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Abstract 

 
Conducted on a scale unseen before in history, the Nazi art looting operation set a new 

precedent for art theft that significantly altered the world’s approach to art protection and 

restitution in the aftermath of war. Documenting their successes, Nazi art looting agencies like 

the ERR utilized photography to capture evidence of their activities and of the quality of the 

artworks they had acquired, ultimately to assert their relevance and justify their existence to the 

Führer. Similarly, during their efforts to rescue and restitute looted artworks, Allied powers 

photographed their recovery operation both in the field and at collecting points. This study looks 

at two Nazi photographic archives documenting the art looting operations: the ERR “Hitler 

Albums” and the Koblenz Album (Bundesarchiv B 323-311), and Allied photographs of the 

“Monuments Men’s” active art recovery and restitution efforts at Neuschwanstein Castle and 

other repositories and at the Munich Central Collecting Point. Comparing the composition of 

these photographs also reveals similarities in Nazi and Allied methodologies in photographically 

documenting art looting and recovery, suggesting a shared aesthetic approach in asserting their 

opposing ideologies. A comparative analysis of their corresponding motivations revealed that the 

Nazi photographs functioned as semi-private, documentary images; the Allied photos, while also 

documentary in nature, exhibited greater immediate propagandistic potential. While both the 

Nazis and the Allies utilized public propaganda in WWII, their photographs of looted artwork 

occupy a much more complex position as documentary and propagandistic. Both Nazi and Allied 

photographs were also used as documentary evidence at the end of WWII and still serve today as 

the basis for provenance research in tracking the history of particular works of art and their 

owners in the Nazi period. To conclude, this thesis also utilizes these images to trace the 

provenance of a select few paintings that appear across the Nazi and Allied photographs to 



 Kowgios 6 

illustrate the continued life of the artworks. The Nazis and the Allies both employed photography 

to dictate the narrative of their respective art operations.  
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INTRODUCTION 
 
Nazi agencies dedicated to the confiscation of art and other cultural objects, especially 

from Jews, utilized photography to document and define the historical legacy of the National 

Socialist regime. Well known for their extensive record keeping,1 the Nazis systematically 

catalogued, documented, and archived the massive looting of Jewish property. The ways in 

which the Nazis used the photographic medium for documentation of everyday objects and 

coveted artworks is measurably different from the role photography played as a propagandistic 

tool during the Third Reich. Under National Socialism, visual propaganda was an important 

instrument for maintaining power and enhancing policy objectives, and significant financial 

resources were devoted to films, newspapers, posters, and campaigns to encourage the support of 

the Nazi party among the German people.2 Utilization of photography as a tool for 

documentation and as an instrument of propaganda are not mutually exclusive subcategories, 

and, in some cases, photographs occupied both spaces simultaneously.  

By deciphering the modes of producing and collecting information in Nazi Germany, we 

can explore what the sentries of the Nazi and Allied archives felt was worth knowing and worth 

documenting.3 While research on Nazi art looting is extensive, the photographs of the Nazi 

operation and the Allied recovery have not yet been looked at as objects worthy of art historical 

 
1 Patricia Kennedy Grimsted, “Reconstructing the Record of Nazi Cultural Plunder: A Guide to 
the Dispersed Archives of the Einsatzstab Reichsleiter Rosenberg (ERR) and the Postwar 
Retrieval of ERR Loot,” Introduction, (International Institute of Social History (IISH) in 
association with the NIOD Institute for War, Holocaust and Genocide Studies, (Conference on 
Jewish Material Claims Against Germany, (Claims Conference), Amsterdam, March 2011), 27. 
2 Yanan Bie, “The Visual Arts Influence in Nazi Germany,” (University of Birmingham: 
Birmingham, England, 2015). 
3 Susan Crane, “Choosing Not to Look: Representation, Repatriation and Holocaust Atrocity 
Photography,” History and Theory, 47, (October 2008), 320. She discusses the “Nazi Gaze” and 
how Nazi photographs can provide some insight into the impulses of the Nazis.  
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analysis in themselves. The purpose of this thesis is to consider the composition, aesthetic 

qualities, and function of, as well as motivations for creating photographs of the transfer of 

looted art through both Nazi and Allied perspectives. Photographs of art looting taken by the 

National Socialists and the Monuments, Fine Arts, and Archives Section (MFAA) under the 

Civil Affairs and Military Government of the Allied armies, during recovery operations at 

repositories like Neuschwanstein Castle and later at the Central Collecting Point (CCP) in 

Munich,4 will be the main subjects of investigation.  

This paper will consider these images as objects in their own right. While determining the 

motivations behind these photographs, even without being able to name the specific 

photographers of most of these, the criteria of propagandistic and documentary will guide the 

investigation. The term “propaganda” broadly refers to the dissemination of political beliefs, 

without a distinction between public or private spheres. After WWI, the neutrality of the word 

was lost, and wartime perception of propaganda was linked with censorship and misinformation.5 

In this thesis, references to propagandistic leanings will carry the interference of the intention of 

publicly distributing the images. “Documentary” images refer to photographs that were likely not 

photographed for public circulation, but were instead for private documentation of the operations 

or works of art. While the Nazi art looting operations were, in general, largely state secrets and 

photographs of art looting focused on documenting the artworks and justifying the existence of 

 
4 Monuments Men Foundation, “A Shared Mission,” Monuments Men Foundation for the 
Preservation of Art, 2020. Created after America entered WWII, the MFAA and the so-called 
“Monuments Men” worked in operations to protect cultural assets in Europe during the war, and 
at the end of the war to locate and recover artwork hidden by the Nazis. The Munich CCP was 
created as an Allied repository to protect, restore, and repatriate the artistic treasures that were 
recovered beginning in the spring of 1945.  
5 Toby Clark, Art and Propaganda in the Twentieth Century: The Political Image in the Age of 
Mass Culture, (New York: Harry N. Abrams, Inc. Publishers, 1997), 7. 
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the art looting branches to the Führer, the MFAA images were, at least in part, meant for a 

general American public.  

How was it possible for this large-scale looting operation to take place? Nazi art looting 

operations were established alongside the progressive development of anti-Jewish laws, which 

legally gave the National Socialists the power to undertake this extensive endeavor. On April 7, 

1933, the first anti-Jewish law in the Third Reich was promulgated. The “Law for the 

Restoration of the Professional Civil Service” authorized the elimination of Jews and political 

opponents of the Nazi regime from civil service, eventually expanding to exclude Jews from 

every occupation, including forbidding the employment of non-Aryans.6 Jews who did not plan 

to leave “Greater Germany” were required to register all of their personal property with the local 

police. The Nazis legalized territorial expansion and anti-Semitism in 1935, creating separate 

citizenship levels for Jews and giving the state increased control over the lives of “deficient” 

humans.7  

In 1938, “The Decree on the Confiscation of Jewish Property” regulated the transfer of 

Jewish assets from Jews to non-Jews in Germany.8 This particular decree is most relevant when 

discussing the photographs in the archives being examined in this thesis. Plunder of Jewish 

property became a phenomenon deeply engrained in the actions of non-Jews, especially between 

1938 and 1945 in Nazi-occupied Europe. With the legalization of looting and the eventual decree 

that Jews were prohibited from owning any property, and with the establishment of anti-Jewish 

legislation, many Aryan citizens perceived Jewish belongings as “ownerless,” and therefore their 

 
6 “Antisemitic Legislation: 1933-1939,” Holocaust Encyclopedia, (United States Holocaust 
Memorial Museum, Washington, DC). 
7 Mary M. Lane, Hitler’s Last Hostages: Looted Art and the Soul of the Third Reich, (New York: 
Public Affairs, Kindle ed., 2019), 110. 
8 “Antisemitic Legislation: 1933-1939,” Holocaust Encyclopedia. 
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possessions were available for the taking. Apartments that were seized from Jewish families 

were “cleansed” and turned over to local Aryans, especially members of the Nazi party. Polish 

peasants, for example, joined in “hunts for Jews,” called Judenjagd, where Jewish people were 

literally hunted like animals in the Polish countryside.9 In particularly horrific cases, fights broke 

out in which the Jews were killed, and their warm bodies were stripped of their clothes and 

underwear. This participation of the local people was regarded as a necessary condition to ensure 

the effectiveness of genocidal policies.  

The power of the Nazi party was in its ability to rule over its governed populations—and 

this aspect of National Socialist aims is encoded in the Nazi photographic archive of the 

plundered objects. Notorious for their utilization of photography, both still photography and 

films, as a propagandistic tool, Nazi photographs of stolen artwork, instead, occupy a largely 

documentary position with little, if any, propagandistic leanings, illustrated by the privacy of the 

looting operation. The Allied powers’ photographs recording the active recovery of these same 

artworks betray greater propagandistic sensitivities. Considering these Nazi photographs of 

plundered art against the larger backdrop of Nazi photography, it is possible to mistakenly file 

them under propagandistic images, for it has become something of a reflex to associate all Nazi-

era images with propaganda. 

In Chapter 1 I compare film and still photography in Nazi Germany to that of the Allied 

powers, considering the role that both mediums played as tools of propaganda. Although Nazi 

photographic documentation of stolen art or art purchased under questionable circumstances 

functioned differently than Nazi propagandistic images, they share a main commonality: an 

 
9 Jan Tomasz Gross and Irena Grudzińska-Gross, Golden Harvest: Events at the Periphery of the 
Holocaust (Oxford: Oxford University Press, 2012), 82. 
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effort to assert authority and control. Historically, photography served as a tool for asserting an 

institutional network of gazes and controls which is illustrated in Nazi and Allied propaganda. 

Between 1940 and 1944, the Einsatzstab Reichsleiter Rosenberg (ERR) created a series 

of albums that included hundreds of photographs of stolen or purchased artwork, partially for 

Adolf Hitler (1889-1945) to revel in the rich trove of art for his so-called Führermuseum in Linz; 

these I refer to as the “Hitler Albums” (1943-1944).10 In Chapter 2, the role of the ERR in 

creating the “Hitler Albums” and the Koblenz Album will be discussed, along with a close 

analysis of both photographic archives. The Koblenz Album comprises photographs of the 

transport of stolen Jewish property, taken by a unit under the jurisdiction of the ERR, the Möbel-

Aktion (Operation Furniture) [1942-1945]; the album is now in the Bundesarchiv in Koblenz 

(shelfmark B323-311).11 Focusing on both sets of albums, this chapter will examine the methods 

employed during National Socialist rule that maintained the Nazi gaze and its penetrating control 

over photography, utilizing it as a documentation tool to regulate the value (or devaluation) of 

plundered Jewish property and people.  

While considering the Nazi approach, in Chapter 3 I will compare the function of Allied 

photographs of recovered looted art, specifically through the MFAA, and that of the Nazi albums 

containing photographs of some of the same artworks that were recovered by the Allies after the 

 
10 See National Archives for ERR albums 7, 8 and 15 digitally preserved, 
https://catalog.archives.gov/id/4696837, (Accessed May 4, 2021). Also see Birgit Schwarz, 
Hitlers Museum: Die Fotoalben Gemäldegalerie Linz: Dokumente Zum “Führermuseum,” 
(Wien: Böhlau, 2004). The term “Hitler Albums” is universally used in this academic field to 
refer to these ERR albums.  
11 Sarah Gensburger, “Witnessing the Looting of the Jewish Belongings During the Holocaust: 
What Can History Do with Images?” (Dapim: Studies on the Holocaust, 28:2, 74-96, 2014), 
76. 
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end of WWII.12 What was the rationale behind these photographs from two opposing 

perspectives, and how can we gain insight into the function of these images through an 

examination of the works themselves and by considering who took the photographs and why? 

Chapter 3 will contrast the Nazi photographic impulse and how the Nazi gaze exploited 

photographic documentation as a way of privately regulating the value of plundered Jewish 

property to the rather public nature of the photographs of recovered stolen artworks taken after 

the fall of Nazi Germany by the MFAA in the CCP in Munich. 

In Chapter 4 I will consider the lives of several artworks beyond the Nazis, Monuments 

Men, and the CCP, and will show how these photographs can aid in provenance research to 

identify the Nazi-era history of certain works of art. I will conduct a close study of three 

particular artworks that appear in both Nazi and Allied photographs. Tracing the provenance of 

these artworks from Nazi acquisition to Allied restitution through the photographic images, this 

chapter will attempt to track these artworks visually to their present-day locations. The Nazi 

photographs of art transportation considered in this paper, however, do not illustrate the artworks 

themselves, so this chapter will examine the presence of these artworks in the “Hitler Albums” 

and follow their journey in the Allied photographs of art transportation and restitution. 

 

 
  

 
12 Javier Morillo-Alicia, “Looking for Empire in the U.S. Colonial Archive,” (in Only Skin 
Deep: Changing Visions of the American Self, 2003), 130. He cites Ann Laura Stoler’s idea, 
here, from her lecture “Unpacking Colonial Archives: New Movements on the Historic Turn,” 
Lewis Henry Morgan lecture, (University of Rochester, April 22, 1996). 
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CHAPTER 1: Film and Photography as Propaganda, 1930-1945 
  
 
 

 
National Socialist Propaganda 
                                                

Propaganda in the Third Reich was about authority. Creating and disseminating an image 

of the Führer that would shape the public’s understanding of the Nazi leader was of great 

importance to the National Socialist party. For the Nazis, political visualization was of great 

value, and they realized quickly that propaganda could control the political ideas of the masses 

and create a deeper sense of community. By the mid-1930s, Hitler was certainly casting a 

shadow of fear over Europe, but he was also a global celebrity. His image-makers included 

Heinrich Hoffmann (1885-1957), Joseph Goebbels (1897-1945), Albert Speer (1905-1981) and 

Leni Riefenstahl (1902-2003), “who all used the machinery of celebrity culture to increase the 

popularity and exposure of their ‘star.’”13 In considering the ways that the Nazis utilized the 

public dissemination of propaganda, we can better understand the private, documentary nature of 

the “Hitler Albums” and the Koblenz Album.  

In 1932, the National Socialists discovered the publicity value of marketing Hitler’s 

private life as a propagandistic tool. Although Hitler would fail in his political attempts for 

power in the 1920s—most infamously during the failed coup of the Beer Hall Putsch in 1923—

the image of the private Führer created in the early 1930s would become a staple of National 

Socialist photographic propaganda at the height of Nazi Germany in the 1940s.14  The 

propagandistic tool of displaying Hitler’s private life can trace its origins to Hoffmann’s early 

 
13 Despina Stratigakos, Hitler at Home, (New Haven: Yale University Press, 2015), 207. 
14 Kenneth D. Alford, Nazi Plunder: Great Treasure Stories of World War II, (Cambridge, MA: 
Da Capo Press, 2001).  
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photographs of the Nazi leader; examining Hoffmann’s role in photographing the Führer, and his 

involvement in art acquisition, illustrates the photographic precent in Nazi Germany and the pre-

existing relationship between photography, propaganda, and art among those closest to Hitler. 

While the Nazi party worked hard to filter and suppress any reports about Hitler that could 

damage his public reputation, their strategy dovetailed to reconfigure the perception of his 

private life and transform it from a liability into an asset.  

Adolf Hitler employed Heinrich Hoffmann as his personal photographer for many years 

to shape his public persona as an effective and powerful civilian leader, while establishing him as 

a man of the people and one with the proletariat.15 Engaged in an “intimate friendship”16 with 

Hitler, Hoffmann was a noteworthy early advisor to Hitler at the genesis of his art collecting 

endeavors. However, in Hoffmann’s Interrogation Report after the fall of Nazi Germany, 

Hoffmann was insistent that his role in the acquisition of art for Hitler was a personal one, not 

one related to Hitler’s dream of creating the museum in Linz, Austria.17 Unlike the Nazi officials 

who headed the main sectors of this art looting operation, Hoffmann never did occupy an official 

position connected with the looting or in building the collections for Hitler’s planned museum. 

Regardless of his denials, records show that Hoffmann, at the very least, was an art advisor to 

Hitler and purchased artwork as an official representative of Hitler18—whether the artworks 

acquired during these endeavors were bound for Hitler’s museum is unclear. But it is readily 

 
15 Ulrich Prehn, “Working Photos: Propaganda, Participation, and the Visual Production of 
Memory in Nazi Germany,” (Central European History, vol. 48, no. 3, September 2015), 370. 
16 National Archives, “Records Concerning the Central Collecting Points ("Ardelia Hall 
Collection"). 
17 Munich Central Collecting Point, 1945-195,” Hoffmann, Heinrich: Detailed Interrogation 
Report (DIR) No. 1, (Restitution Research Records, Publication number M1946), page 2.  
18 National Archives, Heinrich Hoffmann DIR No. 1, 6. 
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apparent that Hoffmann was participating in Hitler’s acquisition of artwork, although there is no 

evidence that Hoffmann was photographing stolen artwork for the Nazis.  

In mid-March of 1932, Hoffmann released his photo album Hitler wie ihn keiner kennt 

(The Hitler Nobody Knows) illustrating the official shift towards building up Hitler’s persona by 

sharing his private life and sculpting him as a relatable, youthful man of the people. On the cover 

of the dust jacket (figure 1), Hoffmann captured Hitler lounging on the grass in a Bavarian jacket 

and a floppy hat alongside of his dog. Photographs were also superimposed onto political posters 

(figure 2) as a popular exploited format of Nazi propaganda, often functioning to illustrate the 

relationship between Hitler and the masses, as Hoffmann did in his own photographs of the 

Führer.19 Of even greater interest is the foreword by Baldur von Schirach (1907-1974), the head 

of the Hitler Youth (1931-1940). Asserting the “documentary truth” of Hoffmann’s photographs, 

Schirach’s comments were revealed as a great fabrication in post-war interrogations where 

Hoffmann’s distorted and highly edited vision of Hitler’s life became apparent.  

Two years later, Hoffmann completed Jugend um Hitler (Youth Around Hitler) (1934), 

capturing Hitler with children as a part of a political campaign to assert more “humanizing,” 

relatable images of the Nazi leader as a “good” man, morally worth following.20 In Hoffmann’s 

album, a wholesome story is told through the photographs in which Hitler is pictured with a 

blonde-haired, blue-eyed little girl who announces it is her birthday. In the following 

photographs (figures 3 and 4) she is chosen by Hitler and led to Hitler’s Haus Wachenfeld in the 

Bavarian Alps where she is then depicted eating birthday cake.21 While asserting Hitler as a 

compassionate leader who promotes good family values and displays a love of children, these 

 
19 Bie, “The Visual Arts Influence in Nazi Germany,” 2. 
20 Ibid. 
21 Stratigakos, Hitler at Home, 174. 
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photographs also established a feeling of the value of the individual in the Nazi community. 

They asserted the important role every distinct member could play in furthering the agenda of the 

party and creating a greater Germany.  

Another Nazi figure close to Hitler was Joseph Goebbels, the propaganda mastermind 

who understood the true power of photography, including film. Film played a significant role in 

Nazi propagandistic efforts, but the moving and still photography are not mutually exclusive 

mediums. Divorcing film from photography, especially in an attempt to understand photographic 

documentation during the Third Reich, would be a problematic misstep, and in many ways the 

two mediums informed one another. Considering his detailed and lengthy diary entries, scholars 

have worked to unravel the mad genius that consumed Goebbels as the head of the Reich 

Ministry of Public Enlightenment and Propaganda. Although he clashed greatly with other Nazi 

leaders, Goebbels’s strongest card in the bureaucratic game was his close relationship with 

Hitler.22 With unrivaled access to the Führer, Goebbels manipulated his advantage with great 

skill. In July 1933, Goebbels secured Hitler’s agreement to establish a “Reich Chamber of 

Culture,” to be controlled from the Propaganda Ministry, and Goebbels built within this sector 

seven separate “chambers” including sections for film and the visual arts.23 In the early years of 

the Third Reich, it seems as though Goebbels had his hand in nearly every facet of cultural life 

within the Nazi party. But where he flourished was in the realm of propaganda.  

While leading the Nazis in his efforts to gain support for the party, Goebbels was also 

involved in Hitler’s art looting operation. By the mid-1930s, it became clear that Goebbels’s 

influence in culture was too powerful, and Hitler began creating various art looting branches to 

 
22 Jonathan Petropoulos, Art as Politics in the Third Reich, (Chapel Hill, NC: The University of 
North Carolina Press, 1996), 22. 
23 Toby Thacker, Joseph Goebbels, (London: Palgrave Macmillan UK, 2009), 155. 



