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the winterbotham plan 

Tastes, even styles, in art change with the passing years, though from each epoch 

some few great works of art endure to enrich the future. Periodic we eding is healthy 

in most American museums whose collections have increased with astonishing 

rapidity, for there comes a time when certain art objects have fulfilled their useful

ness and should be sold rather than relegated to the well-known storeroom. During 

the last twenty-six years a remarkable experiment, called the Winterbotham Plan, 

has been in progress at the Art Institute of Chicago. With the avowed purpose 

of permitting elasticity, this plan poin ts the way to fluid museum collecting. In 1921, 

Joseph Winlerbotham, a Chicago collector of liberal taste, established for the Art 

Institute a trust fund from which the income was lo apply only to the purchase of 

modern paintings by foreign artists. He was strongly in favor of bringing to Chicago, 

an insular American city, the newest facets of international art. Paintings purchased 

from his fund, or from further sums added by various members of his family, were 

to number thirty-five in all. Now, in 1947, the collection of thirty-five is at last com

plete, though unfortunately the generous donor has not lived to see his idea mature. 

Joseph Winlerbotham died on March 19, 1925. His son, Joseph Winterbotham, Jr., 

has, however, intelligently advised and cooperated with the Art Institute in carrying 

out his father's ideas. 

What, then, is the Winterbotham Plan? How does it mark a milestone in the history 

of museum gifts? Because Mr. Winterbotham stipulated that any painting, after 

acquisition of the original thirty-five, could be sold or exchanged for one of more 
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immediate interest, he gave to his collection a permanent means of growth, not in 

numbers but in quality. He recognized the necessity for constant re-evaluation, and 

he also understood the flux inheren t in expanding museum collections. By providing 

for the exchange and sale of paintings, he gave the Art Institute a much-needed 

oppor tunit y to fill neglected gaps in its modern collections. To buy paintings, as 

the private collector does, with the reassuring knowledge that the purchase is not 

irrevocable, gives the public museum greate r courage to include experimenta l work. 

Sometimes the passage of twenty years proves that this courag e was well used; but, 

under the Winterbotham Plan, if these same years indicate otherwise, nothing has 

been lost. 

Another interesting idea introduced by Mr. Winterbotham was hi s provision that, 

after purchase of the original thirty-five paintings, the amount of money earmarked 

for an individual picture could be substantia lly increased, thus prophetically 

allowing for possible inflationary periods and for work of ever higher quality. During 

the years minor changes in the plan have been approved by the Winterbotham 

family, but it is interesting to observe how closely the initial plan was followed, 

because its scope was wide enough to permit great freedom . Originally a committee 

of Art Institute Trustees took care of purchases for the Winterbo tham Fund , but in 

1935 a change was made, and a co mmitte e of three, the Director of the Art Institute, 

one member of the Board of Trustees and one member of the Wint erbotham family, 

became responsible for all purchases. Now that the first phase of this unique 

plan is completed-the acquisition of thirty-five paintings-it is the museum's re

spons ibility to decide which of these shou ld be accepted permanently . However, 

before any exchanges or sales can be made, the Winterbotham Plan provides that 

the thirty-five paintings be exhibited together for the first time. The curren t exhibition 
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and, in addition, this small ca tal ogue faithfully record the activit ies of the first 

twenty-six years of the Winterbotham Plan. 

Certain paragraphs from Mr . Winterbotham's original agreement are worth quoting 

because they well demonstrate his desire to allow for growth and freedo m in his 

collection. He specifically stated that after the original purchase of thirty-five paint

ings, those "less excellent and less desirable may be taken from the collection and 

sold or otherwise disposed of, the proceeds to go to the Art Institute without restric

tion." Shortly before he died, in a letter to the vice-president of the museum, he 

wrote, "I congratulate the Art Institute and myself on the fine discrimination you 

have heretofore exercised in selecting paintings." And significant is the terse last 

clause of the 1921 agreement when he said, "It is the intention that the purchase 

of paintings, as time goes on, is toward superior works of art .. . " Incident a lly 

several Ameri ca n museums, the Museum of Fine Arts in Boston and the Albright 

Art Gallery in Buffalo, have already been sufficiently interested in the Wint erbotha m 

Plan to study it before completing arrangements for similar co llections. A brief 

glance at the paintings, all European with the exception of three by modern 

Mexican artists, gives evidence of the wide range of countries represented, and 

of the varying techniques and styles included . A more catholic selection of rec ent 

a rt trends would be difficult to !ind elsewhere in a public collection of comparable 

size, though the exclusion of one contemporary group, the so-called Constructivists, 

might be questioned. On the other hand, the Win terboth a m Collection has not 

neglected the great individualists of the late nineteenth century, painters who 

helped to mold twentieth century art. Gauguin and Toulouse-Lautrec (with a superb 

examp le) are beautifully repres ented . But, because the collection is basically an 

intelligent cross-section of current Europe an painting, it suffers from its era as it 
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is enriched by it. Art of the last half-century has echoed the confusion of its 

environment, hence the individual's sense of lonely isolation in an international 

world. Over and over the painter uses personal symbols to relieve his frustrations 

and to bridge the gap which separates the present from a more familiar past. These 

personal symbols are sometimes difficult to understand. Paradoxically, they emerge 

from a civilization which too often rejects them . 

Two of the best-known living painters are well represented in the collection ; Matisse 

twice with excellent examples of his characteristic shorthand color patterns, and 

Picasso once. It seems wise to me that Picasso, the true voice of our time, is shown 

as an early Cubist, since this movement promises to become Europe's greatest 

single contribution to the art of our century. Forain, who died in 1931, is one of the 

few contemporary French artists to concern himself with socia l content. In a typical 

painting, Sentenced for Life, he dramatically exposes the conflicts of modern legal 

practices, a subject repeatedly attacked by this distinguished follower of Daumier. 

The rich tradition of French painting is well upheld by Braque, Segonzac and 

Derain, thre e artists proficient in the sensuous textures traditionally identified with 

a Gallic brush. The more decorative phases of European art are shown in the work 

not alone of Matisse but a lso of Friesz , Dufresne, Lurqat and Duly. Lesser painters 

like Goerg, Marchard and Edzard are included with justification, for their work 

sometimes echoes, often points up the more revolutionary trends of their colleagues. 

In addition, two handsome canvases by Soutine and one by Marc Chagall, his 

consummate Rabbi of Vitebsk, are exce llent introductions to a moody Expressionism 

deeply rooted in present-day European art. Undertones of psychoanalysis are bril

liantly introd uced in canvases by Dali, Tanguy and De Chirico, three pioneers of 

Surrealism. From northern Europe come the German, Karl Hofer, and the Austrian, 
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Oskar Kokoschka, both with characteristic paintings not uninfluenced by Paris but 

more imbued with the object, as such, than is commonly found in modern French 

art. And finally the Mexicans, Rivera, Tamayo and Orozco, the last with what is 

sometimes considered his greatest easel painting. 

~ 
That the collection is at times unev en cannot be denied, superb exa mples occa-

sionally outshining their neighbors, but it must be remembered tha t those paintings 

not of the highest quality can, if desired, be sold or exchanged . Moreover, since 

the group has been assembled with an . eye to over-all coverage, it highlights the 

best-known twentie th century movements, Cubism, Expressionism a nd Surrealism. 

Painters from France, Germany, Russia, Ita ly, Spain, Austria and Mexico are in-

eluded, though the School of Paris is best represented, as it should be, inasmuch 

as Pari s has been the accepted focal poin t for modern art during the last hundred 

years. Stylistically one is impressed throughout by the modern painter's consistent 

elimination of detail and by his repeated emphasis on color, be it decorative, psycho-

logical or functional. 

Certain omissions in the collection have been made consciously in order not to 

duplicate works previously given to or purchased by the museum, for the Winter -

botham paintings are part of the Art Institu te and cannot be considered as an 

isola ted group. Slowly, over a period of twenty-six years, the collection has grown. 

Now, because of the farsighted plans of an intelligent donor, Chicago's Art Institute 

can continue to revitalize and re-evalu ate its famous sequence of modern paintings . 

Katharine Kuh 
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the Winterbotham collection 



Still life 

Oil on canvas, 211/z by 373/4 inches 

Signed and dated lower right: G. Braque 19 

Purchased for the Winterbotham Collection in 1929 

BO RN 18 82, ARGENTEUI L, FRANCE . 

