
“… they exist; that’s 
all I know.” The Works 
of Georg Kolbe and Vesting 
Order 3711

Anja Tiedemann

https://doi.org/10.5771/9783786175261-226 https://www.inlibra.com/de/agb - Open Access - 

https://doi.org/10.5771/9783786175261-226
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by-nc-nd/4.0/


227

When the United States entered the Second World 
War on December 18, 1941, shortly after the attack on Pearl Harbor, the so-called First 
Powers Act was passed at the same time. This gave the United States Alien Property Cus-
todian the authority to confiscate the property of foreign nationals if the United States 
was at war with their home country and the person had property in the United States but 
did not live there.1 This did not apply to the German emigre Curt Valentin when a large 
number of works of art were confiscated from his New York gallery in 1944.2 Rather, it 
was his former employer and later business partner, the Berlin book and art dealer Karl 
Buchholz, who was affected.3 He had been in possession of numerous works on consign-
ment to the gallery since its founding. They had remained his property when, due to the 
outbreak of war, he transferred his share in the gallery to Curt Valentin in September 
1939.4 Among them were thirty-four works by Georg Kolbe.5 This study describes their 
history from the artist’s studio to the auction in New York on December 8, 1944, with 
special reference to Vesting Order 3711 of the Alien Property Custodian in New York.

“One day, you will be more satisfied with me.” The Develop-
ment of the American Art Market for Works by Georg Kolbe 

Curt Valentin and Georg Kolbe knew each other from the Galerie Flechtheim in Berlin, 
where the aspiring art dealer had worked until his employer Alfred Flechtheim fled Ger-
many in 1933 as a Jew facing persecution. The sculptor was a fatherly friend to the young 
man (fig. 1).6 In the fall of 1934, Valentin, who was already unemployed, was offered the 
opportunity to manage Karl Buchholz’s new art gallery and he continued his earlier collab-
oration with Kolbe. There is evidence that Kolbe’s works were exhibited and sold at the 
Buchholz Gallery in 1934 and 1935, and again from 1939 to 1941.7 It is very likely that his 
works were also traded in the intervening years.

At the beginning of the year 1937, Curt Valentin, who was classified as a “full Jew” 
under National Socialist racial laws, had to leave Germany. He planned to open a gallery in 
New York with Karl Buchholz as his business partner. Sculpture was to be an important 
focus, and Georg Kolbe was one of the desired artists.8 The sculptor was inclined toward 
this, for the opening up of the American market awakened in him, as in many of his fellow 
artists, the hope of acceptance and profitable sales. It was agreed that seven bronzes and 
thirty drawings by Kolbe would cross the Atlantic with the label “by my own hand.”9 How-
ever, one of the sculptures belonged privately to Valentin, who, as a Jew, was not allowed 
to own any works of art.10 It was simply included in the group of works destined for the 
United States. Buchholz had also purchased one sculpture at his own expense for sales 
purposes for the new gallery; the rest was the property of the sculptor and went to New 
York on consignment. There, Curt Valentin assigned each work an inventory number.11 
Apparently, however, he did not use the same information as in the commission agree-
ments with Georg Kolbe but simplified the titles of the works.12 
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At this time, German modernist artists were virtually unknown in the United States.13 
There was thus no promising market for works by Georg Kolbe. As a result, Curt Valentin 
struggled to sell the sculptor’s work. In 1938, he even organized a solo exhibition, for 
which he received loans from a few American collectors in addition to the aforemen-
tioned consignment stock (fig. 2). The lack of success ultimately led Valentin to write to 
Georg Kolbe on June 15, 1938: “Please do not lose patience in this matter, although I must 
admit that you have reason enough to do so. One day, you will be more satisfied with me. 
Y o u  may not need it, but I do.”14 Despite all Valentin’s efforts, a breakthrough in the 
American market continued to prove elusive. In 1939, he managed to sell three of Kolbe’s 
drawings, but this was hardly enough to keep the artist afloat until the outbreak of war 
on September 1, 1939.15

