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Abstract 

The artist Elena Luksch-Makowsky (1878ï1967) is one of the earliest modern women 

artists to create a self-portrait pregnant (1901). However, in the painting, she presents herself 

in the midst of creating another artwork, highlighting her artistic identity above her imminent 

role as a mother. The struggle between these two identities was central to her work throughout 

her career.  

Elena Makowsky was born and received her academic training in Saint Petersburg. In 

1900, she married Richard Luksch and moved to Vienna, where she was invited into the 

Viennese Secession by Gustav Klimt. Her unique artistic talent applied to themes of renewal 

and rebirth, as well as her unique Russian inspirations, fortified her presence in Vienna. 

However, after a move to Hamburg in 1908, she gradually lost her connections to her artistic 

circle, and, after World War I and the Russian Revolution of 1917, to her family and 

homeland. She was further ostracized from Hamburg society because of her fervent Russian 

nationalism through the war, and divorce from her husband in 1921. Most recent scholarship 

suggests that her career ended shortly after her move to Hamburg, ignoring her continued 

artistic production through the Weimar, Nazi, and Post-World War II periods, until her passing 

in 1967.  

However, as a single mother, Luksch-Makowsky continued to work to support herself 

and her three children, adapting her relationship with motherhood and her Russian identity to 

the artistic trends and ideals of the times. This thesis traces key works in the artistôs later 

German production with a focus on the theme of motherhood, from pre-World War I discourse 

on the Woman Question, to post-Russian revolution nationalism, to the construction of the 

German mother and an Aryan bloodline through the late Weimar Republic and Nazi regime, to 

a return to Russian iconography after World War II. By presenting the methods of Luksch-

Makowskyôs constructed identification, this project shows how marginalized women artists in 

Germany negotiated the increasingly hostile and oppressive environment of fervent 

nationalism, sexism, and fascist dictatorship. 
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Chapter 1: Introduction  

In 1950, Hannah Engel, wrote to her friend, the artist Elena Luksch-Makowsky:  

You are a woman who has met resistance at every opportunity men have had. You have 

overcome everything: childbirth, illness, marriage and its deepest dark sides, poverty, 

betrayal, and disappointments in the most beautiful thing you possessed, in your great 

ability and its disregard. [é] Wouldnôt your things be worth a hundred thousand for 

the art dealers in 200 years?! One day you will number among the really great artists; it 

will be a woman who will show this poorest epoch of mankind that a genius triumphs 

even over hard times.1 

Through this letter, Engel presents Luksch-Makowskyôs career as riddled with 

obstacles, poverty, and betrayal related to her marriage and children. However, Engel also 

acknowledges the possibility, the certainty, that her friend will be posthumously known and 

celebrated as an icon representative of her time. Today, 70 years later, Luksch-Makowskyôs 

works have yet to reach the critical acclaim and monetary value that Engel prophesized.  

Elena Luksch-Makowsky (1878ï1967) applied her unique artistic talent to themes of 

renewal and rebirth, which fortified her presence in the Viennese Secession at the start of her 

career, from 1900 to 1908. However, in her later career in Germany, from 1908 to her death in 

1967, she did not meet the same success that she enjoyed in Austria. In a photograph from 

1910, she is shown posing in front of her early success, Adolescentia (1903), already reflecting 

on her past career (fig. 1). Because her later works have been less valued, existing scholarship 

has not yet explored the full extent of her post-Vienna oeuvre through the Weimar, Nazi, and 

 
1 ñ[...] Du bist ein Weib, dem alle Chancen der Männer als Widerstände mit in die Wiege gelegt wurden. Alles 

hast Du verwunden: Gebären, Krankheit, Ehe und ihre tiefsten Schattenseiten, Armut, Verrat, Enttäuschungen 

am Schönsten was Du besaßest, an Deinem großen Können und dessen Mißachtung [é] Ob nicht in 200 Jahren 

Deine Sachen Hunderttausend beim Künstlerhändler gelten?! Du wirst einmal zu den ganz großen Künstler 

zählen, eine Frau wird es sein, die dieser armseligsten Epoche der Menschheit einmal zeigen wird, daß ein Genie 

auch über dürre Zeiten triumphiert.ò Letter from Hannah Engel to Elena Luksch-Makowsky, 1 February 1950, in 

Maria Derenda, Kunst als Beruf: Käthe Kollwitz (1867-1945) und Elena Luksch-Makowskaja (1878-1967) 

(Frankfurt: Campus Verlag, 2018), 135. All translations from German and Russian are mine unless otherwise 

indicated. 
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Post-World War II periods, during which she went through most of the struggles that Engel 

names in her letter. However, despite career constraints due to her gender and the rise of 

Nazism, which denigrated avant-garde practices such as those of the Viennese Secessionists 

and certain Russian artists, Luksch-Makowsky continued to produce art through much of her 

long life, adapting her work to the needs and expectations of the changing social-political 

contexts, conforming to the roles that were allocated to women artists.  

Luksch-Makowskyôs ambition was to become a known and respected artist, which did 

not falter despite marriage, motherhood, and divorce through times of war and poverty. In her 

autobiography, she spoke of her aim to create a: 

[é] folkish, popular, epic art style. Not a genre with characteristic, anecdotal element, 

not realistic moral painting - with the often exaggerated and false taste of Vladimir 

Makowsky and even [Ilya]  Repin, characteristic of the older generation of artists, but a 

genre that touches the real and eternal essence of the people - with great compositional 

mastery, a feeling for musicality and mastery in the art of painting that I hoped to 

achieve. [é].2 

  Both Makowsky and Repin were known Russian artists under the tsarist regime, and 

mentors to Luksch-Makowsky. However, reflected in this passage, and Engelôs letter, Luksch-

Makowsky believed her works were the makings of a new, modern genius, who surpassed 

those of the past, and who presented the essence of her surroundings in her own unique ways. 

My thesis focuses on the construction of identity and in particular representations of 

motherhood in Luksch-Makowskyôs work during her long career in Germany, in the context of 

the changing discourses on womenôs rights and nationalism, in particular Russian nationalism, 

 
2 ñ [é] volkischen, epischen Kunststil. Kein Genre mit dem dafür characteristischen, anekdotischen Element, 

keine realistische Sittenmalerei- mit dem oft übertriebenen und falschen Beigeschmack von Wladimir 

Mokowskij und sogar I.E. Repin, charakteristiche für die ältere Künstlergeneration, sondern ein Genre, das das 

eigentliche und ewige Wesen des Volkes berührt-, bei großer, komponistischer Meisterschaft, dem Gefühl für 

Musikalitªt und Meisterschaft in der Malkunst, die ich zu erreichen hoffte. [é].ò Elena Luksch-Makowsky, 

Kindheits- und Jugenderinnerungen 1878-1900 (Hamburg: Hower Verlag, 1989), 119.  
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during World War I, the Weimar Republic, the Nazi regime, and the immediate post-World 

War II period.  

With most of the previous research concentrating on Luksch-Makowskyôs work with 

the Viennese Secession, I have relied on several archives in order to find, study, and 

contextualize never or rarely published works. A number of these works demonstrate the 

artistôs ongoing negotiations between her identities as a woman, a mother, a Russian, and an 

artist. Chapter 3 presents the biography of the artist and briefly overviews the works of her 

Viennese period to contextualize her later approach to motherhood and her Russian identity. In 

chapter 4, I present the creation, exhibition, and installation of the statue Frauenschicksal 

(1912) and the contexts, from the Woman Question to World War I to the Weimar Republic, 

related to its shifting interpretations. In chapter 5, I analyze Luksch-Makowskyôs lithograph 

Russia (1921) and its larger themes of refuge and war as a call for hope in reaction to the 1917 

Russian Revolution, the ensuing Civil War, and a devastating famine. Chapter 6 traces the 

artistôs shifting identification with the rising call for a return of the women to the home, from 

the late Weimar Republic as a motherly artist, seen in Fountain Sculptures (1930) and Portrait 

of Ekkehard, Karin, and Roland (1931), to her new self-construction as a strong, nationalistic, 

pure-blooded Aryan artist under the Nazi regime. Chapter 7 shows Luksch-Makowskyôs return 

to her Russian identity and her calls for the reinstatement of her homeland through the creation 

of icons for the émigré Russian Orthodox community in Hamburg, one of twelve icons of 

which, The Mother of God and Child (1946), stood out to viewers as distinctive in style, the 

mother made entirely her own. 

Throughout this thesis, I propose that Luksch-Makowsky used the theme of 

motherhood to fashion herself as a modern artist of changing times, in relation to the Woman 

Question, Russian Nationalism, and National Socialism. Although she did not create an epic of 
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the proportions we understand in art history today, she made visible the artist and woman as 

mother, from one of her earliest works, Self-Portrait During Pregnancy (1901), to her last 

work, her tombstone, for which chose her lithograph Russia, adding her three children to 

capture in stone both her artistic abilities and her constructed identity.3 By tracing key works 

in the artistôs later German production, with a focus on the theme of motherhood, this project 

suggests how marginalized women artists in Germany such as Luksch-Makowsky negotiated 

the increasingly hostile and oppressive environment of fervent nationalisms, sexism, and 

dictatorships.  

 

Figure 

 

 
Figure 1. Minya Diez-Dührkoop, Elena Luksch-Makowsky before her painting Adolescentia 

(1910), photograph, Museum für Kunst und Gewerbe, Hamburg, Germany.  

 
3 Athina Chadzis, Die Malerin und Bildhauerin Elena Luksch-Makowsky (1878- 1967): Biografie und 

Werkbeschreibung (PhD dissertation, University of Hamburg, 2000), 332.  
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Chapter 2: Litera ture Review and Methodology  

Very little scholarship exists on the work of Elena Luksch-Makowsky, especially in 

English. Most of the existing scholarship overwhelmingly focuses on her production during 

the Viennese Secession or shortly thereafter, overlooking her later career and life in Germany 

during and long after World War I. The reasons for this lack of scholarship are both practical 

and ideological. First, the works she created after her time in Vienna are primarily in private 

collections, were destroyed in bombardments, or are yet untraced.4 Second, research on 

modern women artists continues to lag behind research on their male counterparts. Although 

scholars have recently focused on women artists of the Viennese Secession and the Weimar 

period whose work is represented in public collections, research on women artists in Germany 

before and during National Socialism remains underdeveloped because of the mass destruction 

of property coupled with limitations on womenôs artistic production, especially in the public 

sphere. This literature review explores the research on Elena Luksch-Makowsky, womenôs 

rights, and women artists in Germany in the first half of the 20th century, highlighting the 

unique nature of this research and useful methods for pursuing work in this field.  

 

Literature Review 

The first post-humous study of Luksch-Makowskyôs art appeared in 1972 when 

Joachim von Waldegg curated a retrospective exhibition at the Viennese Secession to 

celebrate the 100th birthday of Richard Luksch, Luksch-Makowskyôs husband from 1900-

 
4 Four public collections include works from Luksch-Makowskyôs Viennese period: the Kunsthalle, Museum für 

Kunst und Gewerbe (MK&G), and Altonaer Museum in Hamburg, and the Belvedere Gallery in Vienna. Her 

archives, which conserve material from 1899 to her death and include additions from her family members, were 

bequeathed to the Eastern European Archives (Forschungsstelle Osteuropa) in Bremen, Germany, after the death 

of her son, Peter Luksch. This archive holds 12 boxes of pictures, sketchbooks, letters, ledgers, newspaper 

clippings and more. FSO 01-228, Forschungsstelle Osteuropa, Bremen University, Bremen, Germany. 
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1921, and included her works in one of the three rooms.5 This exhibition concentrated on the 

coupleôs work together, reigniting the idea of the óKunstlerpaar Lukschô and the collective 

production of many of their Viennese works. However, this exhibition also restricted Luksch-

Makowskyôs work and life to her marriage, and her works in collaborations with Luksch, 

which were largely confined to the period in Vienna before the couple left for Hamburg in 

1908, when Luksch was appointed director of the Kunst und Gewerbe School in Hamburg. 

The exhibition catalogue indicated that there was not yet a bibliography on Luksch-

Makowsky, a task that Waldegg subsequently took up in two articles in 1972 and 1974, and a 

monograph with Helmut Leppien in 1979, all of which were published in German.6 Leppien 

found Luksch-Makowskyôs later work lacking, remarking: ñWas it the fate of women, was it 

the lack of inspiration from the Viennese artistic circle, was it the increasing distance from the 

Russian homeland that led to a decline in her artistic vigour?ò7  

The first mention of Elena Luksch-Makowsky separate from Richard Luksch was by 

Ulrika Evers in 1983, in her lexicon of women artists in Germany of the 20th century.8 She 

briefly outlines her upbringings and education, and focuses on her Viennese work the 

Melpomene and the Tragic Choir frieze (1905). However, Leppienôs idea of Luksch-

Makowskyôs declining oeuvre resurfaced in Sabine Plakolm-Forsthuberôs 1994 catalogue for a 

retrospective exhibition on women artists of the Viennese Secession, in which she wrote that 

 
5 Joachim Heusinger von Waldegg, Richard Luksch 100 Jahre. Elena Luksch-Makowsky. Plastik, Graphik 

(Vienna: Secession, 1972). 
6 Joachim Heusinger von Waldegg, ñRichard Luksch und Elena Luksch-Makowsky -ein Kunstlerpaar der Wiener 

Jahrhundertwende,ò Alte und moderne Kunst 17 (1972): 40ï47; Joachim Heusinger von Waldegg, ñElena 

Luksch-Makowskys Gemªlde Adolescentia (1903),ò Mitteilungen der ¥sterreichischen Galerie 18, no. 62 

(1974): 66ï76, 106ï24; Joachim Heusinger von Waldegg and Helmut R. Leppien, Richard Luksch, Elena 

Luksch-Makowsky. Lichtwark-Gesellschaft (Hamburg: Verlag Hans Christians, 1979), 22. 
7 ñWar es das Frauenschicksal, war es die fehlende Inspiration durch den Wiener K¿nstlerkreis, war es die 

zunehmende Entfernung von der russischen Heimat, die dazu führten, daß die künstlerische Spannkraft 

nachlieÇ?ò Waldegg and Leppien, Richard Luksch, Elena Luksch-Makowsky, 22. 
8 Ulrika Evers, ñElena Luksch-Makowskaja,ò in Deutsche K¿nstlerinnen des 20. Jahrhunderts: Malerei, 

Bildhauerei, Tapisserie (Hamburg: Schultheis Verlag, 1983), 213-215. 
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Luksch-Makowskyôs career was ñembalmed already during her lifetime.ò9 This retrospective 

was the first comprehensive overview of women artists in Austria, which pointed to the lack of 

scholarship and encouraged a renewed look at the careers of women Secessionist artists who 

had been largely forgotten or erased from the historical record. Plakolm-Forsthuber notes that 

women were prolific art producers and participated in many significant exhibitions in the early 

20th century, including the famous 1908 Kunstschau, where one-third of the 179 artists who 

exhibited were women. These women artists, including Luksch-Makowsky, frequently 

published in the Secessionôs journal Ver Sacrum and received as much critical attention from 

the art world as their fellow men.10 Despite this landmark exhibition, art historians have still 

not yet given women artists of the Viennese Secession their due in broader modern art 

exhibitions or retrospectives.11 Instead, the focus remains on well-known artists, such as 

Gustav Klimt, Egon Schiele, Oskar Kokoschka, Koloman Moser, and Josef Hoffman.12 

Despite the fact that Plakolm-Forsthuber focused on women artists in Austria and their 

production until and during the rise of National Socialism, she only considers Luksch-

Makowskyôs oeuvre up to 1912, problematizing the role of motherhood in her early works Ver 

 
9 ñ[é] als K¿nstlerin gleichsam zu Lebzeiten schon einbalsamiert [é].ò Sabine Plakolm-Forsthuber, 

K¿nstlerinnen in Osterreich: 1897-1938. Malerei, Plastik, Architektur (Vienna: Picus, 1994), 126. 
10 Julie M. Johnson, The Memory Factory: The Forgotten Women Artists of Vienna 1900. Central European 

Studies (Indiana: Purdue University Press, 2012), xvii . 
11 Stella Rollig, Sabine Fellner, and Silvie Aigner, eds, Stadt Der Frauen: K¿nstlerinnen in Wien, 1900ï1938; 

City of Women: Female Artists in Vienna, 1900-1938, exhibition catalogue (Munich; Vienna: Prestel; Lower 

Belvedere), 24. 
12 In Christian Nebehayôs 1977 overview of the Viennese Secession, women artists are grossly unrepresented and 

unremarked upon, with Elena Luksch-Makowsky mentioned only in the overview of the artistôs monogram. 

Nebehay does not include the many works she exhibited with the Secession. Christian M. Nebehay, ed,Ver 

Sacrum, 1898ï1903 (New York: Rizzoli, 1977). In the 1986 exhibition, Vienna 1900: Art, Architecture and 

Design at the Museum of Modern Art in New York, the first significant exhibition of modern Viennese art in the 

United States, the catalogue reproduces Luksch-Makowskyôs monogram but does not expand upon her life or 

work. Kirk Varnedoe, ed, Vienna 1900: Art, Architecture & Design, exhibition catalogue (New York: Museum 

of Modern Art, 1986). 
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Sacrum (1901), Adolescentia (1903), and Frauenschicksal (1912), which continue to be the 

artistôs three most studied works today.13  

Since Plakolm-Forsthuberôs work, two scholars have worked extensively with Luksch-

Makowskyôs archives to examine her life and work more comprehensively. In her 2000 PhD 

dissertation for the University of Hamburg, Athina Chadzis provided the first overview of 

Luksch-Makowskyôs career, and thus contributed a key source for subsequent scholarship.14 

She briefly outlined the artistôs work from the Nazi period, focusing on the portrait series of 

Rupi Kirchmann and Luksch-Makowskyôs application to the Reich Chamber of Fine Art 

(Reichkammer der bildende Kunst).15 Chadzis supplemented her archival work with interviews 

with the Luksch-Makowsky family and neighbours. In 2018, Maria Derenda compared the 

work of Luksch-Makowsky and Käthe Kollwitz, focusing on the conception of the genius 

artist and using the two artistsô letters and autobiographical writings to consider how they 

sought to emulate this ideal.16 Derenda carefully translated most of Luksch-Makowskyôs 

Russian and French letters and notes into German. 

Studies on Elena Luksch-Makowsky in more recent research on women artists of the 

Viennese Secession depend on Chadzisôs and Derendaôs interpretations of this archival 

material. Isabella Swetina concentrates on Luksch-Makowskyôs work and representations of 

femininity in Munich and Vienna.17 In one of the few studies in English, Julie M. Johnson 

offered a new look at the artistôs work within the concept of Raumkunst (spatial aesthetic), 

 
13 Plakolm-Forsthuber, K¿nstlerinnen in ¥sterreich, 126. 
14 Chadzis, Elena Luksch-Makowsky. 
15 Chadzis, Elena Luksch-Makowsky, 277ï292.  
16 Derenda, Kunst als Beruf.  
17 Isabella Swetina, ñElena Luksch-Makowsky,ò in Denn da ist nichts mehr, wie es die Natur gewollt: Portrªts 

von K¿nstlerinnen und Schriftstellerinnen um 1900, ed. Britta J¿rgs (Berlin: Aviva, 2001), 150ï155. 
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proposing that Luksch-Makowsky was skilled at adapting her art to its space and context.18 

Shortly after, Simone Ewald rehearsed the artistôs biography up to the point of her move to 

Hamburg and then focused on the historiography of her work.19 Both Johnson and Ewald note 

the need for more English-language scholarship on Luksch-Makowsky and more attention 

paid to the works produced after the Viennese period. Ewald calls for particular attention to 

her ties to Russian avant-garde movements.20  

In 2019, the Belvedere in Vienna presented the exhibition City of Women, curated by 

Sabine Fellner, who highlighted the contribution of women artists in Vienna between 1900 

and 1938, including Luksch-Makowsky.21 In the exhibition catalogue, Alexander Klee 

highlighted the artistôs influences from 1900 to 1918.22 Following this, Klee curated a smaller 

exhibition focused solely on Luksch-Makowsky in 2020 for the Belvedere, Elena Luksch-

Makowsky: Silver Age and Secession.23 Unfortunately, the exhibition was restricted to one 

room and closed after only a month because of the COVID-19 pandemic. However, the 

catalogue offers new research on the relationship between Luksch-Makowskyôs work and her 

homeland, from Kleeôs chapter on Jugendstil in Russia,24 to Alla Rosenfeldôs look at her 

 
18 Julie M. Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic at the Vienna Secession,ò in The 

Memory Factory.  
19 Simone Ewald, ñThe Artist Elena Luksch-Makowsky: Between St. Petersburg, Munich, Vienna, and 

Hamburg,ò in Marianne Werefkin and the Women Artists in Her Circle, ed. Tanja Malycheva and Isabel 

Wünsche (Leiden: Brill, 2017), 175ï90. 
20 Ewald, ñThe Artist Elena Luksch-Makowsky,ò 189. 
21 ¥sterreichische Galerie Belvedere, City of Women: Female Artists in Vienna from 1900 to 1938. exhibition, 25 

January 2019ï19 May 2019, https://www.belvedere.at/en/city-women-0 (accessed 4 October 2023); Rollig, 

Fellner and Aigner, Stadt der Frauen; City of Women. 
22 Alexander Klee, ñElena Luksch-Makowsky: An Independent Artist,ò in Stadt der Frauen; City of Women, ed. 

Rollig, Fellner, and Eigner, 119ï130. 
23 ¥sterreichische Galerie Belvedere, Elena Luksch-Makowsky: Silver Age und Secession, exhibition, 23 

September 2020ï10 January 2021. 

https://www.belvedere.at/en/elena-luksch-makowsky-silver-age-and-secession (Accessed 4 October 2023); 

Alexander Klee and Stella Rollig, eds, Im Blick: Elena Luksch-Makowsky, Silver Age und Secession, exhibition 

catalogue (Vienna: ¥sterreichische Galerie Belvedere, 2020). 
24 Alexander Klee, ñSilver Age und der Wiener Jungendstil: Elena Luksch-Makowsky,ò in Elena Luksch-

Makowsky, ed. Klee and Rollig, 11ï25. 

https://www.belvedere.at/en/city-women-0
https://www.belvedere.at/en/elena-luksch-makowsky-silver-age-and-secession
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brother Sergei Makowskyôs circle, 25 to Athina Chadzisô research on her extensive Russian toy 

collection,26 to Fellenerôs essay comparing Luksch-Makowskyôs work to that of another 

Russian artist active in the Viennese Secession: Teresa Feodorowna-Ries. 27  

In other words, Luksch-Makowskyôs work has gained significantly in visibility in the 

last few years. In July 2023, her works Adolescentia and Self-Portrait in Ceramic (c. 1901), 

were displayed next to Klimtôs The Kiss (1908), at the Belvedere Gallery in Vienna. The latest 

exhibition on the Secession, Secessions. Klimt, Stuck, Liebermann, held in 2023 at the Alte 

Galerie in Berlin, included Luksch-Makowskyôs painting Die Katzenfresser (1900).28 

Additionally, because Luksch-Makowsky bequeathed many of her Viennese works to 

Hamburg museums before her death, these have been included in a number of Hamburg 

exhibitions that focus on her role as an avant-garde artist. The 2006 exhibition at the 

Hamburger Kunsthalle, Künstlerinnen der Avant-Garde, included several prints by Luksch-

Makowsky, and the catalogue entry written by Chadzis underlines the importance of Luksch-

Makowskyôs public sculpture Frauenschicksal in its Hamburg context.29 The F* Word: 

Guerrilla Girls and Feminist Graphic Design, a 2023 intervention at the Museum of Kunst 

und Gewerbe that critically examined the museumôs collection of works by women artists, 

 
25 Alla Rosenfeld, ñAristokratishes Weltb¿rgertum und Russentum: Elena Luksch-Makowsky und Sergei 

Makowski im Russland der Jahrundertwende,ò in Elena Luksch-Makowsky, ed. Klee and Rollig, 27ï38. 
26 Athina Chadzis, ñElena Luksch-Makowsky und die russische Volkskunst,ò in Elena Luksch-Makowsky, ed. 

