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Abstract

The artist Elena LukseMakowsky (18781967) is one of the earliest modern women
artists to create self-portraitpregnant (1901). However, in the painting, she presents herself
in the midst of creating anothartwork, highlighting her artistic identity above hienminent
role as a mother. The struggle between thesadentitieswascentral to hework throughout
her career.

Elena Makowsky was born and received her academic trainingiiri Betersburg. 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 Russrapirations fortified her presenca Vienna
However, after a move to Hamburg in 1908, she gradually lostdrerections to her artistic
circle, and, after World Wdrand the Russian Revolution of 1917, to her family and
homeland. She was further ostracized from Hamburg sobextguse ofier fervent Russian
nationalism through the war, and divorftem her husband in 192Mostrecent scholarship
suggests thdter careeended shortly after her move to Hambugmoring her continued
artistic production through the Weimar, Nazi, and R&'strld War 1l periods until her passing
in 1967

However, as a single mothéniksch-Makowskycontinued to work to support herself
and her three children, adapting her relationship with motheranddemRussianidentity to
the artistic trends and ideals of tti@mes Thisthesistracesk ey wor ks i n the art.
German production with a focus on the theme of motherhioonh preWorld War | discourse
on the Woman Question, to peRtssian revolution nationalism, to the construction of the
German mother anan Aryan bloodlinethroughthe late Weimar Republic and Nazi regime, to
a return to Russian iconographfter World War Il. By presenting the methods of Luksch
Makowskyds c¢onst rthisprojectishawsd leow mardinalized tvamemartists in
Germany negotiated the inceeagly hostile and oppressive environment of fervent
nationalism, sexism, and fascist dictatorship.



Acknowledgments

This research has been gratefully fundedl8ocial Sciences and Humanities Research
Council Award,a Tri-Agency Recipient Recognition Award, the Vojtech Jvéasiutynski
Travel FundanOntario Graduate Scholarship Award and The Ilva Speers Fellowship in Art
History.

| acknowledge, with gratitudéhe department and faculty Aft History at Queeds
University for their support in the completion of this projdgtarticulaty acknowledgemy
supervisor, Prof. Allison Morehead, for guidiagdhelping me, and for reading all those extra
pages | also acknowledge the Graduate Chair, Prof. UdaliB, for her continuous advocacy
for our program.

To my cohort, to Nick, for our beloved competition, to Willow, for her kindness, to
Anna, for heiknowledge to Cassidy, for her frieaship,and to Ilinca, for the memories.

| also acknowledge the help of all the researchers and institutions that have helped me
in my research.

| would like to thankmy sisters, Fabienne, ftistening to ne talk about this project
patiently,for hours on endand Isabelle, for being an amazing study buddy.

To my cat, Gigi, who habeenby my sidesince my undergragears and who has
always offered, unknowingly, his emotional support.

To my Gothic WondersAbigail, Clara,and Saravithout whom this thesjsandthe
completion of my degreavould not have been possibkbigail, whose religious knowledge
has helped answer many of my questitmeughout this projectClara, whose acute
observationdave shifted many of my endeaws for the betterSara, whose knowledge of
women artists and designdrastaught me so much. Above allwill forever cherishyour
friendships, which have brought me so much joy.

| dedicate this thesis to my mother, fogrunending support and encouragement in all
my endeavoursShewasthe first to read my proposahy first chapter, and so many other first
drafts, and her continued interest has pushed me to this final version. Her own amazing
accomplishments have shown me that women are not restbgtibeir social responsibilities
we can and should be educated individuals withown trophies. You arey biggest
inspiration.

| also dedicate this thesis to my fathwho was the first tdoring me to museumshe
first to spark my interest in histognd always encouraged me to nurture my own idéasg
are always in my heart.



Table of Contents

Y 011 = VX ST PP PSRRRRPY i
ACKNOWIBAGIMENTS. ...ttt e e e e e e e et e e e et e e e etnaae e e e et e eaeennas i
] A0 B T U] =SSP SR iv
(O gF=T o) (=T g I 1 o To [¥ o 1o Y o N RSP TRT TP PPPP 1
Chapter 2: Literature Review and MethodolQagy..........ccuovveviiiiiieeeiii e eee 5
LITErAtUIE REVIEW. .. .. ittt e et e e e e et e e et e e e et e e e e baasaeeeeneeeees 5
ALY o o (0] (o o )25 11
Chapter 3: Elena LukseMakowsky, Mothers and Artists in Germany 190011............... 13
Elena (LUKSCR) MaKOWSKY.........oiiiiiiiii e e e 15
AV Lo 4 =T ot B K1 - R UPPRTRPPP 19
1Y T 1 LT RSP PPT R P 21
U 1S3 - 24
Chapter 4: Frauenschicksal, Womenoé6s .Ridlht s an
Frauenschicksal A° Wo ma n(@H2).F.a.L..e.) oo A4
Creating a .Womandob.s.. . Fal.e.. 45
Exhibiting a..Waman.g.s..E.al. ... 51
I nstalling a..Womanad.s..Eatl.e. ... 56
Chapter 5: Russianithographs, Russia, and the Virgin Mary as Mother....................... 67
The Triptych of Wafl92Li 1923).....cccuuuiiiiiii et e et e e e e e 68
Icons of the Virgin Mary, the Russian Revolution, and the Russian Mother............. 71
The Discovery of RUSSIAN ICONS........coouuiiiiiii e e e 73
Russia Lady Of SUPPHCALION.........cccuuuuiiieiiiiii e 76
The (antt) SOVIEL MOtNEE.......coou e 78
Elena LukschMakowsky as Mother RUSSIA............uiiiiiiiiiiiiieieeceeei e 81

Chapter 6: Motherhood and the Aryan Ideal from the Weimar Republic to the Nazi R8gime
Chil drenbés Portraits, the Wei.mar...RepudBlic, a

Fountain StatUBSLOB0......uu ittt e e e as 94
Portrait of Ekkehard, Karin and Rolan@931..........ccoivniiiiiiieee e 96
Compliant Mothers and the Weimar RepulliC...............cooooiiiieriiiiii e 98
Elena LukschAViakowsky, (Resisting) Compliance Under the Nazi Regime............. 100
Women Artists Of the REICH........c.uuii e 101
Modes Of IdentifiCatiON...........ooveuei e e eanan 105
Elena LukschMiakowsky, Conforming ArtiSt..........ccoooviiieiiiiiiieeee e, 108
Chapter 7: Russian Icons, National Identity and the Mother of God as Watrior......... 120
The Lingen Iconostasis and the Continuation of War............ccoooeviiieiee i 122
The Saints and Christ Of Wal.........coooiiiiiii e 122
The Virgin Mary, General of Russian Faith..............c.ooooiiiiiiiii e, 124
Elena LukschMakowsky and the Return to RUSSIA...........ccovvviiiiiiiiieciiecciecc e, 126
Chapter 8: CONCIUSION......... it e et 138
=101 ToTe [ r=T o1 o |/ PP 141
APPENAICES. ...ttt ettt ettt e bt a e et e e e eaaa 147



List of Figures

Figure 1. Minya DiezDuhrkoop, Elena LukseMakowsky before her paintingdolescentia4