“… so that, one day, my works will be in enemy territory.” 
The Second World War and Its Impact on the American Art 
Market 

When hostilities began, the New York business partners Karl Buchholz (fig. 3) and Curt 
Valentin parted ways. Henceforth, the Buchholz Gallery belonged to Valentin alone. Karl 
Buchholz’s property there remained in the gallery as consignment stock. At the same time, 
the naval war in the Atlantic began, which was to have a considerable influence on the de-
velopment of the art trade between Germany and the United States. From October 1939 
onward, it became increasingly difficult for German ships to pass through enemy waters. 
The conquest of Dutch, Belgian, and French ports by German troops provided temporary 
opportunities to move cargo through Antwerp, for example. However, transporting and 
insuring works of art became increasingly risky and expensive. By June 1940, the naval war 
had escalated to the point where shipping was almost unthinkable. From time to time, 

1 (left to right) Leonore von Keudell, 
Curt Valentin, Georg Kolbe, Maria 
von Keudell, undated, historical 
photograph
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there were opportunities to send individual consignments by private courier. However, 
such opportunities were mostly serendipitous and required spontaneous action.16

While it had become almost impossible to ship works of art across the Atlantic to 
the United States, conversely there was no realistic possibility of sending works back 
to Germany. Of Kolbe’s property, five bronzes and twenty-eight drawings were still on 
commission in New York, so that, in January 1941, the sculptor pondered the situation: 

“I would like to draw your attention to a matter that often troubles me: the 
fate of my bronzes and drawings in your Newjorker [sic] branch. The war is still 
going on and is apparently going to spread over a wide area—so that, one day, 
my works will be in enemy territory. At the time, I gave them at the request 
of the good man Valentin—he could not sell them and never will. It is useless 
to hope for the distant future, and so I ask you to consider very carefully how 
these things can return home by any means. Unfortunately, in the meantime, all 
the routes have been blocked to such an extent that only a journey via Japan 
remains? You understand that I can no longer be pacified by ‘probabilities,’ etc.”17 

Georg Kolbe’s thoughts revolved around rumors that the United States might enter the 
Second World War. His idea of bringing the works still in New York home via Japan was 
not far-fetched. For lack of better routes, Karl Buchholz had at least once managed to 
find a way through Russia and Japan and successfully transported works from the “Entar-
tete Kunst” confiscation campaign to the United States via this route.18 This must have 
come to the attention of the sculptor, who received a response to his thoughts only 

2 Exhibition catalog Georg Kolbe.  
Sculpture & Drawings, Buchholz Gallery, 
New York, February 14–March 12, 1938
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two days later. The Buchholz Gallery was run 
by Georg von Hülsen,19 who wrote on behalf 
of Karl Buchholz, who was traveling at the time:

“Unfortunately, for the time being, 
there is no way to send larger art ob-
jects even via Siberia and Japan. One 
could perhaps try to send the drawings 
over as printed matter, as I sent several 
prints to New York a few months ago. 
It is a great risk, of course, and I believe 
that Valentin would find it particularly 
painful—especially now that he has to 
work like this without any support from 
Europe—should you prefer the uncer-
tainty involved in sending them back to 
leaving them there.”20 

But Kolbe was not easily mollified: 

“You must have misunderstood my letter about the New York bronzes and 
drawings. It was addressed to your boss. He should think about the matter. I 
really would like to have my works returned—or see them sold. After all, these 
are not a lot of socks to be kept in storage for the sake of the war. Here, in any 
case, there have been several requests for my works that are still there. Sending 
them back as printed matter is, of course, nonsense. Please present my letter to 
Mr. B u c h h o l z  for his comments on his return.”21

Karl Buchholz had branches in Lisbon and Bucharest, which he visited frequently despite 
the war. And so it happened that he did not reply until five weeks later: 

