Bernard Dorivd
L'Ecole de Paris;. au Musée

National d’'Art Moderne

Ecole de Paris

Van

Dongen

! Bernard Dorival, L’ Ecole de Paris: au Musée National d’ Art Moderne (Paris: Editions Aimery
Somogy, 1961), p.7.
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Harold Rosenberg

Review 1940 11
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1990
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Cubisme

B o n d Giotte

enclave

Fauve

Leopold Gottlieb

Jewish School of Paris

les peintres maudits painters
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under a curse #

Maurice Utrillo

Tamud Tables of

Law

* Monroe Wheeler, Soutine, exhibition catalogue (New York: The Museum of Modern Art, Arno Press,
1969), p.31.
5

1920

Esti Dunow, p. 3.

® Maurice Raynal, Modern French Painters (New York: Brentano’s, Inc., 1928), pp.151-52: “The art of
Soutine is the expression of a kind of Jewish mysticism through appallingly violent detonations of
color. His work is a pictorial cataclysm, comparable in its exasperated vision to the reckless frenzies
of martyrs and heroes ... This art is the very antithesis of French tradition. It defies all measure and
control, in drawing and composition. The subject is flung on the canvas any which way; it might as
easily have landed beside it as on it al those distorted, devastated, un-axed landscapes, al of those
appalling, inhuman figures, treated in a stew of unheard-of colors, must be regarded as the strange
ebullition of an elementary Jewish mentality which, weary of the yoke of its rigorous Talmud, has
kicked over the Tables of the Law, liberating an unbridled temperament and indulging at last in an
orgy of criticism, destruction and reconstruction of Nature--cursing the while, and cursing very
copioudly, its Creator.”
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" Michel Makarius, Chagall (London: Bracken Books, 1988), p.7
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Realist

Expressionist

Werner Haftmann

Franz Marc

Wassily Kandinsky
Uber das Geisting in der Kunst
Wolf-Dieter Dube, The
Expressionists London: Thames and Hudson Ltd, 1992 , pp. 1-18.
® Werner Haftmann, Painting in the Twentieth Century, New York and Washington: Frederick A.
Praeger, 1965 2" ed. Revised. 2 vols. Vo. , p. 262.
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10

Samuel Kootz Vaentine
Galery

11

12

19 Esti Dunow, p. 1.

! Samuel Kootz in Alfred Werner, Chaim Soutine (New York: Abrams, 1977), p. 61: “... He paintsin
thick layers, throwing on paint like a drunken man. There is no appreciation of form, no clear
definition of values, no architectural qualities that would denote orderly thinking.”

12 \Werner Haftmann, p. 264: “Van Gogh, the Fauves, and Expressionism provided the formal idiom in
which this East European primitive rendered his ecstatic vision ... He had no intellectual culture
whatever, and he used this idiom, which he acquired (from earlier masters) without thinking and
applied with a hallucinated energy, for the sole purpose of expressing his tragic cast of mind. He
attacked the world of things like a man driven by hunger...”
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13

JeromeKlen New York Post

14

Raymond Cogniat 15

German Expressionism
Edvard Munch James Ensor Oscar Kokoschka

Emil Nolde
16

'3 Pierre Drieu la Rochelle, “Soutine,” Formes (Paris), no. 5, May 1930, p.4: “Soutine received the gift
of painting at his birth but the gift has burnt his eyes and hisbrain like ared iron. He loves his
torment, but it is torment.”

1 Jerome Klein, “Soutine’s Art Bursts Forth in Feverish Forms’, New York Post, February 8, 1936, no
page no.: “Van Gogh bared the heart. Soutine bares the entrails. Goya's dead fowl and Rembrandt’s
flayed beef are revivified and dlain al over again by Soutine with a gory ferocity. Why? It must be
because his passion for life has been driven back in him so violently and become so entangled in the
thicket of histortured consciousness that it can only burst forth in the most gnarled and feverish
forms... the painter vents his tortured feelings.”

15 Raymond Cogniat, Soutine (Paris: Editions du Chéne, 1945) and Soutine (New York: Crown
Publishers, 1973); Pierre Courthion, Chime Soutine-Peintre du déchirant (Lausanne: Denoél, 1972).