 

 

Kowgios 17 

maintain a sense of competition among his inferiors and to ultimately ensure his own success and 

control.24 Regardless of this power shift, Goebbels remained a close ally of Hitler’s until the end 

and was with Hitler in the bunker beneath the Reich’s Chancellery in Berlin in April of 1945. 

Relevant to this investigation is Goebbels’s utilization of film to control public Nazi 

rhetoric: In September 1933, ecstatically describing the culminating ceremonies of the 

Nuremberg rally, he wrote: “That is a church service. We don’t need the priests for that 

anymore,”25 essentially asserting the Church-like power of the Nazi party in inspiring the people. 

Equating the Führer to Christ and suggesting that the power of the National Socialists could rival 

or even overthrow the Church was not an outrageous claim on Goebbels’s part; many people 

acknowledged that Hitler saw himself as a Christ-like figure. But what awarded Goebbels such 

power was his attention in adhering to the Führer’s self-perception. Particularly successful were 

his newsreels. Filming German tanks advancing past burning buildings, dive-bombers 

pulverizing Warsaw, and columns of marching troops, Goebbels appealed to the German public. 

In his diary, Goebbels emphasized his keen understanding of the power of repetition in 

propaganda.26 This would prove a quite effective approach. Film attendance increased 

dramatically under Goebbels, and the perception of German invincibility gripped the country. 

With the assistance of filmmaker Leni Riefenstahl, Goebbels was able to enhance the 

visual dimensions of his propagandistic ideas even further. Riefenstahl’s film of the 1933 

Nuremberg rally, called Victory of Faith (1933), is a primary example.27 The infamous 

 
24 Petropoulos, Art as Politics in the Third Reich, 49. 
25 Joseph Goebbels, "Tagebucheintrag vom 4. September 1933" in Die Tagebücher von Joseph 
Goebbels (Berlin, Boston: De Gruyter, 2012),  
https://www.degruyter.com/document/database/TJGO/entry/TJG-2616/html, (Accessed May 4, 
2021). My translation from the original German document.  
26 Thacker, Joseph Goebbels, 215. 
27 Ibid, 144. 
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photographs and films of the annual party rallies at Nuremburg, with Nazi swastika flags 

swaying in the wind, have their beginning with Goebbels’s efforts to transform real life—and 

indeed orchestrate the events—into enticing film scenes. Enhancing the visual dimension of this 

spectacle, Goebbels engaged Riefenstahl to shoot Victory of Faith, appearing today as a clumsy 

trial run of the later film Triumph of the Will (1935). Victory of Faith highlighted the excitement 

that Goebbels had for film and the important role it would play in maintaining the Nazi hold over 

the German people. In contrast to Hoffmann’s Jugend um Hitler, Riefenstahl’s Triumph of the 

Will (1935) was not focused on a singular individual. Instead, it emphasized the “unbroken mass 

that symbolized the newly united nation.”28 This visualization of the masses, the physical 

architecture of the Third Reich, and the construction of the Nazi community, all encouraged the 

German people to participate in Nazi ideology and action by promising a feeling of unity and 

purpose as a cohesive front.  

Another close ally of Hitler’s, Albert Speer (1905-1981) served as the Minister of 

Armaments and War Production in Nazi Germany during most of World War II and as the chief 

architect for the Nazi party. After the death of Paul Troost (1878-1934) in 1934, Hitler’s former 

lead architect, Speer took Troost’s place, with his first major commission being the construction 

of the Zeppelinfeld, the Nazi parade grounds, in Nuremberg (1934). This complex would play a 

key role in the Nazi propaganda rallies and can be seen in Riefenstahl’s Triumph of the Will.  

Hitler’s manipulation of the party to maintain fundamental jurisdiction proved quite 

effective. This competition among the looting branches led to their determination to thoroughly 

document their endeavors and provide evidence of the great successes of each branch and 

justifying their role to the Führer. These looting agencies, created as a result of Hitler’s efforts to 

 
28 Stratigakos, Hitler at Home, 174. 
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further his art acquisitions and maintain his ultimate control, would foster the creation of the 

“Hitler Albums” and the Koblenz Album. 

 

Allied Propaganda 

While historically notable for their powerful utilization of propaganda, the Nazis were 

not alone in working to inspire communal devotion to their agenda. In an attempt to inspire 

morale in WWII, America utilized photographic propaganda and documentary film through the 

Office of War Information (O.W.I.). While the National Socialists had been perfecting their 

propagandistic approaches from the early 1930s, and most of their propaganda focused on 

aggrandizing the Nazi regime, American propaganda focused heavily on undermining enemy 

morale in Europe and building up that of American troops and those on the home front. 

Certainly, Nazi propaganda relied on this element, as well—determining an enemy and inspiring 

support of their community in an effort to take down the so-called “adversaries”— but their 

attention was also dedicated to attacking former members of their own community, most 

conspicuously the European Jewish population. For America, propaganda was targeted at the 

Axis powers to encourage American morale in a different way.  

In 1941, most Americans, having lived through WWI, were isolationist in regard to 

combatting the Nazi advances in Europe, believing the U.S. should funnel its efforts into 

rebuilding the economy after the Great Depression and keep a distance from the war being 

fought overseas.29 After the Japanese attack on Pearl Harbor in December of 1941, this 

perspective drastically changed. Far more Americans were incited with a fervor to join WWII 

and to fight back against the Axis powers who had carried out a direct attack on their country. 

 
29 Martin Kitchen, "The Man Behind Hitler: World War II Propaganda," (PBS). 
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But maintaining this support was imperative for a nation entering into another world war, and 

Roosevelt created the O.W.I in 1942 to boost wartime production on the home front and 

undermine enemy morale in Europe, Asia and Africa. Documenting life at home and cultural 

shifts, like women joining the workforce, O.W.I. photographers capture a wide array of morale 

issues, aimed particularly at the enemy, the Nazis and the Japanese. Like their Axis counterparts, 

the Allied powers utilized posters, movies, and even cartoons to further these propagandistic 

efforts. Easy to disseminate, posters helped to mobilize Americans to war and put a face to the 

enemy they were fighting overseas.30 One quite telling poster writes “Stop this Monster that 

Stops at Nothing. PRODUCE to the limit! This is YOUR war!” (figure 5). It depicts a monster 

with two heads, one Nazi and one Japanese, clutching the Statue of Liberty in one hand and 

fending off American advances with the other. Nearby, a hand holding a wrench is accompanied 

by an inscription—“production”—illustrating that this would be the key for Allied powers to win 

the war.  

Understanding the power of inspiring the youth of the country, Nazi Germany worked 

hard at aiming a portion of their own propaganda towards younger generations, particularly 

visible in Hoffmann’s Jugend um Hitler, as they perceived their takeover as a long-term 

investment. America took a similar approach. Just one example of these efforts on American soil 

was the creation of the Captain America comic strip series, beginning in March of 1941. Created 

by writer Joe Simon and artist Jack Kirby, the Captain America series illustrated a would-be 

army enlistee, Steve Rogers, who was rejected by recruiters because of his small size. He 

ultimately volunteers to undergo a treatment that would transform him physically into a “super 

soldier,” after which he embarks on a career of an enthusiastic campaign of condemning and 
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criticizing the Nazis.31 While Hoffmann’s photographs of Hitler interacting directly with the 

youth and suggesting that every individual had the potential to be “chosen” played a significant 

role in Nazi efforts to inspire a fervor to join their National Socialist aims, the Captain America 

comics manifested as propaganda in the same respect. Regardless of one’s physical power or 

strength, the rhetoric being pushed was the idea that everyone had a part to play in the war effort. 

What was of the utmost important was the desire to help and the motivation to get involved.  

The creation of the “Sentinels of Liberty” fan club announced the first issue of the 

Captain America comic strip series, and eager young readers could join for just a dime, entitling 

them to a membership card and a metal badge. Exploding with popularity in the months leading 

up to the attack on Pearl Harbor, by December of 1941 Captain America had become the 

publisher’s top-selling title.32  Proving almost too popular, this club had to discontinue the metal 

badge promotion because of wartime metal rationing. Captain America was shown fighting the 

Axis powers on multiple fronts throughout the comics produced in the coming years (figure 6).  

With most propaganda aimed at promoting patriotism, film took on a tone similar to the 

Captain America comic strips. Nazi propaganda film was so widely distributed that it impacted 

American approaches to Allied propaganda. Most of the propaganda films in America were 

produced by director Frank Capra (1897-1991), who was knowingly impressed and challenged 

by Leni Riefenstahl’s propaganda film Triumph of the Will, and Capra’s work was created in 

direct response to Riefenstahl’s movie. In 1942 Capra released a seven-part documentary film 

Why We Fight (1942-1945) portraying Germany, Japan and Italy as nations of merciless 

 
31 Peter Sanderson, Marvel Universe, (New York, NY: Harry N. Abrams, 1996). 
32 Gina Renée Misiroglu and Peter Sanderson, The Superhero Book: The Ultimate Encyclopedia 
of Comic-book Icons and Hollywood Heroes, 2nd ed., (Canton, Michigan: Visible Ink Press, 
2012). 
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murderers, in some instances utilizing racist language and approaches to further this perception 

of the enemy as evil or inhuman.33 Ultimately, these documentary films promoted the necessity 

of joining the war effort and fighting in WWII against Germany and Japan. In many of Capra’s 

films, they even spliced in Axis powers’ propaganda footage from up to 20 years earlier to 

recontextualize and promote the Allied power agenda.34 Shocked by the power of Triumph of the 

Will, Capra used this repurposed footage to condemn the mob psychology so blatant in 

Riefenstahl’s rally scenes, parades, and tableaux. Capra believed that the documentary power of 

his own series could rival, and even surpass, that of Triumph of the Will. This narrative of the 

Americans fighting against an evil entity overseas continued throughout the war, and the 

photographs taken by the Monument’s Men and the CCP of recovered looted artwork emulate 

the same agenda as Allied propaganda during the war. While both the Nazis and the Allies 

utilized public propaganda in WWII, their photographs of looted artwork occupy a much more 

complex position as both documentary and propagandistic.  

  

 
33 Peter C. Rollins, "Frank Capra's Why We Fight Film Series and Our American 
Dream,” (Journal of American Culture 19, no. 4, 1994, 81-86). 
34 Ibid. 
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CHAPTER 2: The “Hitler Albums” and Koblenz Album (B323-311) 

 

 Many instances of the looting of Jews fall into the category of “untaken photographs,” a 

term coined by Ariella Azoulay in her essay “Photographic Archive and Archival Entities.”35 

When analyzing the images in these archives, the phenomenon of “untaken photographs” is 

implicit. The lack of photographs cannot cancel out the existence of the photographic event.36 

Although there are very few photographs, if any, included in these archives of the physically 

violent looting that took place, we still know that it existed. What the Nazis chose to include and, 

more importantly, exclude, from their archives is one of the more tenacious ways that they 

dictated the narrative of their endeavors. This deliberate choice must be acknowledged and 

understood when dissecting photographic archives of this nature. To forget the singular function 

of these archives as tools of the Nazi party would be to enact a grave injustice to the people that 

suffered under this oppressive regime and to the photographs themselves. In these albums, what 

is absent is of the utmost importance in the greater story of the Nazi persecution of the Jews. In 

the ERR albums and the Koblenz Album, photographic documentation was meticulously 

manipulated by the Nazi gaze to suppress, and sometimes to entirely exclude the presence of the 

individuals impacted and their stories and relegate them to the background in the Nazis’s 

acquisition of their belongings.   

Ensuring that he would remain in control, Hitler organized his regime strategically. 

Guaranteeing that he would remain the arbiter of all disputes, Hitler created what Martin Broszat 

 
35 Ariella Azoulay, “Photographic archives and archival entities,” in Jens Eder and Charlotte 
Klonk, eds., Image operations: visual media and political conflict, (Manchester: Manchester 
University Press, 2017, 151-165), 157. 
36 Ibid. 
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has called “Führer absolutism.”37 By developing rivalries amongst his inferiors, Hitler ensured 

their dependence on him. As a result, two main organizations were established to head the art 

looting operations. Created in July of 1940, the Einsatzstab Reischleiter Rosenberg (ERR) was 

led by the Nazi idealogue Alfred Rosenberg, and the Sonderauftrag Linz was headed first by the 

art director Hans Posse (from 1940 to 1942) and later by Hermann Voss (from 1942 to 1945). 

Möbel Aktion (Operation Furniture), which was initially (1942) nestled under the umbrella of the 

ERR, also allowed Rosenberg to empty apartments no longer occupied by Jews, and this 

particular branch produced a fascinating and macabre photographic album combining art looting 

and the theft of Jewish goods.38  

 

The Einsatzstab Reischleiter Rosenberg (ERR) and The Sonderauftrag Linz 

As the head of the Allied art-looting investigation put it, a disproportionate amount of 

time and energy was funneled into Hitler’s art looting operation.39 After visiting Italy in May 

1938 and sketching new buildings for the town of Linz, Hitler had developed his own dream: to 

erect a super museum in his hometown of Linz, Austria. According to initial plans in 1938, 

Adolf Hitler entrusted the collection of art for his new museum to Posse with the project’s end 

goal being a public museum of high European standing. For this endeavor, the position of 

“Sonderbeauftragten für Linz” had been created specifically for Posse at the head of the 

 
37 Petropoulos, Art as Politics in the Third Reich, 35. 
38 Sarah Gensburger, Witnessing the Robbing of the Jews, A Photographic Album, Paris,  
1940-1944, (Indiana University Press, 2015). 
39 Michael Kimmelman, "Strange Trip for a Piece of Nazi Past," The New York Times (New 
York City, NY, May 18, 2010, Art & Design), 
https://www.nytimes.com/2010/05/19/arts/design/19abroad.html. This quote is from the head of 
the allied art-looting investigation, (Accessed May 4, 2021). 
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Sonderauftrag Linz.40 Hitler's private collection, which he had built up since the mid-1930s, was 

intended as the foundation of the collection. The Sonderauftrag Linz, with the help of an 

extensive network of institutions, agents, art dealers and auctioneers, was responsible for the 

acquisition of paintings and other art objects such as tapestries, furniture, weapons and armor, 

numismatic treasures, and books; some of these were not meant for the collection of the Linz 

Museum but would instead be destined for various museums in the Reich. The Sonderauftrag 

Linz was both seizing and purchasing art objects in the flourishing art market. The “Hitler 

Albums” are composed of artwork acquired by both the ERR and the Sonderauftrag Linz.41 

The ERR was a special unit organized initially to “collect political material in occupied 

countries for exploitation in the struggle against Jewry and Freemasonry.”42 With the base of the 

ERR operation established in Paris, Hermann Göring (1893-1946), Hitler’s second-in-command 

and fellow art fanatic, assigned the ERR the responsibility of the confiscation of “ownerless” 

Jewish art collections.43 The “Hitler Albums” were detailed documentation of choice selections 

from the ERR’s (and Sonderauftrag Linz’s) art acquisitions, and they proved essential for the 

recovery of cultural valuables after the war.44 Created to demonstrate the progress of the ERR’s 

art looting operation and to justify their existence, the main function of these albums was to 

prove that the ERR and the Sonderauftrag Linz had acquired artwork of the highest caliber 

 
40 “Sonderauftrag Linz,” Lost Art Database, (Stiftung Deutsches Zentrum Kulturgutverlust, 
2021), 
https://www.lostart.de/Content/051_ProvenienzRaubkunst/DE/Glossar/S/Sonderauftrag%20Linz
.html, (Accessed May 4, 2021). 
41 Schwarz, Hitlers Museum, 16. 
42 National Archives, "National Archives Announces Discovery of '“Hitler Albums”' 
Documenting Looted Art,” (Press Release, November 1, 2007), 
https://www.archives.gov/press/press-releases/2008/nr08-22.html, (Accessed May 4, 2021). 
43 Lynn H Nicholas, The Rape of Europa: The Fate of Europe's Treasures in the Third Reich and 
the Second World War (New York City, NY: Knopf Doubleday Publishing, 1994), 41.  
44 Grimsted, “Reconstructing the Record of Nazi Cultural Plunder,” Introduction, 2. 
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suitable for the so-called “Führermuseum” and other museums. They were gifted to Hitler and 

used to keep the Führer apprised of the possible works of art for his museum in Linz, as well as 

to track the major works collected by the Sonderauftrag Linz. The albums became of importance 

immediately upon their creation in 1940 and were vital to Hitler’s proposed Gemäldegalerie.  

While initially Hitler desired having the “largest museum in the world” with the hopes of 

creating a “German Rome,” he eventually conceded to collecting representative works of 

German art from the nineteenth century for his museum.45 Although Hitler communicated that he 

wanted this Gemäldegalerie to be a universal art collection, Posse had his own agenda and 

understood what was feasible to collect and display in Nazi German museums. It was clear to 

Posse that an encyclopedic museum would not be possible, even with proper funding—not to 

mention there was only a small collection of objects that originated from early Germanic and 

migration times.46 Posse’s planned Gemäldegalerie would be focused on Gothic, Renaissance, 

South German Baroque, Dutch and Italian painting of the sixteenth to eighteenth centuries, 

seventeenth and eighteenth-century French painting, and German nineteenth-century painting.47 

Artworks from these periods constitute almost the entirety of the “Hitler Albums.” 

The invasion of France and the beginning of the Nazi occupation in May of 1940 saw the 

immediate creation of a Nazi department for the protection of works of art—the Kunstschutz.48 

Initially, German looting operations in Paris faced a bit of a power struggle, but this came to an 

end in September of 1940 when Hitler placed the looting of “Jewish collections” in France under 

 
45 Schwarz, Hitlers Museum, 13. 
46 Ibid, 44.  
47 Ibid, 46.  
48 Gensburger, Witnessing the Robbing of the Jews, 5. 
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the sole authority of the ERR. As a result of this shift, many of the ERR “Hitler Albums” display 

artworks from prominent French-Jewish collections, like the Rothschilds.  

The “Hitler Albums” deliberately do not include photographs of modern art, so called 

“degenerate art”—of which thousands were destroyed and sold—or everyday, menial objects. 

The exhaustive Nazi hunts for “degenerate” and “Aryan” art, both with rather ambiguous 

definitions, consumed Hitler, albeit for different reasons. During the Third Reich, not all 

artworks were considered equal, and the art looting operations under Hitler prized art created by 

“pure, Aryan” artists or artwork that, in Hitler’s mind, exemplified the height of “Germanness.” 

The anti-Modern, Degenerate Art conversation was one rooted in recent German history, 

reaching back to Kaiser Wilhelm’s (1859-1941) 1909 firing of Hugo von Tschudi (1851-1911) 

for buying Impressionist paintings.49 In his 1893 book Entartung (Degeneracy), Max Nardau 

(1849-1943) condemned all modern art, arguing that degenerate artists posed a threat to the 

“superior human races as disease-infested, possibly violent criminals.”50 Still, the Nazi 

categorizations for degenerate and Aryan art were confusedly racist and ultimately nonsensical, 

declaring that the “Hellenic image of beauty is absolutely Nordic,”51 while struggling to remedy 

the contradictions engrossed in these classifications when implemented. Great difficulty was 

found, for example, with the fact that the undeniably Nordic Rembrandt (1606-1669) had painted 

so many works representing Jews.52 In many ways, the Nazi party considered itself the 

 
49 Nicholas, The Rape of Europa, 7.  
50 Lane, Hitler’s Last Hostages, 20. During the Weimar Republic, the so-called Degenerate 
artists flourished, encouraged by the liberal government – but opposition remained, and Nordau’s 
ideas would produce the outlines of the future Nazi art creed. 
51 Hellmut Lehmann-Haupt, Art under a Dictatorship (New York, 1954), 15. 
52 Lane, Hitler’s Last Hostages, 114. These inconsistencies infiltrated the Degenerate Art 
exhibition in 1937. Proposed to Hitler by Joseph Goebbels, the Degenerate Art exhibition was 
constructed by Adolf Ziegler (1892-1959) as a way of denouncing and attempting to present 
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replacement for the church, and much of the art in the House of German Art appropriated 

Christian symbolism and motifs. Applying the same language used to justify genocide, Hitler 

concluded that “From now on, we will wage a pitiless, purifying war against the last elements of 

our cultural decay”53 at the opening of the show.  

