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Countering the characterisation of August Sander’s work as politically neutral, Rose-Carol

Washton Long argues that the ‘The Persecuted’ and ‘Political Prisoners’ portfolios from

People of the Twentieth Century testify to the connections the photographer had with figures

on the left during the interwar years and by extension to his own leftist values. 

August Sander’s portfolio ‘The Persecuted’ – from the penultimate volume of his posthumously published

compendium People of the Twentieth Century – is made up of stark, austere portraits of Jewish men and

women determined to leave Germany after the Nazi anti-Semitic campaign intensified towards the end of the

1930s. Little has been written about why a non-Jew like Sander would not only associate with but also take

photographs of Jews at a time when the National Socialists were increasingly enforcing racial restrictions

against them. Much of the literature on Sander’s work casts the photographer as conservative and over-

emphasises the differences between his views and those of his more politically active son Erich.  This essay

will seek to counter this characterisation by examining Sander’s leftist cultural and intellectual friendships during

the 1920s and 1930s and by linking ‘The Persecuted’ with another portfolio called ‘Political Prisoners’, made

by Erich Sander in prison before he died in 1944. Analysing the two portfolios together helps clarify Sander’s

antifascist position after the Second World War and reveals the connections between this position and his

earlier political beliefs.

During his life August Sander continually revised the plans he first made in 1925–7 for a major seven-volume

compendium of his portrait photographs; he added new groups of images and re-arranged the organisation of

the volumes. As a result it was not an easy task for scholars working after his death in 1964 to determine either

the order of the photographs within the portfolios or the exact arrangement of the portfolios themselves. Not

until 1980 did a major reconstruction of his life-long project appear under the title August Sander: Menschen

des 20. Jahrhundert (published in English in 1986 as August Sander: Citizens of the Twentieth Century).

Twenty-two years later a revised, more definitive seven-volume edition with 619 photographs titled People of

the Twentieth Century was published by the August Sander Archive in Cologne.  Because Sander intended

his seven-volume opus to begin with portraits of farmers and to end with portraits of the insane, the physically

deformed, and the dead, and because his plan was to group individuals according to their occupations, art

historian Ulrich Keller’s introduction to the 1980 publication – in which he emphasises that Sander’s
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arrangement of his compendium was an outgrowth of the cyclical and evolutionary view of human society

propounded by the philosopher Oswald Spengler in his 1922 treatise The Decline of the West – has directed

much of the art historical research conducted on Sander’s work ever since.  Although Keller asserts that

Sander was a Social Democrat and that the photographer’s interest in ‘types’ was part of Weimar culture’s

fascination with the pseudo-scientific field of physiognomy, Keller comes to the conclusion that Sander was

conservative aesthetically and politically.  Others, such as the photographer Allan Sekula, have maintained

that Sander’s quest for universally communicated types shared the mistaken positivist belief in the infallibility of

science and liberal politics – belief systems that Sekula felt were easily merged a few years later with the

policies of National Socialism. Written in 1981 when attitudes toward socialism’s involvement with

parliamentary government was viewed by many Marxists as an unjustified compromise, Sekula further

contributed to Sander’s identification as a naïve and apolitical individual while obfuscating the variety of

intellectual differences within the left in pre-Second World War Germany.

This approach is often reflected in scholarly studies of Sander’s first photobook, Face of Our Time (Anlitz der

Zeit) of 1929, the only published collection of Sander’s work supervised by the photographer himself. Art

historian Andy Jones, disagreeing with Sekula that Sander’s book too closely favoured ‘biological

determinism’, found Sander to be siding with the Mittelstand, the lower-middle class exemplified by small

businessmen. Although Jones, like Keller, notes that the photographs of the workers and even the

unemployed have a heroic quality, he goes on to emphasise the contradictory and ultimately reactionary beliefs

of the Mittelstand, again diminishing Sander’s connections with the German left.  In a lengthy and significant

article on Weimar photo essays art historian Michael Jennings rightly emphasises the importance of Sander’s

sequencing of photos, but he finds tensions between Sander’s goals and their communicable viability.

Although he states that Sander did not pander to the nostalgia of the right, he concludes that the 1929 book

was ‘matter-of-fact, even-handed in its political comment, and sympathetic to every segment of society’, a

comment that subtly minimises Sander’s commitment to the under-privileged.  Art historian Daniel H. Magilow,

whom Jennings advised for his doctoral dissertation, describes Face of Our Time as a reflection of

Spengler’s conservative philosophy in his 2012 book The Photography of Crisis: The Photo Essays

of Weimar Germany. He interprets Sander’s decision to place images of the unemployed at the end of the

photobook as proof of the photographer’s belief in the decline of civilisation, rather than as support for

redundant labourers.  While the German philosopher Walter Benjamin has been recognised by the majority of

these critics for his praise of the photobook’s sociological understanding of the German class system and for

his claim that Sander’s work (along with that of the more experimental artist László Moholy-Nagy) pointed to the

direction that photography should take in the future, even Benjamin’s analysis of Sander’s work has been

questioned, despite the philosopher’s Marxist credentials.  Many on the new left, reinvigorated by the student

protests of 1968 that embraced an anti-Stalinist type of Marxian analysis, as well as those leaning toward the

centre, have considered Sander to have been uncommitted or neutral in his assessment of German cultural

and political groupings, obfuscating both Benjamin’s claim for Sander’s political positioning and also the

multiplicity of factions that viewed themselves as leftist during the Weimar Republic and even during the

National Socialist era.
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Fig.1

August Sander

Working Students 1926

Photograph, gelatin silver print on paper

190 x 250 mm

ARTIST ROOMS Tate and National Galleries of Scotland. Lent by Anthony d’Offay 2010

AL00058

© Die Photographische Sammlung/SK Stiftung Kultur - August Sander Archiv, Cologne; DACS, London, 2013.

