.:lsclJ that he once was driven by lmger to commit a theft of
bottles which he exchanged for bread, even as at Smilovitchi he had stolen
kitchen utensils to procure his first colored pencil., But somehow he managed.
There are ups and downs in the lives of all such opportunist young men which
they themselves can scarcely comprehend a few years later; and whoever is up
will help his friends who are down. We know that, on occasion, Modigliani,
though ten years older and already celebrated, came and slept on Soutine's
floor, and afterward told of how the bedbugs tormented him until he removed
all his clothes and poured water in a magic circle on the floor around him,
One of the earliest deseriptive references to ?‘uibg's way of painting alao
came from Modigliani's lips. By that time‘z‘ﬁ'—ﬁm gravely addicted to drugs,
as well as alcohol, and as he was commencing a bout of intoxication he remarked,
"Everything dances a,round me as in a landscape by Soutine."

There magzmamreferemea to Soutine's drinking to excess in his youth.
But he soon had to discipline himself against any such indulgence. He always
suffered from chronic nervous indigestion. This was probably engendered by
the irregular and insufficient nourishment of his boyhood, and surely aggravated
by every trait of his psychology. This condition developed into a series of

8tomach ulcers so that, to avoid pain, what he ate and m gsoon became a
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matter of extreme concern to him, And, characteristically, he made his ab-
stemiousness a matter of morality as well as therapy, a kind of puritanism for
art's sake, and took pride in it., Decliring to drink, instesd of referring to
his health, he would say, "No, I must not let myself be corrupted."

For Soutine never forgot that he had come to Paris to paint like the
masters he idolized. In the early years he talked mainly of Tintorette and E1
Grece. His enthusiasm for Rembrandt developed a little later. He professed mot
to like van Gogh, but it seems evident that van Gogh's late Provengal landscapes
must have emboldened him in in his early approach to both landseape and por-
traiture.

However, the detection and expounding of the influences which contribute
to the formation of a young artist's style is not one of the branches of art
scholarship which can be made very exact. He may study for years with a famous
master, but it may be some reproduction in a periodieal, or a casual conversation
in a cafe with a friend, perhaps not even an artist, which may give him the cue
to his own important message and latent originality.

Soutine must surely have been acquainted with German expressionism. He
knew Chagall, who had appeared in German magazines, along with Nolde, Ensor,
Sehmidt-Rottluff, Corinth and Kokoschka, And the boldness amd extreme color-
fulness of Les Fauves must not have escaped his attention. But to counterbal-
ance this, we see how Soutine responded delightedly to certain promptings of the
work of one of the most intensely Freneh painters of the century, Bomnard, as in

his early Still Life with Cheir (p. %x). For Paris, in the opinion of Eastera

and Central Europeans as well as Frenchmen, was the capital of world art, and

all these gifted young art-immigrants thought of themselves as Parisians. Whate
ever traditions of their native lands they may bave brought with them, they were
never entirely happy to be regerded by French critics as profound primitives orf

thrilling barbarians,.
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In the earliest work of Soutime which has been preserved, he showed
neither a marked academie facility nor any decisive revolutionary purpose., His
development was more a matter of intuitive gestation than of deliberate immovation
or experiment, As a matter of course, in the art school at Vilma, and at the
Beaux-Arts under Cormon, he was taught a kind of nineteenth-century realism, dark
and painsteking. There is something of this to be seen in the Still Iife with
Soup Tureen (p. ;) s a rather awkwardly formal arrangement enhanced by luminous
whites and warm shadows. The Spotted Vase with its yellow flower, a year or so
later, seems less conseious of modernism, with a discernible influence of Matisse.
His dramatic treatment of fish and fowl appears first in the serpentine Still Life
with Fish (p. ﬁ with exaggerated, protrusive eyes, and gaping, almost gasping,
mouths. Then came the Still Dife with Fheasant (p. ;’;), slender bird, suspended
over a pattern of apples on a marble table top; and the Brace of Pheasants with
the sunshiny yellew eloth under them, All are simply youthful Farisian work,
not for all their vigor indicative of a very forceful temperament or great spirit
of innovation. But in the dramatic Still Life with Fish we see the Soutine of
later years powerfully foreshadowed. The great mouth gapes, almost gasps. The
eye protrudes in fearful intensity — the dead forms as vigorous on the slanting
table as in their wild existence under water. Brilliantly executed as to brush-

work, the Reclining Woman (p. %Z} is his first suecessful attempt to render the

lerge areas of white which he was to carry to greater perfection in the great fig-
ure paintings ten years later. In all these "La Ruche" works one perceives only
the commencement of the emotional intensity whieh was soon to follew,

Another subject which preoecupied him for a while at La Ruche was gladioli
(eolor plake p. é‘). He painted seversl canvases of more or less the same vase-
ful, and the point of his fascination and research in them all seems to have been
the play of thick but sinuous stems and flaring red blossems. It may not have
been so much the true forms of the leaves and petals which appealed to him as the
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blood-redness, fire-redness, which he rendered like little licking flames.

This sinuousness, like wind-whipped plumage, struck his imagination in
other ways. One of his first notable landscapes is the View of Montmertre (p. e,
evocative and strong, with its pagods-like buildings., The trees show the first
use of the fine dense emerald greens that, no less than scarlet and mother- of-
pearl, were to become synonymous with his name. Closely related to this is the
vigorous Landscape with Church Tower (p. x waim), in which we observe a
singularity that was to recur frequemtly in his work for a number of years —
everything violently inelines to the right. In the great case of El Greeco there
was a somewhat similar trait, a twisted perpendicularity in canvas after canvas,
and some crities on Spanish art have suggested that it may have derived from a
disorder of eyesight. The slanting landscapes of Soutine might be explained in
some such way, but if the trouble was optical, he was presently to recover from
it.

In 1928, Waldemar George (bibl. %) pointed out that the shock of Soutine's

way of painting was not so much a matter of form, deformation and malformation,

as a certain wildness of rhythm loosed on the canvas, twisting in every lineament

of nature and human nature; "It bends and shakes his figures as though they had
St. Vitus' dance, Harmonious still lifes, flowers and fruits, it reduces to rags
and tatters. Houses oscillate on their foundations.and move srdently hither and
thither in the landscape, turning it topsy-turvy as in a series of seismie shocks.™
These sentences of clever synthesis referred to Soutine's fully mature work, but
we may note that as early as 1919 in paintings done in Paris and in Cagnes on the
French Riviera he had broached the main themes of his life work and strongly
hinted at his later styles.

In this year Zborowski, now developing a serious interest in him, proposed
his going to assmall town in the Pyrenees called Ceret, where he stayed the greater

part of the next three years.
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The vehement and idiosyncratic style that he developed there shocked all
of Soutinds contemporaries, and we still feel a strong impact and some confusion
as we look at it today. It is as though this young man of thirty years age felt
that he had a world-shaking message.,

The landscapes of the FPyrenees seem, indeed, to be shaken by some cosmiec
force; the architecture becomes flexible and billows like a canvas, the trees
reel and stumble about, and the colors seem to have been wrested hungrily from
the spectrum; his palette seemed to enter the dance with his forms, the coler
of one thing whirling away with the form of another.

Was Soutine at this time what might be called an abstract expressionist?

In the blue and yellow Village Square (p. Q) » the actual representation of the

hill town contributes little to our enjoyment, but we see that it contributed
greatly to Soutine's inspiration. What inspired him was the configuration of
the external world, though none of the details contributesy to verisimilitude
impressed him very much. In exuberant celebration of the natural forms, he
developed upon his canvas supernatural jewel-like pigments and arbitrary rugged
textures, and carried the over-all pattern so far that we scarcely know or care
what it represents. But it expressed what inspired it with a force of emotion
stronger than most abstract canvases. It may be that emotions can only be
strongly expressed with allusion to some view of external reality, and that no
matter how far the painter departs from it, he ean still convey a greater impact
of emotion than in a work disconnected from specifie subject matter. But in any
cage, for Soutine, the communication of feeling in which he excels must speak of
what be has experienced, whether or not he can meke this communicetion clear,
The three years from 1919 to 1922, spent for the most part at Ceret, were
the most prolific of his life; during this time he painted over twe hundred
canvases, His accelerated production has been attributed to his alarm at the

death of his friend Modigliani, who died &h 1920 at the height of his carser,
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Tuined by dissipation and distress. The suicide of Modigliani's young wife dur-
ing the funeral gave it a note of Greek tragedy amid the aspirations of the
studios and the frivolities of the cafés. The ealamitous extinguishment of this
artist of greater facility and more fortunste background must have caused all of
his friends to doubt the feasibility of thédr wild, artistic way of life, and it
is possible that the emotions precipitated by this event expressed themselves in
certain twmltuous and obscure canvases which Soutine did at the time,

During this significant phase of his career he appears, above all, to
have been seeking a new style. And the real tragedies in his mind were those
of the striving of art, with tragic excesses of zeal, and unreasonable degrees
of dejection when the work miscarrieds His previous work, although in a style which
seems to verge upon that of his maturity, disappointed him; otherwise he would
have gone on with it.

Of all the phases of Soutine's painting, this is the least legible, the
hardest to understand, and the most rapid in experimental tran#itions. The
sombre, interspersed colors of the Ceret pictures, the upheavals of ambiguous
and repetitious form, constituted a tremendous experiment, a determined re-
search, camvas after canvas,

At times like these, art may provide its own themes of emotion, if not
its subject matter; dissatisfaction with the more or less tragic expression
in one canvas provides tragic intensity for the next. It was a peried of
despair, but teeming with accomplishment, Anguish
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there was, but the greater part must have been, as at other turning points in
his work, perfectionism and self-criticism, Zborowski told of having visited

him 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. Zorowski hastened out to buy food. Upon his return he found Soutine
in a frenzy of hysteria, endeavoring to set fire to the paintings.

One reason the Ceret paintings have gone relatively unnoticed and
unliked is that they are rarely seen (Soutine did destroy a great many of them)
and in black and white reproduction they are almost indecipherable. Even in
a color plate the range of colors is so close and prismatic that the reduction
in size defeats the eye. Each contains a wonderful mass of the colors of
rather dark semi-precious stones, peridot green and jargoon-brown, bloodstone
and a suggestion of amethyst. Whether they are,Ceret orAsome other hill-townm,
we cannot always be sure, but what we look for is not factual detail and

positive proof oi place and date, but coherency and relatedness of forms, This

we do find, gaﬁ)\y;_a can keep Soutine's several sets of landscapes apart in our
minds: especially those of the Oriental Pyrenees and the Maritime Alps,

One of the @eret canvases that illustrates his experimental frame of
mind is the View of Hills <{p+amcO:Ms} in earthy pigments with something of
cubism at the center of the design and an almost abstract pattern of pyranids
and diagonals. The more energetic &mh__e View of Ceret (p. r.) b
deals with similar rudimentary architectural forms, but the entire agglomera-
tion of trees and houses all tilt one way like breakers against a shore.

(5P i)

The Hill is a knotted design which makes one think of "The Book of

Kells"; the trees and buildings have been completely metemorphosed and seem
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to twist in eveﬂ-asting torment., The Landscape &% Greoliersg is still more
mysterious, with bare]:y decipherable hill top, ascending road and tipping walls.
WM@MM’&@ of green, yellow and red’ in-elmest-ewapy-sidioies
In Red Roofs (p. g m:* the buildings are piled above one another to make
a gigantic tower which the trees threaten like boa constrictors, and the reds
of the roof tiles seem to shift about in the air,

One of the most ex'tenﬁive and formal of the Ceret series is the general
View of the Village (p. :ﬁ;ém) with a great wall of the Pyrenees
darkly wooded across the center of the canvas against which roofs and pointed
foothills are pitched like tents. At the right, several figures are sumnarily
indicated in strange gesticulating attitudes.

It is important to note how little room for sky is allowed in these
Geret paintings. This may be because of the oppressiveness of the over-hanging
mouhtains., But even p;ri:en it doés appear, it is painted rather like foliage,
and has no real vacuity or airiness.

Certainly one of the finest of the Ceret group is the large upright

51
Gnarled Trees (p. 1&&&) with its magical fusing of autumnal reds, greens
and yellows, inesSemyesémeler 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,

m 1;11;;{ f&ﬁ;ﬁ% portrait of this period is the Man in a
Green Coat #x.,u m}\, a long-nosed, inquiring-eyed man whom he
painted three or four times. In this large and simple composition Soutine
has eschewed almost all characterization; he has treated the form like a tree
or a building in composing the curves of the arms, the slope of the chest,
and the folds of the cloth; the cheek leaning against the hand like one wall

on another; the other cheek in a cloud of erimson,




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

| Collection: Series.Folder:
l The Museum of Modern Art Archives, NY MW

.93

- 17 =

It was said in Montparnasse, with no denial on Soutine's part, that
his first sale of a picture after coming to Paris was to Arnold Bennett, the
English novelist. But the most important stroke of fortune in his life was
the acquisition of his pictures by Dr. Albert C. Barnes of Philadelphia, in
the winter of 1922-23, Michel George-Michel (bibl. g} relates how Zborowski
and various friends and fellow-artists were alerted by Paul Guillaume to
assemble a showing of virtually the entire production of the young artist, and
Dr. Barnmes bought a great many. Although Soutine was not enriched by this,
or not for long, it made him something of a celebrity in art circles in Paris,
Guillaume quotes him as expressing his astonishment: "It's incredible! All
sorts of people want to lend me money."

Free to go where he liked, his next move was to return to Cagnes, and
there he turned his back on ten years of versatility and on certain potentials
of his talent which he was never to attempt again, He came to detest almost
all his youthful work, and the presence of so much of it in collections was
a vexation to hir all his life, But the importance of the work of Ceret in
his career cannot be overestimated. From this point on, one has no further
sense of his feeling his way or mistaking it, After 1923, he always seemed to
know exactly what he sought in his art, and never seemed to doubt its wvalue
and consequence. He was no longer youthful, that is, he was only capable of

development, not of change.
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Soutine had been in Cagnes before, in 1918, and also during intervals

of his stay at Ceret, and it is possible to misplace the origin of certain

landscapes and portraits. But the most notable characteristic of Soutina'-ﬁ
o 2alicre Loernity
talent uas‘his fascinated concentration Afomsﬂfnd his acute sensibility to

the light :? different M-aeayee-' In the Pyrenees, the atmosphere is murkily
warm and polychromatic, with mountains in zig-zags; whereas in Cagnes it is
thin, breezy, curvacious and flowery. If we,were to discover that one of his
lightly animated, vivid pietures was paintedi?aret, or one of the throbbing,
portentous, darkly colored ones in Cagnes, we should merely suppose that he
had made one of his moves across the south of France carrying in his mind a
concept of unfinished work.

His continual peregrinations were connected not only with a great
physical restlessness, but with despair and apathy. Early and late in his
life, his talent evidently had to lie fallow for weeks or months at a time
without a stroke of work. Then all of a sudden everything would appear in
his favor, his entire genius would aweken in his mind and hand, and he would

L a._w- oeny Lre
produce a picture/\a day, or every few days, for a week or a fortnight., Year
in and year out, he kept leaving Paris for the Pyrenees, "the Riviera, the
Beauce, Touraine, the Indres, or L‘evas, leaving all those places to return
to the metropolis, or moving from one province to another, as neurosis goaded
him or as inspiration beckoned. 2 3 &

Einsild has preserved a letter to Zborowski (ps=o=) written from Cagnes
in 1923, which strikingly expresses his dependence on the favorable influence
of a place, and his despondency when it seemed inadequate,

Dear Zborowski,

I have received the money-order, I thank you, I am

orry not to have written you sooner about .
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It is the first time in my life that I have not been able
to do anything,
Ian in a bad state of mind end I am demoralized, and

that influences me,

I have only seven canvases. I am sorry. I wanted to

leave Cagnes, this landscape that I cannot endure. I even

went for a few days to Cap Martin where I thought of settling

down. It displ d me. I had to rub out the canvases I started.

I am in Cagnes again, against my will, where, instead of
landscapes, I shall be forced to do some miserable still lifes.
You will understand in what a state of indecision I am, Can't

Yyou suggest some place for me? m??e)ral times T have had

the intention of returning to Paris.

Your

Soutine.