16 A1bert C. Barnes, foreword, “Soutine,” New York, Bignou Gallery, March 22-April 16, 1943.
Exthibiticn Catalogue: “The movement known as Expressionism, so prevalent in Germany for many
years, owes more to the work of Soutine than to that of any other man.”
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17

18 19

Robert Delaunay

Erster Deutscher Herbstsalon ~

20

Y Henri Serouya, Soutine, 1960, unpublished manuscript, p.115 Marcellin Castaing and Jean
Leymarie, Soutine (New York: Abrams, 1964), p. 24  Jacques Lassaigne, Soutine (Paris. Hazan,
1954), no page no.

'8 Andrew Forge, Soutine (London: Spring Books, 1965), p. 12 Marevna, Life With the Painters of La
Ruche (London: constable & Co., Ltd., 1972), p. 177

9 Paolo o’ Ancona, Some Aspects of Expressionism (Milan: Edizioni del Milione, 1957), p. 56
Cogniat, Soutine, 1973, p. 17.

% Estj Dunow, p. 5
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Paul Cézanne
Pierre Bonnard

Impressionisme —_—

René Huyghe
gothic baroque
21
Szittya Emile
George Seurat
Henri Matisse Georges Brague

! René Huyghe in Alfred Werner, “ soutine: Affinity for an Alien World,” Art Digest, vol. 28, no. 4,
Nov. 15, 1953, p. 17: “The style of this artist weakens the great traditions of French painting. This
unpruned style, flamboyant gothic, asymmetric baroque, is opposed to the dender, graceful, precise
French style.”
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22

Raymond Cogniat form-destroying

23

ruthless and consuming

subjectivity 24

25

Clement Greenberg

%2 Emile Szittya, Soutine et son temps (Paris: La Bibliothéque des Arts, 1955), p. 63: “Soutine ne sait
pas composer comme Cézanne, Seurat, Picasso, Matisse, ou Brague; il nous transmet tout criment
les accidents de son existence. Chez lui rien n'est construit; voila pourquoi ses tableaux sont si
inégaux, si dépourvus d’harmonie. Il ne doit pas s'agir de les disséquer ni de les juger selon les
principes d’ une quelconque histoire de I’ art.”

% Cogniat, Soutine, 1945, p. 19.

2t William Townsend, “Ruthless Subjectivity,” Sudio International, vol. 171, no. 875, March 1966, p.
122. Esti Dunow, p. 7 fn.13

% \Waldemar George, Soutine (Paris: Editions “Le Triangle,” 1928), p. 19 “Soutine, ne doit rien ala
France, sinon cette soif d équilibre intérieur, auquel, Dieu merci, il n’ atteindra jamais...Je le crois
condamné toute sa vie a subir les spasmes de ses passions, incohérentes et indisciplinées. S'il trouve
un jour son centre de gravité il risque de tomber au point mort.”
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26

27

28

29

% Clement Greenberg, “Soutine,” 1951, in Art and Culture (Boston: Beacon Press, 1961), p. 115
“Perhaps he asked too much of art, perhaps he set too high a value on the unimpeded expression of
feeling. Certainly, he discounted to an excess the obligation to organize a picture decoratively; and
even in the latter part of his life, when he became less highhanded in this respect and produced his
most completely satisfying works, the decorative ordering of a picture remained something he
submitted to rather than embraced.”

2" Andrew Forge, “Discovrery,” New Satesman, October 4, 1963, p. 456: “...the complete absence in
Soutine of whatever one means by the classical. Classical art always ends up by distinguishing
clearly between one thing and another, however it may cause thingsto interact along the way.”

% George, p. 16: “L’ art classique n'a pas de points de contact avec cette oeuvre qui est une redemption

et une €levation.”
3 Elie Faure,

Soutine (Paris: Editions Crés, 1929), p. 5
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30

31

% |bid., pp. 5-7: “Ce qui est plus surprenant, ¢’ est son autre passion, la sculpture grecque, ¢’ est-a-dire,