The editors of the revised 2002 edition of People of the Twentieth Century have pointed out that the National

Socialist period had a profound impact on Sander. According to the editors, the sixth volume, The City, which

includes both ‘The Persecuted’ and the ‘Political Prisoners’ portfolios, was subject to the greatest number of

changes and additions during Sander’s lifetime. After the Second World War had ended Sander appended a

note to his original list from the 1920s, remarking that he wanted this volume to include ‘Politicians Imprisoned

by the National Socialists’ and that he had made prints from the negatives taken by his son in prison for this

purpose.  In a letter written in July 1946 to Hans Schoemann (fig.1), a close friend of his late son Erich,

Sander explained that he planned to include in his project a portfolio containing his photographs of ‘Jews who

emigrated … mostly old Cologne types’, which he believed would be a ‘magnificent document for the Jewish

people’, expressing his long delayed revenge against the National Socialists.  Several months later, in a

letter to a close associate, the writer and editor Dettmarr Heinrich Sarnetzki, Sander mentioned both portfolios:

writing about the difficulties of arranging his compendium, he described the process of laying out his passport

photos ‘concerned with people who emigrated or breathed their last in the gas chambers’.
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Fig.2

August Sander

Political Prisoner [Erich

Sander] 1943

Photograph, gelatin

silver print on paper

ARTIST ROOMS Tate

and National Galleries

of Scotland. Lent by

Anthony d'Offay 2010

View the main page

for this artwork

Fig.3

August Sander

Victim of Persecution

1938, printed 1990

Photograph, gelatin

silver print on paper

unconfirmed, frame: 490

x 390 x 30 mm

ARTIST ROOMS Tate

and National Galleries

of Scotland. Lent by

Anthony d'Offay 2010

View the main page

for this artwork

Both ‘The Persecuted’ and ‘Political Prisoners’ provide instantly gripping and sober images, yet they have not

been the subject of much discussion or analysis. Few of the portraits of inmates except for the one of Erich

working at a prison table (fig.2) have been identified in the ‘Political Prisoner’ portfolio in the 2002 edition.  Of

the twelve individuals in ‘The Persecuted’ portfolio, no names are listed in the revised edition although a few of

the last names were written on the negatives. Little is known about the identity and background of the sitters

and even less is known about whether they emigrated successfully or died in concentration camps. Arnold

Katz (fig.3) is one of those documented to have been taken from Cologne in October 1941 to the Lodzghetto

in Poland, who then died or was killed in the Chelmo camp seven months later.  A 1933 newspaper account

and photograph of Katz and his son being paraded through the Cologne streets with derogatory placards

during a Nazi demonstration indicates the power of the National Socialists in the city soon after Hitler took over

the German government (fig.4).  Many more negatives of those who asked Sander for exit or passport

photos are marked in Sander’s script ‘jude’ on their glassene protectors than were published in the 2002

edition, or even in the 1980 edition, in which the portfolio of his son’s photographs of political prisoners was

not included.
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Fig.5

August Sander

Painter [Heinrich

Fig.4

The butcher Arnold Katz and his son Benno Katz being paraded through Cologne during a boycott of Jewish

businesses on 1 April 1933

NS-Documentation Center of the City of Cologne

Sander’s decision to place the passport photographs of Jews in the same volume as his son’s photographs of

those imprisoned by the National Socialists should serve as a reminder that Sander not only had a negative

attitude toward the Nazi takeover but also had strong political views as well. Scholars usually mention that

Sander neither shared the radical political commitment of his son Erich nor approved of his political

activism.  But left-leaning friends of Erich such as the communist leader Paul Fröhlich often visited their

home and appear in Sander photographs. Indeed Fröhlich is prominently featured in a three-quarter-length

portrait close to the centre of Sander’s Face of Our Time.  Sander is known to have assisted his son with the

printing of some of the anti-fascist leaflets promoted by the outlawed Socialist Workers’ Party of Germany to

which his son then belonged.  Since the primary targets of the National Socialists in their first year in power

were those associated in any way with communism, Sander was certainly aware of the danger Erich faced as a

member of a political party that included some communists among the majority of independent Social

Democrats. Erich was arrested in 1934 for distributing these leaflets and died in prison ten years later from an

untreated ruptured appendix. Two years after his son was imprisoned, the unsold copies of Face of Our Time

along with all the printing plates were confiscated by the Nazis and destroyed.

Sander did not openly write about his political beliefs and as a result they remain

obscured. But during the 1920s and 1930s the photographer was closely involved

with a radical left art group known as the Cologne Progressives, whose members’

works were included in the infamous Degenerate Art exhibition that toured

Germanyin 1937–8. This exhibition was the culmination of a campaign in which the

National Socialists linked Marxism and Bolshevism with modernism and Judaism.

Essays in the exhibition catalogue described the political left and modern art as

alien and sub-human, claiming that Jews were responsible for the decay of German

art even though very few of the artists were of Jewish extraction.  Jankl Adler and

Otto Freundlich, two of the six Jews among the 112 artists defamed in this

notorious event, were joined by their fellow Cologne Progressive artists Franz W.

Seiwert and Heinrich Hoerle, Sander’s closest friends associated with the group.

Sandler had photographed all four of these individuals and their work (figs.5 and 6),
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Hoerle] 1928

Gelatin silver print on
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Fig.6

August Sander

Painter [Jankel Adler]

1924

Gelatin silver print on

paper
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and a photographic record of Sander’s workroom (fig.7), taken perhaps as late as

1942, indicates that he kept his photographs of Seiwert, who had died in 1933, and

Hoerle, who died in 1936, hanging in this room.  By the time the exhibition came

to Cologne’s neighbouring city of Düsseldorf in date, Sander would have seen the

cover of the exhibition guide with an image of a Freundlich plaster cast desecrated

by the word Entartete (Degenerate) printed in large letters above it.