This ery of failure immediately preceded one of the finest phases of
his art. What we may call the Cagnes style is as effective in the portraits
as in the scenes of trez;tops and hill towns. In the rapid, swerving portrait
of the Woman in PFink (p. g)leaning half out of her armchair in conversational

intensity we have a disrespectful vigor not unlike the earlier portraits.
P o

Euthis simpler, painted all in one set of fluent pinks, with greenish h;.:;.:
The relaxed and somewhat ¢rrational grand manner of the Woman in Red (p. xI)

glaihcing up quizzically at an angle under her huge black hat.) also stays in

the mind, not as a force of nature, but as a memorable personality.
’ e g
The Farm Girl (p. %x) is no less compelling 1nd\ immaturity
and modesty, in cool tones of pink, blue and green. Perhaps the finest

portrait of this period is that of his friend, the sculptor hﬁestchanimff)

bl g3
(p. #x) which required some twenty sittings over a period of several months,
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An imposing man with a pout, a sidelong glance, and a vermillion nose, he

sits in a fanciful chair as though it were a throne, arrayed in sky blue with
o

snowy linen crumpled around the neck. This is inting, and here,
perhaps, we can define Soutine's attitude toward a sitter whom he felt to be
his equal: he conferred beauty upon him as a mark of respect; then added to
it humory as an expression of his own ego,
These are speaking likenesses of more or less humble persons whom he
invested with the poise of royalty, or of those who think themselves royal.
Who can tell what Soutine thought of them{ Surely he was enthralled by their
idiosynecracy. He caricatured them, but not to amuse himself or to punish them.
In the overpowering prostitutes and judges of Rouault, as in the small foxy
figures of Daumier, there is satirie purpose, indignation and castigation.
But there is nothing of the sort in Soutine. He has no special grievance
against anyone; this is pure portraiture. He selects the salient features of
these persons, their intensive gaze, outstanding ears, huge interworking hands,
and renders them to excess with only summary indication of the body as a whole
which he then clogks in the magnificences of the palette. They are unforgettable,.
Soon after the strong Ceret pictures, and so diﬂ‘nt in style that
1t 1s 1ike a reversal of esthetics, comes a large view of Cagnes Uk
(W";é L vororpisis) matily in dask onsrald aud vibrasbiyeliowsawith & 1aikie
& mother-of-pearl house at the left, Once more all is tipped over sidewise
but not this time as in an eatthquake, The composition, held together with
an armature of dark trees, is so strong that the earth stands firm under it.
I Rl 7] Uy brlliaut 2 ) ot
,zm-e is an effect of storm, of wind == and foliage whipping, and the
e walls of the Eill town seem responsive to this, the rooftops belabored as by
lightning strokes.
It is interesting to turn from this landscape to a figure picture,
the Boy with Round Hat (p. B). The pletorial method is very ainiler, with

o I
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its striking darkness of garment, and almost golden pallor of the face and
hands, the immense head balanced on a toy neck.
A mumber of the Riviera landscapes, with their cool separate colors
and plenty of room allowed for the sky, suggest a sudden personal happiness, .
as well as a change of scene and style. In the Landscape with Red Donkey_(pf‘z‘)
the trees not only sway and curve, but also curl upward, a little reminiscent
of van Gogh's cypresses. The white stuccoed house lies back amid the branches,
like a head on a pillow, In the lower left, the implausibly rubicund donkey
led by a man in a white shirt seems to resound like a bell.
In The 014 Mill (pe. ‘:’r.) - a composition which seems to fascinate him,
for he used it in another picture with a different building and road — #ie
e linade- danec-séoning4n over a part of the canvas, and-ome-is-sennded-bhat
s. ~=But., $o great was
Soutine's enjoyment of his palette and his knowledge of how to multiply the
shades of it by his handling of adjacent colors , that one cannot name his
hues with accuracy. :
o)
(P. =X Redehenbweisr a ribbon of road winds
around-y"g'luster of luminous houses and a yellow scarf of cloud is wafted

across the hills at the top.

_pessi-perivdt In several final views of Cagnes, he dispensed with almost all

the darkness and dynamics and painted clusters of buildings with nothing

about them but airy instability, a sort}o‘f{éairy-tale quality. The finest of
L P

these is the Landscape & ngneg . in feathery evanescent tints of

yellow, pink and blue. In design this is perhaps the most delicate of all

Soutine's paintings,
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We now come to the great series of still lifes of hulking carcasses of
animals, suspended fowl, and fish, In the late twenties one scarcely heard
mention of Soutine without some scandalized discourse about the gruesome
circumstances of their production, When he lived in La Rugl;el, he had made
friends with slaughter-house employees, and practiced painting pieces of meat
which he got from them, About 1922, he painted an admirable Side of Beef
(p. i'.’.ﬁi,) in forthright realism, with the vivid red of steak, the ivory
and pale gold of suet, and a finely realized hollowness inside the curved ribs.

In 1925, when he had a studio large enmough in the Rue du Mont St.

Gothard, he procured the entire carcass of a steer, and it was this undertaking

which grew legendary. He did at least four similar canv:aas, three of which
b
are now in museums: Grenoble, mznm and Buffalo (p. ':) as well as sketches

and smaller canvases; and meanwhile #\ decomposed. According to the legend,
when the giorious ecolors of the fit-ash were hidden from the enthralled gaze

of the painter by an accumulation of flies, he paid a wretched little model
to =it beside it and fan them away. He got from the butcher a pail of blood,
so that when a portion of the beef dried out, he could freshen its color,
Other dwellers in the Rue du Mont St. Gothard complained of the odor of the
rotting flesh, and when the police arrived Soutine harangued them on how much
more important art was than sanitation or olfactory agreeableness.

These paintings are formidable, and some people never get used to them,
although similar subjects by Rembrandt arouse no complaints. The Buffale
version {==F is painted in a splendid range of scarlets, pimks and purples,
with 1little passages of golden brightness. Upon the bulk of the creature,
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aspeciallly‘ where it is convex, the color seems to/fylow and soak, Another
beef (Fe=dwc(color pla'be,’?tm} is § smaller ondwsd
and less heavy in form, It swings free on a blue ground, and pale gold pre=—
dominates, while the crimson runs here and there as in blood vessels. It is
not so much a dead amimal as a wild phantom of the species, SUNEINE=Pright—in
Thotent-movenehte
After the beefs, he did a series of plucked or half-plucked fowl which

preoccupied him over a period of two years. In the Museum of Modern Art's

ThA%
Turkey (p. %X), poised against cavernous blue, the violence of death is ex~

pressed by the gaping mouth and the agitated feathers of the neck and wings.

The Fowl with Tomatoes (color plata)p. z-m) extends the image

bey®nd any suggestion of victimization, The greenish p;llor of its skin

shines out against the ruddy brick of the background; the open mouth seems to

be crowing, and its feet seem to spring from the heaped tomatoes as though

they were red coals. It is a bird of heraldry or poetry, not of sadism,
Zborowski told how Soutine sometimes would deliberately fast with one

of his pieces of meat or poultry before him and then, with his accrued hunger,

. paint it, One thinks of this when one regards the grasping forks in the earlier

7!
sh omatoes (p. ?m).
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Years later he producec_l’ ~one more notable painting of a dead
fowl, a plucked white goose (p.w-;r;:fﬂwa}, in which we may observe
an abatement of the emotion having to do with subject matter and an
inereased concern with the purely painterly potentialities of the
theme in question. This is scarcely an expressionist painting; it is
more like Courbet or Manet., The bird form is now reduced to an oval,
with its }:eavy fallen neck at the right like the handle of a pitcher.

What plumage remains is rendered by white strokes over the
flesh, deft feathers of pigment, so light that a breeze across the

canvas might blow them away.

o
Bédbl-Life-=m.Paga / .

The skillful variability of Soutine's brush and palette
are nowhere more apparent than in the two startling paintings of the
w6 w7
/ﬂy—fish (pp. =x/and =) The one belonging to lr. and Mrs. Miestchaninoff
is predominantly pink, of a satiny radiance and moist freshness. IMir.
Reichenbach's is less subtle but rejoices.in a color scheme of sharper
’
<L
red, turquoise and yellow., This time, &#m bewitchment with the subject
had little to do with edibility; he has depicted it 1like the bad dream

of a child, or the villain of an animated cartoon.

—Emssenriioriratts-

Parallel to the still lifes, Soutine did a series of figure

paintings of youths in the uniforms of their work or in sacerdotal

garb. Vhile the carcasses made scandal, these gave pleasure to everyone

and brought him his first real prosperity.

He began with pastry-cooks, probably drawn to them by his

new fascination with whiteness. One of the earliest stands against

(s

&0
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a semblance of vivid red tapestry, a rather raffish creature whose
baking cap in the form of a crown gives him a pveculiar dignity

o '
(pe %—Pentland). Another, seated, and clutching a red handkerchief
is of an c=ven keener psychological insight, with mowrnful eyes, a
£ s 9’
10Xy nose and prevaricative lips, like a young Tigarcy (p. semessst),

(Coln /:lat},p» 2/),

The final pastry cook is the _\.!o-.mgestA wears a turban
instead of a cap, and an enveloping apron, and the face verges upon
prettiness in spite of the blunt expressionist handiing. Incandescent
as well as irridescent, it is like some chemical fire charged with
a wide range of prismatic hues.

Another masterwork of the white series is a girl, The

e g
Communicant (p. x==#obimeen), a sharp-faced child entirely filling
the canvas with her frothy finery.

At the end of the twenties there followed a group of

valets-de-chambres in scarlet vests. One moedy, with a rosy—i‘ace‘(

4——==misl; another, astride a chair, seems ready to spring to his
(pp 54 ad $5)
feet with necessary alacrit_‘_;\. In those years, Soutine seemed to work

from color to color, the entire gamut of whites, deep blues, dusky

greens, and, as always, back to his life-long color red.
(pr v 56
The great Page Boy at Maxims is red from head to foot.
A

This tall, loose-jointed, bony-shouldered, homely youth, with

eyes of piteh and twisted nose, with his very 1= rge out-stretched
hand, is one of the supreme characters of modern art.
What a boon for Soutine that the servant class in
France should have kept so many archaic styles of garment, fancy
dress without frivelity, which enabled him to strike that note
of p%:ﬂb'le grandeur that was compulsive in his mind and heart,
M

and 5.5?1.1 avoid our modern drabness.

With his love af scarlet, it was nearly inevitable
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that the resplendent vestments of the church should appeal to

' AR
. choir-boy (p. x—Sastaims), painted the

same year as the great carcasses of beef, he played with similar
overlapping reds, but refined them, and clouded them with the
surplice. It is perhaps Soutine's tenderest picture. The small
fervent boy stands somewhat on tip-toe as though lifted up by

) e
the music. Then followed another, half-length (p.ﬁic-ﬁaiﬁo?),

rather older and notably less devout. It is one of the few

personages of Soutine toward whom he seems to have taken a
ol polals, o 35)
satirizing attitude. The hst/fhoirﬁ:y/\ﬁmz:&znnd&, ii/

seéted, slightly uncomfortable but patient, holding himsel

tight, with elbows at his side and with clasped hands, clothed

in vermilion, in a space of emerald. 5\ Z ’

The summers of 1930 to 1938 5‘ spent with the

Castaings at their little chateau at I&ves near Chartres.
The single-minded admiration and helpfulness of this couple

- YU @rlille
constitute a most important chapter of Swwsiwess 1ife; and
thanks to their acute observation and remembrance we have a
considerable lmowledge of his way of working during this period.
As a rule it 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 color 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. Three or four years after the painting of one of his views
of Cagnes, Mme. Castaing went there and discovered where he had

established his easel for it, and was amazed to find on a stone

wall little daubs of his color still bright, from the wild
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His usual practice was to complete each pieture in
a single working session. From the start he knew exactly what
he intended, and changed his conception scarcely at all. But
on a given occasion for some reason his hand might falter, his
brush miscarry. The mod=l was restless; he suffered from his
indigestion; someone's ill-considered remark stuck in his mind
and vexed him. ¥Finally he would call it a day and carry the
canvas up to his room and lock it in a cupboard. Then at mid-
night or early next mormning he would take it out and pass
Judgment on it, and if he found it inferier, cut it up with a
knife. Put this did not mean discouragement or abandonment
of the picture in question. Instantly he took another canvas
and began all over again. Day after day he persisted like this
until he had consummated his inspiration or at least assuaged

it. What he aspired to, and every so often achieved, was an

A€ A

effect of overwhelmin citement and uninhibited force; an
instantaneous vlsio;Afixed.m

This was the period when he most often borrowed
subject-matter for his pictures from various masterpieces
of the past. Put the retrospective turn of his mind in middle
lif'e was altogetherf different from his youthful enthusiasmg

it was rather culminative than formative. “seertndmenacs

aterrryhefe=g e Aliot-and. . Stravinslpe--ailit. Soutine's taste
was never eclectic, hlis thought about art not at all sophisticated.

In his several derivative works we do not discern any intention

of parody or paradox, or of a learned j(esthetic synthesis.
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Simply seized by admiration for his two or three great men, he
felt a proud desire to be classified with them. Feeling his
own strength, the itch of his now matured technique, he would
demonstrate what he could do with the themes and problems they
had proposed.

hkad

Qourbet painted an exceptionally large fish; and now
4.4«“4”!
likewise Soutine, modelling the eyes and mouth and gillsAWith

bits of sharp relief, tapering it away in muted under-water

oF 2
colors ( p. »ee=Sutiny) churbet,\wainted a large fine bull-calf
in his virtuoso style, velvety white and shadowy brown; Soutine
did a miniature variation upon this ( p.,ﬂg:ﬁZs’;a&ng) with the
strongest, bluntest shorthand of his brush instead of the nine-
teenth-century realistic furriness. Aﬂis most important homage to

the master of Ornans was a re-creation of one of the figures

in the Demoiselles au bord de la 3eine.

- search for a model was as arduous as any other
phase of Soutine's creative process. Resolved upon his painting
to the last detail, he would fail to find a medel with the face
or figure of his imagination, and despair on that account, This
was the kind of problem the Castaings helped him to solve.

Day after day they motored with him upon the country roads while

he peered right and left, occasionally stopping for further

serutiny of someone he caught s}ght of. For Soutine's
e / Pi6c ) foraig
demoiselle, ¥The Siesta®, 6&_—_@ he

decided upon the wife of a railway gate-keeper, who, after the

first sitting, fell into jealous suspicions and forbade her to

pose again, Soutine in a terrible temper came to see them,
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and told the husband, "You have no right to interfere with my art.
Your wife is not your property. I need her, in order to finish
my picture. T must have her! I will sue you!" In due course
the Castaings persuaded the gate-keeper of the resn:ec‘t. bility
of Soutine's art. The good woman returned, the imsheupieee was
recommencedes

Soutine's style beore no general relationship to Courbet's;
but if one loocks close, especially if one enlarges certain details,
one may see what enchanted the modern painter. It was the painter-

liness above all, oil-painting for its own sake, with translucence

and h(.a% teJ{L.ur rugge handling, In‘&s great recumbent

%
fl”UI‘BA&:L ng at all these ei‘fects, Soutine surpassed himself

in natural energy, bold and in a sense coarse; but with marvels
of lightness in the foliage and the white lace, and a fiery glow

in the red skirt. 2: : ¢

W‘Lhm life unquestionably Rembrandt
was the painter whom Soutine most revered and to whom he did
greatest honor. We have already commented on the great shocking
= 5tili lifes prompted by the “{arcass of Beef® in the Louvre, QM, ‘;l.
A””‘"“I‘ Arade four pilgrimmages to Holland. Once he sat up all night in
a third-class compartment to Amsterdam, went straight from the
railway station to the Rijks luseum, and sat all day long on

the bench facing #The Jewish i’-ride"ﬂmtil every inch of it was

indelible in his mind; and when the museum closed, tock the
train again, all night long back teo Paris, to his studio and
whatever work he had in progress., No canvas of his seems to have
been directly inspired by that treasure of the Rijks Museum;

but in about 1927 he began to be haunted by the “l{)man E.athing"‘

in tha National Gallery in lLondon, and derived from it one of




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

| Collection: Series.Folder:
The Museum of Modern Art Archives, NY |
MW Ir.43

(308

totepe , 00),

his most powerful and affecting camvasses tpv—sse-0astaing..)- ( St

T'his necessitated another model hunt; days of excitement
and wearisome research around the countrvside until he found
a satisfactory peasant woman working in a field. At first she
was suspicious of immorality, then fearful of madness, but at
last was persuaded to stand in a brook in one corner of the
Castaing property, in the shadow of a masonry arch; and the
usual sequence of days of Soutine's creative distress and ecstasy
followed.

On one of those days clouds suddenly gathered overhead,
and it begain to rain. The peasant woman eried out to him to
stop and let her take shelter somewhere. He shouted orders
back at her, not to move an‘ inch or she would be to blame for

uining his work. The rain fell, the thunder reolled, and it was
dark, but Soutine went on working by the light of imagination.
At last he came to his sensefand was surprised to find himself
drenched to the skin, and the model in hysterical tears, shaking
with cold and fright.

The picture preserved in the end is one of Soutine's
ungquesticnable masterpieeu-;" one in which he extended his
imagination, putting himself, if not in his subject's place, much
nearer so than was his wont. It is a work of sincere sympathy,
strange empathy. As he looked &t 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 off'ense to :I.e:r' modesty, the posture of her embarassment
and shame. Tt is mieh avbher from am® pleasurable, amorous
of : . /
feeline thée the Nembrandt which inspired it; expresgtwe rather
;.fﬁ; =M :
obesblbe vague generalized sense of guilt of everyman toward

averywomaln.
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‘ \ ZF 75
There is only one ‘;}‘.’uetie" by Soutine (p., == 28sim), so

far as we know, a small but important sketch, like a footnote to
the foregoing great canvas, "‘h:i;f:;ml;r was no countrywomanj
probably a model, certainly not self-conscious, accustomed to
the fembasiiosd regard of men, artistic or otherwise. She has
Just stepped forward out of the dark of corridor or doorway,
into an unflattering light; her exceptionally large eyes glitter
at us. In a way it is a humorous picture, as some of Rembrandt's
are; a more or less professional Susanna, with no elders visible.
As already specified with reference to Courbet, these
canvasses of the early thirtiss are scarcely to be serubinized
for influences upon Soutine's technique and style. In the main
his indebtedness was only for an idea or a pose; an appeal to
imagination. Nevertheless, a comparison with R mbrandt, not just
as to these fipures of women but in general, in a considerable
part of his mature production, offers one or two points of
esthetic interest. Single-figured central composition, so
frequent in the work of the great Dutchman, was Soutine's
almost constant practice; the simplest possible arrangement,
like a piece of sculpture in a niche. This is not to be

observed only in the indoor pictures; someone framed as in a

window or archway or entra_nlcefay scmething laid out as in a
Atnad A v‘:b
vitrine., He would somtmcs)lenshrlne a building or a

tree (or group of trees as a unit) ie-ddde-fashion; in which
case some narrowed pointed village-perspective, or unreal istic
sky drawm down close, was made to serve as fr;iche. remosable
diseimidlarivy-pebween the seventeenth=ventusr-esber-and-the
medern+8-t6 Ve roted in their  respective ways-of Tiphtimr-the

néehe, Hembrandt played games with light, blotting it out
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;. content with inst drama-

made a drama of gchiaroscuro
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itself. Soutine shows no such concern for optical realities. As a rule
he is just visually romancing in this respect, not trying to give
plausibility to any object or situation. His background is mot shadow;
it is blueness, greenness, or brovmness. No sun, lamp or fire ever cast
this or that marbelous beam or glow--his rich palette and forty brushes
cast it.