Meanwhile, Germans would quickly refer to the Degenerate Art exhibition as one of 

degenerate Jewish art, though only 6 of the 112 condemned artists were actually Jewish.54 

Although having one’s artwork shown in this exhibition represented the professional death of 

these artists under the Third Reich, the Degenerate Art exhibition had over two-million visitors 

before it closed, compared to the 500,000 visitors at the Great German Art Exhibition.55 It took 

years to refine the Nazi art criteria, and as this contradiction illustrates, in the end, what was 

tolerated was whatever Hitler liked, and whatever was most useful to the government from the 

point of view of propaganda.56 An understanding of the art looting climate in Nazi Germany 

 
degenerate art in contrast to Aryan art. Held down the street from this exhibition was the House 
of German Art, which displayed Aryan works hand-picked by Hitler and Goebbels. The Third 
Reich would only accept six percent of applicants for the House of German Art. 
53 Alastair Sooke, "Degenerate Art: The Art the Nazis Hated," BBC (UK), March 9, 2014, 
Culture. 
54 Lane, Hitler’s Last Hostages, 116-119. Paradoxically, one artist appeared in both exhibitions. 
Rudolf Belling (1886-1972) had much of his work confiscated by the Nazis, but he had 
submitted a sculpture of a German boxer to the Great German Art Exhibition. The sculpture was 
proudly accepted and displayed in the German Art exhibition, while Ziegler had put Belling’s 
cubist inspired Triad, and a brass work of a woman’s head, in the Degenerate Art exhibition. To 
remedy this mistake, they removed Belling’s artworks from the Degenerate Art exhibition and 
kept his sculpture in the House of German Art. 
55 Ibid, 119. The number of visitors at the Degenerate Art exhibition would not be surpassed 
globally until The Metropolitan Museum of Art displayed the Mona Lisa in 1963. Also see 
Ronald S. Lauder, Renée Price, Olaf Peters, Bernhard Fulda, and host institution Neue Galerie 
New York, Degenerate Art: The Attack on Modern Art in Nazi Germany, 1937 (Munich: Prestel, 
2014), 100. 
56 Nicholas, The Rape of Europa, 10. 
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illustrates the hypocrisy that riddled the entire regime, and these same inconsistencies are found 

throughout their approaches to photographing their looting endeavor. 

 

The “Hitler Albums” 

In May 1945, thirty-nine ERR “Hitler Albums” were discovered by the “Monuments 

Men” at the Castle of Neuschwanstein in Bavaria where they had been stored by the Nazis along 

with thousands of works of art and the records that documented their confiscations or 

purchases.57 Subsequently, these albums were taken to the Munich Central Collecting Point 

where they were used by the “Monuments Men” to assist in the restitution process. In late 1945, 

these albums were also used as documentary evidence at the Nuremberg trials for the massive 

Nazi art looting operations. These beautifully bound photographic catalogs (figure 7) of stolen 

and purchased art exemplify Hitler’s preoccupation with art, and, at the time of their creation, 

functioned as a virtual museum-in-waiting.58 Powerful examples of the massive scale of his 

looting operation and art acquisition, they were notably gifted to Hitler for birthdays and for 

Christmas,59 highlighting their function as ways to gain the Führer’s trust and prove to Hitler that 

the work of the ERR was imperative to the art looting operation. While the albums were 

propagandistic by furthering the ideas of the regime, they were, as previously mentioned, private 

and meant for Hitler’s eyes. By the end of the war, the ERR estimated nearly 100 volumes were 

 
57 Monuments Men Foundation, “ERR Albums,” (Monuments Men Foundation for the 
Preservation of Art, 2020), https://www.monumentsmenfoundation.org/err-albums, (Accessed 
May 4, 2021). 
58 Kimmelman, "Strange Trip for a Piece of Nazi Past." 
59 National Archives, "National Archives Announces Discovery of '“Hitler Albums”' 
Documenting Looted Art.” 
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created, though only thirty-nine were recovered in 1945.60 However, in recent years, four albums 

resurfaced and were donated to the National Archives, having been in the possession of Allied 

soldiers who took them as souvenirs at the end of the war.61 

The forty-three albums in the National Archives all share similar layouts and 

organization. With brown leather covers binding each album, they share title pages (figure 8) that 

read “Einsatzstab Reichsleiter Rosenberg, Sonderstab Bildende Kunst, Sichergestelltes Kunstgut 

(“Secured Works of Art,”) Foto-Mappe” usually followed by a number corresponding to that 

particular album, although some albums do not have an accompanying number. Several albums 

indicate they are “Bilder-Mappe,” (Pictures/Paintings Portfolio) instead of “Foto-Mappe,” (Photo 

Portfolio), suggesting that the albums are separated into two categories.62 However, Patricia 

Kennedy Grimsted notes that apparently the two terms were used interchangeably, rather than 

indicating two separate series.63 Given the number forty-four displayed on the title page of one 

series and thirty-seven in the other, there is evidence that there were originally at least eighty-one 

albums in total, which supports the possibility of “nearly 100” albums described by the ERR 

staff to the OSS Art Looting Investigation Unit (ALIU).64 Measuring 12x12 inches, the albums 

 
60 Rothfeld, “Nazi Looted Art: The Holocaust Records Preservation Project.” The ERR records 
indicate that 100 albums were created, but there is no surviving evidence to validate this exact 
number. 
61 Monuments Men Foundation, https://www.monumentsmenfoundation.org/err-albums, 
Accessed May 12, 2021. It is believed the remaining albums were destroyed. 
62 In German, bild broadly means picture, image or painting. It can be used when referencing a 
photograph, but it has a more encompassing definition than foto, which would refer only to 
pictures taken by a camera (photographs).  
63 Grimsted, Reconstructing the Record of Nazi Cultural Plunder, DE-95. 
64 National Archives, “The Einsatzstab Reichsleiter Rosenberg (ERR) Photographic Albums at 
the National Archives and Records Administration,” last edited April 21, 2017, 
https://www.archives.gov/research/holocaust/international-resources/nara/err, (Accessed May 4, 
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vary in the types of artworks they display, ranging from paintings to sculpture to drawings, and 

even fine furniture.  

“Hitler Album” no. 1565 is the only album to my knowledge that is dedicated entirely to 

ornate furniture, illustrating the Nazi desire to collect decorative art (fine furniture) in addition to 

painting, sculpture, and other art objects. Albeit as a whole, the albums are largely focused on 

presenting painting and sculpture. There is little to investigate in terms of photographic 

composition, as each photograph is cropped to display only the artwork(s) with no contextual 

evidence suggesting where they were photographed; they are almost sterile in their presentation. 

Centered on the page, the artworks float above their captions, similar to a personal photographic 

album coupled with the layout of an auction catalogue (figure 9). Although the ERR had 

professional photographers working officially for them, no specific names are associated with 

the albums to reveal which photographer(s) took the pictures of these artworks. Organized in a 

compositionally similar presentation, photographs of fine furniture (figure 10) in this album are 

also composed in a studio-like setting, and the furniture floats among/in a neutral backdrop with 

no contextual clues to inform us of the location in which these photographs were taken. 

According to Grimsted, however, most of these photographs were prepared in the Jeu de Paume 

or in Füssen.66 

The Dresden Catalog compiled by the CCP (now in the Federal Archives of Koblenz) is 

based on the inventory of the Führerbau in Munich (a main National Socialist administrative 

center where Hitler had an office) from 1937 until 1945, and contains the majority of the 

 
65 Einsatzstab Reichsleiter Rosenberg, Photograph Album Number Fifteen, National Archives 
Catalog, Washington, D.C., Identifier: 7349319, Accessed April 30, 2021, 
https://catalog.archives.gov/id/7349319, (Accessed May 4, 2021). 
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artworks displayed in the albums.67 However, any paintings that did not go through the 

Führerbau in Munich are not listed; the majority of the Viennese confiscations, for example, 

were brought directly to the Altaussee salt mine depot by the Nazis for safekeeping.68 Some of 

these holdings are listed in the appendix to the Dresden catalogue. While helpful with many 

identifications, the Dresden catalog is problematic as it does not contain any images. In 

Schwarz’s publication of twenty of the “Hitler Albums” is a section that indicates where and 

how the property/artworks were obtained and whether they were confiscated or bought, based on 

the information in the Dresden catalogue. Most of the artwork in these albums were purchased 

from the art market as “voluntary sales,” but these cases are quite complicated. Many art dealers, 

as well as the collectors, were Jews who were forced to sell and cooperate with the Nazi looting 

agencies due to the repression and persecution policies of the National Socialist state, including 

through “duress sales.”69 While technically legal purchases, these types of acquisitions are not 

far removed from the blatant theft of artwork from Jewish families and collections. Some of the 

artworks were also acquired “legally” from museums in occupied Nazi territory, like France and 

Austria, but again, it is a fine line differentiating theft and purchase of artwork under Nazi rule.  

The ERR looted more than twenty-one thousand objects from over two-hundred Jewish-

owned collections in France and Belgium.70 The Jewish origin of the vast majority of the 

thousands of artworks was in no way concealed. In fact, the ERR staff created inventory cards 

containing the artist’s name, medium and dimensions, which would accompany the photographic 

albums (figure 11). The cards were organized by codes based on the (usually Jewish) family 
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name and a number: for example, “R” for the Rothschild family, “D.W.” for the David-Weill, 

and so on.71 By indicating the family name on the inventory cards, a reference to the success of 

the Nazi mission in eradicating the previous owners cannot be ignored. Each of these archives 

stands as a reminder of the extermination of the owners of this stolen property. In the same 

stroke, inventory cards of stolen art were often stamped with “AH” or “HG,” to indicate the 

intended location of the object: AH for Adolf Hitler, intended for the “Führermuseum,” or HG 

for Hermann Göring’s personal collection at his home in Carinhall.  

Resembling an art catalogue from an auction, the albums are organized with one or more 

photograph of artwork on each page, accompanied by the corresponding information that is 

included on the inventory cards—the code (catalogue number) with the collection name, the title 

of the artwork, the artist, and the dimensions. This inventory system was used across the Nazi art 

looting operations, and these catalogue cards were, as mentioned above, recovered by the MFAA 

in Neuschwanstein Castle. Aside from the names of the Jewish families indicated on the 

catalogue cards, the presence of the previous owners of these artworks is almost entirely 

cleansed. If one were to approach these albums without the historical context, they would appear 

removed from the violence of Nazi Germany. The hundreds of pages bound in these photo 

albums speak to the sheer magnitude of Nazi looting. 

The violence of ethnic cleansing in the “Hitler Albums,” through confiscations, duress 

sales, and legitimate purchases, is communicated through the taxonomic handling of these 

artworks—and through the ferocity of a Nazi “neutrality” in their control over this photographic 

archive by approaching these artworks in such an emotionally removed, archival way.72 Most 
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importantly, the Hitler photographic albums entirely exclude visual documentation of the victims 

from which these works were stolen, quite brilliantly illustrating the Nazi agenda to eradicate the 

face of the Jewish presence. Not one photograph of a single person enters into this particular 

archive. The only trace of their Jewish history is through the catalog numbers assigned to each 

work. This exclusion is dehumanizing and it all together denies the autonomy of the Jewish 

people—upholding the intended Nazi agenda. But this particular Nazi archival, photographic 

impulse could not have been for propagandistic purposes, as they were not meant for public 

dissemination. It is likely that these albums fell under the larger umbrella of photography’s 

historical purpose—as Nazi records, reporting the actions of their corresponding overarching 

program under the Nazi regime, and as documentation of the success of their art looting agenda. 

In one view, these albums are self-congratulatory, evidence of the efficacy of their operations, 

yet they are also evidence of the supposed superiority of the Nazis in the realm of culture, with 

art at its core. One of the many reasons for Nazi art collecting was to assert themselves as 

cultured, high-class individuals, in alignment with the aristocratic collectors from whom they 

were robbing. 

 

The Koblenz Album (B323-311) 

While it is clear that the ERR albums were used by Hitler and his team, the exact purpose 

of the Koblenz Album is not clear. Both photographic archives are organized in formats that 

would not foster easy or wide-spread dissemination. While the mode of presentation is 

admittedly more complex for the Koblenz Album, even the loose photographs from this album, 

with the compositional elements employed, would not have been very effective tools for 

propaganda. The Koblenz Album reads as far more documentary than the “Hitler Albums,” but 
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both are generally private, administrative documentation. Ultimately, both photographic archives 

serve as private repositories for meaning, relative to personal and historical memory, shaped 

through the violent policies of the sovereign nation-state.  

Originally indexed in the Koblenz archives as “Photos of the ERR. Paris. Transport—

Camps,”73 the Koblenz Album was later indexed under “Möbel Aktion—Paris.” This alone 

displays the difficulty in properly placing the album into a Nazi looting category, and illustrates 

the complexity of the space this album occupies as a historical document. There are only 

photographs in the album, with no captions, but there is a letter included at the front of the album 

that indicates that it was created in 1948 by Erika Hanfstaengl, a member of the Munich CCP.74  

A crate, numbered 21004, held all of the photographs that are included in this album, and these 

photos were in American hands since the end of the war; the existence of the photographs in the 

Munich archives had supposedly been revealed by Dr. Helga Eggemann, a former ERR 

employee in Paris.75 While it is clear that the photographs themselves were taken by the Nazis 

during the German occupation of Paris, the album’s organization and the letter that accompanies 

it suggest that it was compiled by the Allied powers. Arranged according to taxonomic 

classification, the album and its organization reveals it was created to assist with the CCP’s 

efforts in dealing with Jewish goods and their restitution—while these photographs were later 

used by the Allies to further their own agenda, they were not intended as propagandistic images. 

The letter of request to sort through the photographs that is pasted at the front of this 

album indicates that some of the photographs were taken in Paris in a warehouse (Levitan) used 
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by the Nazis’ Möbel Aktion.76 The letter does not indicate who took the photographs to Munich, 

but Sarah Gensberger infers that it may have been James J. Rorimer (1905-1966), curator at the 

Metropolitan Museum of Art, a lieutenant in the U.S. army, and a “Monument’s Man.”77 Named 

Assistant Curator of Decorative Arts in 1929 and Associate Curator in 1932 at the Metropolitan 

Museum of Art, Rorimer was largely responsible for the development of the Met’s medieval 

collections, becoming curator of The Cloisters upon its opening in 1938. In May of 1943, 

Rorimer was drafted into the U.S. Army as one of the first “Monuments Men” in the field.78  

Information supplied by Captain Rose Valland (1898-1980), the great French heroine who spied 

on the Nazis and their looting operations at the Jeu de Paume, enabled Rorimer to discover the 

enormous cache of looted art at Neuschwanstein Castle in the Bavarian Alps.79 

In Paris, the Drancy transit camp, where most of the Koblenz Album is focused, housed 

spouses of Aryans, half-Jews, and wives of French Jewish prisoners, where they were used as 

slave laborers in Möbel Aktion and lived in harsh, deplorable conditions.80 These internees were 

sent to Lévitan and other department stores to work as slave laborers in sorting through the 

massive amounts of plundered Jewish property.81 In considering the information collected at 

these department stores and reflecting on what “the logic (and, indeed, seeming randomness) of 

 
76 Ibid. 
77 Ibid. 
78 James J. Rorimer, Survival: The Salvage and Protection of Art in War (New York: Abelard 
Press, 1950). Upon the discovery of the plunder of Jewish property, Rorimer wrote that he was 
struck by the realization that the Nazis took not only paintings, but also everyday possessions 
belonging to Jews. 
79 Monuments Men Foundation, “James Joseph Rorimer (1905-1966), Last accessed April 30, 
2021, https://www.monumentsmenfoundation.org/rorimer-capt-james-j, (Accessed May 4, 
2021). 
80 Gensburger, Witnessing the Robbing of the Jews, 9 and 201.  
81 Ibid, 199. 
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its collection might tell us about the past”82 allows us to better understand the taxonomic 

reasoning behind the Nazi photographic archive of looted Jewish property and artwork.  

Consisting of 172 pages of black A4 size paper, the album includes 85 photographs in 

total, somewhat organized into four sections: views of the capital in Paris, photographs of 

loading/unloading trucks, photographs of crates, and photographs in Lévitan. In her investigation 

of the album, Sarah Gensberger numbers the photographs in the order they appear in the album 

(and these numbers correspond to the Bundesarchiv numbers), which is the same identification 

method that will be used in this analysis. Varying in size, all of the photographs have an 

untrimmed white border, with one picture on each page. An introductory selection of 

photographs displays five views of the capital to introduce the city in which the remainder of the 

album took place because the majority of the album includes photographs taken indoors. These 

five images were removed in 2007 from the album to be digitized, and this process revealed that 

the name of Helene Petraschek-Lange (1875-1965), a painter from northern Germany, was 

written on pencil on the back of photograph no. 5 of the Arc de Triomph.83 Was she responsible 

for taking these five images? It is unknown, but these photographs were likely souvenir images.  

 

The ERR Photographers  

Helene Petraschek-Lange is the only name officially associated with the Koblenz Album 

that may reveal who took these five photographs; it is unclear who photographed the remaining 

images. It would not have been uncommon for Nazi soldiers to have been equipped with Leica 

cameras to document their work, so it is possible they were taken by unknown Nazi soldiers. 

 
82 Javier Morillo-Alicea, “Looking for Empire in the U.S. Colonial Archive,” 131. 
83 Gensburger, Witnessing the Robbing of the Jews, 33 
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However, the album is also accompanied by the ERR official stamp, so in that case, ERR 

photographers probably took at least several of these images. Dr. Robert Scholz (dates unknown) 

was the main photographer for the ERR in Paris; the chief adviser to Alfred Rosenberg in art 

matters, Scholz was also charged with the professional guidance of the art historians active in 

Paris. “Dr. Dannehl, Dr. Evers, and Strenger” were also temporarily assigned to the ERR as 

photographers, but they had to be called upon to participate in the work of cataloguing objects; 

they were only “loaned” to the ERR, as their normal duties were with the Kunstschutz.84 Any of 

these photographers may have taken some of the photographs in this album. A self-portrait of 

Scholz in the archives of France’s national museums puts him in the same location of the 

photographs in the Koblenz Album, beside the canal and the railway on the Magasins Généraux 

site at Aubervilliers, seen in photographs nos. 13 and 14.85 Perhaps he was the man behind these 

images. 

The following images are organized by the types of objects they show or the activities 

they display: loading/unloading of lorries (five), loading/unloading of trains (nine), crates 

(fifteen), textiles (fifteen), toys (two), tools (two), kitchen utensils (twelve), lamps (two), 

wireless sets (two), clocks (two), furniture (twelve) and pianos (two).86 Organized in this order, 

these “thematic sections” are not labeled or captioned in any way, but rather relate to the CCP’s 

task of restoring objects to their Jewish owners. Unlike the “Hitler Albums,” there are multiple 

gazes included in the Koblenz Album. While an analysis of the photographs themselves and their 

 
84 “Post-War Reports: Activity of the Einsatzstab Reichsleiter Rosenberg in France: C.I.R. No.1 
15 August 1945 (a transcribed fully searchable text of the Report),” (Lootedart.com, The Central 
Registry of Information on Looted Cultural Property 1933-1945), Accessed April 30, 2021, 
https://www.lootedart.com/MN51H4593121, (Accessed May 4, 2021). 
85 Gensburger, Witnessing the Robbing of the Jews, 195. 
86 Ibid, 17. 
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compositions results in evidence of the Nazi gaze, the organization of the album is entirely 

related to the Allied powers utilization of the photographs for restitution purposes.  

