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Figure 1.5 Henri Fantin-Latour, Homage to Delacroix. 1864. Oil on canvas, 160cm x
250cm. Musée d’Orsay, Paris.

Figure 1.6 Raphael Soyer, The Artist’s Mother. 1917. Etching on paper, 20.2cm x 15.1
cm. Hirshhorn Museum and Sculpture Garden, Smithsonian Institution, Washington, D.C.
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Figure 1.7 Raphael Soyer, Transients. 1936. Oil on canvas, 95.3cm x 86.7cm. Blanton
Museum of Art, Austin.

Figure 1.8 Moses Soyer, Girl With a Cigarette. 1968. Oil on canvas, 90.17cm x 64.77cm.
Portland Art Museum, Portland.
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Figure 1.9 Raphael Soyer, Cynthia in Thought. 1967. Oil on canvas, 106.68cm x
81.28cm. Collection unknown.

Figure 1.10 Raphael Soyer, Double Portrait. 1963. Oil on canvas, 76.2cm x 60.96cm.
Collection of Mrs. George H. Boynton, Tuxedo Park, N.Y.
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CHAPTER TWO: RAPHAEL SOYER AND THE CONTINUATION OF
THE HUMANIST DEBATE

In Self-Revealment: a Memoir, Soyer claimed that his work “never became
politically slanted,” and that he only painted what he saw around him.8 Despite these
claims, Soyer did, to some degree, connect his art with his politics. Although too complex
to be fully addressed in this paper, a brief outline of the connection between Soyer’s art
and his politics prior to 1958, as well as of the general political relationships between
Communists and liberals between 1930 and the mid-1950s, are necessary to provide
context for Soyer’s street scenes of the 1960s.

In 1929, with the encouragement of his wife, Rebecca, and painter Nicolai
Cikovsky, Soyer, by then an active member of the Communist Party, joined the
communist John Reed Club.® The purposes of the Club, as defined by its constitution,
were as follows:

to work within all cultural mediums for the international revolutionary labor
movement, to clarify and crystallize our own theories of art and their relation to
the revolutionary labor movement, to struggle against all art and literature rooted

in bourgeois ideology, to help further an international movement of revolutionary

68 Soyer, Self-Revealment, 72.

69 Ibid.
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