Klee and Rollig, 97ï107. 
27 Sabine Fellner, ñZewi Kunstlerinnen in Wien um 1900,ò in Elena Luksch-Makowsky, ed. Klee and Rollig, 

108ï118. 
28 The exhibitionôs focus was on her portrayal of the ñfringes of society.ò Alte Galerie Berlin, Secession: Klimt, 

Stuck, Lieberman, 23 June 2023ï22 October 2023. https://www.smb.museum/ausstellungen/detail/secessionen/ 

(accessed 14 August 2023); Ralph Gleis and Ursula Storch, eds, Secessions: Klimt, Stuck, Liebermann, 

exhibition catalogue (Berlin: Hirmer, 2023), 252. 
29 Hamburger Kunsthalle, K¿nstlerinnen der Avantgarde in Hamburg zwischen 1890 und 1933, Teil II, 

exhibition, 3 Septemberï12 November 2006, https://www.hamburger-kunsthalle.de/ausstellungen/kunstlerinnen-

der-avantgarde-teil-2 (accessed 17 April 2024); Athina Chadzis, ñEin óFrauenschicksalô: Die Malerin und 

Bildhauerin Elena Luksch- Makowsky,ò in K¿nstlerinnen der Avantgarde in Hamburg zwischen 1890 und 1933, 

ed. Dorothea Maetzel-Johannsen, exhibition catalogue (Hachmannedition: Hamburger Kunsthalle, 2006), 53ï62.  

 

https://www.smb.museum/ausstellungen/detail/secessionen/
https://www.hamburger-kunsthalle.de/ausstellungen/kunstlerinnen-der-avantgarde-teil-2
https://www.hamburger-kunsthalle.de/ausstellungen/kunstlerinnen-der-avantgarde-teil-2
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incorporated Luksch-Makowskyôs prints. In 2024, the Getty Museum acquired Self-Portrait 

During Pregnancy (1901), making it the first public American collection to hold her work.30 

However, as has long been the case, these collections and exhibitions focus overwhelmingly 

on the artistôs work during her period with the Viennese Secession. 

To summarize, although several authors have studied Luksch-Makowskyôs work during 

the Viennese Secession and have begun to explore this early work in connection to Russian 

avant-gardes, art historical scholarship lacks a thorough and critical look at the artistôs 

production in Germany, including her involvement with the Reich Chamber of Fine Arts. This 

paper aims to focus on these later works, in part to show the pressures on women artists 

throughout the rise and rule of the Nazi regime.  

 

Methodology 

While depending on the previous literature, I have also conducted primary research in 

Luksch-Makowskyôs archives and studied her works, which has allowed me to consult the 

original complete versions of the texts mentioned in Chadzisôs and Derendaôs scholarship. 

Additionally, since digital resources have advanced since Chadzisôs first publication and many 

works have come to the market, I am presenting and analyzing works never before published, 

sometimes with better, colour images that show the detailed symbolism of Luksch-

Makowskyôs art. 

To approach the later period of her art practice, I frame Elena Luksch-Makowskyôs 

career and art within debates around gender and national identity, spanning from the Woman 

Question to Nazi ideology. As a foundation, I rely on Pamela Potterôs historiographic 

 
30 ñSelf Portrait Pregnant,ò Getty Museum, https://www.getty.edu/art/collection/object/114SW8 (accessed 17 

April 2024). 

https://www.getty.edu/art/collection/object/114SW8
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approach to National Socialist art, proposing that there were margins of resistance that women 

artists might have been able to exert.31 Potterôs examination of Nazi art problematizes 

preconceived notions of totalitarianism in the arts, showing that the idea of total control was a 

result of postwar propaganda to separate the atrocities of the óotherô from the rational óus.ô In 

this vein, I look at womenôs rights and women artists working within a margin of conformity, 

mitigating between gender control and the possibilities, albeit limited, of artistic 

independence.  

 
31 Pamela Maxine Potter, Art of Suppression: Confronting the Nazi Past in Histories of the Visual and  

Performing Arts (Oakland: University of California Press, 2016). 
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Chapter 3: Elena Luksch-Makowsky, Mothers and Artist s in Germany 1900-1911 

Mothers and motherhood were central themes for European women artists before the 

20th century. Near the end of the Enlightenment and on the precipice of the French Revolution, 

there was a cultural shift regarding the responsibilities of motherhood, especially evident in 

France.32 In 1762, Rousseau published Émile, in which he promoted the mother as the ñbabyôs 

natural nurturer,ò and emphasized the impact that a happy mother had on raising a child to 

become a good citizen.33 This image of the happy mother appeared in the work of women 

artists such as Élizabeth Vigée Le Brun (1755ï1842) and the German artist Caroline Bardua 

(1781ï1864). In the late 19th century, modern European and American artists presented 

mothers in intimate scenes with their children, their relationships built around private 

activities, such as bathing, reading, playing, and walking, as seen in works by French artist, 

Berthe Morisot (1841ï1895), American artist, Mary Cassatt (1844ï1926), Austrian artist, 

Eugenie Breithut-Munk (1867ï1915), and German artist, Sabine Lepsius (1864ï1942).  

By the early 20th century, many women artists engaged with discourses on the ideal 

mother and the emerging question of the New Woman. In Germany, the artists Käthe Kollwitz 

(1867ï1945) and Paula Modersohn-Becker (1876ï1907) depicted supposedly feminine 

subjects, scenes of mothers and their children, as their predecessors did, yet their works also 

develop an identity for women beyond motherhood. Their works included ideal characteristics 

of the German woman: Kollwitz depicted mothers who were both deeply connected to their 

 
32 Stewart Buettner, ñImages of Modern Motherhood in the Art of Morisot, Cassatt, Modersohn-Becker, 

Kollwitz,ò Womanôs Art Journal 7, no. 2 (1986): 14. 
33 Buettner, ñImages of Modern Motherhood,ò 15. 
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children but also heroes and revolutionaries; Modersohn-Becker depicted mothers of the Volk, 

close to the earth and caring for their children.34 

However, by the 1920s, the image of the happy mother, which was part of a broader 

cult of motherhood, was intensified by nationalistic fears stemming from the ravages on the 

population during World War I.35 The usefulness of children now no longer depended 

primarily on the moral character of mothers but also on their racial purity, the mother 

becoming the guardian of bloodlines and the promoter of a strong population.36 This 

multiplicity of the mother ultimately led to the adoption of Kollwitz and Modersohn-Beckerôs 

work, without their consent, into the nationalistic images of the Nazi party.37 

However, as in Vigée Le Brunôs Self Portrait with Daughter (1786) (fig. 2), women 

artists also mitigated their identities as artists, women, and mothers in their self-portraits. 

Although Modersohn-Becker often depicted motherhood, creating over twenty works on the 

theme between 1901 and 1906, she struggled with becoming a mother herself, and often 

 
34 Kollwitz was a feminist and proletarian activist whose works touch on womanhood, war, and revolution. In 

her Peasant Revolt graphic series of 1908, she shows women as leaders in the revolution. Brenda D. Rix and 

Brian W. McCrindle, eds, Kªthe Kollwitz: According to the Truth, exhibition catalogue (Toronto: Art Gallery of 

Ontario, 2018), 17. Modersohn-Becker often shows women surrounded by fruits and vegetables as earth mothers 

who embody the traditional association between woman and nature. Michelle L. Vangen, Left and Right: Politics 

and Images of Motherhood in Weimar Germany (PhD dissertation: City University of New York, 2017), 225. 
35 Buettner, ñImages of Modern Motherhood,ò 20. 
36 Rosemary Betterton, ñMother figures: the maternal nude in the work of Käthe Kollwitz and Paula Modersohn-

Becker,ò in Generations and Geographies in the Visual Arts: Feminist Readings, ed. Griselda Pollock (London: 

Routledge, 1996), 162.  
37 Under National Socialism, the new government forced Kollwitz to relinquish her position as professor at the 

Prussian Art Academy. Her work was labelled ódegenerate,ô most likely due to her links to the Expressionist 

movement and the Communist Party. However, they absolved her of the label in 1938 and used her work in 

propaganda posters. Her series, Hunger, for example, was reprinted with a falsified signature, St Frank, and 

framed as a representation of victims of communism. Madeline Ullrich, ñThe Art of Contradiction: Nazi 

Reception of Kªthe Kollwitz,ò National Museum of Women in the Arts, https://nmwa.org/blog/artist-

spotlight/the-art-of-contradiction-nazi-reception-of-kathe-kollwitz/ (accessed 17 April 2024); Many of 

Modersohn-Beckerôs works were bought by Ludwig Roselius, a wealthy industrialist who would become a 

member of the Nazi Party in 1939, after her death in 1907. He opened the Paula-Becker-Modersohn Museum in 

1927 as an extension of his house, to hold and exhibit his collection of her works, where he highlighted her 

works for their rustic approach and her idealization of rural peasantry as an extension of the German óNordicô 

essence. Vangen, ñLeft and Right,ò 203. 

 

https://nmwa.org/blog/artist-spotlight/the-art-of-contradiction-nazi-reception-of-kathe-kollwitz/
https://nmwa.org/blog/artist-spotlight/the-art-of-contradiction-nazi-reception-of-kathe-kollwitz/
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expressed conflict between her duties as an artist and a wife.38 Modersohn-Beckerôs Self 

Portrait on 6th Wedding Anniversary (1906) (fig. 3) depicts the artist holding her rounded 

stomach, yet she only fell pregnant a year later.39  

Elena Luksch-Makowsky also depicted herself pregnant, one of the first modern 

women artists to do so, in Self-Portrait During Pregnancy (fig. 4), painted during her first 

pregnancy in 1901.40 However, in contrast to the increasing German nationalistic significance 

given to the works of Kollwitz and Modersohn-Becker, Luksch-Makowskyôs work gradually 

reintegrated her Russian heritage into her works and her identity between the two world wars.  

In the following sections, I briefly introduce Luksch-Makowskyôs life, focusing on her 

works made in Vienna between 1900 and 1911, including for the Viennese Secession and 

Wiener Werkstätte, in order to contextualize her later works on the theme of motherhood. In 

these early works, Luksch-Makowsky used her self-portraits and her depictions of mothers to 

cultivate her identity as an independent artist and as a Russian, sidestepping the constraints of 

the mother-artist.  

 

Elena (Luksch-) Makowsky  

Elena Makowsky was born in Saint Petersburg, Russia, in 1878 into an artistic family 

and environment. Her father, Konstantin Makowsky, was a painter for Tsar Alexander II and 

his court, and was a member, along with his brother Vladimir Makowsky and Ilya Repin, of 

the painting group Peredvizhniki (The Wanderers), who focused on realistic depictions of 

 
38 Vangen, ñLeft and Right,ò 183. 
39 After purposefully putting her career above a family for several years, she became pregnant and delivered a 

baby girl in 1907. Unfortunately, the birth led to complications, and she succumbed to a pulmonary embolism a 

few weeks afterwards. Vangen, ñLeft and Right,ò 187. 
40 Self-Portrait During Pregnancy, Getty Museum. This work will be further discussed below. 
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Russian life and folklore.41 Luksch-Makowsky later recalled that, in her early years, paintings 

and important figures of Russian culture, such as the author Leo Tolstoy, surrounded her, 

leading her to fall in love with art, stories, and folklore.42 She recounted her belief in her own 

talent and destiny as a great artist present from an early age. In an anecdote about her brother 

Sergeiôs affinity for painting and his own views of himself as a great artist, she recalled 

retorting, ñI will be an artist, and you wonôt!ò43 At the age of 16, Makowsky began taking 

private painting lessons with Repin, and a year later, she passed the entrance exams for the Art 

Academy and entered Repinôs class at his request.44 She excelled in his class, and, in 1898, she 

received a two-year stipend to study abroad from the Russian railway industrialist Johann von 

Bloch. She chose to pursue her interests in Germany by studying at the private school of 

Anton Azbé in Munich, who taught several other future expressionist Russian artists, and 

where she met Igor Grabar, with whom she would keep in contact throughout his li fe.45 

However, she soon moved to Deutenhofen near Dachau to study at the painting and sculpting 

school of Matthias Gasteiger, where she had more freedom to explore the rural countryside 

and people as subject matter.46 

After a year in Deutenhofen, Makowsky returned to Saint Petersburg and established a 

small studio. She started studying again at the Arts Academy, this time under the sculptor 

 
41 Ewald, ñArtist Elena Luksch-Makowsky,ò 176. 
42 Ewald, ñArtist Elena Luksch-Makowsky,ò 176. 
43 ñIch werde Künstler, aber du nicht!ò Luksch-Makowsky, Kindheits- und Jugenderinnerungen, 26. 
44 Klee, ñElena Luksch-Makowsky, an Independent Artist,ò 120. 
45Anton Azbé was an academically trained realist painter. However, he focused on geometrical planes of form 

rather than free-flowing lines. He taught many Russian artists who later turned to expressionism, such as Wassily 

Kandinsky, Alexej Jawlensky, Adolf Hölzel, Marianne Werefkin, Ivan Bilibin, and Mstislav Dobuzhinsky. Klee, 

ñElena Luksch-Makowsky, an Independent Artist,ò 120. Letters between Grabar and Luksch-Makowsky are in 

Luksch-Makowskyôs archive. FSO 01-228.  
46 Luksch-Makowsky was unique in the student body for her fascination with grotesque figures, and the works 

from this period show several characters, such as a butcher, a tanner, a cat eater, and a dwarf. Chadzis, Elena 

Luksch-Makowsky, 47. 
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Wladimir Beklemischew because there was a long wait to enter Repinôs painting studio.47 

During this time, she had close contact with the Russian avant-garde group Mir iskusstwa 

(World of Art), which strongly influenced her art. She started to work with thick outlines of 

colour and incorporated folklore and mythology into her painted and graphic works, a style 

she would return to throughout her career.48 She also took inspiration from other avant-garde 

journals, such as Ver Sacrum and Simplicissmus, which she had shipped from Austria and 

Germany.49  

In 1900, she moved to Vienna and married the Austrian sculptor Richard Luksch, 

whom she had met at Gasteigerôs school. At this time, Luksch was close to Gustav Klimt and 

was a member of the Viennese Secession. Through this connection, the artists of the Secession 

became aware of Luksch-Makowskyôs work and invited her to participate in several important 

exhibitions and projects. At the time women could not officially join the Viennese Secession, 

but many were associated with the movement. Theresa Ries, another Russian artist who 

moved to Vienna in 1895, was also invited to participate in the early years.50 However, 

Luksch-Makowsky was the only woman artist to have her monogram included in the 

Secessionôs published catalogue of 1902 (fig. 5).51 Luksch-Makowsky was an academically 

trained artist, which was not possible for women in Austria and Germany then.52 This 

academic education helped validate her work, and, after having spent several years already 

 
47 Derenda, Kunst als Beruf, 214. 
48 Chadzis, Elena Luksch-Makowsky, 69. 
49 Chadzis, Elena Luksch-Makowsky, 80. 
50 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 55. 
51 Charlotte Ashby, Art Nouveau: Art, Architecture and Design in Transformation (London: Bloomsbury, 2022), 

189. 
52 Women were not allowed into the Art Academy of Fine Arts in Hamburg until 1907 and even later in Vienna 

in 1921. However, in Austria, women were accepted into the School of Applied Arts or the School of Art for 

Women and Girls, allowing them to undertake artistic training but categorizing their art as craft. Private training 

was open to women from well-off families, although they were often limited to the medium of drawing, with less 

instruction in oil painting and sculpture, and the training often excluded figure drawing. Klee, ñElena Luksch-

Makowsky, an Independent Artist,ò 11. 
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working or in direct competition with men, she was uniquely confident in the overwhelmingly 

male space of the Viennese Secession, and probably comfortable competing for exhibition 

space.53 Throughout her time in Vienna, she maintained contact with the Mir iskusstwa group, 

filling the unique role of acting as a bridge between the Russian and Austrian avant-gardes. 

Upon marrying Luksch, Luksch-Makowsky was committed to her professional identity. 

In a letter to her husband to be, she underlined that she wanted to remain free, to be able to 

travel at her leisure, and she insisted they support each otherôs work while remaining 

independent.54 However, as the pair started working with the Secession, they began created 

collective artworks, presenting a unified identity as the Kunstlerpaar Luksch. Her art, 

reputation, and work thus depended on his presence, from joint exhibitions to Lukschôs acting 

as a middleman for commissions. Nevertheless, she continued to accentuate her artistic 

abilities over her identity as a mother and wife in these joint exhibitions and in her works.  

Luksch-Makowsky exhibited four times with the Viennese Secession before its 

dissolution in 1905.55 Although not officially a member, her themes of renewal and mythology 

coincided with the groupôs interests. Her works were prominently displayed and the designers 

of the shows, Josef Hoffmann and Koloman Moser, praised her works.56 After the group split 

in 1904, she continued to work with other Viennese groups, such as the Wiener Werkstätte.  

However, in 1908, Luksch-Makowsky moved to Hamburg with her husband, who had 

received a position as head of the Hamburg School of Applied Arts.57 She began to feel 

increasing constraints around her artistic production due to her new role as the wife of a 

 
53 Klee, ñElena Luksch-Makowsky, an Independent Artist,ò 120. 
54 Letter to Richard Luksch, 28 January 1900, quoted in Ewald, ñThe Artist Elena Luksch-Makowsky,ò 180. 
55 Luksch-Makowsky exhibited in 1901 at the Xth exhibition, 1902 in the XIIIth exhibition and the XIVth 

Beethoven exhibition, and 1903 in the XVIIth exhibition. Klee and Rollig, Elena Luksch-Makowsky, 120. 
56 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 61. 
57 Chadzis, Elena Luksch-Makowsky, 173. 
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professor, mother of two, and in 1912, three children. Compared to Vienna, Hamburg was a 

provincial city with a much smaller, more conservative art scene, which limited her ability to 

integrate into the artistic landscape. Although she continued to travel to Russia, to exhibit and 

connect with fellow Russian artists, she felt pressure to shorten her trips in order to care for 

her family. The start of the war in 1914 forced her to stop travelling, and the Russian 

Revolution of 1917 led her family to flee Saint Petersburg. Cut off from her homeland, her 

family and friends, and now living as a Russian in enemy territory, Luksch-Makowsky 

experienced the effects of the war on a national and personal level. In 1921, after several years 

of conflict and separation, the couple divorced, and she now bore the sole responsibility for 

her children. She stayed in Hamburg until her death in 1967, never returning to Russia or 

visiting the Soviet Union. 

 

Mother-Russia  

As far as we know, Luksch-Makowsky never joined a womenôs art association in either 

Russia, Austria, or Germany.58 However, she was clearly aware of gender differences from an 

early age, especially since she was often compared to her brother in an artistic world 

dominated by her fatherôs male peers. In her later autobiography, she wrote: 

I have dreamt since 1895 of leaving in order to live from my work and art, on foot, on 

horseback. I even drew myself in hiking clothes, not feminine but rather masculine 

clothes, so as to avoid drawing attention to myself [é] My shyness and embarrassment 

in the face of my female strength and a great reluctance for the enthusiastic feminine 

nature also protected me from precocious experiences in line with female expectations. 

All my forces were directed to the spiritualization and maturation of my talent.59 

 
58 Rollig, Fellner, and Aigner, Stadt der Frauen; City of Women, 25. 
59 ñIch trªume schon seit 1895 von Weggehen, von meiner Arbeit, der Kunst- zu leben, zu Fuß, zu Pferde. Und 

ich habe mich sogar in so einer Wanderkleidung gezeichnet, einer nicht weiblichen, sondern eher männlichen, 

um keinerlei Aufmerksamkeit auf mich zu ziehen. [é] Meine Schüchternheit und Verlegenheitð im 

Bewußtsein meiner weiblichen Stärke und eine große Zurückhatung der begeisterten, weiblichen Natur, 

bewahrten mich gleichsam vor frühreifen Erfahrungen auf dem Wege der weiblichen Linie, alle Kräfte richteten 
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In this passage, Luksch-Makowsky notes that as a young woman, she felt the need to 

distance herself from femininity, a distancing that allowed her to develop her art. Her aversion 

to the traditional ñenthusiastic feminine natureò and ñprecocious experiences in line with 

female expectationsò allowed her to focus on what she saw as the contrary, more masculine 

ideal of artistic talent. She was inspired by artists such as Marie Bakshirtseff and Rosa 

Bonheur, who were understood to have rejected or sacrificed their femininity for their art by 

wearing menôs clothes.60  

Throughout this passage, she brings attention to her construction of herself in a 

masculine image, with ñmasculine clothes,ò an approach she continued to bring to other early 

self-portraits. In Self-Portrait (1896) (fig. 6), and Self-Portrait with Red Beret (1898) (fig. 7), 

presents herself in a more masculine form. Contrasting with her other portraits of women, such 

as Tante Frizi (1903) (fig. 8), a portrait of her sister-in-law Friederike Luksch, which was 

made in a three quarter-length profile, showing off her feminine features and elaborate dress, 

Luksch-Makowskyôs self-portraits do not overly feminize her features and avoid typical signs 

of feminine fashion. Rather her face takes up the entirety of the canvas, and she looks straight 

at the viewer, a gaze that is both demanding and challenging.  

Throughout her career, her unique characteristics, as an educated woman artist, as a 

mother, and as a Russian émigré become key traits of her work. However, in her early career, 

she separated her motherly identity from works with a Russian theme, as if creating a schism 

between the two.  

 

 
sich auf Vergeistigung und Reifung meiner Begabung.ò Luksch-Makowsky, Kindheits- und 

Jugenderinnerungen, 114. 
60 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 62. 
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Mother  

Elena Luksch-Makowsky had three children during her marriage to Richard Luksch: 

Peter (born 1901), Andreas (born 1903), and Dimitri (born 1912). While expecting her first 

son, Peter, she created her first work on the theme of motherhood, Self-Portrait During 

Pregnancy (1901). Predating Modersohn-Beckerôs Self Portrait at 6th Anniversary, this is one 

of the earliest self-portraits of a woman artist visibly pregnant in modern European art. 

However, unlike Modersohn-Becker, the artist does not depict herself as caressing her 

stomach in a nurturing gesture. She is fully clothed, holding a sketchbook in one hand, 

standing next to a painted canvas and holding the viewerôs gaze in a confrontational manner. 

Her clothed body rhymes with the panel, in both colour palette and lines, which create a óVô 

shape on the canvas, underlining the fundamental parallels, or sameness between Luksch-

Makowsky and her art. She also made a ceramic figure of this subject, Portrait of Elena 

Luksch-Makowsky Pregnant (1901) (fig. 9), depicting herself with the same clothing as in the 

painting. As in the painting, she does not bring attention to her swollen stomach, and rather 

rests her hands on her heart and by her side. She looks upwards, almost purposefully avoiding 

the typical gesture of caressing the belly and looking down, seen in many pregnancy portraits. 

The two works are not only self-portraits, but together they also present her body as an object, 

either a canvas or a figurine, to her eyes as the artist. In depicting herself pregnant, Luksch-

Makowsky also underlines the importance of her artistic identity perhaps over the child in her 

womb, who is suggested as above all only an extension of her body. 

Soon afterwards, Luksch-Makowsky created a second work on the theme of 

motherhood, Birth Announcement for Son Peter (1901) (fig. 10). Although the announcement 

highlights the childôs birth, it does not depict Luksch-Makowsky so much as a mother but 

once again above all as an artist. The work shows her and Richard Luksch standing on either 
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side of a crib. In the composition, she places herself on the same level as Luksch, and they 

both look over the child as equals in the family structure. Unlike the vegetal patterns in her 

other prints, she includes a line of baby bottles along the bottom edge of the composition, 

creating a decorative, almost geometric border. These bottles separate the womanôs body from 

the act of nursing the child, instead suggesting that anybody can partake in feeding. Days after 

the birth, she shipped the birth announcements to her husband, who was in Munich for an 

exhibition, and asked him to deliver them to their friends and professional contacts.61 As such, 

the print acted as both birth announcement and as a portable, distributable work of art 

promoting herself to other artists.62 

Another work from the same year, Ver Sacrum, or Self-Portrait with Son Peter (1901) 

(fig. 11), shows Luksch-Makowsky in her black painterôs smock in the shadows, her face set 

and eyes looking directly at the viewer. She holds the half-nude child forward into the light, 

his head crowned with a circle of flowers. Unlike the works of Vigée Le Brun, the figure of 

the mother in this work is not of a proud, glowing, óhappy mother,ô but rather a woman who 

mediates between her newfound role of motherhood and the loss of identity it might incur.63 

The title of the work, however, Ver Sacrum, meaning sacred spring, also evokes the creation 

of new life, constant rejuvenation and renewal, which was a central theme for the Vienna 

Secession. By representing this process of renewal as her own child, Luksch-Makowsky 

elevates her body as both creator of new life and of new art.  