Sander had made contact with a number of artists associated with the Cologne

Progressives by 1923, and as a result he expanded and strengthened his anti-

establishment views that had begun after his service in the First World War led him

to question militarism and extreme nationalism.  Many in this loosely structured

group were Marxists and anarchists, and, although they did not join the German

Communist Party, they believed their work should express themes revolving around

class struggle. Discussions about which style and form could best communicate

these subjects to the widest possible audience were central to the group’s

activities. Experimenting with graphics, relief carving and oil paint, they contributed

to a number of proletarian periodicals. Sander first displayed many of the

photographs he was collecting for his 1929 book Face of Our Time at an exhibition

of the Progressives at the Cologne Art Association in 1927. Seiwert and Hoerle

admired Sander’s approach to photography as a craft and an art for they were

consumed by the tactile, craft-like quality of painting in oil to which they had turned in

the late 1920s. Sander did not use the newly invented Leica camera but continued

to use a large-format camera, which allowed him to capture minute details of an

individual face as well as the tactile surface of a canvas or a relief. As a result,

Sander was the main photographer of the work of the Progressives and for a 1926

group exhibition in Moscow they used his photographs of their work as substitutes

for the originals.  A wooden relief sculpture called Lenin by the key Progressive

artist Gerd Arntz, known only through Sander’s carefully detailed black and white

image, was given to Sander because Arntz felt the photographer was sympathetic

to the cause of the communists.  Seiwert was among those with whom Sander

was closest, and praised the representative quality of Face of Our Time in a 1930

essay, declaring that photographs would replace paintings as witnesses to the

epoch for they would ‘serve as documents of our time, passed down from our era

to future ones’.

In his introduction to Face of Our Time the writer Alfred Döblin made a similar point

when he praised Sander for contributing ‘superb material for the cultural, class, and economic history of the

last thirty years’.  After explaining that the portraits were not made for aesthetic or commercial reasons,

Döblin asserted that the portraits were intended to be informative. Döblin called Sander’s photobook a

‘sociology’ of the changes of his epoch that revealed ‘the tensions’ between groups, and he advised

comparing the photograph Working Students (fig.1), that features Sander’s son, with that of a middle class

professor and his family whom the writer sardonically wrote were ‘nestling contentedly and still

unsuspecting’.  Commenting on the arrangement of images, Döblin pointed to the relationship between
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Fig.7

August Sander

Sander’s studio/home,

Cologne: Workroom

(Sander’s

Studio/Wohnung, Köln:

Arbeitszimmer) c.1930–

1942

Gelatin silver print

224 x 165 mm

The J. Paul Getty

Museum, Los Angeles

© J. Paul Getty Trust

Sander’s sequencing of his photographs and Germany’s recent industrialisation,

encouraging the reader to consider ‘the conclusion … reached by the figures from

the workers’ council, the anarchists and revolutionaries’.  The meaning of this

remark has often been misconstrued since the two concluding photographs of Face

of Our Time picture the unemployed.  While the significance of Spengler’s

treatise ought not to be discounted, Döblin, like Sander, was dismayed by the

casualties of industrialisation. Both wanted to believe that greater equality was

possible. Döblin advised consideration of a more equitable system proposed by

anarcho-communist political philosophers who remained aloof from organised

political parties with their dogmatic adherence to ideological rules. The figure of the

revered anarchist leader of the short-lived Bavarian Republic Erich Mühsam (to

whom Seiwert introduced Sander) appears in the centre of a image called

Revolutionaries, and is placed about a third of the way into the book, just after

Communist Leader, a portrait of Paul Fröhlich, one of the men much admired by

Erich Sander, and just before Working Students.  Following Döblin’s argument,

images of these individuals could not be placed at the end of the book since they

were not responsible for the unequal conditions that existed at the time. Moreover,

even in the late 1920s anarchists were not only disliked by followers of Soviet

communism but also by those in the centre, as well as by the right. It is not

surprising then that Döblin would conclude his introduction with an open-ended

comment: ‘Entire stories could be told about many of these photographs … they are

raw material for writers, material that is more stimulating and more productive than

many a newspaper report … Those who know how to look … will learn from these

clear and powerful photographs.’

Although Sander’s relationships with Marxists and anarchists have been relatively

unexplored, it seems clear that Sander felt closest to Seiwert of all the Cologne Progressives.  Not only did

Sander hang portraits of Seiwart and Hoerle in his working room, but in the same room he also displayed

Seiwert’s small oil painting The Farm Workers 1923, and in his dining room the larger painting The German

Peasants’ War 1932.  According to the curator Lynette Roth, Seiwert’s The German Peasants’ War was

painted as a reminder of the farmer’s role in radicalising the work force, and both Seiwert and Sander

constantly affirmed the importance of the agricultural worker, a subject not often represented by German artists

associated with the German Communist Party (KPD), which viewed the industrial worker, not the farmer, as the

model for change. The two Cologne friends belonged to that part of the Marxian left that included anarchists

and other communally-minded utopians who chose not to be dominated by either the German or the Russian

communist parties. Seiwert took the meaning of the communist logo of a hammer crossed with a sickle quite

literally, and he along with most of the other Cologne Progressives viewed the form of government known as

Räteregierung (with voting organised by occupation) as the most representative. Sander’s division of sections

of his compendium into farmers, craftsmen, industrialists, artists, servants and redundant labourers should be

seen in light of the Cologne Progressives’ belief in representation by occupation as the most inclusive political

system.  In addition, his photographs of the rural farmers of the Westerwald region that begin his 1929

photobook and People of the Twentieth Century may even be a tribute to the tradition of mutual assistance

and cooperation (fundamental anarchist values) which allowed the farmers and miners of the region where
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Sander was born to own their land and homes during the turbulent and changing times of industrialisation.

