EXHIBIT 1




Murky histories cloud some local art by Maureen Goggin and Walter V. Robinson <br><i... Page 1 of 8

RELATED COVERAGE

April 17,1998

Htaly calls N.Y.
museum's prized
collection stolen

April 4, 1998

Italy suspects
smugglers got artifacts
to US collector

March 5, 1998
Austria confronts dark

past by combing art for

Nazi links

February 13, 1998
Museums' stance on
Nazi loot belies their
role in a key case

Jan. 30, 1998
Guatemala demands

MFA return of artifacts

Jan. 16, 1998
Harvard museum
acquisitions shock
scholars

Jan. 13, 1998
Guatemalans demand
return of artifacts

Jan. 9, 1998
New York DA bars
return of Austrian art

Dec. 6, 1997
Mali presses for
museum artifacts

Dec. 5, 1997
Guatemala moving to
reclaim art

We Pedal.The Best. For Less. Click heréi
NO FRAME BACK

' The Baston Hlebe

Nation | World

RELATED STORIES
A network of profiteers
Art histories at The Fogg and The MFA

Murky histories cloud some local art

By Maureen Goggin and Walter V. Robinson, Globe Staff, 11/09/97
F rench art dealer Cesar Mange de Hauke died in 1965. But he
comes alive in declassified documents in the US National
Archives: collaborating with the leader of the notorious Nazi effort to
plunder artworks systematically from Jews, and driving a German staff
car in occupied Paris.

Yet in 1949, just as the State Department was denying him an
immigration visa because of his Nazi complicity, de Hauke sold a
magnificent pastel by Edgar Degas to New York financier Maurice
Wertheim, whose collection passed to the Fogg Art Museum at
Harvard, his alma mater, after his death in 1950.

At the Fogg, correspondence on file shows that Wertheim was skeptical
about de Hauke's right to sell Degas's "Singer with a Glove." But he
bought it anyway. National Archives documents only add to those
suspicions: State Department records, evidence that the art was owned
by a French family whose collection was targeted by the Nazis in 1941,
and information that before it fell into de Hauke's hands it belonged to a
Swiss doctor who purchased at least one other looted painting.

At both the Fogg and the Museum of Fine Arts in Boston, records
suggest that other European artworks acquired during and after World
War II arrived with pedigrees that should have aroused curiosity, if not
suspicion. Now, a half-century later, once-secret government
documents have provoked a fresh accounting of what happened to the
war's spoils, and have provided new evidence that some unsuspecting
collectors donated artworks that may have been plundered from Jews
and other European collections to major museums.

The Degas is unusual for the amount of documentation that suggests it
might have passed illegally through Nazi hands and, ultimately, onto a
second-floor wall in the Fogg's most celebrated gallery, the Wertheim

Collection. But the two museums have other works with suspect
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characteristics: unexplained wartime ownership gaps, the involvement
of dealers who collaborated with Nazi art looters, and, often, a failure
by the collectors or museums to make inquiries before acquiring them.

For example, a wartime FBI report suggests that the Museum of Fine
Arts was nonchalant about the origin of its acquisitions during the war.
The MFA's curator of prints, Henry Preston Rossiter, admitted to FBI
agents in 1941 he knew that one dealer, Richard Zinser, whose works
he bought routinely had been imprisoned in Germany for smuggling.

Rossiter bought prints from Zinser, including valuable works by
Albrecht Durer, even though, the FBI report noted, Rossiter said Zinser
"never reveals where he obtains his works."

After the FBI's visit, the MFA ceased buying Zinser's works.

Even so, in an interview on Oct. 24, MFA director Malcolm Rogers
asserted the museum has always insisted that its curators carefully
check the history of any acquisition. As evidence of that longstanding
commitment, he cited the MFA's written "Collection Policy" that
contains that requirement.

Last Thursday, a museum spokeswoman, Dawn Griffin, acknowledged
that the MFA's Collection Policy had been approved by the museum’s
trustees on Oct. 23, the day before the Globe interview. She said,
however, that it had been in preparation for more than a year. But it was
pot until Oct. 23 that the museum began requiring all dealers to sign
bills of sale affirming their right to sell the artwork.

Griffin refused the Globe's request to release a copy of the full 12-page
written policy, saying it was an internal museum document.

An open market

Mark Masurovsky, one of the first historians to find evidence about
unscrupulous dealers in the National Archives, said disinterest by
museums in the origin of artworks "sent a clear signal during and after
the war that there was an open and unquestioning market for looted
artworks in the United States." With that encouragement, de Hauke and
other unscrupulous emigre dealers had a clear financial incentive to
prey on Jews, said Masurovsky, who is working for the Holocaust Art
Restitution Project, an effort spearheaded by the National Jewish
Museum to document and locate works looted from Jews.

