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Introduction to the Exhibition Paul Wieghardt was born in Luedenscheid, 
75 years ago. Two strong talents were dominant 
in him: the artist and the art educator. While 
teaching at the Art Institute of Chicago, he was 
the professor with whom the best students want
ed to study. And among his students were such 
diverse talents as the "Numbers" artist Robert 
Indiana and the painter, sculptor, and creator 
of objects Claes Oldenburg. 

As artist Paul Wieghardt stayed aloof from, 
and sceptical of, the commercial world of the 
art dealer - in spite of success and a great 
many shows - even though this meant 
limiting his public to certain areas of the U. S. 
Now, with the planning of the present show, the 
Kunstgemeinde (Art League), Luedenscheid in 
co-operation with the Kulturamt (Office for 
cultural affairs) of the city of Luedenscheid, 
has accepted the task of documenting Paul 
Wieghardt's work in its many phases as 
exactly as possible. 

Early works can be traced to outings in the 
surroundings of his hometown. The small 
landscape of 1915 (No. 1) shows a carefully 
deliberate approach that may be regarded as 
typical of the first efforts of the then seven
teen-year-old. The first real documents of his 
artistic unfolding are the landscapes and 
portraits painted during his Dresden years, 
1925 - 1931. Now his paintings show a strong, 
thick use of color and have a vital, spon
taneous quality. His work is no longer limited 
to exact representation, but becomes a 
medium for expressing his opinion and for 
commenting on that which the artist sees and 
feels. It seems that the great Impressionists of 
Liebermann's and Slevogt's generation had 
part in shaping Wieghardt's development. In 
some of his paintings one can also detect a 
certain kinship to the work of Oskar Kokoschka, 
whose studio was, for a while, next to Wieg
hardt's. For the first time a concern with shape 
and color relationships and experimental 
techniques becomes evident: "Geschwister" 
(Sisters) (No. 2), "Hundebrink" (No. 3), "Por
traitstudie" (No. 4), "Zwei Maedchen am Tisch" 



(Two Girls at a Table) (No. 5), "Sitzende" 
(Sitting Girl) (No. 6), and "Xenia" (No. 7). 

The next eight years in Paris , Portugal and 
Norway are important and decisive for Wieg
hardt 's future development. The new environ
ments inspired him to expand and lighten his 
palette . The artist also opened himself to the 
influence of Bonnard an other" lntimistes". 
For the first time there appear in his paintings 
combinations of human figures in front of, or 
incorporated into, geometric-architectural back
grounds . "Herthi am Fenster " (Herthi by the 
Window) (No. 11), "Der Rosa Wandschirm" (The 
Pink Screen) (No. 15), "Stehende Frau mit 
Stilleben " (Standing Woman with Still Life) 
(No. 16), "In derWaeschekammer" (In the 
Linen Closet) (No. 19). 

Of special importance for the future direction 
of the painter was the radical change in his 
painterly style. The deliberate and orderly 
brushstroke of his pre-art-school years and 
his intuitive way of painting in the Dresden 
epoch (almost suggesting the "action painting" 
of the fifties), terminated here. In Paris Wieg
hardt showed himself master of his materials 
and techniques: large, flatly painted areas , 
finely transparent glazes, and almost calli
graphic brushwork give his paintings a unique 
sensitivity. Form and meaning meet in easy 
harmony - a climax that might have already 
satisfied somebody else. Here one might ask 
how the artist's development would have 
cont inued if the war had not driven him from 
Europe to America, from the old world to the 
new one - and to new challenges and achieve
ments . 

For many years Wieghardt focused his artistic 
experiments on the landscape , which is mani
fested during his studies in Portugal and 
Norway . Even during his first years in America 
he still painted quite a few landscapes. 
Of these the painting "Westfield River" (No. 
24) is unique and of great importance, since it 
shows that Wieghardt still used the same 
painting technique as he did in Europe. In its 
execution it joins without a flaw the landscapes 

of Portugal and Norway. The profound 
experiences of the immigration did not interrupt 
his artistic growth. Nothing was lost that he 
had seen and felt , searched for and discovered 
in Paris. This can be seen in "Mexican Rugs" 
(No. 22), painted in Massachusetts where 
Wieghardt lived from 1940 till 1943. There was 
still no decisive change of style from his 
Parisian paintings. Hints of an imminent 
change are in the paintings originating from 
the years 1943 - 46 in Philadelphia: "Still Life 
B" (No. 26), "Sculpture in a Still Life" (No. 27), 
"Girl with Two Cats" (No. 28), "Jeune Fille 
Endormie " (No. 29) (Sleeping Girl) . Also, the 
first success in America became not iceable. 
Numerous paintings were bought by private and 
public collections. 

After he was called to the School of The Art 
Institute of Chicago, in 1946, Wieghardt's 
painting began to find its final form . His themes 
became more restricted to the human figure in 
space. A continuous play between figure and 
space ensued, where human elements some
times are found standing apart from the 
background, sometimes however melting into 
the environment, which is designed in wide·, 
sweeping planes . Color became more impor
tant - so much so, that it is often part of the 
titles of his paintings, like: Blue Mask, Green 
and Yellow with Variations, Red Armchair, etc . 