Braque, along with Picasso and Juan Gris, developed Cubism, a form of abstract art 

which eliminates traditional perspective and naturalistic subject matter in favor of a 

more analytic and simultaneous handling of the object. Surface planes, flattened and 

simplified, are arranged arbitrarily to show many aspects of a given object at the 

same time. Cubism is always concerned with the re cession and projection of planes 

rather than with conventional perspe ctive and dis.lance . Braque first exhibited at the 

School of Fine Arts in Paris (1905) with a group of artists later to be known as Les 

Fauves, the wild be a sts, so-named due to the revolutionary strength of their work. 

Derain, Vlaminck, Matisse and Dufy were some other members of this group. In recent 

years Braque's paintings have remained abstract, but today he is more concerned with 

sensuous textures and juxtaposition of warm color than during his more severe Cubist 
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period. He belongs strictly to the Frenc h traditi on of suav e pigment and rich surfaces , 

though he still ret a ins his early interes t in the simultaneous break-up of the object. 

His favo rite point of departure has a lways been the still life. 

STILL LIFE 

This typical la te Cub ist picture was painted in 1919, eleven years after Braque an d 

Picasso had first exhibited their revolutionary Cubist work. The austere purity of 

ear ly Cubism ha s been eliminated in this painting and objects, as such, have no t 

been completely abs tracted . The gui tar, the mu sica l no tes and the grapes, though 

no t naturalisti ca lly handled, still evoke a poetic mood . Low-toned colo r, variety in 

tex ture a nd rich brushwork a re all characteristic of Braque at his best. Here his 

prime interest , as always, is focused on the arrangement of broke n forms within a 

harmonious composition. 

BORN 1889, VJTEBSK, RUSSIA. 

From the twentie th ce ntury, an era of great freedom in art, Chaga ll's plastic vocabu

lary is the most personal of a ll. His imagin at ive visions, cu lled from a Russian 

Jewish background, are not based on folk legends or fairy tales as is so often 

claimed, but evolve from moody associations with his past. Unconventional, searing 

color and equally unconventional soaring figures unite in swirling compositions 

which are so completely Chagall 's idiom as to be his signature. His youth was 

spent in the Russian village of Vitebsk where he was raised in an ardently Jewish 

family; his later residence in France explains his identification with the internati onal 

School of Paris. During the recent war he came to the United States and lived in 

New York. His p a intings are always influ enced by the tenor of his life , sad an d 

foreboding during periods of war, more sensuous when the artist was living in 

France with his much beloved wife, Bella. 

THE RABB I Of VITE BS K (Sometimes ca ll ed The Praying Jew .) See cover. 

Recognized as a Chagall masterpiece, The Rabb i of Vitebsk was pain ted in 1914, 

shortly after the artist returned to Vitebsk from Paris. There is some doubt as to 

the identity of the sitter, whether he is a rabbi or merely a praying Jew, because 

apparently the thalis and phylacteries are not peculiar to a rabbi. In any case, we 

know that Chagall painted three versions of this subject in 1914, the first of which 

The Rabbi of Vitebsk 

Oil on canvas, 46 by 35 inches 

Signed lower right: Marc Chagall 

Paint ed in 1914 

Purchased for the Winterbotham Collection in 1937 



is at present in the collection of Charles Im Oberstag of Switzerland. The painting 

is remarkable for many reasons, for its intensity as a searching portrait, for its 

magnificent jagged design, for the bold play of light and dark in a subdued color 

pattern and for its deeply felt compassion. The Rabbi of Vitebsk has a realism 

and reserve rarely found in Chagall's work, though the abstracted background 

shows that the artist was not unfamiliar with the modern movement in Paris. 

BORN 1888, VOLO, GREECE. 

Though De Chirico was born in Greece, his antecedents are Italian and his work 

bears testimony to both countries. The classic a l antiquity of Greece is ingeniously 

interwoven with personal fantasy. The artist has lived from time to time in Munich, 

Paris and Italy. His early work, which is now accepted as the basis for present-day 

Surrealism, est a blishes him as one of the foremost leaders in twentieth century ar t. 

Intensely psychological, the early paintings are filled with eerie exaggera ted per

spective and un related objects drawn from Greece, Italy and contemporary life . 

Later De Chirico esche wed the more Freudian vocabu lary for a decora tive style 

in which he repeatedly employed horse mo tifs. Now the artist has veered toward 

realism, tempered always by romantic poetry, but lacking the curious intensity of 

his early work . There is no doubt that those paintings he produced between 1910 

and 1917 have greatly affected the work of Surrealists like Dali, Tanguy and Ernst. 

De Chirico is usually identified with the School of Paris. 

THE PHILOSOPHER'S CONQUEST 

This strange painting, composed of two artichokes placed near a cannon with 

factory chimneys and a large clock in the backgro und, comes from De Chirico's 

early and most exciting period. The subconscious world, where unrelated objects 

such as these evoke insisten t memories, was the a r"tist's favorite point of departure 

in 1914, presumably the date of this picture. Those who demand a rational ex

planation of the pain ting may be disappointed, for its meaning can be in terpreted 

differently by each person. The cannon is possibly an erotic symbol, and along with 

the factory, clock and artichokes can be considered an expression of our material 

world. Why, as often with De Chirico, the clock is set at 1 :28 must remain a question. 

Aside from its fantasy, The Philosopher's Conquest is in addition superbly composed 

with its many round forms isolated in space. De Chirico has here used his famous 
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architectural perspective, purposely exaggerated to give a sense of lonely nostalgia. 

Low-toned heavy color emphasizes the mood. Note how the round areas, sometimes 

dark, sometimes reversed and light, lead the eye up and back into the painting. 

The Philosopher's Conquest 

Oil on canvas, 49V2 by 39V2 inches 

Signed lower right: G. de Chirico 

Probably painted in 1914 

Purchased for the Winterbotham Collection in 1939 ' 

11 



BORN 1880, NEUSS, GERMANY. 

Max Clarenbach , origin a lly a stud ent at the Di.isse ldo rf Acad emy was lat er influ

enced by Jacob Maris and by the French Impressionists. For a number of years h e 

has been teaching painting at the Di.isseldorf Academy. 

THE GARDEN 

The Garden, painted before the first World War, shows the strong influence of 

French Impressionism, a school of painting which at this time made itself felt 

throughout all Europe and the United States. The artist here used divided pigment 

and broken color to a chieve the light and atmospheric effects so dear to the 

Impressionists. Clarenbach has devo ted much of his time to the region around the 

lower Rhine, where undoubtedly this intimate view of a garden was painted. 

Oil on canvas, 35 by 39 inches 

Signed l ower left: M. Clarenbach 

Painted b efore 1914 

Purchased for the Winterbotham Collection in 1922 

BORN 1904, FIGUERAS (NEAR BARCELONA) , SPAIN. 

To say anything new about the ubiquitous Dali is difficult at a time when his na me 

is still front page copy in every American newspaper. A wary self-publicizer, he 

is no less a great technician and also an artist who has already left his imprint on 

the twentieth century. His name is synonymous in the public mind with modern 

art and Surrealism. During his youth in Spain, a stormy neurotic period filled with 

personal acts of violence, he studied art first in a private academy in Figueras, later 

in Madrid. It was not until 1928 tha t he made a brief excursion to Paris and there 

me t hi s a lready famou s count ry ma n, Picasso, und er whos e influence the young 

artist turned to abstract painting . A year later the true Dali began to appear, that 

painter of psychopathic dreams and compulsive erotic symbols. With extraordinary 

dexterity he translated Freud to canvas. He changed the entire vocabulary of 

established Surrealism, introducing a new disturbing objectivity in his irrational 
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compositions. The strongest influence in hi s work was . not Pic asso but De Chirico, 

from whom he borrowed the strange unearthly perspective which has become one 

of his many trademarks. An avowed paranoiac, Dali is conv inced tha t the su b

conscious can b est be evoke d by the anecdote. Like mos t orthodox Surrealists he 

esc ape s from accep ted rea lity th rough what h e considers a greater reality, that of 

the subconscious world . Dali has from time to time lived in Paris an d England . 

Sin ce 1940 his h ome ha s been the Unit ed States. 

INVENTIONS OF THE MONSTERS 

Thi s pa intin g has the furious intens ity which character izes the best of Dali's work. 