Figure 2. Elisabeth Louise Vigée Le Bri8elfPortrait with Her Daughter........................ 29
Figure 3. Paula ModersoHBecker,SelfPortrait on 6" WeddingAnniversary.................... 30
Figure 4. Elena LuksecMakowsky,SeltPortrait During Pregnancy.............ccccccceevneeeeeee. 30
Figure 5. Elena.uksch-Makowsky, signature block and color woodcut for the catalogue of the
14th exhibition Of the SECESSION.........oiiiiii e 31
Figure 6. Elena LukseMakowsky,SelfPortrait..............ccooovviiiiiiiiei e 31
Figure 7. Elena LukscMakowsky,SeltPortrait with Red Beret............ccccccoooieiiiiiinninnnnn. 32
Figure 8. Elena LUKSEMaKoWSsKY,AUNt FriZi..........cccoiiiiiiiiie e e 32
Figure 9. Elena LukseMakowsky,Portrait of Elena LuksciMakowsky Pregnant............ 33
Figure 10. E¢na LukschMakowsky,Birth Announcement for Peter Luksch.................... 33
Figure 1. Elena LukschMakowsky,Ver Sacrunor SeltPortrait with Son Peter............... 34
Figure 2. Elena LukschMakowsky,Portrait of Andreas Luksch.................cccoooeiieennnnii. 34
Figure B. Elena LukschMakowsky, SeltPortrait with Andreas...............ccccceeeiviiiieneeeennn. 35
Figure M. Elena LukschiMakowsky,Bust of Andreas Luksch...............coccoiviiiiiiniinnnnn. 35
Figure B. Elena LukschMakowsky,Portrait of Dimitri with Russian Toys...................... 36
Figure B. Elena LuksckMakowsky,Portrait of Dimitri LUKSA.............coooeeviiiiiiiiieeeeen, 36
Figure I7. Elena LukschMakowsky,SeltPortrait with Children inFront of Church.......... 37
Figure B. Elena LukschkMakowsky,Sad k o6 s Vi ewi.n.g...o.f.....t.h.e.3Bri des
Figure ©. Elena LukschMakowsky,Death and Time.............ccoooviiiiiiiiiiiiiiiii e 38
Figure20. Elena LukschkMakowsky,Melpomene and the Tragic Choir........................... 38
Figure 2. Elena LukschiMakowsky,Melpomene and the Tragic Choleft panel.............. 39
Figure 2. Elena LukschkMakowsky,Melpomene and the Tragic Chpnight panel............ 39
Figure . Unknown, Franz von KrauC and Josef T°I k
LukschMa k o w sMelpdngne and the Tragic Chair.................cooiiiiveeii 40
Figure 2. Elena LukschMakowsky, The Frame..............ccoooiiiiiiiiii e, 40
Figure 5. Elena LuksckMakowsky, The Sauna is Our Second Mother.......................... 41
Figure &. Elena LukschMakowsky,Who Praises the GirlS?............ccooooiiiiiiiiiiiiiiiiininn 41
Figure Z. Elena LukschiMakowsky,Russian Proverbs.............ccccooveeiiiieeeeiiie e 42
Figure 8. Elena LukschiMakowsky,Postcard no. 384: The Morning Hour has Gold in the
1Yo T 1 PRSPPI 42
Figure 29. Elena LukseMakowsky,Postcard no. 388: Thos&ho Lie Should Shame
TREIMSEIVES. ... e et e e e e e 43
Figure 30. Elena LukseMakowsky,Frauenschicksal................cccooiiiiiiiiniiiis 61
Figure 31. Elena LukseMakowsky,Frauenschicksal det ai | of womaGibdés hea
Figure 32. Elena LukseMakowsky,Frauenschicksaldetail of children........................... 62
Figure 33. Elena LukseMakowsky, Sketch foFrauenschicksal....................ccooeveen. 62
Figure 34. Elena LukseMakowsky, Sketch foFrauenschicksal...............ccccccooiiiiiienni, 63
Figure 35. Elena LukseMakowsky, Model forFrauenschicksal...............cccoooiiiieen. 63
Figure 36. Elena LukseMakowsky, Sketches fdfrauenschicksal................ooooovviiinnn! 64
Figure 37. Richard Luksciugsburg Frieze...........cccooiiiiiiiii e 64
Figure 38. Margarete KnuppelheRoeserHaus der Frayfront............ccccccoevviiiiiiiinninnnnn. 65
Figure 39. Margarete KnuppelheRoeserHaus der Frayback.................ccoooiiiieennn. 65
Figure 40. Site plan, Werkbund exhibition...............ooiiiiiii e 66



Figure 41. Original Placement Bfauenschicksal...............coooiiiiiiiiii e 66
Figure 42. Elena LUKSEMaKoWSKY,RUSSIA...............oiiiiiiiiiiiiiee e 84
Figure 43. Elena LukseMakowsky,Crying/Lament..............ccooiiiiiiiiiiiiiiiieeiiiieeeeee 85
Figure 44. Elena LukseMakowsky,Flight ..., 85
Figure 45. Elena LukseMakowsky, Sketch fORUSSIA.............cooiiiiiiiiiiiiieii e 86
Figure 46. Elena LukseMakowsky,Beggars Before the Gate...............c.ccoeeiieeeviiinnens 86
Figure 47. Elena LukseMakowsky,Russian Synodal Choir...............ccccoiiiiiiieciiiiin 87
Figure 48. Elena LukseMakowsky,Russian Synodal Chowith accompanying painting.87
Figure 49. Elena LukseMakowsky,RUSSIAN TOYS..........cooeiiiiiiiiiiieiieeeiiiii e 88
Figure 50. Elena LukseMakowsky with toy cabinel................cooiiiiiiicci i, 88
Figure 51. UnknownYirgin Of OTaNS.......ccoouuiiiiiiiiiiiiee e 89
Figure 52. Kiev SchoolQur Lady of the Sigh...........ccooiiiiiiiie e 39
Figure 53. Rudolf DuhrkooElena LuksciMakowsky witlSons Peter and Andreas........ 90
Figure 54 Rudolf Duhrkoop,The Sons Peter and Andreas............cccooeevvviiieeeriiieeeennnnnn. 90
Figure 55. Elena LukseMakowsky,Prisoner Groupfor the Monument for Russian Refugees
..................................................................................................................................... 91
Figure 56 Based on Elena LuksdWlakowsky,Gravestone for Elena Luksdlakowsky.....91
Figure 57. Elena LukseMakowsky,Portrait of a BOY............cccoeviiiiiiiiiieeiiiiecee e 116
Figure 58. Elena LukseMakowsky,Fountain Sculptures................ccoovviiiiiieeneeiiniiinnnnn. 117
Figure 59. Elena LukseMakowsky,Fountain Sculpturesdetail of boys and girls.......... 117
Figure 60. Elena LukseMakowsky,Portrait of Ekkehard, Karinand Roland................. 118
Figure 61. Elena LUKSEMaKOWSKY, A BOY.......cccouiiiiiiiieiii e 118
Figure 62. Elena LukseMakowsky,Portrait of Pastor Ekkhart Johler.......................... 119
Figure 63. Elena LukseMakowsky,ChriSt............coooiiiiiiiiiiiieeee e 128
Figure 64 Elena LukschMakowsky, The Mother of God and Child................c....c.ooeeee.. 129
Figure 65 Elena LukschMakowsky,John the BaptiSt.............ccooeeviiiiiiieeeiiiieceeeeee 129
Figure 66 Elena LukschMakowsky,Saint Demetrius of Solun.............ccccoooeviiiveennnnn.n. 130
Figure 67 Elena LukschMakowsky, The Archangel Michal...................ccccooiiiiini . 130
Figure 68 Elena LukschAViakowsky,Saint Nicholas the Wonderworker......................... 131
Figure 69 Elena LukschMakowsky,Saint LUKE...............ccooiiiiiiiiieeieie e 131
Figure 70 Elena LukschAMiakowsky,Saint Matthew...............c.ooooiiiiiiiiieinieii e 132
Figure 71 Elena LukschMakowsky Retrospective at the Museum of Ethnology in Hamburg,
(£ T 0 0 LY7o T o0 1 132
Figure 72 Elena LuksckiMakowsky Retrospective at the Museum of Ethnology in Hamburg,
detail showing photographs of the ICANS..............coooiiiii e 133
Figure 73 Elena LukschMakowsky, Sketch foAnnunciationwith arm raised................. 134
Figure 74 Elena LukschMakowsky, Sketch foAnnunciationwith armscrossed.............. 134
Figure 75 Elena LukschViakowsky, Sketch foArchangel Michael......................ceeee. 135

Figure 76 Elena LukschiMakowsky, Sketch fo6aint Demetrius of Soluw Saint Georgel33
Figure 76. Elena LukseMakowsky, The Mother of God and Childletail of signature....136
Figure 77 Elena LukschMakowsky, Saint Nicholas the Wonderworketetail of

Figure 79. Elena LukseMakowsky,The Mother of God and Childback with signature..136
Figurfc@8le @6Art Rus.s.eo..exhi.bi.t.i.on......137
Figure 81.Guerilla Girls,The Advantagesf Beinga Woman Artis...........c.ccoooeeiieeeinnnnnn. 140



Chapter 1: Introduction
In 1950, Hannah Engelyrote to heifriend, the artistElena LukschMakowsky:
You are a womawho has met resistance at every opportunity men haveyloacave
overcome everything: childbirth, illness, marriage and its deepest dark sides, poverty,
betrayal,anddisappointments in the most beautiful thing you possessed, in your great
ability and it s @&dousthinggbe watth a hurgred tWosdold d n
theartdealers in 200 years?! One day you will number among the really great, artists

will be a woman who will show this poorest epoch of mankind that a genius triumphs
even over hrd timest

Through this letterEngelpresents LuksciViakowskyds careeasriddled with
obstacles, povertyand betrayatelated toher marriage and children. Howevémngelalso
acknowledges the possibility, the certairttyather friendwill be posthumously knowand
celebratedas an icommepresentative dier time.Today,70 years later, LukseMakowskyds
works have yet to reach the critical acclaim and monetary ‘hat&ngel prophesized.