The first large canvases date from 1952. The 
maturing process of the follow ing years, 
expressed by an ever increasing size of the 
paintings, may have been partly due to a 
greater degree of economic security and a 
more stable residence (in Wilmette , a Chicago 
suburb) . Reality was being more and more 
abstracted to the barest characteristics. As 
important as the balance of color, line and 
plane, was the dissolving of the human form 
and its blending into the background : "Earth" 
(No. 72), "Mysterious Blue" (No. 73), "Alagonta 
in Grey" (No. 76). The painting no longer is a 
series of symbols for things, but rather has 
become a symbol in its own right - derived 
from the visible , but an expression of the 
spiritual experiences of the artist Paul 
Wieghardt. 



Paul Wieghardt, Color, and the 
Human Form 

by Vernon Geisel 

When Paul Wieghardt began his studies at the 
"Kunstgewerbeschule" in Cologne in 1920, the 
modern era in painting was well under way. 
Born almost simultaneously in Germany and 
France , the period had already witnessed the 
arrival and departure of several distinct move
ments. German expressionism, which had 
emerged with the formation of "Die BrGcke" 
(The Bridge) at Dresden Polytechnic Institute 
in 1905, had passed through "Der Blaue Reiter" 
(The Blue Rider) and "Die Neue Sachlichkeit" 
(The New Objectivity) phases and was begin
ning to yield to a newer movement, dadaism . 
In France, where cubism had blossomed with 
Picasso's "Les Demoiselles d'Avignon" in 1907, 
reactions to abstraction were already germi
nating another movement, surrealism. More 
movements were to come and go during his 
years as a painter, but Wieghardt joined none 
of them and claimed none of them as a major 
influence on the direction of his work. Instead 
of inheriting the elements of an already devel
oped style, he chose a slower path of inde
pendet evolution that was to lead from an 

academic training in both traditional and 
avant-garde disciplines to a progressively 
more abstract style that was vividly and 
confidently his own. 

The present exhibition brings together for the 
first time works from each successive stage in 
that impressive evolution. And it is appropriate 
that this initial retrospective show of Wieg
hardt's painting should open in Luedenscheid, 
- the place of his birth and upbringing. In 
1931, just before Wieghardt moved to Paris, 
the first large-scale exhibit of his work was 
included in a group show at the "Gemeinde
haus" in Luedenscheid. 

The results of Wieghardt's lifelong experiment 
in color are sufficient cause to celebrate this 
retrospective selection of his work . The viewer 
who sees his canvases arranged in the 
sequence of their creation is carried along 
on the painter's physical and metaphysical 
journeys by the sheer expressive force of 
color alone. Disregarding line and form, we 
share the artist's total reaction to a townscape 
or a still life through dramatic as well as subtle 
shifts of tone and hue. During Wieghardt's 
years in Europe, his use of color was an 
absolute indicator of "place", even when the 
subject matter was not the buildings and 
landscapes unique to one region or culture. 
His canvases in Germany came from a rich, 
but muted palette which mirrored the northern 
sky and northern temperament so faithfully 
that many of his early works could well have 
been done by one of his expressionist con
temporaries. The softer, warmer light of Paris 
shines through all of the canvases he did 
there , evoking the happy blend of natural, 
painted, leafy, and ornate that colors both the 
grand and the ordinary of only that city. 
In Spain and Portugal, Wieghardt simply found 
a new palette. Obviously delighted by a new 
world of pastel buildings against pastel skies, 
dazzling sunlight and delicious shade, he 
switched to a new idiom of color with the 
fluency of ~me who might switch to Spanish or 
Portugese. In Norway the northern light 
prevailed again, warmed by the brilliance of 
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autumn, then chilled by winter's icy blue. The 
fidelity of his response to the color of an 
ambience is so true that one could blur the 
image of a painting by looking at it through 
a lens and still identify where the painter was 
when he painted the picture in Europe . 

During his years in America, Wieghardt 
narrowed the focus of his subject range to the 
point where all of hi s substantive works, though 
derived from the shape of real objects, 
described the inner landscape of his own 
imagining. Color then became an indicator of 
the spirit, - sometimes whimsical, occasionally 
melancholy, usually serene, and frequenUy 
amused. Although he continued to record his 
direct impressions of nature in water color and 
gouache , these spontaneous works became 
more and more preparatory exercises for the 
studied weavings of color which dominate the 
canvases of Wieghardt 's maturity. As his 
subjects became more a~stracted, a direct 
link developed between freedom of form and 
freedom of color . "Lying Girl with Flowers" 
is one of a delightful ser1es painted in quick 
succession in 1948. When fluid forms and 
vibrant colors flowed from Wieghardt's palette 
with the intensity of a sustained poetic vision. 
By 1952, when he painted "Zenobia V Seven", 
the forms of his subjects were contained 
within the sharp edges of plastic patterns, 
and color, too, had been reduced to a simple 
range of browns and greys. 

The twin theme of color and human form unite 
to form a thread of clear development in 
Wieghardt's work, linking the substance of his 
first paintings at the Kunstgewerbeschule to the 
canvas he was working on in November of 
1969. Throughout Wieghardt's career, his art 
remained representational, which is to say that 
his point of departure in the visible world was 
almost consistent ly recognizable despite a 
progressive abstraction of the forms he 
regularly chose to depict. And those forms 
were most frequently human. At once elegant 
end energetic, sensuous and mystifying ,'the 
human subject was, forWieghardt, an inexhaust
ible source, capable of unending discovery 

and expression in each new phase of an 
ever-expanding vision. 