Pain ted in 1937, Inv ention s of the Monsters is made up of fant astic material, such 

as horse women, a flamin g g ira ffe, a cat angel, irrationally combi ned with por traits 

of himself and hi s wife Ga la. The se obje cts are meti cu lous ly painted, as onl y Dali 

can, and are distributed asymme tricall y in dreamlike space. When Da li learned 

that the Art In stitute had purchased his painti ng, he wired the follow ing expl anation: 

"Am p lea sed and honored by your acqu isiti on. Accord ing to Nos tradamus the 

a pp arit ion of monsters presages the outbreak of war. Thi s ca nvas was painted in 

the Semmering mountains near Vienna a few months before the Anschluss and has 

a prop heti c cha racter. Horse women equal maternal rive r monsters. Flami ng giraffe 

equals cosmic ma sculi ne apo calyptic monster. Cat angel eq uals divine heterosexual 

mon ste r. Hourg la ss equals metaphysical monster. Gala an d Da li equal sentimental 

monster. The little blue dog alone is no\ a true monster. Sincerely, Salvador Dali." 

Inventions of the Mons ter s 

Oil on canvas, 201/a by 307/a inches 

No signature 

Painted in 1937 

Purch ase d for the Wint erbotham Collection in 1943 



BORN 1880 AT CHATOU, NEAR PAR IS. 

A hi ghly eclectic painte r, Derain has bee n affected by many influences, by Matisse, 

Cubism, Cezanne, Corot and even Ear ly Christian art. His training was relatively 

academic at both Julia n's Acad emy in Paris and lat e r under Eugene Carriere. How 

ever, in his early years he was more influe nced by Matisse tha n by his conv entional 

ar t schooling. Since 1904 he ha s ex hibit ed with the famous group eve ntually to b e 

la b e led Les Fauve s . Much of his la te work is romantic and indicates a deep under 

standin g of the Old Masters, also of French traditionalism. Though not a great 

leader or innovator, Derain becomes a n interest ing summati on of many of the 

better -know n twentie th ce ntury trends. His work is uneven, sometimes over-hasty, 

but a t best he organizes his canvases with consummate sk ill and pa ints with the 

tend er brush of a true Fren chman . 

MME . CATHER I N E HE s s LING (Sometimes called Hea d of a Girl.) 

Thi s ca nvas , whi ch was once owned by Ren oir 's so n Jean, is a port rait of Jean 's 

young wife, p a int ed in 1921. Catherine Hessling, who wa s a motion picture actress 

duri ng the days of silent films, met her husban d when he was a film director in 

Franc e. Now he has ma de a nam e for himself in Hollywood. An interesting com 

pani on to Catherine Hess ling's portrait is the wistful painting by Auguste Renoir 

of hi s son Jea n as a child, a paintin g which the Ar t Institute owns . Derain's direct 

a nd sympathetic portrait is not ew orthy for its luminosity, particularly in subtle 

sections where flesh tones shine through the lacy dress. A slightly asymmetrical 

placing of the figure enhances a design already rich in bold curves and angles 

Mme . Catherine Hessling 

Oil on canvas, 283/.i by 21 :VS inches 

Signed lower right : Derain 

Painted in 1921 

Purchased for the Winterbotham ColJection in / .934 



Stag Hunt 

Oil on canvas, 78 by 63V• inches 

Signed lower right: Derain 

Purchased for the Winterbotham Collection in 1938 

formed by the hairline, necklace and contours of the sitter. This study has been 

carefu lly execute d in contrast to the occasiona l potboilers by Deroin which are 

not unknown in American collections. 

STAG HUNT 

When Deroin lived in a Paris studio on the Rue Bonaparte, Stag Hunt was one of 

the few paintings which he never showed to the public. Even after he moved to 

his own place at Montsouris in 1929, he always kept this picture turned to the wall. 

Only after ten years was it finally introduced to the public. Possibly this was due 

to the fact that Deroin originally painted Stag Hunt for his country house, but for 

some reason never installed it. He spent five years of his life working on this canvas, 

whic h is highly baroque in its sweeping diagonals and exaggerated contrasts of 

light and dark areas. The color, muted and predominantly brown, has been applied 

with the caressing skill so typical of French painting. 
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BORN 1876, MILLEMONT, (NORMANDY) FRANCE; DIED 1938. 

Though Dufresne studied engraving at the Beaux Arts in Pari s, he had no formal 

trainin g as a pa inter. He first exhibited in 1910, but due to a retired life he rarely 

showed his work publicly. In the field of decorative arts, Dufresne was especially 

gifted. As a painter, he tended toward gay co lors spontaneously applied . Decora

tion and romantic motion intere sted him far more tha n structure or balance. for 

this ar tist belongs to that lon g tradition of rich surface painting which can be 

considered the lighter side of French art. 

STILL LIFE 

A vase of flowers, a bowl a nd fruit arranged d iago nally on a table top are the 

co ntents of this baroque canvas by Dufresne. The surface painting is very spon

taneous, the color sumpt ous ; browns, grey-greens, dashes of pure blue and orange 

are co-ordinated by the repea ted us e of white. Both pigment and color move across 

the flat surface of the canvas with verve to make up in decoration for what the 

picture may lack in pro fundity. It was painted in the late twenties at a time when 

Dufresn e was at the heigh t of his popularity. 

Oil on canv as , 32 by 21 V2 inches 

Signed lower left : dufresne 

Painted in the late twenties 

Purch ase d for the Winterbotham Collection in 1929 

BORN 1877, LE HAVRE, FRANCE. 

Dufy belongs to the gay decorative school of contempo rary Fren ch art which fol

lowed the ligh ter moods of Matisse. Both artists were students of Gustave Moreau 

a nd both also were early leaders in the Fa uve movemen t. Dufy, with his spark]ing 

co lor and a llover patterns, is known as a text ile designer as we ll as a painter. Like 

Mati sse, h e is ap t to e limin a te perspective and to introduce colo r surprises in his 

flat witty compositions. Gallic humor coup led with a calligraphic use of line combine 

to make Dufy 's personal idiom easily recognizable. His touch is a lways ligh t. 
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OPEN WINDOW, NICE . 
This subject, a French Riviera interior with open window showing the blue Medi-

terranean, is a favorite with both Duly and Matisse. In fact Matisse's painting, By 

the Window (see page 29), also a part of the Winterbotham Collection, handles 

this same subject, possibly with less verve than Duly, but with far more subtlety. 

The entire pattern of Dufy's painting, the sofa, distorted table, rug and wallpaper, 

recalls the flat Oriental compositions of Matisse. Moreover Dufy has achieved such 

intense vibration through his juxtaposition of daring color that the brilliance and 

warmth of the Riviera are suggested with strong conviction. 

Oil on canvas, 25 1/ 2 by 21 5/16 inches 

Signed lower right: Raoul Duly 

Painted in I 928 

Purchased for the Winterbotham CoIIection in I 937 

VILLERVILLE 

This wonderful allover pattern with high horizon and calligraphic foliage is Duly 

at his best. Small interweaving arabesques, staccato nervous line and spontaneous 

brushwork give the painting great vibrancy. Color, as always with Dufy, is seduc

tive and gay. Painted in 1928, the same year as his other picture in the Winter

botham Collection (Open Window, Nice), this landscape also includes a view of 

the sea on a sunny day. Villerville, a small town in Normandy, was a subject Duly 

painted several times. 

ViIIerville 

Oil on canvas, 32 by 391/2 inches 

Signed - lower left: Raoul Duly 

Painted in 1928 

Purchased for the Winterbotham CoIIection in 1931 



BORN 1893, BREMEN, GERMANY. 

Edzard was a pupil in Berlin of the great German Expressionist, Max Beckmann. 

His late work, however, seems totally unrelated to the powerful idiom of his teacher, 

for Edzard paints with a kind of stylish charm more akin to superficial French 

decoration than to passionate Expressionism. Shattered mentally by the first World 

War, he retreated and tried to find himself through painting. Since 1927 he has 

lived in Provence, which explains why his name is now connected with French 

painting. More and more his mood is light and decorative with emphasis on delicate 

stylized figures. 

AT THE THEATRE 

At the Theatre was painted in 1934, seven years after Edzard moved to France. 