Unlike other rural areas in Germany, the people of Westerwald had owned the ‘mining rights and also the

forestry rights’ of much of the land on which coal was discovered. Income from this land contributed to their

independence and self-sufficiency, allowing them a means of self-regulation that was not found in other parts

of Germany.

Sander had faith in the power of his photography to communicate strongly and positively to the ordinary

person, and like the Cologne Progressives he wanted his art to affect the lay person. In a 1931 radio lecture,

while acknowledging that photography could be manipulated for evil as well as for good, Sander insisted that

photography as a ‘global language’ had fewer limitations than the verbal. The latter was too abstract and

required too much ‘knowledge and intellectual training in order to be understood’.  Speaking about how a

photographer could capture ‘a physiognomic portrait of the era’, Sander described a number of aspects he felt

the photographer had to combine to convey the historical moment: not only the face, but also the position of

the body and dates. He even expressed the possibility that political views could be represented by

photography: ‘Consider, for example, the parties in a nation’s parliament; if we start with the rightwingers and

move gradually towards those furthest to the left, we already have a partial physiognomic image of the country

… they all carry in their physiognomy the expression of their time and the attitude of their group, and this is

especially the case with particular individuals.’  His arrangement of his work after the Second World War

confirms to some degree that he continued to believe (even many years later) that his portrait photographs

could impart a lesson.

However, after the war, when he began preparing the two memorial portfolios ‘The Persecuted’ and ‘Political

Prisoners’, Sander appears to have been guided less by making his audience aware of class differences and

more by making them aware of the horrendous injustices suffered at the hands of the Nazis by Jews, political

leftists such as his son, and those his son photographed. Many of the imprisoned individuals were

photographed either in prison garb or without shirts, making them seem more vulnerable upon first impression.

In one head and shoulders shot of a man who has an uncanny resemblance to Erich Sander (when compared

to a snapshot of Erich taken for National Socialist records of ‘criminals’), the pale upper body and face is

contrasted against a darkened background (fig.8). Through this precise accentuation of dark and light, Sander

changed an archival type of record to a monumental epitaph. The careful framing of the body, which cuts off

the outside edges of the upper arms, forces the shoulders to appear massive, while the precisely delineated

darker skin of the face allows the eyes of this inmate to stare uncompromisingly at the viewer, searing his gaze

forever into our memory.

Sander referred to archetypes, using the term Stamm (with its connotation of

original roots, and tribes), to indicate the Westerwald farmers that begin his life-long

project, but he did not use the Jewish type or archetype that dominated photobooks

about Jews produced by experimental photographers during the Weimar period.

Photographs such as those taken by the former Bauhaus student Moshei

Vorobeichic in 1931, and by the photojournalist Tim Gidal in 1932, presented the

eastern European bearded orthodox as the prototype of the authentic Jew.

Sander also avoided the anti-Semitic stereotypes that could be seen in many

essays printed by the right or even in portraits by non-communist left artists such as

Otto Dix.  Indeed, the well-clothed individuals in Sander’s ‘The Persecuted’
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Fig.8
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August Sander

Victim of Persecution c.

1938

Gelatin silver print on

paper
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portfolio do not stand for any specific Jewish type. The individuals were from

different economic classes and most likely from different denominations of the

Jewish faith, but all appear to be assimilated in their clothing and physical

appearance. While the sweater-vest and the lack of cuffs of Arnold Katz’s portrait

(fig.3) may indicate a less financially secure class than the portrait of the impeccably

suited Mr Oppenheim, the clothing worn by the sitters in this portfolio – men in suits

with ties and women in blouses topped with pearls or other appropriate jewellery –

would have been customary for passport photos at that time.

However, these details are unable to deny the affect of anxiety and vulnerability

communicated by the saddened, even frightened expressions on their faces. The

angle of the body betrays these feelings as much as the down-turned mouths and

eyes. The neutral brown surface against which all of the faces and bodies in this

portfolio are set monumentalises and even dignifies the figures in the same way that

it did for the artists, musicians, architects, and writers in Face of Our Time. Many of

the other individuals in the 1929 photobook were given tools to represent their occupations (the broom of the

cleaning women) or were posed against backgrounds related to their work (the cellar doorway of the

coalman).  Comparing the photograph of Arnold Katz with that of Sander’s friend the writer and literary critic

Dettmarr Heinrich Sarnetzki, for example, or with the Cologne Progressive artist Jankl Adler, it is noticeable that

although all of them are represented in a seated position, Sander has captured Sarnetzki actively sitting

forward and Adler looking directly at the viewer while Katz slumps in the more passive position in which he has

found himself. Although Katz was a small businessman – the owner of a butcher’s shop not far from Sander’s

studio – Sander gave him the austere monumentality that he gave to the writer and to the artist. Despite the

down-turned mouth and the bent hand about to open, Sander’s portrait conveys a humane solidity that mocks

the newspaper photograph of Katz in which he is depicted being derogatorily paraded through the streets of

Cologne four years earlier during a Nazi boycott of businesses owned by Jews (fig.4).

The number of contact images that Sander printed for each sitter may not have

been unusual for the taking of passport photographs at that time, but the variety of

poses and the care with which he selected the most solemn, dignified image to print

indicates Sander’s concern for those who commissioned the images. The

numerous contact prints of the Oppenheim family reveal the number of shots and

changes of position, even clothing, behind the final print.  In the various contact

prints of Mr Oppenheim, Sander photographed him from both a three-quarter view

and a frontal view, choosing the three-quarter view for the final print, in which the

hands are cropped and the white curtain is eliminated so that the anxiety

communicated by his down-turned mouth becomes paramount. The contact sheets

for Oppenheim’s wife indicate that not only did Sander capture her from both a left

and right three-quarter positions, but that her arms are folded in two different ways.