Jonathan Petropoulos, a historian at Loyola College in Baltimore who
has written extensively about wartime plundering, said there is no
evidence that American collectors and museums knew they were
acquiring looted art. But the combination of seemingly legitimate
middlemen, the zeal that museums brought to building their collections
and their unwillingness to ask probing questions of dealers or donors
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had a predictable result.

"The evidence, and it is growing, suggests that there may be hundreds
of paintings in American museums that were stolen from Jews or looted
from other European collections,” Petropoulos said. "If you count
drawings and lithographs, the number of artworks that have
problematic ownership histories is probably in the thousands."

At the MFA and the Fogg, Rogers and other officials are left defending
acquisitions that, in many cases, were made before they were born.
They note that many artworks have gaps in their ownership, simply,
and most often innocently, because owners cherish their anonymity,
and sometimes forget where they bought paintings. The archival
evidence pointing to other motives has only become available in the last
two decades. And as public institutions, their collections are published
for any claimant who wishes to come forward.

Moreover, the museum officials noted, there is no conclusive evidence
that any of the paintings that the Globe asked about were stolen. And

-with no claimants for the artworks, much of the documentation is

circumstantial.

Art specialists interviewed by the Globe said the Fogg and MFA are
hardly unique among museums for acquiring art without applying any
of the customary standards of due diligence that are required by law
when real estate and even used cars change hands. Nowadays, most
museums follow a standard practice, requiring donors and art dealers to
sign documents declaring they have clear title to the artwork.

But experts in art law say such documents are legally meaningless, and
amount to nothing more than a fig leaf for what the law now requires: a
full title search that can identify problem artworks and provide a real
defense if a claim is made.

Questionable provenance

The Globe decided to examine a small portion of the thousands of
European paintings at the MFA and Fogg - modern paintings acquired
during or after the war - after reporting earlier this year about war-
related claims being pressed against other museums.

The Metropolitan Museum of Art in New York and the Philadelphia
Museum of Art are facing allegations that they acquired looted
artworks after the war. In another case, curators at the Art Institute of
Chicago helped a major benefactor, Daniel Searle, acquire a Degas
monotype looted from a Dutch victim of the Holocaust.

Officials at both the Fogg and the MFA cooperated, opening their
archives for inspection, and doing original - and, some critics say, long
overdue - research to fill gaps in provenance, or ownership of some
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;f:gox Exg&i’%:f paintings. The results, in some instances, are embarrassing to the

will bring up a list of ~ TUseums, especially the Fogg, where four paintings have questionable

the painter's works. To provenances.

see one of the works,

Eﬂﬁfﬁf{fgﬁ?ﬂﬁ? At the Museum of Fine Arts, the issue is often how little it knows about

painting. some of its artworks. For example, the MFA bought a Monet painting
from Brandeis University in 1974. Records at the MFA and Brandeis

suggest that neither institution knew anything about the ownership of

<LATEST NEWS®

National "Woodgatherers at the Edge of the Forest" during most of the century
International after Monet painted it in 1864. The painting was purchased in 1961
Washington, D.C. from New York dealer Alexander Ball by Harold Kaplan, who donated

it to Brandeis in 1968.

“WORLD REPGRIS

gfrdglesfa“ Ball, according to National Archives records, had frequent dealings
Latin America with Nazi art looters - and a business relationship with Hans Wendland,
Russia who funneled numerous stolen paintings into a wartime black market
Europe that included emigre dealers in New York.

Africa

Canada

At the MFA, some valuable paintings have no ownership history,
except the name of the donors: The museum, for instance, knows
nothing about the history of five paintings left to the museum in 1948
by one of its benefactors.

Tahle of Contents

The museum has also been unable to identify who owned one of its
Picassos, "Standing Figure," during the 37 years before the MFA
bought the work from Swiss dealer Fritz Nathan in 1958. In a letter to
the Globe suggesting that suspicions about the provenance of MFA
paintings are unwarranted, George T. M. Shackelford, the curator of
European paintings, said Nathan's gallery "for more than half a century
was generally regarded as one of the most distinguished art galleries in
Europe."

Yet Nathan was the wartime art adviser and purchasing agent for Emil
: G. Buhrle, a Swiss collector who knowingly bought many paintings

® Today that had been looted from Jews, according to extensive Allied

interrogation reports in the National Archives. What's more, a 1921

auction catalog shows that the painting had been sold to a "Winberg."