“I do not believe that the property there is in direct danger, since the company 
is an American one and therefore, even in the case of absolute war involvement, 
will in all probability not be harassed. Of course, I would ask Valentin to send 
the drawings back, but it is indeed better that they are there and continue to 
have an effect through their existence. I would rather pay for them, i.e., take 
them over permanently. Especially now, I think it is very important to have your 
works available in America on a case-by-case basis. Do not worry!”22 

Just a few weeks later, on June 22, 1941, Germany declared war on the Soviet Union, 
which would have made it impossible to transport art through Siberia and Japan anyway. 
In December 1941, the Americans also entered the Second World War. At this point at 

3 The book and art dealer Karl Buchholz, 
ca. 1938, historical photograph
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the latest, the contact between Curt Valentin and Karl Buchholz broke off. Kolbe’s pre-
monitions had already been partially fulfilled. 

With the entry of the United States into the war, Karl Buchholz as well as German 
artists and collectors living in Germany became enemies of the United States. Their prop-
erty in America was in great danger, contrary to Karl Buchholz’s assessment, but he could 
not know this in the spring of 1941. Instead, he proposed a meeting with the sculptor, the 
results of which he wrote down on April 21, 1941: 

“I therefore hereby accept the five bronzes you kindly gave me on commission 
for New York, as well as the […] drawings, and promise to pay you by the end 
of the year.”23 (See Appendix)

Kolbe responded in agreement, emphasizing once again his previously expressed disap-
pointment with Curt Valentin: 

“You know that I am not interested in money […]. The letter you will send to 
Valentin is indeed very important, and I would be grateful if you would keep me 
informed.—The will is always greater than the deed—but it must not fall by the 
wayside as easily as with Curt Valentin.”24

The emigrated gallerist had fallen out of Kolbe’s favor, if his letters to Karl Buchholz are to 
be believed. They document the sculptor’s criticism that Valentin was not doing enough 
for him, that he had lost his way, that he was not concentrating on the essentials, and 
that he was, in general, exhibiting the wrong artists.25 Admittedly, his comments to Karl 
Buchholz reflected his own expectations and desires. What it might have meant for a Ger-
man art dealer to try to sell avant-garde German art in the face of anti-German sentiment 
in the United States remained unconsidered. The Americans’ rejection of German art 
found growing expression in both museum activities and press announcements. Gallerists 
and art dealers encountered almost insurmountable obstacles when trying to sell works 
of German modernism. Established values, such as works by the French Impressionists, 
were far more popular than innovation, especially when it came to works by artists who 
were still virtually unknown in the United States. Curt Valentin and his colleagues were 
forced to adapt their exhibition program to the circumstances. The turn of the year 
1940/41 marked an important turning point: from then on, German art was rarely exhib-
ited. When works by German artists were sold, they were by Germans in exile, by artists 
who had already died, or by clear opponents of the NS regime.26 The exhibition schedule 
of the Buchholz Gallery clearly shows that no exhibitions with German participation were 
possible after the spring of 1941.27 Occasional exceptions included works of “degenerate 
art,” which was considered “art of democracy,” or works by artists who had left Germany, 
such as Max Beckmann and Paul Klee. After the United States entered the war, the 
situation worsened once again. Museums exhibited only American artists until the end of 
the war and beyond.28 
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It seems that Georg Kolbe, contrary to what he told Karl Buchholz, was sympathetic 
to Curt Valentin’s situation. In any case, no correspondence has survived in which he 
directly confronted the New York art dealer with his dissatisfaction. There is only one 
letter from the war years, written ten weeks after the events just described, which was a 
response to birthday wishes and does not document any resentment. Had Kolbe simply 
wanted to corner the Berlin art dealer and get payment for his work? Buchholz, for his 
part, was very interested in Kolbe’s works during the war for his galleries in Berlin, Bu-
charest, and Lisbon. It is therefore possible that he did not want to upset the master and 
simply paid him. Financially, this transaction should not have been a problem. The demand 
for art was immense, and the necessary earning potential was certainly there.