Most striking is a third image, which he printed, where she wears a short-sleeved

printed blouse but appears against a blank wall. The portrait of the Oppenheim

daughter that Sander chose to print is moving in its emphasis on her unlined

freckled faced and her dark hair arranged simply behind her ear (fig.9). The light
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colour of the sweater visible around her neck and in the narrow stream beneath her

barely open dark jacket gives a soft and delicate tone to her skin, and emphasising

her youthfulness. Again the neutrality of the background only serves to dignify and

monumentalise the young woman even more.

Is it possible to differentiate a portrait of a Nazi official from a portrait in ‘The

Persecuted’ portfolio, even if the former wore civilian clothing and did not have a

party membership button on his lapel? Comparing a photograph of a National

Socialist officer in a striped suit (fig.10) with that of Mr Oppenheim, it might be noted

that the round, black-rimmed glasses and the high forehead point to similarities

between the sitters.  But it is not the older man’s grey hair or evenly creased face

that differentiates him from the younger man. Upon closer inspection, the relaxed

position of the younger man’s hands, his dapper suit, and the elegant studio chair

framing and yet confining his body become more noticeable, as is the confident

smile of someone, as Döblin remarked about another young man from an earlier

time, ‘nestling contentedly’ in an armchair. It seems unlikely that Sander would have

included the few photographs of Nazis in his compendium to indicate a naïve faith in

the so-called goodness of all people. In response to those who question Sander’s

inclusion of photographs of National Socialists in his portfolios, it might be deemed

that when he took the photographs he may well have needed the income. But it

could also just as well be deemed that he chose to include some of those

photographs because not to use them in his survey of the multifaceted political and

cultural views of the period would omit reference to the militarism and nationalism

that ledGermanyastray. Not to have included images of this aspect of the German

citizenry would have certainly been naïve.

During the war Sander returned to the Westerwald region of north-west

Germanynear the small villageof Hagenwhere he was born in 1876. His

photographs of rural farmers of that region, which are positioned at the beginning of

Face of Our Time and People of the Twentieth Century, are vivid references to both the independence of

these people and their self-regulation that made their independence possible. To describe this reference as a

nostalgic celebration of a primeval past (with Aryan roots) would be to misread the nuances of history. Sander

was quite aware that this region was transformed by the events of the twentieth century. Neither during the

interwar years nor after the Second World War did he choose to remain in the Westerwald region. The city

ofCologne was not only a place where he could earn income but it was also a place of stimulus. During the

1920s his friendships with writers and intellectuals, particularly with the artists associated with the Cologne

Progressives, solidified his philosophical and artistic goals, and supported his desire for a diverse Germany,

one that would include Westerwald farmers, anarchists, anarcho-communists, Jews, and other such

intellectuals who remained apart from the didacticism of the German Communist Party and the Nazi Party as

well. However, like the KPD Sander would have also been troubled by the problems of the underclass,

particularly the unemployed. Yet even during the 1920s the unstructured politics of pacifists, anarchists and

anarcho-communists along with the Socialist Party of Germany was denigrated by the KPD as well as by the

right. During the Cold War years of the 1950s, with the fear of theSoviet Union, Sander may not have wanted to
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emphasise his earlier embrace of left anarcho-communist politics. As is well known, Sander kept revising and

changing the order of each portfolio up until his death in 1964, but what is not always considered is that

deciding on the arrangement of seven volumes of photographs would not have been easy for someone so

committed to creating meaning for the future. His desire to relate his son’s prison photographs with his efforts

to photograph persecuted Jews, so clearly rendered in the 2002 compendium, should be seen as more than

just an antifascist gesture.

 

In a letter dated 31 December 1946 to his son’s close associate Paul Fröhlich, who had written about how

many of his relatives had been killed by the National Socialists, Sander wrote that he wanted his lifetime project

to ‘provide insight into our age and its people’ and to become ‘more valuable’ in the years to come.  Döblin’s

request in the introduction to Face of Our Time that readers compare portraits from different economic and

cultural groups in order to focus on ‘the tensions of our time’ may have some applicability to People of the

Twentieth Century as well. His concluding words urging the reader to actively engage with the photographs in

the 1929 book so that they might ‘discover more about themselves and more about others’ are all the more

resounding in the twenty-first century.  With today’s awareness of cultural variations and crossovers,

‘scientific’ bases for comparisons and any sense of certainty about the universality of differences are no longer

accepted, but this awareness should not be used to discredit Sander’s portraits as philosophically ‘matter-of-

fact’ or politically ‘middle of the road’. It seems very unlikely that Sander felt equally about all the different

representatives of German society. After the Second World War Sander may not have been as convinced by

anarcho-communism, but there is no reason to believe that he radically departed from Döblin’s interpretation of

his photographs as raising questions about the problems of the modern world. Resistance to doctrinaire or

dogmatic instruction may have been the most significant concept Sander retained from his contact with

anarchist thought. While contemplating the urgent issues of this century, it might be wise to accept Sander’s

and Doblin’s invitation to participate in the process of mediation and renewal by reconsidering Sander’s works.

Notes

48

49

A typical example of this attitude is art historian Ulrich Keller’s remark that August Sander was motivated ‘more by fatherly feelings

than political conviction’ in helping his son. See Ulrich Keller, ‘August Sander: A German Biography’, in August Sander: Citizens of

the Twentieth Century, ed. by Gunther Sander, trans. by Linda Keller, Cambridge, Massachusetts 1986, p.13.

August Sander: Menschen des 20. Jahrhundert, ed. by Gunther Sander, Munich 1980, August Sander: Citizens of the Twentieth

Century, trans. by Linda Keller, Cambridge, Massachusetts 1986.