Rogers, speaking from hindsight, said knowledge about Ball's wartime
activities makes it "very unlikely" the MFA would have purchased the
"Woodgathers at the Edge of the Forest" without conducting a thorough
investigation. "Clearly," he said, "that would ring alarm bells."

But Rogers noted that much of the information surfaced only recently.
"Inherent in the trading of any goods, as I'm sure you know since you
must have bought second-hand goods yourself or from antique shops, is
a matter of professional confidence,” he said. As for most gaps, he
added, "Human nature and memory are much more fragile than you
think, and our knowledge is often incomplete.... Incompleteness is no
grounds for suspicion."
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Still, he said, recent disclosures, some of them in the Globe, have led to
a "new awareness [of a problem] that nobody guessed the size of, and
we're all trying to cope with that."

Rogers, confronting questions about artworks acquired a half century
ago, wondered why they were not raised in the 1950s and 1960s by the
many Jews who, he said, were art dealers, collectors and art historians.

"But it is fascinating why in the years following the war ... more wasn't
said, people weren't more enraged ... particularly since so many of the
people in the art world were Jewish at that time. So many of the
scholars were people who had fled. You know, most of the great giants
in the art historical world were Jewish in that period ... The collectors
were as well. Very strange," Rogers said.

Selling off paintings to survive

Unlike the much larger MFA, the Fogg has virtually no staff or money
to undertake the sort of provenance research the Globe conducted: Its
annual budget for out-of-town research is just $2,000.

The Fogg collections, built on the philanthropy of Harvard's most
successful graduates, also contain their share of paintings with
incomplete, and sometimes suspicious ownership records.

Across the room from the Degas in the Wertheim Collection is a
haunting 1887 still life by Vincent van Gogh, "Three Pairs of Shoes,"
with its subliminal message about the misery of Europe's working poor.
Wertheim bought it in late 1943 from the best-known of the emigre
dealers, Georges Wildenstein. Wildenstein, like de Hauke, had a
business relationship with Karl Haberstock, Hitler's principal art looter.

But where did Wildenstein obtain the van Gogh? According to the
Fogg's records, it came from Marcel Kapferer, a French Jew. His
granddaughter, Francine Legrand-Kapferer, said in a recent interview
that Kapferer hid his family from the Nazis in Cannes during the war,
selling off paintings one at a time to survive. Legrand-Kapferer said
that her grandfather frequently reminded his family that but for those
sales, they would have died.

All such sales under duress in Nazi-occupied Europe were declared
invalid under a 1943 Allied declaration. If the van Gogh was among the
works sold during the war - and Legrand-Kapferer said she did not
know whether it was - then the artwork would enter a legal limbo.

Even more suspicious is a Monet, "La Mere Paul," listed at the Fogg as
owned before the war by Paul Wittgenstein in Vienna and bought by
the Wertheim Fund for the Fogg in 1955.

At the Globe's request, Austrian journalist Hubertus Czernin searched
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out Nazi records in Austrian archives. They show that the Nazis
confiscated a substantial art collection from a renowned Vienna concert
pianist of the same name, Paul Wittgenstein, though the records are
incomplete.

Wittgenstein's daughter, Joan Ripley of Charlottesville, Va., said her
father, who was of Jewish ancestry, fled to New York in 1938 and as
far as she knows never returned to Vienna, or recovered the bulk of his
property after the war. Another relative, though, recalls a "a painting of
an old woman, a Monet" that once hung in Wittgenstein's home.

The record shows that the Monet next surfaced in a gallery in Stuttgart,
Germany, in 1954, where it was bought by Jacques Seligmann, another
emigre dealer and associate of de Hauke who has been implicated in
wartime art collaboration. Seligmann sold it to the Wertheim Fund.

The $38,500 Degas

But it is the Degas pastel that Wertheim bought the year before he died
that has the most troubling history.

Maurice Wertheim was a tournament chess player, a founder of the
New York Theatre Guild, for a time the owner of The Nation magazine,
and the father of Barbara W. Tuchman, the Pulitzer Prize-winning
historian. During the war, he was also chairman of the American Jewish
Committee.

Wertheim was fearful that de Hauke did not have the right to sell the
Degas, though the correspondence at the Fogg does not suggest why.
To allay his fears, Wertheim had his lawyer call Justin Thannhauser, an
associate of de Hauke, while de Hauke was en route to a meeting with
Wertheim. Thannhauser told the lawyer that de Hauke did not own the
pastel, but was selling it for a Dr. Heer of Zurich.