Elena LukschMakowsky (1878 1967)applied hewnique artistic talent to themes of
renewal and rebirthwhichfortified her presence in the Viennese Secession at the start of her
career from 19 to 1908 However, in her later career in Germany, from 1908 to her death in
1967, she did not meet the same suctiestssheenjoyedin Austria.In aphotographrom
1910, she is shown posing in front of her gaticcessAdolescentig1903, already reflecting
on her past career (fig. 1Becauséherlater works havebeen less value@xisting scholarship

has not yet explored the full extent of parstViennaoeuvre through the Weimar, Nazi, and

1 f[...] Du bist ein Weib, dem alle Chancen der Manner als Widerstande mit in die Wiege gelegt wurden. Alles
hast Du vewunden: Gebaren, Krankheit, Ehe und ihre tiefsten Schattenseiten, Armut, Verrat, Enttduschungen
am Schonsten was Du besaRest, an Deinem groRen Kénnen und dessen Mif§adghtibgnicht in 200 Jahren
Deine Sachen Hunderttausend beim Kinstlerhéndler gelten?! Du wirst einmal zu den ganz grof3en Kunstler
zahlen, eine Frau wird es sein, die dieser armsehgspmche der Menschheit einmal zeigen wird, dafl3 ein Genie
auch uber dirre Zeiten triumphiert. L efrormh Hanmh Engelto Elena LuksciMakowsky, 1 Februay 1950,in
Maria DerendaKunst als Beruf: Kathe Kollwitz (186X%945) und Elena Lukseklakowskaja (1878.967)

(Frankfurt: Campus Verlag, 2018), 138l translationsfrom German and Russiaremine unless otherwise
indicated.



PostWorld War Il periods during whichshe went through most the struggleshatEngel
names in her letteHowever,despitecareerconstraints due to her gender and the rise of
Nazism,which denigrated avargarde practices such as those of the Viennese Secessionists
and certain Russian artistsuksch-Makowsky continued to produce ahrough much of her
long life, adapting her work to the needs and expectations of the changingzaldiahl

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

LukschMa k o ws k y 0 swasatohdconte ikimown and respecteafttist, whichdid
not falter despite marriage, motherhood, and divorce through times of war and pbvesy.
autobiography, she spoke of her aim to create a:

[é ] folkish, popular, epic art styl&lot a genre with characteristic, anecdotal element,

not realistic moral paintingwith the often exaggerated and false taste of Vladimir

Makowsky and evefllya] Repin, characteristic of the older generation of artists, but a

genre that touches the real and eternal essence of the peofiiegreatcompositional

mastery, a feeling for musicality and mastery in the art of painting that | hoped to
achievie. [ €]

Both Makowsky and Repimvere known Russian artists under the tsarist regime, and
mentors to LuksciMakowsky. Howeverreflected inthis passage,atinge |l 6 s | et t er ,
Makowsky believed her works were the makings oka, moderrgeniuswho surpassed
those of the pasand who presented the essence of her surroundgirtgs own unique ways.

My thesis focuses on the construction of identity amparticular representations of

motherhood in LuksctMakowskyds work during hetong career in Germanyn the context of

the changingdiscourse on womerts rightsand nationalismin particular Russian nationalism,

A [ é] wvol ki sc h dinKein 6gnie snit dem daf dbaracteristischen, anekdotischen Element,
keinerealistische Sittenmalerainit dem oft Ubertriebenen und falschen Beigeschmack von Wladimir

Mokowskij und sogar |.ERepin,charakteristiche fur die altere Kinstlergeneration, sondern ein Genre, das das
eigentliche ud ewige Wesen des Volkes berithtbei groRBer, komponistischer Meisterschaft, dem Gefihl fir

Musi kalit?t und Meisterschaft i n .dbBdenalbkachMakowsky, , di e i ch
Kindheits und Jugenderinnerungen 1828®00(Hamburg: Hower Verlag, 1989),19.



during World War ] the WeimarRepublig the Nazi regimgandthe immediate posiVorld
War Il period

With most of the previous research concentratinglokschMa k o w swork @ith
the Viennese Secession, | have relied on several archives in order to find astddy
contextualize never or rarely published worksaumber of these works demonstréte
a r t ongding segotiations between her identities as a womamthera 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 motherhooceaRusian identityin
chapter 4, | presenhécreation, exhibition, and installation of te&atueFrauenschicksal
(1912 and the contexts, from the Woman Question to World War | to the Weimar Republic,
related to its shifting interpretationis chapter 5, analyzeLukschhMa k o w slithgg@ash
Russia(1921) and its larger themes of refuged war as call for hope in reaction to the 1917
RussiarRevolution the ensuing Civil War, anadevastating famineChapter 6 tracethe
a r t sh#tingidentification with the rising call for a return of the women to the hdroe)
thelate WeimarRepublicas a motherly artist, seenkountain Sculpture$1930)andPortrait
of Ekkehard, Karinand Roland1931), to her new seltonstruction as a strong, nationalistic,
pureblooded Aryan artist under the Nazi regime. Chapter 7 shakschMa k o w sr&wnd s
to her Russian identity arfter calls for the reinstagmentof her homelandhroughthe creation
of icons for theémigréRussianOrthodox community in Hamburgne oftwelve iconsof
which, The Mother of God and Child946), stoodout to viewers adistinctivein style,the
mothermade entirely her own.

Throughout this thesid,proposethatLukschhMakowsky usedhe theme of
motherhoodo fashion herseldsa modern artist ofhangingtimes, in relation to theANVoman

Question, Russian NationalismndNationalSocialism. Although she did not create an epic of



the proportions we understand in art history today, she made visible the artist and asman
mother,from one ofherearliest worksSelf-Portrait During Pregnarcy (1901), to her last

work, her tombstondpr which chose helithographRussia adding her three childreio
captuein stonebothher artistic abilities and her constructed identiBy tracing key works

in the artisés laterGerman productionyith a focus on the theme of motherhotids project
suggesthiow margnalizedwomenartistsin Germanysuch as LuksciMakowskynegotiated

the increasingly hostile and oppressive environmem¢ivient nationalisrg, sexism and

dictatorshis.

Figure 1. Minya DiezDuhrkoop, Elena LuksecMakowsky before her paintingdolescentia
(1910, photograph, Museum fur Kunst und Gewerbe, Hamburg, @eym

3 Athina ChadzisDie Malerin und Bildhauerin Elena Luksdflakowsky (18781967): Biografie und
Werkbeschreibun@PhD dissertation, University of Hamburg, 200382



Chapter 2: Literature Review and Methodology

Very little scholarship exists on the work BfenaLuksch-Makowsky, especially in
English Most of the existing scholarshgwverwhelmingly focusgeon her production during
the Viennese Secession or shottlgreafter, overlooking her later career and life in Germany
during and long after World War 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 bombardmentsareyet untraced.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 Seeasbsibie Weimar
periodwhose work is representéd public collections, research on women artists in Germany
before and during National Socialigemains underdeveloped because of the rdastuction
of property coupled with limitations on wom@nartistic production, especially in the public
sphere. This literature review explores the research on Elena L-dakbwsky, womets
rights, and women artists in Germany in the first half of th& @htury, highlighting the

unique nature of this research amkful method$or pursung work in this field.

Literature Review
The firstposthumousstudy ofLuksch-Makowskyds art appearedn 1972when
Joachim von Waldegg curatedetrospective exhibition at the Viennese Secession to

celebrate the 100birthday of Richard LukscH,ukschMa k ows ky 6s husband fro

4 Four public collections include works frobuksch-Makowskyés Viennese period: the Kunsthalle, Museum fir
Kunst und Gewerbe (MK&G), and Altonaer Museum in Hamburg, and the Belv&ddkeryin Vienna.Her

archives, which conserve material from 1899 to her death and include additions from her family members, were
bequeathed to the Eastern European Arch{fesschungsstelle Osteuropa)Bremen Germany, after the death

of her sonPeter Luksch. This archésholds 12 boxes of pictures, sketchbooks, letters, ledgers, newspaper
clippingsand moreFSO 01228, Forschungsstelle Osteurg@remen University, Bremen, Germany.



1921,and includecherworks in one of the three roon®sThis exhibition concentrated on the

coupldes work together, reigniting the idea of tdéunstlerpaarLukschband the collective

production of many ofheir Viennese works. However, theghibitionalso restricted Lukseh

Makowskyds work and life to her marri@gyand hemworks incollaborations with.uksch

which were largelyconfinedto the period in Vienna before the couple left for Hamburg in

1908, whenLukschwas appointd directa of the Kunst und Gewerbe School in Hamhurg

The exhibitioncatalogue indicated that there wast yet a bibliography on Lukseh

Makowsky, a task that Waldegg subsequently topkn two articlesin 1972and B74, and a

monograph with Helmut Leppiein 1979, all of which wer@ublishedin Germarf Leppien

foundLukschMakowskys! at er wor k | a ®asitnhg fate of womerm, wasim g : i

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

Russian homeland thatlédo a decl ine ifd her artistic vigou
The first mention of Elena LukseMakowsky separate from Richard Luksch was by

Ulrika Evers in 1983, in her lexicon of women artists in Germany of tHec2@tury® She

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

Melpomene and the Tragic Chditeze (1905) However, Leppieds idea of Luksch

MakowskyGs declining oeuvre resurfaced$abine PlakolnrfForsthubeis 1994 catalogue for a

retrospective exhibition on women artists of the Viennese Secegsiwhjch shewrotethat

5> Joachim Heusinger von WaldedRichard Luksch 100 Jahre. Elena Lukddiakowsky Plastik, Graphik

(Vienna Secession, 1972).