While Luksch-Makowsky made several other works for the Vienna Secession and the 

Wiener Werkstätte, she did not return to the theme of motherhood in her known works until 

 
61 Letter from Elena Luksch-Makowsky to Richard Luksch, 24 May 1901, quoted in Chadzis, Elena Luksch-

Makowsky, 114. 
62 Chadzis, Elena Luksch-Makowsky, 114. 
63 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 68. 
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after her move to Hamburg in 1908. In her early years in Hamburg, Luksch-Makowsky made 

several portraits of her sons, sometimes including herself in these works. She made three of 

her son Andreas, two paintings, Portrait of Andreas Luksch (c. 1910) (fig. 12) and Self-

portrait with Son Andreas (1908/9) (fig. 13), and a bronze, Portrait of Andreas Luksch (1916) 

(fig. 14), and two of Dimitri, both paintings, Portrait of Dimitri Luksch with Russian Toys (c. 

1916) (fig. 15) and Portrait of Dimitri Luksch (1931) (fig. 16). Similarly to her Viennese 

works, she used her depictions of motherhood to bring attention to her artistic capacities. 

However, unlike Kollwitz and Modersohn-Becker, Luksch-Makowsky does not present herself 

breastfeeding or nude. And unlike the works of Cassatt and Morisot, the paintings are posed 

and formal, not indicating close intimacy or a private space. Rather, the figures are likened to 

objects, almost sterile, immobile, particularly in the Portrait of Dimitri Luksch with Russian 

Toys, in which the young boy sits still, not engaging with the toys around him, blending in as a 

particularly large doll. Luksch-Makowsky poses the scenes for the onlooker, painting the eyes 

large and often staring straight out of the painting, welcoming the viewer into the sitterôs 

midst. The object-like quality of the figure shows an emotional separation from the intimate 

spaces, voyeuristic viewing and personal relationship, underlining the objective approach of 

the rational, almost masculine, artist that Luksch-Makowsky identified with.  

However, in one sketch of herself with two of her children, Self-portrait with Children 

in Front of the Church (1912) (fig. 17), she created an intimate space in front of the church. 

She made this work while on a trip to Russia, which, from her letters, was most probably 

undertaken without her children, although both Peter and Andreas had accompanied her on a 

previous trip in 1910.64 The sketch does not seem to have developed into a painting, and was 

 
64 Chadzis, Elena Luksch-Makowsky, 189. 



 24 

perhaps made less for a critical public, and more for her own, personal world, one where she 

could bring together her Russian and motherly identity through her artistôs brush. However, 

formally and publicly, these identities continued to stay separated.  

 

Russia 

In her Viennese works, Luksch-Makowskyôs Russian heritage became a central theme 

separate from her portraits of motherhood. Having connected with several Russian artists and 

art critics during her time at the academy and in the Azbé school, Luksch-Makowsky became a 

point of contact between Russian avant-garde artists and the Viennese Secession. Her brother, 

Sergei Makowsky, became a prominent art critic in Russia and often asked her to share 

information on the Secessionôs exhibitions and art practices. She also included Russian themes 

and symbols in many of her works, which critics valued for their unique perspective and 

Russian exoticism. 

In 1902, she exhibited two woodcuts in the famous Beethoven exhibition of the 

Secession (14th exhibition), Sadko Viewing the Brides (fig. 18) and Death and Time (fig. 19). 

The first work stems from Russian folklore, specifically a tale in which the sea merchant and 

musician Sadko delighted the Sea Tsar so much that the Tsar offered a procession of brides 

from which Sadko could choose. However, so that he can return home to his wife, Sadko 

refuses to bed his new bride.65 Luksch-Makowsky also based the woodcut Death and Time on 

a Russian poem, which she inscribed on a sketch for the work: ñDeath and time rule the earth. 

Do not call them archrulers. Everything goes under mercilessly, circling in the darknessðthe 

 
65 Ashby, Art Nouveau, 196. 
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sun stands constantly for love.ò66 The art critic Joseph August Lux suggested that Josef 

Hoffman arranged the Beethoven exhibition as a procession of works leading towards the 

centre at which he displayed Max Klingerôs statue of Beethoven (1902); in this arrangement, 

the closer the works were to the centre, the less they appeared as independent works.67 

Luksch-Makowskyôs works were placed at the buildingôs entrance, far from the centre and 

independent from the others, where they were well received by critics and the public. 

Although her works from the exhibition were destroyed, the woodcuts were reproduced in the 

journals Ver Sacrum and Deutsche Kunst und Dekoration, suggesting their significance to the 

Secession.68  

Luksch-Makowsky continued to imbue her work with Russian symbolism, as in the 

frieze she completed for the Viennese Bürgertheater, Melpomene and the Tragic Choir (1905) 

(figs. 20ï23).69 The tri-partite ceramic frieze shows a procession around the figures of 

Melpomene, Pierrot, and Harlequin, mixing classical theatre with the more common 

commedia dellôarte.70 She designed the form of Melpomene based on a previous work, an 

illustration for the poem ñLe cadreò by Charles Baudelaire (fig. 24).71 However, in the frieze, 

Melpomene wears a patterned Russian stola, based on a stola that Luksch-Makowsky owned.72  

Around the time of her move to Hamburg, Luksch-Makowsky used Russian themes to 

underline her artistic power and to present her unique perspective on women and mothers. In 

 
66 ñTod und Zeit herrschen auf ErdenðNenne sie nicht Erzherrscher . . . ðAlles vergeht kreisend im Finsternð

Beständig steht die Sonne der Liebe.ò Translated in Johnson, ñElena Luksch-Makowsky and the New Spatial 

Aesthetic,ò 78. 
67 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 77. 
68 The destruction of the woodcuts was deliberate, since a part of the Beethoven exhibition was meant to be 

ephemeral.  
69 The building was destroyed in 1960, and Luksch-Makowskyôs work was missing for decades until her son 

Peter Luksch tracked it down and donated it to the Museum für Kunst und Gewerbe in Hamburg. 
70 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 89. 
71 Klee, ñSilver Age und der Wiener Jungendstil,ò 21.  
72 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 93. 
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1908, she created the print The Sauna is Our Second Mother (fig. 25).73 Although the title, 

written in Russian underneath, alludes to motherhood, the work does not explicitly represent 

mothers. Rather, she presents several women in various stages of undress, allowing the viewer 

to see their individual and realistic bodies. She presents a different relationship or imagery 

than the expected mother-child theme, wherein the women are subjugated and objectified 

through the presence of the child.74 Rather, women are separated from the mother figure, 

which becomes, instead, the bathhouse. The women then take on child-like roles. In the heat, 

steam, and nakedness of the bathhouse, an environment perhaps not unlike the overall wetness 

of the womb, the women can present their individual personalities, divorced from the gendered 

expectations of mature femininity.  

Luksch-Makowsky wrote of the work: ñI worked on the theme of the Russian sauna in 

order to show my knowledge of the human form and to use this in the context of the 

expression of Russian life.ò75 While she had been able to study from the nude in Russia, it was 

still forbidden for women to draw from the nude in the Austrian and German art academies, 

and she thus used a depiction of the sauna as a space in which to study the human body. In the 

print, she depicts unidealized representations of female forms, very different from the 

idealized forms of previous art styles, as well as quite different from the Secessionôs elegant, 

elongated forms, including Richard Lukschôs sculptures and her own previous work, 

 
73 Most publications have titled this work The Sauna is Our Second Mother (Die Sauna ist unsere zweite Mutter), 

however the more precise translation of ʙʘʥʷ ʚʪʦʨʘʷ ʤʘʪʴ ʥʘʰʘ would be The Bathhouse is Our Second 

Mother. 
74 In 1972, the psychoanalyst Nicolas Abraham wrote: ñthe mother is the creation of the child, (la mère est la 

creation de lôenfant)ò to which Ile Barande responded that the mother did not exist without the child, and in her 

making of it, she in fact was being made in turn. The mother, then, seems not to exist without the presence of the 

child. Nicolas Abraham, lôInstinct filiale, 1972 quoted in Ilse Barande, Le Maternel Singulier: Freud et L®onard 

de Vinci (Paris: Aubier Montaigne, 1977), 7. 
75 ñ[é] beschªftigte mich das Thema des russischen Dampfbades. Ich wollte meine Kenntnisse der manschlichen 

[menschlichen?] Gestalt anhand dieses Ausdrucks des russischen Lebens anwenden.ò Luksch-Makowsky, 

Kindheits- und Jugenderinnerungen, 119.  
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Adolescentia.76 Luksch-Makowskyôs intention, suggested in her quote, was to present the 

reality of both a womanôs form and the Russian womanôs life, divorced from the expectations 

of idealized bodies and the responsibilities of motherhood. She also seems to have wanted to 

create a full -scale picture, which never came to fruition ñwhen she lost Russia.ò77 

In another print made that same year, Who Praises the Girls? (fig. 26), two young 

women are flanked by a father and mother, presenting the traditional family structure. Under 

the image, the text reads in Russian: ñWho praises the Girls? Father and Mother. / The girls 

are good, beautiful and suitable/ Where do the ugly women come from? / They come from 

these girls.ò78 Here, Luksch-Makowsky presents a more traditional understanding of 

womanhood and motherhood, that girls are beautiful and wanted, and that they become ugly 

when they age, left only with the possibility of becoming mothers themselves and continuing 

generational expectations. Unlike the all-accepting bathhouse-mother, the original mother in 

this print has expectations. The women are dressed and idealized, seeming, again, doll-like, 

standing still, straight, their eyes vacant and without pupils. Although showing Russian 

inspiration in the lettering and dress, Who Praises the Girls? does not capture the reality of the 

Russian women seen in The Sauna is Our Second Mother, as if the idea of the mother as a 

woman brings the social responsibilities that an entity such as the bathhouse/mother does not 

impart to its children.  

Both these works were made in the lubki form, a traditional 18th- and 19th-century 

broadsheet with woodcut illustrations, which were popular among Russian artists of the time 

 
76 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 97. 
77 ñAber die geplanten Bilder blieben unvollendet, wie auch vieles andere, das ich verlassen mußte, als ich 

RuÇland verlor.ò Luksch-Makowsky, Kindheits- und Jugenderinnerungen, 119. 
78 ñWer lobt die Mªdchen? Vater und Mutter./ Die Mªdchen sind gut, schºn und tauglich./ Wo kommon den die 

hªsslichen Frauen her?/ Sie stammen von deselben Mªdchen.ò Translated from Russian to German in Klee and 

Rollig, Elena Luksch-Makowsky, 74.  
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including Natalia Goncharova, Mikhail Larionov, and Wassily Kandinsky.79 When Koloman 

Moser proposed that the Wiener Werkstätte publish a series of postcards in 1911, Luksch-

Makowsky turned to previous lubki to sell to the public.80 She chose to adapt her Russian 

Proverbs series from 1909 (fig. 27), in which she used Russian subject matter and language to 

demonstrate her strong cultural ties to her homeland. However, the new postcards show a 

more consumer-focused content, with the proverbsô image and text provided with a German 

translation, which is sometimes adapted to be better understood, such as the Russian proverb 

ñThe morning is wiser than the eveningò81 changed to the German proverb ñMorning hour has 

gold in the mouthò (fig. 28).82 Additionally, one proverb out of the ten includes women, which 

shows a scene of four women shaming a fifth in the center, with a text that reads: ñThose who 

lie should be ashamedò (fig. 29).83 Unlike the comradery in the women in The Sauna is Our 

Second Mother, which is meant to show women realistically, Luksch-Makowsky underlines 

both womenôs vanity and morality, validating the German preconception of womenôs tendency 

to frivolity and self-surveillance.  

Although she seems to have presented herself as a Russian, exotic, and unique artist, 

Elena Luksch-Makowsky also produced for the expectations and needs of the German 

consumer. Her Viennese works show that she was a versatile artist, working in different media 

and adapting to the needs of various projects, from exhibitions and commissions to personal 

calling cards. Especially through her depictions of motherhood, Luksch-Makowsky 

emphasized her image as an artist and creator first and foremost. After moving to Hamburg, 

 
79 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 72. 
80 Swetina, ñElena Luksch-Makowsky,ò 154ï5. 
81 ñʋʪʨʦ ʚʝʯʝʨʘ ʤʫʜʨʝʥʝʝ.ò 
82 ñMorgenstund hat Gold im Mund.ò This is the equivalent to the English saying, ñthe early bird catches the 

worm.ò  
83 ñʢʪʦ ʩʦʣʞʝʪʲ ʪʦʤʫ ʜʘ ʙʫʜʝʪʲ ʩʪʳʜʥʦ.ò 
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Luksch-Makowsky eventually lost many of her artistic connections, her ties to her family, her 

financial resources, and her artistic freedom. However, she kept her flexibility  and dedicated 

herself to her art for the remainder of her career as fervently as she had before, adapting her 

art and approach to the consumer in order to receive better commissions and recognition. 

  

Figures 

 
Figure 2. Élisabeth Louise Vigée Le Brun, Self-Portrait with Her Daughter (Madame Vigée Le 

Brun et sa fille), 1786, oil on canvas, Musée du Louvre, Paris, France. 
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Figure 3. Paula Modersohn-Becker, Self-Portrait on 6th Wedding Anniversary (Selbstbildnis am 

6. Hochzeitstag), 1906, tempera on canvas, Paula Modersohn-Becker Museum, Bremen, 

Germany.  

 

 
Figure 4. Elena Luksch-Makowsky, Self-Portrait During Pregnancy, 1901, gouache and pencil 

on paper, Getty Museum, Los Angeles, United States. 
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Figure 5. Elena Luksch-Makowsky, signature block and color woodcut for the catalogue of the 

14th exhibition of the Secession, 1902. In Johnson, The Memory Factory, 56.  

 

 
Figure 6. Elena Luksch-Makowsky, Self-Portrait (Selbstbidnis), 1896, oil on cardboard, private 

collection. 
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Figure 7. Elena Luksch-Makowsky, Self-Portrait with Red Beret (Selbstbildnis mit rotem 

Barett), 1898, oil on canvas, private collection. 

 

 
Figure 8. Elena Luksch-Makowsky, Aunt Frizi (Tante Frizi), 1903, oil on canvas, Belvedere 

Gallery, Vienna, Austria.  
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Figure 9. Elena Luksch-Makowsky, Portrait of Elena Luksch-Makowsky Pregnant, c.1901, 

ceramic, Belvedere Gallery, Vienna, Austria.  

 
Figure 10. Elena Luksch-Makowsky, Birth Announcement for Peter Luksch, 1901, color 

lithograph, location unknown. In Johnson, The Memory Factory, 67.  
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Figure 11. Elena Luksch-Makowsky, Ver Sacrum or Self-Portrait with Son Peter (Selbstbildnis 

mit Sohn Peter), 1901, oil on canvas, Belvedere Gallery, Vienna, Austria.  

 

 
Figure 12. Elena Luksch-Makowsky, Portrait of Andreas Luksch (Porträt Andreas Luksch), 

1913, Hamburg Kunsthalle, Hamburg, Germany.  
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Figure 13. Elena Luksch-Makowsky, Self-Portrait with Andreas (Selbstbildnis mit Andreas), 

1908/09, oil on canvas, Schleswig-Holstein State Museum, Schleswig, Germany.  

 

 
Figure 14. Elena Luksch-Makowsky, Bust of Andreas Luksch (Porträtbüste Andreas Luksch), 

1916, bronze, location unknown. In Chadzis, Die Malerin und Bildhauerin Elena Luksch-

Makowsky, fig. 88. 
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Figure 15. Elena Luksch-Makowsky, Portrait of Dimitri with Russian Toys (Sohn Dimitri mit 

russischem Spielzeug), 1918, oil on canvas, private collection.  

 

 
Figure 16. Elena Luksch-Makowsky, Portrait of Dimitri Luksch (Porträt Dimitri Luksch), 1931, 

oil on cardboard, private collection.  
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Figure 17. Elena Luksch-Makowsky, Self-Portrait with Children in Front of Church 

(Selbstbildnis mit Kindern vor Kirche), 1912, watercolour and ink, private collection.  

 

 
Figure 18. Elena Luksch-Makowsky, Sadkoôs Viewing of the Brides (Sadkoôs Brautschau),1902, 

panel for the 1902 Beethoven exhibition, Viennese Secession, Vienna, Austria, now destroyed. 

In Johnson, The Memory Factory, 80. 
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Figure 19. Elena Luksch-Makowsky, Death and Time (Tod und Zeit), 1902, white plaster, 

silicate mineral colors, copper, panel for the 1902 Beethoven exhibition, Viennese Secession, 

Vienna, Austria, now destroyed. In Johnson, The Memory Factory, 79. 

 

  
Figure 20. Elena Luksch-Makowsky, Melpomene and the Tragic Choir (Melpomene und ihr 

Choir), center panel, 1905, ceramic, Kunst und Gewerbe Museum, Hamburg, Germany.  
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Figure 21. Elena Luksch-Makowsky, Melpomene and the Tragic Choir, left panel, 1905, 

ceramic, Kunst und Gewerbe Museum, Hamburg, Germany. 

 

 
Figure 22. Elena Luksch-Makowsky, Melpomene and the Tragic Choir, right panel, 1905, 

ceramic, Kunst und Gewerbe Museum, Hamburg, Germany. 
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Figure 23. Franz von Krauß and Josef Tölk, Viennese Peopleôs Theatre with Elena Luksch-

Makowskyôs Melpomene and the Tragic Choir, circa 1905, photograph. In Klee and Rollig, eds, 

Elena Luksch-Makowsky, 70. 

 

 
Figure 24. Elena Luksch-Makowsky, The Frame (Der Rahmen), 1904, gouache on paper, 

collection Christine Birgfeld. 
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Figure 25. Elena Luksch-Makowsky, The Sauna is Our Second Mother (Die Sauna ist unsere 

zweite Mutter), 1908, watercolor and ink, Belvedere Gallery, Vienna, Austria. 

 

 
Figure 26. Elena Luksch-Makowsky, Who Praises the Girls? (Wer lobt die Mädchen?), 1908, 

gouache, watercolour and ink, Belvedere Gallery, Vienna, Austria.  
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Figure 27. Elena Luksch-Makowsky, Russian Proverbs (Russische Sprichwörter), front page, 

1909, print, Hamburg Kunsthalle, Hamburg, Germany. 

 

 
Figure 28. Elena Luksch-Makowsky, Postcard no. 384: The Morning Hour has Gold in the 

Mouth (Postkarte no. 384: Morgenstund hat Gold im Mund), 1911, lithography, Museum für 

angewandte Kunst, Vienna, Austria. 
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Figure 29. Elena Luksch-Makowsky, Postcard no. 388: Those Who Lie Should Shame 

Themselves (Postkarte no. 388: Wer das gelogen, sollte sich schämen), 1911, lithography, 

Museum für angewandte Kunst, Vienna, Austria.  
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Chapter 4: Frauenschicksal, Womenôs Rights and the Construction of a Womanôs Fate  

Frauenschicksal (A Womanôs Fate) (fig. 30), completed in 1912, was Elena Luksch-

Makowskyôs first large-scale work after her move to Hamburg.84 In the notes to her 

autobiography, she wrote: ñOne could call [Frauenschicksal] my gravestone, yet as an 

artwork, it is nevertheless universal and timeless.ò85 In these later notes, she considered the 

work to be the culmination of a struggle between her identity as an artist and that of a mother. 

The shifting perceptions around the artwork, from its original creation and reception in artistic 

circles before World War I, to its reception as a public installation after the war, shows a 

change in how Luksch-Makowsky interpreted and constructed her own identity against the 

backdrop of shifting perceptions of women and motherhood in Germany. 

 

Frauenschicksal (A Womanôs Fate) (1912) 

Frauenschicksal is an almost life-sized statue, consisting of a woman, a cuckoo bird, 

and three children. The woman is sitting with her legs apart, her feet planted firmly into the 

ground, and the right side of her chest exposed, the rest covered by a floor-length robe. She 

raises the robe onto her right shoulder with her left arm while fixing her untied, long hair with 

her right hand. She lifts her head to the right, where, on her shoulder, the cuckoo bird nips at 

her hair, with wings open, as if it has just perched or is getting ready to take flight (fig. 31). 

Around her the three young boys take shelter under her robe around her (fig. 32). The 

disposition of the three young boys around the womanôs body encourages the viewer to walk 

 
84 I use the original title here instead of the English translation to avoid the overuse of the word ñwoman,ò and to 

acknowledge the name that the artist intended.  
85 ñMan könnte es mein Grabmal nennen, und als Kunstwerk ist es dennoch überpersönlich und zeitlos.ò Notes 

for Luksch-Makowsky, Kindheits- und Jugenderinnerungen, quoted in Chadzis, Elena Luksch-Makowsky, 216.  
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around the group, the composition showing a face at every angle, creating a continuous gaze 

towards the viewer.  

Luksch-Makowsky completed the plaster model for the work in 1911, but the final 

version took over a year to construct due to financial restrictions.86 Originally planning to 

create the work in stone, Luksch-Makowsky could not fund the material, even after turning to 

her mother.87 Choosing ceramic, with which she had more experience than stone, Luksch-

Makowsky tested the form on a smaller scale, creating several versions that she sold to private 

collections and which are now lost.88 The original full-sized ceramic sculpture was created and 

fired in 1912 by the Wessely company in Hamburg .89  

 

Creating a Womanôs Fate 

Luksch-Makowsky originally positioned Frauenschicksal as a reflection on marriage 

and womenôs creativity rather than a critique of motherhood. In her notes, she wrote:  

This winter I created the character óFrauenschicksalô - a womanôs being bound by 

children, with a waking, longing, spiritualized face. She makes a painful, renouncing 

gesture while listening to the creation and flight of her thoughts.90  

The smaller models and sketches show the evolution of the composition to this final 

longing figure. Two sketches from 1909 depict the figure almost fully encompassed by a cape, 

with an opening showing the mother protecting the children while holding a hand over her 

face (figs. 33 and 34). Two other figures flank her as if to enter this protective sphere, away 

from the turbulent weather in the background. In the first sculpted model of 1910, she created 

 
86 Chadzis, Elena Luksch-Makowsky, 210. 
87 Chadzis, Elena Luksch-Makowsky, 210. 
88 Chadzis, ñEin óFrauenschicksalô,ò 57.  
89 Chadzis, Elena Luksch-Makowsky, 212. 
90 ñIn diesem Winter schuf ich die Figur óFrauenschicksalô - das gebundene Sein der Frau durch die Kinder, das 

aufwachende, sehnsüchtige, durchgeistigte Antlitz. Schöpfung und Gedankenflug lauschende, schmerzvoll-

entsagende Gebªrde.ò Luksch-Makowsky, diary entry 1945, quoted in Chadzis, Elena Luksch-Makowsky, 207. 
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a more symmetrical figure, discarding the cape (fig. 35). Instead, the woman looks upwards, 

cocking her head towards a cuckoo bird. In Russian folklore, the cuckoo represents a womanôs 

intellectual independence.91 In her later notes, Luksch-Makowsky wrote that the birdôs call ñis 

that of a mourning, longing woman,ò a woman who yearns for this freedom, yet cannot 

achieve it.92 She notes: ñI love this call and fear it at the same time.ò93 Turning towards it yet 

unable to follow the bird, Luksch-Makowsky wanted to show a similar contradiction within 

the statue. The switch from the cape to the bird shows a shift from a contained, protective 

mother to a figure who is more aware of the world and hears the call for freedom.  