What painting could be more luminous in this unrealistic way

=
G
than the little House at Oiséme (p.9F) curiously yellowish, lit up by

something more than daylight, it might be refraction from gold. It is an

ancient house settling into the earth, in a nest of trees, under two in-

explicable small clouds like smoke going upe (GO(-D? L,P{a“t‘} P &?)

A no less important work, Chartres Cathedral ‘ﬁﬁ% seems to
have been intended as a piece of mysticism, glorifying and rejoiecing,
yet solemn. It is in jewel-colors, but not this time the famous intense
shades suggestive of passion and sacrifice; an extraordinary range of
delicate tints instead, an opalescence--greenish-blue of sea-water, gray
of sea-water, and a bit of vivid rosiness like quartz. It seems a tribute
of one art to the other, the contemporary easel-painter gladly sacrifiec-
ing some of his individualism to the great work of the collective medieval
architects; its intricacies of structure, minutiae of aar’ed stone and
inset glass, all simply and fervently rendered.

Twice during the painting of this picture Soutine enlarged it
by roughly nailing new strips of wood to the oeriginal panel so that it
had to go immediately to an expert restorer. Soutine never seemed at all
embafrassed about putting his purchasers to this extra trouble and ex-
pen.‘:m. 1t was & shortecoming 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.

39
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For many years he preferred to paint over old pictures, as
providing a more gratifying or effective surface to his brush. Every
so often he would make an excursion to the Faris flea-market and bring
back a great bundle of cheap, unpreposessing pictures. The writer once
saw & landscape half-peinted,over a nineteenth-century bouguet of
i‘ire:‘gracker-_red flowers; it was astonishing kew Soutine could have
worked against the visual shock and interference. His eye not only
discemed infinitesimally the variations of his chosen colors, but
seemed to screen out every sort of irrelevance.

It has been estimated that we have left only one out of ten
of his canvases. For the most part this refers to that destructiveness
in the course of creation which has been menticned. But he came to de-
test almost his entire production prior to 1923, resenting the fact
that so much of it remained in great collections; and whenever possible
he took delight in acquiring early pictures for the express purpose of

M‘&’"m;rhen he rejected unsatisfactory versions of work in
progress, he sometimes did not entirely destroy the bits end pieces.
Unseruppulous perscns would get hold of them, have them recanvassed and
retouched, and offer them for sale; hence a number of so-called false
Soutines. Upcn onze occasion an inferior picture was acguired by a
distinguished but unfamiliar collector who wanted Soutine to sign it.

Soutine courtecusly went to see him. Upon entering the room where it

™M
hung, he turned pale, muttered incomprehensibly, fugbled in his pickets

for a jack-knife, slashed the picture irremediably and rushed awey. At
a time when his work was in great demand, with several important collec-
tors waiting their turn to purchase from him, a shrewd young man wies
wantedvonoreado=2sSddy bought and showed to Soutine & dubious canves,

certain to offend him, and was given a small authentic pieture in exchange.

40
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In the early thieties, Soutine was at the peak of his career.
From that point on he was entitled to all the fortune and world-wide
repute that art can confer, if only he had continued to paint as dili-
gently as in the previous decade. He had resolved and alleviated his
preoccupation with rainful subject matter. He had transcended all the
classifications of the schools, expressionism, neo-classiciam, and so
forth; on the other hand his art no longer seemed very eccentriec to anyohe.
But by his nature Soutine could not be contented or easy in his mind;
and in the final decade one may observe certain changes in his painting
technique, with perhaps a new orientaticn of his enthusiasms about
painters of the rast. He did not live to bring all this to fruition in
any greet number of canvasses, but his purpose was manifested plainly
enoughs to become somewhat less dependent upon his genius for color, to
achieve a stronger mastery of his third dimension and of linear designy,
ek d PAMRLLSLBRENLP. O dhe Drweiy

It is easy to see the gradual development of thisAif we
look first at characteristie works of the late twenties, then at his

subsequent production in more or less the same category; for example,

Potall of 23
portraiture. In the}\Boy in Blue (color plate, p. =x), o CoEEEel f\au.-u’bf)

true portrait, whei-mey-be-esdled a speaking likeness, the method of
portrayal is by accumulation of tiny patches of color, one impinging
on the other, close in value, seeming to fuse or melt together. There
are no very marked contrasts except between the two main areas, flﬁsh

and fabrie. Only some outside contours have been emphasized by deepqing

P
the recessive shadow, somewhat as Cezanne did. ?3,

o '
v/ Similiarly, in the Portrait of Maria lani (p.zm),the lightness

of the achkress' face against the profound blue background is camposed h#’

soft touches without particular dimension or direction. Only the eyes and
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high eyebrows and clever lips are drawn in on the surface. The Fortralt

of #ms Castaing (p. =) brooding in expression and attitude, dressed in

erimson and in an enveloping dark cloak, also is a kind of construction

The Polcale
in masses, a sculpturing of colors. Even the head of ﬁmﬁm
ﬁi ) A

L4

(pe =d=ddes—dorms), which is sketchy in a sense, that is, lyrical=--an
expression of the mood and animetion of the sitter rather than the reality
of flesh and bony structure--seems the slowest kind of sketching; cumula-
tive caressing touches, flesh-pinkness and red-headedness. <ebking-smeh
at-enp-poimtrdesends-on line-or enhrush-sorole.

All this was work of the twenties. Now, early in the thirties,
observe the very different handling, not in entire pictures to begin wikh,
but here and there, in details of some we have already examined: the al-
most chiselled or hammered little rectangle of the body of The Calf; the
broad treatment of the forehead and nose of the last of the fhoir Boys,
characterising ks face with m single directed gleam, and the quick red
mimicry of W red cloth in some places. Note how Soutine here has loaded
his brush with light hues and unloaded them on top of more shadowy passages;
and how he has elongated his stroke and taken shortcuts with it, as though

with & heavy pen or blunt crayon.

/of
In the Servant Girl in Blue (p.==) the change is complete, it

amounts to innovation, though it concerns only the manipulation of the
pigments--the composition is still niche-like. Cerulean and rosy, the

colors seem less rich but more instant, more immediate, than ever before;
punning somehow more obediently from the brush on to the canvas ‘to éahhlish

the buxom youthful form inside the clean blue cloth with almost beribboning

highlights, in an easy peaceable atmosphere. 16
In the small Portrait of a Young Man (p.ﬁoxquisits moecking

likeress of an over-formal little personage, the face and hands are all
The Coned
composed of these tiny riblons of flesheolor. ﬁ'ﬁ 104;.."

o0
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'J with facileapplication of a singular lightness over —=ze=i=s duskiness,
and strong filling in of the coils cof the hair and strong spotting of the
pupils of the eye, as with ink, ‘[J.';,-ha result i¢ a verisimilitude so quick
and lively thet one is reminded of Franz Hals, even of certain of Hals!

Wnseay. 65-/63
late nineteenth-century followers. In the =S¥ in Profile (p.=m—=miiiips),

there is an extreme spirituality; an acute scrutinizing or questi“ing
position of the head, a pouting thoughtfulness, which makes it one of
Soutine's finest portraits; with something of the quasi-caricatural as-
pect of the portraits of the period of Cagnes, for example, the Woman in
Pink, but so effortless now, and for Soutine, singularly respectful and
ey
pleasant.

Perhaps by that time Soutine was tired or ill. He did very little
of this simple and pleasing work. In some way the change of his manner
of painting was not benign or not lucky. It may indeed have seemed less
.opan to the charge of clumsiness, formlessness, but possibly to some
slight extent he had fallen into formula. Mastery meant easiness, perhaps,
and after life havding been so diffiieult, and the pursuit of art so
daemonic, perhaps it failed to interest him when he had it. It was nomere
matter of his being spoiled by success. Never in his elder years was he
as prosperous as in the brief period of the pastry cooks and the choir
boys, simply because he never painted enmough. The number of his working
hours, per month or per year, diminished. There were not canvasses enough

to occupy the dealers, or to stimulste new collectors. Most suprisingly

]
and lamentably, his cbices of subjects to paint sometimes seemed idﬂj or

thoughtless. A kind of lack of emotion, listlessness, colorlessness, de-
veloped in some peintings and detracted from ertire admiration. In all

this one feels womewhat borne out in the suggestion that the sabemest
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intensest factor in Soutine's art, the secret of his particular expression-
ism, may have been only how to express, not what -- his ghastly anxiety
lest the power and skill of his brush fail to fulfill the vision in his
mind's eye. In the increase of facility, his zeal to work diminished;

brilliance of style took awsy some of his incentive.
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ine's pictures i§ an important set or
landscapes featuring trees. Tree worship is a cult
ancientl established in the Lithuanian part of Russia. In
boreal rites in villages
m Smilovitehi, and at the foot of any very

Specimen in the countm ,Side one might find offerings.” One

1 this in mind years later. In any case no other notable
contemporary painter has offered us & portraiture of so many
individual trees of distinct character, with strong romantic
implications.

One of his greatest is the central ornament of the
village of Vence, beyond Cagnes, vast, circled round with a
green bench, against a vista of small shops. In the one version,

L oy /ob
called #Small Town Squa\:g",n Pe Sesy—irt—Tostitwie), the trunk

and the branches are stiff and angular, like a strange wishbone;

and the entire scene on earth and in the siq; is sunshiny, the
g /o

vivid, dazzling, nervous south. In another, (p. ==, 1

the trunk is extremely leavy and curvaceous, and the small boughs

lie one over the other in loose circles forming a kind of mesh

in which shadow lies and is slowly stireed by breeze, Effects

like this, a rendering of the air itself in motion, not the Wlue

of the sky but light itself, supreme whiteness fragmered by the

leaves, were sought by Soutine again and again until the end of

his life. In the Vence pictures the prineipal charm is a magical

whiteness of the walls gleaming under and through the trees;

the radiance leading the aye along sideways to a small and abruptly

recessive street, fantastically bright-colored, like a kaleidoscope

held still. e
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Trees® {_:U'éd‘t{ést—rf-\v- . 1—w=.k was

eT

Chartres; it was a theme which he
undertook several tin always effectively. Painted in extra-
ordinarily thick impasto, as years before in Ceret, apparently they
are poplar trees, growing in the collective shape of a very tall
arch or portal, on which the uppermost twigs and the brightness
of the sky seem to ranmble in delicate liveliness. The light
gleams tn.r\;)u-._':'; the boughs, a mysterious little crimson cottage
shines out from beyond the tree trunks » and two miniature

personages somewhat grandly gesture as they proceed along the

narrow road. { ..Z(

In another almost entirely gréen landscaneasume Years

ot /A

later (p. =5 Buerim) there is a bank of many trees with slender

brunks all bent in the same direction, reflected in a pool, and
on the bank someone is sleeping. It has an imperscnal grandeur,
detached from every sorp of pride and distress of ordinary mortals.
In one of t"le very last canvasses, *iutumn Trees,
% #‘ a&séa-i:@ , the design is more complex; all
the trees in the center, pruned high up on the trunk, have the
form of a large harp with heavy strings; and a :iit‘_lferent. species
of trees curves away at one side in the form of a wing; and the
foreground is suggestive of the form of a cockle-shell. Again the
light, divided and subdivided by vegetation, gleams white as
linen, blue as flax. The flutings of the cockle-shell represent
ruts of a road, and a woman and a child depart on it. Surely
this humble, nevertheless mystic route does honor to Hobbema
and other baroque masters; perhaps also to Chaplin, for the

humerous and lonely departures at the conclusion of certain films.
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Last Years and Death

Andrée collie, the novelist, who !mew Soutinc sl late
in his life, published the year after his death an excellent brief
reminiscenee of his character (bibl. .:::). Though she viewed him
severely, her r:ges evoke his personality perhaps better than any
other text. It was a period when he was working very little,
idling in cafes with flattering change acquaintances, or shutting
himself up in a darkly curta ined, stuffy hotel bedroom, trying to
improve his mind by reading philosophy, and falling asleep to pass
the time,

One day she said to him, "You have had great unhappiness
in your life, haven't you, Soutine?" He gave her a look of
surprise, and shaking her by the arm, answered, "Nol! What makes
you think that? I have always been a happy man," And his womn
face 1it up with pride and joy.

She recalled his reading the editorials of Maurras in

X1'Action Francaisef, with some admiration, and explained that he

was a believer in social inequality "because it presented magni-
ficent opportunities for ever'yanM It seemed to him that luck
was a.more uplifting and fortifying concept for men's minds than
mere justice, When one of his painter-friends failed miserably
he expressad compassion for him, but then added, "jhat T don't
understand is why he goes on painting, I would have stopped
it had I not succeeded. I might have become a boxer....m

During the war, in 1940, Soutine was staying with his
friend Einsild, at Civry., He was painting landscapes, The cur{

of a nearby village was curious about his painting, and watched

him whenever he could. Soutine had %om*or of this, and would

; L4
hide his canvases. The cure, angry and suspicious, went to the

police and denounced Soutine as a foreign agent, He was arrested,
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U in jail for three days.
A little later, when Civry was occcupied, a German officer
engaged him in conversation in the street. Upon learning that
Soutine was an artist, he asked him to paint his four-year-old
son from a photograph sgsimmd Soutine dared not refuse the request, MM
agd provided a most cornventional and painstaking miniature. With
what we know of his intransigeance, this may be taken as a revelation
of his tragic, submissive state of mind about the Germans.
In the late twenties, there hung in the Rue la Roetie
a small painting by Courbet of two children on the beach at St.
Aubain. Soutine admired it and in tyranous enthusiasm took all
his friends to see it. It represented a man and woman resting
in the btackground on a green cliff and two little children
standing alone on their joint shadow 6n the sand, gazing straicsht
ahead. The picture was brought to America, and Scutine could
not have seen it after 1930. Put in the war vears, those children

still haunted his mind, TIs it not they, at a distance upon the

(Ruyarrg,{ l6® - ;
road in Windy Day; ’(m"i‘arfgd "o}' It.ogm'én”’éed treem, and running e

25

Q -___.,___‘ (p.t'ﬁf Perhaps in that twilight of
his 1life, in that eclipse in the life of his adopted country,
childeen two by two in brotherhood or friendship may have seemed
to him an image of the condition of all human beings on earth,
more acceptable than any other ideal furnished to his mind by
patriotism, or religion, or romantic love.

There are other late representations of children, very
different from these apparitional couples blown along vague roads.
In a picture of two boys resting upon a 10@;“ the atmosphere

is sinister, implying something about the unhappiness of youngsters
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their owmn devices. There is a miniature portrait of
infant seated alone in what appears o be a nursery bedroom,
¥ and dreamy, sucking its finger-tips; a masterpiesce of

abbreviation in Soutine's largest-scale virtuoso brustwork, on

A Gind pin
a very tiny canvas, (p.=m)_ In F’olka—pgg Dress (n.::éﬂn‘gtég{
A ERI

a mysterious figure of a little girl leans upon a gate or fence,
and in the distance a row of tree-trunks make one think of

prison bars,

(pooo),
In another late “»alntin;,, ‘\hterning,'(‘-n:a,
, 5 Spok
Sasiaipes all his greatness;‘md:: out, and in a new way. In

this great work, his sentiment about children gives way to a
profounder epigrammatic utterance. The mother is the noblest
of his women, with no class-cOnsciousness now) no perversity,
no¥ 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$
/& is every man, and all men are children. It reminds one of
the Hlayan Coddess of War in the FPeabody liuseum in Boston which
Soutine may never have known —- a little figure looking down
with pitying countenance upon warriors lying in her lap.
Soutine suffered no specific persecution or violence
during the war. In 1940, he was offered an opportunity to
come to America, but he would not take advantage of it. He
lived with a friend at Champigny—sur—Va\jdre, 1n Tourmme.
e & suffered from stomach ulcers forﬁmm-and‘the
war surely aggravated his nervous state, with a gradual, fatal
effect upon his health. One day in the summer of 1943, he
was terribly stricken. His friend took him in a car to the

nearest hospital where an immediate operation was advised. TFor

gome reason they decided against it, and drove on two hundred
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kilometres to Paris. By the time they reached the clinic of

Dr. Ollivier, Soutine was in a desperate condition. The

operation performed by Professor Gosset was unsuccessful,

and Soutine died a few hours later, on August 9, 1943.

was buried in Mgntparnasse Cemetery.