3

[y

en un sens, I’opposé de celle-la’® Ne vous y trompez pas. Ce double amour n’est pas contradictoire.
Il est une confirmation des deux instincts qui I"’animent: restituer la matiére dans ses profondeurs
pal pitantes, redresser peu a peu cette anarchie formelle qui donne a ses toiles un aspect de chaos ou
lignes et volumes se brouillent, débordent les une sur les autres, visages monstrueux, bouillis,
bosselés de meurtrissures, ravinés de trous, maisons de travers, comme gondolées par |I'orage,
paysages qui semblent peints au cours d’un tremblement de terre, monde jeté sans ordre apparent sur
la toile, mais si riche et flamboyant qu’une grande espérance en monte, comme d’ un nouveau-né
gluant de sanies et de sang. On s'imagine que Soutine déforme pour déformer, par une sorte de
perversion qui cherche a étonner, sinon a indigner le spectateur. Erreur grave ... Une passion de la
mesure et de la proportion exactes, de |’ équilibre architectonique et méme anatomique le tourrmente,
et c'est justement la qu'il faut chercher la source de ces forces contradictoires qui I’ écartélent sans
merci. 11 aspire avec désespoir a un ordre intérieur que, pour la vraie puissance de son art, il faut
souhaiter qu’il ne trouve que par éclairs, et organiquement, ce dont S apercoivent déa ceux qui
sentent ou est son génie. ...I1 aime la sculpture grecque a I’exclusion de toute autre parce qu'il y
trouve le complément de ses qualités propres, le moyen de racheter son vice, une croix de marbre
assez solide pour qu'il puisse enfin y étendre ses membres endoloris.”

Greenberg, p. 116: “...to some extent, it was a struggle to discipline himself in directions not
altogether congenial. Given his temperament and gifts, he might have fulfilled himself more largely
had he accepted his originality more implicitly and let it lead him, But perhapsit also belonged to his
temperament (or his neurosis) to put obstaclesin his own way.”
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Hilton Kramer

32

post-Céret

% Hilton Kramer, “Soutine and the Problem of Expressionism,” in The Age of the Avant-Garde (New
York: Farrar, Straus, & Giroux, 1973), p. 230: “ Soutine is--above al--a painter, an artist of a certain
type, dreaming the dream of museums, bending his will, his talent, the very marrow of his vitality, to
the realization of an art which the dimensions of his own temperament and the desperation of his
guest almost preclude him from carrying to its exalted conclusion... In Soutine, the suffering Jew
and the peintre maudit conspire against the disinterested artist who would like nothing better than to
be a classic, and in the process they turn him into a classic of another sort atogether--a classic of
Expressionism, where the tradition of the Old Masters he venerates is not so much upheld as
swamped by the pressures of extreme emotion.”
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33

intense

modern

34

35 pre-

Impressionism %

% Maurice Tuchman, introduction, “ Chaim Soutine, 1893-1943", New York, Marlborough Gallery, Inc.,
October 1I-November 3, 1973. Exhibition Catalogue: “The paintings of the carcasses also signal the
beginning of the end of Soutine as an artist truly possessed. He came, before the close of the decade,
increasingly to distrust and demean his own natural strengths. He dwelled more on the great art of
the past, and spoke longingly of his desire to paint things as they are, as the classics had
painted....His palette dimmed noticeably in 1929, and this was not only a symptom of decline but
was also testimonial to his aspiration for a subdued and resonant art--dependent on the renunciation
of hisnatural gifts.”

¥ Maurice Tuchman, Chaim Soutine, 1893-1943 (Los Angeles County Museum of Art, 1968), p. 43.

% David Sylvester, Chaim Soutine (London: Arts Council of Great Britain, 1963), p. 12. Exhibition
Catalogue.
% |pid., p. 13.
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27

katharsis %’

" Gabriel Laderman, “Expressionism, Concentric and Eccentric,” Art forum, vol. 7, no. 6, February

1969, p. 53.
37

Aristotle Poetics

Herbert Marcuse
The Aesthetic Dimension

2001
223-246

62



Jacques Lassaigne

28

Sub-School

29

% Jacques Lassaigne, Cent chefs-d’oeuvr des peintres de I'Ecole de Paris (Paris: Editions la Galerie
Charpentier, 1947), p. 18: “Independent art, without the convenient repetitions of a school, must
recreate everything for itself...it is led into making a much closer contact with the past, to examine
every aspect which may prove valuable. It can embrace without any obstacle the most varied lessons
since it receives them directly and without intermediary. Works of inspiration maintain their original
freshness since they undergo only the contact of the new artist ...Traditions, instead of being a
solemn story that one absorbs with dread and respect thus became living things, perpetually young,
accessible to anyone at any time... Each individual, in his contact with the masters of the padt, is free
to select those who satisfy his particular uncertainties and whose message he most readily grasps...”

# Castaing and Leymarie, p. 18.
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