Four of the works here, illustrate the major 
steps through which Wieghardt's treatment of 

_ the human form evolved . "Girl in Red Pants" 
was painted in Dresden about 1930. And 
although it is very nearly a realistic portrait of 
the subject, it contains all the elements which 
the painter was to explore and reexplore 
during the next forty years. The canvas 
features the lone figure of -a girlsitting comfor
tably, pensively, staring into space. Her 
position to the left of the center gives the 
composition a solid, easy balance. Her red 
pants and white blouse counterbalance each 
other in shape and· intensity . While the 
decorative patterns of the rug on the floor 
and the wall behind her link the sitter to a 
defined and very intimate space. In "Lying 
Girl with Flowe rs" the resting figure is freely 
abstracted, yet the same elements that 
characterize "Girl in Red Pants" still fascinate 
the painter. The flowers in the foreground and 
the cloth backdrops behind the girl place her 
in a definite space that is enlivened by colorful -
patterns and forms which flow in all directions. 
Sumptuous color and riqtous line are integrated 
to form a single tapestry, but the reclining 
human form remains the focus of one 's 
attention. "Avrala", painted in 1952, is one a 
series of later works in which Wieghardt 
reduced the human form to a network if 
elegant, interlocking patterns, each of which 
was painted as a two-dimensional form in a 
single color. The figures, still rooted in the 
planes of an abstract space, are at once the 
monumental subject and the graceful ornament 
of the canvas. 

Further abstraction and integration of the 
figure into a unified pattern led to the final, 
and perhaps the most intriguing phase of 
Wieghardt's work. With an almost haunting 
sense of human evanescence , the painter 
portrayed his favorite form as an elusive 
subject of ultimate mystery. The figures in 
"Convalescent Woman" are apparitions that 
merge only vaguely, tentatively, with the solid 
world that each of us perce ives as reality. 



Biographical Notes Cologne . First he thinks of becoming an 
archite 9t and studies under Professor 
Elsaesser . 

1897 Paul Wieghardt was born in Lueden
scheid, August 26. His father was 
" Malermeister" (Master house painter) 
and an amateur artist who inspired his 
four sons to become interested in art. 
Paul, the youngest , showed a great love 
for art and books at an early age. 
Apprenticeship in his father's business. 

1915 Called to the army at age 18, he serves 
on the Eastern front, then in the West. 
Near Amiens, in 1917, injured in heavy 
shelling, he loses his ability to speak. 
Not fully recovered when leaving the 
hospital, only will power and therapy 
restore his speech. Perhaps art becomes 
more important for him because of this 
experience. 

1919 Attends courses at the newly created 
Volkshochschule (People's University), 
mostly about art. This fills in his 
education, interrupted by the war . 
Comes in contact with youth movement. 
After father's death two brothers 
continue the business and. Wieghardt 
works there, which gives him a solid 
technical background. 

1920 Now he decides on formal artistic 
training and enters the Kunstgewerbe
schule (Art-and-Applied-Art School) in 

1923 Wieghardt's openess for new ideas 
prompts Elsaesser to suggest that he 
go to the Bauhaus in Weimar. Helped 
by a stipend and Summer work, he 
enters the Bauhaus, where Klee, 
Kandinsky, Moholy-Nagy, Feininger, 
and Schlemmer are his teachers . But a 
personal relationship develops only 
with Klee. 

1924 After one year, feeling that he doesn 't 
fit into the Bauhaus , he returns to the 
Kunstgewerbeschule, Cologne , where 
he studies Figure and Mural Painting 
under Professor Seuffert. Now he 
becomes particularly interested in the 
human figure. After a year and a half 
of concentra ted studies Wieghardt sets 
his goals higher. 

1925 In the fall he is accepted at the 
Academy of Fine Arts in Dresden. Very 
soon he is Master student under 
Professor Robert Sterl, an impressionist, 
whose influence on Wieghardt is quite 
strong. Further stipends , summer work, 
and occasional sales of paintings , make 
it possible for him to stay at the 
Academy for six years. The critics 
become aware of his work through 
several shows in Dresden and one in 
Luedenscheid. 

1931 after finishing his studies with highest 
honors, he moves on to Paris, where 
his friend from the Dresden Academy, 
Kurt Greger, has already established 
himself and helps Wieghardt in many 
ways. 

1932 First one-man show in Luedenscheid. 
This spring Wieghardt begins to exhibit 
in the three major Paris Salons : Salon 
des Tuileries (then called Salon de Mai) , 
Salon des lndependants , and in the fall 
his work is accepted at the Salon 
d 'Automne, the most prest igious of the 
Salons . From now until 1939, he exhib its 
regularly in these three Salons. The 



critics notice his work , other shows 
follow. In Paris his involvement with the 
human figure is confirmed, in color as 
well as in shape, even though the 
landscape is still important to him. 

1934 Wieghardt and his wife , sculptress Nelli 
Bar, travel in the Bretagne and Nor
mandie and, in the summer, through 
Spain to Portugal. He paints till the fall 
in the small town of Serpa in southern 
Portugal, where Moorish influence on 
architecture and population is strong. 
This new atmosphere adds new brilliance 
to his paintings. 

1936 This year Wieghardt visits Norway for 
the first time, a country that interests 
him very much. As always he paints and 
draws incessantly. Result: a one-man 
show at the Gallery Halvorsen and 
participation in several exhibits in Oslo. 
Another one-man show in Luedenscheid. 

1937 Back to France. Invited to exhibit in the 
French Pavillion at the Exposition Inter
nationale in Paris. The Spanish Pavillion, 
a simple tent, housed "Guernica" by 
Picasso, - it's color still wet - a painting 
that shook the world. Later, in the fall, 
a six weeks' study trip to London. 