 

Looted Art in the Koblenz Album 

Many of the photographs in this album focus on everyday objects. This thesis will only 

examine the images taken of the transportation and storage of looted artwork, as these 

photographs best illustrate how the photographic medium was used as a working tool by Nazi 

services in charge of the anti-Semitic looting operation to identify, classify, and transport 

thousands of paintings and works of art to the Third Reich.87 As Gensberger notes, aside from 

photograph no. 31 (figure 12) of the backs of paintings piled in a storage room, there is no 

definitive proof that any other photographs in this album display looted artworks.88 However, 

considering the location in which some of the photographs were taken, the stamps on some of the 

crates, and the ERR stamp on the backs of several of the photographs in the album, we can 

theorize that some of these images are photographs of the transportation of looted art. While the 

ERR was tasked with confiscating all Jewish property, they would notably be responsible for the 

looting of the greatest numbers of artworks among all of the art looting operations.89 This is 

significant when considering these photographs, even though the album focuses mainly on 

documenting the Möbel Aktion’s confiscation of Jewish household objects and furniture.  

After the “souvenir” photographs of Paris at the beginning of the album, an informal 

“chapter two” opens with five images of the loading of lorries (trucks). This entire second series 

contains sixteen photographs in total, shot on March 31, 1943, showing crates being taken from 

 
87 Gensburger, Witnessing the Robbing of the Jews, 75. 
88 Ibid, 39. 
89 Ibid, 79. 
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the Louvre (some containing art, others containing cultural goods) to the site at Aubervilliers, 

prior to being loaded onto a train bound for Germany.90 They are all marked with an official 

stamp reading “Bildstelle ERR, Sonderstab Bildende Kunst, Berlin W9, Bellevuest. 3” 

referencing the address of the ERR and confirming that they all come from the same official 

administrative source.91 These photographs can be geographically placed outside of the Louvre 

Museum in the Cour Carrée. In the autumn of 1940, the ERR occupied several rooms in the 

museum that were, at the time, empty. Stamped with the initials “KRA,” a crate with a painting 

(KRA 24) from the Kraemer family collection (confiscated from Raymond Kraemer of the 

Galerie Krämer in Paris, France) is visible in the foreground of image no. 6 (figure 13),92 shown 

leaving the repository in a trucked stamped with the name “Maison Bailley”.93 According to the 

ERR Jeu de Paume records, box number “KRA 24” contained three pieces of furniture: a bureau 

plat with three drawers by Louis XVI and two armchairs (one “covered”) by Louix XV.94 The 

artworks included in these boxes and crates would be traveling either to the Jeu de Paume 

museum, the main ERR repository in Paris, or to a train bound for Germany. Ending up in 

 
90 Gensburger, Witnessing the Robbing of the Jews, 195. 
91 Ibid, 79. 
92 Bundesarchiv B 323 Bild-0311-031, Accessed April 30, 2021, 
https://www.bild.bundesarchiv.de/dba/en/search/?yearfrom=&yearto=&query=+B+323+Image-
0311&page=4, (Accessed May 4, 2021). 
93 Gensburger, Witnessing the Robbing of the Jews, 36. 
94 "Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, Crow 160, Krä 173, and Crow 141, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=6868m, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=6997, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=6822 (links coordinated with 
inventory numbers, respectively), (Accessed May 4, 2021). 
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various depots of the ERR, much of the stolen artwork from Jewish collectors that were shipped 

to Germany were in repositories like Neuschwanstein Castle.95  

Illustrating the forced participation of some French museum employees, image no. 7 

(figure 14) displays a figure in the center wearing a smock, indicating he is one of these museum 

employees. Worried about using French museum employees for fear of espionage, the ERR tried 

to avoid employing the French in their looting endeavors, but a shortage of German staff meant 

that they had to rely on the employees of the Musées nationaux to carry out the tasks of security 

and maintenance. Their worries were not unfounded. French security staff working in the Louvre 

sequestration would regularly provide Jacques Jaujard (1895-1967), a senior civil servant of the 

French fine art administration and de-facto Director of the Louvre under the Occupation, with 

information about what was going on inside the museum. Jaujard hoped he would be able to 

prevent the Nazi acquisition of these coveted artworks and the movement of these pieces to 

Germany, but he would quickly realize that he was powerless in keeping these cultural treasures 

in France. Rose Valland, another member of the French museum staff in the Jeu de Paume who 

spied tirelessly on the ERR, would prove a significant asset in the recovery of these artworks 

after the war by. In her memoirs, Valland acknowledges the help provided to her by Louis 

Deforges, a guard at the Louvre sequestration, and Gaston Petite, Deforges’s immediate 

superior.96 Perhaps the museum employee in this image is one of these two men.  

 The following images, nos. 8 and 9 (figures 15 and 16), are also taken in the Cour Carrée 

at the Louvre. These two images have a slight blur to them, suggesting that they were taken by 

 
95 Some of these artworks never made it out of France. At the end of the Occupation in 1945, one 
train was located and seized by Allied soldiers before making it to a German repository. 
96 Collectif, comp, Rose Valland - Le Front de l'Art: Defense de Collections Françaises, 1939-
1945, (Paris, France: RMN, 2014, 82-83).  
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the photographer to quickly capture and document the movement of these artworks from the 

Louvre. No individual artworks are visible—they are more focused on the act of removing the 

works of art. To complicate these images of the loading of trucks, image no. 8 (figure 15) 

displays a crate with the stamp “BEDEL” on the side. This name, unlike the “KRA” from image 

no. 6, refers to the furniture removal storage firm Bedel, still a well-known company in France 

today.97 Although this image appears to have been captured at the exact same time and place as 

the other four images surrounding it in the album, it seems these few crates are transporting 

furniture, not artworks. The following image, no. 9 (figure 16), illustrates a crate being loaded 

into a truck, still in the Cour Carrée. It is stamped with “R 844,” indicating that this crate 

contained piece number 844 from the Henri de Rothschild collection. In the ERR inventory R 

844 is a statue of a saint, Ritterlicher Heiliger St. Vitus, created by a German sculptor at the end 

of the fifteenth century;98 it was temporarily in the Jeu de Paume. The inventory card is also 

marked with a large HG, indicating this sculpture was eventually bound for Göring’s Carinhall. 

The Munich CCP team would unite the statue with its owner in October of 1947. 

Visible in the next three images, nos. 10, 11, and 12, are furniture and mattresses being 

unloaded from the trucks, which are not of interest for this investigation. Nos. 11-19 form a third 

implied chapter focusing on the loading of trains. The next four images, nos. 13, 14, 15, and 16 

(figures 17-20), are probable photographs of the transportation of looted artwork. Showing a 

train being loaded, no. 13 (figure 17) was initially considered to be a photograph of the move of 

cultural goods. Identifying the truck in this picture as the same in the one in photograph no. 6, 

 
97 Gensburger, Witnessing the Robbing of the Jews, 39. 
98 "Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, R 844, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=17967, (Accessed May 4, 2021). 
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with the same name, recognizable trailer, and size and position of the crate it carries, we know 

that this truck has crate “KRA 24” inside.99 Therefore, we can be certain that these photographs 

are displaying the transfer of artwork. Between April 1941 and July 1944, 138 wagons were 

filled with artworks and sent to Germany by the ERR.100 One of Valland’s accounts recalls that 

on August 1, 1944, a number of fully laden trucks left the Tuileries gardens—their contents filled 

five freight wagons that were locked and sealed at the Gare du Nord on August 2.101 Another 

train held an additional forty-six wagons that were allocated for loading as a part of Möbel 

Aktion; the Germans had trouble getting this train underway, so it was shunted around the 

Parisian suburbs.102 Valland wrote on August 12 that “the museum train stands in the sidings 

next to the gasometer at Aubervilliers station,”103  and these same sidings are visible in image no. 

14 (figure 18) from the Koblenz album, helping to identify the location. Although the interior of 

this truck is not discernible in no. 14, it is clear that it is taken at the same site as photographs 

nos. 13 and 15 (figure 19) and displays the interior of this uncovered truck.  

In the interval between the last two photographs and no. 15, a wagon, or perhaps an entire 

train, had been moved into position to be loaded. Photographs nos. 13-16 all capture the same 

day at the same place, and the presence of the truck belonging to the Maison Bailly seen in 

image no. 6, indicates that these four scenes were taken as a part of the same series of images as 

nos. 6-9. Suggesting a proper title for these two sections of images from the album, Gensberger 

offers the following: “crates leaving the ERR repository at the Louvre on their way to the 

 
99 Gensburger, Witnessing the Robbing of the Jews, 48. 
100 Ibid, 51. 
101 Valland - Le Front de l'Art, 184-185 
102 Gensburger, Witnessing the Robbing of the Jews, 51. 
103 Valland - Le Front de l'Art, 184-185. 
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Aubervilliers site, in order to be loaded onto a train bound for Germany.”104 The German Federal 

Archives labeled picture no. 15 incorrectly on the ERR project website, captioning it “crate of 

items looted during Möbel-Aktion being loaded directly onto a rail car under German 

supervision.”105 Contextualizing this image alongside of nos. 13, 14, and 16 reveals that what is 

actually being shown are artworks previously stored in the Louvre by the ERR, now being 

loaded onto trains for transportation. The last photo from this series, no. 16 (figure 20), reveals 

that at least one crate from the Kraemer collection had been loaded onto the wagon, as the stamp 

“KR…” is visible between the arms of the civilian wearing an apron.  

Skipping ahead several images to no. 20 (figure 21), we are back at the Louvre, and this 

image opens a fourth implied chapter in the album of images devoted to crates. However, now 

the photographer has moved from the courtyard to the inside of the repository itself. Considering 

the patterned floor and the details of the plaster moldings, this room can be identified with 

absolute precision as the main room of the repository in the Louvre, today “salle A” of the west 

wing of the Pavillon Sully.106 The administrative staff working for the ERR in Paris numbered 

around sixty, and from October 1942 onward, Dr. Walter Borchers (1906-1980), the former 

curator of Stettin’s art museum, was placed at the head of a team of ERR experts. Drawing up a 

list of artworks leaving the site is a young woman that can be identified as Borchers’s assistant, 

Ursula Heinz.107 A crate labeled “R 852” is in the front portion of the photograph, indicating it 

was from the Eugene de Rothschild collection. The ERR archives show that this was an 

 
104 Gensburger, Witnessing the Robbing of the Jews, 53. 
105 “Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, errproject.org/jeudepaume/photo/. 
106 Gensburger, Witnessing the Robbing of the Jews, 63, identified with the help of Dimitri 
Salmon.  
107 Ursula Heinz is identifiable here due to a photograph of her held in the Archives de Musées 
nationaux.  
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eighteenth-century French painting of an allegorical female figure. Recorded in 1941 in the Jeu 

de Paume, it would eventually be moved to Neuschwanstein Castle in 1944.108 Registers kept by 

the ERR staff confirm that, along with the crates labeled “KRA 24” and “R 844,” the crate in no. 

20 left the sequestration on March 31, 1943 for Aubervilliers station to be subsequently loaded 

onto a train headed for Neuschwanstein.109  

Image no. 21 (figure 22) displays Ursula Heinz, again, and the man accompanying her in 

image no. 20 has now raised his head, likely Dr. Borchers, himself. Along with the images we 

have already seen from nos. 6-9 and 13-16, photographs nos. 20 and 21 add to a coherent piece 

of photographic reportage that had become separated within the album because of the taxonomic 

concerns of the staff of the Munich CCP. While these images have been mislabeled as capturing 

the transport of goods for Möbel Aktion, this would be an incorrect categorization. Illustrating 

forced laborers in the Drancy camps, the later photographs in the album vary greatly from these 

ERR photos, particularly in images with the crates marked with “KRA” and “R.” “Operation 

Furniture” had the intention of redistributing Jewish goods back to the citizens of the Third 

Reich, thus the staged photographs of Jewish furniture at the end of the Koblenz Album. 

However, the crates containing artwork were never intended for the population of the Reich, and 

Jewish detainees were never involved in handling the ERR’s loot.110 What makes these images 

so significant is that they somewhat contradict the curated perception of the ERR perpetuated by 

the “Hitler Albums.” We are not presented with carefully organized artwork in the Koblenz 

Album as we see in the “Hitler Albums.” Highly coveted looted art is instead photographed like 

 
108 “Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, R 852. url 
109 Archives de Musées Nationaux, R 32.1 and R 32.2. 
110 Gensburger, Witnessing the Robbing of the Jews, 65. 
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any other object, with the crates nearly impossible to differentiate aside from the barely visible 

stamps, challenging the constructed ERR identity that we see in the highly systematized “Hitler 

Albums.” Created for the Führer himself and to convince Hitler that the ERR was collecting 

these artworks diligently, the “Hitler Albums” and their presentation of artwork suggest that the 

ERR was treating these works with meticulous care, regardless of whether the acquisition of 

these artworks was indeed so unproblematic—the Koblenz album reveals this was not the case.  

Shifting away from art acquisition, images nos. 22-25 in the Koblenz Album are 

photographs in Lévitan, a Jewish-owned department store turned into a forced labor camp for 

processing the Möbel Aktion’s confiscated goods, and a storage room at the Musée d’Art 

Moderne de la Ville de Paris. The national museums were used to house many of the stolen 

Jewish goods from “Operation Furniture” before they were transferred to the French detainee 

camps for sorting and potential sale back to the citizens of the Reich.111 The next six images are 

the last photographs capturing the art looting operation. Recognizably back in the Louvre, nos. 

26, 27 and 30 (figures 23, 24, and 7) do not have any identifiable crates that indicate any specific 

reference to art collections, but their location alone suggests the crates likely hold various 

artworks inside. Visible vaulted ceilings in the background of photograph no. 26 (figure 23) 

reveal that this image was taken in the sixth room looking back into the fifth, rooms ten and 

eleven in the west wing of the Pavillon Sully today.112 Patterns on the floor in image no. 27 

(figure 24) indicate this photograph was taken in the same room as no. 26, but from a different 

angle, and no. 30 (figure 27) is a wider angle of this same space.  

 
111 Gensburger, Witnessing the Robbing of the Jews, 67-71. 
112 Ibid, 75. 
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Revealing a relatively cluttered storage space, photograph no. 28 (figure 25) shows crates 

piled on top of one another, in some cases four or five crates high. Visible on three of the crates 

in this image are the stamps “PR 14,” “PR 12” and “PR 22,” designating them as belonging to 

the collection of Paul Rosenberg (1881-1959), a major French dealer of modern art.113 

Gensberger notes that the crate stamped with “PR 14” is full of “mirrors” and crates “PR 12” and 

“PR 22” contained “frames” and “table mirrors.”114  The image is somewhat blurry so it is 

difficult to discern the various stamps on the crates. When searching these three inventory 

numbers through the ERR database, it reveals that these crates housed “fifteen frames,” a carpet, 

and glasses.115  

The final image in the main room of the sequestration in the Louvre is image no. 29 

(figure 26). On the left of the image is a crate turned on its side labeled “R 737.” Unlike the other 

Rothschild crates in this repository, this box held a sixteenth-century oak armchair from the 

Henri de Rothschild collection that would be ultimately held captive in the Buxheim Monastery 

in Bavaria.116 The register kept by the employees of the Louvre mentions that this crate would 

also leave the repository on March 31, 1943. Louvre documents also state that prior to the large-

scale departure in late March, “the rooms making up the sequestration were full of crates piled 

 
113 “Paul Rosenberg,” Rosenberg and Co., http://www.rosenbergco.com/about, (Accessed May 4, 
2021). 
114 Gensburger, Witnessing the Robbing of the Jews, 79.  
115 “Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, PR 12, PR 14, PR 22. 
https://www.errproject.org/jeudepaume/card_view.php?CardId=64427, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=64429, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=64436, (Accessed May 4, 2021). 
116 “Cultural Plunder by the Einsatzstab Reichsleiter Rosenberg: Database of Art Objects at the 
Jeu de Paume," ERR Project, R 737, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=18674, (Accessed May 4, 2021). 
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on top of each other.”117 This is most obvious in image no. 29. Capturing a room more unkempt 

than the images already mentioned, this photograph shows crates stacked high, some in piles of 

six to eight crates, reaching towards the tall, vaulted ceilings in the Louvre sequestration room.  

Concluding the images of artwork in this album is the only photograph of actual paintings 

visible outside of crates. Displaying nearly 170 framed artworks propped against a wall in a 

storage space to the left of the Louvre’s main sequestration room, photograph no. 31 (figure 12) 

can be located due to the checkered marble floor on which the paintings lay.118 While some 

paintings are still in their frames, others have been removed, perhaps to facilitate easier 

transportation. Surprisingly, only the backs of the paintings are captured in this photograph. 

Viewed alongside the ERR “Hitler Albums,” this photograph is fascinating. While the official 

photographers of the ERR worked diligently to capture these paintings from the front, allowing 

the identification of paintings in the “Hitler Albums,” this photograph captures a contradictory 

image of the paintings chaotically piled against one another on the floor in the Louvre.  

Clearly written on the wooden stretchers of the paintings are inventory number assigned 

by the art historians who processed these collections on their arrival at the Jeu de Paume, and 

these numbers presumably allowed the paintings in question to be identified. However, 

Gensberger notes that it was not possible for her to find any record of them in the ERR archives, 

and my own search of these inventory number through the database confirmed this assertion.119 

Even more perplexing is that it seems to be a large number of paintings that were not properly 

recorded in the Louvre inventory. Noting in her diary on June 15, 1944, Valland writes  

 
117 Archives de Musées Nationaux, R 32.1 and R 32.2. 
118 Gensburger, Witnessing the Robbing of the Jews, 85.  
119 Ibid. 
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“Fifty-seven modern paintings with no inventory marks have been brought back from the 

Louvre depot [to the Jeu de Paume]. These art works of high quality including Braques, 

Picassos etc… Borchers is astounded that these paintings have not been recorded on the 

inventory and wants to have them packed up as they are, without labelling them. Are 

these some of the 67 paintings reported as missing from the Louvre sequestration? Quite 

possible…But why weren’t they recorded as they should have been before being 

transported to the Louvre?”120  

For now, this question cannot be answered, and it is unclear if those paintings were ever 

recovered by the Allies. But Valland’s diary entry surely aligns with the fact that at least 100,000 

items looted by Nazi Germany in France are, to this day, still missing.   

It is quite possible that some of the paintings in image no. 31 were also destroyed, which 

would explain why their aesthetic qualities were of no interest to the photographer of the 

Koblenz Album. Between July 20 and 23 in 1943, Rosenberg’s ERR experts decided to discard 

any “Jewified” works that were not worth selling on the international market. Family portraits, 

for example, were earmarked for destruction, and the paintings destined for elimination were 

assembled in the rooms of the Louvre sequestration, crossed off the inventories, cut out of their 

frames with knifes, and subsequently piled into trucks before being discreetly burned in the 

Tuileries gardens near the Jeu de Paume.121 Nearly 600 paintings were destroyed on this one 

occasion.122 

 

Summary 

 
120 Gensburger, Witnessing the Robbing of the Jews, 85.   
121 Ibid, 199.  
122 Valland - Le Front de l'Art, 187. 
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Both the “Hitler Albums” and the Koblenz Album present us with photographs from the 

ERR looting enterprise, but they take drastically different approaches in documenting this 

operation. The fact that the backs of these paintings are being photographed in image no. 31 of 

the Koblenz Album illustrates that these images were meant to testify to the administrative, and 

thus primarily quantitative, nature of the work carried out by the ERR, and not to the quality of 

the artworks that had fallen into Nazi hands. In direct contrast, the “Hitler Albums” focus very 

intently on displaying specific works of art in a meticulously organized and aesthetic manner. 

While the “Hitler Albums” and the Koblenz Album present somewhat contradictory examples of 

the ways in which the ERR handled their confiscated artworks, they both present photographs 

that are largely, if not entirely, documentary in nature. The scale and intricacy of Nazi art looting 

operations remained rather covert, and in 1941, Baron Kurt von Behr (1890-1945), the manager 

of the ERR operations in the west and later chief of Möbel Aktion, informed art collector and 

Nazi looter Bruno Lohse (1911-2007) that the entire art looting operation was secret.123 In fact, 

Robert Oertels, the curator of the Gemäldegalerie in Dresden, was instructed by Hitler to publish 

an article about the Linz Museum and the collections being acquired in the magazine Das Reich 

in January of 1943.124 While the “Hitler Albums” were not exclusively private, they were kept 

 
123 Jonathan Petropolous, Göring’s Man in Paris: The Story of a Nazi Art Plunderer and His 
World, (New Haven, CT: Yale University Press, 2021), 33. Lohse later talks about his 
Schweigepflicht (“secrecy oath”), which he admitted to violating on a limited basis. Petropoulos 
describes the ERR as a kind of “open secret” with a significant section of the French and German 
art world having some knowledge of the Nazi seizure of Jewish property and of the ERR. Lohse 
asserted that the secrecy oath was a result of Göring trying to avoid foreign press launching 
propaganda attacks against the National Socialists, specifically in regard to the trade of seized 
artwork.  
124 Schwarz, Hitlers Museum, 23. 
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within the Nazi party and were meant for Hitler’s personal enjoyment125 and to further his 

agenda of creating his “Führermuseum.” Simultaneously, the Koblenz photographs are quite 

obviously solely private images used for documentary purposes, as the photographs themselves 

were not compiled into albums until the Allied powers discovered the photographs at the end of 

the war. Both the “Hitler Albums” and the Koblenz album, however, illustrate the repurposing of 

these photographs as Allied tools for art restitution and evidence of art crimes.  