In the model, two children still hide under her dress, while the two outside figures 

crawl away. Although not visible in the model, in her notes it seems those under the robes 

were intended to be young boys, while those crawling away would be young girls. She also 

intended to make the children look lifelike, writing that the ñchildrenôs figures [were] peeking 

out from every fold of the garment, not puttiðrefined, alert little artists.ò94 Surrounding the 

woman with little artists creates a kinship between the mother and children. However, the boys 

are still dependent on their mother, while the girls, crawling away from the refuge, seem to 

follow the cuckoo and flee their responsibilities as future mothers. However, still attached to 

the motherôs dress fabric, they are never truly free of their destiny.  

Other sketches show fully grown, and standing figures in the place of the girls (fig. 36). 

Most also wear long flowing robes, and are separated from the main group, showing the 

 
91 Chadzis, Elena Luksch-Makowsky, 209.  
92 ñ[é] die scheuer Kuckuck nieder, dessen Ruf nach Volksglauben der einer trauernden, einer sehns¿chtigen 

Frau sein soll.ò Notes for Luksch-Makowsky, Kindheits- und Jugenderinnerungen, quoted in Chadzis, Elena 

Luksch-Makowsky, 209. 
93 ñIch liebe diesen Ruf und f¿rchte ihn zugleich.ò Notes for Luksch-Makowsky, Kindheits- und 

Jugenderinnerungen, quoted in Chadzis, Elena Luksch-Makowsky, 209. 
94 ñAus allen Falten des Gewandes herauslugend aufhorchende Kindergestalten, keine Putten - verfeinerte, 

wache K¿nstlerseelchen.ò Notes for Luksch-Makowsky, Kindheits- und Jugenderinnerungen, quoted in Chadzis, 

Elena Luksch-Makowsky, 207. 
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various outcomes of a womanôs fate. However, at the moment of creation, Luksch-Makowsky 

was unable to realize her original intentions, the girls ultimately eliminated from the 

composition due to the financial costs of the two additional figures. 

The final version shows the fundamental concepts of her artistic intention, above all the 

motherôs protectiveness, her yearning for creativity, and her inability to move towards her 

artistic identity. She writes that the figure is ñunsettling despite a harmonious, formal 

structure,ò showing her attempts to share the discomfort of a seemingly comfortable situation, 

and her permanent sense of unease as a woman artist.95 However, the unease comes not from 

the weight of the children, who are also artists, and seem to cower behind her, but from an 

invisible force holding her there: her duties and responsibilities to her family and her husband.  

Luksch-Makowsky shared her creative process and artistic intentions with her friend, 

the German avant-garde poet Richard Dehmel. He visited Luksch-Makowsky in her studio, 

which she recalls in her autobiographical notes: 

I sang and sang my longing and my despair loudly, to the point of tears and emotion. 

There was only one chair in the room and the podium with the sculpture. Richard 

Dehmel visited me one day - but I was withdrawn, and he sat in silence for a long 

time.96 

After the visit, Dehmel wrote a poem based on the statue, entitled ñBallad of the 

Cuckooò:97 

You have three beautiful children, (woman/ wife),98/ They play around our feet in the 

grass;/Why are you looking at the clouds? 

 
95 ñBeunruhigend trotz harmonischem formalen Aufbau.ò Notes for Luksch-Makowsky, Kindheits- und 

Jugenderinnerungen, quoted in Chadzis, Elena Luksch-Makowsky, 207. 
96 ñIch sang und sang meine Sehnsucht und meine Verzweiflung, laut, bis zu Trªnen und Ergriffenheit. Im Raum 

stand nur ein Stuhl und das Podium mit der Plastik. Eines Tages besuchte mich Richard Dehmel - aber ich war 

verschlossen und er saß lange und schweigend.ò Notes for Luksch-Makowsky, Kindheits- und 

Jugenderinnerungen, quoted in Chadzis, Elena Luksch-Makowsky, 207. 
97 Richard Dehmel, ñBallade vom Kuckuk.ò See Appendix A.  
98 Frau can refer to both woman and wife, but this is not evident within the context of the translation.  
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Iôm waiting for my cuckoo, (husband/man)99;/ He always calls out to me from 

afar,/ Always when the children are playing.  

What is he saying to you (woman/ wife)?/ Why does your gaze wander so 

strangely and fearfully/ That I dread for our children?  

Our kids donôt stay ours, (husband/man);/They play with flowers and 

butterflies,/One day they also listen to the cuckoo.  

So I want to shoot the cuckoo dead, (woman/ wife);/Iôve already shot many a 

hawk dead,/ That frightened our flock of chickens.  

A hawk kept coming, (husband/man),/ A cuckoo kept coming from afar;/ Listen, 

now his call frightens you.ò 

This poem links the artwork to a womenôs struggles of negotiating between freedom 

and imposed responsibilities. However, the mother and children become a separate entity apart 

from the husband, in which the woman seems to understand the natural separation that will 

occur with her children, who will follow their own calling, and her inclination to follow her 

own path. Conversely, the father, the man, wants to keep the family close to him and under his 

control, threatening to hunt and kill the cuckoo and its calls of freedom.  

At this time, Richard Luksch wanted Luksch-Makowsky to abide by the role of wife 

and mother to his family and to follow the standards related to his new professional position. 

His work from the same year, the Augsburg Frieze (1912) (fig. 37), shows a more submissive 

version of the women from Luksch-Makowskyôs composition. In the frieze, two women stand 

with their backs against an apple tree, reaching upwards to pick the fruit while flanked by two 

standing children, a boy and a girl. Compared to the realistic thoughtfulness of Luksch-

Makowskyôs woman, Richardôs elongated and serene women cater to the children and show 

no signs of discontent with their role.100 

 
99 Mann can refer to both husband and man, but this is not evident within the context of the translation. 
100 Chadzis, Elena Luksch-Makowsky, 214. 
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In a letter to Dehmel during the creation of the statue, Richard Luksch writes ñBy the 

way, Elena is now working next to me in the trade school, everything is being tried!ò101 

Luksch-Makowsky had started working in a studio at the Kunst und Gewerbe Museum, where 

Luksch himself was working, a situation that he notes created some friction between them.102  

Competition seemed to be an underlining feature of their relationship. When they had 

met in Deutenhofen, Luksch-Makowskyôs painting talents impressed Luksch so much that he, 

according to his family, gave up painting himself.103 However, when she then took up 

sculpture, this apparently irritated Luksch, either because she neglected him or because he was 

jealous of her talent, and he tried to dissuade her from continuing.104 Sculpture was considered 

one of the ñmost masculine of art forms,ò and the emotional sensibility of women was thought 

to be more suited to other mediums, as well as more subdued genres such as landscape 

painting.105 In his 1908 book, Women and Art (Die Frau und die Kunst), Karl Scheffer asserts 

that women were incapable of creating large scale works, due to the physical effort required, 

and that they lacked a sense movement and space.106 However, after she became his wife, the 

competition with, or jealousy towards Luksch-Makowskyôs sculptural career, seems to have 

subsided. When he was unable to fulfill a commission, for instance, he proposed her as an 

alternative, almost as an extension of his own talents, appropriating, in a way, her artistic 

freedom. However, this allowed her to receive the commission for the Melpomene and the 

Tragic Choir Frieze, which became her largest public commission.  

 
101 ñElena arbeitet ¿brigens jetzt neben mir in der Gewerbeschule, es wird alles versucht!ò Letter from Richard 

Luksch to Richard Dehmel dated 21 December 1910, quoted in Chadzis, Elena Luksch-Makowsky, 209. 
102 Chadzis, Elena Luksch-Makowsky, 209.  
103 Chadzis, Elena Luksch-Makowsky, 45.  
104 Chadzis, Elena Luksch-Makowsky, 57. 
105 Silvie Aigner, ñFemale sculptors of the Turn of the Century and the Interwar Period,ò in Stadt der Frauen; 

City of Women, ed. Rollig, Fellner, and Aigner, 107. 
106 Karl Scheffler, Die Frau und die Kunst: eine Studie (Berlin: Julius Bard, 1908), 260-263. 
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Although she created several sculpted small figurines and Melpomene and the Tragic 

Choir, Luksch-Makowsky only returned to full-scale sculpture when she started to work on 

Frauenschicksal. However, now a professor, Luksch had different expectations from Luksch-

Makowsky, who was no longer an artistôs wife who could share in his artistic endeavours, but 

rather a professorôs wife, whose duties were more focused on upholding respectability in their 

home. As Luksch seems to have feared, the work on the statue consumed her, and he felt she 

was neglecting her household chores. The pair spent the 1910ï11 winter holidays separately, 

with Richard skiing alone in Kitzbühel, leaving her to care for the children, prepare Christmas, 

and continue working on her statue.107  

Frauenschicksal follows the theme of motherhood that Luksch-Makowsky had begun 

exploring in Vienna. The sculpture, however, was her first image of a motherly nude. In the 

genre of the female nude, women often become objects, transformed into still life or 

landscape. In most paintings of female nudes, the figure has little or no agency. However, for 

many women artists, choosing to paint the female body is to confront questions of likeness and 

difference between artist, woman, and art object.108 Frauenschicksal presents a nude yet 

realistic depiction of a figure, with a message which incorporates Luksch-Makowskyôs own 

likeness, not in the figure, but in the emotional, intellectual and spiritual mood of the work. 

Throughout, she brings together artist, woman and art object into a sort of self-portrait. 

However, unlike the artistôs Self-Portrait During Pregnancy, which highlights Luksch-

Makowskyôs artistic abilities despite motherhood, Frauenschicksal underlines the persistence 

of artistic creativity despite the womanôs inability to create given her duties and restrictions. 

 
107 Chadzis, Elena Luksch-Makowsky, 210. 
108 Betterton, ñMother Figures,ò 164.  
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She, the woman and the mother, is called by the cuckoo, and although she cannot answer and 

produce on the scale she could or would want to, she is nevertheless an artist. 

 

Exhibiting a Womanôs Fate  

Elena Luksch-Makowskyôs Frauenschicksal was welcomed into modernist exhibitions 

in Russia and Germany, where critics valued the workôs unique perspective, including the 

Russian inspiration and the call for a womanôs artistic freedom. However, Luksch-Makowsky 

seems to have wanted the work to be purchased by established art patrons, hoping that the 

statue would be regarded as a more traditionally coveted work of art. 

Luksch-Makowsky had started work on the sculpture in 1910 after a trip to see her 

family and friends in and around Saint Petersburg, and possibly to exhibit with the Association 

World of Arts, another name for the Mir iskusstwa group at the time.109 The Russian artistic 

scene and salons had inspired her to create a new ñgreat work,ò110 a new masterpiece. After 

completion, the workôs first exhibition fittingly  took place in Russia, at the 1912 Mir 

iskusstwa show in Saint Petersburg.111 The show took place in the Lidwal House, where she 

displayed the statue alongside Russian Proverbs.112 Luksch-Makowskyôs continuing focus on 

Russian themes suggests that she still wanted to present herself as a Russian artist after her 

move to Hamburg. 

 
109 She visited Saint Petersburg, where she took part in the beginning of her brotherôs marriage ceremony, the 

island of Valaam, then Pavlovsk, where she met her artist friends Igor Grabar, Velikow, and Fomin, the later 

who commissioned her to create an unknown project, which she carried out over the summer, probably from his 

St. Petersburg studio. Chadzis, Elena Luksch-Makowsky, 189. 
110 Chadzis, Elena Luksch-Makowsky, 190. 
111 Chadzis, ñEin óFrauenschicksalô,ò 57.  
112 Chadzis, Elena Luksch-Makowsky, 191. 
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However, when she brought her statue to Moscow for purchase, it was not well 

received.113 In the notes to her autobiography, she noted that an unnamed theatre did not want 

to buy it because ñthey didnôt want to set a precedent!ò114 She does not elaborate on their 

reasons, although there could have been many, from the subject matter to the artistôs gender or 

her position in Germany, to the style of the work to its material. Altogether, she did not fit into 

the pre-existing image of the Russian theatre.  

Similarly, she struggled to sell the work in Hamburg. When Luksch-Makowsky 

returned to the city in 1912, she soon gave birth to her son Dimitri, whose complications left 

her in a fragile state for most of the following year. However, in 1913, through her husband, 

she contacted Fritz Schumacher, the building director for the city of Hamburg, and who was 

planning to design a new park, and together they managed to have the statue bought by the 

State Park Association.115 A copy was subsequently made for the park and housed in the 

Hamburger Kunsthalle until its installation in 1926.116 The bill of sale for the work, however, 

notes that it took a lot of work to find donors and does not reveal who ultimately funded the 

purchase.117 Derenda proposes that Luksch-Makowsky was not yet well known enough or not 

well received in Hamburgôs artistic and wealthy circles.118 The couple were still considered 

outsiders in conservative Hamburg high society.119 Nevertheless, she was able to maintain her 

 
113 Chadzis, Elena Luksch-Makowsky, 213 
114 Notes for Luksch-Makowsky, Kindheits- und Jugenderinnerungen, quoted in Chadzis, Elena Luksch-

Makowsky, 213. This theatre could possibly be the Ancient Theatre in Moscow. There is a theatre program for 

the showing of Fuente Ovejun in 1912 in her archive. Luksch-Makowskyôs friend, Ivan Bilibin, designed the 

costumes for it. FSO 01-228.  
115 Chadzis, Elena Luksch-Makowsky, 213. 
116 Chadzis, Elena Luksch-Makowsky, 215. 
117 Derenda, Kunst als Beruf, 352.  
118 Derenda, Kunst als Beruf, 352. 
119 Chadzis, Elena Luksch-Makowsky, 196-7. 
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connections with more modern and avant-garde movements, such as Mir iskusstwa, Apollo, 

and the Deutsche Werkbund, which continued to exhibit her work prominently.  

The original statue travelled to the Deutsche Werkbund Exhibition in Cologne in May 

of 1914 and was exhibited in the garden of the Haus der Frau (House of the Woman) (figs. 38 

and 39).120 The hall, designed by Margarete Knüppelholz-Roeser, was meant to house works 

of art by women that underlined their artistic achievements.121 This was at a time when most 

women were still not encouraged to pursue art as a career, and when those who wanted to 

make art were often categorized as dilettantes or amateurs. They were taught that art, 

especially sculpture, was a manôs profession; the few women who pursued art professionally 

were often accused of trying to become men.122 The Haus der Frau exhibition, however, 

wanted to highlight the artistry, creativity, and intellect of women artists and designers.  

The building that housed the Haus der Frau lacked excessive ornamentation, and 

instead prioritized a symmetrical, minimalist exterior and interior. This approach bypassed 

inherent criticism of excess aimed at women artists and designers.123 It was also in line with 

the simplification of womenôs fashion in the new reform dress, which attempted to liberate 

womenôs bodies from the corset and from excessive fabrics, allowing a freedom of movement 

that was imagined to extend to the political and social spheres.124 Together, these design 

choices suggested that the women designers of the Haus der Frau were free from the trends of 

the time, that their works could achieve the eternal.  

 
120 Chadzis, ñEin óFrauenschicksalô,ò 57. 
121 Despina Stratigakos, ñWomen and the Werkbund: Gender Politics and German Design Reform, 1907ï14,ò 

Journal of the Society of Architectural Historians 62, no. 4 (2003): 500. 
122 Aigner, ñFemale sculptors of the Turn of the Century and the Interwar Period,ò 107. 
123 Stratigakos, ñWomen and the Werkbund,ò 502.  
124 Stratigakos, ñWomen and the Werkbund,ò 502. 
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The works were juried three times, suggesting that the organizing committee wanted to 

convey a certain rigor in the selection process.125 Luksch-Makowskyôs Frauenschicksal 

responded well to the agenda of the designers of the Haus der Frau. The sculpture was not 

included in the interior ceramic courtyard, but rather set up by itself in the back garden. 

However, the design of the building seems to have been reversed; the main entrance was 

devoid of much decoration and windows, while the back of the building, which included the 

sign ñHaus der Frau,ò was much more decorated, with large windows lining the façade and the 

garden in which Frauenschicksal stood. Knüppelholz-Roeser seemed to intend this back 

facade as the true front facade, accessible either by going through the hall and out to the 

garden, or via a small path lining the exhibition, where the building was still partly hidden by 

a hedge (fig. 40). Knüppelholz-Roeser seems to have limited the visibility of the intended 

building and of Frauenschicksal to those who had an interest in the contents inside, veiling its 

true form from those who would be quick to judge womenôs works as frivolous or excessive. 

Frauenschicksal became both the centerpiece of the exhibition and was hidden from those 

who would not be aware or open to a work on the trials of womanhood.  

However, the impact of the sculpture and exhibition did not reach the overall acclaim 

she desired. The Haus der Frau segregated the work of women artists from the work of their 

male counterparts, thus, arguably, undermining their attempts to rival their male peers.126 

Additionally, the exhibition housed mostly textile works, from embroidery to fashion, which, 

in preparation for the exhibition, the managing director of the Werkbund exhibition, Carl 

Rehorst said it was ñintended to demonstrate the achievements of women in the artistic fields,ò 

 
125 Stratigakos, ñWomen and the Werkbund,ò 500. 
126 Stratigakos, ñWomen and the Werkbund,ò 500. 
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to which he meant mainly craft work. 127 The impact of the Haus der Frau exhibition was 

undoubtedly also lessened because of its premature closure a few months later in July 1914 

due to the start of World War I. This also limited the reception and critique of the exhibition, 

of which an overview and even a separate catalogue of the contents are missing.128  

World War I limited Luksch-Makowskyôs reach in several other ways. Shortly before, 

her brother Sergei Makowsky attempted to include her work in his journal Apollo. In a letter 

from 21 June 1914, Makowsky mentions seeing the sculpture, possibly in an article sent to 

him by Luksch-Makowsky:  

Dear Elena, I read your letter right away and saw your group in Hamburger Park. What 

kind of park project is that? I really want to write an article in óApollon.ô Please send a 

photo and we can also send you a copy.129 

In 1909, Sergei Makowsky had opened a salon in the Menshikov Palace in Saint 

Petersburg and founded the Apollo journal, which filled a cultural hole left by the temporary 

closure of Mir iskusstwa in 1904.130 However, with the war declared on Russia in July and her 

brotherôs eventual flight from Russia after the Revolution of 1917, Luksch-Makowsky was not 

able to send him more material about her work for the journal, nor keep many contacts from 

her Russian circles.   

Through its exhibition before the war, the statue became known in modern art circles 

and valued for its Russian and feminist themes. At the time, however, Luksch-Makowsky was 

 
127 ñ[é] der Vorf¿hrung der Leistungen der Frau auf den werkk¿nstlerischen Gebieten dienen soll.[é] Karl- 

Ernst Osthaus-Archiv, Hagen, DWK/203/1 quoted in C.W. Schuman, ñDer Haus der Frau,ò in Der Westdeutsche 

Impuls 1900ï1914꜡: Kunst und Umweltgestaltung im Industriegebiet:. Die Deutsche Werkbund-Ausstellung, 

Cºln 1914, ed. T¿nn Konerding, Wulf Herzogenrath, Dirk Teuber, and Angelika Thiekºtter (Kºln: Kºlnischer 

Kunstverein, 1984), 233.  
128 Chadzis, Elena Luksch-Makowsky, 213.  
129 ñLiebste Elena, ich habe gleich Deinen Brief gelesen und habe Deine Gruppe im Hamburger Park gesehen. 

Was ist das für ein Park-Projekt? Ich will unbedingt einen Artikel in óApollonô schreiben. Schicke bitte ein Foto, 

dann kºnnen wir auch eine Abbildung machen. [é].ò Letter from Sergei Makowsky to Elena Luksch-

Makowsky, June 21, 1914, quoted in Chadzis, Elena Luksch-Makowsky, 192. 
130 Chadzis, Elena Luksch-Makowsky, 186ï7. 
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trying to appeal to wealthier clients and seeking to exhibit her works in more established 

venues. After the war, the statue came to symbolize change, modernism, and womenôs 

emancipation in Hamburg society.  

 

Installing a Womanôs Fate  

In the mid-1920s, during the Weimar Republic, Elena Luksch-Makowsky framed 

Frauenschicksal in the context of womenôs emancipation. The workôs installation was part of 

Fritz Schumacherôs vision for the new Hamburg State Park as an art garden or outdoor 

museum available to all the citizens of Hamburg, regardless of social class.131 The space 

would bring together leisure, sports, and ñaesthetic education.ò132 Before the war, the 

association purchased five sculptures, including Frauenschicksal. There is no consistent theme 

to the works chosen, which ranged from Penguin Fountain by August Gaul to Diana Group by 

Arthur Bock, but the artists were all known nationally and came from various cities 

throughout Germany, so the works provided an overview of the periodôs German sculpting 

scene.133 Of the five, Luksch-Makowsky was the only woman sculptor.134  

After several years in storage, the second copy was finally installed in the Hamburg 

State Park in 1926.135 While choosing a proper spot, Schumacher contacted the artist and 

asked her to confirm the location next to the coffee shop.136 However, Luksch-Makowsky 

preferred to have the figure placed in a small, quieter chestnut grove (fig. 41).137 In contrast to 

 
131 Chadzis, Elena Luksch-Makowsky, 217. 
132 Chadzis, Elena Luksch-Makowsky, 218. 
133 Chadzis, Elena Luksch-Makowsky, 218. 
134 Chadzis, Elena Luksch-Makowsky, 218. 
135 The delay was due to World War I and the later absence of Schumacher from Hamburg. Ewald, ñThe Artist 

Elena Luksch-Makowsky,ò 186. 
136 Chadzis, Elena Luksch-Makowsky, 215. 
137 Chadzis, Elena Luksch-Makowsky, 215. 
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the central placement she had wanted in the theatre hall in Moscow and had acquired at the 

Haus der Frau, she now wanted the statue to be away from the commotion of the main park. 

She also seems to have chosen this spot for the potential of arranging flowers around it, 

explaining in a letter to her son Andreas that ñit should stand on a meadow with all the spring 

flowers.ò138 Away from the bustling main street, this space would presumably enable more 

contemplative engagement with the work. However, Schumacher created a particular reading 

of the statue, positioning it within the context of debates over womenôs rights.  

In 19th- and early 20th-century Germany, gender separation was expected, including in 

womenôs movements. As elsewhere in Europe, women were largely expected to act as 

extensions of the home or to take on traditional female vocations.139 Motherhood and motherly 

duties remained central to womenôs calls for expansion into other fields, such as social work, 

nursing, and textile production.140 However, after being inducted into the workforce to replace 

the men fighting in World War I, many women had found satisfaction outside of these spheres 

and in achieving a certain social and financial independence.141 After the war, women in 

Germany gained civil rights and promises of equality in the Weimar Constitution. The image 

and reality of the New Woman emerged out of this changing context. The New Woman was 

imagined to be ï and often was ï younger, emancipated, in control of her sexuality, and able 

to lead a fulfilling life and work outside of the constraints of homemaking. In reaction and 

supposedly concerned about the upkeep of future generations, right-wing and religious 

organizations called for a return of women to the home.142  

 
138 Letter from Elena Luksch-Makowsky to Andreas Luksch, 7 July 1926, quoted in Derenda, Kunst als Beruf, 

354. 
139 Dorothee Klinksiek, Die Frau Im Ns-Staat (Berlin: Oldenbourg Wissenschaftsverlag, 2010), 13ï14.  
140 R¿diger Graf, ñAnticipating the Future in the Present: óNew Womenô and Other Beings of the Future in 

Weimar Germany,ò Central European History 42, no. 4 (2009): 660. 
141 Graf, ñAnticipating the Future in the Present,ò 661. 
142 Graf, ñAnticipating the Future in the Present,ò 670. 
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Schumacher chose to contextualize the sculpture implicitly  in the context of these 

debates. The brochure, Plastik im Freien (Sculpture Outdoors), was given out to schools to 

encourage visits to the park and instructed guests on how to interpret the works. Of Luksch-

Makowskyôs sculpture, Schumacher wrote:  

[é] We have before us a woman sitting in a taut posture. Three children look out from 

between the folds of her flowing robes. You can see that it is natural for them to be able 

to sit here in the comfort of their nest like little chicks. But you see more, you see that the 

woman is firmly tied to the ground by these children. She canôt step where she wants, she 

canôt move as she likes, the life of the mother is chained to the ground by other life. But 

she can move her head freely. Above in the spiritual, we sense a second world. A 

miraculous bird has perched on the earthbound womanôs shoulder, and with a gesture full 

of resigned longing she listens to its song for a moment. 