Two women, one young and charming, the other more mature, are seated in a 

theater box with a sprucely dressed young man. All three seem remote, their faces 

strongly lighted from below. Edzard's tendency to stylize his figures is here well 

shown and recalls the feminine approach of Marie Laurencin. If Edzard lacks the 

strength of modern German art, he at least is richly endowed with the good taste 

so reminiscent of the French. 

Oil on canvas, 27114 by 34\12 inches 

Signed lower right : D. Edzard 

Painted in 1934 

Purchased for the Winterbotham Collection in 1936 

BORN 1852, REIMS, FRAN CE; DIED 1931, PARIS. 

Born in the cathedral town of Heims, Forain moved to Paris at the age of twelve. 

It was through the interest and intercession of the sculptor Carpeaux that Forain's 

family finally broke down and gave their consent to an art career for him. With 

Carpeaux as his teacher, the young painter's early enthusiasm for drawing was 

allowed full development. He was first known as a cartoonist in popular periodicals 
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Sen tenced for Life 

Oil on canvas, 25V2 by 311/2 inches 

Signed lower r ight: forain 

Purchased for the Winterbotham Collection in 1923 

such as Le Hire and Le Figaro, though his entire life was one long struggle for 

recognition as an artist. Around 1908 Forain turned to etching and produced several 

miscellaneous religious plates as well as a superb series dealing with the pilgrims 

of Lourdes. During World War I he made posters and painted scenes of the 

devastated war areas. As a true descendant of Da um ier, he painted with dramatic 

chiaroscuro and with keen psychological insight. Social comment is usually im

plicit in his paintings. An affinity for the great nineteenth cent ury artist, Dega s, is 

evide nt in Forain's candid-camera compositions and in his trenc hant use of line. 

SENTENCED FOR LIFE 

The courtroom scene was a great fav orite with bo th Da um ier and Forain, but in this 

painting Forain is indebted to the mas ter not alone for his sub ject; an equally strong 

Da umier influenc e is found in the definitive use of light and shadow, in the bold 

mask of the lawyer's face and in the quick brush work throughout. Sentenced for 

Life, an excellent example of the artist at his best, tells an ironic story. Here we see 

a condemned man kissing the hand of his inflated lawye r, an act of gratitude 

because the verdict is "sent enced for life" rather than "sent ence d to the gallows." 
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Port of Toulon 

Oil on canvas, 247,la by 313/4 inches 

Signed lower right: E Othon Friesz 

Painted in the late twenties 

Purchased for the Winterbotham 

Collection in 1928 

BORN 1879, LE HAVRE, FRANCE. 

Friesz started as a pupil of Charles Lhuillier in Le Havre, but later moved to Paris 

where he studied with Leo Bonnat. In 1901 he became interested in Impre ssio nism, a 

sty le of painting he quickly outgrew. It was the Fauves - those artists already 

heading toward Expressionism - with whom he early identified himself, first exhibit

ing with them in 1903. After extensive travels, Fri esz at length developed his own 

technique which was directly opposed to impressionism. His interest was not to 

catch a scene correctly at a given moment, but to paint with greater universality. 

Changing light, the Impressionists' obsession, concerned him less than the inherent 

feeling of a landscape , its moods and _ poetry. A tru e Fren ch man, his palette is apt 

to be warm, sometimes gay, but nlways rich. 

PORT OF TOULON 

Harbor scenes are favorites with Friesz and he has paint ed many in a variety of 

moods. Here in Port of Toulon he eliminates details, introduces color contrasts, 

applies his pigment with frank brush strokes and g ives withal a sense of transpar

ency and spontaneity. This last is particularly intere sting inasmuch as Friesz claims 

that he never paints a landscape out-of-doors bu t returns to his studio and pa in ts 

from memory, using only brief directives as guides. He once said: "I take down 

lines of direction, light , colo rs; I choose typic a l details. Then I go back to the studio 

..... From memory only the essentia ls emerge, and so I create something, in a way 

schem a tic but a t the same time more complete." 
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Marie Henry 

Oil on canvas, 241/4 by 201/4 inches 

Signed and dated near right center: P. Go--90 

Purchased for the Winterbotham Collection in 1924 

BORN 1848, PARIS; DIED 1903, ISLAND OF DOMINIQUE (MARQUESAS GROUP). 

Gauguin, a renowned Post-Impressionist painter along with Cezanne and Van Gogh, 

lived a story-book life filled with romance and pain. A respectable marriage and 

a substantial position in a Paris brokerage house gave him standing in the com

munity, though he was early known as a "Sunday painter." His art during these 

years was influenced by the Impressionists, with whom he first exhibited in 1880. 

Three years later Gauguin made his famous decision to give up business and to 

become .a full-time professional artist. Eventually this move broke up his family 

life. Poor and embittered, he later went to the South Seas, but before he left France 

permanently he lived in Aries with Van Gogh for a few tragic months, this being 

the time when Vincent's mental malady reached its crescendo. Gauguin is re

membered for his ability as a color decorator, for his daring compositions built 

around primitive South Sea Island life, and for his complete break wi th the theory 

of divided pigment, so basic to Impressionism. It was he who said, "If I wish to 

express greenness, a meter of green is more green than a centimeter." 

MARIE HENRY 

This portrait was once thought to be Marie Henry, hostess of the inn where Gauguin 

and his friends stayed in Le Pouldu, Brittany, from October, 1889, until the end 

of 1890, shortly after Gauguin's residence with Van Gogh was terminated. There 
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is some doubt now as to the identity of this portrait, bu t in a ny cas e it was pa inted 

in 1890. Notew orthy is the lar ge still life pa intin g which forms the background and 

is undoubtedly inspired by a Cezanne canvas which Ga uguin earlie~ had pur

chased. It is interesting to se e the white frame on Cezanne's painting and to remem

ber tha t many of the la te ninet ee nth century French painters insisted on this typ e 

of frame, as opposed to the more popular gold ones. Needless to say, Gauguin's 

strong three- dim ensiona l portrait ha s been profoundly influ ence d by Cezanne . 

TE BURAO 

Te Burao, painted in 1882 when Gauguin first ca me to Tahiti, shows the artist's hut 

in a richly colo re d tropical setting. In his book Noa Noa, Gauguin describes 

this scene : "On one side was the sea, on the other, the mountain, a deeply 

fissured mount ain ; an enormous cleft closed by a g reat mango leaning against 

the rocks. Be tween the mo unt ain and the sea stood my hut, made of the wood of 

the burao tre e." Gau gu in, in his spelling of the title, use s the simp le "u" instead 

of the more correct diphthong. Te Burao , translated, means "The Bourao Tree." 

The pa inting shows ho w his hut, ove rshado we d completely by wild lush foliage, 

becomes an int eg ral part of the land sca pe : This early Sout h Sea Island painting 

is less simplified than Gauguin's later wo rk, wh ere all details are eliminated in 

favo r of s tron g flat color patterns. 

Oil on canv as, 26 1/ 4 by 35 inches 

Signed and dated lower right: P. Gauguin 92 

Purchased for the Winterboth am Collection in 1923 

BORN 1893, SYDNEY, NEW SOUTH WALES . 

Of French-Bri tish ex tract ion , Goe rg we nt early to Pa ris where he studied with 

Maurice Denis. Howev er the three great influences in his work are Goya, Daumier 

and Rou au lt, for Goerg has not been more than superficially a llur ed by the a bs tra ct 

trends in French art. To him there is nothing mor e moving than the face o f man 

a nd this subject he fully exp loit s, sometimes with satir e , sometimes with compassi on . 

His color tend s to be rich and glowing, his pigment thick . Goerg has ex hibit ed 

since 1920, but as yet is not considered a leader of French modernism. 

THE EPICURE 

A richly suggestive painting, The Epicure is a biting satire built around man's 
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:sensual appetites. Here we have an aristocratic gentl eman, fastidiously ta ilored 

and surrounded by an anonymous waiter and an equa lly anonymous chef . Richly 

painted food, bottles and glasses make for a still life of intense brilliance. But it is 

the gentleman's face, with thin quivering nose and expec tant lips, that gives this 

pain ting its satiric twist. 