He
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THE CERET PERIOD

Confronted with the vehement and idiosyncratic style of Soutine's
painting of the next years, writers seemz to have been inclined to vehement
writing to match it. g we still feel some of the y=Wemswk something of the
dismay and shock of themx landscapes of the Pyrenees, in spite of the fact
that younger painters have endeavored to lead us farther in some of the same
ways. It is as though this young man of thirty years ago felt that he had
a world-shaking message. Raymond Cogniat (bibl. _ ) wrote: "He is in our time
like a benign and magnificent wound, testifying to life and passion; his is
the cry that no one else has uttered, the message that without him would never
have been formulated, and that justifies the admiration vouched by some, and
the contempt in whichhe is held by others, far he leaves no roam for indif-

ference," And indeed many of Soutine's landscapes seem to be shaken by

some cosmic force; the architecture becomes flexible and billows like a canvask,

the trees reel and stumble about, and the colors seems to have been wrested

hungrily from the spectrum; his palette seemed to enter the dage wih his
forms, the color of one thing whirling away with the form of another,

Was Soutine what might be called an abstract expressionist? In
the blue and yellow Village Square (pexx Pearlman), the actual representation
of whatever hill town contributes little to our enjoymew, but we see that it
contributed greatly to Soutine's ifipiration. What inspired him was indeed
the configuration of the external world, though none of the details contribu-
tory to verisimilitude impressed him very mch,. In exuberant celebration of
the natural forms, he developed upon his canvas these supernatural jewel-like
pigments and arbitrary rugged textures, and he carried the over-all pattern
so far that we scarcely kmow or care what it represents. But i expresses
what inspired it with a farce of emotion stronger than most abstract canvasess

Tt may be that emotions can only be strongly expressed with allusion to some
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view of external reality, and that no matter how far the painter departs

from it, he can still convey a greater impact of emotion than in a work

disconnected from specific subject matter. But in any case, for Soutine,

the commnication of feeling in which he excells must speak of vhat he

remembers or has experienced or felt, whether or not he can make this
communication clear,
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The three years from 1919 to 1922 when Soutine painted for the
most part at Ceret, in the Pyrences near the Spanish border, were the most
prolific of his hresalﬁing this time he painted over two hundred canvases.

/’jpﬂHis accelerated production at this time has been attributed to

his alarm at the death of his friend Modigliani, who died in 1920 at the
) leaving an indelible sorrow in many hearts.
height of his career, but ruined by dissipation and distress,ﬂ The suicide

of his young wife during the funerzal gave it a note of CGreek tragedy, amid
the aspirations of the studios and the fivolitiew of the cafés, Doubtless
the calamitous extinguishment of this artist of greater facility  nd more
fortunate background must have msenc@ewitome caused all of his friends to
reflect upon the human feasibility of their Ioom= lives and morals, and it
is quite possible that this event precipitated the great mmber of tumltuous
and obscure canvases which Soutine did at the time.
Brkzd socexmeoorayxs During this significant phase of his @areer,
he appears, above all, to have been seeking a style. And the real tragedies
in his mind were those arising in the striving of art, with tragic excesses
of zeal and unreasonable degrees of dejection when the work miscarried. The
work of La Ruche and Cagnes, although in a style which seems to verge upon
that of his mturity, disappointed him; otherwise he would have gome on with ite
0f all the phases of Soutine's work, this is the least legible jxmsl
the hardest to understand, and the most rapid in experimental transitions.
Fanatic to be a painter from childhood on, not just according to the mode/
and irmovations of his day, but in the way of the immortaks of art, Soutine
had not yet found a style of his own. The sombre, interspersed colors of the
Ceret pictures, the upheavals of ambiguous and repetitious form, constituted
a tremendous experiment, a determined research, canvas after canvas.

At times like these, art may provide its own themes of emotion,
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if not its subject matter; dissatisfaction with the more or less tragic
expression in one canvas provides tragic intensity for the next. Ferkwoomoe
It was a period of despair, but teeming with accomplishment; if he had fallen

- J {
into what was the wdrst despair for him, he would have been unable to paint

at all. Anguish there was, but the greater part must have been, as at other
burning mwks points in his work, perfectionism and sel f-criticisme Zborowsky
told of having visited him at this time, after having made him monthly payments
for two years without receiving any pictures. He found scores of canvases
stadced in a cupboard. Soutine admitted that he was in extreme need, poor
health, and had not eaten for days. Zborowsky hastened out to buy food. Upon
his return he found Soutine in a frenzy of hysteria, endeavoring to set fire
to the paintings.

One reason the Ceret paintings have gone relatively unnoticed and
unliked is that they are rarely seen (Soutine did destroy a great many of them)
and in black and white reproduction they are almost indecipherable. Even in
a color plate the range of colors is so close and prismatic that the reduction
in size defeats the eye. "The Hill" (p.xx Janis) is a fine knotted design
which makes one think of "The Book of Kells." It is a wonderful mass ofj":lors{_
of rather dark semi-precious stones, peridot green and jargoon-brown, bloodstone
and a suggestion of amethyst. Whether it is Ceret or some other hill-town we
cannot be sure, but what we look for is not factual detail and positive proof
of place and date, but coherency and relatednmess of forms,. /) This we de find, and
we can keep Soutine's several sets of landscapes apart in our minds: especially
those of the Orientdl Pyrenees and the Maritime Alps.
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One of the Ceret canvases that illustrates his experimental frame
of mind is the View of Hills (p.xx 0.M.), in earthy pigments with something
of cubism at the center of the design and an almost abstract pattern of
pyramids and diagonals. The more energetic Iucern picture View of Ceret
(Pexx) @eals with similar rudimentary architectural forms, but the entire
agglomeration of trees and houses all tilt one way like breakers against a

shore. In the Landscape with Church Tower (pexx Pearlman) we again observe
one of the artist's strange traits, with everything leaning to the right.
It reminds one of those writers about £g El Greco who demondtrated a con—
nection between his twisted perpendicularity and a possible disorder of
eyesight. In Soutine's case, if it was optical, he recovered fram it in
a year or twe

The Landscape at Gréolidres (pe.xx Odets) is a still more mysterious

scene, also a hill top with ascending road and tipping walls with a magnifi-
cent kkewigm blending of #im green, yellow and red in almost every stroke.
Red Roofs (p.xx Pearlman) is even more abstract; at the top is a bit of hill
like a nest of Ywommckwig rough twigs and loose leaves laid round and round.
Up to this rises a town, with windows here and there, and roofs in rather dis-
Jjointed diagonals, a sort of bony structure in vhich every bone seems broken;
and the reds of the roof tiles seem to shift about in the air,

One of the most extensive and formal of the Ceret series is the

general View of the Village (p.xx Wertheimer) with a great wall of tise

Pyrences darkly wooded across the center of the canvas against which roofs
and pointed foothills are pitched like tents. At the right, several figures
are sumnarily indicated in strange gesticulating attitudes.

Certainly one of the finest of the Ceret group is the large
upright Gnarly Trees (p. xx Colin)ER with its magical fusing off §x autumnal
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reds, greens and yellows in every stroke, 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 and a

billowing like smoke,
Perhaps
fxmoaf the most powerful portraitx of this period is the Man

in a Green Coat (Pexx COLOR PLATE Marx), a long-nosed, inquiring-eyed man

whom he painted three or four times, In this large and simple composition

Soutine has eschewed almost all characterizationgs he had treated the form
in camposing

like a tree or a building/ the curves of the arms, the slope of the chest,

the folds of the clothy the cheek leaning against the hand like one mg wall

on another; the other cheek in a cloud of crimson.
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THE CERET PERIOD

Confronted with the vehement and idiosyneratic style of Soutinels
painting of the next yeaers, writers seem to have been inclined to vehement
writing to match it, And we still feel some of the dismay and shock of the
landscapes of the FPyrenees, in spite of the fact that younger painters have
endeavored to lead us ferther in some of the same ways, It is asg though this
young man of thirty years ago felt thet he had a world-shaking message.
Raymond Cogniat (bibl, _) wrote: "He is in our time like a benign and
magnificent wound, testifying to life and passion; his is the ery that no
one else has uttered, the message that without him would never have been
formulated, and that justifies the admiration vouched by some, and the
contempt in which he is held by others, for he leaves no room for indifference.M
And indeed many of Soutine's landscapes seem to be shaken by some coamie
force; the architecture becomes flexible and billows like a canvas, the
trees reel and stumble about, and the colors seem to have been wrested
hungrily from the spectrum; his palette seemed to enter the dance with his
forms, the color of one thing whirling away with the form of another.

Was Soutine what might be called an sbstract expressionist? In
the blue and yellow Village Sguare (p. xx Fearlman), the actual representa-
tion of whatever hill town contributes little to our enjoyment, but we see
that it contributed greatly to Soutine's inspiration., What inspired him
was indeed the configuration of the external world, though none of the details
contributory to verisimilitude impressed him very much., In exuberant celebra-
tion of the netural forms, he developed upon his cenvas these supernatural
jewel-like pipments and erbitrary rugged textures, and he carried the over-all
pettern so far that we searcely know or care what it represents. But it expresses
what inspired it with a force of emotion stronger than most abstract canvases.

Tt may be that emotions can only be strongly expressed with allusion to some
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view of external reality, and that no matter how far the painter departs
from it, he cen still convey a greater impact of emotion than in a work

discomnected from specific subject matter, But in any case, for Soutine,
the commnication of feeling in which he excels mist speak of what he
remembers or has experienced or felt, whether or not he can make this
commnication clear,

The three years from 1919 to 1922 vwhen Soutine painted for the
most rert at Ceret, in the Pyrenees near the Spanish border, were the most
prolifiec of his life; during this time he painted over two hundred canvases.
His accelerated production at this time has been attributed to his alarm at
the death of his friend Modigliani, who died 4in 1920 at the height of his
career, but ruined by dissipation and distress, leaving an indelible sorrow
in many hearts. The suicide of his young wife durinc the funeral gave it
a note of Greek trapgedy, smid the aspirations of the studios and the frivolities
of the cafés, Doubtless the celamitous extincuishment of this artiast of
greater facility and more fortunate background mmst have caused all of his
friends to reflect upon the human feasibility of their lives and morals, and
it ie quite possible that this event rreciritated the great mmber of
tumultuous and obscure canvases which Soutine did at the time,

During this signifieant phase of his career, he appears, above all,
to have been seeking a style. And the real tragedies in his mind were
those erising in the striving of art, with tragic excesses of zeal and
unreasonable decrees of dejection when the work miscaried., The work of
La Ruche and Cagnes, although in a style which seems to verge upon that of
his maturity, disappointed him; otherwise he would have gone on with it,

Of all the phases of Soutine's work, this is the least legible, the
hardest to understand, and the most rapid in experimental transitions,

Fenatic to be a painter from childhood on, not just according to the modes
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Innovations of his day, but in the way of the immortals of art, Soutine
1 not yet found a style of his own. The sombre, interspersed colors of
the Ceret pictures, the upheavals of ambiguous and repetitious form, con-
stitvted a tremendous experiment, a determined research, canvas after canvas,

At times 1ike these, art may provide ite own themes of emotion, if
not its eubject matfer; dissatisfaction with the more or less tragic ex—
pression in one canvas provides tragic intensity for the next. It was a
period of despair, but teeming with accomplishment: if he had fallen into
what was the worst despair for him, he would have been unable to paint at
all, . Anguigh there was, but the preater part must have been, as at other
turning points in his work, perfectionism and self-criticism. Zborousky
told of having visited him at this time, after having made him monthly pay-
mente for two yesrs without recelving any pictures, Fe found scores of can-
vases stacked in a cupboard. Soutine admitted that he was in extreme need,
poor health, and had not eaten for days. Zborowsky hastened out to buy food.
Upon his return he found Soutine in a frensy of hysteria, endeavoring to
set fire to the paintings.

One reason the Ceret paintings have pone relatively unnoticed and
unliked is that they are rarely seen (Soutine did destroy a great many of
them) and in black and white reproduction they are almost indecipherable,
Even in a color plate the range of colors is so close and prismatic that the
reduetion in size defeate the eve. The Hill (p. xx Jenis) is a fine knotted
design which mekes one think of "The Book of FKells," It is a wonderful mass
of the colors of rather dark semi-precious stones, peridot green and jargoon-
brown, bloodstone and a suggestion of smethyst. Whether it is Ceret or some
other hill-town we cannot be sure, but what we look for is not factual detail

and positive proof of plesce and date, but coherency and relatedness of forms.
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Thie we do find, and we can keep Soutine's several sets of landscapes apart
in our minds: especially those of the Oriental Pyrenees and the Maritime Alps.
One of the Ceret canvases that illustrates his experimental frame of
mind is the View 'of Hills (p. xx 0.M.), in earthy pigments with something of
cubism at the center of the design and an almost abstract pattern of pyramids
and diagonals, The more energetic Lucerne picture View of Ceret (p. xx)
deals with eimilnr rvdimentary architectural forms, but the entire agglomera=-
tion of trees and houses all tilt one way like breakers against a shore, In

the Landscape with Church Tower (p, xx Pearlman) we again observe one of the

artist's streange traits, with everything leanins to the risht., It reminds

one of those writers about El Greco who demonstrated a connection between

his twisted perpendiculsrity and a possible disorder of eyesight., In Soutine's
casae, if it was optical, he recovered from it in a year or two.

The Landscspe st Gréolieres (p. xx Odets) is = still more mysterious

scene, also s hill top with ascending road and tipping walls with a magnifi-
cent blending of green, yellow and red in almost every stroke. Red Roofs
(p. xx Pearlman) is even more abstract; at the top is a bit of hill like

a nest of rough twigs and loose leaves laid round and rournd. Up to this
rises a town, with windows hsre and there, and roofs in rather disjointed
diagonals, a sort of bony structure in which every bone seems broken; and
the reds of the roof tiles seem to shift about in the air.

One of the most extensive and formal of the Ceret series is the

general View of the Village (p. xx Wertheimer) with a great wall of the

Pyrenees darkly wooded across the center of the canvas against which roofs
and pointed foothills are pitched like tents. At the right, several figures

are summarily indicated in strange gesticulating attitudes.
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Certainly one of the finest of the Ceret group is the lerge upright
Gnarly Trees (p. xx Colin) with its magical fusing of autumnal reds, greens
and yellows in every stroke., In it there is only one of the sloping archi=-
tectural patterns; the rest is hillside, bark, twig and bough, all leading
upward under the houses with a wavering like flame and a billowine like smoke.

Ferhaps the most powerful portrait of this period is the Man in a
Green Coat (P. xx COLOR FLATE Marx), a long-nosed, inquiring-eyed man whom
he painted three or four times, In this large and simple composition Soutine
has eschewed almost all characterization; he had trested the form like a tree
or a building in composing the curves of the arms, the slope of the chest,
the folds of the cloth; the cheek leaning against the hand like one wall on

another; the other cheek in a cloud of crimson.
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1943, Washington, D.C. Phillips Memorial Gellery, January l7-February 15. 23 works.
Catelog: Six loan exhibitionse... with introduction by Duncan Phillips.

1643, New York. Bignou Gallery. March 22-April 16. 18 works.
Catelog with introduction by Albert C. Barnes., Reviewed in Art Digest 17:17 Ap 1
1943; in Art News 42:23 Ap 1 19432.

1944, New York. Niveeu Gellery. October 7-November 2. 13 works.

-{] Cetalog with introduction by Michel Georges=Michel, Reviewed in Art Digest 19:15
1944; in Art News 43:14 0 15 1944.

1944, Paris. Salon d'Automne.
511 |Lementeble choice mentioned by Collié in bibl. 7. No listing in Selon cetalog for that

year.
1945, Parise. Gelerie de Frence, January lZ-end of Eebruary. 40 works.
Lovis Parrot.

| Catalog with text by -%-hi‘.b.l”——). Reviewed in Arts (Paris) nol:1l Ja 31 1945.

1045, Boston. Institute of Modern Art. Jenmary 24-February 25. 22 works. (With chaggiw:\
[ Catalog issued by United Modern Art in Boston: Art panorama.

1647. London. Gimpel fils. April 23-May 17. 18 works.
/1 Catalog with introduction by Veurice Collise.
1947, Paris. Galerie Zek. November 2S-December 31. 19 works.

./ No cetelog. Reviewed in Arts (Peris) nol4Z:2 D § 1947; in Panorema des arts,

1947. p239-41 Paris, Somogy, 1946; in Kroniek van Kunst en Kultuur (mtarﬂl.m)'

9no2:64 F 1948.
1949, New York. Ven-Diemen-Lilienfeld Galleries. January 5-20. 7 works. (With Utrill_%

Catelog. Reviewed in Art Digest 23:14 Ja 15 1849,
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BERT
CATALOG OF THE EXHIBITION

Exhibition dates: New York, October 31, 1950 to Januwary 7, 1951; Cleveland,
January 3gto. arch, /8 /957

An asterisk (*) preceding the cataloy numbs? indicates that the painting is

illustrated. In listing the dimensions, height precedes width.

*fg.g; ARFTSN'S STUDIO, CITE FALGUIRRE. 1915. Oil on canvas, 255 x 194".