1938 At Christmas time , on the way to Oslo 
again, Wieghardt visits his mother, with 
whom he had a close relationship built 
on her complete understanding. It was 
to be his last visit with her. Exhibit at 
Gallery Farg och Form in Stockholm. 

1939 He paints, exhibits, has private students. 
Dark clouds over Europe keep the 
Wieghardts in Norway. He and his wife 
(of Jewish descent) think of emigrating 
to the United States. They apply for 
visas, but the start of World War 2, finds 
them still in Oslo. 

1940 On April 8, bombs over Oslo. The 
Wieghardts flee, still without U.S. visas. 
Only with a knapsack, they hike north
ward, now and then getting a lift from 
Norwegian military jeeps. Within a week 
they reach the Swedish border and, 
thanks to a royal decree that permits 

all refugees to enter, they cross into 
Sweden. Three weeks in a transition 
camp follow. Then, through the help of 
Swedish friends, they reach Stockholm. 
Nearby, in a small rest home, operated 
by nuns, they find work as gardeners. 
In July, Paris falls - return is impossible 
now. The U.S. consul suggests that they 
try to get as close as possible to the 
U.S. to await the arrival of their visas 
there. By transferring their savings to 
Swedish friends, they can pay for third 
class tickets for the long trip via Russia, 
Japan, and the Pacific. Unencumbered 
by luggage, but with sketchbook and 
pen, they reach Panama in September. 
Here, finally, they receive the U.S. visas 
and arrive in New York on November 17. 
Refugee services, particularly the 
Quakers, are helpful. For a living Wieg
hardt paints designs on paper baskets, 
while he expresses himself as an artist 
with a set of cheapest water colors. 
A Quaker course especially geared to 
refugees, gives them valuable back
ground. 

1941 The course over in May, Wieghardts 
find a place to work in their own field 
in Cummington, Massachusetts, where 
a minister has turned over a charming 
old house to refugees from Europe. 
The barn behind it serves as studio for 
both. Now Wieghardt paints with 
abandon. Already in December a one
man show (together with his wife) in 
the Berkshire Museum in Pittsfield, 
Massachusetts. A few days after the 
successful opening: Pearl Harbour! And 
the U.S. enters the war. 

1942 In the remoteness of the small hill-town 
Wieghardt continues to paint. He 
becomes head of the painting depart
ment at the "Cummington Playhouse in 
the Hills", a Summer Art School, where 
well known artists like Hindemith came 
as guest lecturers. In the fall a one-man 
show at the Germanic Museum of 
Harvard University. 



1943 Wieghardt continues his teaching and Architecture at the Illinois Institute of 
has a one-man show at Knoedler Technology (1. I. T.) This in addition to 
Galleries in New York. In the meantime his work at the Art Institute. 
the director of the former Quaker course 1952 Wieghardt's canvases become larger. 
has been called to head another Quaker His work shows an increasing involve-
project: the Friends ' Neighborhood ment with the figure in space, perhaps 
Guild in Philadelphia. In a new approach due to his early interest in architecture . 
for the Quakers, he wants to stress the lmp9rtant paintings of this time include: 
arts and calls Wieghardt to create and Zenobia V Seven, Les Soeurs , Avrala, 
head the Fine Arts Department. From and many "oil on paper ". From now on 
the three follow ing years date many Wieghardt paints no more landscapes. 
glowing water colors. At the same time 1953 Still larger sizes with the same theme : 
the number of collectors who buy his the human figure in a space of abstract 
paintings grows. architectural design. 

1945 A one-man show at the Carlen Gallery in The circle of his friends, students , and 
Philadelphia arouses the interest of the collectors has grown steadily. His 
famous collector Dr. Albert Barnes . He influence on painting in the Middle West 
buys several Wieghardts for his is recognized. 
collection. 1956 For the first time since his immigration 

1946 A second show at Carlen 's is almost he exhibits in Germany . (Luedenscheid , 

completely sold out. Wieghardt takes Wuppertal, Hagen). Only works on paper 

part in group shows in Philadelphia , are shown: drawings, water colors , oil on 

Chicago, New York, etc . In the Spring • paper, but these are quite characteristic 

the Art Institute of Chicago asks him to for his total work. 

teach at their school. This puts Wieghardt 1960 At I. I. T., in Crown Hall, built by Mies 
in the dilemma of having to choose van der Rohe, an extensive show 
between this very prestigious school including many of Wieghardt's large 
and Philadelphia , to which he feels a paintings . 
strong bond. Finally he decides on In spite of a full teaching schedule, the 
Chicago and moves in September. A next two years are so productive 
large new field opens up. His creative artistically that already in -
approach to teaching, in sharp contrast 1962 a second large show is held at I. I. T. 
to the current method , revolutionizes the with new large paintings , in the more 
teaching in the whole school. His own spacious Hermann Hall. 
work is enriched by the close contact 1963 For the past three years Wieghardt has 
with youth . been also chairman of the Department 

1948 A year of greatest productiv ity! The of Fine Arts at the School of The Art 
paintings from this time are radiant and Institute. Now, having reached retirement 
joyful. (Lying Girl with Flowers, Stained age, this , as well as his teaching at the 
Glass Window , etc .) Since 1943 he has Art Institute, comes to an end - but not 
shown his work in many one-man shows his work at other schools. 
and participated in large regional and 1967 First and only visit to Europe since 1940. 
national exhibitions. Now he also 1969 In February - March, another large show 
exhibits again regularly in the Salon at Hermann Hall, I. I. T., the last exhibit 
d'Automne in Paris , until the death of during his lifetime. 
his friend, Kurt Groger , in 1953. On December 9, Paul Wieghardt dies in 