Yet when de Hauke arrived, he told Wertheim that his corporation
owned the Degas, but refused to sign a statement saying he had

authority to sell it. Wertheim nonetheless handed over a check for
$38,500 for the artwork.

"Mr. Wertheim made the remark that he is aware of the fact that he took
a chance with regard to the title of this picture, but that in view of the
information obtained from Thannhauser, the risk involved is rather
remote," the Wertheim lawyer, Hermann E. Simon, wrote at the time.

Three weeks later, Simon received a letter, apparently from de Hauke's
lawyer, asserting that de Hauke bought the picture from Thannhauser -
another apparent contradiction.

Ivan Gaskell, the Fogg's curator of paintings, sculpture and decorative
arts, said that when he first saw the correspondence three or four years
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ago, he interpreted it to mean that both dealers had an interest in the
work. "In and of itself, it did not suggest any suspicion,” Gaskell said.

But the US archival records, coupled with Swiss government records,
suggest that both Thannhauser and de Hauke had much to hide.
Thannhauser was a business associate of Wendland, the German dealer
and art looter who funneled so many artworks into the black market,
and may have stored paintings for Wendland during the war.

The original listed owner of the pastelwas Camille Groult. Declassified
US documents show that Haberstock, the Nazi art looter with ties to de
Hauke, hired another art collaborator to "expertise” the Groult
collection, a common step before a confiscation or forced sale. The
Groults were apparently not Jewish, and efforts to determine what
happened to their collection, or whether the Degas was part of it at the
time, were unavailing.

The next owner in the chain was Dr. Fritz Heer, identified in National
Archives documents as a Swiss collector who purchased at least one
looted painting.

Several documents that historian Mazurovsky discovered in the
National Archives contain intelligence information and post-war State
Department correspondence that build a case against de Hauke for his -
ties to Haberstock and his role in art looting, even suggesting he may
have been involved in obtaining paintings for Adolf Hitler, Hermann
Goering and Heinrich Himmler. Two months before Wertheim bought
the Degas, a handwritten note by a State Department official concluded
de Hauke "knowingly handled looted art in his deals with the Germans"
and that he should be denied a visa to remain in the United States.

Gaskell, the Fogg curator, said he is eager to track down more
information about the paintings, especially the Degas. In light of the
archival records, he said of the one artwork,"There are clearly red lights
all along the way."

Previous coverage and related links are available on Globe Online at
www.boston.com. The keyword is paintings.

This story ran on page A01 of the Boston Globe on 11/09/97.
© Copyright 1997 Globe Newspaper Company.
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' . . 20 East 46th Steet, Suite 1402 Telephone: 212-297-0941

imNEn New York, NY 10017 ) Facsimile: 212-972-5091
Email: info@ALR ny.com

september 18, 2001.

“hristel Hollevoet-Force _

Research Assistant, Provenance Invoice: MOMA210-5
[he Museum of Modern Art

.1 West 53« Street

Jew York, NY 10019

Dear Ms. Hollevoet-Force:

(hank you for your search request. We have completed the Art Loss Register database search on the
ollowing items:

fg&r_tist: Pablo Picasso
/| Title: " Boy Leading a Horse
; “Date: - eatly 1906
Medium: Oil on canvas
Dimensions: 2% x 51 ¥” (220.3 x 130.6 cm)

Provenance; Ambroxse Vollard, Paris; Gertrude and Leo Stein, Paris, by 1907 -
before 1913; Paul von Mendelssohn-Bartholdy, Bedin; Justin Thanthauser, Munich;

, Slcgfncd Rosengart, Lucerne; Albert Skira, Geneva; William S. Paley, New York, 1936;
The Museum of Modem Art, New York. Gift of William S. Paley, 1964.

Color image Provided.

ALR NOTE: Paul von Mendelssohn — Bartholdy, Betlin mxght have been related to
Francesco Mendelssohn , whose collection underwent a forced sale. The Thannhauser

- archives are in Geneva now, and the name generally does not mean good things. Sigfried
Rosengart records are now in Lucerne, Switedand. It might be worth checking with
them to get a date of sale, as Albert Skira is a red flag list name, althoug it might be
alright as the pamnng went to New York so caﬂy on.