We feel the dichotomy of the woman, whose soul could fly into the realm of fantasy 

and whoôs real being is tied to the demands of her motherhood: the destiny of a woman. 

[é] 143 

Unlike the figure of the New Woman, Schumacher suggested that the destiny of 

women remained in the realm of motherhood. The natural order of things, he suggested, 

incited the children to stay within the nest of the womanôs body, and inspired her duty to 

protect them. In contrast to the ñBallad of the Cuckooô and Luksch-Makowskyôs earlier 

interpretation of her own work, the bird does not represent her longing for freedom or 

creativity; it offers her a moment of respite or fantasy, after which the bird leaves her to return 

to her natural body. His interpretation suggests a woman is bound to this fate, unable, or 

unwilling, to break from it.  

Luksch-Makowsky agreed with Schumacherôs new interpretation, writing to him to 

note ñhis very fine empathy.ò144 However, she also felt the statue was incomplete and needed 

more clarification on womanôs possible freedom. In a letter to Schumacher, she wrote: 

 
143 Fritz Schumacher, Plastik im Freien (Hamburg: Herausgeben von der Oberschulbehörde, 1928), 20ï22. See 

Appendix B. 
144 Letter from Elena Luksch-Makowsky to Prof. Schumacher, 1925, quoted in Derenda, Kunst als Beruf, 355. 
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[é] the reason for the lack of clarity is that the first draft was different and the whole 

thing was intended to be larger than life as a central figure, flanked by two others - on a 

common pedestal - on the right and left are girl figures, buoyant - unencumbered. With 

it would be Frauenschicksal - a fragment.ò145  

Her letter seems to refer to the sketches of the independent women she had previously 

done for Frauenschicksal. In this ócompleteô version, the separation of genders would be more 

apparent. The independent girls go off to make their paths, while the boys remain close and 

dependent on the mother, bringing her down. Luksch-Makowsky expanded the idea of a 

womanôs destiny, from constrained motherhood to the possibility of emancipated youth 

aligned with the ideals of the New Woman. She believed that this version would make the 

work more popular both in terms of its visual impact and its contemporary subject matter. 

However, this more elaborated version did not come to fruition.146 

Perhaps because of Schumacherôs more conservative reading of the inevitability of 

motherhood, the statue was kept in the park throughout the Weimar period and during the Nazi 

regime, despite the regimeôs reimposing restrictions on womenôs rights.147  

In both the creation and the installation of Frauenschicksal, men dictated the message 

of the statue, seeing it as a womanôs call for freedom in her restrictive role as a woman, first as 

a wife, second as a mother. However, Luksch-Makowsky also demonstrated her artistic 

abilities through the statue; the work was hailed as her German masterpiece, well received in 

Russia, and highly valued by the Deutsche Werkbund. As her last large-scale independent, 

non-commissioned work, its creation is unique and potentially reflects her inner life. However, 

 
145 ñ[é]Das Unklare dabei findet auch seine Begr¿ndung darin, dass der erste Entwurf anders war und das ganze 

¿berlebensgroß als centrale Figur, von 2 anderen flankiert gedacht war - auf gemeinsamem Postament - rechts 

und links je eine leichte Mªdchengestalt, beschwingt - unbelastet. Somit wªre das ñFrauenschicksalò - ein 

Fragment.ò Chadzis, Elena Luksch-Makowsky, 208. 
146 Derenda, Kunst als Beruf, 354. 
147 The work stayed in the park until 1970, when rioters pushed it off its pedestal, and it was removed to storage 

at the Kunsthalle in Hamburg for safekeeping. The version now in the park is a replica. Chadzis, ñEin 

óFrauenschicksalô,ò 57. 
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its later reception also helps us to understand Luksch-Makowskyôs shifting approach and 

understanding of womenôs rights, and the needs of the market. The work continued to prompt 

the artistôs reflections. In her autobiographic notes, she wrote:  

Through unintentional, organic coincidence, [Frauenschicksal] has become - by its 

very own fate - the mystery and pain of my life. Through immense suffering and depths 

of feeling, merged with formal content it has become, devoid of any sweetness, the 

most unique document of my life and at the same time a timeless work of art.148 

The sculpture seemed to encapsulate her own struggle, which she expands to the 

struggle of all women. She kept the original sculpture until 1929, then moved it to a private 

garden on Tesdorpfstraße, where she unsuccessfully tried to sell it.149 Within the rising right-

leaning political and social movements, a work depicting womanôs struggle with motherhood 

may have been out of place in a country in which the happy German mother and wife was 

newly valued.  

In 1970, the original, now in the Hamburg Kusthalle, was replaced by a copy after 

several incidents of vandalism. In 2014, the state park association published a book on the 

park, in which it listed the 25 most important sculptures of the park. Frauenschicksal was 

placed on the list, with Elena Luksch-Makowsky the only woman artist named.150 

  

 
148 ñDurch unbeabsichtigte, organische Fügung ist dieses Werk geworden - ureigenes Schicksal - Rätsel und 

Schmerz eigenen Lebens, durch ungeheures Leiden und Gefühlstiefen, verschmolzen mit Formgehalt - wurde es 

bar jeder Süsse zu dem eigensten Dokument meines Lebens und zugleich zu einem zeitlosen Kunstwerk. Man 

könnte es mein Grabmal nennen, und als Kunstwerk ist es dennoch überpersönlich und zeitlos.ò Notes to 

Luksch-Makowsky, Kindheits- und Jugenderinnerungen, quoted in Chadzis, Elena Luksch-Makowsky, 217. 
149 Its whereabouts today are unknown. Chadzis, Elena Luksch-Makowsky, 215. 
150 Heino Grunert, Betreten erwünscht. Hundert Jahre Hamburger Stadtpark (Munich: Dölling und Galitz 

Verlag, 2014), 96ï97. 
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Figures 

 

Figure 30. Elena Luksch-Makowsky, Frauenschicksal (A Womanôs Fate), 1911 (duplicate made 

in 1970, original is now in storage at the Hamburg Kunsthalle), faience, glazed, photograph by 

the author (taken June 2023), Hamburg State Park, Hamburg, Germany. 

 

 
Figure 31. Elena Luksch-Makowsky, Frauenschicksal, detail of womanôs head and bird, 

photograph by the author (taken June 2023). 
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Figure 32. Elena Luksch-Makowsky, Frauenschicksal, detail of children, photograph by the 

author (taken June 2023). 

 

 
Figure 33. Elena Luksch-Makowsky, Sketch for Frauenschicksal, 1909, watercolour ink and 

pencil, private collection.  
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Figure 34. Elena Luksch-Makowsky, Sketch for Frauenschicksal, 1909, watercolour ink and 

pencil, private collection.  

 

 
Figure 35. Elena Luksch-Makowsky, Model for Frauenschicksal, 1910/1911, ceramic, 

Hamburg Kunsthalle, Hamburg, Germany. 
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Figure 36. Elena Luksch-Makowsky, Sketches for Frauenschicksal, 1910/11, Pencil and ink on 

paper, Museum für Kunst und Gewerbe, Hamburg, Germany. 

 

 
Figure 37. Richard Luksch, Augsburg Frieze, 1912, frieze, location unknown, in Chadzis, Die 

Malerin und Bildhauerin Elena Luksch-Makowsky, fig. 68. 
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Figure 38. Margarete Knuppelholz-Roeser, Haus der Frau, front, Werkbund exhibition, 

Cologne, 1914, now destroyed, in Stratigakos, ñWomen and the Werkbund,ò 501. 

 

  
Figure 39. Margarete Knuppelholz-Roeser, Haus der Frau, back with Frauenschicksal, 

Werkbund exhibition, Cologne, 1914, now destroyed, in Stratigakos, ñWomen and the 

Werkbund,ò 501. 
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Figure 40. Site plan, Werkbund exhibition, Cologne, 1914 (The Haus der Frau is no. 31 on the 

plan), in Stratigakos, ñWomen and the Werkbund,ò 500. 

 

 
Figure 41. Original Placement of Frauenschicksal, date unknown, photograph, FSO 01-228. 
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Chapter 5: Russian Lithographs, Russia, and the Virgin Mary as Mother.  

As far as scholars have been able to determine, Luksch-Makowsky was not directly 

involved in politics, and none of her surviving writings notably voices concerns about 

womenôs political rights, the two world wars, the Weimar government, or the Nazi regime. 

However, in the wake of World War I, the Russian Revolution, and the ensuing Civil War, and 

amidst her contact with many Russian refugees and war prisoners in Germany, she created 

three lithographs, Russia (1921), Crying/Lament (1921), and Flight (1923) (figs. 42ï44) that 

show a stylistic and iconographical continuation of themes of particular significance to 

Russian artists and, more generally, the Russian people. The series has posthumously been 

called a ñcycleò151 or ñthe three-part series on war,ò152 however, due to formal relationships 

and religious undertones further discussed in this chapter, I have grouped the works under the 

suggested name, Triptych of War. 

Lithography was a technique to produce multiple works from one design. It consisted of 

drawing first on a stone, making it easier and less expensive than the comparable etchings and 

engravings, that required training.153 It became popular in the 1820s, and well into the 20th 

century, many artists using it to speedily and efficiently propagate their art. Notably, Käthe 

Kollwitz turned to lithography for many of her political works, such as Brot! (1924) and two of 

her five cycles, The Revolt of the Weavers (1893-97) and Death (1934-37), which are now 

considered her masterworks.154  

 
151 Chadzis, Elena Luksch-Makowsky, 244. 
152 ñHistorical Tombstone of Elena Luksch-Makowsky.ò See Appendix C. 
153 Elizabeth Robins Pennell and Joseph Pennell, Lithography and Lithographers; Some Chapters in the History 

of the Art (London: Unwin, 1915), 233. 
154 The Museum of Modern Art in New York has just done a retrospective, focusing on her five print cycles, 

Revolt of the Weavers (1893-98), Peasant War (1902-08), War (1921-22), Proletariat (1924-25) and Death 

(1934-37). MoMA, Kathe Kollwitz, exhibition, March 31ïJune 20, 2024, 

https://www.moma.org/calendar/exhibitions/5625 (accessed June 24, 2024). 

https://www.moma.org/calendar/exhibitions/5625
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However, Luksch-Makowskyôs lithographs are excluded from many overviews of her 

work, including those focused on her Russian heritage. Like Kollwitz, they show her political 

involvement and nationalistic stance: inspired by the Russian avant-garde and traditional 

Russian icons, the works convey an anti-Soviet sentiment and situate her as a repository for 

Russian heritage in the face of what she sees as the destruction of her homeland and anti-

Russian propaganda in Germany. Central to the Triptych is the work Russia, in which Luksch-

Makowsky superimposed the religious and moral character of a Russian woman onto an image 

of both Mother Russia and the Virgin Mary, which also reflects her own identity as a mother 

and as a Russian.  

  

The Triptych of War (1921ï1923) 

The Triptych of War recalls Luksch-Makowskyôs other tripartite works, such as 

Melpomene and the Tragic Choir (figs. 20ï22) or Frauenschicksal (fig. 30). In all cases, two 

other related and mirrored works flank the central work with its female figure. In Melopomene, a 

choir surrounds the central figure, extending alongside a horizontal line, while in 

Frauenschicksal, Luksch-Makowskyôs original intention was to frame the mother between two 

other women or girls.155 Similarly, the horizontally oriented Crying/Lament and Flight, with their 

figures extending across the page, act as wings to the vertical Russia and its upright standing 

figure, creating a tripartite narrative series.  

Crying/Lament is situated in a graveyard scattered with Orthodox and Russian Orthodox 

crosses.156 The action centres on a kneeling man who raises his hands in prayer while surrounded 

or aided by two others. Flanking him on the right and left are a group of women and a standing 

 
155 See chapter 4. 
156 Traditional Orthodox crosses have two horizontal bars, however Russian Orthodox crosses have three. 
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man looking off the page to the left. Similarly, most figures in Flight look behind them towards 

the left as they walk barefoot on the barren ground, towards the right of the page. The central 

figure, a standing man, points towards their destination, which lies over the distant mountains. 

Together, they create a narrative of flight, from the beginning of the journey and the lamentation 

over leaving Russian territory, as indicated by the crosses, to their resolve to get to a safe place, 

beyond the border of the mountains. However, throughout, the figures look behind, scared to be 

followed or scared of the destruction they have left behind, a fear that permeates through the 

rolling dark clouds. 

Russia, however, offers a glimmer of hope within this destruction. The image includes 

only two figures: a woman and a child holding hands. The motherly figure raises her hand and 

gazes upwards, with distinctive features highlighting her eyes and slightly open mouth. She 

wears a head scarf and draping robes, which end just above her bare feet. The child looks at the 

viewer with simplified features, indications of a mouth and a nose, but eyes left blank. Unlike the 

fully realized background of the other two works, the ground and rays of sunshine frame the 

figures, containing them in an oval shape. Through this different background and their disconnect 

from the fear permeating the other works, the mother and child are not entirely in the same realm 

as the other figures. They become divine apparitions, saint-like figures that offer salvation in the 

face of suffering.157  

In these works, Luksch-Makowsky seems to be attempting to represent the horror and 

distress of Russians fleeing their homes during the Civil War. From her perspective, her idea of 

 
157 There is another version, possibly a sketch, of Russia (fig. 45), whose whereabouts are unknown. In this 

version, the figure of the woman is much darker, and her eyes are left blank. In this version, she looks at her 

raised hand instead of above it. The child looks up to her and has more distinctive features. The background is 

not as intricate, the ground rising from the edge of the page to hold only one cross on the horizon, and no rays 

coming from the clouds. However, the style is different from the other two, which indicates it probably was 

considered apart from the three here.  
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Russia, influenced by her aristocratic upbringing, has fallen to the lesser, morally corrupt 

Bolsheviks. Unable to return, she feared for her family, who had to flee, and was cut off from the 

artistic circles that valued her Russian work, such as the Apollo journal, Mir iskusstwa, and the 

avant-garde artists who did not put their work in the service of the Revolution.158  

Luksch-Makowskyôs support system both in Russia and in Germany crumbled. In 1921, 

Luksch-Makowsky finalized her divorce from Richard Luksch after several years of marriage 

difficulties, with her Russian identity often at the heart of their differences. The couple separated 

several times between 1916 and 1919, but tensions had flared up before that when Luksch-

Makowsky took extended trips to Russia. The split was decisive in 1920 when Luksch publicly 

admitted to an affair with a Viennese woman named Beatrix Wieser.159 The couple officially 

divorced in 1921, when he was already living with another woman named Ursula Falke, whom 

he soon married and who quickly gave birth to a daughter.160 With his new family, Luksch was 

unwilling or unable to support Luksch-Makowsky and their three children. Peter and Andreas 

were twenty and eighteen, but the youngest, Dimitri, was nine, in poor health, and needed more 

care and supervision. To make ends meet, Luksch-Makowsky bred rabbits in their garden, 

hunted, foraged for food, and maintained the downstairs unit they rented out while attempting to 

continue her art practice.161 Because of her marriage to Luksch, she was considered, to some 

degree, Austrian and a mother to German children. Unlike other Russians, then, she was not 

exiled or pursued. She was even allowed to fashion her home into a Russian house. It became her 

centre, her homeland, and she became the keeper and distributor of her heritage.  

 
158 Chadzis, Elena Luksch-Makowsky, 227. 
159 Chadzis, Elena Luksch-Makowsky, 228. 
160 Chadzis, Elena Luksch-Makowsky, 233. 
161 Chadzis, Elena Luksch-Makowsky, 237. 
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The Triptych of War reflects the pre-war avant-garde movement and its revival of 

Russian icons, which Luksch-Makowsky had experienced in Russia during her last visit in 

1914, recalling her Russian identity in the face of turmoil in her homeland. However, unlike 

some avant-garde artists who then turn their icon-influenced art to support the Revolution, 

such as Kazimir Malevich or Vladimir Tatlin, Luksch-Makowsky used the icon to turn against 

the Revolution, creating a counter-revolutionary figure. In the central lithograph, Russia, 

Luksch-Makowsky superimposed the identity of the mother, Russia, the Virgin Mary, and 

herself, creating a work of resistance to the destruction of Russian heritage by the Bolshevik 

Revolution, presenting a hopeful, spiritual, and resistant message, in which the figure of the 

mother is central.  

 

Icons of the Virgin Mary, the Russian Revolution, and the Russian Mother 

Being cut off from Russia in 1914 because of World War I had a profound effect on 

Luksch-Makowsky. Her proud Russian nationalism and her exploration of Russian culture in 

her work led to rumours of anti-Germanness, which alienated her from Hamburgôs artistic 

circles. According to Gustav Schiefler, a prominent collector and art historian in Hamburg, a 

rumour circulated that she had said she ñwas looking forward to being able to greet the 

victorious Russians entering Hamburg with her children.ò162 The art history lecturer Dr. 

Wilhelm Niemeyer, a colleague of Richard Luksch, confided to Luksch his struggle with 

Luksch-Makowskyôs Russian nationalism in a letter dated 10 November 1914:  

I would like to add to our conversation that it is also very painful for me personally that it 

must be your wife, as the only Russian person in my area, whose way of thinking has long 

been a foreshadowing of todayôs war. [é] It is not your wifeôs love for her country that 

 
162 ñ[é] sie freue sich darauf, mit ihren Kindern die in Hamburg einziehenden siegreichen Russen begr¿ßen zu 

kºnnen.ò Gustav Schiefler, A Hamburg Cultural History 1890ï1920 (Hamburg: Verein für Hamburgische 

Geschichte, 1985), 533, quoted in Chadzis, Elena Luksch-Makowsky, 202. 
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keeps me, [...] but that this love for Russia is not beautifully testified by giving us the 

noblest Russian soul, but always ugly, always negating, rejecting and looking at the 

German way with a bad attitude; this has always been an unpleasant sight for me and 

something incomprehensible. [...] Any piece of beauty and soul that your wife would have 

brought us as Russian would have been venerable to us. But your wife followed the 

mentally evil and poisonous negation that we know from Dostoyevsky. [é] 163 

Niemeyer indicates that he took issue with Luksch-Makowskyôs apparent affinity for less 

desirable Russian cultural figures such as Fyodor Dostoyevsky, who wrote about the lower 

classes, religion, and morality.164 She was still fascinated with grotesque characters and the Volk 

during this time, reworking studies from her Russian training and depictions of Russian people, 

as in her print Beggars Before the Gate (created 1899; reprinted 1904, 1914) (fig. 46). Although 

the conservative artistic Hamburg community shut her out, she kept her home as a centre for 

Russian culture, teaching her children, amusing her friends with her culture, and staying in 

contact with Russian circles in Hamburg, such as the Russian Association of Hamburg which she 

joined in 1914.165  

Around the time of World War I, she continued to present her Russian heritage in works 

such as Russian Synodal Choir (1914) (fig. 47), which included a Russian city landscape (fig. 

48), Portrait of Dimitri with Russian Toys (1918) (fig. 14), and Russian Toys (1919) (fig. 49), 

which also shows off her extensive collection of Russian toys. However, it was only with her 

Triptych of War that she represented the struggle of the Russian people as she understood it.  

 
163 ñ[...] Unserem Gesprªch mºchte ich hinzuf¿gen, dass es auch mir menschlich sehr schmerzlich ist, dass 

gerade Ihre Frau Gemahlin als der einzige russische Mensch in meiner Nähe, es sein musste, dessen Denkart mir 

seit langem eine Vorverkündigung unseres heutigen Kriegsschicksals gewesen ist. [...] Nicht die Liebe Ihrer Frau 

zu ihrem Lande hält mich, [...] sondern dass diese Liebe zu Russland sich nicht schön bezeugte, indem sie uns 

die edelste russische Seele kennen lehrte, sondern immer hässlich, indem sie die deut- sche Art immer nur 

verneinte, ablehnte und mit böser Gesinnung betrachtete; dies ist mir immer ein unerfreulicher Anblick und 

etwas Unverständliches gewesen. [...] Jedes Stück Schönheit und Seele, das Ihre Frau uns als russisch gebracht 

hätte, wäre uns ehrwürdig gewesen. Aber Ihre Frau folgte geistig böser und giftig verneinender Art, die wir an 

Dostojewski kennen. [...]ò Letter from Dr. Wilhelm Niemeyer to Richard Luksch, 10 November 1914, quoted in 

Chadzis, Elena Luksch-Makowsky, 200ï201. 
164 Dostoyevskyôs major work, Crime and Punishment (1866), considered the soul of a criminal.  
165 Luksch-Makowsky had previously become a member of the Russian-German Association of Germany upon 

her arrival in Munich 1898. Chadzis, Elena Luksch-Makowsky, 247. 
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The Discovery of Russian Icons 

From 1890 to 1930, there was a resurgence of interest in restoring and conserving Russian 

icons.166 Medieval Russian icons, dating from the 12th to the 17th century, had been heavily 

damaged due to poor weather conditions, cracked paint, darkening varnish, and severe 

overpainting. Following Byzantine painting tradition, new icons had to be recreations of previous 

works to maintain an iconographical trail leading back to the first depictions of the saints based 

on real-life sightings or portraits. As such, 18th- and 19th-century icons, inspired by these 

degraded icons, were thought to have degenerated in quality. In the early 18th century, Peter the 

Great had shifted artistic focus from Russian icons to European secular art, flooding the Russian 

art scene with Western European works of art and replacing icons with biblical scenes.167 

At the turn of the 20th century, the restoration of Russian icons led to an aesthetic 

discovery likened to the Italian Renaissanceôs renewed interest in antiquity, developing an 

interest in the formal qualities of icons and other elements of Russian óOld Believerô culture.168 

These icons offered a new language of ñcolour, form, and perspective,ò as their vast planes of 

colour and the simplicity of the expressions contrasted with the realist, naturalistic style taught at 

the academies of art.169 In contrast to many European artists, who found inspiration particularly 

in African art forms, many Russian avant-garde artists saw óprimitivismô in the icons as 

representatives of an older folk tradition. This neo-primitivist movement also offered artists new 

 
166 Jonathan A. Anderson and William A. Dyrness, Modern Art and the Life of a Culture: The Religious Impulses 

of Modernism (Downers Grove: IVP Academic, 2016), 199. 
167 Nina Gurianova, ñRe-imagining the Old Faith: Larionov, Goncharova, and the Spiritual Traditions of Old 

Believers,ò in Modernism and the Spiritual in Russian Art: New Perspectives, ed. Louise Hardiman and Nicola 

Kozicharow (Cambridge: Open Book Publishers, 2017), 133. 
168 Oleg Tarasov, ñSpirituality and the Semiotics of Russian Culture: From the Icon to Avant-Garde Art,ò in 

Modernism and the Spiritual in Russian Art: New Perspectives, ed. Hardiman and Kozicharow, 122. 
169 Amy Singleton Adams and Vera Shevzov, eds, Framing Mary: The Mother of God in Modern, Revolutionary, 

and Post-Soviet Russian Culture (Ithaca: Cornell University Press, 2020), 15. 
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inspiration for a nationalistic art, allowing them to build a new Russian identity imagined to be 

removed from Western influence.170  

The exploration of the meaning of óbeing Russianô developed through the first decade 

of the 20th century, cumulating in a cultural boom in 1913. The Exhibition of Old Russian Art, 

held in Moscow that year, showed newly cleaned icons from private collections.171 It was 

paralleled by the First Lubok Exhibition organized by Larionov at the Moscow School of 

Painting, Sculpture, and Architecture, which was followed by a second lubki art salon, 

including 129 icon patterns, 170 lubki, and several hand-made books.
172

 This órediscoveryô of 

older culture was a turning point not only for understanding Russian art and identity but also 

for creating a new identity within European art worlds. For some Russian artists, such as 

Kazimir Malevich and Wassily Kandinsky, icons were models for exploring new intentions in 

their works, culminating in a rejection of figuration and moving towards abstraction. 