Oil on canvas, 393/s by 32 inches 

Signed and dated lower right: Ed . Goerg. 1923 

Purchased for the Winterbotham Collection in 1929 

MARIA LANI 

Maria Lani was a French motion picture actress who, during the late thirties, was 

the toast of Parisian intellectuals. Her likeness was painted innumerable times, and 

around 1930, fifty artists were commissioned to paint her portrait. The results were 

exhibited publicly in several ga lleries and occasioned tremendous in terest among 

sophisticated Parisians. Possibly this sensitive portrait by Goerg was one of the 

commissioned group, though it is not dated and we know that the artist painted this 

same subject at least one other time . Paul Poire!, the fashion arbiter of Paris, in 

speaking of Maria Lani said, "She is all in one, sincerity and hypocrisy, chastity 

and vice, love and hate, in one word--a woman ." 

Oil on canvas, 363/s by 285/a inches 

Signed lower left: E. Goerg. 

Purchased for the Winterbotham Collection in 1937 

BORN 1878, KARLSRUHE, GERMANY. 

Hofer 's name is usually identified with the German Expressi on ists, a group of artists 

who developed to their full stature during the period between the two world wars. 

The influence of these men, including Nolde, Schmidt-Rottluff, Otto Mueller and 

Kokoschka, has spread to all parts of Europe and America. Hofer is both more 

romantic and less exp losive than ~ost of his Expressionist colleagues. He originally 

studied in Germany at the Karlsruhe Academy, but moved to Rom e at the age of 

twenty-five where he remained until 1908; thence to Paris and Indi a. Since 1919 

he has worked in Berlin where he taught at a government art scho ol. Under the 

Hitler regime, Hofer was forbidden to pain t, but now that the war is over he has 

been appointed Director of the Berlin Academy. Much influenced by Cezanne 
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Girls Throwing Flowers 

Oil on canvas, 48 \/2 by 385/a inches 

Signed and dated lower l ef t: H34 

Purchased for the Winterbotham Collection in 1934 

Hofer has develop ed a thoughtful sty le of painting where careful structure and 

inte gra ted color p lay a strong ro le . He is equa lly at h ome with landscapes, portraits 

and figure compositions. Dr. Theodor Reinh art of Win terthur, Swi tzerland, has been 

the artist's most devoted patron and has pr esen ted many of Hofer's paintings to 

the museum in Winterthur. 

GIRLS THROWING FLOWERS 

This, a favorite subject with Hofer, has been painted by him several times during 

the last twenty years. Characteristic of the nostalgic spirit of many of hi s figure 

pa intin gs, Girl s Throwing Flowers has nonetheless a certa in austerity resulting from 

its limit ed color scale , mostly low in tone, and from the complete eliminatio n of 

detail. The thre e figures are grouped together with knowing ang les and curves. 

Conducting lin es, made by arms, hands and drapery folds, combine the three women 

into a closely knit unit. Hofer's frequent device of placing his figures in an open 

window works here successfully as a recessed frame with in a frame. 
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BORN 1876, VIENNA, AUSTRIA. 

Junghanns was born in Austria but his work is associated with Germany because 

he was trained there. He studied with H. von Zuegel in Munich and since 1905 has 

been on the faculty of the Dusseldorf Academy. As a rule his paintings deal with 

quiet rural scenes. 

MEMORIES FROM THE TYROL 

In conception and style this landscape is indebted to Giovanni Seganti, the South 

Tyrolean artist who painted the Swiss Engandine country. Seganti knew Millet and 

followed his honest handling of peasant landscapes if not his far stronger use of 

design. Junghanns, in the same tradition, falls short of Millet's ability to select those 

objects he needs while rejecting superfluous details. He is also indebted to the 

Impressionists and to Seurat for the technique of divided pigment. Memories from 

the Tyrol is a gentle rural scene of mountains and farm buildings with a peasant 

leading two work horses. Pedestrian in concept, it still has a pl easant serenity. 

This was one of the first paintings selected for the Winterbotham Collection. 

Oil on canvas, 55 by 823/4 inches 

Signed lower left: Julius P. Junghanns 

Painted before 1914 

Purchased for the Winterbotham Collection in 1922 

BORN 1886, POCHLARN, AUSTRIA. 

Kokoschka, though an Austrian by birth, is usually identified with the German 

Expressionists, because it was in Germany that he first became known. He taught 

at the Dresden Academy from 1918 to 1924. At present a Czech citizen, Kokoschka 

lives in England where he remained during the recent war years. As a painter he 

is identified with vibrant subjective color and with nervous line. A typical Expres, 

sionist, Kokoschka is interested in painting his emotional reactions to a given scene 

rather than a factual account. In short, he and other Expressionists are apt to paint 

the "feel" of their material in preference to the "look" of it. 

25 



The Elbe near Dresden 

Oil on canvas, 35 by 44 inches 

Signed lower right: OK 

Painted between 1918-1924 

Purchased for the Winterbotham Collection in 1939 

THE ELBE NEAR DRESDEN 

Known for his sensitive and searching portrait studies, Kokoschka's name is also 

connected with sweeping city landscapes such as The Elbe near Dresden, which 

was painted during the years when the artist was teaching at the Dresden Academy . 

He has more recently painted scenes of the Thames in London. Colors vibrate to give 

the sensation of Dresden rather than the realistic appearance of the city. At one 

time Kokoschka was deeply interested in Austrian baroque art and architecture, 

an interes t suggested by the rich swirling surface of this pa intin g, which los es much 

of its excitement when seen in black and white. As a matter of fact the entire 

picture is constructed through color vibrations, the strong blue of the Elbe in dazzling 

contrast to the polychrome buildings of Dresd en. 

BORN 1892, BRUYERES, FRANCE. 

Lurs:at, one of the younger painters represented in the Winte rbotham Collection, has 

had · an interesting and varied life. He originally studied medicine, then changed 

to an art career. During the first World War he was an ardent pacifist and was 

imprisoned for thi s stand. La ter he trave led extensive ly to a ll parts of the world, 

visiting the United States during 1928 and again from 1933 to 1934. He is a conscious 

member of the School of Paris, strongly influenced by many phases of modern and 

abstract art, veering sometimes in the direction of Picasso's Cubism, sometimes 

toward the fringe of Surrealism . Basically his work, and this includes a series of 

sensitive line drawings, is romantic. One of the most famous tapestry designers 
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of today, Lursat as a rule makes only a brief preliminary sketch and then works 

closely with the weaver, an unusual procedure among modern artists who are apt 

to use their finished easel painti ngs as designs for tapestries. It is because Lur?iat 

realizes that woven material presents different problems from painting, as such, 

that his modern tapestries are outstanding. 

DELPHI 

When Lun 5at went to Greece in 1926, two years before he painted this picture, he 

probably saw Delphi which had already bee n excavated by the Fren ch. Obviously 

this is no realistic eye account of the scene, though classical ruins and a Mediter

ranean landscape are suggested. The sharp light and the deep blu e sky define 

vast space and give the painting great serenity. Color is washed on flatly, outlines 

are decisive, and shadows arbitrary. Each element in the pattern, including the 

foreground tufts of grass, contributes to a sense of timeless isolation and melancholy. 

That this canvas is psychologically symbolic cannot be denied ,but it is too ration

ally conceived to be Surrealist. Though the spatial concept is reminiscent of this 

school, the handling of the subject matter is not. Delp hi is considered one of Lurcat' s 

most important paintings. 

Delph i 

Oil on canvas, 35 by 453/4 inches 

Signed and dated lower right: Lu rqat 28 

Purchased for the Winterbotham Collection in 1929 
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BORN 1883, PARIS; DIED 1941, PARIS. 

The great English critic, Roger fry, once described Marchand as "the most tra 

ditional of revolutionaries." Whether we today would so consider him is a question, 

for now his orde rly paintings seem remote from revo lutionary movements. Though 

he was at one time interested in Cubism, it is Cezanne to whom he is most indebted 

for his classical and formal structure. He first exhibited his work in 1908. His co lor, 

limited in sca le , has neither the b rilliance nor the sensuousness usually associated 

with mod ern French art. Marchand, like Cezanne, insists on form and paints with 

great simplification, though he lacks the master's f)Ye for subtle color gradations 

and for perfectly integrated composition. His is perhaps an over-careful approach, 

which transform s the great discoveries of Cezanne into a kind of academic sterility . 

THE GARDEN 

The Garden shows throughout how strong ly Marchand was influenced by Cezanne. 

Highl y simplified architecture, foliage and tree trunks are combined in a thoughtfu l 

design where recession of planes and three-dimensional form are of prime interest. 

Here nature has not been used for decoration but as the point of departure for a 

balanced, even severe, design. Co lor in terest is lacki ng to such a degree that the 

painting is almost more effective in black and white reproduction. 