REDACTED



i;"; THE ARLT LOSSEBREGISTER, INC.
NN

REDACTED




li—-.- 1THE AKL LUDEKEGIDLIEK, 1ING.
[lll

REDACTED

8 ofS:ptembet 18, Z)OLﬁ:esctbunsbﬂtnotbcmtchstcredu stolen or missing on the Art Loss
egister database. Nor are they listed it the pu sources of WWII losses that are known to the Azt
oss Registet. As stated ini the Terms and Conditions, the datsbase does not include items that may have

ecuillcgzﬁyexpomd. Also, not every théﬁmnecasaﬁly:cporwd to us.

hould you have any further questions or inquiries, please do not hesitate to contact us by tclephonc or
xr, Thank you for usmg the Art Loss Register.
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PABLO PICASSO born 1881

WOMAN  Oelgemaelde 100 x 70 cm 40 x 28 inches
Bildnis Madame Soler Barcelona 1903

Ausgestellt Muenchen, Galerie Thannhausger,
Erste Picasso Ausstellung 1909

Armory Show in New York: "International Exhibition 13913
of Modern Art," Association of American Painters gnd
Scuptors. 69th Infantery Regiment Armory, New York,

# 148 Febr March 1913
Armory Show  Art Imstitute, Chicage, I11. March/Apr. 1913
Armory Show  Copley Hall, Copley Society, Gab.#148

Boston, Massachussetts April/May 1913

Christian Zervos, "Pabla Picasso", Volume I,
Repr.P.90, N0,200;angefuehrt rueckwaerts Plate 4%,
No 0200 °

Galerie Thannhauser, Berlin, Ausstellung moderner 1930
deutscher und franzoesischer und spanischer Fnstler,

Sammlung Paul von Mendelssohn Bartholdy, Berlin

Erste Picasso/Ausstellung in Std Amerika: O0kt. 1934
Buenos Aires, Katalog No., 1. ,
Jean Cassou, Picasso, Paris 1939 (franzoes.Ausg.) 1939
Jean Cassou, Picasso, London / New York, Hyperiom

Press 1940

abgeb. gangseitig S, 46

Mugeum of Modern Art, New York, "Twentieth Century 1343
Portraiss,"Exhibition by Monroe Wheeler

Seite 141

Santa Barbara Museum of Art, California: 1853
"Piesta Exhibition," No. 4.

Marion Koogler McNay Art Institute, Catal.# VII. 1961

San Antonio, Texasg, Special Exhibition.
Reproduced.

"An American Tribute", Rebtrospective Picasso Show,
Benefit Exhibition for "Public Fducation Association}1962
Cat, # 19, Reproduced, 1963

"The Armory Show in retrospect!, Boek by Edward H.Bwight, Director,
Museum of Art, Munsch Williams Proctor Institute, Utica,

(Die Ausstellung war wiederholt in Utica, und danach in

derselben Armory in New York wie in 1913,) Das Bild ist:
verzeichnet auf Seite 200, unter No,.348;doch es war nicht
ausgestellt. Ist sber ganzseitig reproduziert, Seite 8%,

Ein Bildnis gleicher Grbssestellt:; den Gatten der Madame
Soler dar und befindet sich im Eremitage Museum in Leningr‘ad°
(Zervos, Picasso, Vol.I, P.90, Abb,199,Catal.S.45; No.199.)

Vergl.das grosse Bild der Pamilie Soler mit 4 Kindern,frither

Wallraf Richartz Museum ,Kbln;unter Hitler versteigert: im der
Sehwed zeverkanftt an Micenm in Tidca {(Tarat++tsahY Tovrna T 2N2

Yo,

I AN T A TN NN £

PRRIREIORS
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When and from whom did you ecquire it? - .4 fo — Cuyactm -
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Pablo Picasso

HEAD OF A WOMAN (TRTE DE FEMME), 1903 (2F Paris (?). ., )

Pastel (m papgr, ll 3/8 x 11 1/8 (XTS, | A '?.'I-"\«‘ / ':‘ / b \3&“": _"H .},
Signed t. ». "Picasso |

Provenance: (gpdf. M v endeblasrt- Mtayf Berlon

Exbibitions: ﬁw— Freaseo Mm%mﬂfc’zw Ane s, JirR

Related Wo Zervos I, #205 (Tete de Pemme, Barcelona, 1903);
#25h (Fernande Olivier, 1906); .
Zervos VI, #7147 (portrait de Fernamde, 1906),

Literature: Zervos, Christian, Pablo Picasso, I (1957), #206.

Cirici-Pellicer, Alexandre, Picasso avant Picasso
trans, from the 1946 Spanish editiop by M, de Fioris
and V, Gasol, Geneva, 1950, #175 (Téte de Femme,
1903, pastel), 111,
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