M%%M, New York. I11. p.39 |

%

‘hm’r‘ LIFE WITH SOUP TURBEN. C.1916. 0il on canvas, 24 x 29". Lent by

Mr. and Mrs. Ralph F. Colin, New York. Ill. p. 29 jpos =
J' - M. aud Mes, -
7 T SPOTIED VASE. C.1917. 0il on canvas, 2% x 18", Lent by, Osoar s gk
 Miestchaninoff, New York

J’ SELF PORARATL. C.1917. 0il on canves, 18 x 21:". Lent by Henry Pearlman, ;
New York. Ill. p. ?Lf

.;” if.lfiu?f WITH CHAAR. 1916-17. 0il on canvas, 29 x 215", Lent by Dr.
Harry Austin Blutman, New York. Ill. p. 3%

*G‘_.;'l_]!;FC‘{I.iNIRG WOMAN. 1917. 0il on canvas, 23} x 363", Private collection,

New York. Ill. p. 37

Milton de Groot, New York. Ill. p. {O
u{sﬂu, LIFE WITH PHEASAN?. ¢.1918. 0il on canvas, 355 x 23". Lent by
Frederic R. Mann, Fhiladelphia, Pa. I11. p. 4/
§ BRACE OF FHEASANTS. C.1919. 0il on canvas, 25 7/8 x 19 7/8". Lent by
. b
Leonard C. Hanna, {ﬁavaland, Ohio
4 {h\)!-. Gac!_

16 RED GIADIOLI. C.1919. 0il on canvas, 21% x 18", Lent by, Mrs. Harry Lewie

Winston, Birmingham, Mich. Ill. in color p. |9
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~J’ VIEW OF MONTMARTRE. C.1919. Oil on canvas, 25 3/4 x 32". Lent by
Williem E. Campbell, Mobile, Ala. Ill. Pe &Y
«I2 LANDSCAPE WITE CHURCH TOWER. C.1919. 0il on canvas, 21 1/8 x 28 3/4%,
Lent by Henry Pearlman, New York. I11. pe 4.3 T Gera,
% LANDSCAFE, CERET. C.1919. 0il on canvas, 21; x 25 3/4". lent by, Oscar
Miestchaninoff, New York
—--""',f @ VIEN OF CERET.C.1919. 0il on canvas, 215 x 28 3/4". Kunstmuseum, Iucerne,
Switzerland. Ill. p.4 £
+# TP HILE. €.1919. Oil on canvas, 29 x 21 3/4". Lent by Mr. and Mrs.
Sidney Janis, New York. Ill. p. 46
¥ LANUSCAFE, GRBOLIERES. €.1920. 0il on canvas, 31 5/8 x 23 5/8". Lent

by Mr. and Mrs. Clifford Odets, New York

—

— . =-“I
+38 RED ROOFY. €.1920. 0il on canvas, 32 x 255". Lent by Henry Fearlman, '

/

New York. 111, p.g_? B

; *¥) VILEAGE SQUARE. C.1920. 0il on -;anvas, 29 7/8 x 33 3/;“._ Lent by
Henry Pearlman, New York. Ill. p.QZ : s TN
»3 GNARLED TREES. C.1921. Oil on canvas, 28 3/4 x 365", Lent by Mr. and
Mrs. Ralph Colin, New York. Ill. p.%/
»30 AW IV X GREBN COKT. €.1921. 0il on canvas, 34 7/8 x 21 3/4". Lent by

Mr. and Mrs. Samuel A. Marx, Chicago. Ill. in color p. /3

% VIEW OF THE VILIAGE. C.1921. Oil on canvas, 28 3/4 x 38". Private
gollection, New York. I1l. p. £

«f THE FAVNTED HOUSE, CERET. 1921-22. 0il on camvas, 8/x 5'«,(”:,
lent by Dr. Harry Austin Blutman, New York. Ill. p. 53

i
«28 WOMAN IN PINK. 1921-22. 0il on canvas, 28F x 213", m

GMM_.
Mestehaninofty New York, Ill. p.S5h
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®
*3& WOMAN IN RED. €.1922, 0il on canvas, 21 x 25". lent by Dr. and Mrs.
Harry Bakwin, New York. Ill. Pe 57
*3 FARM GIRL. €.1922. 0il on canvas, 313 x 175", Lent by Dr. and Mrs.
Harry Bakwin, New York. Ill. p. 57
*B LANDSCAPE WITH RED DONKEY. C.1922. Oil on canvas, 31 3/4 x 245". Lend
Privali c’oc{a?&.m,
by=Cecar—iiestohaniness, New York. I1l. p. £
*2F LANDSCAFE AT CAGNES. €.1922, 0il on camvas, 283 x 363". Lent by M.

and Mrs. Ralph F. Colin, New York. Ill. in color p. /5

«#f BOY WIT¥ RGN HAT. 1922, 0il on canvas, 31k x 24". Private collection,
New York. Ill, p. (&

WY mF omp P MPLL. €.1922. 0il on canvas, 32 3/8 x 26 1/8". Lent by Arthur M‘f
Z=5 (ampbell, Falm Beach, Fla. Ill. p. (.5

] SivE OF BEEF. 1922-23. 0il on canvas, 275 x 20%". Lent by Mr. and Mrs.
Ralph F. Colin, New York. Ill. p. &f

M FISH KNP TOMATOKS. C.1923. 0il on canvas, 25 x 31". Lent by Jack I.
Poses, New York. Ill. p. 74

i THE PASERY COBK. C.1922. 0il on canves, 60 x 26", The Portland Art
Museum, Portland, Ore. Ill. p. ?7

+B4 THE PASTRY CUOR WiIIH RED HANDKEROHIEF. 1922-23. 0il on canvas, 28 8/4
x 213". Lent by Mge Jean VWalter, Paris. Ill. p. 8/

«8l HOUSES OF CAGNES. 1923. 0il on canvas, 23 5/8 x 28 3/8". Lent by
Franpois Reichenbach, Paris. Ill. p. fﬁé

«B8 PoRIRAIT OF ?,t%‘;mrr.‘-:e VTYATPAKNINGFF. 1923. 0il on canvas, 33% x

. -

25 5/8". lent br.;\tmm- iestchaninoff, New York. Ill. p. 6/

+38 LANDSCAFB, CAGNES. 1923-24. 0il on canvas, 21 x 253". Lent by M. and
Mne Marcellin Castaing, Leves, Lure-et-Loire, France. Ill. p. 63‘
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} RAY-FISH. €.1924. 0il on canvas, 32 x 395". Lent bVAUscar Miestchaninoff,

New York., Ill. p. ]

CALF WITH RED CORTAIN. C.1924. 0il on canvas, 31 3/4 x 191". end-bx
Prcvaly cotleelisi.,

New York

RAY-FISH AND BREAD. C.1924. 0il on canvas, 50 X008 ° . Lent by
an;ois Reichenbach, Faris. Ill. p. 7(

CARCASS OF BEEF. C.1925. 0il on canvas, 55 x 42 3/8". The Albright Art
Gallery, Buffalo, N.Y. Room of Contemporary Art. Ill. p. é?

CHOIR BOY. 1925. 0il on canvas, 38 3/4 x 21;", Lent by M. and Mne

Marcellin Castaing, Léves, Bure-et-loire, France. Ill. p. £§
A
%ﬁ. 0il on canvas, 20 x 18", Lent by Mrs. H. Harris

Jonas, New York, I11l. ps /00
Pl HITH TOMATOES. 1925-26. Oil on canvas, 395 x 17 3/4". Lent by

Bernard Reichenbach, Faris. Ill. in color p. (7

tw TURKEY . 1925 0il on canvas, 36 x 283". The Museum of Modern Art,New
Yérk. Gift of Bermard Davis. 111. pe /oL

*q RODSTERS. C.1926, 0il on canvas, 38 3/8 x 245". The Art Institute of
Chicago. The Joseph Winterbotham Collection. Ill. pe 73

*H CARCASS OF BEEF. 1926. 0il on canvas, 45 3/4 x 31 7/8". lent by Mne

Germaine Bignou, Paris. I1l. in color p. /9

»#fl THE PASTRY COOK. C.1927. 0il on canvaes, 30 1/8 x 27;". Lent by Mr.

end Mrs. Lee A. Ault, New York. Ill. in color p. 3|

Fesicicd 8

8 THE COMJUNICANT. 1927. 0il on canvas, 31 7/8 x 18 7/8", Lent hy;\mmm
G. Robinson, Beverly Hills, Calif. Ill. p. §&

A TACE BOY AT MAXDN'S. 1927. 0il on canvas, 60 3/8 x 26". The Albright
Art Gallery, Buffalo, N.Y. Room of Contemporary Art. Ill. p. 36

+§0 FORIRALT OF MADELEINE CASTAING. C.1928. 0il on canvas, 39 3/8 x 28 7/8".
The Museum of Modern Art, New York. Extonded loan from Miss Adelaide

Milton de Groot. Ill. pe :_

b.
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*J3¥ CHOIR BOY WITH SURPLICE. C.1928. Oil on canvas, 25 x 19 3/4". Lent
by Mme Jean Walter, Paris. Ill. p. __f’(

4 .T'IfE VALET. 1929. 0il on canves, 27; x 18", Lent by Mr. and Mrs. Bernard
Rels, New York. Ill. p.

*B§ THE VALET. 1929. 0il on canvas, 43 x 25". Lent by Mr. end Mrs. Leigh
B. Block, Chicago. I1l. p.#4

*§4/ PORTRAIT OF MARIA LANZ. 1929. 0il on camvas, 283 x 285". lent by Mr.
and Mrs. Sam A. Lewisohn, New York. Ill. p. "-E

B FPRTRAIT OF BOY IN BLUR. 1929. Cil on canvas, 30 x 23". Lent by Mr.

property of Relph F. Colin, Jr.,
and Mrs. Halph F. Colin,/New York. Ill. in color p. &3

«§8 SMALL TONN SQUARE, VENCE. 1929. 0il on camvas, 28 x 183". The Art

Institute of Chicago. The Joseph 'ﬂinterbotlmn‘:' Collection. Ill. Pe cé

33 x 247
*Hﬁw VENGE. 1929. 0il on canves, &. lent by f2c—=g- lirs.
Lloyd Bruce Wescott, Clinton, N.J. Ill. p. &7

+$8 CHOIR BOY, SEATED. C.1930. 0il on wood, 255 x 143". Private collection,

Paris. Ill. in color p. 25

*& THE SIESTA. /7 34 . 0il onéenwae, 287 x 552;'. Lent by M. and Mme
SRLpe T =4 i
lercellin Casteing, }.zves, Eure-et-loire, France. w
*55a CQURBET: Study for les Demoiselles aux bords de la Seine. Private

collection, Paris. Ill, pe 99
*g WOMAN WAD ING. 1931, 0il on canvas, 44’%’ X 28%". Lent by M. and lMme

Mercellin Casteing, I:é'ves, Eure-et-loire, France. Ill. igmsedor P00
*&' REMPRANDT: Woman Bathing. National Gallery, London. Ill. p. 25

«@lf FEVALE NUDE. C.1933. 0il on canves, 18 1/8 x 10 5/8". Lent by Mr. and

Mrs. Ralph F. Colin, New York. Ill. pe 25

*g FISH. 1933. 0il on wood, 13 3/4 x 303". lent by Mr. end Mrs. Ralph F.

7 p

Colin, New York. Ill. pe 7 -
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*@ PLUCKED GOOSE. 1933. 0il on wood, 18 3/4 x 161", lent by SSwewE¥ Mrs.

,, Lloyd Bruce Wescott, Clinton, N.J. I11. p. 74/
:?“5

&% CHARTRES CATWEDRAL. 1933. 0il on wood, 36 x 195", Lent by Me==wwm Mrs.

= Lloyd Bruce Wescott, Clinton, N.J. Ill. - Lif_.:_‘_.t:-ﬁ
; *§8 HOUSE AT OTSEYE. 1934. 01l on Gauvew, 27 x 26", Lent by Richards He
Emerson, New York. Ill. p. 94
« 88} THE LITTEE CALF. 1934. 0il on wood, 165 x 20", Lent by M. and Mme
larcellin Castaing, Léwas, Eure-et-Loire, Rrance. Ill. p. 7/
N SERVANYT GIRL IN BLUE. 1934-35. 0il on canvas, 205 x 20 5/8". Kunstmmseum,
Incerne, Switzerland. Ill. p./4/}

o

+4§ PoRTRATYT OF A YOUNG MAN. 1935. 0il on cenves, 22 x 13:". Lent by Dr.

and Mrs. Harry Bakwin, New York. I1l. p. /03

THE Comc/EREE.
44 . C71935. 0il in canves, 12 x 10 3/4". Lent by Paul

Gardner, Hansas City, Mo. Ill. p. /061

«W sgamep crpp 17 BE. 1936, 011 ou chnvas, 153 95". Lent by M. and
Mne lMarcellin Custai;ag, L;wes, Eure-et-Loire, France. Ill. Pe /Q?

*_u ALLEY OF TREES. 1936. 0il on canvas, 30 x 27;". Lent by Mr. and Mrs.
Ralph F. Colin, property of Miss Famela T. Colin, New York. m
€olor ?lanZu_'&u_cg—_

«A4 WoMAN IN PROFILE. 1937, 0il on camves, 18} x 11", The Phillips Gallery,
Washington, D.C. Ill. p«/AR

¥& CHIIDREN BY THE ROAD. 1938, 0il on canvas, 256 x 21 3,/4“. Lent by

e e

Jacaues Gua’rin, Paris

«f8 RETURN FROM SCHOOL AFTER THE STORM. 1939. 0il on camvas, 17 x 193", The
Fhillips Gallery, Washington, D.C. Ill. pe Ho

«R8 WINDY DAY, AUXERRE. 1939. 0il on canvas, 193 x 28 5/8", The Phillips

Gallery, Washington, D.C. Ill. p. (O
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*19 MYTERNITY. 1942, 0il on camves, 255 x 20". Lent by M. and Mue
160

Marcellin Castaing, Laves, Bure-et-loire, France. M

@ GIRL IN POLKA DOT DRESY. 1942. 0il on

Lent by Jacoues Guerin, Faris. I1l. p. ///

‘1'w LANDECAFE WITH RECLINING FIGURE. 1942. 0il on canves, 283 x 355". Lent

by Jacques Guérin, Faris. Ill. p. /2
*fﬂ AUTUMY TREES, CHAMPIGNY. 1642. 0il on eanvas, 30 3/4 x 23;". lent by M.

and Marcellin Casteing, Leves, Bure-et-Loire, France. Ill, p. //f
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The Artist's Studio, Cité Eialruie\rra, lElS._,rI 0il, 255 x 19%".46011001:10:1

Oscar—iestelmminoff, New York

_ Still Life with Soup Tureen €. 1516. 0il, 24 x 29". Collac‘tionzh!r. and

Mrs. Ralph F. Colin,) New York

- p\ Self Portrait, £.1917. 0il, 18 x 212", Collection Henry Fearlman, New
30 g — .
‘

York

. weth i
Still Life == Chair, 1916—17.1011, 29 x 213", Collection|Dr. Harry
ﬂ (L# (2 = N —
] Austin Blutman, New York

23 Reclining Woman -im=fivite, 1917. 0il, 23; x 36‘:*3‘". Frivate collection,
: ( ——— e

o’

\_Few York

]

o
b af LgF .
}f‘ﬂ./q,'“g . [ Still Life with Fish, 6.1917. 0il, 16 x 25". Collectioh Miss Adelaide m
N d 33 [~ .
{ # de Groot, courlasyYadeworth-Atheneun,. Hapbfort—Gonne

Still Life with Fheasant, €. 1915.} 0il, 353 x 23". Collection|Frederiec

e

R. Mann, Fhils.delphis., Fa.

.(_/ View of Montmartre, €.1819. 0il, 25 3/4 x 32", Collection William E.

Campbell, Mobile, Ala.

, [ landscape with Church Tower, C.1019. 0il1, 21 1/8 x 28 3/4". Collection
278 Henry Fearlman, New York

View of Ceret, €.1919. 0il, 213 x 28 3/4", Hunstmuseum, Lucerne, Switzer-

land

The Hill, €.1919. 0il, 29 x 21 3/4". Collection Mr. and Mrs. Sidney

Janis, New York
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The Artist's Studio, Cit€ Falguisre, 1915.)0il, 254 x 195", €ollection

Oscar—itesteimninoff, New York

Still Life with Soup 'Purnen.( €. 1516. 0i1, 24 x 29". Collectionihﬁr. and

Mrs. Ralph F. Colin,) New York

v/ Self Portrait, £.1917. 0il, 18 x 21%". Collection Henry Fearlmen, New

York

Still Life <= Chair, 1916-17. ) 011, 29 x 214", CollectionEDr. Harry

S ——
Austin Blutman, New York

Reclining Woman -fxesivibe, 1917. 0il, 255 x 363", Frivate colleection,

\ New York

| Still Life with Fish, 6.1917. 0il, 16 x 25". Collection Miss Adelaide m

% de Groot, ecewstasy-Wedeworth-itheneum,. Hanbforoy—Gonme

Still Life with Preasant, C. 1916.)0il1, 353 x 23". collectioﬂfederu

R. Mann, Hlila.dalphia, Pa,

V /’ View of Montmartre, €.1619. 0il, 25 3/4 x 32". Collection William E.