Oil on canvas, 25 5/16 by 23 inches 

Signed lower right: J Marchand 

Painted around 1920 

Purchased for the Winterbotham Collection in 1929 

BORN 1869, LE CATEAU,FRANCE. 

Today, Matisse is considered one of the most distinguished pioneers of modern 

art. He was origina lly trained as a lawyer but he turned to painting, a nd in 1892 

enrolled as one of Gustave Moreau's many students . For several years he steeped 

himself in the tradition of the Old Masters, even going so far as to spend hours in 
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the Louvre copying the great masterpieces. These are reputed to be suc h perfect 

copies that the Louvre still uses them for re'.erence purp oses. Matisse first exhib ited 

in 1894, but not until ten years later did he show his work with the group shortly 

to be known as Les Fauves. His early pai n tings derive from Impressi onis m, from 

the Neo-Imp ressionism of Seurat a nd at times from Cez an ne. However the strongest 

single influ ence in his ma ture wo rk comes from Persi a n manuscr ipt illum inations, 

to which his bright palette, interweaving arabesques an d fla t co lor patterns bear 

witness. Afte r 1914, Matis se became more interested in struc tur e and began to usEJ 

color not alone for dec orati on but a lso to express the recess ion of planes . He has 

lived a great dea l on the French Riviera at Nice, where over a nd ove r the b lue 

Med iterrane an has proved a spark ling ba ckground for his pai nting s. 

BY THE WINDOW 

On e of the first paintings to be purc ha sed for the Win terbot ha m Collection was this 

knowingly understated canvas by Mati sse . It is dated 1918, a year after the artist 

moved to Nice, a nd is concerned with one of his favorit e Riv iera subj ects, a view 

of the Medi terranean through an op en window . The shutt er s, the balcony railing, 

the simplified cha ir and the even more simplified h uman form become parts of 

a rectangula r compos ition which loses much of its meaning when seen in black 

and white reproductio n . Ma tisse has here used the most sensitive col or gradations 

to g ive his painting g rea t transparency and unity . Tha t he has taken liberties with 

By the Window 

Oil on canvas , 28 by 23 inch es 

Signed lower right: Henri Matis se 

Painted in 1918 

Purch ased for the Winterboth am Collection in 1922 



naturalism cannot be denied. He once said, "It is not the painter's duty to copy 

nature in a servile way, instead he should interpret nature and submit it to the 

spirit of his pictures." In order to intensify the relationship of color and pattern, 

perspective is here modified and the entire picture surface is consciously flattened. 

STILL LIFE WITH GERANIUM 

This decorative canvas, where spotting of color is handled with a stacca to brush, 

was painted in 1905, one year after Matisse and his colleagues had shocked Paris 

with the first exhibition of paintings later to be labeled Fauves . Here the artist 

paints loosely with his well-known shorthand technique. In the geranium plant, 

both flowers and leaves become simplified arabesques pointing up a curvilinear 

design made by the other s till life objects on the table. 

Oil on canvas, 38Vz by 311/z inches 

Signed lower left: Henri Matisse 

Painted in 1905 

Purchased for the Winterbotham Collection in 1932 

BORN 1884, LIVORNO, ITALY; DIED 1920, PAR IS. 

The brief harassed life of the painter, Modigliani, remains one of the saddest stories 

in the annals of twentieth century art. Born in Italy of an Italian Jewish family, 

he came to Paris at the age of twenty-two, and, until his untimely death from 

tuberculosis fourteen years later, he managed to eke out a poverty-ridden existence. 

Hungry, ill, mentally depressed and comple tely unrecognized as an artist, Modigli

ani d ied at the age of thirty -six, leaving behind him a wonderful legacy of paintings, 

drawings and sculpture. In his early years he started as a sculptor but turned to 

painting when he realized that the physical exertion of carving stone was bad for 

his health. The greatest single inl!uence in Modigliani's work is African Negro 

sculpture. He adapted his own sensitive line, borrowed in part from the early 

Italian Renaissance, to angular and ovoid Negro forms. The long oval faces, 

cylindrical necks and trunca ted angular noses are distinguishing features of his 

work and derive from African carvings. Modigliani preferred the portrait to any 

other sub ject though he will be remembered for several elongated exquisite nudes. 

Color is often u sed as a foil for line, but line is always predominant even in the 

most richly painted canvases. 
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MADAM POMPADOUR 

Thou gh Modigliani's mature style is so personal as to become almost a trademark, 

still each of his portraits has individuality and expresses the personality of the 

sitter. Certainly the painting of Madam Pompadour, a title used perh a ps to suggest 

a lady of haug hty fashion, has the stylized signature of Modigliani, but it also is 

a portrait of penetrating depth . The face is not a mask; smug lips a nd cold eyes 

imp ly a woman of little warmth or sympathy. Curves are opposed to recta ngles 

and V's; the up-curve of the hat reflecting the down-curve of the shoulders, an oval 

face accentuated by background rectangles, while a V neck enhances the cylindrical 

throat. Mad a m Pompadour has the imperturbab ility so often found in Modigliani's 

portraits. De ta ils are sacrificed to design, but the personality of the sitter is none· 

theless exposed. 

Madam Pompadour 

Oil on canvas, 23 7,la by 19 V2 inches 

Signed lower right: modigliani 

Inscribed and dated left center: Madam Pompadour 191c 

Purchased for the Winterbotham Collection in 1938 
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BORN 1883, ZAPOTLAN, MEXICO. 

There are those who say that Orozco is the "top" painter of Mexico; others go 

further and claim him as the greatest artist of the Americas. Be that as it may, no 

one will deny his enormous genius as a fresco painter and as a graphic artist. 

He, along with Goya and Daumier, has developed a propagandized art which 

transcends its immediate time and place to become an authentic and universal 

language. At the age of seventeen, Orozco graduated from the National Agricul

tural School of Mexico and for the following four years attended the National Uni

versity where he specialized in mathematics, at the same time studying architectural 

drafting at the School of Fine Arts. It was not until 1909, when he was twenty-six 

years of age, that he decided to become a painter. Then started a period of intensive 

self-training which may in part explain the strong personal iconography of his 

work. That he is renowned as a mural painter is not surprising in a country where 

artists were mobilized as an integral part of the Revolution. The population of 

Mexico, largely illiterate peons, became the audience for his vitriolic social mes

sages. In 1922 the now historic Artists' Syndicate was organized in Mexico, a 

cooperative group of painters led by Orozco, · Rivera and Siqueiros and entrusted 

with the decoration of public walls. From time to time Orozco has lived in the 

United States where he painted important murals both in California and the East, 

but it is in Mexico !hat his greatest frescoes can be seen-those dynamic, baroque 

and passionately organized indictments of contemporary society. As a graphic 

artist he has also made himself felt and it is from his strong tradition that the 

younger Mexicans are evolving today. 

THE LEADER, ZAPATA 

Orozco painted this, sometimes considered his greatest easel picture, when he 

was living in San Francisco, but it is totally Mexican. It is a portrait of Zapata, 

the noted emancipator and Mexico's outstanding national hero. Zapata stands in 

the rear flanked on the right by two soldiers, symbolic of the army which supported 

him, while in the foreground two kneeling peasan ts are being freed. This, then, is 

a vital portrayal of the 1915 Revolution, a movement which Orozco backed strongly. 

Along with the old dictatorial governmen t the painter has also discarded slick 

European art techniques, earlier so prevalent in his country. Verticals and diagonals 

forming a cross lead the eye to Zapata, and forever dramatize a great historic 

moment in Mexico's history . Orozco painted this picture in San Francisco at a 
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The Leader , Zapata 

Oil on canvas, 781/4 by 48 1/a inches 

Signed, dated and inscribed lower left: J. C. Orozco. S. F . Julio 1930 

Purchased for the Winterbotham Collection in 1941 

time when he was penniless and sold it for next to nothing in order to get to New 

York . A second version of the painting, presumably a preliminary sketch, is in the 

collection of Dr. Alvar Carrillo Gil, Mexico City . 
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BORN 1881, MALAGA, SPAIN. 