However, other artists, those who remained faithful to the Orthodox church, reworked the 

religious icon for the modern age.  

During this time, Luksch-Makowsky made several trips to Russia, her last during the 

cultural boom of 1913ï1914, to exhibit her works and partake in Russian artistic and social 

circles, where she followed the rising interest in icons.173 In her youth, her family often took 

trips to small villages, so her father could study Russian motifs and people. For the children, 

Elena and Sergei, it was an opportunity to learn about the folk customs and collect folkish 

toys.174 She emulated this study during her later trips. She visited several monasteries along 

 
170 Gurianova, ñRe-imagining the Old Faith,ò 133. 
171 Wendy R. Salomond, ñHow America Discovered Russian Icons: the Soviet Loan Exhibition of 1930ï1932,ò 

in Alter Icons: The Russian Icon and Modernity, ed. Jefferson J. A. Gatrall and Douglas M. Greenfield 

(University Park: Pennsylvania State University Press, 2010), 130. 
172 Gurianova, ñRe-imagining the Old Faith,ò 136. 
173 Chadzis, Elena Luksch-Makowsky, 186-7. 
174 Chadzis, ñElena Luksch-Makowsky und die russische Volkskunst,ò 98ï99.  
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the Golden Route, which linked the churches in Rostov, Chudov, Uspensky, and Valaam.175 

She took the opportunity to collect toys and Russian dolls, a passion she shared with other 

Russian artists such as Iwan Bilibin and Alexandre Benois.176 At the end of her life, Luksch-

Makowsky had collected dozens of toys from various mediums and places of origins across 

Russia, all housed in a toy cabinet in her home (fig. 50). Like the icons, toys were a new 

source of inspiration for form, colour, and subject matter, and the toy collection even made it 

into some of her artworks, such as Portrait of Son Dimitri with Russian Toys and Russian 

Toys, in which the colours and paint application in long strokes evoke a Cubist approach.  

Luksch-Makowsky was also made aware of the artistic modernization of icons through 

her brotherôs circle. In 1913, the art critic Nikolai Punin wrote in Apollo: ñIcons, in their 

magnificence and living beauty, will help contemporary art accomplish achievements that 

differ from those that have been influencing European art for the last few years.ò177 The 

modernization of the icon inspired several other artists, such as Natalia Goncharova, who 

exhibited in the Apollo exhibition of works by women artists in 1910.178 Although there were 

several Russian women artists active in the 18th and 19th centuries, they were not traditionally 

allowed to create icons. Goncharova was one of the first women artists to approach the icon 

type with her series entitled The Evangelists (1911). Like Luksch-Makowsky, most of 

Goncharovaôs works drew on her folk heritage, often using the lubki form or drawing 

inspiration from folk toys and dolls, thus introducing a new source for Russian cubism.179 

 
175 Chadzis, Elena Luksch-Makowsky, 246. 
176 Chadzis, ñElena Luksch-Makowsky und die russische Volkskunst,ò 102. 
177 Alexandra Smith, ñMarina Tsvetaevaôs Images of the Mother of God in the Context of Russian Cultural 

Developments in the 1910sï1920s,ò in Framing Mary, ed. Adams and Shevzov, 146. 
178 John E. Bowlt and Matthew Drutt, eds, Amazons of the Avant-Garde (New York: Guggenheim Museum, 

2000), 22 
179 M.N. Yablonska, Women Artists of Russiaôs New Age, 1900ï1935, trans. Anthony Parton (New York: 

Rizzoli, 1990), 55 
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However, as a religious person, a significant influence on Goncharova was the Byzantine icon, 

and she was a strong supporter of their restoration.180  

Although Luksch-Makowsky had ties to the Russian Orthodox Church, including 

marrying Richard in such a church, she only became a member of the Hamburg Orthodox 

parish in 1923.181 But in her creation of the Triptych, she shows her understanding of religious 

iconography and the importance of the Orthodox faith in preserving Russian heritage.  

 

Russia, Lady of Supplication 

In contrast to Russian avant-garde artists who rejected the religious aspect of icons in 

favour of abstracting their colours and form, many applying them to revolutionary propaganda 

manifestoes and pamphlets, Luksch-Makowsky used religious iconography to present her anti-

revolutionary beliefs. Elena Luksch-Makowskyôs Russia, which depicts a veiled mother with 

her arms raised towards the heavens, evokes images of the Virgin Mary in the Byzantine 

tradition. With the renewal of icons and amidst questions regarding faith and spirituality in 

Russia, the position and agency of icons and depictions of the Virgin Mary were discussed. 

Particularly in Russia, Mary was referred to as ñMother,ò ñBirthgiver," or even ñBirth-giver of 

God (Bogoroditsa),ò rather than ñVirginò or the later Renaissance term ñOur Lady (Madonna, 

Gospozha).ò182 This focus on motherhood and humanity allowed women to identify with her 

and made the Russian Virgin Mary synonymous with images of mothers.  

The most popular icons of the Virgin Mary in Russian Orthodoxy were the Lady of 

Tenderness and the Lady of Sorrows, the first a depiction of Mary with the infant Christ and 

 
180 Gurianova, ñRe-imagining the Old Faith,ò 141. 
181 According to a letter from the Russian Orthodox Parish in Hamburg, Luksch-Makowsky was celebrating 

seven years of membership in 1930, so she would have joined in 1923. FSO 01-228. 
182 Adams and Shevzov, Framing Mary, 6. 
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the latter showing Mary after the crucifixion.183 A third image of the Virgin Mary, the Lady of 

Supplication, was almost as revered, if not more so, but was rarer. This Mary acted as an 

intercessor for God and Christ and was most often painted on church walls, such as the Virgin 

of Orans (11th century) (fig. 51), in modern-day Ukraine.184 As an intercessor, the Lady of 

Supplication was responsible for passing on the congregationôs prayers, listening to their 

struggles and acting to help them. She becomes more visible and active in her position 

between Christ and the devotee, symbolically acting as a bridge but, in practice, becoming the 

destination for prayers. 

Luksch-Makowsky modelled Russia as a Lady of Supplication. Although the work does 

not adhere to the strict iconography of Byzantine icons, Luksch-Makowsky mimics the 

essence and power of the icon. The woman holds her arm open in the orans position, and faces 

the sky, indicating a dialogue between her and the heavens and God.185 Luksch-Makowskyôs 

inclusion of the child evokes the infant Christ and the nurturing nature of the Virgin Mary. 

The Lady of the Sign, a variation of the Lady of Supplication in which the infant Christ is set 

within the chest of the Virgin, represents the moment of conception, as in Our Lady of the 

Sign from Yaroslavl (12th century) (fig. 52). The infant becomes a beacon of hope and a 

symbol of an oncoming revolution or renewal of faith, a revelation in all senses of the word. 

 
183 Joanna Hubbs, Mother Russia: The Feminine Myth in Russian Culture (Bloomington: Indiana University 

Press, 1988), 104. 
184 The Pokrov icon also holds a veil, which dates back to the apparition of the Virgin Mary in 10th-century 

Constantinople, where, when threatened by war, she covered the eyes of the citizens to protect them. ñThe icon 

of Pokrov: Ukraineôs favorite Madonna,ò Aleteia, https://aleteia.org/2022/04/09/the-icon-of-pokrov-ukraines-

favorite-madonna/ (accessed 19 April 2024). 
185 The term Orans stems from the Latin orans and evokes an ancient prayer sign, and means a figure with open 

arms, held upwards. It has its roots in Paleolithic cave paintings and early Christian sarcophagi, and in Russian 

folk items, it often appears on Russian embroideries of adorations of the goddesses. The Lady of Supplication 

always has the arms in orans. Hubbs, Mother Russia, 110. 

https://aleteia.org/2022/04/09/the-icon-of-pokrov-ukraines-favorite-madonna/
https://aleteia.org/2022/04/09/the-icon-of-pokrov-ukraines-favorite-madonna/
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The iconography of the Lady of Supplication lends agency to the woman in Russia. In 

contrast to other images of revolutionary mothers, such as the bare-breasted or breastfeeding 

woman, which symbolize nurturing, Russiaôs power comes from her ability to listen to the 

prayers and protect the faithful.186 However, breaking from traditional iconography suggests 

that this is not only an icon but also a representation of a Russian woman, a Russian mother, 

and Luksch-Makowsky herself, imbued with the power of the Virgin Mary. 

  

The (anti-) Soviet Mother 

The Virgin Mary, at once virgin, wife, mother, and queen of the people, is an 

unattainable ideal. Many 20th-century feminists questioned the limiting effect of this ideal on 

women. In her book, The Second Sex, Simone de Beauvoir wrote that the image of Mary 

brought, for ñthe first time in human history,ò an image of ñ [a] mother [who] kneels before 

her son; [who] freely accepts her inferiority.187 Similarly, Julia Kristeva underlined the 

contradiction of Mary being ñboth an object with whom women wished to identify and an 

object that those responsible for maintaining the social and symbolic order felt it necessary to 

manipulate.ò188 In the Russian context, Joanna Hubbs notes that the shift of the Russian 

religion in the 10th century from the inclusion of female deities in the pantheon of Rusô to the 

singular masculine deity of God incurred a shift to patriarchal religious structures.189 In these 

 
186 Examples include Kuzma Petrov-Vodkinôs Petrograd Madonna, 1918, one of the last religious icons created 

in Soviet Russia, in which the woman holds her blouse closed as if the infant just fed or will be nursing. The 

allegorical figure of liberty in Eugène Delacroixôs Liberty Leading the People, 1830, for the July Revolution, is 

depicted with her breasts open to the public. Smith, ñMarina Tsvetaevaôs Images of the Mother of God,ò 164.  
187 Simone de Beauvoir, The Second Sex (Le dexième sexe), trans. H.M. Parsley (London: Lowe and Brydone 

Ldt, 1956 (1949)), 188. 
188 Julia Kristeva, ñStabat Mater,ò Poetics Today 6, nos. 1ï2 (1985): 147ï48.  
189 Adams and Shevzov, Framing Mary, 22. 
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structures, Mary became a symbol of the diminutiveness of women and their subservience to 

men, either under the church, under God and the Son, or their male family members.  

However, Kristeva also underlines the importance of the Virgin as an intercessor in the 

relationship between the devout woman and God, and the ñfemale denial of the other sex (of 

man),ò and a rejection of the patriarchal family structure in favour of this relationship.190 In 

the creation of Christ-child, the Virgin-Mother is not dependent on the husband but on her 

relationship with God.191 The mother and child figures stand alone, separate from traditional 

subjugation to the mortal father, who is replaced by God, or faith. Motherhood becomes a 

religious experience and divine pathway to a dialogue with God, and mothers become the 

intercessors. The Virgin Mary gives a voice to women, showing they can counter the 

anonymity brought to women with the birth of a child, the loss of identity and ownership of 

the body. Through the medium of motherhood, she became a saint and an essential figure in 

her own right, either as an influential figure when she ascended as the Queen of Heaven or an 

active figure as in the Lady of Supplication. 

In Russia, Luksch-Makowsky underlines the active and essential role mothers play in 

Russian life as keepers of heritage and nurturers of the people. Around this time, several 

authors wrote about the motherôs role in upholding Russian morality and social order.192 In 

Leo Tolstoyôs short story Father Sergius (1911), the protagonist Sergius, after succumbing to 

temptations and failure, is reborn in his motherôs house and spreads her love and morality 

throughout the country.193 However, this was also used in Soviet ideology to call for a return 

to the earth, or to motherland and its values. In Maxim Gorkyôs Mother (1906), the mother 

 
190 Kristeva, ñStabat Mater,ò 148. 
191 Kristeva, ñStabat Mater,ò 148. 
192 Hubbs, Mother Russia, 231. 
193 Hubbs, Mother Russia, 233. 
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follows the path of her revolutionary son, not due to political allegiance but through motherly 

love. However, after the Revolution, the Soviet party takes on the motherly role, teaching the 

protagonist, Pavel Vlasov, Soviet morals and ideology.194 The Soviet party, which considered 

this an official Soviet work, took on the role of the mother in teaching the people. The mother 

became a figure from whom the Russian people would rally and learn but who would be 

second to the state. Luksch-Makowsky, in her rejection of the Bolshevik Revolution and the 

Soviet government, underlines the mother as head of the Russian people, her presence a 

vision, her actions divine. As the bearer of children, the mother is also the bearer and keeper 

of culture, of the continuation of heritage, and a container for the Russian faith.  

In this modern icon, she also reworks the patriarchal values of the church and the new 

Soviet state. The traditional Lady of Supplication is painted on church walls and is not 

transportable. As intercessors, the icon must remain in a space controlled by the church and 

the men who lead it, and thus what Mary sees or hears is censured to a certain degree. Luksch-

Makowsky, however, uses lithography and thus created a transportable, adaptable figure 

available at all times to the viewer and uncontained by the church or state. Additionally, after 

the Revolution, the new government took ownership of religious property, which they sold or 

destroyed, which led to Russians living abroad and refugees taking measures to preserve their 

religious and cultural heritage.195 Russia, presenting the Russian mother and the Virgin Mary, 

symbolizes hope for the refugees and the exiled, thus becoming a transportable icon of 

Russian heritage.  

 

 
194 Hubbs, Mother Russia, 234. 
195 Chadzis, Elena Luksch-Makowsky, 248.  
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Elena Luksch-Makowsky as Mother Russia 

Luksch-Makowsky superimposes her identity onto the woman in Russia, aligning 

herself with the strong Russian mother and the Virgin Mary and presenting herself as the 

keeper of Russian heritage and as a counter-revolutionary figure. In her previous works, such 

as Ver Sacrum, Luksch-Makowsky drew inspiration from icons of the Virgin Mary, presenting 

her child Peter as Christ-like. Similarly, in Russia, she presents her sons as Christ-like. In the 

many depictions of her son Andreas from 1910ï1916 (figs. 11ï13), the boyôs appearance 

remains consistent, maintaining the short bowl cut with fringe, which is also present in 

photographs taken in 1907 and 1909 (figs. 53ï54). Her youngest son, Dimitri, is depicted 

similarly in Portrait of Dimitri Luksch with Russian Toys. The child in Russia echoes these 

portrayals, evoking her children to those familiar with her family.  

Luksch-Makowskyôs nationalism and ostracization from Hamburg society stemmed 

from the accentuation of her Russian identity. In combining a self-portrait with the image of 

Russia, she portrays herself extended into another space, a figure of survival and hope for her 

heritage and the remnants of the pre-Soviet era.  

After the Revolution, mistrust of the church and the Orthodox faith led to a divide and 

the removal of religion from the agenda of Soviet Russia. Like the Makowsky family, those 

who held to their faith or aristocratic upbringing fled or were persecuted. Although Luksch-

Makowsky did not prominently voice her opinions on the government while in Germany, she 

seemed to be aware of and worried about the state of her homeland. Using the same 

iconographic and literary influences as the avant-garde, the Byzantine icon and the call for the 

renewed interest in motherhood, she distanced herself from the avant-gardeôs more 

revolutionary forms, and instead created an anti-Bolshevik, but nevertheless revolutionary 

figure. Her specific iconography of the Virgin Mary emphasizes her knowledge of Russian 
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cultural debates before the Revolution and the potential power of the figure, which translates 

to the Russian woman and mother. Her Russian woman becomes a central figure of hope to 

those fleeing the ravages of the Revolution and a beacon of Russian heritage in a new land. 

Together, the Triptych of War is her political stance in the face of the Revolution and the Civil 

War.  

She continued to show her support for the Russian refugees and prisoners after the war. 

In 1925, she started to create a monument for Russian refugees. A model, Prisoner Group (fig. 

55) shows nine faceless figures grouped together in a line, with their clothes flowing a little 

behind them, as if walking through a winded path. Their unmarked clothing and faces do not 

indicate what kind of prisoner they are, either refugees or soldiers, only those who have 

suffered in Russia.196 In a letter to her son Andreas in 1926, she relates her personal 

attachment to the work: ñthis time it is conflicts with emigration that is giving me a lot to deal 

with [é] everything that I experienced so overwhelmingly in the years of war psychosis, 

would have found its form there,ò197 underlining the devastating effect the war and separation 

from her homeland had on her. She wrote of the project:  

[é] the monument to the captured Russians was a real tragedy for me - even though it 

was my initiative, [é] despite offering my unpaid work, [é] they didnôt listen to my 

words and smothered me in their stupid conservative dilettante-stuff [é].ô198 

 
196 Chadzis, Elena Luksch-Makowsky, 250.  
197 ñEs sind diesmal Auseinandersetzungen mit der Emigration, die mir viel zu schaffen geben [é] Alles, was 

ich so überwältigend erlebte in den Kriegspsychose-Jahren, hªtte da seine Form gefunden.ò Letter from Elena 

Luksch-Makowsky to Andreas Luksch, 26 March 1926, quoted in Chadzis, Elena Luksch-Makowsky, 251. 
198 ñ[...] des Denkmals f¿r die gefangenen Russen - eine wahre Tragödie für mich - trotzdem es meine Initiative 

[é] trotz Angebot meiner unbezahlten Arbeit, anhand einer plastischen Skizze mit Zeichnungen, genauen 

Kostenvoranschlägen - musste ich mich mit diesen Banausen herumschlagen. Drei Abende lang, dass ich Blut 

geschwitzt habe. Sie hörten nicht auf meine Worte und erstickten mich in ihrem dummen, conservativen 

Dilettanten-Kram [é].ò Letter from Elena Luksch-Makowsky to Andreas Luksch, 26 March 1926, quoted in 

Chadzis, Elena Luksch-Makowsky, 251. 
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She offered to create the work free of charge, to an unknown organization, yet it was 

rejected, which she believed was because of her gender.  

Luksch-Makowsky did not present or attempt other political works to support the 

Russian refugees and prisoners after this monument. However, she reworked the Triptych of 

War to bring attention to the effects of the war on civilians, particularly mothers. For the 

German National Day of Mourning, Luksch-Makowsky wrote a short text to accompany 

Crying/Lament. The National Day of Mourning had its origins in 1922 and was declared a 

national holiday in 1934 under the Nazi regime. It occurs on the second Sunday of November 

to encourage the people to honour grave sites.199 Although there is no date in the newspaper 

article, it can probably be dated after World War II, given the mention of severe civilian 

bombings in Germany.200 In the article, Luksch-Makowsky urges the reader to take a moment 

to remember the past wars throughout Europe and their victims, with particular attention paid 

to the civilian deaths of women and children:  

[é] Every nation has cuts in its history that are recorded as dark hours. Above all, they 

are the unspeakable ones who fly, which again and again claim millions of victims, 

poor are the mothers, women and children afterwards, for whom an entire people 

mourn [é]201 

In the title of the article ñGraves Accuse,ò Luksch-Makowsky brings attention to the 

graves of the less honoured, those of mothers and children, and accuses people of forgetting 

their lives and their deaths.  

Elena Luksch-Makowskyôs gravestone in the Garden of Women at the Ohlsdorf 

Cemetery in Hamburg, where a biography of the artist also appears, further emphasizes the 

 
199 ñThe history of Volkstrauertag (National Day of Mourning),ò Gedenkportal, 

https://gedenkportal.volksbund.de/en/remembrance-day/national-day-of-mourning/the-history-of-volkstrauertag-

national-day-of-mourning (accessed 19 April 2024). 
200 Strategic bombing was used in both wars, but Germany was only heavily bombed in World War II.  
201 Elena Luksch-Makowsky, ñZum Volkstrauertag: Grªber klagen an.ò See Appendix D. 

https://gedenkportal.volksbund.de/en/remembrance-day/national-day-of-mourning/the-history-of-volkstrauertag-national-day-of-mourning
https://gedenkportal.volksbund.de/en/remembrance-day/national-day-of-mourning/the-history-of-volkstrauertag-national-day-of-mourning
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artistôs identification with these three lithographs and in particular with Russia. The 

gravestone presents the same woman as in Russia, but now with three children (fig. 56). 

Although Luksch-Makowsky had written that Frauenschicksal could be considered her 

gravestone, she eventually chose the patriotic theme of Russia, and the important message she 

promoted in her Triptych of War to represent her.202 In this last presentation of her identity, the 

tombstone underlines her Russian heritage, her artistic creations, and her identity as a mother.  

 

Figures 

 
Figure 42. Elena Luksch-Makowsky, Russia (Russland), 1921, lithograph, Hamburg 

Kunsthalle, Hamburg, Germany.  

 
202 Chadzis, Elena Luksch-Makowsky, 332. 



 85 

 
Figure 43. Elena Luksch-Makowsky, Crying/Lament (Weinen/Die Klage), 1921, lithograph, 

Hamburg Kunsthalle, Hamburg, Germany.  

 
Figure 44. Elena Luksch-Makowsky, Flight (Flucht), 1923, lithograph, Hamburg Kunsthalle, 

Hamburg, Germany.  
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Figure 45. Elena Luksch-Makowsky, Sketch for Russia, 1921, medium unknown, location 

unknown. In Chadzis, Die Malerin und Bildhauerin Elena Luksch-Makowsky, fig. 83. 

 

  
Figure 46. Elena Luksch-Makowsky, Beggars Before the Gate (Bettler vor dem Tor), 1900; 

reprinted 1904 and 1914, print, Hamburg Kunsthalle, Hamburg, Germany.  
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Figure 47. Elena Luksch-Makowsky, Russian Synodal Choir (Russische Synochdal Chor), 

1913, plaster, Hamburg Kunsthalle, Hamburg, Germany.  

 

 
Figure 48. Elena Luksch-Makowsky, Russian Synodal Choir with accompanying painting. In 

unknown, ñElena Luksch-Malkowski: Russische Vision,ò unknown newspaper, (Monday 10, 

1955), FSO 01-228. 
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Figure 49. Elena Luksch-Makowsky, Russian Toys (Russische Spielzeug), 1919, oil on 

cardboard, Wolfgang Pauritsch.  

 

 
Figure 50. Elena Luksch-Makowsky with toy cabinet, photograph, c. 1950, FSO 01-228. 



 89 

  
Figure 51. Unknown, Virgin of Orans, 11th century, mosaic, Saint Sophia Cathedral, Kiev, 

Ukraine.  

 

 
Figure 52. Kiev School, Our Lady of the Sign, 12th cent, tempera on wood, Tretiakov Gallery, 

Moscow, Russia. 
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Figure 53. Rudolf Dührkoop, Elena Luksch-Makowsky with Sons Peter and Andreas, 1907, 

photograph, Museum für Kunst und Gewerbe, Hamburg, Germany.  

 

 
Figure 54 Rudolf Dührkoop, The Sons Peter and Andreas, 1909, photograph. In Klee and 

Rollig, eds. Elena Luksch-Makowsky, 103.  
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Figure 55. Elena Luksch-Makowsky, Prisoner Group for the Monument for Russian Refugees, 

1925, clay model, Museum für Kunst und Gewerbe, Hamburg, Germany.203  

 

 
Figure 56. Based on Elena Luksch-Makowsky, Gravestone for Elena Luksch-Makowsky, 

c.1967, stone, Ohlsdorf Cemetery, Hamburg, Germany.   

 
203 The creation date in the Museum für Kunst unde Gewerbe files are 1916, however Chadzis proposes this was 

an error made by her son, Peter Luksch. Based on the letter cited above to Andreas Luksch in 1925, the group 

would have been made then. Chadzis, Elena Luksch-Makowsky, 251.  
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Chapter 6: Motherhood and the Aryan Ideal from the Weimar Republic to the Nazi 

Regime  

In 1987, Claudia Koonz, an American historian who focuses on women in Nazi 

Germany, wrote: 

Historians have dismissed women as part of the timeless backdrop against which Nazi 

men made history, seeing men as active ñsubjectsò and women as the passive ñother,ò 

quoting Simone de Beauvoirôs terms.204  

Koonz underlined the disregard of many scholars for the presence and impact of 

women in the Nazi regime, seeing them instead as solely controlled by the men believed to be 

in power. Beginning in the 1970s, more scholars took a closer look at the role and actions of 

women in the Nazi party, showing their importance not only in the rise of the National 

Socialist movement but also their active participation in the political structure. However, very 

little research has been done on women artists and their production, and virtually none has 

appeared in English. Pamela Potterôs study of the history of the Third Reich notes that the 

ñrelatively small number of women artists, composers, playwrights, and directorsò has limited 

research in this field.205 However, as the next chapters show, the presence and impact of 

women in the arts is non-negligible, and should be further studied.  