Campbell, Mobile, Ala.

/landecape with Church Tower, €.1919. 0il1, 21 1/8 x 28 5/4". Colleetion

L
o\ Henry Fearlman, New York
View of Ceret, €.1919. 0il, 21} x 28 3/4". Kunstmuseum, Lucerne, Switzer-

land

The Hill, €.1919. 0il, 29 x 21 8/4". Collection Mr. and Mrs. Sidney

Janis, New York
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B8 Red Roofs, €.1920. 0il, 32 x 264", Collection Henry Fearlman, New

York

Village Square, €.1920. 0il, 29 7/8 x 35 3/4". Collection Henry Fearlman,

New York

Cnarled Trees, €.1921. 0il, 28 3/4 x 36:". Collection Mr. and Mrs. Ralph

F. Colin, New York
e

ty Liblarge.
S View of eu—u‘?_‘ﬁm €.1921. 0il, 28 5/4 x 38". Private collecticn,

| New York

#
, /| The Haunted House, Ceret, 1921-22. 0il, 3/ ¥ 3¢ « Collection Dr.
T m—— &

\H&rry Austin Blutman, New York
. sz;
, [Women in Pink, 1921-22. 0il, 23% x 21.". €ollection Ceear—iiieabohmITioTR,
3t | — s J
\New York

‘Vioman in Red, €.1922. 0il, 21 x 25", Collection Dr. and Mrs. Harry Bakwin,

————

New York

/Farm Girl, €.1922. 0il, 81F x 173". Collection Dr. and Mrs. Harry Bakwin,
7 i :
%\ New York

.

Acvalp
/ landscape with Red Donkey, €.1922. 0il, 31 3/4 x 24%“.4 collection Qeems

2 | - —— - o
/ ( Miostohaninefs, New York

// . Y R s

Boy with Round Hat, 1922. 0il, 315 x 24", Private collection, New York/

L
325 %% 5.

The 0ld Mill, Nemr=Caguesy 6.1922, 0il, WCollaction Arthur BMJKG?

Campbell, Falm Beach, Fla.
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Side of Feef, 1922-23, 0il, 275 x 205". Collection Mr. and Mrs. Ralph F.

Colin, New York

e = &
/Fish and Tomatoes, €.1923. 0il, 23 43/ © . Collection Jack I. FPoses,

New York

The Fastry Cook, €.1922./0il, 60% x 26". €oTewizten The Fortland }u:bL

Museum, Portland, Ore.

The Fastry Cook with Red Handkerchief, 1922-23. 0il, 28 3/4 x 212".

. Collection Mmne Jean valter, Paris

Houses of Cagnes, 1923. 0il, 23 5/6 x 28 3/8". Collection Frangois

| Reichenbach, Paris

/Portrait of the Sculptor iiestchaninoff, 1923. 0il, 335 x 25 5/8".

595 [T T s ——

Collect cnﬂOécar Miestehaninors, Xecer Youlha,

Varcellin Castaing, Léves, Eure-et-loire, France

1 &ndseapa, Cagnes, 1923-24. 0il, 21 x 253". Collection M. and Mme
ST :‘,-( =

,r'. P - : - %, d.a.d-’ %4.
1 ( €.1924. 0il, 32 x 393". Collection QOscar Miestchaninoff,
\

New York

’

| Ray-feaks

Ao raly B a S 4,
Rey and Bread, €.1924. 0il, ®o X 00 "« Collection Frant;ois Reichenbach,

\_Paris

carcass of Beef, €.1925. 0il, 55;" x 42 3/8". DEITTSRIBH The Albright

. Art Gallery, Buffalo, N.Y. Room of Contemporary Art

7,

Choir Boy, 1925. 0il, 38 3/4 x 213". Collection M. amd Mne Mrcellim

Casteing, leves, Eure-et-Loire, Irance
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The Toleah Hnk. : : :
T —n-Bine, 1526, 0il, 20' x 18". Collection

/Mr. H. Harris Jonag, New

York

Turkey, 1926. 0il, 36 x 265". Calléctick The Museum of Modern Art, Hew

York. Gift of Bernmard Davis

Roosters, €.1926. 0il, 38 3/8 x 245". COIIGEEIoH The Art Institute of

Chicago. The Joserh Winterbotham Collection

The Communicant, 1927. 0il, 31 7/8 x 18 7/8". Collection Edward G.
=1 T A

Robinson, Beverly Hills, Calif.

Fage Boy at Maxim's, 19273&i1, 60 3/8 x 26". Coldwebien The Albright

Ar‘;&allar}’, Buffalo, N.Y.?Room of Contemporary Art

_ Fortrait of Madeleine Castaing, €.1928. 0il, 39 3/8 x 28 7/8". Cesvee

ton The Maseum of Modern Art, New York. Extended lcan from Miss Adelaide %«.

I ‘% de Groot

Choir Boy with Surplice, €.1928. 0il, 25 x 19 3/4". Collection Mme Jean

Walter, Faris

The Valet, 1929-.‘? 0il, 27: x 18". Collection‘i_ﬂr\'. and Mrs. Bernard Reis,
T

New York

The Velet, 1929. 0il, 43 x 25". Collection Mr. and Mrs. leigh E. Blook,
—

Chicago

Fortrait of Maria Iani, 1929, 0il, 28] x 23(". Collection Mr. and Mrs.
Sam A. Lewisohn, New York
smanll Town Squere, Vence, 1929. 0il, 28 x 18;". exlImsszm The Art Insti-

tube of Chicago. The Joseph Winterbotham Collection
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i L4
832 ¥ <

Tree of Vence, 1929. 0il, &=w=t+is “Collection ¥e—wmp Mrs. Lloyd

Eruce iiescott, Clinton, N.J.

The Siesta, 1934. 0il, 28 x 35 8/4". Collection M. and Mme Marcellin

Castaing, l}wcs, Eure-et-Loire, France. .11.1ustrm¢-:m—m-u§-_mge3%'

Courbet: Study fm‘-{bas Demoiselles aux bords de la Seinej/

e

Private collection, Faris

Woman Wading, 1931. 0il, 44% x 28%". Collection M. and Mme Marcellin

N\
Castaing, Leves, Eure-et-Lloire, France. %W&M

Rembrendt: Woman Pathing.| National Gallery, London

Female Kude, €.1933 .'23_1_1, 18 1/8 x 10 5/8". canmm?& and Mrs.

Ralph F. Colin, New York

(Fish. 1933. 0il on wood, 13 3/4 x 303". Collection Nr. and Mrs. Ralph

\F. Colin, New York

Plucked Goose, 1933. 011}011 wood, 18 3/4 x 1ei". Coneotio;za_.-.nn-

_I Mrs. Lloyd Bruce 'r'JescottDClinton,_N.J.

e

Meternity, 1942. 0il, 261 x 20". Collection M. and Mme Mrcellin
Castaing, I.}fves, Eure-et-lLoire, France

House at Oiséme, 1934, 0il, 27 x 26". Collection Richards H. Emersom,

New York
- an.w-oﬂ-aé.
The Little Calf, 1934. Oil, 164 x 20", Collection M. and lne Cesdaing

Varcellin Castaing, leves, Bure-et-loire, France. &
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Servant Girl in Blue, 1984-35. 0il, 20; x 20 5/8", C5IIeW¥ian Kunstmuseup,

lnecerne, Switzerland

Portrait of a Young Man, 1935. 0il, 22 x 13;". Collection Dr. and Mrs.

Harry Bakwin, New York

The. (onc ’ ~
Hﬁnﬁm €.1935./ 0i1, 12 x 10 3/4". Collection/Faul Gardner,

Kansas City, lio.

Seated Child in Blue, 1936.)0il, 15 x 95". Collection|M. and Mme

Marcellin Castaing', | LSves, Bure-et-Loire, France

/ Women in Profile, 1937. 0il, 183 x 11". Coli=rEIZz The Phillips Gallery,

-

Washington, D.C.

/ Return from School after the Storm, 1939. 0il, 17 x 193". €oiTvetien

— —

\ The Pnillips Gallery, Washington, D.C.

L [ Windy Day, Auxerre, 1939. 0il, 192 x 28 5/8". Goddeedien The Fhillips

g —— -

n

Gallery, Washington, D.C.

Girl in Polka Dot Dress, 194% ik, 00 ¥ 60 Colleetit;;]_.liriques

e .
Guérin, Faris

landscape with Reclining Figure, 1942. 0il, 285 x 353". Collection

"\ Jacques Gué‘rin, Faris

Autumn Trees, Champigny, 1942. 0il, 30 3/4 x 23g". Collection M. ami

N : ._
. Mme Marcellin Castaing, Leves, Eure-et-loire, IFrance
s -

\_,)I,a i ls R!

/
| A letter from Soutine to Leopold Zborowski, 1923. Translation esn—sase
A |

-
Modiglieni: Portrait of Soutine, 1917.@11, 36% x 231". Courtesy/The

Fhiladelphia Museum of Ari-;.,f The Chester Dale Collection

e
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Xe vay of painting:

Whereas in the remarkebly rising market for modern ert there have beem
produced and marketed a good many imitations of the works of contemporary _
peinters, In the case of Soutine one should make a distinction and special
definition of the faking deception in question,

Painting in rapid succession until they suited him — discarding the
unguccessful, Unscrupulous, In a pinch would collect these remains-——offer
them for salee-guilty of a little intinmate larceny--not artistic fraud--as
they may have sincerely believed that pictures destroyed by him were fine
enough, The fineness of the unauthorized work offered for sale then depended
not only mnmrmumm--mmormmt-mm&-ig:
tbdqinqmnﬁonhutmthemsotmmkofthm
combining the disjecta membra and £41ling in the interstices. - Prt"-

Soﬂimhwmmnwﬂlﬂlmudupwfumﬁoﬂ?m& L .
Mwummmz-mmmmwummmmmi
The probity of little pieture deslers end the diseri-instion of collectors '
ammmtmoftmamorum.m:mmumm“
not force the owner of a pleture denounced by him he would some
back,

Upon one oceasion, one of these canvases having been sold to a di
collector most motable ss a conmoisseur of antique furniture (mw
Soutine was invited to see it, date it, sign it,
it hung, he turned pale, gnwnmu,hroughtoﬂn}llﬁﬁh.l“ﬂ;
this way and that and departed without apology, Upon another occasion, at
ut:lmecthantim'-pmduotionwn-lw,mmdmﬂmumﬂ
mmmumunmpsmmmamm,am
m,mthud:thninthoimerehﬂo,mumtopumnm1,
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deliberately procured one of these reconstituted canvases, humbly submitted

it to the artist end was allowed to purchase a valid work in exchange. (J. ¢
Needless to say, the serious collector, and by the same token, has

always been concerned to avoid all this elase of work, but when fakes are

composed of the remainder of more or less satisfactory genuine canvases by

the master's hand, the falsity is a matter of degree—-the final test must be

the force and beauty of the canvas in some part if not in its entirety, and

the most enthuslastic collectors and knowledgeable dealers and experts have

not always agreed upon certain canvasses, ;
hmmxormmmu-mmmmm

any modern ertist, which is saying a great deal, he was eccentric and careless

in his choices of canvas or panel on which to paint, At one period (which?) .-'-

he found or he fancled that old worthless canvases, already painted upon by

unsuccessful or forgotten painters, provided a more gratifying or effective f

eurfface to his brush, This notion may have derived from the custom of his }1 ‘_
 inpecuhdous youth when he could not afford new canvas, In any case, it "'E' '
mumummmormmmmmmmmm'« ¥
furniched hin the finest materials, &mmmttmm‘_‘-

oruhuhumw«mmmw-ummhmm

cleated pleces., Fortunate, A gingular peculiarity of Soutine was an inabil:
mmmml-mmmummmumwnamm_w;l
In both these categories, old canvas and miscellaneous hi"‘;':l
the buyer had to do was to call in the restorer for the work of rebacking,
cradling, retouching, ete. Where he piled his pigment in clots or embossing

of ooler, there hed 40 be an mmediats fattonting onh ant i SRR
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of pictures on wood there were unavoidable strips to be painted inm, The
ekill of restorers varies, and occasionally these perfectly authemtic works
shov some of the same traits as those rejected by Soutine himgelf and dis-
puted by connoisseurs, I

But in art only the finality matters, The artist msy arrive at it
directly or by whatever hesitation or false moves or with whatever hesitatiom
or mistekennesp—=still in Soutine's case there is an mesthetic interest in
this commection, As a rule his pictures are composed from the cemter, The
face, the tree, the dead bird or beast, or the convulsion of form or the
explosion of color derived in his mind from the external object, pretext or
stimulation, The background is often just background, to be filled in
edventageously to the central form, not of great intdrest in itself, M
Zurkey, Colin Blue Boy) To put this the other way avound, in all his |

mdmtbnthrammtnmempluetthtbmtyﬂ'mgﬂbm—
and counter—plan of the outline of the subject metter against the rec
of frame; notable above all in the art of the Orient, often to be pr

in Matisse and Modigliani, among other contemporaries.

Refer to this in footnote apropos of Chartres in 3 pieces,

Diseuss at length in aestheties. :

Note: speak of the Msculpture of light," In all expressionism s
Mmmmmmsmmmmmmmuwrmﬁé;_
Rembrandt, A conception of light, not as a curtain or WMm; ¢
medimm through which one sees (impressionism) htunumwm

composing to the artisi's eye, a three-dimensional form, ;

:nmtp.umaorlomoom,mmum’.mnm;,f'
uimtobammmmmmngmmmmm,uthm
mmmammutmutuutumtmmmamﬁ
intervening ltnosphm,butinthoaetlonoflightwm. -

To express this in analogy. Impressionists m,m-mﬁ
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in Soutine and Kokoschka, light gathers upon the object 1like a swarm of

beesj shadow aggrandizes and metamorphizes.
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CQMPARISON WITH REMBRANDT
As to his way of painting at the height of his powers, some=
thing is to be learned—or more precisely deseription in some
perticulars will be facilitated=by a comparison with Renbrandt.
One point of similarity is their love of central eompositiom.
As 1t were a pelce of sculpture in a niche, Indifferemt to the
space distance and perspoctive within that niche. m#
amtprtofﬁmhuﬁtmdhmstofmthm q?f
as taught, disgonal, pyramidal e

it in sideways theme, not only drematizing his model b |

1t but dramatizing his model by means of it. It was a

of night and day, shadow and sunshine, obscurity end s

revelation. In Soutine one feels mo such concern with

of Chiaraschiro, He is visuslly romsncing, not trying %
drematic effect plausible. His concern was perhaps not

all, The background is not shadow—it is bluensss. Th
mmmmm.mumwj :

perhaps by his Jewlsh blood, Bysantine perhaps by his Ru
msin,thishmutmnhm!ﬂm
huknthsrh-—thnntobookﬂlmmmwﬂlmj
mnmtmmmmtomnmhtm
numwmw.mmmhuﬁ%* -‘:
mmormmamamwm o
uge of brush and pigment.
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OLD-MASTERISH, Influence of

It has been a tenet of modernism or of certain modern artists :
and esthetes that it is ignominious, unfeasible, unlucky to strive 1-:
conselously to endeavor, to establish oneself in the sequence of E
the old masters, Hemingway once said of the movel ef ons of R
colleagues which had been given a prize—the trouble with this is
that every word in it was written for posterity. Mﬂﬂlh
determined elsewhere—or left to the mysbery of time to come.
Soutine, like Hemingway's rival, intended mastérye sesvess.
mmmmmmwmmnmmmcmm
‘aspired to classification with it in the future. In one
(pa:ticﬂar)th&aappamtohmbmaw
mmmnmmormmmmh
work. Every so often he would find his theme not in exter
reality or his own experience but in a particular masterp:
tioned, Van M'q/mhnz WJ}' m g
canvases this prompting of the past appears more se




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:
The Museum of Modern Art Archives, NY
MW JE.93

Old-Masteriem, Influence of == p. 2

even more than influence of esthetic or of craftsmanship. Mu_
Courbet painted an enormous trout (ome in the collection of :
Segonzae) Soutine likewise, (see Colin repro. p. xx) and another
sald to be in Japen, .

One of the most popular 15th century masterpices in Paris is

the Demoiselles au Bord de la Seine. lMmel Castaing's Siesta d..‘—-

obmuslyderivaafromthhthwghitwﬂﬂmhm!thm A
mlﬂethegreatprelﬁﬂmrya}aebchbelmtomh .‘tﬁ:
to the finished picture in the Grand Falais. Note that in all '
thmcasaaitismainlyamattarnfthathm,wm
Mpictmsmhwbmuﬂuﬂmhwlﬁlﬁm“$ﬁ

u_—_*‘

the neweomer fron Smilovitche-the very greatest western B
umnthhmﬂmwmmmmlmnq
have been the profoundest love, admiration, :

was not conscious of it.
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Nature is both beautiful and aboninable—=delectable and des-
truetive—vital and morilund. This you see in windblown trees and

decomposinb animal tiseue which indeed is true not only in mysti-
elsm but the several sciences sre a death and a putrefaction no
less than gangrene and pmss and blood. Theology is a comvulsion

no legs than exhil....... allowing for difference of tempo,
difference of view ... DFut these certain great artists
endeavor most of all to detach themselves from individual &
essvessViewoint, They wish to view the brutality of the mdh }
the tree tops, -the sunset colors of decomposing animal tissue, o
the hopelessnese in the eyes of a ehild, the bestiality of m
old age, the mbmlameormnmtm,uﬁhmﬁ-
inggstiture of color giiven you (see GW mss.)