To condense the life, work and influence of Pablo Picasso into a brief paragraph 

is asking the impossible. This artist, accep ted as the grea test single figure in 

twentie th century art, is a man of deep complexity who cannot be explained by neat 

little phrases. He has initiated and given direction to most of the outstanding art 

movements of today, His early training was in Spain and, despite the fact that 

he has lived in Paris since 1900, his work often reflects the austerity of his home

land. Now famous, his so-called Blue Period (1901-1904) evolves directly from the 

elongated emotional art of his great Spanish predecessor, El Greco. Later Picasso 

turned to a more restrained classicism, only to desert this for savage imagery bor

rowed from African Negro sculpture. With Braque he developed Cubism, an 

abstract simultaneous art form in which he experimented from 1909 until the early 

twenties. Since then, Picasso has branched out, combining from his own past the 

emotionalism of the Blue Period with the more disciplined, even classical, tradition 

of Cubism. Great rotating figures, violent semi-abstracted forms, occasional realistic 

portraits, passionate indictments of war - these are but a few of the ever-changing 

themes in Picasso's paintings. As a draftsman he is superb; as a colorist his 

tendency is more toward functionalism than decoration. Color for him is an instru

ment which defines space with the same intensity as it molds form. A master 

technician, he chooses what he needs from the past and transforms it into his own 

language . Baroque compositions of opposing curves and diagonals are character

istic of him no less than a more severe classicism. Barbaric monumental designs 

of tremendous scale are handled by Picasso with the same agility as the most 

delicate line drawings. In his eclecticism he is the authentic voice of our century. 

Picasso imitators are legion and scattered over the four corners of the earth, but 

none of them approximates the authority of the master. 

HEAD OF A WOMAN 

This painting by Picasso, dated 1909, can be considered one of the many introduc 

tory canvases to Cubism. Though objective representation is not entirely lost, the 

portrait shows several initial steps on the long road to Cubism. Planes of the face 

have been flattened, their intersections exaggerated, while color is reduced to a 

minimum of gray-green, brown and gray. Later Picasso was to go further in his 

explorations and arbitrarily rearrange the planes of a given object in order to 

show it from all sides simultaneously. This, then, is an excellent example of the 
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first daring phase of Cubism, a movement which eventually changed the entire 

course of modern ar t and broke conclusively with the old Renaiss a nce tradition 

of naturalism. Emphasis is not on subjective mood bu t strictly concerned with 

objective form. 

Head of a Woman 

Oil on canvas, 23% by 20 3/16 inches 

No signature 

Painted in 1909 

Purchased for the Winterbotham Collection in 1940 
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BORN 1869, MEHAN, AUSTRIA; DIED 1940, MEHAN. 

Put z, promin ent in German art circles during the ear ly years o[ th is century, is now 

relatively unknown. In 1905 his first large exhibition was held in Muni ch, establish

ing him at that time as an impor tant modern artist. Ear lier, he had studied at the 

Munich Academ y with Bougu ereau and Benjamin Cons tant, subsequen tly becomin g 

a leader of the Arti sts' Guild, Die Scholle, a group of pa inters who tended to work 

in a broad decorative sty le quite at variance with tha t of Boug uereau. In 1928 

Putz left Germany to teac h at the Academ y of Rio de Janeiro, and there h e remain ed 

for five years, returning to Munich in 1933. He died seven years later. 

ON THE SHORE 

On the Sh ore was exhibited in San Francisco at the Panam a Pacific Exhibiti on of 

1915, where it was awarded a _gold medal. With b lended color a nd silver tonality, 

the ca nvas is strongly decorative. A young woman near a rowboat acts as the 

foreground in a ple asa nt sunn y lan dsc ape, the latter typical of Putz who preferr ed 

out -of-door scenes showing young people at leisure. He tended to paint bro ad ly 

in square patches, and what he lacked in profundity was par tly compensated for 

by serenity. 

Oil on canvas, 581/2 by 541/2 inches 

Signed and dated lower left : Leo Putz 09 

Purchased for the Winterbotham Collection in 1923 

BORN 1886, GU~N AJUATO, MEXICO. 

Diego Rivera, household nam e in Mexic o and the United States, is certainly the 

most famous artist of the Americas if not necessarily the best. His work is uneven 

and he has occasi ona lly been lured by tourist trade, but his contribution in the form 

of murals, easel pain tings , encaustics, water colors and drawings is not to be taken 

lightly. He is one of the great leaders of Mexican modern art and along with 

Orozco has virtually established its present dire ction . In his childhood he mo ved 
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to Mexico City where he studied at the National Academy of Fin e Arts until, bored 

with academicism, he left and worked alone. It was at this time he became ac

quainted with the great folk art of Jose Guadalupe Posada, an art which haunts 

his idiom. During his early twenties he visited Spain and fell under the spell of 

Goya; thence to Paris where he first saw modern abstract art. But Rivera's real 

sta ,ture as an artis t emerges on ly after his rediscovery of Mexico, when he joined 

Orozco, Siqueiros and others to form the Artists' Syndicate. His great murals are 

dedicated to the Indians of Mexico whose simple peon life he has immortalized. 

He believed strongly in the Mexican Revolution and his name has been actively 

connected with many radical political parties and disagreements. He lives in a 

suburb of Mexico City where he paints prodigiously and a lso finds time to collect 

Pre-Columbian carvings, which have played a strong role in the development of 

his own work. 

MOTHER MEXICO 

This tempera portrait, dated 1935, was originally called Juana Rosas and was one 

of several versions of the subject made by Rivera during 1934 and 1935. A second 

portrait of Juana Rosas from 1935, executed in oil, is similar; the same sad little 

Indian girl seated in the same position and covered by a ribosa. The only great 

difference is the use of a plain floor rather than the petate on which the Art Institute 

Juana sits . Two portraits of Juana Rosas from 1934 show her a bit younger but 

equally patient and sad. Rivera has here caugh t the gentle passive quality of 

the Mexican Indian who sits for hours in monumental silence and views the world 

with liquid eyes. 

Tempera on cloth, 283/4 by 223/4 inches 

Signed and dated: Diego Rivera. Mexico . 1935 

Gitt ot Mr. Joseph Winterbotham Jr. to the Winterbotham Collection in 1945 

BORN 1884, BOUSSY-SAINT-ANTOINE, QUERCY, FRANCE. 

De Segonzac's position as an artist is controversial. There are those who consider 

him a leader of twentieth century French art, while others find him an exceeding ly 

competent but lesser painter. During the late twenties and thirties his work was 

enormously popular both in France and in the United States, though in more 

recent years his influence has waned . In any case his tender brushwork is famous 
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as is no less his favorite color contrast of rich fresh green opposed to varying 

browns. Land scape is his milieu, the soft French countryside captur ed with a vigor 

which recalls Courbet, as do also his heayy pigment and sensuous surfaces. Edu

cated as a linguist, De Segonzac traveled in the Orient before he enrolled as 

a student at the Beaux Arts in Paris . There he studied under conservative masters 

who left little or no imprint on his work. He first exhibited in 1907. As a dra ftsman 

he excels and his drawings and etc hings are sometimes more prized than his 

paintings. Using tenuous unsha ded line, he produces drawings at once delicate 

and dashing. 

SUMMER GARDEN 

This civilized landscape with informal still life of hat, parasol and ·basket needs 

no human figures to tell its story. One senses the gracious feminine lady to whom 

these objects belong, and her temporary absence gives piquancy to the scene. 

Here the artist has used a brilliant chromatic scale of reds, yellows and greens laid 

on with the thick pigment so characteristic of De Segonzac. A similar version of the 

same landscape was painted in 1926 at St. Tropez , and very possibly this canvas 

comes from the same time and place. Far brighter than the artist's earlier wo rk , 

Summer Garden is interesting not alone for its strong color but in addition for the 

unusual dimensions of the canvas, its great width purposely intensified by repeated 

horizontals in the parasol, balcony railing and the steps. 

Summer Garden 

Oil on canvas, 18 by 43 inches 

Signed lower left : A . Dunoyer de Segonzac 

_ Probably painted in 1926 

Purchased for the Winterbotham Collection in 1929 
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BORN 1894, SMILOVITCHI (NEAR MINSK), RUSSIA; DIED 1944, PARIS. 

Soutine will long be remembered for his passionate Expressionist paintings, for 

the explosive thick quality of his pigment, for his impulsive emotional descriptions. 