1950 Mies van der Rohe asks Wieghardt to Wilmette near Chicago, where he had 
teach life drawing at the Dept. for lived since 1946. 
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Zenobia V Seven, 1952. Oil on Canvas, 152 x 130 
Dimensions in centimeters; height precedes width. 
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Mex ican Rugs , 1941 
Oil on Board , 89 x 56 



Self Portrait , 1932 
Oil on Canvas , 61 x 46 
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Paul Wieghardt's retrospective at the Art Institute 

is the largest and most comprehensive assemblage 

of his work ever to be shown in the United States . 

Two years ago an exhibition of comparable size and 

scope was organized by the German city of 

Uidenscheid, Wieghardt's birthplace. It traveled to 

the neighboring Westphalian communities of Hamm 

and Witten, and in the meantime the catalog 

accompanying it has served Americans reasonably 

well as a record of the artist's career. But there is 

no substitute for the opportunity to view the work 

itself, moreover in the depth implied by the 98 

paintings and drawings now hanging in the 



Montgomery Ward Gallery. Their range is wide and j 
instructive: from a searching self-portrait done in 

1925, when Wieghardt was 28, to the large, assured 

Gentle Ghost Confronted, a canvas completed late 

in 1968, shortly before his death the following year , 

at 72. Between these limits there is a rich variety 

of oils, water colors, and drawings executed in several 

stylistic phases that move logically to a mature 

conclusion . 

It is, of course, fitting that the exhibition originates 

in Chicago, whose art world in general and whose 

younger painters in particular were powerfully 

affected by Wieghardt for nearly a quarter of a 

century. He and the city owed each other a debt , and 

both of them paid it. Chicago provided him with a 

place to work in the serenity and security he had 

enjoyed only infrequently in the Europe of the 1920s 

and 1930s. After a harrowing flight from the Nazis 

during World War II, which carried him and his 

sculptress wife Nelli Bar across Siberia , Japan, the 

Pacific and Panama to New York , he joined the 

faculty of the School of the Art Institute of Chicago in 

1946. There he remained until 1963, during which time 

he was able to give himself sustainedly to his painting. 

In tur n: as a teacher he exerted an incalculable 

influence on several generations of local painters. 

At a t ime, the late 1940s, when American artists were 

struggling almost desperately to escape the genial 

parochialism that marked much of U.S. art before the 

war , Wieghardt stood out in Chicago as a European j 
artist accomplished in and devoted to the modern 

international tradition. He offered the same model to 

younger post-war painters here that Mies van der 

Rohe did to architects and Moholy-Nagy to designers . 

Whether his students always agreed with his 

personal points of view on art - which he held with 

great conviction - they invariably recognized the 

authority with which he conveyed them and the high 
// 

professional seriousness he brought to his work. 

. ->' 
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In short, he did much to awaken a sense of history in 

Chicago art. Whatever contribution the city's 

painters and sculptors have made to American art 

as a whole during the last several decades is due 

in no small degree to the example he set in his 

teaching. His students, who include such dis

tinguished contemporaries as Claes Oldenburg, j 
Robert Indiana, Leon Golub, H. C. Westermann, 

Richard Hunt, Irving Petlin, and Arthur Okamura, 

stand for a wide variety of styles , a fact which bears 

out what all of us who studied with him knew, 

namely that his teaching was noteworthy more for 

its general level of sensibility than for any specific 

dogma or formula. If there was one attitude central 

to it, it was a ceaseless encouragement of his 

students to take themselves seriously, to trust their 

own creative impulses. 

During his Chicago years, no less than in previous 

phases of his career, he painted unflaggingly. Yet 

as an artist he shied almost compulsively from the 

limelight. He seems to have been more inclined 

to share his work with a circle of intimate friends than 

to display it before a larger public. Many of his own 

students had little if any acquaintance with his 

painting, and he avoided gallery affiliations almost 

totally. He did show, but always on his own terms, 

and probably with a resultant loss of the publicity on 

which wider renown so largely depends. If we knew 

him quite well as a teacher, we knew him altogether 

too little as an artist. 

This exhibition, then, helps to restore the balance. 

From the beginning to the end, Wieghardt was an 

artist more inclined toward subtlety of form, carefully 

modulated color and linear nuance, than toward 

. the bravura image or bold expressive gesture . Though 

he grew up in Germany at a time when expressionism 

was a dominant mode among the vanguard there, 

his early work shows almost none of the rhetoric to 

which expressionism rather easily lends itself. 



The teacher with whom he felt close.~t at the Bauhaus 

in Weimar was Paul Klee, that most cultivated of 

the central European moderns, and later at the 

Dresden Academy he was moved by his association 

with Robert Sterl, a painter of impressionist 

sympathies . By 1931 Wieghardt was living in Paris, 

where his work matured quickly, gaining an identity 

closer to the French tradition - Bonnard and Pascin 

come to mind - than to the German. The paintings 

from the 1930s, tender, closely orchestrated 

compositions of landscapes and figures, variously 

done in Paris, Portugal and Norway, are among 

_the most revealing to an American eye accustomed 

to the simpler, larger, more nearly abstract paintings 

of his later years in Chicago. 