Joachim Heusinger von Wal de g g-MakéwRky-eih launstlerphar desWiégneru nd E |
Jahr hun d eAttd uwkemodeme Kundf7 (1972): 404 7; Joachim Heusinger von Wal
LukschMakowskys Gerflde Adolescentid 1 9 0 Mitjeiludgen der¥ sterreichischen Galerié8, no. 62

(1974): 66 76, 106 24; Joachim Heusinger von Waldegg and Helmut R. Lepptéhard Luksch, Elena

LukschMakowsky Lichtwark-GesellschaffHamburg: Verlag Hans Christians, 1979), 22.

"TAWar es das Frauenschicksal, war es die fehlende I nsp
zunehmende Entfernung von der russischen Heimat, die dazu fiuhrten, daR die kunstlerische Spannkraft

nac h| Watd€gg and LeppieRichard Luksch, Elena Luksdfiakowsky 22.

8Ul ri ka Ever s-Maik B wes k @pussghie Enstlerinnen des 20. Jahrhunderts: Malerei,

Bildhauerei, Tapisseri@Hamburg: Schultheis Verlag 983, 213215.



LukschMakowskyss car eer was fiembal med®Thidretrespettive d ur i ng
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 vé@oessionisartists who

had been largely forgotten or erased from the historical re€ta#tolmForsthubemnotes that
women were prolific art producers and participated in many significant exhibitions in the early
20" century, including the famous 1908 Kunstschau, wheretling of the 179 artistavho
exhibitedwere women. These women artists, including Lukstakowsky,frequently

published inthe Secessids journalVer Sacrumand receiveés muclcritical attention from

the art world asheir fellow ment® Despite this landmark exhibitionytehistorians havastill

not yet giverwomen artists of th¥ienneseSecession their due in broader modern art
exhibitions or retrospectives.Instead, the focus remains on wklown artists, such as

Gustav Klimt, Egon Schiele, Oskar Kokoschka, Koloman Moser, and Bogénan 12

Despite the fact th&lakolmForsthuber focused on women artists in Austria and their
production until and during the rise of National Socialism, she oohsiderd.uksch

MakowskyGs oeuvreup t01912, problematizing the role of motherhood in her early wids

Al é] ¢absl Krin gleichsam zu LebzeiPlakomFasthbbern ei nbal s ami
K¢nstlerinnen in Osterreich: 1897938. Malerei, Plastik, ArchitektuVienna: Picus, 1994 126.

10 Julie M. JohnsorTheMemory Factory: The Forgotten Women Artists of Vienna 1900. Central European
StudiegIndiana: Purdue University Press, 201)ii.

11 Stella Rollig, Sabine FellneandSilvie Aigner,eds,Stadt Der Frauen: instlerinnen in Wien, 1900938;

City of Women: Female Artists in Vienna, 190038 exhibition catalogueMunich; Vienna: Prestel; Lower
Belvederg, 24.

21n Christian Nebeha¥ 1977overview of the Viennese Secession, women artists are grossly unrepresented and
unremarked upon, with Elena Luksthakowsky mentioned only in the overview of the afBsnonogram.
Nebehaydoes not include thmanyworks she exhibited witthe SecessiarChristian M. NebehayedVer

Sacrum, 18981903(New York: Rizzoli, 1977)In the 1986 exhibitionVienna 1900: Art, Architecture and

Designat the Museum of Modern Art in New York, the first significant exhibitiomafdernViennese art in the

United States, the catalogveproduces LukscMakowskyts monogram but desnot expand upon héife or

work. Kirk Varnedog ed,Vienna 1900: Art, Architecture & Desigaxhibition cataloguéNew York: Museum

of Modern Art, 1986).



Sacrum(1901), Adolescentig1903, andFrauenschicksa{1912), which continue to be the
artist’s three mosstudiedworks today*3

SincePlakolm-Forsthubeds work two scholars have worked extensively with Luksch
MakowskyGs archives te@xamine her life and work mommprehensively. In her 200@hD
dissertatiorfor the University of Hamburg, Athina Chadzis provided the first overview of
Luksch-Makowskyés careerand thuscontributeda key source for subsequent scholarghip.
She briefly outlinedhe artisés work from theNazi period, focusing on the portrait series of
Rupi Kirchmann andLuksch-MakowskyG application to the Reich Chamber of Fine Art
(Reichkammer der bildende Kun$®)Chadzis supplemented her archival work with interviews
with the LukschMakowskyfamily and neighbours. In 2018, Maria Derenda coragédhe
work of Luksch-Makowsky and Kéathe Kollwitz, focusing on the conception of the genius
artist andusingthetwo artist®letters and autobiograpdal writings to consider how they
soughtto emulate this idedf Derendacarefullytranslatel most of LukschMakowskyds
Russian and Frendbtters anchotesinto German.

Studies on Elena LukselMakowsky inmore recentesearch omvomen artists of the
Viennese Secession depend on Chadzasd Derenda interpretations of this archival
material. Isabella Swetin@oncentrates on LuksdWdakowskyds work and representations of
femininity in Munich and Vienna’ In one of the few studies in English, Julie M. Johnson

offered a new look at the artéstwork within the concept dRaumkuns{spatial aesthetic),

13 PlakolmForsthuberK¢nstlerinnen in¥ sterreich,126.

14 Chadzis Elena LuksckhMakowsky.

15 ChadzisElena LukschVlakowsky 277 292.

16 DerendaKunst als Beruf.

7l sabel | a SwekschMaak o viisEKDennda ist nichts mehr, wie es die Natur gewollt: Pdsr
von Kgnstlerinnen und Schriftstellerinnen umQ@D) ed. Britta $rgs(Berlin: Aviva, 2001) 150 155.



proposing that LukseiMakowsky was skilled at adapting her art to its space and cofitext.
Shortly after SimoneEwald rehearset h e abrograpbkytud tdhe point other move to
Hamburg and then focuden the historiography of her wofR Both Johnson and Ewald note
the need for more Englislanguage scholarship on Luksthakowsky and more attention

paid to the works produced after the Viennese period. Ewald calls for particular attention to
her ties to Russiaavantgarde movement&’

In 2019, theBelvederen Vienna presented the exhibiti@ity of Womencurated by
Sabine Fellnenwho highlightedthe contribution of women artists in Vienna between 1900
and 1938, including LukseMakowsky?! In the exhibition cataloguélexander Klee
highlightedt h e aimfliencestfrons 1900 to 1918 Following this, Klee curated a smaller
exhibitionfocused solely on LukseNakowskyin 2020for the Belvedereklena Luksch
Makowsky:Silver Age and SecessiéhUnfortunately, the exhibition was restricted to one
room and closg after only a month because of the COVIDB pandemic. However, the
catalogue offers new research on the relationship between L-kakbwskys work and her

homeland, from Kle@ chapter on Jugendstil in Rus&tdp Alla Rosenfelds look at her

BJuieM.Johnson, 0 ®Makewsky ahdihle BewlSpatidle st het i ¢ at t heThéi enna Se
Memory Factory.

Si mone Ewal d, @ Th eMakdwskyi Betweek St.ePetarsblrg, Munich Vienna, and

Ha mb u r Baridnnei Werefkin and the Women Artists in Her Cirelé Tanja Malycheva and Isabel

Winsche [(eiden:Brill, 2017), 175 90.

XEwal d, fAThe Ar-Makowg&B®na Luksch

2l ¥ sterreichische Galerie Belvedef@ity of Women: Female Artists in Vienna from 1900 to 1@8Bibition, 25

January 201919 May 2019 https://www.belvedere.at/en/cityomen0 (accessed October 203); Rollig,

FellnerandAigner, Stadtder Frauen; City of Women.

2ZAl exander Kl e evakovisgytAe@n & nld e p & o ld eStadtdeARratien;sCity, obWoimered.

Rollig, Fellner, and Eignen,19 130.

23 ¥ sterreichische Galerie Belvedefgna LukschiMiakowsky Silver Ageund Secessiorexhibition, 23

September 202A.0 January 2021.

https://www.belvedere.at/en/eletakschmakowskysilver-ageandsecessiorfAccessedt October2023);

Alexander KleeandStella Rollig eds,Im Blick: Elena Lukscivakowsky, Silver Agend Secessiorexhibition

catalogue (Vienna¥ sterreichische Galerie Belvede820).

%Al exander Kl ee, AiSil ver :Blgnalukschda kl@ws NBegatLeksch J ungendsti
Makowskyed. Klee and Rolligl1i 25.



https://www.belvedere.at/en/city-women-0
https://www.belvedere.at/en/elena-luksch-makowsky-silver-age-and-secession

brother Sergei Makowsky circle,?® to Athina Chadzi$research on her extensive Russian toy
collection?® to Felleneds essaycomparing LuksciMakowskyds workto that of another
Russian artist active in the Viennese Secession: Té&@sdorowneRies.?’