As 1t were the love of God.
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THE MUSEUM OF MODERN ART

11 WEST 53 STREET, NEW YORK 19, N. Y.

TELEPHONE: CIRCLE 5-8900

501026 - 65 FOR WEDNESDAY RELEASE

COMPREHENSIVE EXHIBITION OF WORK BY CHAINM SOUTINE TO OPEN
AT MUSEUM ON NOVEMBER 1

Seventy-five oils by the late well-known Lithuanian painter Chaim
Soutine (189L-19L43) will be exhibited on the third floor of the Museum
of lModern Art, 11 West 53 Street, from November 1 through January 7,
after which it will be shown at the co-sponsoring institution, The
Cleveland Museum of Art. This will be the largest retrospective
exhibition of Soutine!'s work ever assembled, covering the whole span
of his working 1ife, from 1915 to 1942. The paintings are being
brought together from many parts of this country and from numerous
collections in France and Switzerland, under the direction of Monroe
Wheeler, the lMuseum's Director of Exhibitions, who has also written a
profusely illustrated monograph on Soutine to be published simultane-
ously with the opening of the exhibition,

"Soutine," according to Mr. Wheeler, "perfectly epitomizes the
so-called 'expressionist' painting of our century - expressive, that
is, of inward vision and introspective drama. The dramatic clashes in
nature and human nature thrilled him; and his own ego, overcoming
every vicissitude by means of art, 1ifted him to exaltation. The
tumult of his heart is exuberantly transformed into powerful rhythms
and burning hues. In all he did there 1s a strong trace of primitive
feeling, a general notion of the malevolence of nature and of sub-
conscious obsessive fears. These are revealed In his restless flowing

line, unearthly light and 1iridescent colors."

Biography

{Note: The following material is from Soutine by Monroe Wheeler,
unless otherwise credited.)

Born in 189l; in the Lithuanian part of West Russia, Chaim was the
tenth of eleven children of a mlserably poor Jewish tallor who
wanted him to become a shoemaker., Impelled to paint for as

long as he could remember, at the age of 7 he stole some kitchen
utensils from his home to buy some colored pencils, and for
punishment was beaten and shut up for 2 days in the cellar,

He was once expelled from school, a poor and inattentive student.
At 16 he had begun to be an artist. He made a portrait of the
village simpleton and, followlng this, asked the rabbi to pose
for a portrait. The rabbi's son beat him so brutally for what
he felt was an insult that Chaim's mother threatened suit.

This produced appeasement in the form of 25 roubles towrrds
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the boy's education, with which he went to Minsk to study
painting., A little later he went on to Vilna, and here a
friendly doctor helped him to go to Paris in 1913 to the Ecole
des Beaux Arts, Soon he established himself independently

on the Left Bank in a dilapidated studio which is portrayed

in an o0il painted in 1915 and inecluded in the present exhibition.
Here he lived in poverty while he was working out his artistie
salvation, His hunger sometimes forced him to steal empty
bottles from his neighbors to exchange for bread.

A self-portrait done when he was about 23 shows him as a raw-
boned, truculent but sensitive youth. He always suffered from
chronic nervous indigestion probably started by insufficlent
nourishment and developing into the stomach ulcers that finally
proved fatal. This condition was aggravated by every trait

of his psychology. He became a hypochondriac extremely concerned
with what he ate and drank, end identified his abstemiousness
with a kind of morelity for art's seke. Instead of referring

to his health when declining a drink he would say "No, I must

not let myself be corrupted.”

Soutine's mature career did not begin until the end of the First
World War. In 1919 his dealer Zborowski, whom he had met
through lModigliani, offered to send him to the Pyrenees where he
stayed about 3 years and worked with intense concentration and
fecundity. Here he developed a vehement style that shocked all
his contemporaries and that still is difficult to understand.
These landscapes seem to be shaken by some ccsmic force: the
houses billow and careen, the trees reel, the colors whirl,

all with a great emotional force., These 3 years in the Pyrenees
were the most prolific of his 1life: he produced over 200 canvases.
Perhaps the death of his friend Modigliani at the height of his
career, ruined by dissipation and distress, made Soutine work
harder and more tumultuously. He was obviously seeking a new
style, but with great dissatisfaction. After 2 years of monthly
payments withcut receiving any pictures, Zborowskl vislted him
and found scores of canvases in cupboards. Soutine was in

poor health and had not eaten for days. The dealer hurried out
to buy food and, returning, found Soutine trying to burn the
palntings, a great many of which he did destroy. He frequently
cut up pictures he did not like and then sat down to do them
over amain, Later in life he acquired whatever he could of

hic wovice prior to 1923 in order to destroy them. We probably
have let't only 1 in 10 of his canvases. "View of Hills" with
its almost abstract pattern, illustrates his experimentation,
"View of the Village" is the most extensive and formal of this
series. In all of these paintings 1little room is allowed faorsky.

Next in Cegnes, after a fit of demoraligzstion, he developed one

of the finest phases of hls &t and began the great series of
melancholy figure paintings wihich he was to cuntinue throughout

his 1life. Representative of this period, and differing so greatly
from the Pyrenees pictures that it is like a reversal of esthetics,
are "Woman in Pink," Woran in Red," a large view of Cagnes, "Boy
with Round Hat!' With their fairy-tale gquality of delicacy, some

of these and the landscapes, actually suggest a sudden personal
happiness.

After 1923 he seemed to know exactly what he sought in his art
and never to doubt its value and consequence. He developed but
did not change. He moved constantly frum one part of France to
another, goaded by despalr and apathy, by neurosis or inspiration.

Reputedly his first sale was to the English novelist Arnold
Bennett, But his most important fortune was the purchase of his
work early in 1923 by Dr. Albert C. Barnes of Philadelphila who
bought a great mmny. From then on, collectors were always
waiting to acquire his pictures, and by 1929 when he was 35, the
whole world of art had heard of him. Thus, despite the early
povarty and loneliness, his career was a success story. But
though this doubtless seemed a miracle to Soutine, he always
thought of himself as a wanderer; he expected the worst of
everyone including himself; he never achleved real self-assurance
or comfort. He boasted of his hardships, made a legend of his
mishaps and distrusted his collectors.
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In the last decade of his work it is apparent, through changes
in his painting technique, that he wanted to become somewhat
less dependent upon strident color and to achieve a stronger
mastery of third dimension and of linear design. This is
1llustrated not only in his landscapes but in portraits like the
"Servant Girl in Blue,""Portrait of a Young Man" and others of
this period.

Soutine refused a chance to come to America in 1940 and stayed
with a friend in Touraine. Though he suffered no specific
violence during the war, it surely aggravated his nervous state,
with a gradual, fatal effect on his health. His lassitude end
ﬁisanthropy oppressed him more and more grievously, but in the

Profile of a Lady" and in the stormy landscapes painted Jjust
before he died, all his greatness spoke cut in a new way.

He died on August 9, 19L3, of "the hopelessly ulcerated stomach
which had fed on and in turn nourished the despair that made him
so fine an artist end so tragic a human being;’writea James Thrall
Soby, art writer and Museum Trustee., He created "an art of
slashing impasto, free emotiocnal distortion and...gave us
everything of anguish there is within him.... The heritage of
Soutine was one of Slavic melancholy, rough peasant vigor, almost
barbaric appetite for visual luxury...of youthful suffering as
frightful as the most impassioned 19th-century Russian novelist
could have devised,"

Influences

Contemporary artists in Paris, many of whom he knew despite his
lack of soclability, seem to have influenced him very little,
although he surely knew the worik of the German expressionists,
Nolde and Kokoschka. In his early days he talked mainly.of
Tintoretto and El Greco, and later he developed enthusiasm for
Rembrandt and four times he journeyed to Amsterdam to see the
Rembrandts there. Although he said he disliked van Gogh, it seems
apparent that this master's later work must have helped him in
his early landscapes and portraits and especially in the self-
portralit of 1917. He responded, but in a highly individual way,
to certain ideas of the intensely French Bonnard.

The religion of his forefathers seems to have meant little to
him, s d he did not suffer any persecution on this account. But
having left his religion behind him, he proceeded to bring to

his art a kind of religlosity, and it seemed to him inevitable
that he should be somewhat martyred for his art. He was afraid
of becoming like others and losing his singularity as an artist.
He believed an artist should remain poor, and he had an unappeas=
able dislike and mistrust of middle class practices and relation=-
ships. frt must be his one and only bondage. Painting served

as his morality, his penence and his atonement.

During the 1930s was when he most often borrowed subject-matter
from masterpieces of the past, But his taste was never eclectic;
there is no intention of parody or paradox apparent. He wanted
to demonstrate what he could do with the themes and problems

his two or three greast 1dols had proposed. With no general
relationship to Courbet's style, Soutine palnted subjects similar
to Courbet's. His great shocking still lifes were prompted by
the Louvre's "Carcass of Beef" by Rembrandt, his greatest idol.

Subject Matter

Still 1life, animals, fish end fowl were favorite subjects for
Soutinel's dramatic treatment. This first appears in the early
but elready powerful "Still Life with Fish" (c. 1917) with its
intense forms as vigorous as in their wild existence under water,
and fish continued as an interest throughout his life.

Hulking carcasses of animals were the subject of a number of
paintings, most notorious of which, according to legend, were
several canvases done in 1925 of the entire carcass of a stecr
procured from friends in the slaughter-house. He continued to
paint long after decomposition had set in; and when the police
arrived because of complaints from neighbors, Soutine harangued
them on the greater importance of art.
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Following this he did a serles of half-plucked fowl, painted
some times after deliberate fasting,

Gladioll interested him for awhile, and he occasionally painted
the same vase several times, rendering the leaves and petals like
little licking flemes.

Weldemar George, writing in 1928 of Soutine's mature work,
rentions several of the palnter's favorite themes in his
description of Soutine's way of painting as a certalin wildness
of rhythm loosed on the eanvas: "It bends and shakes his figures
eas though they had St. Vitus' dance. Harmonious still 1lifes,
flowers and fruits, it reduces to rags and tatters, Houses
osclllate on their foundations and move ardently hither and
thither in the landscape, turning it topsy-turvy as in a series
of seismic shocks,"

A consistent preoccupation throughout his life was his great
series of romantic figure pictures. In some of these he concen-
trated on a single color, but more often they reveal the full
range of hls paletts. His first rendering of large areas of
white was in "Reclining Women" (1G17), a technique carried 10
years later to a higher perfection in his great figure naintings.
The figure paintirgs of youths in the uniforms of their work
gave pleasure to everyone and brought him his first real prosperity
pestry cooks and "The Communicant" in white; valets-de-chambre,
choir boys and the great "Page Boy at Maxim's" in reds. A few
powerful individual portralts also came from his brush, notably
the likeness in pale blue of the sculptor, lMiestchaninoff.

The last important series featured gyrating portrsits of romantie
trees, perhaps derived from his youth in Lithuania where tree
worship was a cult, and arboreal rites were still practiced.
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. ) THE MUSEUM OF MODERN ART

Datessptamber 12, 1950 .

To: uiss Ulrich, Mr. VWhoeler

From: v, rermas SQUTINE

SOUTINE: 116 pages; 10 color plates; paper over boards; prices $5.95

Edition: 9000 (Members, 46003 S & 8, 1500; Cleveland, 500; Desk and
oomplimentary, 2500) :

Printing

pages 1-32 §2458 John P, Smith Co. #51479

pages 53-116 1339 Case, Lockwood & Brainard #51480
A.‘o" .03 150 i . ATy

John P. Smith Co. #61479

Jjackets 626

p.per/bolrd covers

ravings:
black and white
Color plates:

5 sets ($300 ea)

2 sets (42.75 ea)

1 set

1 set

1 set
Binding: @ 2854
Paper: 88N sheets
B 0518247

hi & express:
u&—‘fcul

with 20% overhead 1
less donations 3

Case, Lockwood & Brainard #51489

Beck 51481

Folsom Engraving Co. #50625 & #61477
Editions du Chene #50621

Skira O 1

Standard-Koppel #60606

Beck 51496

Tapley #51496

Whitehead & Alliger on order F50616

Ul .1.2735
§ & § price: 1.38
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THE MUSEUM OF MODERN ART

Date__september 23, 4880—

$450 from Samuel Marx for one ecolor plate

475 from W¥rs. Harry L. 'ﬁinaton for one color plato

475 from Lee Ault for 1 uolor phtn

1425 from Ralph F. Colin for 5 co;l.or platna 2

237 from Ilrs- Lloyd. Bruce ﬂoséott i‘or % oust oi‘ 1 plnt.
¢ 3062

s e Al
aalpt woon Lk Foegle
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The Museum of Modern Art Archives, NY

Dear Leet
Alfred Barr tells me that you would like
'-uu:muuu.m-ﬁum m&@#ﬁ ¥ g
color plate of #The Little Pastry a..m“ ""m""""

Soutine m.

gy PR

tnmném'

M’.
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Dear Paul Gardner:

It was extremely kind of you to
write me about my Soutine book, and I
want $ou to know how mch I appreciate
your taking the trouble to do so.

Please let me know the next
time you come to New York.

With kdnd regards,

Faithfully yours,

Monroe Wheeler

Mr, Paul Gardner, Director
William Rockhill Nelson Gallery of Art
Kansas City, Missouri

MWiJB
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WALLIAM ROCKHILL NELSON GALLERY OF ART
KANSAS CITy, MisSOURI

14 November 1950

Dear Monroe Wheeler:

The Soutine Catalogue has just arrived and
it is a superb piece of work and a fine and
fitting memorial to a great painter. My
sincerest congratulations on your contri-
bution to present day art knowledge. I was
especially flattered by your comments on
my small painting,

With all good wishes and trust that the
exhibition is receiving the success which
is its due,

Sincerely yours,
SO
Pi@éggétﬁner

Director

PG:fp

Mr. Monroe Wheeler
Museum of Modern Art
11 West 53rd Street
New York City 19, N.Y.
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Dear William:
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THE MUSEUM OF MODERN ART
Date___ Nove 9, 1950

Re: _Soutin boole

Abtadhed is my check for 240,00 in payment for the 200

copies of the SOUTTIE book which I agreed to purchase ab

cost (+96) plus overhead of 25% (24) — total $1,20 per copy,
I shall give George Dohrenwend instructions regarding ﬁllivuy-
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THE CLEVELAND MUSEUM OF ART

CLEVELAND 6, OHIO, US.A.
UNIVERSITY CENTER STATION

WILLIAM MATHEWSON MILLIKEN, DIRECTOR November 17 1950 CABLE ADDRESS: MUSART CLEVELAND

Mr. Monroe Wheeler

Director of Exhibitions and Publications
The Musem of Modern Art

11 West 53rd Street

New York 19 N.Y.

U’ dear Mr. Wheeler:

Mr., Milliken has asked me to write you with reference to the
Modigliani catalogue. We understand that the catalogue will not be
published in time for our Exhibition which opene January 31, 1951.

This, of course, will mean that we will not sell the number we anticipated
and we believe it would be necessary that we should have 100 of the paper
bound and 5 of the cloth bound, instead of the original order.

We would like to have, if we may, conies of the Bulletin of the
Huseum of Modern Art, containing the article on the Modigliani Exhibition.
Would you please tell us when this Bulletin will be published, whether or
not we can buy copies of it for re-sale during the Exhibition, the cost to
us and the re-sale price?

incerely yourg~

G botrerener

s 5 tary to thé Director
Approved

Director

our best selling time goes if we can't get the material. We have
had wide publicity about the sale of luseum of llodern Art cards
and our first order is completely sold out.

I suppose you are swamped thers, but will you put in a
tactful oar to move the thing a little more rapidly?

With kindest regards.
?mﬁarew yours
dhet=
William M.Milliken
Director
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THE CLEVELAND MUSEUM OF ART
CLEVELAND 6, OHIO, U.S.A.
UNIVERSITY CENTER STATION

WILLIAM MATHEWSON MILLIKEN, DIRECTOR RED
lovanber 17 1950 A

Mr. Monroe Wheeler

Director of Exhibitions and Publications
The Museum of Modern Art

11 West 53rd Street

New York 19 N.Y.

My dear Monroe:

Your letter came this morning and I know you will not
mind if I have to say something to clarify a matter which I am
sure you will be as eager to clear up as we are. We are guite
disturbed over the fact that things do not come when we order
them from the Museum of Modern Art.

Under date of June 22nd I wrote you with reference to
the catalogues and under date of September 18th we sent you our
formal confirming order, a copy of which is enclosed. You were
probably in Europe and did not see it and it was properly passed
on to the department involved. We have been desperate to have
the catalogues here for pre-sale as people are asking for them
all the time. Will you please see that they come to us as soon
as practicable.

Miss Schroeder, my secretary, has been handling material
for the Sales Desk and has also been desperately trying to get a
response to her order for Christmas cards, which was sent on
November 2nd. Another order was sent on November l4th. HNaturally
our best selling time goes if we can't get the material. We have
had wide publicity about the sale of lluseum of Modern Art cards
and our first order is completely sold out.

I suppose you are swamped there, but will you put in a
tactful oar to move the thing a little more rapidly?