  

 
125 National Archives, "National Archives Announces Discovery of 'Hitler Albums' 
Documenting Looted Art," https://www.archives.gov/press/press-releases/2012/nr12-97.html, 
Several of the volumes were picked up by American soldiers at Hitler’s Berghof retreat at 
Berchtesgaden. 
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CHAPTER 3: MFAA and CCP Photographs of Recovered Looted Art  

 

 From the start of WWII, American and British art historians and museum officials were 

aware of both German plundering and the obvious dangers to art treasures in the face of ongoing 

modern combat throughout Europe. The full scale of Nazi art looting was only realized by the 

Allied powers at the end of the war, when American and British troops began the physical 

recovery of the world’s greatest treasures in Nazi art caches. As members of the Nazi art looting 

operations and their records were located and transported into Allied hands, American and 

British art recovery agencies began to truly comprehend the staggering magnitude of the German 

art looting operation.126 American art historian, professor, U.S. Navy Reserve Lieutenant 

Commander, and  member of the Office of Strategic Services’ Art Looting Investigation Unit, S. 

Lane Faison (1907-2006), wrote that Nazi looting was different from that of any previous war for 

it had been “officially planned and expertly carried out…to enhance the cultural prestige of the 

Master Race.”127 With over a thousand depositories in Germany alone,128 Neuschwanstein 

Castle, the Altaussee and Merkers Mines were three major depots where the Nazis stored art—

both looted art and works of art from German museums. Photographs of the MFAA art rescue 

mission focus on these locations, along with other repositories (such as a church in Ellingen).129  

 
126 Nicholas, The Rape of Europa, 379. 
127 National Archives, RG 239/77, OSS/ALIU CIR 4, Faison, “Linz: Hitler’s Museum and 
Library,” December 14, 1945, 86.  
128 Craig Hugh Smyth, Repatriation of Art from the Collecting Point in Munich after World War 
II: Background and Beginnings, with Reference Especially to the Netherlands, from The Third 
Gerson Lecture at the University of Groningen on March 13, 1986, (Montclair, NJ: Abner 
Schram Ltd., 1988), 22. 
129 Some other notable depositories of Nazi looted art (that have surviving photographs from the 
Allied powers recovery of artwork) are Buxheim Monastery and Königsee Chateau. 
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On December 8, 1942, Chief Justice Harlan F. Stone, the U.S. Supreme Court and 

chairman ex-officio of trustees in the National Gallery in Washington, D.C., wrote to U.S. 

President Franklin D. Roosevelt (1882-1945) proposing the appointment of a government 

committee that would function for the protection and conservation of works of art and of historic 

monuments and records in war areas, with restitution integrated into the committees’ 

responsibilities.130 Concerned about possible hindrances to military aims that such a program 

might impose, the Joint Chiefs of Staff created some minor delays in the creation of this art 

protection committee, but in August of 1943, President Roosevelt established an unprecedented 

government bureau entitled the American Commission for the Protection and Salvage of Artistic 

and Historic Monuments in War Areas. This American commission came to be known as the 

Roberts Commission (1943-1946), named after its chairman, Owen J. Roberts (1875-1955).  

Responsible for the creation of MFAA, the Roberts Commission was assisted by various 

other subgroups and cooperated with military units and departments within the U.S. government, 

including the Supreme Headquarters Allied Expeditionary Force and the Art Looting Intelligence 

Unit (ALIU). While the U.S. Army named officers and enlisted men in armed forces with the 

proper qualifications for the work of this service, the commission became the clearing house for 

information prepared by two committees of scholars: the American Council of Learned Societies 

(ACLU) and the Harvard Group, based at Harvard University.131 These scholarly committees 

provided maps showing cultural sites and monuments to guide air commanders and created lists 

of monuments, sites, collections, and repositories which would be used by MFAA officers in the 

 
130 Smyth, Repatriation of Art from the Collecting Point in Munich, 11.  
131 Iris Lauterbach, translated by Fiona Elliot, The Central Collecting Point in Munich: A New  
Beginning for the Restitution and Protection of Art, (Los Angeles: The Getty Research Institute, 
2018), 22. 
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field during and after combat.132 For the first time in the history of war, the protection of cultural 

material was fully incorporated into the armed forces from the outset of the Allied powers’ 

military campaign. However, a precedent had been set for protecting art in wartime before this, 

and growing cultural awareness conditioned the development of the Roberts Commission. Before 

Hitler, the record for historically unparalleled art looting was held by Napoléon Bonaparte 

(1769-1821), and the aftermath of Napoléon’s looting led to the emerging concept of the artistic 

integrity of nations concerning cultural monuments during wartime.133 Seemingly unfathomable 

to contemporaries, the scale of Napoléon’s art looting endeavor was later dwarfed by Hitler’s 

operation—while Napoléon oversaw the looting of tens of thousands of works,, the Nazis would 

acquire nearly twenty-percent of Europe’s artworks with the total number amassing around 

516,000 individual art pieces.134 There are many estimates of the true number of art objects 

stolen, and the exact scale is hard to quantify. Charles A. Goldstein, a lawyer with the 

Commission for Art Recovery, said “It was the largest theft of cultural items in history. I've seen 

figures every which way, but there is no question that the scale was astronomical.”135 This aligns 

with the general consensus.  

 
132 Smyth, Repatriation of Art from the Collecting Point in Munich, 12. 
133 Ibid, 20. Also see Margaret Melanie Miles, Art as Plunder: The Ancient Origins of Debate 
about Cultural Property (New York: Cambridge University Press, 2008), 319-348. In an attempt 
to avoid historical repetition of Napoléon’s massive art theft, the Brussels Conference of 1874 
was created, followed by the Hague Conventions of 1899 and 1907 (eventually reworked again 
in the 1980s). In 1937, the League of Nations international agreement on protection of cultural 
property was drawn up; though never ratified, several nations including the U.S. and the 
Netherlands announced adherence to its principles.  
134 Noah Charney, “Lessons from the History of Art Crime: ‘Napoleon: Emperor of Art Theft,’” 
(Journal of Art Crime 13, 2015), 72. 
135 Robert M. Poole, “Monumental Mission: Assigned to find art looted by the Nazis, Western 
Allied forces faced an incredible challenge,” (Smithsonian Magazine, February 2008). 
https://www.smithsonianmag.com/history/monumental-mission-16753884/, (Accessed May 4, 
2021).  
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Founded in 1944 as a subdivision of the Roberts Commission, The Monuments, Fine 

Arts, and Archives Section (MFAA) became the most important military unit in the field of art 

protection in general during and after WWII.136 Those working within this operation came to be 

known as the “Monuments Men,” though women played critical roles in the MFAA. Locating 

and recovering the Nazi troves of artwork while creating an inventory of art in European war 

zones was a complex and daunting task, and the “Monuments Men” would be directly 

responsible for the recovery of artworks from the largest of Nazi depositories. Civilians with the 

right qualifications—art historians, conservators, architects, and designers—were initially 

assigned to the MFAA, followed by the recruitment of both civilians and those in the armed 

forces who had demonstrated outstanding organizational skills in the European theater of war.137 

Composed of both American and British men and women, the “Monuments Men” would 

eventually include volunteers from over fourteen different countries.138  

 

Allied Photographs at the Repositories  

For the Nazis, the safe storage of the magnitude of artworks acquired in various countries 

was a concern, and many of the best works of art were shipped to Germany. For example, in 

February of 1941, an order was given that works of art acquired in Paris were to be 

accommodated in the basement air-raid shelters in the Führerbau or the Verwaltungsbau in 

Munich;139 but it became impossible to accommodate the art in the limited space available in 

both locations. As the war progresses there was constant anxiety regarding the safe storage of 

 
136 Lauterbach, The Central Collecting Point in Munich, 21.  
137 Ibid, 25.  
138 Monuments Men Foundation, https://www.monumentsmenfoundation.org, (Accessed May 4, 
2021). 
139 Lauterbach, The Central Collecting Point in Munich, 37. 
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artworks, making it urgent to relocate art objects to repositories outside of major German cities. 

In response, paintings, furniture, and other works of art were moved to remotely located 

repositories, with the greatest number of artworks stored in Neuschwanstein Castle in Bavaria, 

the Merkers Mine in Thuringia in central Germany, and the Altaussee Mines in Austria. Many of 

the works confiscated by the ERR, along with their records and photographs, were moved from 

France to Neuschwanstein, where the “Monuments Men” would find them in 1945; a significant 

number of important paintings and sculptures from a wide range of sources were simultaneously 

funneled into Altaussee and the Merkers Mine, the latter of which largely served for the 

safekeeping of German museum collections and for the Nazis’ gold reserves. The MFAA and 

U.S. Army photographs of interest to this investigation were taken predominately at these three 

locations, documenting the active recovery of “Monuments Men” and GI soldiers transporting 

rescued artworks out of the repositories and recording the spaces in which the stolen artworks 

had been found by the Allied powers.  

 In the spring and summer of 1945, both American and German media outlets and weekly 

newsreels (under supervision of the Office of Military Government in the American zone of 

occupied Germany) reported the discovery of new caches of art looted by the National 

Socialists—and the efforts of Allied powers to return these items.140 In the coming year, 

“Monuments Men” working in Bavaria at the Munich CCP were publishing reports of their 

activities rescuing art. It is quite possible that from the moment of their creation, the photographs 

of the MFAA rescuing artwork were meant to be disseminated in the news to advocate for the 

moral high ground of the Allied powers and their art restitution efforts. But the question of the 

 
140 Lauterbach, The Central Collecting Point in Munich, 17. 
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initial purpose for creating these images is more complicated than definitively determining if 

they were meant as propagandistic tools or solely for private documentation.    

Similar to the Koblenz Album, we are lacking the names of the photographers who took 

the photographs of the MFAA at Neuschwanstein, Merkers Mine, and Altaussee—they were 

likely professionals associated with the U.S. Army (the Army Signal Corps) or MFAA. Unlike 

the CCP photographs, to be discussed later in this chapter, the MFAA photographs of active 

recovery of objects in the Nazi repositories seem to be largely, if not entirely, anonymous. These 

photographs were clearly taken by someone associated with the Allied powers, which informs an 

analysis of these images, particularly in comparison to Nazi photographs of the transportation of 

looted artwork. Some of the photographs from Neuschwanstein, however, were taken by the U.S. 

Army Signal Corps photographers,141 who were given responsibility for much of the official 

photographic work during WWII, except that specifically assigned to other branches.142 The 

names and photographic work of specific photographers who accompanied soldiers on the 

battlefield are documented; some of these photographers include Edward Steichen and Robert 

Capa; but those who took the photographs of looted art recovery have remained almost entirely 

unknown. 

 
141 This connection was made apparent through personal communication between my advisor, 
Dr. Irene Bald Romano, and James Moske, the head archivist at the Metropolitan Museum of 
Art. He shared his knowledge of the photographers taken of Rorimer and other soldiers on the 
steps of Neuschwanstein were taken by the U.S. Signal Corps. The U.S. Signal Corps 
photographs could provide the basis for a research project in itself, and there is ample room for 
further investigation of this group of photographers and their work.  
142 Jonathan Marker, “U.S. Army Photographers Captured ‘Human Toll of War’ in 1945,” 
(Washington, D.C.: National Archives News, November 22, 2019), 
https://www.archives.gov/news/articles/army-photographers-wwii-1945, (Accessed May 4, 
2021). 
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One of the most widely circulated images of the “Monuments Men” at work in the field is 

a photograph by a U.S. Army Signal Corps photographer of James J. Rorimer and American 

soldiers carrying paintings down the steps of Neuschwanstein Castle in May 1945 (figure 28). In 

stark contrast to the Nazi photographs of art transportation, this image is not candid. Whoever 

was capturing this image likely asked the subjects of the photograph to pause on their way down 

the steps of the castle to pose for the camera. Supervising the soldiers carrying artwork, Rorimer 

stands a few steps above the figures in the foreground, holds a notebook with his pen/pencil 

poised, and makes direct eye contact with the lens; two other soldiers carrying artworks look 

directly at the camera, as well, their feet firmly planted on the steps, indicating they were not 

actively walking at the time this photograph was shot. A soldier to the far right flashes a large 

smile at the camera while gripping a Nicolas de Largillière (1656-1746) painting, Portrait of a 

Woman (R 437),143 to be discussed in more detail in Chapter 4 below. The figure at the left of the 

photograph looks to his right at the smiling soldier.  

All three soldiers hold paintings with their fronts positioned towards the camera.144 One 

can assume that the photographer was not only interested in capturing the men, but also wanted 

to document the artworks they were holding as the main subject. Appearing almost as trophies, 

the artworks aid the compositional arrangement of this photograph, with the men located on a 

higher level than the photographer, evoking a sense of hierarchy. It communicates the impression 

that these were the “good guys” engaging in the honorable deed of rescuing these stolen 

 
143 Database of Art Objects at the Jeu de Paume, E 437, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=18872, (Accessed May 4, 2021). 
144 The paintings to the left and middle I have been unable to identify. An article from the New 
Yorker identifies that these paintings were from Göring’s Collection, one belonging to the 
Weissman Collection and one to the Rothschild’s (R 437). 
https://www.newyorker.com/books/page-turner/the-revelations-of-a-nazi-art-catalogue, image 5 
of 5, (Accessed May 4, 2021). 
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artworks. These three men and the paintings they carry appear in several other photos, as if the 

photographer positioned them in different locations and from different angles to capture the most 

appealing view. One photograph is taken from a side angle at the exact time and location as the 

one on the steps, described above (figure 29); the soldiers are looking in the direction of the first 

camera, suggesting that there were at least two photographers at work capturing this moment. In 

another image (figure 30), the two men shown on the right in figures 28 and 29 with Rorimer, are 

outside in a different part of the castle, and the smiling soldier is casually seated upon a wall with 

the Largillière painting propped up beside him. Rorimer and the soldier to the far left are not 

present in this image. These three photographs differ considerably in the fact that the artworks 

are no longer concealed in crates but are fully visible and displayed openly to the camera, 

emphasizing the importance placed on the Allied powers in aiding with art restitution.  

   Another well-known group of photographs document Rorimer and Sergeant Antonio T. 

Valin (figures 31-33). Valin is identified by name in these photographs, and a closer look reveals 

that he is the same smiling soldier holding the Largillière painting in the last group of images. In 

this photographic cluster, Rorimer is no longer standing to the side and taking notes, but instead 

he is outside of the Neuschwanstein repository actively examining the recovered sixteenth-

century jewelry and snuffboxes from the Rothschild Collection. I have been able to locate four 

different photographs capturing this event, with the most famous being a frontal view of the 

recovered objects with Lt. Valin holding snuffboxes to the right, and Rorimer dangling a piece of 

jewelry in his left hand and propping up the remaining pieces in a case with his right hand (figure 
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31).145 A second photograph (figure 32) of this exact scene is positioned to the right, with 

Rorimer and Lt. Valin in identical positions as the former image.146  

The following two photographs (figures 33 and 34) differ: one captures Rorimer in a 

more intimate close-up, while he lifts the Italian jewels to his face and holds a magnifying glass 

to examine them with greater precision, painting an image of Rorimer as the curator or scientist 

at work (figure 33). The other image shows Rorimer alongside a different soldier in a new 

location outside of the castle; the soldier holds the snuffboxes while Rorimer picks up one of the 

boxes in his hands to evaluate it with a closer look; the soldier here looks like the man to the far 

left in the first two images of Rorimer and soldiers standing on the steps of Neuschwanstein; in 

that image he is holding a painting of two cats (figure 34). Although none of the men 

photographed in this group of images makes eye contact with the camera, they are clearly posing 

as they tilt the objects towards the photographer to better show the objects they have recovered. 

With the first three photographs captured in the same location, the change of scenery in the 

fourth image and the replacement of Lt. Valin with a different soldier suggests that the 

photographer asked Rorimer and the accompanying men to pose with the objects. While these 

photographs function as documentary images, the fact that the figures are clearly posing suggests 

a more curated illustration of the recovery at Neuschwanstein than anything we see in the 

 
145 These photographs are also attributed to the U.S. Signal Corps in the James Rorimer papers, 
National Gallery of Art.  
146 An independent American photographer, Thérèse Bonney (1894-1978), also took photographs 
of this box of jewels (later on, when it was empty). Her photographs are in the Bancroft library 
(https://oac.cdlib.org/view?docId=k6f769g4;developer=local;style=oac4;doc.view=items, 
Accessed May 4, 2021)), and were displayed in a College Art Association of America 
presentation by Caroline Riley (where she showed several of Bonney’s photographs, including 
the empty box image, not currently accessible online), 
https://caa.confex.com/caa/2021/webprogrampreliminary/Paper11726.html, (Accessed May 4, 
2021). Bonney photographed Nazi-looted artworks at the Buxheim Monastery, Königsee 
Chateau, and Neuschwanstein Castle, soon after the Allies raided these Nazi holding sites. 
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Koblenz Album. Ultimately, these read as images intended for the Allied homefront to illustrate 

and justify the work of the “Monuments Men”—not unlike the purpose of the “Hitler Albums” 

and the Koblenz Album in justifying the ERR’s existence.  

There are images, however, taken at the Neuschwanstein repository that appear more 

documentary in nature. A photograph of filing cabinets containing ERR records of looted 

artworks was taken inside Neuschwanstein castle (figure 35). Whether the drawers were opened 

by the photographer to show the files inside or it was found like this, is unclear, but we can see 

the letter “R” on the outside of the cabinet to the right, referencing the Rothchild Collection and 

illustrating the nature of the files inside; the other filing cabinet description is harder to decipher. 

Strikingly similar to the photographs taken in the Koblenz Album, this photograph appears as 

sincere documentation of the repository. Perhaps emphasizing the relationship of these files to 

the Jewish collections the ERR stole from, the positioning of the open drawers functions in a 

similar way to the Nazi photographs of looted art. When the Nazis photographed their 

confiscated art collections in both the Koblenz Album and the “Hitler Albums,” there is an overt 

effort to illustrate the success of their operation and to directly reference the cleansing of Jewish 

bodies through the confiscation of their collections. Underscoring this same aspect, the Allied 

photographs, particularly this image of the filing cabinets, place emphasis on the magnitude of 

the looting, the way in which personal lives were impacted, indirectly referencing the families 

and collections from which these artworks were acquired. While some of these photographs are 

self-aggrandizing and congratulate the Allied powers for their efforts in recovering these 

artworks, they are not celebratory, of course, of the Nazi theft of art, which is where they differ 

significantly from the Koblenz Album and the “Hitler Albums.”  
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This same emphasis on quantity can be seen in a 1945 photograph from Schlosskirche 

Ellingen in Germany, another Nazi repository (figure 36). In this image, a soldier inspects the 

German loot stored in the church—but he is dwarfed by the crates and artworks piled nearly 

twenty feet high, surrounding him from all angles. He appears to stand still, seemingly 

overwhelmed with the feat of managing, describing, and transporting the mounds of artwork 

around him. Clearly similar to the Koblenz album, this scene mimics the repeated organizational 

methods seen in Nazi photographs of artwork storage—enclosing the art in crates or wrapping 

them in cloth (as seen in figures 12 and 23-27)—the visual piles of crates of artwork reappears in 

Allied photographs as a direct result of documenting Nazi repositories upon the Allies discovery 

of them. This aspect of the image inherently mimics what we see in the Nazi photographs, but 

the Allied photographer’s choice to capture the nave of this church from such a wide angle 

further emphasizes the extent of the operation. An image of this type would have certainly been 

shocking for those unaware of the massive scale of the Nazi art theft; not to mention the irony of 

seeing confiscated artworks from Jewish families the Nazis had eliminated (or tried to eliminate) 

in a holy space.  