“… they exist; that’s all I know.” Vesting Order 3711 and the 
Consequences

It was not until July 1947 that contact between Kolbe and Valentin was verifiably reestab-
lished. Kolbe thanked him for a most welcome package that Valentin had sent from New 
York.29 Some letters seem to have been lost in the meantime. Contact between Kolbe and 
Buchholz, who had left for Madrid in early 1945 and never returned, is not documented. 
Whether the two ever had contact with each other again is questionable. The last letter 
from New York, dated September 15, 1947, reached the artist only two months before 
his death and reported on the progress of Vesting Order 3711: 

“Unfortunately, all your sculptures and drawings were confiscated as enemy 
property during the war (they belonged to Buchholz). And I have only a vague 
idea where they went. They were all auctioned, somewhat obscurely; they exist, 
that’s all I know. […] I was not allowed to attend the auction myself, as I was a 
German citizen at the time.”30

In fact, on May 29, 1944, 387 works of art were confiscated by order of the Alien Prop-
erty Custodian under Vesting Order 3711 as the property of Karl Buchholz.31 Of these, 
319 went to auction, which took place that same year on December 8.32 The difference 
of sixty-eight works was probably due to a license Valentin had received in advance. He 
was able to sell in the art market on behalf of the United States of America but found few 
buyers.33 Advertisements for the auction were always of the same design and appeared 
in mid-November, for example, in The New York Times, The Art Digest, and ART News.34

Seven bronzes and twenty-eight drawings by Georg Kolbe were included in this auc-
tion (figs. 4a–g). The sculptures were given individual lot numbers, while the works on 
paper were combined into two groups of thirteen and fifteen sheets, respectively.35 In 
addition to his works, the auction also included works by other important artists, includ-
ing Ernst Barlach, Max Beckmann, Edgar Degas, Otto Dix, Carl Hofer, Alexej Jawlensky, 
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Oskar Kokoschka, Käthe Kollwitz, Alfred Kubin, Wilhelm Lehmbruck, Franz Marc, Gerhard 
Marcks, Emil Nolde, Karl Schmidt-Rottluff, and Renée Sintenis (fig. 5).

The horse breeder Theodora H. Pleadwell of the Muffet Farm in Poughquag, New 
York, purchased lot 31, Georg Kolbe’s draft design for Ruhender Athlet (Resting Athlete), 
for $200.36 Ella Lewenz of Kew Gardens, New York State, purchased lots 33, 34, 35, and 
37 for a total of $1,233: Georg Kolbe’s Stehende (Standing Woman, 1935; $320), Kauernde 
(Crouching Woman, 1930; $333), Verkündung (Proclamation, 1934; $222), and a group of 
thirteen drawings ($358).37 Originally from Dresden, Lewenz was a talented cinematogra-
pher who captured the life of her Jewish family on film after 1933. She emigrated to the 
United States, where the films were discovered after her death by her granddaughter Lisa 
Lewenz and edited into the documentary A Letter Without Words, which won the RIAS 
Berlin Radio, TV, and New Media Award in 2000.38 Samuel C. Dretzin of New York City 
paid $825 for lots 32, 36, and 38: Georg Kolbe’s Stehende (Standing Woman, 1935; $250), 
the draft design for Ruf der Erde (Call of the Earth, 1932; $250), and fifteen drawings 
($325). He was a very active and eclectic collector who can be linked to numerous art 
auctions and often appears in the respective provenances.39

All of the artworks seized by Vesting Order 3711 were identified as having once be-
longed to Karl Buchholz. After the war, however, it turned out that many of the works had 
not belonged to him at all but were merely confiscated under his name. There is evidence 
that this included works by Gerhard Marcks, Renée Sintenis, and Käthe Kollwitz, which 
the artists had sent to New York on commission.40 In addition, some collectors placed 
selected works in the custody of Curt Valentin, probably out of fear that the National 
Socialists might also intervene in private collections of modern art.41