In other words, LuksciMakowskyds work has gainedignificantly invisibility in the
last few years. In July 2023, her workdolescentiaandSelfPortrait in Ceramic(c. 190J,
weredisplayednext to Klimis The Kiss(1908, at the Belvedere Gallery in Viennahelatest
exhibition on the Secessio8gecessions. Klimt, Stuck, Liebermahneldin 2023 at the Alte
Galerie in BerlinjncludedLuksch-Makowskyds paintingDie Katzenfressef1900.28
Additionally, because LukseMakowsky bequeathed many of her Viennese works to
Hamburg museums before her deaths#tewve been included im number of Hamburg
exhibitions that focus on her role as an avgautde artist. The 2006 exhibition at the
HamburgeiKunsthalle Kinstlerinnen der AvanGarde included several prints by Luksch
Makowsky, and the catalogue entry written by Chadzis underlines the importance of-Luksch
Makowskyds public sculptur&rauenschicksain its Hamburg context® The F* Word:
Guerrilla Girls and Feminist Graphic Desigma2023interventionatthe Museum of Kunst

und Gewerbehat critically examinedhe museurds collection of works by women artists,

S AllaRosenfeldii Ar i st okrati shes Wel tEenralukshMakowskywmd®erdgeu s sent um
Makowski i m Russl and HeearLuk§cEMakowskygd Klaewred Rallig27i@8. i n

%At hina Chadzi sMakBiskiya ulnwk sié ke rinBleha lsksdhidakowskyek.s k unst , 0
Klee and Rollig97i 107.

2’Sabine Fellner, fAZewi KumEehalLekschviakowskyed. KleeWiddoligum 1900, 0
108 118.

22The extibitons f ocus was on her por t Ale Gadie ReflinSedessionklimt, i nges of
Stuck, Liebermar3 June 202B22 October 2023https://www.smb.museum/ausstellungen/detail/secessionen/
(accessed 4 August 2023)RalphGleisand Ursula Storch, edSecessions: Klimt, Stuckiebermann

exhibition cataloguéBerlin: Hirmer, 2023)252.

29 Hamburger KunsthalleK¢nstlerinnen der Avantgarde in Hamburg zwischen 1890 un@,188il I,

exhibition, 3 Septembérl2 November 2006https://www.hamburgekunsthalle.de/ausstellungen/kunstlerinnen
deravantgardeeil-2 (accessed 7 April 2024);At hi na Ch é&rhuenhsshjcksdl Bi¢ Malerin und

Bildhauerin Elena LukschMa k o w s kKgnstéerinhem der Avantgarde in Hamburg zwischen 1890 und, 1933

ed Dorothea Maetzelohannserexhibition catalogu¢Hachmannedition: Hamburger Kunsthalle, 20053, 62.

1C
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incorporated_uksch-Makowskyds prints.In 2024, the Getty Museum acquir8eltPortrait
During Pregnancy(1901), making it the first public American collection to hold her wirk.
However, as has long been the case, these collections and exhibitions focus overwhelmingly
on the artisis work during her period with the Viennese Secession.

To summarize, although several authors have studied LuWdsttowskyds work during
the Viennese Secession and have begun to explore this early work in connection to Russian
avantgardes, art historical scholarshigcksa thorough and critical look #ihe artists
productionin Germany, including her involvement with the Reich Chamber of Fine Ants.
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 dependingn the previous literature, | haatsoconducted primary research in
Luksch-Makowskyds archive andstudied heworks, which has allowed me to consult the
original complete versions of the texts mentioned in Chéslaisd Derend@& scholarship
Additionally, since digital resources have advanced since Chadizst publication and many
workshave come tohe market, | am presenting and analyzing works never before published,
sometimes wittbetter colourimagesthatshow the detailed symbolisof Luksch
MakowskyGs art.

To approach th laterperiod of her art practice, | frame Elena Lukddhkowskys
career and art within debatasound gender and national identigpanning from the Woman

Question to Nazi ideology. As a foundatiomely onPamela Pottés historiographic

¥ Sel f HMegmantroa iGte t t yhttpdivewev.gatty.edu/art/collection/object/114S\ig&cessed 17
April 2024).
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approach to National Socialist aproposng that there werenargins of resistance that women
artists might have been able to exérPottes examination of Nazi art problematizes
preconceived notions of totalitarianism in the arts, showag the ideaf total control was a
result of postwar propaganda to separate the atrocities Gbttnedfrom the rationatusdin

this vein, | look at womeis rights and women artists working within a margin of conformity,
mitigating between gender control and gassibilities, albeit limitedof artistic

independence.

31 pamela Maxine PotteArt of Suppression: Confronting the Nazi Past in Histories of tisaal and
Performing Arts(Oakland: University of California Press, 2016).
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Chapter 3: Elena Luksch-Makowsky, Mothers and Artist sin Germany 19001911

Mothers and motherhood were central themes for European women artists before the
20" century. Near the end of the Enlightenment and on the precipice of the French Revolution,
there was a cultural shift regarditige responsibilitiesof motherhood, especially evident
France® In 1762,Rousseau publishefimile, in which he promoted the mother as fivabyds
natural nurtured and emphasized thmpactthata happy mother had on raising a child to
become a good citizel. Thisimage of thenappy motheappearedn the work of women
artists such as Elizabeth Vigée Brun(1755 1842) and the German artist Caroline Bardua
(1781 1864) In thelate 19" century modernEuropean and Americaartists presented
mothers in intimate scenes with their children, their relationships built around private
activities, such abathing reading, playing, and walking, as seen in work$tgnch artist
Berthe Morisot(1841 1895),American artistMary Cassat{1844 1926), Austrianartist,
Eugenie BreithuMunk (1867 1915) and German artisGabine Lepsius (1864942).

By the early 28 century, manyomen artist&ngaged with discoursen the ideal
mother and the emerging question of the New Woman. In Germany, the artists Kathe Kollwitz
(1867 1945) and Paula ModersofBecker (18761907) depictd supposedlffeminine
subjects scenes of mothers and their children, as their predecetidpy®t ther works also
develop an identity for women beyond motherhood. Their worisidedideal characteristics

of the Germamwoman Kollwitz depicted mothers who were both deeply connected to their

2Stewart Buettner, Al mages of Modern MotBeekerhood i n
Kol | wwWomars Art Journal 7, no. 2 (1986)14.
B¥Buettner, 7l mages db Modern Motherhood, 0o
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children but also heroes and revolutionaridedersohrBeckerdepiced mothers of thé/olk,
close to the earth and caring for their childfén.

However by the1920s the image of the happy mother, which was part of a broader
cult of motherhoogwas intensified by nationalistic feastemming fronthe ravages on the
populationduring World Warl.*®* The usefulness of children now no longer depended
primarily on themoral characteof mothers but also on their racial putitiie mother
becomingthe guardian of bloodlines and the promoter of a strong popultiGins
multiplicity of the mother ultimately led tthe adoptionof Kollwitz and ModersohrBeckeb s
work, without their consent, into the nationalistic ima@é the Nazi party?’

However,asin VigéeLe Brurts Self Portrait withDaughter(1786 (fig. 2), women
artists also mitigated their identities as artists, woma@d mothers in their seffortraits.
Although ModersohtBeckeroftendepicted motherhood, creating over twenty works on the

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

34 Kollwitz was a feminist and proletarian activist whose works touch on womanhood, war, and revolution. In
herPeasant Revoljraphic series of 1908, she shows women as leaders in the revolution. Brenda D. Rix and
Brian W. McCrindle, edsk®the Kollwitz: According to the Truthexhibition catalogue (Toronto: Art Gallery of
Ontario, 2018), 17. ModersokBecker often shows women surrounded by fruits and vegetables as earth mothers
who embody the traditional association between woman and nature. Michelle L. Varffeamd Right: Politics

and Images of Motherhood in Weimar Germ#&RiD dissertation: City University of New York, 2017), 225.
%Buettner, Al mages &b Modern Motherhood, o

%Rosemary Better tthematemdmuderinethe wérk oitbierkellsvitz and Paula Modersohn

B e ¢ k e Genérationa and Geographies in the Visual ARsminist Readingsed Griselda Pollock (London:

Routledge, 19961162

87 Under National Socialism, the new government forced Kollwitz to relinquisiptgition & professor at the
Prussian Art Academy. Her work was | abelled 6édegenerat
movement and the Communist Party. However, they absolved her of the label in 1938 and used her work in
propaganda posters. Her igs; Hunger, for example, was reprinted with a falsified signature, St Frank, and

framed as a representation of victims of communistadeline Ullrich AiThe Art of Contradiction: Nazi

Reception of K2&the Kol |l wit the Arts Ntpst/mnova.ard/bloartsste u m of Wo me n
spotlight/theart-of-contradictionnazireceptionof-kathe kollwitz/ (accessed 17 April 2024Many of

Modersom-B e ¢ k warkéveere bought by Ludwig Roseliya wealthy industrialist who would become a

member of the Nazi Party in 193&fter her death in 1907. H®pened the PaulBeckerModersohn Museum in

1927 as amxtension of his house, to hold and exhibit his collection of her werkere hehighlightedher

worksf or their rustic approach and her idealization of r
essenceVangen, ALeft and Right, o 203.
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expresedconflict between her dutiess an artist and a wifé ModersohrBeckeis Self
Portrait on 8" WeddingAnniversary(1906 (fig. 3) depicts the artisholding herrounded
stomach, yeshe onlyfell pregnant a year late?