August Sander: People of the Twentieth Century,eds. by Susanne Lange, Gabriele Conrath-Scholl and Gerd Sander, Cologne

2002. The photographs in an earlier volume – August Sander Deutschenspiegel. Menschen des 20. Jahrhunderts, ed. by Heinrich

Lützeler, Gütersloh 1962 – were arranged from the point of view of the editor. See Susanne Lange and Gabriele Conrath-Scholl,

‘August Sander: Menschen des 20. Jahrhunderts – Ein Konzept in seiner Entwicklung’, in August Sander: Menschen des 20.

Jahrhunderts. Studienband, Munich 2001, p.36.

See Ulrich Keller’s introductory essays: ‘Sander and Portrait Photography’, ‘August Sander: A German Biography’, and ‘Conceptual

and Stylistic aspects of the Portraits’, in Sander 1986, pp.9, 15, 27.

Moreover, Keller’s comparison of Sander’s types with racially-inclined stereotypes is confusing.

Allan Sekula, ‘The Traffic in Photographs’, Art Journal, vol.41, no.1, 1981, pp.17–19. For a good introduction to the complexities of

the left see Istvan Deak, Weimar Germany’s Left-Wing Intellectuals: A Political History of the Weltbühne and Its Circle, Berkeley

and Los Angeles 1968, pp.1–9. For a brief discussion of the lack of unity among the political parties of the left see Detlev J. K.

Peukert, The Weimar Republic,trans. By R.Deveson,New York 1989, pp.150–4. The fact that many of these intellectuals were of

1.

2.

3.

4.

5.

6.

http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnote48_aieua2a
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnote49_n5jqu4r
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref1_o7axnni
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref2_cxyxb0z
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref3_qqua6ry
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref4_zggti78
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref5_km3zj4m
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref6_xgu15jm


23/04/2013 August Sander’s Portraits of Persecuted Jews |  Tate

auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews 12/14

Jewish origin should not be ignored.

Andy Jones, ‘Reading August Sander’s Archive’, Oxford Art Journal, vol.23, no. 1, 2000, pp.1–22.

Michael Jennings, ‘Agriculture, Industry, and the Birth of the Photo-Essay in the Late Weimar Republic’, October, vol.9, 2000, p.36.

Daniel H. Magilow, The Photography of Crisis: The Photo Essays of Weimar Germany, University Park, Pennsylvania 2012,

pp.99–115.

See Walter Benjamin, ‘Little History of Photography’, 1931, in Walter Benjamin. Selected Writings 1927–1934, eds. by M.W.

Jennings, H. Eiland and Gary Smith, trans. by Rodney Livingstone and others, vol.2,Cambridge,Massachusetts andLondon 1999,

pp.520, 527 note 17. For illustrations and further discussion see Rose-Carol Washton Long, ‘Modernity as Anti-Nostalgia…’, Ars

Judaica, vol.7, 2010, pp.73–4, figs.8 and 9b.

See Lange, Conrath-Scholl and Sander 2002, vol.6, pp.17–21. Of the eleven portfolios in the sixth volume, The City, four of them –

‘The Street and Street Life’, ‘City Youths’, ‘Servants’, ‘Types and Figures of the City’ – were from the original list. The portfolio

‘Travelling People’ (divided into two in the 2002 publication: ‘Fair and Circus’ and ‘Gypsies and Transients’) was most likely added

in the late 1930s, as was ‘People Who Came to My Door’. The editors clearly explain that the choice and arrangement of works in

each portfolio, as well as the order of the portfolios in each volume, were constructed from numerous sources in addition to

Sander’s. As a result, it was not always clear which works from his enormous archive Sander might actually have included. However,

the editors deliberately placed the passport photographs that Sander took of a number of Jewish citizens from c.1938 immediately

before the photographs Erich had begun to take in 1942 when he was imprisoned.

August Sander, letter to Hans Schoemann, 26 July 1946, REWE Library, De Photographische Sammlung/SK Stiftung Kultur, August

Sander Archive. The German word herrliches is translated as ‘splendid’ in Lange, Conrath-Scholl and Sander 2002but I prefer to

translate it as ‘magnificent’ for I feel that the word conveys the monumental quality that Sander intended.

August Sander, letter to Dettmar Heinrich Sarnetzki, 7 January 1947, Sarnetzki Estate, Heinrich Heine Institute, Düsseldorf, quoted

in Lange, Conrath-Scholl and Sander 2002, vol.6, pp.17–21.

In a letter to his father, Erich referred to Marcel Ancelin as one of the most intelligent of his fellow prisoners and one whom he hoped

to visit after the war. See Susanne Lange and Gabriele Conrath-Scholl 2001, p.24.

For discussion of those deported from Colognesee Cologne During National Socialism. A Short Guide Through the EL-DE

House, ed. by NS Documentation Centre of the City of Cologne, Cologne 1997, pp.193–7. Ulrich Eumann, an investigator at the NS

Documentation Centre in Cologne and a specialist on radical left groups during the Weimar Republic and the National Socialist

period, has confirmed that both Arnold Katz and his son Benno were deported on 22 October 1941 and died seven months later in

the Chelmo concentration camp in Poland; Ulrich Eumann, interview with the author, 30 May 2012. Sander’s photographs ofBenno

and of his mother do not appear in the 2002 edition of People of the Twentieth Century. According archivist Gabriele Conrath-

Scholl, the Katz family shop was not far from Sander’s studio.

Historian Saul Friedländer reports that as early as March 1933 the city of Cologne barred Jews from municipal sports facilities. For

further discussion of racial laws in the early years of the National Socialism, see Saul Friedländer, Nazi Germany and the Jews.

Volume I: The Years of Persecution, 1933–1939, New York 1997, p.36 ff.

Many have interpreted Gunther Sander’s comments that his father was committed to the Social Democratic Party of Germany and

argued frequently with his son Erich about the threat of communist domination to mean that he was fiercely anti-communist rather

than anti-violence and pro-socialism. See Gunther Sander, ‘Photographer Extraordinary’, in August Sander: Men Without Masks.