While studies of Nazi art mostly focus on women as subject matter, most studies on 

women artists in Germany during this time take on the critical task of remembering the many 

who fell victim to aesthetic and racial censure, their emigration, exile, or murder under the 

regime. However, this overlooks a number of women artists who stayed to produce under Nazi 

ideology. These women artists took different approaches to their art under Nazism. Some 

 
204 Claudia Koonz, Mothers in the Fatherland: Women, the Family, and Nazi Politics (New York: St. Martinôs 

Press, 1987), 3. 
205 Potter, Art of Suppression, 39. 
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supported the regime and created National Socialist art; others were subversive but not to the 

extent that they were censured; and others were forced to cease making art. Attempting an 

overview of these women artists under a general umbrella of style or approaches would over-

simplify their experiences. However, studying particular cases offers a better understanding of 

particular women artistsô work under the regime.  

In this chapter, I first consider how Elena Luksch-Makowsky shifted her 

representations of motherhood to more traditional images towards the end of the Weimar 

Republic, then outline her increasingly conservative representations under the Nazi regime 

against the backdrop of rising restrictions on the roles for women artists created by Nazi 

cultural organizations. 

 

Childrenôs Portraits, the Weimar Republic, and the Compliant Mother 

In 1931, Luksch-Makowsky wrote to her son Andreas about her hardships finding 

work:  

[I am on a] constant hunt for work, [making] strenuous portraits for óanyô price, and 

everything is thrown down the throats of the creditors to cover the meager living 

expenses. [é] The works (portraits) are successes, just ridiculous prices.[é].206 

Through her career in Vienna and the early years in Hamburg, where she was 

financially supported by her family and husband, she experienced a certain level of artistic 

freedom that allowed her to pursue projects which interested her. However, after the 

Revolution and her divorce, she had to depend mostly on her own earnings, which forced her 

 
206 ñDauernde jagd nach Arbeit, anstrengende Portraits f¿r üjedenû Preis, und alles in den Rachen der Glªubiger 

geworfen, um die knappsten Lebenserfordernisse zu decken. Jetzt also auch, ehrliche aufregende Abzahlungen. 

In der Arbeit (Porträs) ganz h¿bsche Erfolge, eben lªcherliche Preise.ò Letter from Elena Luksch-Makowsky to 

Andreas Luksch, 2 June 1931, quoted in Derenda, Kunst als Beruf, 299.  
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to make art that would attract customers, and thus had to be palatable to the tastes of a broader 

range of consumers. Unlike the individuality of her earlier non-commissioned works depicting 

children, such as Ver Sacrum (fig. 11), Frauenschicksal (fig. 30), and Portrait of a Boy (1919) 

(fig. 57), her later Weimar style was adapted into more compliant subject matter for both a 

school commission and as befitting a woman artist of the time. In creating the Fountain 

Statues (1930) (figs. 58ï59) and the Portrait of Ekkehard, Karin and Roland (1931) (fig. 60), 

Luksch-Makowsky conformed to the conservative late Weimar expectations of women artists, 

limiting her creativity to the familial sphere and taking on the role of the motherly-artist.  

 

Fountain Statues, 1930 

In 1930, Elena Luksch-Makowsky created two sculptures of a pair of children for the 

opening of Wiesendamm Elementary School, which has now been destroyed (figs. 58ï59). 

These works were the artistôs first large-scale public commissions since Melpomene and the 

Tragic Choir, made for the Bürgertheater in Vienna in 1905. Luksch-Makowsky received the 

commission through her supporter Fritz Schumacher, who had helped with the public 

installation of Frauenschicksal in 1926. He did not commission her directly, but she eagerly 

presented herself as a candidate. In a letter to her son Andreas in October 1929, Luksch-

Makowsky wrote: ñ[é] I have an invitation to do a project, I believe it is the result of my 

conversation with C. Mºnckeberg. [é] 1ï2 fountains for a new, ultra-modern elementary 

school [é]ò207 Mönckeberg was a city council member and sometimes published in the Neue 

Hamburger Zeitung. Judging by their letters, his relationship with Luksch-Makowsky was 

 
207 ñ[é] Ich habe eine Aufforderung eine Arbeit zu machen, ich glaube dass es die Folge von meinem Gespräch 

mit C. Mºnckeberg ist. [é] 1ï2 Brunnen für eine neue hochmoderne Volksschule [é].ò Letter from Elena 

Luksch-Makowsky to Andreas Luksch, 26 October 1929, quoted in Derenda, Kunst als Beruf, 353. 
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friendly, possibly bordering on the romantic. 208 She suggests that Mönckeberg acted as a 

mediator between her and Schumacher, using some of his political sway to grant her the 

commission. She subsequently threw herself into the project, writing: ñI was supposed to make 

sketches for two fountain figures (actually only one). But I modelled both, photographed them 

and brought the drafts to Prof. Schumacher for appraisal, effectiveness and success across the 

board, 1800 Marks of pure income.ò209 Her active involvement in pursuing the commission 

showed her understanding of the challenges of gaining patronage and her devotion to creating 

work that would be accepted publicly.  

For the commission, she created two bronze statues, one of a pair of young girls and 

one of a pair of young boys. They were placed above the drinking fountains in the school 

hallways, the fomer in the girlsô section and the later in the boysô. They are depicted smiling, 

the boys talking to one another, and the girls looking outwards, holding hands. The children 

wear plain shorts and short-sleeved tops and are barefooted, showing their sporty bodies. The 

comradery, youth, and health of the children make them perfect examples for the children in 

the school. 

Upon their unveiling, the fountain statues received praise for their realism in a 

newspaper of the time:  

The beautiful new elementary school of Meerteinstraße has two new interior 

decorations, thanks to the hand of our Hamburg sculptress, Prof. Elena Luksch-

Makowsky. [é] She shows two little girls snuggled up against each other in a friendly 

way, seeming to be happily praying for sunny surroundings. From the same material 

and at the same height, the group of two small boys depicted opposite rises above the 

drinking fountain in the boysô section. Pensively, the younger listens to his older 

comrade, who knows how to speak charismatically with the natural gesture of his 

 
208 Derenda, Kunst als Beruf, 353. 
209 ñIch sollte Skizzen f¿r 2 Brunnen Figuren machen (eigentlich f¿r eine nur). Ich modellierte aber in richtiger 

Größe für beide, photographierte sie und brachte die Entwürfe zum Prof. Schumacher, zur Begutachtung, Effect, 

Erfolg auf der ganzen Linie - 1800 Mark rein.ò Letter from Elena Luksch-Makowsky to Andreas Luksch, 21 

November 1929, quoted in Derenda, Kunst als Beruf, 353. 
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clenched fist. Both groups betray motherly love and familiarity with the childôs soul 

and have, therefore, rightly received their place among proper girls and proper boys.210  

The article presents the statues as realistic and representative of children in the school, 

not as allegories of childhood or idealized figures. By underlining Luksch-Makowskyôs 

motherly approach, the newspaper emphasizes her creativity as an extension of her motherly 

instinct, reversing the critical stance on motherhood that Schumacher had propagated in his 

earlier reading of Frauenschicksal.  

 

Portrait of Ekkehard, Karin and Roland, 1931 

During this period, Luksch-Makowsky also painted a number of portraits of children, 

such as the Portrait of Ekkehard, Karin and Roland (1931) (fig. 60) and Portrait of Dimitri 

Luksch (1931) (fig. 15). These works contrast with her earlier Portrait of a Boy (1919) (fig. 

57), in which she used quick, broad brushstrokes with heavy outlines and bright yellow and 

green for the background. The eyes of the boy are prominent in the work, with heavy circles 

that suggest tiredness or weariness. Similarly to the sculptures for the school, the children 

wear casual and contemporary clothing, showing rather ideal German youths.  

She created the Portrait of Ekkehard, Karin and Roland for her neighbours, the Johler 

family. Luksch-Makowsky was close with the family before her move from the neighbourhood 

in 1933. Luksch-Makowsky represented the three Johler children, focusing on Roland, who 

was four, in the front, with Ekkehard, who was nine, and Karin, who was six at the time, in the 

background.211 Karin recounted the experience of sitting for the painting in 2013:  

Luksch-Makowsky actually just wanted to paint Roland with his round head, curls and 

blue eyes. Maybe in order not to disappoint us siblings, the two of us were included in 

 
210 Italics mine. Unknown, ñIn der Volkschule MeerweinstraÇe.ò See Appendix E.  
211 Ekkhart Lauritzen, ñHans und Elwine Johler geb. Ude,ò Lauritzen Hamburg, https://www.lauritzen-

hamburg.de/hans_elwine_johler.html (accessed 19 April 2024). 

https://www.lauritzen-hamburg.de/hans_elwine_johler.html
https://www.lauritzen-hamburg.de/hans_elwine_johler.html


 97 

the background of the picture. [é] It wasnôt a ópleasant smilingô picture [as] is so 

popular today. Luksch-Makowsk[y]  wanted to bring out what she saw in us, especially 

in Roland. [é].ò212  

In the work, the artistôs focus on Roland is apparent. He takes over most of the 

painting, with his eyes staring out at the viewer and his curly hair painted in sharp detail. He 

wears shorts and a T-shirt, which show off his pale skin. His siblings are in the background, 

leaning against the fence, looking out of the frame, and rendered with significantly less detail. 

Ekkehard wears a full-body black ensemble and hat, possibly a school uniform, while Karin 

wears a white pinafore over a blue dress and holds an orange ball. In her account, she notes 

that the clothes were the best they had, although a little out of fashion.213 The difference 

between the three children is stark, especially between Ekkehard and Roland. His dark 

uniform ages the young boy, making him look almost like a soldier or worker. He takes on the 

image of the óman of the house.ô Contrastingly, Luksch-Makowsky shows Roland youthfully, 

his hair slightly wild, and the red edges of his outfit add a touch of playfulness to the 

ensemble. Luksch-Makowskyôs interest in his blond hair and blue eyes show tendencies 

towards the idealization of the Aryan race. He is focused, staring intensely through the 

painting, showing his thoughtfulness. However, Karinôs later remark, that the artist had 

painted her and her siblings not as ñópleasant smilingô picture [as] is so popular today,ò shows 

Luksch-Makowskyôs artistic independence, despite the more consumer-oriented content.  

 
212 ñLuksch-Makowski wollte eigentlich nur Roland malen mit seinem runden Kopf, den Locken und den blauen 

Augen. Vielleicht um uns Geschwister nicht zu enttäuschen, kamen wir beiden im Hintergrund mit aufs Bild. 

Passte ja auch. Gemalt hat sie uns einzeln in ihrer Wohnung. Ich ging mit ihr gleich rechts in ein Zimmer, das als 

Atelier diente. Der Fußboden war vollgestellt mit Farbtöpfen. Ich setzte mich auf den einzigen Stuhl, sie stand 

hinter ihrer Staffelei. Vermutlich hat sie den Hintergrund schon vorher fertiggestellt. Jetzt malte sie uns drei 

nacheinander da hinein. Unsere beste Kleidung war für die Zeit immer schon etwas aus der Zeit gefallen, aber 

von hoher Qualität. Meine Mutter hat sie von ihrem Onkel Karl Frahm bekommen. Dessen Kinder waren da 

dann rausgewachsen.- Das war kein óBitte lächeln-Bildô wie es heute so beliebt ist. Luksch-Makowski wollte 

herausarbeiten, was sie in uns sah, vor allem in Roland.ò Karin Johler quoted in Lauritzen, ñHans und Elwine 

Johler geb. Ude.ò 
213 Karin Johler quoted in Lauritzen, ñHans und Elwine Johler geb. Ude.ò 
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Compliant Mothers and the Weimar Republic 

In the Fountain Statues and the Portrait of Ekkehard, Karin and Roland, Luksch-

Makowskyôs presence, identity, and voice are absent. The shift to the identity of a more 

motherly artist coincided with rising restrictions and intensifying political debate over 

womenôs emancipation. Motherhood and a womanôs proper place in the home were political 

topics in the Weimar Republic. Some religious and political groups linked the degeneracy of 

the post-World War I period to the emancipation of women, from legalizing abortions to 

allowing small numbers of educated women to enter the intellectual workforce.214 Many 

blamed the New Woman, an image of the independent, working woman who took jobs from 

men after the war and during the Great Depression and who was responsible for declining 

birth rates and an already depleted population.  

Religious womenôs organizations and socialists called for restrictions on the New 

Woman in public reaction to economic and population crises, finding support, for instance, 

from the pope, who called for all ñwomen to eschew any responsibilities beyond their 

families.ò215 In Mein Kampf (1925), Adolf Hitler offered his thoughts on the role of women:  

The main stress should be laid on physical training; and after that, on development of 

character; andðlast of allðof the intellect. But the one absolute aim of female 

education must be with a view to the future mother.216  

The education and purpose of a womanôs life was recentred around the propagation of healthy, 

racially pure children, first, bodily preparation to strengthen the body to bear children, and 

then moral development to raise them properly. This ideal developed into later Nazi ideology, 

in which the ideal characteristics of women included health, beauty, and moral righteousness. 

 
214 Renate Bridenthal, Atina Grossmann, and Marion A Kaplan, eds, When Biology Became Destiny: Women in 

Weimar and Nazi Germany (New York: Monthly Review Press, 1984), 12ï13. 
215 Koonz, Mothers in the Fatherland, 103. 
216 Adolf Hitler, Mein Kampf (1925), quoted in Hilda Browning, Women Under Fascism and Communism 

(London: M. Lawrence, 1934), 25. 
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In art, the young, sporty woman was promoted and propagated as the prerequisite for 

ñfulfilling the later role of mother,ò showing women in ñtheir social environment, in their free 

time or in the empty space, but not at work.ò217 The New Womanôs urban world and 

opportunities began to shrink to the family sphere and adjacent roles. Womenôs identities and 

purposes became tied to their future families, to a man and his children, and to their bodies, 

over which they no longer had the same kind of agency.  

To fit in with the ideal of the late-Weimar woman and mother, Luksch-Makowsky 

started to highlight her position as a mother to German children. In 1931, she started Portrait 

of Dimitri Luksch (fig. 15), which shows the young man looking out of the canvas, with a set 

expression, wearing a suit, all of which is executed with muted dark colours. This work 

contrast to her 1918 Portrait of Dimitri with Russian Toys (fig. 14), in which Dimitri is set 

against a colourful, abstract background of toys, and wears a Russian folk blue tunic and red 

socks. This early portrait was painted shortly after Luksch-Makowsky proudly announced her 

Russian nationalism to Dr. Wilhelm Niemeyer and constructed her home as a haven for her 

homeland in the face of its destruction.218 However, a decade later, the frictions between 

Germany, the Russian immigrants, and the Soviet Union forced her to mitigate her Russian 

nationalism in favour of a more ñGermanò identity. Taking on the veil of the proper mother to 

German children, she now painted Dimitri as a serious German boy.  

In these later statues and portraits, Luksch-Makowsky became a mother-artist who had 

created and raised the perfect German children. The Fountain Statues were to be her last 

known public commission until the end of World War II , despite her best efforts to continue 

her artistic production throughout the rise and control of the Nazi regime. The artistôs previous 

 
217 Chadzis, Elena Luksch-Makowsky, 270. 
218 See chapter 4.  
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modernist style and emphasis on Russian folk-art themes, as seen in Frauenschicksal and 

Russia, were replaced by more realistic depictions, and of subject matter deemed more 

appropriately feminine. Within the social climate, the independent woman artist or regretful 

mother no longer had a place.  

 

Elena Luksch-Makowsky, (Resisting) Compliance Under the Nazi Regime 

During the Nazi period, Elena Luksch-Makowsky was one of the few avant-garde 

women artists in the German Reich who were neither exiled, nor killed, nor committed 

suicide. She neither had a prominent voice in perpetuating Nazi ideology, nor openly criticized 

the regime.  

When the Nazi party came to power in 1933 and Hitler assumed dictatorial powers, the 

groundwork for the oppression and expulsion of women from the workforce and political life 

had already been laid. The Nazis justified their increasing restrictions on womenôs rights by 

expanding the social and cultural importance of women as mothers, by emphasizing women as 

pillars of family life and the natural origins of patriarchal structures. The future Propaganda 

Minister and right-hand man to Hitler, Josef Goebbels, explained the role of women as 

analogous to birds: 

The mission of women is to be beautiful and to bring children into the world. This is 

not at all as rude and unmodern as it sounds. The female bird pretties herself for her 

mate and hatches the eggs for him. In exchange, the mate takes care of gathering the 

food, and stands guard and wards off the enemy.219 

Hitler attempted to head off critiques of the Nazi view of women in a speech addressed 

to the National Socialist Womenôs League (NS-Frauenschaft) in 1935: 

 
219 Claudia Koonz, ñThe Competition for Womenôs Lebensraum 1928-1934,ò in When Biology Became Destiny, 

ed. Bridenthal, Grossmann, and Kaplan, 210. 
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When our opponents say you degrade women by assigning them no other task than that 

of childbearing, then I answer that it is not degrading to a woman to be a mother. On 

the contrary, it is her greatest honour. There is nothing nobler for a woman than to be 

the mother of the sons and daughters of the people.220 

Nevertheless, women artists were still able to play roles in Nazi cultural organizations. 

Similarly to many artists who supported themselves through their work, Luksch-Makowsky 

showed interest in the regime as a new source of commissions. In June 1933, she attempted to 

create a silver plaque with the head of Adolf Hitler, although it failed to receive a state 

commission.221 She also became a member of the Reich Chamber of Fine Arts (Reichskammer 

der bildende Kunst) as a painter as early as 1934, and around 1936, she applied to expand her 

field to sculpture.222 However, she never received a public commission from the regime. In her 

second application, Luksch-Makowsky distanced herself from the role of motherly artist, and 

instead promoted herself as a strong, nationalistic, pure-blooded Aryan.  

 

Women Artists of the Reich 

Throughout the Nazi regime, cultural production became a tool for purging and 

controlling the population, leading to ever-stricter censure.223 One way the regime controlled 

the production of culture was to install the Reich Chamber of Culture (Reichskulturkammer; 

RKK). Joseph Goebbels formed the RKK in September 1933, overseeing seven cultural 

realms: fine art, music, literature, film, press, radio, and theatre.224 Much like other programs 

established during the Nazi regime, the creation of the RKK was a continuation of past 

 
220 Adolf Hitler, Party Day Speech to the Frauenschaft (1935), quoted in Leila J Rupp, ñMother of the óVolkô: 

The Image of Women in Nazi Ideology,ò Signs: Journal of Women in Culture and Society 3, no. 2 (1977): 364.  
221 Chadzis, Elena Luksch-Makowsky, 288. 
222 ñElena Luksch-Makowsky, Reichskulturkammer pass.ò See Appendix F. The second application will be 

discussed below.  
223 Peter Adam, Art of the Third Reich (New York: H.N. Abrams, 1992), 10. 
224 Jonathan Petropoulous, Art as Politics in the Third Reich (Durham: University of North Carolina Press, 

1996), 26. 
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concerns. In this case, it resulted from the lobbying of German artists who had criticized the 

intrusion of foreign and modern art in local museums. The chamber encouraged artists, above 

all those who were identified as German and Aryan, to join with the promise of better working 

conditions, ñuniform practicesò and ñfinancial securities.ò225 This security attracted many 

German artists to the organization, even if they did not wholly support the Nazi agenda. In 

1933, Goebbels wrote in the newspaper Germania: 

In the future, only those who are members of a chamber are allowed to be productive in 

our cultural life. Membership is open only to those who fulfill the entrance condition. 

In this way, all unwanted and damaging elements have been excluded.226 

Membership in the RKK thus became obligatory for selling and working in the arts. 

The ultimate ideal was a Gleichschaltung, a synchronization of the arts to the dictates of the 

regime. Not unlike the previous ideal of the Gesamtkunstwerk, the totality of art, the 

movement was to encompass the life of a new German people, with the racial ideals of blood 

and purity as guiding forces. This new art would support the moral bettering of the people and 

lead to a racially pure, utopic new Germany.227  

Basing the Nazi aesthetic on an idealized German people did not necessarily create a 

uniform aesthetic program. Nazi art was influenced by ideas from several groups, with varying 

outlooks on levels of purity and style. When the RKK was founded, Goebbels did not reject 

modern art as vehemently as the regime would in 1937. However, various other groups, such 

as Alfred Rosenbergôs Völkisch movement and Bettina Feistel-Rohmederôs German Art 

Society (Deutsche Kunstgesellschaft), were also promoting traditional, conservative German 

art, basing themselves in 19th-century academic art and rejecting French modernism, German 

 
225 Potter, Art of Suppression, 11-12. 
226 Joseph Goebbels, Germania (16 November 1933), quoted in Adam, Art of the Third Reich, 53.  
227 Adam, Art of the Third Reich, 21 
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Secessions, and above all expressionism.228 This plurality of the arts allowed Hitler and others 

to value and reject artists and artworks according to personal taste. However, this also made 

demands for one cultural aesthetic confusing. In this grey area of demands for National 

Socialist art, many artists who did not fully subscribe to the Nazi movement were able to pass 

under the censorôs radar by partially complying to the cultural dictates of Nazism. 

In 1937, further restrictions on the arts removed modern art from museums and banned 

most forms of art criticism.229 To further propagate the National Socialist ideal of art, the first 

Great German Art Exhibition (Große Deutsche Kunstaustellung; GDK) opened in July 1937. 

The exhibition was curated with German idealistic art, filled with statues and visual arts 

emulating ancient Roman and Greek works. As supposed inheritors of antiquity, the artists of 

the GDK were responsible for protecting and propagating the ópureô aesthetic in Germany and 

the rest of Europe.230 The German artist thus became a state-sanctioned public figure 

responsible for the moral education of the masses.  

The grandiose exhibition was contrasted with the Degenerate Art (Entartete Kunst) 

exhibition, which was filled with seized, looted, or stolen art from museum and private, 

primarily Jewish collections. There were 5,000 works of what the party considered art of the 

degenerate Jewish and Bolshevik mind, above all German expressionist, dada, and 

international modern artists, including Emil Nolde, Ernst Ludwig Kirchner, Max Beckmann, 

Otto Dix, Pablo Picasso, and Henri Matisse.231  

 
228 Bettina Feistel-Rohmeder was an important figure in the early creation of a National-Socialist aesthetic 

ideology. However, her accomplishments are now mostly attributed to Hans Bühler. For further analysis of her 

lifeôs work, see Joan L. Clinefelter, Artists for the Reich: Culture and Race from Weimar to Nazi Germany 

(Oxford: Berg, 2005), and Valentina Locatelli, ñLe Immagini Del Potere. La Deutsche Kunstgesellschaft e Lôarte 

Del Terzo Reich,ò Studia Theodisca 18 (2011): 181ï204. 
229 Adam, Art of the Third Reich, 69. 
230 Adam, Art of the Third Reich, 11. 
231 Emil Nolde had become a Nazi party member in 1934 but started receiving backlash from Rosenberg for his 

style by the time of the Degenerate Art exhibition. Adam, Art of the Third Reich, 69. 
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Despite the restrictions placed on the arts, women artists were included in cultural 

production. Precise numbers of women involved with the RKK are difficult to ascertain. 