Photographs from the mines take a similar approach. Unlike Neuschwanstein or Ellingen, 

the Merkers Mine147 was utilized by the Nazis to store national treasures, including important 

artworks from German museums that the Nazis wanted to keep safe during the war.148 In a 1945 

photograph from the Merkers Mine, Generals Dwight D. Eisenhower, Omar N. Bradley, and 

 
147 Greg Bradsher, “The Monuments Men and the Recovery of the Art in the Merkers Salt Mine 
April 1945,” (National Archives, January 27, 2014), https://text-
message.blogs.archives.gov/2014/01/27/the-monuments-men-and-the-recovery-of-the-art-in-the-
merkers-salt-mine-april-1945/, (Accessed May 4, 2021). 
148 Bradsher, “Nazi Gold: The Merkers Mine Treasure,” (National Archives Prologue Magazine, 
Spring 1999, vol. 31:1), https://www.archives.gov/publications/prologue/1999/spring/nazi-gold-
merkers-mine-treasure.html, (Accessed May 4, 2021). 
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George S. Patton are positioned behind several paintings leaning against the wall (figure 37). A 

blurry hand belonging to Eisenhower reaches for a painting to his left, presumably to reveal the 

painting. While Bradley stands to Eisenhower’s side, looking where the next painting would be 

exposed, Patton can be seen behind Eisenhower with his mouth open, perhaps in disbelief over 

the artworks being located in the mines. Strikingly similar to image no. 31 from the Koblenz 

Album, only the backs of the paintings to the right are visible, but the paintings to the left are 

captured frontally (which we do not see in the Koblenz Album at any point). While the men are 

certainly aware of the camera taking their picture, none of them make eye contact with the 

lens—they appear to be focused entirely on the artworks in front of them.  

 Propped on top of what look like old mining carts, Edouard Manet’s Wintergarden is also 

photographed in the Merkers Mine, with three soldiers standing around it, all looking at the 

painting (figure 38). One soldier is standing atop a cart, securing the right side of the painting 

while another soldier stands on the ground and supports the left side with his hand; a third soldier 

stands back, grasping a gun slung over his shoulder, looking directly at the painting. It is unclear 

if this photograph was staged or if the figures had naturally paused to examine the painting they 

have discovered. These men are likely a part of the 90th Division of the U.S. Third Army, the 

division tasked with recovering artwork from the Merkers Mine. Again, unlike the Koblenz 

Album, this somewhat candid photograph captures the full-frontal view of the canvas and makes 

clear the painting that they are interacting with. Situated alone atop the carts, the painting 

becomes one of the main focuses of the photograph. This image is not emphasizing the quantity 

of objects found, but instead takes a moment to contemplate the qualitative nature of a specific 

artwork.  
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Like the other art objects in the Merkers Mine, Wintergarden was not a stolen artwork 

but a German-owned painting from the Berlin State Museums’ collection, in the Alte 

Nationalgalerie, Berlin still today.149 Artworks from the Merkers Mine were eventually moved to 

the Wiesbaden Central Collecting Point.150 However, for decades newspapers, articles and other 

published sources labeled the painting as looted art, due to an erroneous caption on the Signal 

Corps photograph in the National Archives (National Archives Identifier: 575184). Purchased by 

the Nationalgalerie in Berlin in 1896,151 this painting was not a part of Nazi confiscations of 

artwork, and the false utilization of the image to illustrate Nazi art looting shows how these 

photographs of art recovery became quite important for the Allied narrative in asserting their 

authority and their role on the “right” side of history. Even more interesting is that technically 

Manet was considered a degenerate artist by the Nazis, but the safeguarding of his artwork 

emphasizes the ambiguity of this categorization; perhaps Manet, in some way, did fit in with the 

German ideals established by the Nazi regime. Several other photographs from the Merkers Mine 

also focus on certain artworks, illustrating the value associated with many of the pieces in the 

Nazi grasp. One image shows Sergeant Major Harold Maus examining an Albrecht Dürer 

woodcut, The Beast with Two Horns Like a Lamb, from The Apocalypse (1498) [figure 39] in an 

open folio case.  

 
149 Ncurrie (Bradsher), “Wintergarden by Manet was NOT Looted by the Nazis,” (National 
Archives, Monuments Men, World War II, June 25, 2014), https://text-
message.blogs.archives.gov/2014/06/25/wintergarden-by-manet/, (Accessed May 4, 2021).  
150 Ibid.  
151 Edouard Manet, “Im Wintergarten: Provenance,” (Staatliche Museen zu Berlin), 
http://www.smb-
digital.de/eMuseumPlus?service=direct/1/ResultDetailView/result.tab.link&sp=10&sp=Scollecti
on&sp=SfieldValue&sp=0&sp=0&sp=3&sp=SdetailView&sp=96&sp=Sdetail&sp=0&sp=F&sp
=SdetailBlockKey&sp=1, (Accessed May 4, 2021). 
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In the Altaussee mines, some of the art world’s greatest treasures were found, and the 

photographs respond accordingly. In one photograph “Monuments Man” Daniel J. Kern and art 

restorer Karl Sieber crouch in front of a panel from Jan van Eyck’s Ghent Altarpiece, the 

Adoration of the Mystic Lamb (figure 40)152 Behind them are several other panels from the 

altarpiece, all propped against wooden make-shift walls within the mine. Like the photographs 

from the Merkers Mine, the painting is the first thing that draws our eye, for its sheer size, 

alongside of the squatting men, takes up the majority of the composition. Famous as the most 

stolen artwork in history, the Ghent Altarpiece ranks among one of the most significant works of 

art in Europe.153 Considered the first known painting by Jan van Eyck (with contributions from 

his brother, Hubert), the Ghent Altarpiece (1432) from St. Bavo Cathedral in Ghent represents 

the start of van Eyck’s oeuvre, perhaps the most important Northern European painter from the 

fifteenth century, and certainly one of the most famous. Several photographs also illustrate the 

recovery of Michelangelo’s Bruges Madonna (1501-1504) from Altaussee.154 One captures the 

removal of the sculpture from inside the mines, where ropes seem to have been utilized to 

transport the piece (figure 41), and another photograph shows soldiers loading a truck with the 

sculpture, to be shipped to the Munich CCP and eventually returned to Bruges (figure 42). 

 
152 Lotte Brand Philip, The Ghent Altarpiece and the Art of Jan Van Eyck, (Princeton, N.J.: 
Princeton University Press, 1971). 
153 Susan Jones, “The Ghent Altarpiece,” (Heilbrunn Timeline of Art History, The Metropolitan 
Museum of Art, October 2002), https://www.metmuseum.org/toah/hd/ghnt/hd_ghnt.html, 
(Accessed May 4, 2021). 
154 Harold R. Mancusi-Ungaro, Michelangelo: The Bruges Madonna and the Piccolomini Altar, 
Yale College Series; 11, (New Haven: Yale University Press, 1971). 
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Two “Monuments Men” recovering Vermeer’s The Astronomer (1668) [Jeu de Paume, R 

1]155 and Rembrandt’s Portrait of Anthony Coopal (1635),156 both confiscated from the 

Rothschild Collection, are photographed in another image (figure 43). Leaning against the wall 

in front of unidentifiable paintings, the Rembrandt sits on the floor next to a soldier who is 

crouching and holding the right side of Vermeer’s painting in the air; another figure, not dressed 

in military clothing, uses both of his hands to cradle the left side of the artwork. Both men look 

directly at the painting. Around them, other artworks can be seen stacked against the walls and 

against a wooden beam in the left corner of the image. These photographs illustrate only a few 

examples of countless artworks looted by the Nazis with significant art historical roles. While 

some of the artwork stolen by the Nazis was coveted for their somewhat arbitrary “Aryanness,” 

these photographs of art recovery from Altaussee truly emphasize how the Nazis also acquired 

artworks that were, and still are, universally admired throughout the world. It is clear that the 

most important cultural objects in Europe were fair game for Nazi hands.  

Along with the photograph of soldiers loading the Bruges Madonna, two other images 

capture trucks positioned outside the Altaussee mine, ready to be loaded for the transportation of 

artwork (figures 44 and 45). Lieutenant Commander George Leslie Stout, one of the first 

members of the “Monuments Men” and head of the conservation department at Harvard 

University’s Fogg Museum,157 can be seen walking towards the camera, with a large truck 

 
155 Hector Feliciano, The Lost Museum: The Nazi Conspiracy to Steal the World's Greatest 
Works of Art, 1st ed, (New York: BasicBooks, 1997), 13-23, 44, 47, 179. 
156 David De Witt and Arthur K. Wheelock Jr., “Portrait of Antonie Coopal” (2017), In The 
Leiden Collection Catalogue, 3rd ed, Edited by Arthur K. Wheelock Jr. and Lara Yeager-
Crasselt, (New York, 2020), https://theleidencollection.com/artwork/portrait-of-antonie-coopal/ 
(Accessed May 04, 2021). 
157 Monuments Men Foundation, “George Leslie Stout (1897-1978),” 
https://www.monumentsmenfoundation.org/stout-lt-cdr-george-l-usnr, (Accessed May 4, 2021). 
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parked behind him; at least eight men are standing around while artworks are being located 

inside the mine (figure 44). The slight blur of his feet, as well as the man to the far left with his 

back to the camera, suggest that this image is certainly candid. Nothing about this image 

suggests it was staged. Soldiers stand and sit in front of more trucks for transporting outside of 

Altaussee in another candid photograph (figure 45); one photograph looks in the direction of the 

camera, but his gaze travels past it, and the other men in the image all seem to be looking at the 

soldier in the center who appears to be throwing something on the ground; his arm and foot are 

blurred, suggesting movement that the camera shutter failed to freeze in this photograph. All 

three of these images are eerie parallels of the photos in the Koblenz Album of transportation of 

artwork from the Louvre in the early 1940s. In both groups of images, the men photographed 

either have their backs to the camera or are engaged fully in their work with little recognition of 

the photographer present. Appearing documentary in nature, the interest of three Allied 

photographs that include trucks seems largely the transportation of the artworks, rather than the 

artworks themselves, aligning them closely with the apparent motivations of the photographer of 

the Koblenz Album. As stated above, we do not know the identity of the specific photographers 

(probably from the U.S. Army Signal Corps) who were tasked with documenting the recovery of 

artwork from the mine repositories, echoing the same anonymity of the Koblenz Album 

photographers.  

While the ERR “Hitler Albums” also centered around the most coveted artworks, the 

photographs are presented in curated albums, negating the reality that these valuable objects 

were hoarded into mines and other repositories across the Third Reich; simultaneously, in the 

Koblenz Album no specific artwork is presented to its viewers. Allied photographs of these same 

artworks combine the authenticity of capturing the mundane Nazi storage spaces that housed 
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these artworks and marries it with visuals of some of the famous paintings. Making the story of 

Nazi art acquisition and storage feel less like mythical fiction, these photographs are 

confirmation of a massive looting operation and foretell the restitution issues that the Allies will 

inherit.  

Photographs of the rescue of looted art held significant value as objects for Allied 

propaganda. In the course of the Allied victory over Axis powers, a heroic narrative was created. 

The “Monuments Men” were part of that narrative of “the greatest generation” in history, made 

up of individuals intent on asserting a sense of modesty, leading the organization to downplay 

their roles in the war, and preventing the recording of an official history of their actions.158 This 

did not negate, however, the propagandistic power of the photographs of their work in art 

recovery. In 2009, Robert Edsel wrote a book about the “Monument’s Men,” reviving interest in 

their efforts during WWII.159  The photographs of their art recovery are circulated to this day to 

assert the success and heroic nature of the Allied powers and the “Monuments Men,” who 

assured the safe rescue of thousands of coveted artworks. In a way, these photographs continue 

to function as objects of Allied propaganda today.  

 

The Munich Central Collecting Point 

As artworks were recovered by the MFAA, it became obvious that establishing collecting 

points in British- and American-occupied zones would be integral to restitution efforts. 

Extensive holdings from German museums and the majority of art stolen by the National 

 
158 “The Art Army: Harvard’s Monuments Men at War,” (Harvard Magazine, January-February 
2010), https://harvardmagazine.com/2010/01/monuments-men-rescuing-art-stolen-by-nazis, 
(Accessed May 4, 2021). 
159 Robert Edsel, The Monuments Men: Allied Heroes, Nazi Thieves, and the Greatest Treasure 
Hunt in History, (New York, NY: Hachette Book Group, 2009).  
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Socialist regime recovered by the MFAA were stored in these repositories.160 The most 

important of the Central Collecting Points were in Marburg, Wiesbaden (art from German 

museum collections), and Offenbach (archives, art and cultural objects associated with Jewish 

owners and collections), as well as the main one in Munich, the Munich CCP.161  

Particularly relevant for this investigation of photographic documentation of stolen art 

was the Munich CCP, which would house mainly stolen art from both within Germany and 

elsewhere in the Reich. The building that would become the depot and administrative center of 

the Munich CCP in 1945 was constructed as a National Socialist administration headquarters on 

the Königsplatz, the location of two major museums and the place where the martyrs of the 1923 

Beer Hall Putsch were buried. With a large, courtyard-like plan surrounded by several stories of 

offices around the perimeter, this building’s layout would be the ideal location for the CCP to 

operate. Today, the building is home to the Zentralinstitut für Kunstgeschichte which houses one 

of Europe’s finest art history libraries and research centers, including with a focus on Nazi-era 

art issues.162 

Photographs from the CCP can be separated into two different categories: images 

documenting the workings of the CCP and the resulting catalogue photographs taken for the CCP 

archive of recovered artwork. In the CCP database, those arrival numbers became known as the 

Munich numbers. These record numbers begin with “Mü” followed by the corresponding 

number for that artwork. After initial registration, each item was examined in detail with relevant 

information recorded on a “property card” which would include the provenance, depot location, 

 
160 Lauterbach, The Central Collecting Point in Munich, 4. 
161 Ibid, 5. 
162 James J. Sheehan, “Stolen Treasures: A Brief History of Plunder and Restitution, 70-2017,” in 
Lauterbach, The Central Collecting Point in Munich, xxiv.  
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subject matter, and the dates in and out of the CCP.163 If items arrived from one of the 

repositories, like Neuschwanstein, Altaussee or Merkers, this would also be added to the 

identification, after the Munich number.  

According to Lauterbach, three things secured the Munich CCP an imperative position in 

the history of the Kunstraub and its aftermath.164 Aside from Munich’s central location to 

artwork in Germany, a substantial number of Germany’s art treasures were stored in Bavaria by 

the Nazis, partially because of terrain, but also because the region was thought to be out of the 

way of invading armies.165 Second, the immense number of documents kept in the Munich 

CCP—including the Nazis’ own compulsively meticulous inventories of plundered art and the 

extensive records from the Allied powers identifying provenance, condition and final disposition 

of the art objects they obtained—underscore the historical significance of the Munich CCP and 

the efforts of those working there. This collecting point was an integral part of art restitution 

after the fall of Nazi Germany. And third, because so many of the objects stolen and purchased 

came from all over Nazi-occupied Europe, the Munich CCP became quite international in nature, 

and even German experts were employed to assist with the recovery efforts there.166 They were 

joined by representatives deputized by various countries to recover works of art from their nation 

and were given offices in the CCP.167  

 

 
163 Sheehan, “Stolen Treasures,” xxiv.  
164 Ibid. 
165 Ibid.   
166 Lauterbach, The Central Collecting Point in Munich, 1. 
167 For example, Rodolfo Siviero (1911-1983) was an art historian from Italy that would play an 
imperative role in the CCP recovering and restituting artwork stolen from Italy by the Nazis. 
Monuments Men Foundation, “Rodolfo Siviero (1911-1983),” 
https://www.monumentsmenfoundation.org/siviero-rodolfo, (Accessed May 4, 2021). 
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CCP Documentary Photographs  

Documentary images from the Munich CCP take an approach similar to those in the 

Koblenz Album, capturing the facilities, staff, and daily routines. However, these photographs 

present something new: documentation of CCP staff photographing and cataloguing the 

artworks, processing the rescued artworks in the Munich CCP, along with the names of several 

of these photographers.168 Although some of the photographs from the CCP do not have the 

associated photographer documented, many of them do. Photographers Johannes Felbermeyer 

(German, 1903-1988), Herbert List (German, 1903-1975), and Inge Loeffler (German, dates 

unknown) were behind the cameras for many of the photographs of the Munich CCP. And in 

some cases, they photograph one another at work, as the image taken by List in 1946 illustrates 

(figure 46).169 In another image (figure 47), Loeffler placed herself among her photographer 

colleagues in a studio at the CCP, capturing a group self-portrait, and an unknown photographer 

captured Felbermeyer’s studio, the exact location in the CCP where he photographed the looted 

artwork (figure 48).170 Loeffler’s studio is also photographically documented (figure 49). Both 

photographs of the active photography studios of Felbermeyer and Loeffler show various 

artworks placed around the room, with a camera set up among the objects. In Felbermeyer’s 

studio (figure 48), two cloth backdrops hang behind the 1st century A.D. Seated Hermes from the 

Villa dei Papyri at Herculaneum, stolen by the Goering Division as a gift for Goering at 

 
168 Lauterbach, The Central Collecting Point in Munich, 15. Here is a 1946 photograph by 
Herbert List that shows another CCP photographer at work in a studio documenting what looks 
to be a book or manuscript recovered during the Allied art recovery mission. You should 
mention somewhere that Felbermeyer’s archive is in the GRI and give the archival aid url. 
169 Ibid.  
170 Lauterbach, The Central Collecting Point in Munich, 16-17.  
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Carinhall, and recovered from Altaussee (Mü. no. 2448)171 and The Family of Cornelis de Vos 

(Mü. no. 5177) Loeffler’s studio (figure 49) shows a solid wooden backdrop resting against the 

wall behind a marble lion (Mü. no. 14026).172 This type of insight into the workings of the 

photographers is entirely absent from the “Hitler Albums” and the Koblenz Album. One can 

assume that a setup like these would be used for the photographs in the “Hitler Albums,” but 

exact visualizations of this process do not exist in the Nazi archive. 

Although the setup for the Munich CCP differs from that for documentation by the ERR 

in Paris, photographers in both sets of images seem interested in illustrating the working spaces 

of those involved in these operations. Images nos. 20 and 21 in the Koblenz Album show Ursula 

Heinz recording the Nazi looted artworks as they enter the Louvre repositories, and two 

photographs of the secretaries’ office and filing room at the CCP in Munich serve a similar 

purpose. Instead of a small desk situated among the crated artworks, this CCP office shows a 

spacious environment, with various filing cabinets, employees, and bookshelves to assist with 

the restitution efforts of the CCP (figure 50). A photograph of the architects’ office in the CCP 

(figure 51), with German architect Dieter Sattler on the right, illustrates a smaller but equally 

boisterous space as the secretaries’ office, with many CCP members working alongside one 

another. 

Photographs of the daily routine at the CCP (figures 52 and 53), taken by List in 1946, 

are also reminiscent of the Koblenz Album, with one important distinction that differentiates the 

 
171 Seated Hermes from the Villa of the Papyri, Cornell University Digital Library, 
https://digital.library.cornell.edu/catalog/ss:946136.  
172 DHM, Database on the “Central Collecting Point in Munich,” Mü. no. 5177: 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=5177&fld_1_exakt=exakt
&suchen=Suchen, Mü. no. 14026: 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=14026&fld_1_exakt=exa
kt&suchen=Suchen, (Accessed May 4, 2021). 
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Allied photographs from the Nazi Koblenz Album—the fronts of the paintings are not 

concealed.173 In these two images taken by List, the paintings are difficult to make out, due to a 

blur likely caused by these CCP members actively moving when the photographs were taken. 