Yet the exhibition also provides evidence of how 

much the work of his American phase depended on 

that of his European years. Apparently Wieghardt 

responded to the openness of form and bigness 

of scale of American post-war painting by enlarging 

his own formats and applying his color in brilliantly 

expansive areas. Close examination of his later 

paintings, however - not to mention the drawings, 

where a precise distillation of the motif is constantly 

apparent - shows how exacting his coloristic 

relationships and linear definitions remained. 

Restraint and finesse are never absent from his 

work, and these factors seem more related to the 

modern Parisian tradition than to the American one. 

Still, the late paintings and drawings are marked 

by something else - by a generosity of spirit that 

qualifies them in the last analysis as the most 

maturely realized objects in the show. Painstakingly 

deliberate though his manner was, in life, in 

thought, as well as in his art, the result was a body 

of work notable above all for freedom and grace. 

With this exhibition, Wieghardt's legacy to Chicago 

and America is vigorously reaffirmed. 

Franz Schulze 



Trees II, 1942 
Water Color , 42 x 57 



Strange Black Shapes , 1948 
Oil on Canvas , 71 x 102 



W Cows , 1942 
ater Color 42 ' X 58 



Die Treppe von Santa Maria, Serpa , 1934 
Oil on Canvas , 38 x 44 



Girl, Scarf over Head, 1951 
Quill Drawing, 30 x 46 



Two Girls, 1953 
Pen Drawing 30 • X 46 



Lying Girl with Yellow Pants, 194! 
Oil on Canvas , 51 x 5-



Number One Upside Down , 1951 
Oil on Canvas, 66 x 56 



The Green Beads , 1951 
Oil on Canvas , 102 x 76 



Convalescent Woman , 1958 
Oil on Canvas , 77 x 92 
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Head, 1948 
Quill Drawing, 30 x 46 



Girl, Stretching, ca. 1966 
Brush Drawing, 56 x 76 
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Earth , 1961-6 : 
Oil on Canvas , 152 x 1T 



Avrala , ca. 1952 
Oil on Canvas , 74 x 53 



Avrala , 1958 (Large) 
Oil on Canvas, 140 x 114 



Girl with Porpoise , ca . 1950 
Oil on Canvas, 102 x 76 



Biographical Notes 

1897 Paul Wieghardt was born in Lueden
scheid, August 26. His father was 
"Mafermeister" (Master house painter) 
and an amateur artist who inspired his 
four sons to become interested in art. 
Paul, the youngest, showed a great love 
for art and books at an early age. 
Apprenticeship in his father's business. 

1915 Called to the army at age 18, he serves 
on the Eastern front, then in the West. 
Near Amiens, in -1917, injured in heavy 
shelfing, he loses his ability to speak. 
Not fully recovered when leaving the 
hospital, only will power and therapy 
restore his speech. Perhaps art becomes 
more important for him because of this 
experience. 

1919 Attends courses at the newly created 
Vofkshochschule (People's University), 
mostly about art. This fills in his 
education, interrupted by the war. 
Comes in contact with youth movement. 
After father's death two brothers 
continue the business and Wieghardt 
works there, which gives him a solid 
technical background. 

1920 Now he decides on formal artistic 
training and enters the Kunstgewerbe
schule (Art-and-Applied-Art School) in 

1923 

Cologne . First he thinks of becoming an 
architect and studies under Professor 
Elsaesser. 

Wieghardt's openess for new ideas 
prompts Elsaesser to suggest that he 
go to the Bauhaus in Weimar. Helped 
by a stipend and Summer work, he 
enters the Bauhaus, where Klee, 
Kandinsky, Moholy-Nagy, Feininger, 
and Schlemmer are his teachers. But a 
personal relationship develops only 
with Klee. 

1924 After one year, feeling that he doesn't 
fit into the Bauhaus, he returns to the 
Kunstgewerbeschufe, Cologne, where 
he studies Figure and Mural Painting 
under Professor Seuffert. Now he 
becomes particularly interested in the 
human figure . After a year and a half 
of concentrated studies Wieghardt sets 
his goals higher. 

1925 In the fall he is accepted at the 
Academy of Fine Arts in Dresden. Very 

soon he is Master student under 
Professor Robert Sterf, an impressionist, 
whose influence on Wieghardt is quite 
strong. Further stipends, summer work, 
and occasional sales of paintings, make 
it possible for him to stay at the 
Academy for six years. The critics 
become aware of his work through 
several shows in Dresden and one in 
Luedenscheid. 

1931 after finishing his studies with highest 
honors, he moves on to Paris, where 
his friend from the Dresden Academy, 
Kurt Groger, has already established 
himself and helps Wieghardt in many 
ways. 

1932 First one-man show in Luedenscheid. 
This spring Wieghardt begins to exhibit 
in the three major Paris Salons: Salon 
des Tuiferies (then called Salon de Mai), 
Salon des lndependants, and in the fall 
his work is accepted at the Salon 
d'Automne, the most prestigious of the 
Salons. From now until 1939, he exhibits 
regularly in these three Salons. The 



critics notice his work, other shows 
follow. In Paris his involvement with the 
human figure is confirmed, in color as 
well as in shape, even though the 
landscape is still important to him. 

1934 Wieghardt and his wife, sculptress Nelli 
Bar, travel in the Bretagne and Nor
mandie and, in the summer, through 
Spain to Portugal. He paints till the fall 
in the small town of Serpa in southern 
Portugal, where Moorish influence on 
architecture and population is strong. 
This new atmosphere adds new brilliance 
to his paintings. 