Faces of Germany 1910–1938, trans. by Maureen Oberli-Turner, Greenwich, Connecticut 1973, p.299. August Sander’s attitude

could be compared to the first female member of the Berlin Academy of Art, Käthe Kollwitz, who expressed sympathy for the

communists in the early 1920s but could not condone their violence. Kollwitz commented in her diary about how her stance against

violence prevented her from voting for the communists even though she supported many of their causes. See Rose-Carol Washton

Long (ed.), German Expressionism: Documents from the End of the Wilhelmine Empire to the Rise of National Socialism,

Berkeley 1995, p.187.

Ulrich Eumann has confirmed that Sander helped Erich make copies of flyers when his son’s printer broke down; Ulrich Eumann,

interview with the author, 30 May 2012. The Socialist Worker’s Party of Germany (SAPD), to which Erich belonged, had split from

the Socialist Party of Germany (SPD) in 1931 and joined with members of the Independent Socialist Party of Germany (USPD) to

combat the Nazis. In 1932 some members of the Communist Party of Germany (KPD) also joined. See Ulrich Eumann, Eigenwillige

Kohorten der Revolution. Zur regionalen Sozialgeschichte des Kommunismus in der Weimarer Republik, Frankfurt am Main

2007.

See for example, Fritz Kaiser, ‘Guide to the Degenerate Art Exhibition’, in Long 1995,pp.309–11. For an extended discussion of the

Nazis’ attempts to connect modern art, Bolshevism, and Judaism, see Christian Weikop, ‘Introduction: Defamation and

Rehabilitation’, in Christian Weikop (ed.), New Perspectives on Brücke Expressionism, Farnham 2011, pp.193–203.

7.

8.

9.

10.

11.

12.

13.

14.

15.

16.

17.

18.

19.

http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref7_7ibm1wn
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref8_uecjki5
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref9_tf35rtt
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref10_2n7ntrd
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref11_o2qkarx
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref12_1dbkidt
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref13_tmndrg9
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref14_01r1doe
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref15_y7icyzm
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref16_ygaokbz
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref17_sfjdrxg
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref18_04f9txz
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref19_yb5m9co


23/04/2013 August Sander’s Portraits of Persecuted Jews |  Tate

auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews 13/14

Stephanie Barron, ‘1937 Modern Art and Politics in Prewar Germany’, in ‘Degenerate Art’: The Fate of the Avant-Garde in Nazi

Germany, exhibition catalogue, Los Angeles County Museum of Art, Los Angeles 1991, p.9.

The Getty calls this photograph ‘August Sander’s Studio/Home, Cologne: Workroom’ and dates it c.1930–42, suggesting that it may

have been taken as late as 1942 when Sander was moving his household to the small village of Kuchhausen in the Westerwald. See

In Focus: August Sander. Photographs from the J. Paul Getty Museum, Los Angeles 2000, pp.98, 136.

See Christoph Zuchlang, ‘An “Educational Exhibition”: The Precursors of Entartete Kunst and its Individual Venues’, in Los Angeles

County Museum of Art 1991, p.90.

Ulrich Eumann has remarked that August Sander’s experience during the First World War turned him towards pacifism and

socialism; Ulrich Eumann, interview with the author, 30 May 2012.

For further discussion of the relationship between Sander and the Cologne Progressives see Lynette Roth, Painting as a Weapon.

Progressive Cologne 1920–33: Seiwert-Hoerle-Arntz, exhibition catalogue, Museum Ludwig, Cologne 2008, pp.28–34, 38.

See ibid., p.126 note 15. Roth cites a 1973 interview conducted by art historian Kees Broos with Arntz, who claimed he gave the

relief to Sander as he thought he was a ‘communist sympathiser’. Arntz, who produced many graphic works, moved to Vienna in

1929 and then to Holland in 1934. For a reproduction of Lenin see ibid, p.26, fig.20.

Franz Wilhelm Seiwert, ‘august sander: antlitz der zeit’, in a bis z, organ der gruppe progressive kunstler, vol.3, 1930, p.22, quoted

in Gabriele Conrath-Scholl, ‘Perspectives – Notes on the Work of August Sander’, in August Sander – Seeing, Observing and

Thinking, Cologne and Paris 2009,p.22.

Alfred Döblin, ‘Faces, Images, and their Truth’, in August Sander, Face of Our Time,1929, trans. by Michael Robertson, Munich

2003, p.13. The philosopher Walter Benjamin refers to this essay in his discussion of Sander; see Benjamin 1931.

Döblin 1929, p.14. No photograph with that exact title appears in Face of Our Time, but Döblin may have been aware of

photographs other than the ones in the photobook.

Ibid., p.14.

See Sander 1929, no.59, Unemployed Sailor 1929, and no.60, Unemployed 1928. For an image of Sander’s portrait of Mr

Oppenheim see http://www.thejewishmuseum.org/onlinecollection/create_ecard.php?objectid=5483, accessed 16 April 2012.

See Conrath-Scholl 2009, pp.15–16. See also Gertrude Cepl-Kaufmann, ‘August Sander und sein Künstlerisches Umfeld die

Schriftsteller’, Zeitgenossen. August Sander und die Kunstszene der 20er Jahre im Rheinland, Cologne 2000, p.167. For images

see Sander 1929, no.24, Communist Leader 1929, and no.25, Revolutionaries 1929.

Döblin 1929, p.15. See also Magilow 2012, pp.102–3. Magilow credits Döblin with stressing the multivalent narratives of Sander’s

1929 work despite his assessment of the writer as a mere progressive, who ignored the pessimism of Sander’s final images of

the unemployed.

For an analysis of why the political orientation of the Cologne Progressives has been ignored see Lynette Roth, ‘The Cologne

Progressives: Political Painting in Weimar Germany’, unpublished PhD thesis, Johns Hopkins University, Baltimore 2009, pp.14–

20.