Elena LukschMiakowskyalso depiatd herselpregnantpone of the first modern
women artists t@lo sq in SelfPortrait During Pregnancyfig. 4), painted during her first
pregnancy in 19042 However, i contrast to thancreasing German nationalistic significance
given to the works of Kollwitz and ModersofBecker, LukschiMlakowskys work gradually
reintegrated her Russian heritage into her works and her identity betfneemoworld wars.

In the following sectiors, | briefly introduce LukschMakowskyds life, focusing on her
worksmade in Vienndetween 1900 and 19lihcludingfor theViennese Secessi@and
Wiener Werkstattein orderto contextualize her later works the theme of motherhoobh
these early works, LukselMakowsky used her sefortraits and her depictions of mothers to
cultivate her identity as an independent artist an@Russian, sidestepping the constraints of

the motherartist.

Elena (Luksch Makowsky

ElenaMakowsky was born in Saimetersburg, Russia, in 1878 into an artistic family
and environment. Her fathdonstantin Makowsky, was a painter for Tsar Alexander Il and
his court and was a member, along with his brother Vladimir Makowsky and llya Repin, of

the painting groueredvizhniki (The Wanderetsyho focused on realistic depictions of

%VangenfiLef t anl@3 Ri ght , o

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 weeksafterwardsVangenii Lef t anlf7 Ri ght , 0O

40 SelfPortrait During PregnancyGettyMuseum.This work will be further discussed below.
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Russian life and folkloré! LukschhMakowsky later recalled that, in her early yegraintings
and important figures of Russian culture, such as the author Leo Tolstoy, surrounded her,
leading her to fall in love with art, stories, and folkléf&he recounted her beligf herown
talent and destiny as a great artist present from an agelyh ananecdote about her brother
Sergets affinity for painting and hiswnviews of himself as a great artisherecalled
retoring, il wi | | be an &aftétthesage oflGa Matkowgky hegaw taking
private painting lessons with Repin, and a year later, she passed the entrance exams for the Art
Academy and entered Refénclass at his reque¥tShe excelled imis class, andn 1898 she
received a tweyear 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 expressiBuissian artists, and
where she met Igor Grabar, with whom she would keep in contact througjisdide.*
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 peopleas subject mattelf.

After a year in DeutenhofeMakowskyreturnedto Saint Petersburgnd established a

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

“Ewal d, AArt i -sakowskyelm& Luksch

“2Ewal d, fAArtisakeBwsligg, buksch

“tilch werde Kunstler, abelu  n i ¢ h t {MakowskykKmdhéits und Jugenderinnerunge@®é.

“KIl ee, i EI-Makavskly andnsiepéndent Artist ©20.

“*Anton Azbé was an academically trained realist painter. However, he focused on geometrical plarmas of
rather than fredlowing lines. He taught many Russian artists who later turned to expressionism, selssiky
Kandinsky, Alexej Jawlensky, Adolf Holzel, Marianne Werefkin, lvan Bilikand Mstislav Dobuzhinskylee,
fi El e n a -Makowskycah Independent Artist 20. Letters betweenGrabar and LuksctMakowsky are in
LukschMakowskys archive.FSO 01228.

46 LukschMakowsky 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, ancChativésfElena
LukschMakowskyA7.
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Wladimir Beklemischew because there was a long wait to enter &gmaimting studid’
During this time, she had close contact with the Russiamtgardegroup Miriskusstwa
(World of Art), which strongly influenced her art. She started to work with thick outlines of
colour and incorporated folklore and mythology into pamted and graphic workastyle
she wouldreturn tothroughout her careéf.Shealsotook inspiration fronmother avanigarde
journals such ad/er SacrumandSimplicissmuswhich she had shipped from Austria and
Germany*®

In 1900, e moved to Vienna and married the Austrsanlptor Richard Luksch,
whom she had met &asteigeis school. At this timelL.ukschwas close to Gustav Klimt and
was a member of the Viennese Secession. Through this connection, the artists of the Secession
becameaware of LukschMakowskyds work and invited her to participate in several important
exhibitions and project#t the time womencould not officialy join the Viennese Secession,
but many were associated with the movement. Theresa Ries, another Russian artist who
moved to Vienna in 1895, wadsoinvited to participate in the early yeaSHowever,
Luksch-Makowsky was the only woman artist to have her monogram included in the
S e ¢ e s published cataloguef 1902(fig. 5).%* Luksch-Makowsky was an academically
trained artist, which was not possible for women in Austria and Germany#fiéis

academic education helped validate her waurkd, after Aving spent several years already

47 DerendaKunst als Beruf214.

48 Chadzis Elena LuksckHMakowsky 69.

49 Chadzis Elena LuksckHMakowsky 80.

0Johnsonfi EI e n a -Mawkkkosmstk y and the N&w Spatial Aesthetic, o
51 Charlotte AshbyArt Nouveau: Art, Architecture and Design Tnansformation(London Bloomsbury, 2022),

189.

52Women 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 undertadwistic training but categorizing their art as cré&ftivate training

was open to women from wetlff families, althoughthey wereoften limited to the medium of drawinwith less
instruction inoil painting and sculpture, and the training often excluded figure drawirige e , iEl-ena Luks
Makowsky, an Independent Artist 1.
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working or in direct competition with meshewasuniquely confidentn the overwhelmingly
male space of the Viennese Secession probablycomfortable competing for exhibition
space>® Throughout her time in Viennahse maintained contact with the Makusstwagroup,
filling the unique role of acting as a bridge between the Russian and Austriargavelas
Upon marrying Luksch, LukseMakowsky 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 |l eisure, and she imasingsted they
independent? However, as the pair started working with the Secession, they began created
collective artworks, presenting a unified identity askmstlerpaarLuksch. Her art,
reputation, and work thus depended on his presence, from joint exhibitians o s acting s
asamiddleman 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.
LukschhMakowsky exhibited four times with the Viennese Secession before its
dissolution in 190%° Although not officially a member, her themes of renewal and mythology
coincided with the grougs interestsHer works were prominently displayeaid the designers
of the showsJosé Hoffmann andolomanMoser, praised her work8 After the group split
in 1904, she continued to work with other Viennese groups, such as the Wiener Werkstatte.
However, in 1908l.ukschhMakowskymoved to Hamburg with her husband, who had
received a position as head of the Hamburg School of Applied®Asse began to feel

increasingconstraints around her artistic production due torfevrole as the wife of a

K1 ee, i EI-Makawskly anknslepéndent Artist b20.

54 Letter to Richard Luksch, 28 January 1900, quoteB ima | d , AThe Ar-Makow&Ekena L8Rsct
55 Luksch-Makowskyexhibited in 1901 at the Xth exhibition, 1902 in the Xllith exhibition and thetKIV

Beethoven exibition, and 1903 in the XVth exhibition. Klee and RolligElena LuksckiMakowsky 120.

%6 JohnsonfiElena LukschrMa k ows ky and the N&Ww Spati al Aesthetic, o

57 Chadzis Elena LukschiMlakowsky 173.
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professoy mother oftwo, and in 1912, threehildren.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 landscapdth®ugh she continued to travel to Russaexhibit and
connect withfellow Russia artists she felt pressure to shantéertripsin orderto care for

her family. The start of the war in 1914 forced her to stop travelling, and the Russian
Revolution of 1917ed her family to fleeSaint Petersburg. Cut off from her homelahdr

family and friendsand now living as Russian in enemy territory, Lukséfakowsky
experiencedhe effects of the war on a national and personal level. In 1921, after several years
of conflict andseparationthe coupledivorced and she now bore the sole responsibility for

her children. She stayed in Hamburg until her death in 1967, nettering to Russia or

visiting the Soviet Union.

MotherRussia
As far as we know.uksch-Makowsky never joined a woménart association igither

Russia, Austriaor Germany2 However,she waslearlyaware of gender differencé®m an

early ageespecially sincshe was oftecompared to her brothar anartistic world

dominated by her fathés male peers. In her later autobiography, she wrote:
| have dreamt since 1895 of leavimgorderto live from my work and art, on foot, on
horseback. | even drew myself in hiking clothes, not feminine but rather masculine
clothessoas o avoi d drawing attention to myself
in the face oimy female strength and a great reluctance for the enthusiastic feminine

nature also protected me from precocious experieimckse with female expectations.
All my forces were directed to the spiritualization and maturation of my télent.