The identities of the paintings piled against the wall in this first image (figure 52) are largely 

impossible to discern, and in some ways mirror the arrangement of artwork kept in the Louvre, 

as seen in image no. 31 from the Koblenz Album. However, in this List photograph, CCP 

members are seen carrying around the paintings or recording information about these artworks in 

their notebooks or on clipboards. The stacked paintings do not seem arbitrarily placed there, but 

instead organized according to CCP methods. Another photograph of this same scene (figure 53), 

also taken by List, narrows closer to a CCP worker who holds a card from the indexing system in 

one hand and appears to be trying to match it to the painting in his left hand. Another man, in 

less focus, sits in the background with a book in his hand, his finger holding a particular spot in 

the pages as he tilts a painting situated on the ground in order to secure a better look before he 

refers back to his records.   

Many Allied photographs document experts examining art objects in the CCP, and two 

images taken by List and Loeffler capture these activities (figures 54 and 55). Parallel 

photographs of this type cannot be found in the Koblenz Album; there are many Nazi images of 

camp internees sorting through looted Jewish goods, but they do not capture the careful 

examination of art treasures by experts that we see documented in the CCP. German art 

historian, Karl Birkmeyer (b. 1918) is shown at the CCP in 1946 recording information about the 

 
173 When I mention this, I do not mean to assert that the Nazis were never photographed with the 
fronts of paintings, as many images exist of Hitler and Göring being gifted artworks or walking 
amongst looted, purchased and confiscated artwork. However, images of this nature are not 
included in the Koblenz Album or “Hitler Album,” or particularly in any images I have come 
across of the active acquisition of artwork, especially in the case of confiscations.  
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paintings surrounding him in this space (figure 54). With a shallow depth of field and Birkmeyer 

in focus in the foreground, he is clearly the subject of this photograph—for List, the artworks, in 

this image, are secondary to Birkmeyer and his work. Art restorer Karl Faltermeier who was 

known to have worked at the CCP from time to time is shown in a photograph taken by Loeffler 

(figure 55). Here, he is fitting together two large fragments of a broken Greek vase. Tools to 

assist with his restoration efforts can been seen on the table in front of him. While the object 

Faltermeier is working on is in focus, he is the clear subject of this photograph.  

Concerned with hiring candidates that had never been prior “offenders,” the Military 

Government and the CCP were cautious when appointing Germans to posts at the CCP. In 1946, 

Law No. 104, the Law for Liberation from National Socialism and Militarism, was signed in the 

Munich town hall; under this law, all former members of the National Socialist party and 

affiliated associations had to be registered using special forms and categorized according to five 

groups: Major Offenders, Offenders, Lesser Offenders, Followers, and Persons Exonerated.174 

When this law was passed, anyone who did not declare past membership of NSDAP or of other 

party organizations were exonerated by the relevant denazification court. This made it possible 

for German experts to assist in the CCP. However, there were obvious loopholes in this system 

that allowed some less than desirable individuals to have access to the rescued collections.  

Probing various Russian treasures in the depot of Gallery II in the CCP, Austrian art 

historian Wiltrud Mersmann is shown in a photograph by Loeffler (figure 56). Mersmann’s 

husband, an art collector, dealer, alleged art thief and probable spy, Ante Topić Mimara (1898-

1987), would present a list to the CCP in 1948 of 166 objects he claimed were stolen by the 

Nazis from Yugoslavia. Mimara went by different names, offering himself as Mate A. Topić to 

 
174 Lauterbach, The Central Collecting Point in Munich, 78. 
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the CCP; when it became clear who was actually presenting these claims and that they were 

fabricated, it was too late— the Americans discovered that the objects had disappeared from the 

CCP.175 In Loeffler’s 1946 photograph, Wiltrud Mersmann stands in the center of the image, 

smiling and looking at a Russian art object held by the man to her right. The officers of the U.S. 

Military Government would conclude that Mersmann was Topić’s accomplice, supplying him 

with information on works that had not yet been restituted.176 These erroneous “restitutions” to 

Yugoslavia were a significant oversight on part of the Munich CCP. Another image taken of 

Marten de Vos’s Adam and Eve in Paradise (Mü. no. 4844), photographed by Felbermeyer, 

illustrates one of the artworks mistakenly restituted to Yugoslavia in 1949 (figure 57). The DHM 

CCP database lists “Yugoslavia” as the most recent part of this painting’s provenance.177 

Considering the number of objects in the Munich CCP and the massive undertaking of 

restituting these treasures to their rightful owners, it is not hard to imagine that mistakes could, 

and clearly would, be made. Photographs of the north atrium of the CCP, Gallery I with art and 

treasures from the Soviet Union show the floor covered in crates, filling the space from wall to 

wall (figure 58). It is difficult to tell, from this image, how high these crates are piled; the 

photographer (unknown) stands in the second story hallway and captures the scene from a high 

 
175 Konstantin Akinsha, “Ante Topic Mimara, ‘The Master Swindler of Yugoslavia,’” (The 
Central Registry of Information on Looted Cultural Property 1933-1945, ARTnews, September 
2001), https://www.lootedart.com/MFEU4T15383, (Accessed May 4, 2021). Several dozens of 
these artworks, some of which came from victims of the Holocaust, have been found recently in 
museums in Belgrade and Zagreb. With these artworks taken directly from the CCP, the rightful 
owners were never aware that the objects had been in the hands of the American occupation 
forces in Munich or that they had been turned over to a fraudulent claimant—or that American 
officials, failing to retrieve the property, covered up the affair for fear of political or legal 
ramifications. 
176 Lauterbach, The Central Collecting Point in Munich, 148-149.  
177 DHM, Database on the “Central Collecting Point in Munich,” Mü. no. 4844, 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=4844&fld_1_exakt=exakt
&suchen=Suchen, (Accessed May 4, 2021). 
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angle. This visualization certainly feels reminiscent of the Nazi photographs emphasizing the 

quantity of looted goods, be they artworks or other cultural objects, in the Koblenz Album; the 

art itself is hidden within the crates in both. While the number of artworks in this image looks 

significant, this is only be a fraction of the art objects that would be processed by the CCP. A 

List photograph of a CCP sculpture storage area, with the objects orderly arranged on wooden 

shelving, also captures a glimpse of the overall artworks recorded in the collecting point (figure 

59). This sculpture depot is well organized, and the artworks themselves are not hidden in crates 

as we see in the Koblenz album.  

Another photograph of a depot in the CCP shows paintings stacked against the wall and 

in wooden shelves, filling the entirety of a room (figure 60). Without any people present in any 

of the three aforementioned images, these photographs feel closer in alignment to those in the 

Koblenz Album.  One of the photographs with the greatest resemblance to no. 31 from the 

Koblenz Album is this image of a CCP painting depot. Seemingly more organized (which it 

probably was), this depot also visually emphasizes the magnitude of artworks that were 

temporarily housed in the Munich CCP. No paintings are identifiable in this CCP photograph, 

with the painted canvas hidden behind other artworks leaning against them, placing an emphasis 

on the number of paintings in the room rather than illustrating individuals artworks.  

As items arrived, they were registered and entered into a numbering system introduced in 

June of 1945 by American art historian Craig Hugh Smyth (1915-2006). Every box or object was 

given a sequential number and listed in the CCP card index, regardless of origins and 

provenance, whether it was looted or a legally-acquired German museum item. Arrival numbers 
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were written in blue crayon on the backs of paintings and sculptures or attached to an item on a 

label.178 

Capturing the process of archiving, a photograph by List shows a photographer with 

Leonardo da Vinci’s Lady with an Ermine, confiscated by the Nazis from the Czartoryski 

collection in Poland, now in the Czartoryski Museum in Kraków (Mü. no. 146/9) [figure 61].179 

Sitting atop a table draped with cloth and secured with a wooden easel, the painting is the focus 

of this image, with the photographer cropped partly out of the frame in the left portion of the 

image. Partially underneath the focusing cloth of his large format camera, the photographer is 

actively engaged in this process of photographing artwork for the CCP archive. Another image 

from this photo session, taken by List, shows a close detail of the painting, itself (figure 62). This 

type of photograph is unique in comparison to the surviving images from the Nazi albums. Those 

working in the ERR and photographing for the “Hitler Albums” likely engaged in efforts that 

looked strikingly similar, but no images survive that document the active photographing of 

artwork by the Nazis and the ERR. 

  

 
178 Lauterbach, The Central Collecting Point in Munich, 95. 
179 DHM, Database on the “Central Collecting Point in Munich,” Mü. no. 146/9: 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=146/9&fld_1_exakt=exak
t&suchen=Suchen, (Accessed May 4, 2021). 
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CHAPTER 4: Case Studies: Tracking Artworks from the “Hitler Albums” to Allied 

Photographs Post-WWII 

  
Restitution, in the wake of the greatest art theft in modern history, was a priority for the 

Allies and art world after the fall of Nazi Germany. The complexity of the organization of the 

collecting points and especially the Munich CCP illustrates the extensive efforts required in 

attempting a restitution of this scale. The photographs taken by the Nazis and the Allies provide 

some visual insight into the life and provenance of some of these artworks as they circulated 

through the hands of the Nazis into Allied repositories. Ideally, restitution to the individuals or 

institutions who owned the artwork would be the final chapter to this story, but this was not 

always possible nor the ultimate goal of the “Monuments Men” and the Central Collecting 

Points. The CCP’s goal was to return artworks to their country of origin, and the restitution to the 

precise individual or institution was the responsibility of the country of origin. In some cases, 

powerful institutions inherited “unclaimed” artwork, and many of these stolen and 

problematically-acquired art objects remain in major museums in Europe, the U.S. and elsewhere 

to this day. Tracing the provenance of an artwork that fell into the Nazi grasp is achievable 

through the extensive archives that exist as a result of Nazi and Allied record keeping, but I am 

interested in exploring the life of some of these artworks through their appearances in 

photographic documentation in the “Hitler Albums” and the Allied photographs of art recovery 

in the repositories and in the CCP. While the previous chapters have considered the shared and 

conflicting aspects of the photographic archives of looted artwork from both Nazi and Allied 

perspectives, this exploration will continue tracing of a select few specific artworks that can be 

seen in both of these photographic collections.  
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With access to the “Hitler Albums” through those digitized in the National Archives, in 

Brigit Schwarz’s book, and to photographs of art in the ERR Project Jeu de Paume database, the 

most productive approach proved to be working backwards from the Allied photographs and 

attempting to locate the objects in photographic form in Nazi records. Using the U.S. Signal 

Corps photographs of the three soldiers and Rorimer standing on the steps of Neuschwanstein 

(figures 28 and 29), three paintings offered a potential departure point for this project. This 

venture ultimately proved more difficult than I initially imagined, as I could not locate two of the 

paintings in the “Hitler Albums” (albeit not every artwork found at Neuschwanstein would have 

been recorded in the “Hitler Albums”). But, the soldier to the far right, Sergeant Valin, can be 

seen holding a painting that I eventually found in the Jeu de Paume database: Portrait of a Lady 

by Nicolas de Largillière (figure 63).180 After identifying the inventory number associated with 

this painting—R 437—locating it in the “Hitler Album” was then possible. Only four of the 

albums, numbers 6, 7, 8 and 15, are fully digitized through the National Archives. Fortunately, 

this Largillière painting is presented in Album 6, as the first artwork in the scanned copy.181  

Following Album 6’s title page is a comprehensive list of artworks (figure 64), their 

corresponding inventory numbers (with the letters standing for the collection from which the 

artwork was acquired), and the title of the artwork. At the top of this list of illustrations is the 

text “Französische Malerei des 18. Jahrhunderts” (18th Century French Painting). They appear to 

be listed in order of appearance in the album and are also numbered accordingly from one to 

seventy-eight. Although Portrait of a Lady appears first in the digitized album, it is listed second 

 
180 ERR, “Database of Art Objects at the Jeu de Paume,” R 437: 
https://www.errproject.org/jeudepaume/card_view.php?CardId=18872, (Accessed May 4, 2021). 
181 National Archives, digitized in “Hitler Album” #6 on page 9. 
https://catalog.archives.gov/id/12007739 (Accessed May 4, 2021). 



 

 

Kowgios 80 

on the inventory page, behind a painting by J. M. Nattier titled Portrait of an Elegant Lady (R 

457); this painting does not seem to be documented in this digitized album. Largillière’s painting 

is pasted to the page following, where it appears to be precariously attached to the album paper, 

for a shadow of the digitized image shows that it is slightly lifting (whether this is due to age or 

the original method of pasting the photograph is unclear through this digitization). Beneath the 

photograph is a pasted piece of paper that identifies the image in typed font as “Largillière / 

Bildnis einer Dame,” and its inventory number is handwritten in the right bottom corner of the 

photograph. The next page in the album shows what lies beneath the photograph, as it is peeled 

off from the page and folded upward, revealing 437 handwritten on the white back of the image 

(figure 65). At the bottom of the page, formerly hidden beneath the photograph, is another pasted 

piece of paper with typed print, reiterating the artist and title, and the title is handwritten again 

above this pasted card; this description includes more information than the small paper visible 

beneath the photograph when it is not raised off the page. The title is accompanied by the 

identification “Halbfigur” (half-figure) with the dimensions listed beneath, and a final line in 

parentheses designates the collection this artwork originated from and its inventory number: 

“Slg, Rothschild R 437,” the Rothschild Collection. The abbreviation “Slg.” is short for  

Sammlung, “collection” in German.  

The attribution of this artwork to the Rothschild collection below the photograph in the 

“Hitler Albums” aligns with the corresponding information for this painting in the Jeu de Paume 

database. Originally in the collection of Baron Philippe de Rothschild (1902-1988) in Paris, this 

painting, according to French restitution records, was removed from a storage unit in Bordeaux 
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and placed in a crate at the ERR depot in the Jeu de Paume in 1941.182 It would then be 

transferred by the Nazis to Neuschwanstein, where the Allied soldier holding the picture would 

escort the artwork out of the repository. Philippe de Rothschild, a member of the Rothschild 

banking dynasty and one of the most successful wine growers in the world, was the younger son 

of Baron Henri de Rothschild (1872-1947), whose collection was also seized by the Nazis. 

Following the German occupation of France, Henri and his wife fled to safety in Switzerland, 

and the Rothschild Paris mansion became the headquarters for the German Naval Command. 

Philippe was arrested in Algeria by the Vichy government, stripped of his French citizenship,183 

and his vineyard property in Bordeaux was seized, where this Largillière painting was acquired 

by the Nazis. Eventually Philippe was released from Vichy custody on April 20, 1941; he then 

made his way to England, joining the Free French Forces of General Charles de Gaulle (1890-

1970) and earning a Croix de Guerre medal.184 When the Allies liberated Paris in 1944, Philippe 

returned to France.185 

 
182 ERR Database of Art Objects at the Jeu de Paume, Nicolas de Largillière, Bildnis einer 
Dame, Halbfigur, https://www.errproject.org/jeudepaume/card_view.php?CardId=18872, 
(Accessed May 4, 2021). 
183 The New York Times, “France Deprives 15 of Their Citizenship; Bankers and Journalists 
Among Those Penalized for Exile,” (The New York Times, September 7, 1940), 
https://www.nytimes.com/1940/09/07/archives/france-deprives-15-of-their-citizenship-bankers-
and-journalists.html, (Accessed May 4, 2021). 
184 The New York Times, “Vichy Frees a Rothschild; Son of Baron Is Exonerated on Charge of 
Desertion,” (The New York Times, April 21, 1941), 
https://www.nytimes.com/1941/04/21/archives/vichy-frees-a-rothschild-son-of-baron-is-
exonerated-on-charge-of.html, (Accessed May 4, 2021). 
185 Upon his return, Philippe learned that while his daughter was safe, his estranged wife, 
Élisabeth Pelletier de Chambure (1902-1945), had been charged with attempting to cross a line 
of demarcation with a forged permit and was deported to Ravensbrück concentration camp 
where she was killed in 1945. She would be the only member of the Rothschilds to die in the 
Holocaust. 
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Index cards in the Munich CCP database administered by the Deutsches Historisches 

Museum (DHM) in Berlin mention several paintings titled Portrait of a Lady by Largillière, for 

this artist painted many female portraits; no digitized photographs of the paintings accompany 

these index cards, but the artwork description under Mü no. 437/2 seems to align the closest with 

the painting in question, and it shares the same number as the “Hitler Albums” and the Jeu de 

Paume database (excluding the “R” before 437).186 However, the painting in the CCP database 

records the origin of the painting as “Paris, F; Stern, Paris 20 Av. Montaigne;” with no mention 

of the Rothschild name. It dates the entrance of the artwork into the CCP as June 24, 1945; the 

Jeu de Paume records indicate that on November 13, 1945, the Portrait of a Lady was repatriated 

to France. However, the date in the CCP database for the exit of this painting was June 19, 1946, 

in conflict with the Jeu de Paume records that indicate Portrait of a Lady was restituted to the 

Rothschild family on May 3, 1946. This inconsistency makes me question whether the two are 

the same artwork. Regardless, the information accompanying the correct Largillière painting in 

the Jeu de Paume indicates that the painting was restituted. I assume it still resides with the 

Rothschilds, for I have been unable to trace it beyond its 1946 restitution.  

Working to fill Hitler’s Gemäldegalerie, Sonderauftrag Linz Director, Posse, first 

embarked on filling the “gap” of Vermeer paintings desired for the museum in the late 1930s. 

Negotiations for Vermeer’s The Art of Painting in the Czernin Gallery in Vienna progressed for 

nearly a year, and Posse almost lost it to Göring in December 1939 when the owner of the 

painting received an offer of 1.8 million Reichsmarks from Philip Reemtsma, the German 

 
186 DHM, “Database for the Central Collecting Point, Munich,” Mü no. 437, 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=437/2&fld_1_exakt=exak
t&suchen=Suchen, (Accessed May 4, 2021). 
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cigarette mogul who had been generously supporting Göring’s art fund.187 The supposedly 

private offer was accompanied by a telegram from Göring authorizing the transaction. When 

word made its way back to Hitler, he sent a telegram through Josef Bürckel asserting that the 

picture stay in the Czernin Gallery unless given personal permission by the Führer to be 

moved.188 Göring retreated, wiring Bürckel to say that his chief of staff had accidentally sent the 

telegram on his behalf before he saw it.189 It was not until October 1940 that Hitler would have 

the painting purchased by Posse and secretly moved to the Führerbau in Munich.190 On 

November 3, 1940, Göring arrived at the Jeu de Paume to be presented with a staggering 

selection of confiscated artwork, leading him to spend the day at the museum. Remaining works 

in storage were brought out on November 5, and Göring chose twenty-seven paintings for 

himself, mostly Dutch and French works from the collections of Edouard de Rothschild (1868-

1949) and the Wildensteins. Suspended irresistibly upon the wall would be Vermeer’s The 

Astronomer. After losing a prized Vermeer in Austria and invoking the ire of Hitler, Göring was 

too smart to try to take this famous Rothschild painting—it would go to the Führer. 

Auctioned in London in 1863, The Astronomer was purchased by Alphonse de 

Rothschild (1827-1905), and it would be confiscated by the ERR from his only son, Edouard de 

Rothschild, in 1940. Director of the Bank of France and closely involved with the administration 

of the family’s railway interests, Edouard inherited much of his father’s art collection and was 

known to host numerous artists and musicians at the Rothschild Parisian mansion at 2 rue Saint 

 
187 Nicholas, The Rape of Europa, 29. 
188 Ibid.   
189 Ibid.  
190 Ibid.  
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Florentin.191 When the Germans occupied France in 1940, Edouard and his family chose to flee 

the country. He attempted to hide his valuable art collection on the grounds of the Haras de 

Meautry farm at his Château de Reux before leaving; the Nazis would still manage to confiscate 

most of his collection, which included Vermeer’s The Astronomer.192 Documentation of the 

provenance and literature for this artwork can be found in accompanying ERR paperwork 

digitized and available in the Jeu de Paume database.193 Included at the end of the list of 

literature on this painting is a reference to the 1863 auction in which Alphonse de Rothschild 

purchased the artwork for his collection.  

Discovering this painting in Altaussee in 1945, the “Monuments Men” were 

photographed with this artwork, holding the canvas up for closer examination (figure 43). 