1936 This year Wieghardt visits Norway for 
the first time, a country that interests 
him very much. As always he paints and 
draws incessantly. Result: a one-man 
show at the Gallery Halvorsen and 
participation in several exhibits in Oslo. 
Another one-man show in Luedenscheid. 

1937 Back to France. Invited to exhibit in the 
French Pavillion at the Exposition Inter
nationale in Paris. The Spanish Pavillion, 
a simple tent, housed "Guernica" by 
Picasso, - it's color still wet - a painting 
that shook the world. Later, in the fall, 
a six weeks' study trip to London. 

1938 At Christmas time, on the way to Oslo 
again, Wieghardt visits his mother, with 
whom he had a close relationship built 
on her complete understanding. It was 
to be his last visit with her. Exhibit at 
Gallery Farg och Form in Stockholm. 

1939 He paints, exhibits, has private students. 
Dark clouds over Europe keep the 
Wieghardts in Norway. He and his wife 
(of Jewish descent) think of emigrating 
to the United States. They apply for 
visas, but the start of World War 2, finds 
them still in Oslo. 

1940 On April 8, bombs over Oslo. The 
Wieghardts flee, still without U.S. visas. 
Only with a knapsack, they hike north
ward, now and then getting a lift from 
Norwegian military jeeps. Within a week 
they reach the Swedish border and, 
thanks to a royal decree that permits 

all refugees to enter, they cross into 
Sweden. Three weeks in a transition 
camp follow. Then, through the help of 
Swedish friends, they reach Stockholm. 
Nearby, in a small rest home, operated 
by nuns, they find work as gardeners. 
In July, Paris falls - return is impossible 
now. The U.S. consul suggests that they 
try to get as close as possible to the 
U.S. to await the arrival of their visas 
there. By transferring their savings to 
Swedish friends, they can pay for third 
class tickets for the long trip via Russia, 
Japan, and the Pacific. Unencumbered 
by luggage, but with sketchbook and 
pen, they reach Panama in September. 
Here, finally, they receive the U.S. visas 
and arrive in New York on November 17. 
Refugee services, particularly the 
Quakers, are helpful. For a living Wieg
hardt paints designs on paper baskets, 
while he expresses himself as an artist 
with a set of cheapest water colors. 
A Quaker course especially geared to 
refugees, gives them valuable back
ground. 

1941 The course over in May, Wieghardts 
find a place to work in their own field 
in Cummington, Massachusetts, where 
a minister has turned over a charming 
old house to refugees from Europe. 
The barn behind it serves as studio for 
both. Now Wieghardt paints with 
abandon. Already in December a one
man show (together with his wife) in 
the Berkshire Museum in Pittsfield, 
Massachusetts. A few days after the 
successful opening: Pearl Harbour! And 
the U.S. enters the war. 

1942 In the remoteness of the small hill-town 
Wieghardt continues to paint. He 
becomes head of the painting depart
ment at the "Cummington Playhouse in 
the Hills", a Summer Art School, where 
well known artists like Hindemith came 
as guest lecturers. In the fall a one-man 
show at the Germanic Museum of 
Harvard University. 



1943 Wieghardt continues his teaching and Architecture at the Illinois Institute of 
has a one-man show at Knoedler Technology (I. I. T.) This in addition to 
Galleries in New York. In the meantime his work at the Art Institute. 
the director of the former Quaker course 1952 Wieghardt's canvases become larger . 
has been called to head another Quaker His work shows an increasing involve-
project: the Friends' Neighborhood ment with the figure in space, perhaps 
Guild in Philadelphia. In a new approach due to his early interest in architecture. 
for the Quakers, he wants to stress the Important paintings of this time include: 
arts and calls Wieghardt to create and Zenobia V Seven, Les Soeurs, Avrala, 
head the Fine Arts Department. From and many "oil on paper". From now on 
the three following years date many Wieghardt paints no more landscapes. 
glowing water colors. At the same time 1953 Still larger sizes with the same theme: 
the number of collectors who buy his the human figure in a space of abstract 
paintings grows. architectural design. 

1945 A one-man show at the Carlen Gallery in The circle of his friends, students, and 
Philadelphia arouses the interest of the collectors has grown steadily. His 
famous collector Dr. Albert Barnes. He influence on painting in the Middle West 
buys several Wieghardts for his is recognized. 
collection. 1956 For the first time since his immigration 

1946 A second show at Carlen's is almost he exhibits in Germany. (Luedenscheid, 

completely sold out. Wieghardt takes Wuppertal, Hagen). Only works on paper! 

part in group shows in Philadelphia, are shown: drawings, water colors, .oil o 

Chicago, New York, etc. In the Spring paper, but these are quite characteristic 

the Art Institute of Chicago asks him to for his total work. 

teach at their school. This puts Wieghardt 1960 At I. I. T., in Crown Hall, built by Mies 
in the dilemma of having to choose van der Rohe, an extensive show 
between this very prestigious school including many of Wieghardt's large 
and Philadelphia, to which he feels a paintings. 
strong bond. Finally he decides on In spite of a full teaching schedule, the 
Chicago and moves in September. A next two years are so productive 
large new field opens up. His creative artistically that already in -
approach to teaching, in sharp contrast 1962 a second large show is held at I. I. T. 
to the current method, revolutionizes the with new large paintings, in the more 
teaching in the whole school. His own spacious Hermann Hall. 
work is enriched by the close contact 1963 For the past three years Wieghardt has 
with youth. been also chairman of the Department 