%8 Rollig, Fellner and Aigner,Stadtder Frauen; City of Womer25.

®fAlch tr2ume schon seit 1895 vonzuMbaengze FUB,zy Pfevde.tUndme i ner
ich habe mich sogar in so einer Wanderkleidung gezeichnet, einer nicht weiblichen, sondern eher mannlichen,

um keinerlei Aufmerksamkeit auf mich zu hiee n . Mdiné& Bchichternheit und Verlegeni@eiim

Bewul3tsein meiner weiblichen Starke und eine gdgickhatungler begeisterten, weiblichen Natur,

bewahrten mich glelesamvor frithreifen Erfahrungen auf dem Wege der weiblichen Linie, alle Kréfte richteten
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In this passagd,uksch-Makowskynotes thats ayoungwoman she felt the need to
distance herself frorfemininity, a distancing thaallowedher to develop her artHer aversion
to the traditional Aent husieaperences inflirewithn i ne nat
femal e expect at i on swhatahe baw abe donthag/,rmore maséuline us o n
ideal of artistic talentShe was inspired byrasts such as Marie Bakshirtseff and Rosa
Bonheur, who were understood to haegected oisacrificed their femininity for their art by
wearing mefs clothes?®

Throughoutthis passage, she brings attention to her construction of herself in a
masculine image, with fAmasculine clothes, 0 an
self-portraits.In SeltPortrait (1896 (fig. 6), andSelfPortrait with Red Bere(1899 (fig. 7),
presents herself in a more masculine form. Contrasting with her other portraits of women, such
asTante Frizi(1903) (fig. 8), a portrait of her sistar-law Friederike Luksch, which was
made in a three quartégngth profile, showing off her feminine features and elaborate dress,
LukschMa k o w s k ypdrtsaitsde riotfoverly feminize her features awdidtypical signs
of feminine fashion. Rather her face takes up the entirety of the caamashe 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 Russiamigré become key traits of her work. However, in her early career,
she separated her motherly identity from works wifRussian theme, as if creating a schism

betweerthe twa

sich auf Vergeistigung uuksthMlkowskyKmdheithandner Begabung. o
Jugenderinnerungeri,14.
0 JohnsonfiElena LukschrMa k ows ky and t he N&av Spati al Aesthetic, o
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Mother

Elena LukschMakowsky had three children during her marriag®ichard Luksch:
Peter born1901), Andreaskorn1903) and Dimitri (born1912).While expecting her first
son, Peter, she created Hhiest work on the theme of motherhod8elfPortrait During
Pregnancy(1901). Predating ModersohBeckers Self Portrait at ' Anniversary this is one
of the earliest selportraits of a woman artist visibly pregnant in modern European art.
However, unlikeModersohrBecker,the artistdoes notepict herself asaressg her
stomach in a nurturing gesture. She is fully clothesding a sketchbook in one hand,
standing next to a painted canvas &ottling the vieweis gaze in a confroationalmanner
Her clothedbodyrhymes withthe panel, in both colour palette and Bne whi ch cr eat e .
shape on the canvasnderlining the fundamental parallels, or sameness betlugesch
Makowskyandherart. Shealso made aeramic figure of this subjed®ortrait of Elena
LukschMakowsky Pegnant(1901)(fig. 9), depicing herself with the same clothing asthe
painting.As in the painting, she does not bring attention to her swollen storaadhather
ress her hand on her hearandby her side Shelooks upwards almostpurposefullyavoiding
the typicalgestureof caressing the belly and looking down, seemamny pregnancy portraits.
Thetwo works arenot only selfportraits, buttogethertheyalso present her body as object,
either a canvas afigurine,to her eyes as the artish depicting herself pregnant, Luksch
Makowsky alsaunderlines the importance of her artistic idenggrhapsover the child irher
womb,who is suggested as aboveaily an extension of hdsody.

Soon afterwardd,ukschhMakowskycreated aecondvork onthe theme of
motherhoodBirth Announcement for Son Pet@901) (fig. 10). Although the announcement
highlights the chil@ birth, it does notlepictLukschhMakowsky so much as a mother but

onceagainabove allas an artist. The work shows her and Richard Luksch staodimgther
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side ofa 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 includesline ofbaby bottlesalong the bottonedgeof the composition,
creatingadecorative, almoggjeometrichorder These bottles separate the woisdbody from
the act ofmursingthe child, insteaduggesting thaanybodycanpartake in feeding. Days after
the birth, she shipped the birth announcem@mtier husband, who was in Munich for an
exhibition, and asked him to deliver them to their friends and professional coftagssuch,
the print acted adothbirth announcement and as a portable, distributable work of art
promoting herself to other artists.

Another work from the same yeafer Sacrum or SelfPortrait with Son Pete(1901)
(fig. 11), shows LukschMakowsky in her black painté& smock in the shadows, her face set
and eyedooking directly atthe viewer. She holds the haltide childforwardinto the light,
his head crowned with a circle of flowers. Unlike the works of VigéeBrun, the figure of
the motheiin this workis not of a proud, glowinghappy mothebbut rather a woman who
mediates between her newfound role of motherhood and the loss of identighttincur ®®
Thetitle of the work however,Ver Sacrummeaningsacred spring, also evakehe creation
of new life, constant rejuvenation and renewdjch wasa central theme fahe Vienna
Secession. Byepresentinghis proces®f renewal as her own childlukschMakowsky
elevates her body dmthcreator of new lifeand ofnew art.

While LukschMakowskymade several other works for teenna Secession and the

WienerWerkstéatte she did noteturn tothe theme of motherhood in hlenownworks until

61 etter from Elend.ukschMakowsky to Richard Luksct24 May 1901,quotedin Chadzis Elena Luksch
Makowsky 114.
62 ChadzisElena LukschiMlakowsky 114.

83 JohnsonfiElena LukschrMa k ows ky and the N&8 Spati al Aest heti c,
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afterher move to Hamburonp 1908 In her early years in HamburgukschMakowskymade
several portraits of her sor@metimesncluding herselin these worksShe made three of
herson Andreastwo paintings Portrait of Andread.uksch(c. 1910 (fig. 12) andSelf
portrait with Son Andreag1908/9 (fig. 13), anda bronze Portrait of Andreas Luksc[l1916
(fig. 14), and twoof Dimitri, bothpainings, Portrait of Dimitri Luksch with Russiamoys(c.
1916 (fig. 15) andPortrait of Dimitri Luksch(1937) (fig. 16). Similarly to her Viennese
works, she usgher depictions of motherhood to bring attention to her artistic capacities.
However,unlike Kollwitz and ModersohiBecker, LukschiMakowsky does not present herself
breastfeeding or nudénd 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, particularlytive Portrait of Dimitri Luksch with Russian
Toys in whichthe young boy sits still, not engaging witie toys around him, blending in as a
particularly large doll. LuksciMakowsky poses the scenes for the onlookaming the eyes
large and often staring straight out of the painting, welcorthegviewerintot he si tt er 0s
midst. The objectike quality of the figure shosian emotional separation from the intimate
spacesvoyeuristicviewing andpersonarelationship, underlining the objective approach of
the rational almostmasculineartistthat Luksch-Makowskyidentified with

However, inone sketch oherself with two of her childrerSeltportrait with Children
in Front of the Churci{1912) (fig. 17), she creatdkan intimate spaci front ofthe church.
Shemadethis work while on a trip to Russia, which, from her letters, was most probably
undetakenwithout her childrenalthough both Peter and Andshad accompanied her @n

previous trip in 1916* The sketcldoes not seem to have developed inmmmting,and was

64 Chadzis Elena LukschMlakowsky 189,
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perhaps madkess for acritical public, and moregor her own, personal world, one where she
could bring together her Russian and motherly identitpugh her artigs brush However,

formally and publicly, these identities continued to stay separated.

Russia

In her Viennese workd,uksch-Makowskyds Russian heritagbecamea central theme
separate from her portraits of motherhobldvingconnected witlseveralRussiamartists and
art critics during her time at the academy and in the Azbé school, L-Makbwskybecamea
point of contact between Russiavantgardeartistsand the Viennese Secession. Her brqgther
Sergei Makowskybecame a prominent art critic Russiaand often asked her to share
information on the Secessi@exhibitions and art practices. She also included Russian themes
and symbolsn manyof her works, which critics valued for their unique perspective and
Russian exoticism.