Appearing in “Album VII” of the “Hitler Albums,” The Astronomer is digitized from the album 

in Schwarz’s book (and Schwarz gives the album this identifying number in Roman numerals, 

while the National Archives use Arabic numerals). The original writing on the page of the album 

has been replaced with Schwarz’s own text identifying the artist, title, and date, preventing a 

close examination of the original document’s form as was possible with the digitized Album 6 in 

the National Archives (figure 66).194  

Packed in a crate and transferred to the Jeu de Paume by the Nazis, this painting would be 

collected by Göring during his trip to Paris in 1940 and eventually transferred to Hitler for the 

 
191 The Rothschild Archive, “Edouard Alphonse de Rothschild (1868-1949),” https://guide-to-
the-archive.rothschildarchive.org/rothschild-family-collection/depts/french-family-
papers/edouard-alphonse-de-rothschild-1868-1949, (Accessed May 4, 2021). 
192 Sara Houghteling, “Hunting for Looted Art in Paris,” (The New York Times, November 17, 
2010), https://www.nytimes.com/2010/11/21/travel/21lootedart-cultured.html, (Accessed May 4, 
2021). 
193 ERR Project, Database of Art Objects at the Jeu de Paume, R 1, 
https://www.errproject.org/jeudepaume/card_view.php?CardId=6287, (Accessed May 4, 2021). 
194 Schwarz, Hitlers Museum, 277.  
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Linz museum. According the CCP database, this painting (Mü no. 2609) entered the collecting 

point on July 5, 1945 and exited on January 30, 1946;195 the Jeu de Paume database indicates that 

the artwork was repatriated to France on January 30, 1945. Schwarz’s provenance remedies this 

inconsistency—it seems there was a typographical error in the Jeu de Paume database, and the 

painting was actually repatriated to France on January 30, 1946, aligning with the recorded exit 

date from the CCP.196 Eventually it was restituted to the Rothschild family, with no date included 

for this transaction. Today, the painting can be found in Room 837 of the Louvre’s Richelieu 

Wing (RF 1983 28); it was acquired by the museum in 1982 from Edouard de Rothschild by 

“donation in payment of inheritance tax.”197 

In this same photograph with The Astronomer, taken of the “Monuments Men” at the 

Altaussee mine, Rembrandt’s Portrait of Anthony Coopal (1635) can be seen propped against the 

wall to the right of the men examining the Vermeer painting (figure 43). In his proposal for the 

distribution of artwork on October 20, 1939 and in his inventory of July 31, 1940, Posse notes 

this painting as bound for the “Führermuseum.” On December 16, 1943, Portrait of Anthony 

Coopal would be transferred to the Führerbau from the Kremsmünster depot in Munich. Also 

digitized in Schwarz’s book as a part of “Album II,” the original album page is reformatted, 

again, and the writing is replaced with Schwarz’s own text (figure 67).198 However, I have been 

unable to find this painting in the Jeu de Paume database, and Schwarz indicates that the painting 

 
195 DHM, “Database for the Central Collecting Point, Munich,” Mü no. 2609, 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=2609&suchen=Suchen, 
(Accessed May 4, 2021). 
196 Schwarz, Hitlers Museum, 129. 
197 The Louvre, “The Astronomer,” https://collections.louvre.fr/en/ark:/53355/cl010064324, 
(Accessed May 4, 2021). 
198 Schwarz, Hitlers Museum, 216. 
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was confiscated from the “Alphons Rothschild collection.”199 In reference to Alphonse de 

Rothschild, the Nazis confiscated this artwork from his private collection in 1938. The painting 

is recorded in the CCP database, under Mü no. 1661.200 The recorded origin for this painting is 

the following: Austria (USFA, Austria; Alfons Rothschild, Vienna; id.acc.to Beschl.Kat.Wien; 

confiscated by Hitler). Entering the CCP on June 30, 1945, the painting would leave on April 25, 

1946, when it was repatriated to the Republic of Austria and eventually returned to the owner or 

his heirs.  

  

 
199 Ibid, 103. 
200 DHM, “Database for the Central Collecting Point, Munich,” Mü no. 1661, 
https://www.dhm.de/datenbank/ccp/dhm_ccp_add.php?seite=6&fld_1=1661/1&fld_1_exakt=exa
kt&suchen=Suchen, (Accessed May 4, 2021). 
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CONCLUSION 

Studies of WWII and the Nazi relationship with art offer many opportunities for further 

investigation. My focus in this paper is on the photographs of art looting and art restitution, but 

the whole of Nazi art theft created a significant conundrum for the art world. Representative of 

ethnic cleansing exhibited by the Third Reich, art theft was secondary to an issue of much 

greater concern: the extermination and mass genocide of an estimated six million Jews in death 

camps across Europe (and assisting those displaced from their homes and survivors of these 

death camps in the years after the end of the war). Restitution of artwork certainly played a role 

in aiding survivors of Nazi persecution, but at the time it seemed (and in many ways, was) less 

important than even the most valuable paintings that fell victim to Nazi plunder. However, art 

restitution is still an incredibly important part of this process of restoring peace and humanity to 

those from which it was stripped during Nazi rule. As a result, art restitution efforts fell to the 

wayside for several decades, with a resurgence beginning in the 1990s on behalf of once or twice 

removed generations who rightfully desire to have their family’s property returned to them. 

Provenance and restitution of Nazi looted art to its rightful owners in the century after WWII 

have been the subject of various research projects. 

In their attempts to realize the goal of cultural genocide and purification, the Nazis 

employed many agencies. The art operations alone, as demonstrated in this paper, consisted of 

many various branches, all tasked with sometimes conflicting or duplicative objectives to aid in 

the looting or acquisition of art during the Third Reich. Digitization of documents and 

photographs from WWII has made this investigation possible, but the greatest obstacle I faced in 

conducting an analysis of photographic images was my inability to examine these archival 

resources in person, especially during the 2020-2021 pandemic, and being dependent on 
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digitized versions or published photographs. With only four digitized “Hitler Albums” available 

online, and in many cases the absence of digitized documentation of every page in an archive 

like the Koblenz Album, my inquiry became limited to the published resources available. 

Regardless, this examination proved fruitful in taking a new critical art historical approach to the 

photographs from the Nazis and Allies, some of which are not as widely known. 

While some of the photographs analyzed in this thesis have been used countless times as 

objects of documentation for provenance and restitution, a consideration of many of these images 

in terms of their physicality and composition had yet to be conducted when I started my research. 

Exhibiting opposing ideologies, the Nazi and Allied photographs reveal the ways in which both 

entities attempted to shape their respective narratives and highlight what was worth documenting 

in dictating the visual history of their work. In comparing and contrasting both photographic 

archives, my investigation also reveals some aesthetic similarities in both Allied photographs of 

art recovery and Nazi photographs of art looting, particularly in their documentation of art 

acquisition, recovery, and transportation. The Nazi and Allied photographers behind these 

images are, in general, anonymous and exhibiting opposing political ideologies. Yet many of 

their photographs are compositionally comparable—particularly the photographs of art storage 

and transportation—and both sets of images pay distinct attention to highlighting the quantity of 

looted art (and restitution) and the quality of the art objects, themselves. In both archives, images 

illustrate piles of artwork (sometimes in crates) while also photographically capturing the 

identity of noteworthy paintings, sculptures, fine furniture, and other coveted art objects. This 

emphasis on quality, however, is only demonstrated in the Nazi photographs through the ERR 

“Hitler Albums,” with the Koblenz album focusing entirely on art transportation. In the Allied 
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photographs of identifiable artworks, the art is captured alongside of transportation and 

restitution efforts, suggesting a far less “private” methodology in their art recovery operation.   

Although Nazi and Allied images share similarities, and both function for documentary 

purposes, the “Monuments Men” photographs of art recovery had greater propagandistic 

potential—and they were used as such in the years immediately following WWII and to the 

present day. Determining the Allied motivations for taking photographs of art recovery and 

restitution, both in the field repositories and in the CCP, proved more difficult than discerning 

the intention behind Nazi photographs of artwork and art transportation. As illustrated, the 

propagandistic aims of Allies’ photographs were sometimes quite overt, while at other times 

rather ambiguous. Meanwhile, the originally “private” images taken by the Nazis, particularly 

for the “Hitler Albums,” have now faced greater dissemination than was ever originally intended, 

muddying the clear-cut categorization of these archives and their photographs (for both the 

Allies and the Nazis) as purely documentary or propagandistic. The conclusions of this 

investigation are necessarily more nuanced. This study shows how photographs lead complicated 

“lives,” sometimes simultaneously serving several purposes: in this case, as documentary 

evidence for a fascist regime, as propagandistic images for the “winners,” and as visual aids for 

art restitution and research. Sometimes they even have changing uses and meanings. As 

illustrated in this investigation, the “Hitler Albums” and ERR photos were used as 

documentation of Nazi art acquisitions, then as evidence of crimes at the Nuremberg Trials, then 

as aids to provenance researchers, and they were even used for both documentary purposes and 

later for political propaganda to criticize those who had originally constructed the albums and 

taken the photographs. For example, as mentioned earlier with Manet’s Wintergarden, the Allied 

photographs in Merkers Mine were used incorrectly as examples of Nazi art looting to denounce 
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the Third Reich, but most of the artworks held in the Merkers Mine were not looted art. 

Regardless, these photographs have been used by Allied powers to dictate a specific history that 

is in their favor. Both the Nazis and the Allies disseminated propaganda to the public throughout 

WWII, but photographs of looted artwork occupy a much more complex position as both private 

documentation and public propaganda. Exploring the varying motivations for taking these 

photographs has also revealed a specific and certain point: both the Nazis and the Allies utilized 

photography as a way to maintain control of the narrative of their undertakings.  
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B 323 Bild-0311-031, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 
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Witnessing the Robbing of the Jews, 39.  
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Witnessing the Robbing of the Jews, 41.  
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0311&page=4.  



 

 

Kowgios 103 

 

18. Aubervilliers station, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 Bild-0311-014, 

Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, Witnessing the 

Robbing of the Jews, 51.  
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19. Aubervilliers station, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 Bild-0311-015, 

Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, Witnessing the 

Robbing of the Jews, 53.  
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20. Aubervilliers station, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 Bild-0311-016, 

Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, Witnessing the 

Robbing of the Jews, 55.  
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21. Ursula Heinz drawing up a list of artworks, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, 

B 323 Bild-0311-020, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 63. 

 

22. Ursula Heinz and Dr. Walter Borchers drawing up a list of artworks, ca. 1943, photograph, 

13 x 18 cm, Bundesarchiv, B 323 Bild-0311-021, Federal Archives of Koblenz, Germany. Image 

credit: Sarah Gensburger, Witnessing the Robbing of the Jews, 65.  
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23. Crates of artwork inside the Louvre, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 

Bild-0311-026, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 75. 
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24. Crates of artwork inside the Louvre, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 

Bild-0311-027, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 77. 

 

25. Crates of artwork inside the Louvre, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 

Bild-0311-028, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 79.  
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26. Crates of artwork inside the Louvre, ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 

Bild-0311-029, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 81.  
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27. Crates of artwork inside room six in the Louvre into room five (rooms ten and eleven in the 

west wing of the Pavillon Sully, today), ca. 1943, photograph, 13 x 18 cm, Bundesarchiv, B 323 

Bild-0311-030, Federal Archives of Koblenz, Germany. Image credit: Sarah Gensburger, 

Witnessing the Robbing of the Jews, 83. 
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28. U.S. Army Signal Corps, “Monuments Man” James Rorimer, with notepad, as he supervises 

American GI's carrying paintings down the steps of Neuschwanstein Castle, Germany, May 

1945. Image credit: National Archives and Records Administration. 
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29. U.S. Army Signal Corps, Captain James Rorimer oversees American soldiers carrying three 

paintings down the steps of Neuschwanstein Castle, Germany, May 1945. Image credit: National 

Archives and Records Administration. 
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30. U.S. Army Signal Corps, Soldiers holding two recovered paintings at Neuschwanstein 

Castle, Germany, May 1945. Image credit: National Archives and Records Administration. 

 

31. U.S. Army Signal Corps, First Lieutenant James J. Rorimer (left) and Sergeant Antonio T. 

Valin (right) examine a collection of 16th century Italian snuffboxes and jewelry belonging to 

the Rothschild collection in Paris in front of Neuschwanstein Castle, Germany, May 1945. Image 

credit: James Rorimer papers, National Gallery of Art, Washington D.C. 
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32. U.S. Army Signal Corps, Rorimer (left) and Valin (right) examine recovered objects from the 

Rothschild collection at Neuschwanstein Castle, May 1945. Image credit: James Rorimer papers, 

National Gallery of Art, Washington D.C. Image credit: 

https://www.gettyimages.com.au/detail/news-photo/officier-américain-james-rorimer-expert-

dart-au-musée-news-photo/558663677.  
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33. U.S. Army Signal Corps, Rorimer examines jewels from the Rothschild collection at 

Neuschwanstein Castle, May 1945. Image credit: James Rorimer papers, National Gallery of Art, 

Washington D.C.  

 

34. U.S. Army Signal Corps, Rorimer examines jewels from the Rothschild collection alongside 

a U.S. soldier at Neuschwanstein Castle, May 1945. Image credit: James Rorimer papers, 

National Gallery of Art, Washington D.C. Image credit: 

https://www.gettyimages.com.au/detail/news-photo/officier-américain-james-rorimer-expert-

dart-au-musée-news-photo/558663671?adppopup=true  
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35. U.S. Army Signal Corps, File cabinets containing ERR records of looted artworks in 

Neuschwanstein Castle, May 1945. Image credit: National Archives and Records Administration 

 

36. An American soldier inspects German loot stored in a church, Schlosskirche Ellingen, 

Germany, April 24, 1945. Image credit: National Archives and Records Administration, Image 

credit: https://mashable.com/2015/07/16/monuments-men/ 
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37. General Dwight D. Eisenhower, Supreme Allied Commander (right), accompanied by 

General Omar N. Bradley (left), and Lt. General George S. Patton, Jr. (middle, behind 

Eisenhower), inspects art treasures stolen by Germans and hidden in the Merkers Mines, April 

12, 1945. Image credit: National Archives and Records Administration 
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38. U.S. soldiers examine Wintergarden by French Impressionist Edouard Manet, part of a 

collection of Reichsbank wealth, SS loot and paintings removed by the Nazis from Berlin to 

Merkers Mine, April 15, 1945. Image credit: National Archives and Records Administration 
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39. Sgt. Major Harold Maus examines an Albrecht Dürer woodcut, The Beast with Two Horns 

Like a Lamb, from The Apocalypse (1498), in Merkers Mine, April 13, 1945. Image credit: 

National Archives and Records Administration, Image credit: 

https://mashable.com/2015/07/16/monuments-men/.  
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40. “Monuments Men” Daniel J. Kern and art restorer Karl Sieber looking at Van Eyck, 

Adoration of the Mystic Lamb panel, Altaussee mines, 1945. Image credit: Thomas Carr Howe 

papers, Archives of American Art, Smithsonian Institution 

 

41. Transportation of Michelangelo’s Bruges Madonna from the Altaussee Mine, 1946. Image 

credit: from the “Report of the American Commission.” 
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42. Michelangelo’s Bruges Madonna loaded for shipment to Munich CCP outside Altaussee 

mines, 1945. Image credit: Thomas Carr Howe papers, Archives of American Art, Smithsonian 

Institution 
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43. Vermeer's Astronomer, from the Eduard de Rothschild Collection, found in the Altaussee 

mine by the “Monuments Men,” 1945. Image credit: Robert Posey Collection, MFAA, Louisiana  

 

44. George Stout, entrance of Altaussee salt mine, 1945. Image credit: Thomas Carr Howe 

papers, Archives of American Art, Smithsonian Institution  
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45. Soldiers standing in front of truck for transporting art recovered in Altaussee, 1945. Image 

credit: Thomas Carr Howe papers, Archives of American Art, Smithsonian Institution 

 

46. Herbert List, photographer at work at the Munich Central Collecting Point, March 1946. 

Image credit: Iris Lauterbach, translated by Fiona Elliot, The Central Collecting Point in 
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Munich: A New Beginning for the Restitution and Protection of Art, (Los Angeles: The Getty 

Research Institute, 2018), 15.  

 

47. Inge Loeffler, Self-Portrait of Inge Loeffler with other photographers at the Munich Central 

Collecting Point, 1946. Image credit: Lauterbach, The Central Collecting Point in Munich, 16. 
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48. Studio used by Johannes Felbermeyer, January 1946. Image credit: Lauterbach, The Central 

Collecting Point in Munich, 17. 

 

49. Inge Loeffler, Inge Loeffler’s studio in Gallery II, with a marble lion and other treasures 

from the USSR, 1946. Image credit: Lauterbach, The Central Collecting Point in Munich, 134. 

 

50. Secretaries’ office and filing room at the Munich Central Collecting Point, 1945. Image 

credit: Lauterbach, The Central Collecting Point in Munich, 10.  
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51. Architects’ office at the Central Collecting Point, 1945 or 1946. Image credit: Lauterbach, 

The Central Collecting Point in Munich, 66. 
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.  

52. Herbert List, The daily routine at the Munich Central Collecting Point, 1946. Image credit: 

Lauterbach, The Central Collecting Point in Munich, 91. 

 

53. Herbert List, The daily routine at the Munich Central Collecting Point, 1946. Image credit:  

Lauterbach, The Central Collecting Point in Munich, 92. 
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54. Herbert List, Karl Kirckmeyer at the Munich Central Collecting Point, March 1946. Image 

credit: Lauterbach, The Central Collecting Point in Munich, 83. 

 

55. Inge Loeffler, Restorer Karl Faltermeier with Greek vase fragments, 1946. Image credit:  

Lauterbach, The Central Collecting Point in Munich, 87 
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56. Inge Loefflers, Wiltrud Mersmann (center) and other experts examining Russian treasures, 

depot in Gallery II of the Munich Central Collecting Point, late 1946. Image credit: Lauterbach, 

The Central Collecting Point in Munich, 79.  

 

57. Johannes Felbermeyer, Marten de Vos, Adam and Eve in Paradise. Image credit: Lauterbach, 

The Central Collecting Point in Munich, 147. 
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58. Art and treasures from the Soviet Union in the north atrium of the Munich Central Collecting 

Point, Gallery I, 1946. Image credit: Lauterbach, The Central Collecting Point in Munich, 96. 

 

59. Herbert List, Sculpture depot at the Munich Central Collecting Point, March 1946. Image 

credit: Lauterbach, The Central Collecting Point in Munich, 93. 
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60. Depot at the Munich Central Collecting Point, 1946. Image credit: Lauterbach, The Central 

Collecting Point in Munich, 198. 
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61. Herbert List, Photographer with Leonardo da Vinci’s Lady with an Ermine, March 1946. 

Image credit: Lauterbach, The Central Collecting Point in Munich, 142. 

 

62. Herbert List, Leonardo da Vinci’s Lady with an Ermine, March 1946. Image credit: 

Lauterbach, The Central Collecting Point in Munich, 142. 
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63. Einsatzstab Reichsleiter Rosenberg, Portrait of a Lady by Nicolas Largillière (18th century) 

in “Hitler Album” Number 6, ca. 1940. Image credit: National Archives Catalog, 

Washington, D.C., Identifier: 12015271, https://catalog.archives.gov/id/12015271 

 



 

 

Kowgios 134 

 

64. Einsatzstab Reichsleiter Rosenberg, Photograph Album Number Six inventory page, ca. 

1940. Image credit: National Archives Catalog, Washington, D.C., Identifier: 12007739, 

https://catalog.archives.gov/id/12007739 
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65. Einsatzstab Reichsleiter Rosenberg, behind Portrait of a Lady by Nicolas Largillière (18th 

century) in “Hitler Album” Number 6, ca. 1940. Image credit: National Archives Catalog, 

Washington, D.C., Identifier: 12015271, https://catalog.archives.gov/id/12015271 
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66. Einsatzstab Reichsleiter Rosenberg, The Astronomer by JohannesVermeer (1668) in “Hitler 

Album” Number VII, ca. 1940. Image credit: Birgit Schwarz, Hitlers Museum: Die Fotoalben 

Gemäldegalerie Linz: Dokumente Zum “Führermuseum,” (Wien: Böhlau, 2004), 277. 
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67. Einsatzstab Reichsleiter Rosenberg, Portrait of Anthony Coopal by Rembrandt (1635) in 

“Hitler Album” Number II, ca. 1940. Image credit: Schwarz, Hitlers Museum, 217. 
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