For colour reproductions of these paintings see Roth 2008, p.74, fig.98, and p.111, fig.162.

See Lange, Conrath-Scholl and Sander 2002, vol.5, pp.16–17.

Some scholars such as Andrew Carlson believe that in Germany anarchists who were quite diverse in their groupings despite a

general belief in Peter Kropotkin’s concept of mutual aid ‘exerted power all out of proportion to their numbers’; see Andrew Carlson,

Anarchism in Germany. Volume 1: The Early Movement,Metuchen 1972, pp.7, 101–2. See also Janos Frecot, ‘Literatur zwischen

Betrieb und Einsamheit’, Berlin um 1900, exhibition catalogue, Berlin Akademie der Künste, Berlin 1984, pp.319–47.

See Gabriele Conrath-Scholl, ‘Portrait of People: The Photographs of August Sander’, in In Focus: August Sander,2000, pp.101–

2.

August Sander, ‘Photography as a Universal Language: A Lecture’, 1931, in August Sander – Seeing, Observing and Thinking,

2009, p.27.

Ibid., p.29.

Although Tate has identified this photograph as a portrait of Erich Sander, neither Gabriele Conrath-Scholl nor Ulrich Eumann

believe that it is. Eumann has stated that this is a photograph of Friedrich Loot, whose name was on the original negative sent by

Erich to his father; Ulrich Eumann, email conversation with the author, 20 December 2012.

See the German version of the introduction to the first volume, The Farmer, in Lange, Conrath-Scholl and Sander 2002, vol.1, p.27.

number of Weimar Jewish intellectuals such as Döblin, as well as photojournalists such as Tim Gidal, were fascinated with finding

their roots among eastern European Jews, whom they considered ‘authentic’ – more religious and less materialistic than

assimilated German Jews. See Rose-Carol Washton Long, ‘Modernity as Anti-Nostalgia: The Photographic Books of Tim Gidal

and Moshe Vorobeichic and the Eastern European Shtetl’, Ars Judaica, vol.7, 2010, p.9. See also Steven E. Aschheim, Brothers

20.

21.

22.

23.

24.

25.

26.

27.

28.

29.

30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41.

42.

http://www.thejewishmuseum.org/onlinecollection/create_ecard.php?objectid=5483,
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref20_x23k94z
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref21_j5o4ay7
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref22_rldqfip
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref23_16fn802
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref24_7cfs595
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref25_32tcw96
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref26_wx2e95w
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref27_dcb59hh
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref28_7h03jel
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref29_ddf7619
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref30_ry5dlui
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref31_jp5ns7h
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref32_qdpmkof
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref33_utqzyxw
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref34_smuaboe
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref35_manwpha
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref36_9diphz4
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref37_sd9dyp4
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref38_lco6o07
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref39_pob4oop
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref40_6wp41yj
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref41_8mcpqas
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref42_fqmrs2n


23/04/2013 August Sander’s Portraits of Persecuted Jews |  Tate

auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews 14/14

View Edit Revisions

Acknowledgements

Articles relating to August Sander have been brought together in issue 19 of Tate Papers by Christian Weikop,

who co-organised the symposium ‘August Sander and Weimar Germany’, held at the National Galleries of

Scotland on 13 May 2011 during the ARTIST ROOMS exhibition August Sander at the Scottish National

Gallery of Modern Art. The editorial team is grateful to Dr Weikop for his co-ordination of these articles, which

contribute to the programme of the ARTIST ROOMS Research Partnership, a collaboration between Tate and

the National Galleries of Scotland with the Universities of Edinburgh, Glasgow and Newcastle.

and Strangers: The East European Jew in German Jewish Consciousness, 1800–1923, Madison 1999, pp.185–214.

For an extended discussion of Dix’s anti-Semitic portraits see Rose-Carol Washton Long, ‘George Grosz, Otto Dix, and the

Philistines: The German-Jewish Question in the Weimar Republic’, in Rose-Carol Washton Long, Matthew Baigell and Milly Heyd

(eds.), Jewish Dimensions in Modern Visual Culture: Antisemitism, Assimilation, Affirmation, Hannover and London 2009,

pp.167–92. For a brief discussion of Dix’s use of anti-Semitic stereotypes see Shearer West, The Visual Arts in Germany 1890–

1937: Utopia and Despair, Manchester 2000, pp.166–7

See Sander 1929, no.21, Coalman, Berlin 1929, and no.58, Cleaning Woman 1928.

An unpublished contact print of Arnold Katz in a frontal pose conveys a much more down-trodden mood and is much less dignified.

The contact prints and negatives are in the collection of the Photographischen Sammmlung/SK Stiftung Kultur, August Sander

Archive, Cologne.

For an image of Sander’s portrait of Mr Oppenheim see http://www.thejewishmuseum.org/onlinecollection/create_ecard.php?

objectid=5483, accessed 16 April 2012.

August Sander, letter to Paul Fröhlich and Rosi Wolfstein, 31 December 1946, cited in Gert Sander, ‘Epilog’, in Lange, Conrath-

Scholl and Sander 2002, vol.7, p.53.

Döblin 1929, p.15.

43.

44.

45.

46.

47.

48.

49.

http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews
http://auth.tate.org.uk/node/276621/edit
http://auth.tate.org.uk/node/276621/revisions
http://www.thejewishmuseum.org/onlinecollection/create_ecard.php?objectid=5483,
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref43_82jnflg
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref44_u2wpncj
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref45_d2saewq
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref46_wx02dlj
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref47_wdxt589
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref48_aieua2a
http://auth.tate.org.uk/research/publications/tate-papers/august-sanders-portraits-persecuted-jews#footnoteref49_n5jqu4r