Georg Kolbe had cleverly put Karl Buchholz on the spot and was able to get his works 
sold just in time. Buchholz, on the other hand, lost a lot of money and was unable to 
come to terms with this for the rest of his life. In the 1960s, it is documented that he 
insisted on compensation from the Berlin Compensation Office and received an unknown 
but probably not very high sum, which Buchholz considered an “insult” to a holder of the 
Federal Cross of Merit.42 As late as the 1980s, he was still arguing with the Compensation 
Office, now claiming that the auction had yielded $900,000.43 This sum could only have 
originated in his imagination, however, especially since the total value of the 387 works 
of art had been estimated by the Alien Property Custodian at $28,000. In the end, the 
Compensation Office referred to the correctly researched auction result of $6,473.15, 
but in May 1984 awarded him a new compensation of DM 370 plus interest, for a total of 
DM 1,161.44 Buchholz’s reaction to this payment is not known. 
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4 a Georg Kolbe, Stehendes Mädchen 
(Standing Girl), 1935, bronze, 
h. 120 cm, historical photograph

4 b Georg Kolbe, Sitzende (Seated Woman), 1926, 
bronze, h. 28.5 cm, Georg Kolbe Museum, Berlin

4 d Georg Kolbe, Kauernde (Crouching 
Woman), 1930, bronze, h. 50 cm, Georg 
Kolbe Museum, Berlin 

4 c Georg Kolbe, Verkündung (Proclama-
tion), 1934/35, bronze, h. 65 cm, Georg 
Kolbe Museum, Berlin
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4 f Georg Kolbe, Bewegungsskizze II (Motion Sketch II), 1925, bronze, h. 24 cm, Georg Kolbe Museum, Berlin 
4 g Georg Kolbe, Kleine Stehende (Small Standing Woman), 1935, bronze, h. 77.5 cm, Georg Kolbe 
Museum, Berlin

4 e Georg Kolbe, Ruhender 
Athlet (Entwurf) (Resting 
Athlete [Model]), 1935, bronze, 
27 × 49.5 × 23 cm, Georg 
Kolbe Museum, Berlin 
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5 List of works confiscated and auctioned under Vesting Order 3711 (excerpt) including works by Georg 
Kolbe, National Archives II, College Park, Maryland, RG 131 P 55 File F-28-42 Section 3 (2 of 2) Box 75.
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Appendix: Bronzes and Drawings by Georg Kolbe on Consignment 
to Galerie Buchholz, Berlin, and Buchholz Gallery, New York

The German titles of the bronzes and drawings given on consignment come from the 
correspondence between Galerie Buchholz, Berlin (GBB), and Georg Kolbe.45 The titles 
of the drawings cannot be assigned due to missing information. The Buchholz Gallery in 
New York (BGNY) under the direction of Curt Valentin used different designations than 
Galerie Buchholz in Berlin, which were then probably adopted by the Alien Property 
Custodian. Reference is made to fig. 5, where the works brought to auction are listed. 

The numbering of the drawings was done by the artist himself. No records of this 
have survived. The sheets were listed in the order in which they were mentioned in the 
consignment agreements.

These were also documented by the artist himself. No further records of this exist.
Insofar as they were confiscated, the information in the last paragraph of each entry is 

taken from the documentation of Vesting Order 3711. An assignment of the drawings to 
lot numbers 37 and 38 as well as their buyers was not possible due to missing information.

Bronzes

Kleine Sitzende (Small Seated Woman)
1926; bronze
December 2, 1936: purchased by Karl Buchholz on behalf of Curt Valentin (RM 900); 
officially owned by Karl Buchholz; due to racial laws, unofficially owned by Curt Valentin / 
January 1937: transfer to New York
No confiscation because private property of Curt Valentin 

Entwurf zum Ruhenden Athleten / Reclining Athlete
1935; bronze / 11 × 20 in.
December 30, 1936: sent to BGNY on consignment (2,000 RM) / March 1, 1941: 
purchased by GBB (2,000 RM), remains in New York
Lot 31: sold for $200 to Theodora H. Pleadwell 