Though he was a close friend of Modigliani's, the only similarity in their work is 

a repeated emphasis on the melancholy of their figures. Whereas Modigliani's 

paintings are concerned chiefly with line (and a very delicate line at that), with 

Soutine it is rich heavy color and worried impasto which come first. He seems to 

grow naturally from the tradition of Van Gogh. His early art schooling was in 

Vilna, but he moved to France in 1911, and his work is closely associated 

with the international School of Paris. The despair and tragedy which we connect 

so closely with the paintings of Soutine reflect his childhood years spent in a 

miserable ghetto where his father was a tailor. During that period the boy was 

obsessed with a desire for color crayons. In Paris along with Modigliani, for whom 

he developed a strong affection, he was early encouraged and helped by the 

discriminating art patron, Zborowski. 

DEAD FOWL 

Here, in a frankly tortured canvas, Soutine paints not a still life but a dead bird, 

imbued with some terrible second life. Distorted color, anguished form and violen t 

brushwork reflect drama and tragedy, elements not usually connected with so placid 

a subject. With flamelike passion, the dead fowl is placed in the center of a painting 

which suggests both vitality and putrefaction, decay paradoxically mated with 

vigorous life. The entire canvas seems to have been produced in the usual white 

heat of emotion. 

Oil on canvas, 383/s by 24% inches 

Signed: Soutine 

Painted about 1926 or 1927 

Purchased for the Winterbotham Collection in 1937 

SMALL T'OWN SQUARE, VENCE 

Near the French Riviera towns of Nice and Cannes is the quaint village of Vence 

where both Soutine and Dufy occasionally painted. This writhing landscape by 

Soutine, showing a small square in Vence, gives full rein to the artist's emotional 

style. Never concerned with decoration, Soutine interprets an ordinarily peaceful 

French village scene with a turbulence particularly his own. The subject matter, 
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tree, bench, arc hitectur e, is mere ly his point of departure for a canvas richly pig

mented and filled with foreboding. In addition to the painting's emot iona l imp act , 

interest is sustained by a composition which in other hands could seem banal, but 

Soutine has given it motion and stress. The heavy tree, centered boldly, becomes 

a focus for the circular motion of both bench and road. 

Small Town Square, Vence 

Oil on canvas , 28 by 181/z inc hes 

Signed lower left : Soutine 

Painted in the early twenties 

Purchased for the Winterbotham Collection in 1931 
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BORN 1899, OAXACA, MEXICO. 

Woman with Bird Cage 

Oil on canvas, 431/4 by 331/4 inches 

Signed and dated lower right: Tamayo 41 

Purchased for the Winterbotham Collection in 1942 

Tamayo is unquestionably the best known and probably the ablest of the younger 

Mexican painters. He is also his country's outstanding easel painter, having always 

preferred this medium to the more popular Mexican fresco tradition. Born in 

Oaxaca, he was early orphaned and moved to Mexico City in 1907, where he 
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eventually enrolled in the National Academy, only to leave disgusted with its 

stupid officialdom. Fundamentally Tamayo is self-taught, drawing deeply from his 

own Zapotecan roots for his Indian motifs. He has always been fascinated by the 

Pre-Columbian sculpture of his ancestors and in his mature work incorporates its 

monumentality with savage power. Along with Carlos Merida, Tamayo is one of 

the few famous Mexican painters who eschews propaganda. He held his first 

exhibition during 1926 in a vacant Mexico City store. To his great credit is the !act 

that he resisted the tourist vogue for his more trivial water colors and gouaches, 

dedicating himself to serious painting. In 1936 he and Siqueiros went to New York 

as· delegates to the Congress of Revolutionary Artists, and since then he divides 

his time between the United States and Mexico. 

WOMAN WITH BIRD CAGE 

Woman with Bird Cage was painted in New York during 1941 and is typical of 

Tamayo's monumental late work. Brooding color and careful brushwork enrich a 

solid design. The market places of Mexico are favorite shopping haunts for bird 

cages such as this; likewise the artist borrows from his indigenous past when he 

fashions the woman's ear with a stylized form drawn from Pre -Columbian stone 

carvings. Curves are repeated knowingly in the face, body and hands of the 

figure, also in the foreground railing, but equally strong are the opposing rectangles 

made by the architectural setting and echoed in the neckline of the dress. The 

woman has been conceived not in terms of modern femininity but as an Indian 

symbol of timeless and imperturbable strength. 

BORN 1900, PARIS. 

Tanguy's plastic philosophy is limited to a small range of anthropomorphic forms 

and endless space. From these two elements he fashions melancholy lonely paint

ings suffused with dream -moods. Like many Surrealists, his language is private. 

The fantastic small figures he repeatedly uses are abstract, stripped of familiar 

identity, but they evoke an almost prenatal nostalgia. From De Chirico, Tanguy, as 

well as Dali, borrowed exaggerated perspective and the haunting emptiness we 

so often associate with his work. His low distant horizons and vast space are not 

the foreboding tools of Dali; rather they suggest consolation and solitude. Tanguy 

did not become actively interested in art un til 1924 when he started to experiment 
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with Surrealist drawings, though much earlier he had been a schoo lmate of Pierre 

Matisse and through him became acquainted with the work of Pierre's father, Henri 

Matisse. Later, when Tangu y was eighteen, he joined the French merchant marine 

as a studen t officer, and for a year or two traveled widely, visiting South America, 

Africa, Portu gal and England . In 1939 he came to the United States for the first 

time and here he has since remained. At present he lives in Woodbury, Connecti

cut, and is married to the gifted American Surrealist painter, Kay Sage. 

THE RAPIDITY OF SLEEP 

This, the last picture purchased for the Winterbotham Collection, was painted by 

Tanguy in 1945, six years after he settled in the United States. It has far stronger 

color than his earlier work, and he himself claims that since coming to this country 

his palette has intensified appreciably. Why, he does not know, but he says it 

may be due to the particular quality of light which he finds here . In other ways 

The Rapidity of Sleep follows closely Tanguy's established vocabulary of low 

horizon, distorted e longated perspective and strange half-mechanistic, half-anthro

pomorphic forms. With exquisite precision each small object, each sharp shadow is 

welded into a strange unreal landsca pe. Wh at further meaning the painter intends 

is anyone's guess, and his title does little to unravel the enigma. 

The Rapidity of Sleep 

Oil on canvas, 50 by 40 inches 

Signed and dated lower right: Yves Tanguy 45 

Purchased for the Winterbotham Collection in 1946 
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BORN 1864, ALB!, FRANCE; DIED MALROME, FRANCE, 1901. 

The sad story of Toulouse-Lautrec's short life has been told so often that it scarcely 

needs repeating, but the bit ter satire for which he is famous undoubtedly derives 

in no small part from his own conflicts and disillusionments . He came from an 

aristocratic French family, but due to an early injury he was crippled and deformed 

in his youth, much to the disappointment of his father who had great social ambitions 

for him. As a result Lautrec broke with his past and concerned himself with the 

seamy side of Parisian life, haunting garish cafes, burlesques, circuses and cheap 

dance halls. These form the backdrops for his sardonic canvases. As a draftsman 

Lautrec has rarely been surpassed; as a brilliant social satirist he takes his place 

with the greatest. No artist has ever painted with more brilliant insight or more 

daring verve. 

IN THE CIRCUS FERNANDO: THE RINGMASTER 

The circus, a subject popular with French modern painters, interested Toulouse 

Laut rec no less than it did Renoir, Rouault, S(CJUrat and others . Here the artist in 

a superb and unconventional composition has caught and satirized the jubilant 

mood of the circus. With an almost candid-camera technique, Lautrec arranges 

his figures in a great curved pattern, allowing the arc of the spectators' seats to 

accentuate the crisp outlines of the clown, the horseback rider and the ringmaster, 

M. Loyal. Painted in 1888, when the artist was only twenty-four, this masterly 

canvas shows not alone his precoci ty as a draftsman but also his brilliance as a 

designer. When Lautrec distorts, as in the case of the foreshortened horse, he does 

so consciously for the purpose of achieving emphasis and in this case, greater 

humor. In a letter written during 1941, Joseph Winterbotham, Jr. tells of his father's 

affection for the picture: "My father .... obtained the greatest pleasure in seeing 

this painting as often as possible, and I remember when it was purchased, the 
tremendous satisfaction he experienced .... " 

44 



Oil on canvas, 383/4 by 63 112 inches 

Signed lower left: T-Lautrec 

Painted in 1888 

Purchased for the Winterbotham Collection in 1924 
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