However, around a sixth of the artists exhibiting at the GDK in 1939 were women, so around 

51 artists. Although the percentage seems small, hypothesizing that a sixth of around 185,000 

of the artists of the RKK were women, there could have been around 11,100 women artists 

active under the Reich.232 However, those who had produced art before the Nazis came to 

power faced scrutiny under the new artistic and political restrictions. On the one hand, 

political artists and expressionists such as Käthe Kollwitz, Emy Roder, and Renée Sintesis 

were considered degenerate, and they were not allowed to exhibit their works in Germany.233 

Emy Roder escaped German prosecution by staying in Italy, while Kollwitz and Sintesisôs 

major reputations enabled them to remain in Germany. On the other hand, artists such as 

Charlotte Solomon and Lotte Laserstein were persecuted based on their Jewish identities.234 

Solomon, a German-Jewish artist, was murdered in 1943 at Auschwitz, while Laserstein fled 

to Sweden after the regime murdered her mother in the Ravensbrücker concentration camp.235 

Many artists who were not persecuted were still affected by the new demands of National 

Socialist art. Milly Steger, a prominent sculptor before the regime, fell out of public favour in 

1933 and was no longer granted public commissions. She continued producing art and 

exhibiting at the Prussian Arts Academy, but her style shifted from expressionist to more 

traditional forms.236  

 
232 ñReichskulturkammer Generalkartei (Reich Chamber of Culture: General Index),ò EHRI Database 

https://portal.ehri-project.eu/units/gb-003348-wlmf51.  
233 Dietmar Fuhrmann and Carola Muysers, eds, Profession Ohne Tradition: 125 Jahre Verein Der Berliner 

Kunstlerinnen: Ein Forschungs- Und Ausstellungsprojekt Der Berlinischen Galerie in Zusammenarbeit Mit Dem 

Verein Der Berliner Kunstlerinnen (Berlin: Kupfergraben Verlagsgesellschaft, 1992), 143. 
234 Fuhrmann and Muysers, Profession Ohne Tradition, 156.  
235 Fuhrmann and Muysers, Profession Ohne Tradition, 156 
236 Fuhrmann and Muysers, Profession Ohne Tradition, 139.  
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Those valued most by the regime were from a new generation of artists who made their 

names by adhering to the subject matter and preferred style of National-Socialist art.237 Within 

this sphere, state funds and exhibitions supported works and artists deemed politically 

effective, works that promoted Nazi visions of motherhood and the Nordic heroine.238 

 

Modes of Identification 

A dichotomy between the ideals of the Nazi mother and the strong Nordic-Aryan 

woman allowed for a certain freedom of identification, which women artists capitalized upon 

in order to continue asserting their presence in the male-dominated world of arts. In this 

context, the image of the mother was not one of restriction but of near-sacred duty. Some Nazi 

women insisted on the importance of fulfilling careers for the sanity of women and the 

resulting positive effect on their children. In 1932, Irmgard Reichenau wrote an essay on 

gifted women, arguing that women with ñunused talents often resulted in domestic tyranny, 

hysteria, or neurosis,ò and, on the contrary, fulfilled women made better mothers.239 Even 

Gertrud Scholz-Klink emphasized the importance of motherhood and the need for women to 

become mothers for the sake of the Volk alongside being the head of the National Socialist 

Womenôs League (NS-Frauenschaft).240 These writers believed that women should be able to 

exert some agency, redefining the female sphere of influence beyond the home and applying it 

to the state.241  

 
237 Fuhrmann and Muysers, Profession Ohne Tradition, 136. 
238 Fuhrmann and Muysers, Profession Ohne Tradition, 136. 
239 Rupp, ñMother of the óVolkô,ò 366. 
240 Clinefelter, Artists for the Reich, 14. 
241 Clinefelter, Artists for the Reich, 14. 
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However, they also held the separation of the ómaleô and ófemaleô spheres, with men 

occupying positions that would hold more power and influence, and women would be in 

subservient roles, overseeing family and home-related areas, such as nursing and social work. 

Nazi ideology promoted this female sphere as a free space where women no longer had to 

worry about money or power or be in competition with men for work, an extension of the 

home and feminine nature. The Nazi New Woman had German interests at heart but was no 

less autonomous than the Weimar New Woman, as long as she remained in the ófemaleô 

sphere and in service to the regime.  

The motherly or wifely women artists, who worked in more acceptable feminine modes 

and genres, exhibited at state-sponsored events. Their works were placed in smaller rooms and 

presented ñfeminineò subject matter deemed suited to women such as animals, portraits, or 

small-format genre scenes.242 These artists were often the wives of men also exhibiting at 

these events.  

However, some Nazi women rejected the feminine space and motherly identification. 

Before and throughout the Nazi regime, womenôs organizations were involved in the political 

sphere. The two leading organizations were the National Socialist Womenôs League, founded 

in 1931 as the womenôs wing of the Nazi Party, and the German Womenôs Order (Deutsche 

Frauenwerk), founded in 1933, which was an organization explicitly reserved for women of 

Aryan descent. Although the ideal Nazi woman was imagined to be passive, these womenôs 

organizations continued to actively work in the public sphere, promoting visions of the ideal 

woman and mother as well a sense of community. However, they also addressed and asked the 

party to resolve womenôs problems, such as their frequent need to work outside the home. In 
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1933, Irmgard Reichenau wrote German Women Address Adolf Hitler (Deutsche Frauen an 

Adolf Hitler), which insisted on more roles for women under Nazi rule other than as mothers. 

Reichenau referred to historical and mythic matriarchal societies considered to be the 

predecessors of the German people, such as ancient Nordic utopias, the Edda, Icelandic Sagas, 

and Tacitus, in which women were equal to their male counterparts, fighting and ruling 

alongside or even above them.243 The active German woman started to rise in National 

Socialist circles. Certain publications offered ñimages of female heroism that called upon 

óGermanicô or ótrue-Germanô ideals, including the Valkyries, Kriemhild, and the allegory of 

Germany, Germania.ò244 The author Sophie Rogge-Börner promoted the new Nordic woman 

as the ancestor of German women and a precursor to their essential role in leadership positions 

alongside the men. To these Nazi women, Roman law and Judaism had ñcorrupted German 

society and spread the vicious concept of womenôs inferiority,ò and by elevating womenôs 

roles, they purified themselves of these ódegenerateô ideals.245  

Fervent Aryan-Nordic woman artists, although fewer than the artists who above all 

espoused motherhood, were highlighted.246 Hanna Cauer, a woman sculptor, had her works 

prominently shown at almost every GDK. She also received private commissions from Hitler, 

such as two life-sized female figures for his box at the Nuremberg State Theatre.247 Although 

she presented her works in a masculine sphere of the arts, she was also presented ï and 

presented herself ï as an exemplar of the pure-blooded, fierce German nationalist. She was the 

descendant of a respected sculpting family that had served under the imperial government for 
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three generations.248 Her style followed traditional forms, focusing on classical inspiration and 

realistic depictions of the human body. She fully supported the new regime, stating, ñthe 

Jewish-Marxist circles were absolutely hostile to my German conception of art,ò in contrast to 

the regime that understood and incorporated her art.249 

 

Elena Luksch-Makowsky, Conforming Artist 

Although Elena Luksch-Makowsky had shifted towards representations of herself as 

the motherly artist, she also began highlighting herself as a Nordic Aryan artist under the 

Reich. When Luksch-Makowsky applied to become a member of the chamber of sculpture, she 

included a letter of intent in which she brought attention to her working conditions: 

As indicated on the completed form, I have not been employed to a correct extent in the 

29 years of my life in Hamburg - and I hope that it is still possible to be considered by 

the state now. I believe in being able to achieve good things in portraits, sculpture or 

painting, especially in free composition. I havenôt come out in the last few years 

because Iôve been hampered in the exercise of my profession by a great lack of 

freedom of movement, artwork material and a shortage of money that no amount of 

patience and lack of needs can overcome. So I have to lie completely idle with my 

versatile skills. Itôs also not my thing to show myself in the relevant positions and to 

fight for commissions. After small orders ex. Portraits, [...] have almost completely 

dried up - and have to be made almost for nothing - I have decided to ask for one (or 

more) commissions [é] I would like to point out that growing up in an artistic 

atmosphere, I prepared myself for my job in all seriousness, dealt intensively with the 

old masters in my youth and then experienced modern trends without losing my nerve. 

I have always had a very special, organic understanding of folklore.ò250 

 
248 Fuhrmann and Muysers, Profession Ohne Tradition, 148. 
249 ñDie jüdisch-marxistischen Kreise meiner deutchen Kunstauffassung absolut ablehnend gegenüber standen.ò 

Letter from Hannah Cauer to the Minister of Culture, 20 April 1933, quoted in Fuhrmann and Muysers, 

Profession Ohne Tradition, 149. 
250 ñWie aus dem ausgef¿llten Formular ersichtlich, bin ich in den 29 Jahren meines Lebens in Hamburg bei 

weitem nicht in dem richtigen Ausmass beschªftigt gewesen - und hoffe, dass es noch mºglich ist, jetzt vom 

Staate ber¿cksichtigt zu werden. Ich glaube sowohl in Portrait, Plastik oder Malerei wie auch besonders in freier 

Composition Gutes leisten zu kºnnen. Ich bin in den letzten Jahren nicht hervorgetreten, da ich in der Aus¿bung 

meines Berufes durch grossen Mangel an Bewegungsfreiheit, an Kunst-Arbeits-Material und einer 

Geldknappheit, die keine noch so grosse Geduld und Bed¿rfnislosigkeit ¿berwinden kann, gehindert. Sodass ich 

mit meinem vielseitigen Kºnnen vºllig brach liegen muss. Es liegt mir auch nicht, mich in den massgebenden 

Stellen zu zeigen und um Auftrªge zu kªmpfen - nachdem kleine Auftrªge v. Portraits, [é] beinahe vºllig 

versiegt sind - und nahezu f¿r ein Butterbrot gemacht werden m¿ssen - habe ich mich entschlossen um einen 
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In this letter, Luksch-Makowsky highlighted her traditional training and inclination 

toward folkloric and peasant material, dismissing her ómodernistô works as only dabbling in 

trends. She also emphasized her heritage and extensive training in her application:  

I come from the famous Makowsky family of artists. Works by my father Constantin v. 

Makowsky, also of an uncle, Vladimir Makowsky, can be found in various museums in 

Moscow and St. Petersburg. The exceptional art-saturated atmosphere in the parentsô 

house, drawing from 6 to 10 years old, regularly working on drawing watercolours 

every morning. Home schooled with language trips abroad for 6, 8, 10 to 14 years old. 

[é] In winter, the St Petersburg School of Arts and Crafts [é] private school ateliers 

with Prof. Ilya Repin, and the following winter, an exam at the Art Academy. 251 

Through the application, she portrays herself as a willing, true Nordic artist. 

Emphasizing her family as the ñfamous Makowsky family of artists,ò she indicates her descent 

as ñundoubtedly completely Aryanò and changes her son Dimitriôs name to the German name 

ñDemeter.ò In the ñknown worksò section, she highlights the works she has done between 

1920 and 1930, such as the sculptures, as well as a plaque, For Faithful Work in the Service of 

the People, which was still being awarded under the Nazi regime, although it was no longer 

attributed to her. She does not mention her works for the Viennese Secession, such as Ver 

Sacrum or her silver work with the Wiener Werkstätte, but only underlines her capacity for 

traditional forms of art. She claimed herself not so much as a modern Russian artist but as an 

artist with a traceable, pure Aryan bloodline who is well-educated and prolific in the 

traditional styles promoted by the regime.  

Luksch-Makowskyôs construction of Nordic-Aryan identity demonstrates her desire to 

be better known, like Cauer, and to have her art respected and patronized. The emphasis on 

 
(oder mehr) Auftrag zu bitten [é] Ich mºchte darauf noch hinweisen, dass ich in k¿nstlerischer Atmosphªre 

aufge- wachsen in vollem Ernst mich f¿r den Beruf vorbereitet habe, mich in d. Jugend intensiv mit den Alten 

Meistern beschªftigt habe und dann moderne Strºmungen miterlebt habe, ohne die Nerven zu verlieren. F¿r 

Volkstum habe ich ganz besonderes, organisches Verstªndnis von jeher gehabt.ò Elena Luksch-Makowsky, draft 

letter to the RKK, quoted in Chadzis, Elena Luksch-Makowsky, 287.  
251 Elena Luksch-Makowsky, ñReichskulturkammer der Maler und Bildhauerò application. See Appendix G. 
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her academic training and the inclusion of her familyôs works in museums highlight her 

preference for epic, grand works of art. Despite these efforts, it is not known whether she was 

accepted by the chamber of sculpture, although we do know that she did not receive any state 

commissions. Instead, she continued to depend on private commissions in exchange for goods, 

such as a series of portraits of her pharmacist, Dr. Kirchman and his son in exchange for 

medicine, a portrait of John Prell in exchange for Andreasôs piano lessons, and one of Dr. 

Schmiede, her dentist.252 Unfortunately, of these portraits, she noted that twelve or thirteen 

ñhad óperishedô in the homes of their ownersò during the bombings of Hamburg in 1943, 

destroying a significant portion of her oeuvre.253 Under the threat of those same bombs, she 

took it upon herself to photograph her remaining works. A few of these photographs remain in 

her archive, giving an idea of her work between 1933 and 1945, although some of the 

information on the sitters is lost. 

Although Luksch-Makowsky attempted to construct an identity in accordance with the 

Aryan Nordic ideal, she continued to depend on the image of the motherly artist to create her 

works, such as her 1935 portrait A Boy (fig. 61). Although the sitter and commissioner are 

unknown, she depicted the child in bright colours, with curly blond hair and blue eyes, 

resembling her earlier portrait of Roland Johler.  

All this being said, she submitted several works from the 1900s through to the 1920s 

for the 1937 Spring Exhibition of Hamburg Artists and at the 1941 Autumn Exhibition of 

Hamburg Artists, and only Tugboat, Bathers, and Market in Dachau were accepted.254 The 

two first works were made in the 1920s and were inspired by her sonôs camping trips, showing 

 
252 Chadzis, Elena Luksch-Makowsky, 265. 
253 Chadzis, Elena Luksch-Makowsky, 277. 
254 Chadzis, Elena Luksch-Makowsky, 291. 
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the ideal sporty youth highlighted in Nazi ideology and art. The later work was made before 

her move to Hamburg, and showed a folk scene around a market, which was appreciated for its 

völkisch appeal. It was quickly bought by Walter Niemann, the German composer and music 

critic.255 However, the other works she submitted, On the Volga, Kazan Tatars, Portrait of 

Demeter Luksch, and On the Banks of the Volga, were rejected for their visible presentation of 

Russian symbols and ideologies.  

Despite her efforts to receive commissions and to exhibit her work, her financial 

support during the war came from a widowôs pension for women who had divorced through 

fault from their husbands.256 Her inclusion in the RKK may have enabled her to produce 

independently, but she only received large or public commissions after the fall of the Nazi 

regime. Luksch-Makowskyôs minor forms of resistance refused the gendered roles she was 

supposed to fulfill, however, in her willing or forced compliance, she played into a different 

kind of submission, one which still supported the regime, war, and mass genocide.  

Chadzis considers Luksch-Makowskyôs relationship with the Jewish population in 

Russia in order to highlight the likelihood that she held anti-Semitic beliefs.257 Under Tsar 

Alexander IIôs rule (1855ï1881), Russia had restricted the rights of the Russian Jewish 

population, from land acquisition rights to entrance into professional fields.258 Although the 

Tsar allowed some educated Jewish people to work for the state, inciting them to move to 

metropolitan cities such as Saint Petersburg, this growing Jewish middle class threatened 

Russian aristocratic supremacy.259  

 
255 Chadzis, Elena Luksch-Makowsky, 286.  
256 Chadzis, Elena Luksch-Makowsky, 291. 
257 Chadzis, Elena Luksch-Makowsky, 279ï281. 
258 Chadzis, Elena Luksch-Makowsky, 280. 
259 Chadzis, Elena Luksch-Makowsky, 281. 
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Elena Luksch-Makowsky encountered the Jewish population under specific 

circumstances. In her youth, she often studied the rural Jewish population during her trips 

outside of Saint Petersburg and made several sketches and paintings with Jewish subject 

matter. However, in these studies, she was often the observer or in control of the interaction, 

which was governed by her high social standing. Outside of this object-subject relationship, 

she felt unease among Jewish people. On a trip between Vienna and Saint Petersburg, she 

remarked that she was terrified of being on a train full of Jews.260 As a member of the 

aristocratic class, Elena Luksch-Makowsky certainly grew up with prejudice against the 

lower-class Russian and Jewish populations, both rural and urban.  

Many who fled Russia during the 1917 Revolution named and blamed Jewish people as 

inciters of violence and the primary usurpers of power.261 The more restricted, rural Jewish 

population had aligned themselves with the landless peasant population, and their presence in 

the movement was vilified by those who fled the new Soviet regime. During World War II, 

Nazi propaganda capitalized on this vilification, framing the war with the Soviet Union as 

destroying a óJewish threat.ô  

Two of Luksch-Makowskyôs sons, Peter and Dimitri, were enlisted in the war and sent 

to work in Russia. They were not on the front line; Peter was a translator and Dimitri was an 

architect, but they still wrote home to assure their mother of their security. Although Peter was 

responsible for translating for Russian prisoners and was present at many executions, he did 

not give explicit details about the horrors of the war.262 Dimitri underlined that they were 

engaged in a campaign as an action to liberate the Russians from the Bolsheviks, of which 

 
260 Chadzis, Elena Luksch-Makowsky, 281.  
261 Chadzis, Elena Luksch-Makowsky, 279ï81. 
262 Chadzis, Elena Luksch-Makowsky, 283. 



 113 

Luksch-Makowsky approved.263 Their correspondence, however, would have been monitored, 

so it is difficult to gauge to what extent they were expressing their true views.  

In private, Luksch-Makowsky expressed reservations and may even have rejected the 

Nazi regime, most likely for the oppressive government and treatment of Russian Germans 

than the persecution of the German-Jews. Her most poignant remark against the Nazis came in 

1936 when she attempted to set up a memorial exhibition after the death of Richard Luksch. 

The exhibition was cancelled right before the opening, when she wrote, ñterrible pictures of 

soldiers and Nazis were hung at random.ò264 However, it is unclear whether the subject matter 

or the quality of the art garnered this reaction. In 1943, in a letter to Elwine Johler, whose 

children she had painted in the Portrait of Ekkehard, Karin and Roland, she also touched on 

her disapproval of the regime. Luksch-Makowsky had painted a portrait of Elwine Johlerôs 

husband, the protestant pastor Hans Johler, earlier that year (fig. 62). He was initially hostile 

towards the regime, mainly due to the threat of war, which would claim their son Ekkhardôs 

life in 1943. However, Johler was also a member of the German Christians, a movement close 

to the Nazi party, although he did not join the later Nazified branch.265 He seems to have held 

the same negative viewpoint on the regime until his death, which came shortly after the 

portrait was painted. In her letter of condolences to his widow, Luksch-Makowsky wrote:  

I was happy about the talkative, fearless, extremely kind, active - and generously 

talented person. [é] But perhaps I am one of the few who could not misunderstand 

him and truly appreciated him. My artistic and psychological experience enables me to 

do this. It would have been nice if he had survived this time and everything could have 

been discussed, evaluated and judged later. [é] The man of active kindness - who 

works on himself, who fights [é] brave - who has suffered a lot of injustice. [é] The 

 
263 Chadzis, Elena Luksch-Makowsky, 283. 
264 Chadzis, Elena Luksch-Makowsky, 289. 
265 Lauritzen, ñHans und Elwine Johler geb. Ude.ò 
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hints in the message point to a gracious, glorious end, a great grace from God, whose 

servant he was in the fullest sense.ò266 

In the letter, she points to the injustice brought upon Hans Johler, the misunderstanding 

of his character during ñthis time,ò which implies either the war or most likely the Nazi 

regime. She does not accuse him of disloyalty, but rather presents herself as apart from those 

who misunderstand him, assuring his widow that despite the societal rejection of those who 

did not follow the regime, he joined God in the end, validating his actions as righteous. 

The letter was accompanied by a proposal to re-do the painting, in the case of its 

destruction.267 Whether she constructed her sympathies to receive a new commission or felt 

genuinely attached to Johlerôs anti-Nazi inclinations cannot be discerned. Still, presenting 

personal inclinations put her at risk of persecution, an unlikely thing to do unless there was 

some truth in her words and mutuality on the part of the receiver, Elwine Johler.  

Setting aside her potential anti-Nazi ideals, Luksch-Makowskyôs conformed to the role 

of motherly artist, which allowed her to continue to live and produce in Germany through the 

regime. Having had three children, two of whom were part of the war effort and fought for 

German and Russian freedom, she raised perfect Aryan children, even in her own Russian 

home. However, throughout her work, she continued to portray what she saw as the truth of 

the character of her subjects. From lifelike representations of children for the elementary 

school to the inner lives of neighboursô children, through her motherly intuition, she presented 

 
266 ñIch freute mich über den gesprächigen, unerschrocken so überaus gütigen, aktiven - und großzügig 

talentierten Menschen. [...] Vielleicht gehöre ich aber zu den wenigen Vielen die ihn nicht missverstehen 

konnten und richtig schätzten. Meine künstlerische und psychologische Erfahrung befähigen mich dazu. Es wäre 

schön gewesen wenn er diese Zeit überlebt hätte und später alles hätte besprochen und gewertet und beurteilt 

werden können. [...] Dem - an sich arbeitenden, dem kämpfenden [é] dem Tapferen - dem viel Unbill 

wiederfahren ist. [...] Die Andeutungen in der Mitteilung weisen ja auf ein gnädiges, ruhmvolles Ende, eine 

grosse Gnade Gottes, dessen Diener er im vollen Sinne war. [...].ò Lauritzen, ñHans und Elwine Johler geb. 

Ude.ò 
267 ñ[é] Bitte mir zu sagen ob das Portrait noch vorhanden ist, und nicht etwa bei den Angriffen gelitten hat? In 

diesem letzten Falle w¿rde ich es wiederholen, anhand der Photographie von dem Bildéò Lauritzen, ñHans und 

Elwine Johler geb. Ude.ò 
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herself as being able to see the truth of the childôs soul. She reconstructed her image under the 

regime, claiming to be a pure-blooded Aryan-Nordic woman and an artist with some of the 

best artistic heritage and education possible. Her prowess, she seemed to feel, should have 

been valued and coveted at least as much as the talents of other artists. However, with the 

bombing of Hamburg and the destruction of many of her works, it remains difficult to study 

entirely how she might have resisted the constraints placed on her as a woman artist. 

Unfortunately, for several women artists under the Nazi regime, their art and career met 

similar fates. The Nazi regime created a 12-year period in which the production of women 

artists was controlled, their presence masked, eradicated, and often forgotten after the war. For 

those who emigrated, bringing their materials and work abroad was nearly impossible, and 

starting a new career in the economic and political turmoil of the 1930s and 1940s was also 

difficult . Art left behind was often considered degenerate, destroyed, or ólost,ô and propaganda 

depicting the domesticity of women and the destruction of property during the regime largely 

confined the presence of women artists, even retrospectively, to the period between 1900s and 

the early 1930s.268 Women artists did not seem to exist without their art and established 

careers, and were infrequently remembered, particularly when most later scholars wanted to 

forget the time under the regime altogether. In his 1946 book, Greetings to Vienna, Franz 

Servaes, an art critic who wrote about women in Austria before the regime, recounts women 

artistsô early lives and the period of World War I, but not the 1930s and 1940s, and he does 

not address the fate of the women he wrote about who were exiled or murdered in 

concentration camps.269 However, as Luksch-Makowskyôs career during the Weimar Republic 

 
268 The term ñlostò can have several meanings, all of which refer to the unknown whereabouts, either through 

looting, stealing, mistaken authorship, or simply forgetting. 
269 Johnson, ñElena Luksch-Makowsky and the New Spatial Aesthetic,ò 363. 
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and Nazi regime attests, women artists were involved in the construction of culture, complicit 

in constructing an image of a society in which the restriction of womenôs rights, mass 

genocide, and war were justified.  

 

Figures 

 
Figure 57. Elena Luksch-Makowsky, Portrait of a Boy (Porträt von einem Junge), 1919, oil 

on cardboard, private collection. 
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Figure 58. Elena Luksch-Makowsky, Fountain Sculptures (Brunnenfiguren), 1930, ceramic, 

presumed destroyed, FSO 01-228. 

 

 
Figure 59. Elena Luksch-Makowsky, Fountain Sculptures, detail of boys (left) and girls (right), 

FSO 01-228. 

 






























