With kindest regards.

V@:aral@r yours
dhads

William M.Milliken
Director
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\{to reproduce once the undermentioned

conochrome i1 ¢he following publication only :

No. 1 Snbject

S

National Gallery pictures in

|
Fee paid%ﬂ/;/.wsu. Il subjectf in monochrome at £1 1 0 eachl Ll , D

l subjects in colour at /5 5 0 A-- J

Received by UBK r S 's %

The reproductions must not be used for any other purpose thay
The reproduction fee is payable on each distinct occasion that a reprodnc_tlon is r

H & 5 1400/50
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Dear Barbara:

I ht you might like to see a preliminary
mro:tmphuwmma?mm
"Chartres Cathedral®, Our engraver's 48 now
complsted, and our Treasurer would
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e ook, JMne T - JuEn ”
{a;mroriastaly
Dear Willimm:

We would 1ike to know how meny coples
orm@mihoumm 1ike, Ve would be
glad to provide them on the same terms ss the
Sraque book, namely 40% on the clothbound edition,

In cape you may need coples at once for

publieity purposes, we are sending you 25 copfes -
A en advance on your order,
Sineerely yours,
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THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19, N. Y.

Dummm..m.w..m
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From mp. Lee 4. Ault

106 East B5th Street
New York 20, H.Y.

Reproduction: Color plate for Modigl!iani-Soutine book, :-r 9 - June 1950

Registrar

Museum

Nitabar Description

Soutine: The little Pastry Cook, 1925, oil on canvas
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THE MUSEUM,OF MODERN ART
11 West 53 Street, New York 19, N. Y.

Date....... Auguirt. Ls A950........coooor
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From Mr, and Hrs. Ralph F. Colin
941 Park Averme
New York 28, New York

Reproductions Color Plateas for Soutine Book

guffalo,l Y. mbri'ght ket Gallory B
wld  bmXE=MY
Ex ,~Burchfield
April ll-May 15,194, (Extended to May 31)

B hfield The Eest Wind, watercolor
];6; .g’a ”urc Garden of Memories,crayon & we
5"3’"6 " Insects at Tw‘llight,vatorclr.
x Ll... 76 " The Interurban Line, "
L35 " 3 Rogue's Gallsry(ﬂggr.ﬁn)ﬁ.
#3d b b Mowa Aot 8 L Jed 4 Gl :

Ex,-laillol
lpril 13 - E&Y 23’19‘145 iy - Hacglh Findea "'-)
Vi
Port.of Rmoﬂrs‘ﬂ"’n”
5%.39 Maillol Stding Figure, T
Seated Figure, terra co

o O T A A =

"f*ﬂuu “l '1
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The Museum of Modern Art Archives, NY

THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19N %

LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From e, and Mre. Relph F. Colin
941 Park Avemne
Hew York 28, New York

Reprodnction: Coler Plates for Soutine Book
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THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19, NY,

Date........ Auguat. 1, 1950 ...
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From Hr, and Mre. Relph F. Colin
94l Park Averme

Reproduction: Color Plates for Soutine Book

Registrar

Description

Soutine: Alley of Troes, Chartres, oil on canvas
L] Landscape at Cagnes, oil on canvas
. Portrait of Boy in Rlue, oil on canvas
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THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19N Y.

MO...._M”'_--—-.
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From n-.un-.n-ua.m
333 Yorth Michican Amerme
M’lm

for  Repreductions Colar plate for Soutine Book

Registrar

Museum "
Noniber Description




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: [ Series.Folder:

MW r.a3

The Museum of Modern Art Archives, NY

THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19, N. Y.

DTN S PR T S——
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From M3, Lloyd Sruce Yoscott
inliwcawny Farn
Clinton, Yew Jorsey

for Leproductions Colar plabe for Soutine Nook

Registrar
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THE MUSEUM OF MODERN ART
11 West 53 Street, New York 19, N. Y.

Date... MR 33 AFTN.......coc
LOAN RECEIPT

The objects described below have been received by The Museum of Modern Art as loans under the conditions
noted on the back of this receipt.

From lire 8nd lirse Tarry lLowls Winsbon ﬂ““ﬂ“
4835 Aapen osd

“Lahipan
for  Logroductions Coler Plate for Soutine Sook

Registrar

Museum -
Nombar Description

S0 | Souitine: The Ned Jiadiaias, ofl oo canws




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

MW JL.93

The Museum of Modern Art Archives, NY

=  WESTERNEE
I UNION

JOSEPH L. EGAN
FRESIDENT

mm‘thnllhmlathadaullnlonlnlnnmalndd.uLnuernnB‘!‘AXDuiDTIHEupdnﬂm Time of receipt is STANDARD T 3

Deferred C‘ab'le == Charge Soutine book
Caataing

21 rue Bonaparte
Paris 7

Priere vermettre Skira faire prour nous photes de trois 'l‘-lhl:pw )
Baigneuse Femme sous 1'arbre et Maternite ponr planches en

dans notre livre Soutine Mille mercis Affectueusementy™
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WESTER?®
UNION

JOSEPH L. EGAN
FRESIDENT

The fling tizme shown (a the date Line on telcgrams and day letiers is STANDARD TIME at poiat of origin. Time of r6ceipE s §

Cable nigit lottew, Charge to Sowtine book

chos Gostaing 21 rue Ponaperte teblesux doivent pas quitter 18
Cliches dimcusions culvant Crand Balgneuse feuteur 20 eme Fese
sous 1lfarbre 21,5 ane Meternite 18.5 em. Coquilles doivent e
York cing Septasbre,

.

%,
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Dear ir. Marcesu:

_ This sutumn the Museum of Modern Art is
publishing s volume on the painting of Chaim Soutine
in connection with e large retrospoctive axhﬁ&ﬂn
~of: the work of this artiet. Homldlﬁ‘.ato
duminhlank:ndwhiteinthilvah-

. T = d ___ ...._.
-and we are amxious him ib porn:
photognph as soon as pouihh.

£
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Dear ir. Marcesus

This eutumn the Musewn of Modern Avt im
publishing & volume on the painting of Chaim Soutine

connactlon with & large retroepective exhibition
~work of this artiet. We woumld 1ike to
and white in this volume

iy

q tkis. A it Imer.
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Fhotograph Sales Department
Hational Gallery of Art
London . .
England

Mléngm

Hﬂlyoukind}.y:;ni ue by air nail, of

el on T-: pﬁu,m’ ~ _--
Yo J»-.tultngl
ssm;:m, & Ayines

E ocurels fourgy
Monroe Whecler
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W. J. Byrnes & Co.
25 Broadwaﬁ
New lork, L, New York

AT'.LM‘IOR: h.r'; é‘uridan
Suh;}ect.t Re: Dur odder # 50&72
Dm nr.a Sheridan: =
nndnaed i8 an invoice whish we ba¥e jnust r

m*ﬂhrt. Skira, Paris, for the tro
__Soutdne painting "Le Coq", which ve pu

ough the value of this shipment is.$20.00, ;-’- .

1a g us for only 3,000 francse. “lir. Si
gated to us because our library has supp
reutreh‘mhml free of charge. -.,J

‘I hepe that this invoice will be.seceptable |

appraiser, provided duty is assessed on the 32 0.

which appears on the pro forma involce we &
on August 28th,
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THE MUSEUM OF MODERN ART

Date__Sept. 7, 1950

To: Miss Ulrieh
Miss Fernas
From:
Momroe Wheeler

Simon and Schuster have agreed to purchase 1500 copies of the
Soutine book provided the retail price iz not move tham §3.95,

THE COMPANY WILL AFFRECIATE BUGGESTIUNS FIIOM T8 FATHUNS CUNL

“‘%\irﬂli‘ﬂed to you on
receipt of your cheque.
11
e
p.p. Publications Manager,

e




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection: Series.Folder:

The Museum of Modern Art Archives, NY MW .93

sl WESTERN -

Telegram or  Cable.

?ram unless Its de-
erred character is in-
dicated by a suitable
symbol above or pre-
ceding the address.

W. P MARSHALL, FPRESIDENT

— = e = - et Dokt ol
The filing time shown in the date line on telegrams and day letters is STANDARD TIME at poiot of origin, Time of receipt is STANDARD TIME point of ¢

Cable Night iletter Sept. 6, 1950
JGthﬁnwa!knmxmr

44 Averme Fogh

Paris, Fravee ‘ _
Urgently woed dimensions smd whﬂ#na'on<munnethxnin‘s:ﬁﬂlldhﬂ.ﬂid!. .

Vheoler .

THE COMPANY WILL AFFRECIATE SUGGESTIONS FROM ITS PATRONS CONCERNING IT3 SERVICE

] M.uugéﬁﬁuchraea to you on
receipt of your cheque,
< e
p.p. Publications Manager.
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THE MUSEUM OF MODERN ART

Date__Sept. 15, 1950

CHESTER DaLE
THE PLAZA, NEW YORK

Angust 10,1950,

Mr. Monroe Wheeler, gr S
attention Miss Fpands Periits,
The Museum of Modern Art,

11 West 53rd Street,

New York City.

Dear Mr. Wheeler:

As Mr, Chester Dale has
been out of town, he only received,yester-
day, your letter asking for a ghotogrg h
of the Modigliani portrati of outine

Will vou please write to
the Philadelphia Museum of Art for this
print, telling them you have received per-
mission from Mr.Dale to reproduce the paint-

ing.

Mr.Dale gives willingly
his permission to use this photograph for
reproduction, but only if there is a credit
line reading from the Chester Dale Collee~
tion, Philadelphia Museum of Art loan.

Sincerely yours,

Secretary.
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The Museum of Modern Art Archives, NY

THE MUSEUM OF MODERN ART

Dﬂtﬂ Bopt. 15’ 1950
,’;‘ -/‘-l"‘ . ?

-

WESTERD
"UNION

g
- |I
W. P. MARSHALL, PRESIDENT ‘_.'e'_.

ium.mmnmm'muummmmmmmhsrmnmnmn-pdudm ‘Time of

JEATPIERTE BRASSEUR
4/, AVENUE FOCH -
PARTS

FRANGB.

11 COMPARY WILL APPRECIATE SUGGESTIONS ¥R
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THE MUSEUM OF MODERN ART

Date._ Sept. 15, 1950
/fj (P SRy, ?

%\4 //‘{{, f/”«‘rf —‘fﬂﬂf/ft

mmmﬁ/‘ e =

Y S W‘f%—.
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THE MUSEUM OF MODERN ART

Date Sept., 15’ 1950

|
=4

F. B \B = L-, Soutine catalog

3 SN

WE STE RN
UNION

W. P MAREHALL, FRERIDENT

Te fiog tiis ahows 1a the date Line on tslegrams and day leties is STANDAILD TIME at polat of origin. Time

Qoy z- 11 1n7L

T JEAN-PIERRE BRASSEVR
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THE MUSEUM OF MODERN ART

Dﬂt‘ "Bcpt- 15, 19%

Re:_Addition, Soutine catalog

4 ‘,"I " -
7 /77 L ] / o
/ (/N 4 {"f_ m

MZ;ch |
la ozl

7?%2@0 B
GOV 207 AW Lyl A28 s
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THE MUSEUM OF MODERN ART

Dm *Slp‘l'-. 15, 1950

Re:  Additiom, Soutine catalog

Girl in Red, e, 1928. 0il on canvas, 8l x 60 em, Lent by Mr. and
Mrs. Albert D, Lasker, New York.

Is it too late te get Leogker and Matisse on the lender's 1list?
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PHILADELPHIA MUSEUM OF ART

DIAMOND 3 e Y e @ SEVENTY-FIFTH
JIUiB I'L BB 2 |man: il | e ANNIVERSARY
EXHIBITION “ 1 L L COLLECTION

DIAMOND JUBILEE CELEBRATION
1875-1876 1950-1951
SEVENTY-FIFTH ANNIVERSARY

July 28, 1950

Mr. Monroe Wheeler
Maseum of Modern Art
11 West 53rd Street
New York City

Dear Mr. Wheeler:

I enclose the only photograph we have of
Modiglieni's portrait of Soutine from the Chester Dale
Collection. This was made when the Chester Dale pictures
were deposited here. The negatives have been returned
to him and, should you need additionsl prints, Mrs.
Bullard can doubtless supply them.

Sincerely yours,
Q—\—&d
HENRT MARCEAU >
Associate Director
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ce: lir, Wheeler
Miss Pernas
Miss Mrizh

R. Lerondelle
76 Rue Blanche
Paris, France

Re: Order Nos, L6137

Gentlemen: ol

Will you please get in Bouch wilth Bditions du T 36, lei 'l'cmdm, Paris, about
forwarding to us 2 sets of color plates (L in set)s will be used for the
catalog of our Soutine exhibition and must arrive in New York by September 1, 1950,
Please forward them by airfreight if impossible for them to arﬁ?éq in time by ship,

Please inelude the following information on the invoice for ﬂns ah:l.mts

1, Cost of art work (photomphing or making aﬁﬁ:ﬁim-}
2. Cost of original plates
3. "Cost of electrotypes made f‘rom than :::

e
This information is required by the United States cusﬁ"

We do not yet know the cost of these alac‘brot.;rpes re they will be about
845,00 for each set. If this is true, a atatem-nt Qﬂ’unhed to the invoice
distributing the value 28 follows: e

1. Cost of original art work Es s.ao per h& szo,oo
8. Cost of original plates $25.00 WM
i i mmtmf:: (815,00 m;d; 2 "“30 00
from original ea . 830,
i a8 e e

. $90.00 - total

P .
Our order # 16137 will be mailed to you undel separats covers

-

Very sincerely yoirs,

Reglstrar,
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WESTERN -
UNION

JOBEPH L. EGAN
PHESIDENT

“The filing time showa in the date [ine an telegrams and day letters is STANDARD TIME at poiat of origin, Time of receipt is ST.

~._ Cable night letter, Charge to Soutine book
CQD)/‘Z-" o - 1nTL=d Uf,/"3=

LT Edart=

Gamva,(s‘dtmh@( via wv) =

Pouvez-vous faire immediatement planches en couleurs c'!b

~York cing Septembre.

THE COMPANY WILL APPRECIATE SUGOESTIONS FROM m‘ér’

your kind
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The Museum of Modern Art Archives, NY
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WESTERN =
UNION

JOSEPH L, EGAN
PRESIDENT

Thie filing time shown in the date line on telegramn and day letters is STANDARD TIME st point of origin. Time of receipt is ST

cc: Miss Fernas
Deferred Cable = Charge Soutine book

oy -

Parls

THE COMPANY WILL APPRECIATE SUGGESTIONS FROM 1T8 PATR(

mm e u-@m M | A
Dby sm,..s. e, Vol \
.‘.f‘?“.:/ ,&/Z “"IM .

M '». W -~ —_—
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Dear Ralph:

mm—«t-mmumumm
catalogue to accompany the
to be held in the Musemm thi




FOR STUDY PURPOSES ONLY. NOT FOR REPRODUCTION.

Collection:

Series.Folder:

The Museum of Modern Art Archives, NY MW

Jr.a93

A, Separations made

Charles H. Worcester, Chicago. (Have plate)
GIRL WITH BRAIDS - Lewischn. ¥ to write?
PORTRAIT OF VIADIMIR DILEWSKY - FP wrote 5/17

In ¥ilan. Publisher: Arnsud
Vie Mattonaim 23
Florence, Itely !

¥ade by Franchi, 1947. 8% x 55"

plate

5) GYPSY AND CHILD. Chester Deale, Chicago

6) PORTRAIT OF MAX JACOB. Skira plate in 3rd Vol.

SOQUTINE color plates
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The Museum of Modern Art Archives, NY

June 2, 1950
Mr. Frederick Monroe Wheeler
639 Forrest Avenue
Evanston, Illinois

Dear Mr. iiheeler,

»u Tepd el

mhtsh.mphming wwihmmm-ﬂﬂlm.
" B 0k ¥ i'lf.";a

=

but s.’mo& hn as vor:r busyvdth a,.nu pii&uﬁﬂ; and m ::u-_qmst

== i plate wil
is urgent. mfhas uhd mﬁo write m on his m

The M uwlumiw to have ._mmmm

P Dbt ia i ® avertanl Yins
orlildlg-ii-t"l mg mmmcw Oordin-
‘ - . ‘. - '-’b" ‘“ 5 - 2 Y. «
arily we mﬂv mw ﬁ&mm M&Ww.ﬁm
) W thros weska, sud wx will «ge
photogmﬁ ﬂnc‘.lrh- u-n use ll«l ;w.wm In tbaqmid.ﬂ;{:i-
soure, b retpeaniile for 811 B9
i;lhni, thqu urmmu me«hmhﬂh
powras o salisetiog
mffioimlv munt- o m.hlo.m w1m qpltihxu-‘-di

~ L ‘o Snem V. m

instead of a cm:lu oolor photo;n.ph. Monroe asks if you ndﬂ be

kind mu;h to am mmumuw H\QW

Institutao md J.ot hi- know .tn whnt ny the card differs. The en-
Wit Ama ‘h.l"\z" m

graver will use thia e=d’ in vonjmﬁun with eolor uy;ntim.

The information will be a great help'to us, and I hope it is not

too much trouble for you.

Very truly yours,

Frances Pernas
Fublications Department
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your kind consideration, T am

The Museum of Modern Art Archives, NY
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