Kleine Stehende / Standing Woman
1935; bronze; 80 cm. / 32 in. high
December 30, 1936: sent to BGNY on consignment (1,600 RM) / March 1, 1941: 
purchased by GBB (1,600 RM), remains in New York
Lot 32: sold for $250 to Samuel C. Dretzin
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Stehendes Mädchen / Standing Woman
1935; bronze; 130 cm. / 48 in. high
December 30, 1936: sent to BGNY on consignment (3,500 RM) / March 1, 1941: 
purchased by GBB (3,500 RM), remains in New York
Lot 33: sold for $320 to Ella Lewenz

Kauernde / Crouching Girl
1930; bronze; 49 cm. / 20 × 14 × 11 in.
December 30, 1936: sent to BGNY on consignment (2,000 RM) / March 1, 1941: 
purchased by GBB (2,000 RM), remains in New York
Lot 34: sold for $333 to Ella Lewenz

Verkündung / Listening
1934; bronze / 10 × 10 × 7 in.
June 25, 1935: sent to GBB on consignment (800 RM) / latest December 1936: 
purchased by GBB / January 1937: transferred to New York
Lot 35: sold for $ 222 to Ella Lewenz

Entwurf zum Ruf der Erde / Girl Looking Up
1932; bronze; 18 cm. / 42 in. high
December 30, 1936: sent to BGNY on consignment (1,600 RM) / March 1, 1941: 
purchased by GBB (600 RM), remains in New York
Lot 35: sold for $250 to Samuel C. Dretzin

Drawings

[title unknown]
Drawing; no. 59
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38 

[title unknown]
Drawing; no. 199
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38 
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[title unknown]
Drawing; no. 212
June 25, 1935: sent to GBB on consignment (150 RM) / October 19, 1936: returned to 
Georg Kolbe / December 30, 1936: sent to BGNY on consignment (160 RM)
Lot 37 or 38

[title unknown]
Drawing; no. 277
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38

“Weibl.”
Chalk drawing; no. 278
October 11, 1934: sent to GBB on consignment (200 RM) / December 30, 1936: sent 
to BGNY on consignment (160 RM) / January 23, 1943: purchased by GBB (160 RM), 
remains in New York
Lot 37 or 38

[title unknown]
Drawing; no. 282
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38

[title unknown]
Drawing; no. 284
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38

[title unknown]
Drawing; no. 291
December 30, 1936: sent to BGNY on consignment (160 RM) / December 27, 1939: 
purchased by BGNY (160 RM)

[title unknown]
Drawing; no. 303
January 6, 1938: sent to BGNY on consignment (160 RM) / latest January 1939: sold 
through BGNY (160 RM)

https://doi.org/10.5771/9783786175261-226 https://www.inlibra.com/de/agb - Open Access - 

https://doi.org/10.5771/9783786175261-226
https://www.inlibra.com/de/agb
https://creativecommons.org/licenses/by-nc-nd/4.0/


241Anja Tiedemann

[title unknown]
Drawing; no. 320
December 30, 1936: sent to BGNY on consignment (160 RM) / March 1, 1941: 
purchased by GBB (160 RM), remains in New York
Lot 37 or 38

Männerzeichnung (Drawing of a Man)
Chalk drawing; no. 323
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 406
January 6, 1938: sent to BGNY on consignment (160 RM) / December 4, 1939: sold 
through BGNY (160 RM)

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 410
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 415
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 430
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 440
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38
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Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 442
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 445
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 451
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 459
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 496
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 502
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 503
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38
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Männerzeichnung (Drawing of a Man)
Chalk drawing; no. 591
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Männerzeichnung (Drawing of a Man)
Chalk drawing; no. 593
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

Männerzeichnung (Drawing of a Man)
Chalk drawing; no. 597
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
GBB (160 RM), remains in New York
Lot 37 or 38

34 Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 383
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
BGG (160 RM), remains in New York
Lot 37 or 38

35 Frauenzeichnung (Drawing of a Woman)
Chalk drawing; no. 386
January 6, 1938: sent to BGNY on consignment (160 RM) / March 1, 1941: purchased by 
BGG (160 RM), remains in New York
Lot 37 or 38
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