1948 A year of greatest productivity! The of Fine Arts at the School of The Art 
paintings from this time are radiant and Institute. Now, having reached retiremen 
joyful. (Lying Girl with Flowers, Stained age, this, as well as his teaching at the 
Glass Window, etc.) Since 1943 he has Art Institute, comes to an end - but not 
shown his work in many one-man shows his work at other schools. 
and participated in large regional and 1967 First and only visit to Europe since 1940. 
national exhibitons. Now he also 1969 In February - March, another large show 
exhibits again regularly in the Salon at Hermann Hall, I. I. T., the last exhibit 
d'Automne in Paris, until the death of during his lifetime. 
his friend, Kurt Groger, in 1953. On December 9, Paul Wieghardt dies in 

1950 Mies van der Rohe asks Wieghardt to Wilmette near Chicago, where he had 
teach life drawing at the Dept. for lived since 1946. 



One-Man Exhibits: 

Wiedenhof Ludenscheid 
Galerie Horst Halvorsen, Oslo 
Galerie Farg och Form, Stockholm 

The Art Institute of Chicago 
Phillips Memorial Gallery, Washington, D. C. 
Knoedler Galleries, New York 
Harvard University, Germanic Museum, Cambridge, 
Mass. 
Illinois Institute of Technology, Chicago 
Berkshire Museum, Pittsfield, Mass. 
Museum of Fine Arts, Springfield, Mass. 
Milwaukee Art Institute, Milwaukee, Wisconsin 
Saint Paul Gallery of Art, St. Paul, Minnesota 
Robert Carlen Gallery, Philadelphia, Pa. 
Ten Thirty Gallery, Cleveland, Ohio 
Syracuse University, Syracuse, N.Y. 
Friend's Neighborhood Guild, Philadelphia, Pa. 
Feingarten Gallery, Chicago 
Frank Ryan Gallery , Chicago 
Ten Twenty Art Center, Chicago 
Community Art Gallery, Philadelphia, Pa. 
University of Arizona, Arizona 
Procter Art Gallery, Bard College, Annandale, N. Y. 
University of Pennsylvania, Philadelphia, Pa. 
Evanston Art Center, Evanston, Illinois 
Rockford College , Rockford, Illinois 
Rosenstone Gallery, Bernard Horwich Center, Chicago 
Swiss Chalet Gallery, Chicago 
Karl-Ernst-Osthaus-Museum, Hagen 
Stadtisches Museum, Wuppertal 
Kunstgemeinde Ludenscheid 
Bank Lane Gallery , Lake Forest , Illinois 
Ellen Donnovan Gallery, Philadelphia, Pa. 
and others 

Retrospective Exhibits: 

Neues Rathaus, Ludenscheid, Germany, 1972 
Markisches Museum, Witten, Germany, 1973 
Gustav-Lubcke-Museum, Hamm, Germany, 1973 
The Art Institute of Chicago, 1974 

Participation in Group Shows and Salons: 

Salon d'Automne, Paris 
Salon des Tuileries, Paris 
Salon des lndependants, Paris 

French Pavillion, Exposition Internationale 
Paris 1937 
Autumn Salon, Oslo 
Dezember-Ausstellung, Sachsischer Kunstverein, 
Dresden 
Die Dresdner, SKV Dresden 
Junge Kunst, Galerie Sandel , Dresden 
Paul Wieghardt und Hans Pels-Leusden, Ludenscheid 
Ludenscheider Kunstler, Ludenscheid 

The Art Institute of Chicago 
Pennsylvania Academy of Fine Arts, Philadelphia, Pa. 
Library of Congress, Washington, D.C. 
Salon d'Automne, Paris 
Contemporary American Art, University of Illinois, 
Urbana , Ill. 
International Drawing Show, Stanford University, 
California 
Procter Art Gallery, Bard College, Annandale, N. Y. 
Ball State University, Indiana 
Chicago Public Library, Chicago 
Renaissance Gallery, University of Chicago 
and others 

Represented In Museums and Collections: 

The Art Institute of Chicago 
National Collection of Fine Arts, Washington, D. C. 
Albright Gallery, Buffalo, N.Y. 
Barnes Foundation, Merion, Pa. 
Phillips Memorial Gallery, Washington, D.C. 
Lessing Rosenwald Collection, Jenkintown, Pa. 
Fort Worth Art Center Museum , Fort Worth, Texas 
Berkshire Museum Pittsfield, Mass. 
Milwaukee Art Center Museum, Milwaukee, Wisconsin 
Smith College Collection, Northampton, Mass. 
Jewish Community Center, Milwaukee, Wisconsin 
Glenview Public Library, Illinois 
Procter Art Gallery, Bard College, N.Y. 
and numerous private collections. 

Teaching: 

Cummington School in the Hills, Cummington, Mass. 
Friends' Neighborhood Guild , Philadelphia, Pa. 
School of The Art Institute of Chicago 
Illinois Institute of Technology, Chicago 
Evanston Art Center, Evanston, Illinois 





Lying Girl with Flowers , 1948 
Oil on Canvas , 51 x 61 



Daydreaming, 1968 
Quill Drawing, 27 x 18 



Plates prepared by Gratia - Hagen GmbH 
Printed in West Germany by Druckhaus Maack KG, Lildenscheid, 1974 
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