In 1902, she exhibited two woodcutsthe famous Beethoven exhibition of the
Secession (1exhibition), Sadko Viewing the Bridg$ig. 18) andDeath and Timéfig. 19).
The firstwork stems fromRussian folklorespecificallya talein which the sea merchant and
musician Sadko delighted the Sea Tsar so muclthieat saroffered a procession of brides
from which Sadkacould choose. Howevesp that he careturn home to his wife, Sadko
refusesto bed his nevibride.®® Luksch-Makowskyalsobased the woodcilReath and Timen
a Russian poem, which sivescribedon a sketch for the work: TnADec:

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

85 Ashby, Art Nouveau;196.

24



sun stands c¢ o%Ehe atreritic Jpseghdugust Luxwseaggasted thatflose
Hoffmanarranged the Beethoven exhibitionaprocession of workieading towardshe
cente at which he displayed Maklingerés statue oBeethover{1902); in this arrangement,
the closer the workaereto the centg, the less thepppeared as independent wofks
Luksch-Makowskyds works were placed at the buildisgentrance, fairom the cente and
independent from the othenshere theywere well received by critics arte public.
Althoughherworksfrom the exhibition were destroyed, the woodcuts were reproduced in the
journalsVer SacrumandDeutsche Kunst und Dekoratipsuggestingheir significance tahe
Secessioff®

LukschMakowskycontinued to imbue her work with Russian symbolism, as in the
frieze she completed for thdenneseBirgertheaterMelpomene and the Tragic Chdit905
(figs. 20i 23).%° The tri-partite ceramic frieze shows a procession arahedigures of
Melpomene, Pierroand Harlequin, mixing classical theatre witle more common
commedia defarte’? She designed the form of Melpomene based on a previous amrk,
i 1l lustrat i olecatrdr GhaHesBaymeairefiig. 24).” However, in the frieze,
Melpomeneweass a patternedRussiarstola, based on a stalaat LukschMakowsky owned?

Around the time of hemove to Hamburgl.uksch-Makowskyused Russiathemego

underline her artistipowerandto present her uniqugerspective on womeand mothersin

%A Tod und Zeit BdenmesikmiehhErzharrscheE.d Alleswvergeht kreisend im Finstedn
Bestandig steht die Sonne der Ligb€ranslatedn JohnsonfiElena LukschMakowsky and the New Spatial
Aesth®tic, o

67 JohnsonfiElena LukschrMa k ows ky and t he N&Ww Spatial Aesthetic, o
%8 The destruction of the woodcuts was deliberaiegea part of the Beethoven exhibitiovas meant to be

ephemeral.

% The building was destroyed in 196fhd LukschMakowskyd work wasmissingfor decades until her son

Peter Luksch tracked it down addnatedt to the Museum fur Kunst und Gewerbe in Hamburg.

Johnsonfi EI e na -Matkkosmstk y and the N®&w Spatial Aesthetic, o
Kl ee, fASilver Age un2l der Wiener Jungendstil,h o

2 JohnsonfiElena LukschrMa k ows ky and the N®3Ww Spati al Aesthetic, o
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1908 shecreated the prinThe Sauna is Our Second Motl{ig. 25).”2 Although the title,

written in Russiaunderneathalludes to motherhoodhe work does nagxplicitly represent

mothers Rather,she presents several women in various stages of undress, allowing the viewer
to see theimndividual and rebstic bodies.She presents a different relationship or imagery

than the expected mothehild theme, wherein the women are subjugated and objectified
throughthe presence of the chiltf.Rather womenare separateffom the mother figure

which becomesnstead, the bathhouse. The women then take on eliiie roles. In the heat,

steam and nakedness of the bathhouse environment perhaps not unlitkee overall wetness

of the womb, the women can present their individual personalities, divorced from the gendered
expectations of mature femininity.

LukschMa k ows ky wrote of the work: Al wor ked ¢
order to show my knowledge of the human form and to use this in the context of the
expressi on d°WhiR she bad been ablé tb studyofrom 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 oprevious art stylesas well as quite different from the Seces&oglegant,

elongated forms, including Richard Luk$stsculptures and her own previous work,

7 Most publications have titled this woflkhe Sauna is Our Second MothBie Sauna ist unsere zweite Mutter)

however themore precise translation ef © dz¥ 9 Is s tc O W wod§@OteThe Bathhobse is Our Second

Mother.

741n 1972, thepsychoanalysNicolas Abraham wrotefit h e mo t h e rnofithe childh (&2 mére estdat i o
creationdede nf ant ) 0le Bavande respondeddt 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|@nstinct filiale 1972quotedin llse BarandelLe Maternel Singulier: Freud et@nard

de Vinci(Paris: Aubier Montaigne, 19777,

“A[ é] beschaftigte mich das Thema des russischen Dampf
[menschlichen?Gest alt anhand di eses Ausdr udkkschMakosisky, ussi schen
Kindheits und Jugenderinnerunge;19.
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Adolescentid® Luksch-Makowskyds intention,suggestedn her quote, was to present the
reality of both a womats form and the Russian wontarlife, divorced from thexpectations
of idealized bodies and the responsibilities of motherh8be. also seems tmvewantedto
create dull-scalepi ct ur e, which never came o fruition

In another print made that same yeaihoPraises the Gir$? (fig. 26), two young
women are flanked by a father and motlpgesentinghe traditional family structure. Under
the image, the text readsRussian i Wh o p r as? Rathey antd MathefGhergitls
are good, beautiful anslitablé Where do the ugly women conirem? /They come from
theseg i r’? Here,dukschMakowsky presents a more traditional understanding of
womanhood and motherhood, that girls are beautiful and wantedhatitiey become ugly
when they age, lefinly with the possibility of becoming mothers themselves ematinuing
generationaéxpectationsUnlike the altaccepting bathhousmother, the original mother in
this print has expectation§he womeraredressed andlealized, seeming, again, ddke,
standng still, straight, their eyes vacaahdwithout pupils. Although showing Russian
inspirationin the lettering and dres8yhoPraises the Girls?oes not capture the reality of the
Russian women seen ihe Sauna is Our Second Mothes if the idea of the mother as a
woman brings the social responsibilitiggtan entity such as the bathholreetherdoes not
impartto its children.

Both these works were made in the lubki forntraalitional18"- and 19-century

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

76 JohnsonfiElena LukschrMa k ows ky and the N®&Ww Spatial Aesthetic, o
"AAber di e ildeebpebem nnivadlendeB wie auch vieles andere, das ich verlassen mufith, als i

Ru Cl an d LukshikrMakowskyKindheits und Jugenderinnerunget;19.

iwWer | obt die Madchen? Vater und Mutter./ Die M2dchen
h2asslichen Frauen her ?/ Si FEranslatedrormRussiaw t@Garmahénsleslartde n M2 d ¢ h
Rollig, Elena LukschMakowsky 74.
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including Natalia Goncharova, Mikil Larionov, and Wassily Kandinsky When Koloman
Moser proposed that the Wiener Werkstatte publish a serjgsstéards in 1911, Lukseh
Makowskyturned topreviouslubki to sell to the publié® She chose to adapt hRussian
Proverbsseriesfrom 1909(fig. 27), in which shausedRussian subject mattandlanguageo
demonstratéerstrong culturaties to her homelanddowever,the new postcardshow a
moreconsumeifocusedcontent, with the proveridsmage and text provided with a German
translation which is sometimes adapted to be better understah agthe Russian proverb
iThe morning e€ve nichapgedotthe Garman praverd Mo r rhounhgs
gold in themo u t (fig628).82 Additionally, one proverb out of the teincludeswomen which
shows a scenef four women shaming a fiftin the centerwith atextthatr e a dsose who
lie should be ashaméd (. 29i®%dUnlike the comradery in the womenTine Sauna is Our
Second Mothemwhich is meant to showomenrealistially, LukschMakowskyunderlires
bothw 0 me wadity and moralityvalidaing the Germarpreconception of womeis tendency
to frivolity and seltsurveillance

Although she seems to have presented herself as a Russian, exotic, and unique artist,
ElenaLuksch-Makowskyalsoproduced for the expectations and needs of the German
consumerHer Viennese works show that she was a versatile artist, working in differenamedi
and adapting to the needswariousprojects, from exhibitions and commissions to personal
calling cardsEspeciallythrough her depictions of motherhoddiksch-Makowsky

emphasized her image as an artist and creator first and foremost. After notlagburg,

Johnsonfi E|l e n a -Malkkosmskk y and t he N@aWw Spatial Aesthetic,
O¥sSswetina, fAHlakmarslE4g% Dc h
“Aulstes eBEMERE] | .

A Morgenstund haThiGolids itmh eMuengui val ent to the English

wor m. O
BAClts Mdyjlsi sz HO BEHjIli Mmisr Hdats. 0o
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Luksch-Makowskyeventuallylost manyof her artistic connection$er ties to hefamily, her
financial resourcesgndherartistic freedom. However, she keperflexibility anddedicated
herself to her art for the meainderof her career as fervently as she had befadepting her

artand approacko the consumen orderto receive better commissioasd recognitia.

Figures

& |9
Figure2. Elisabeth Louise Vigéke Brun,SeltPortrait with Her Daughter (Madame Vigdee
Brun et sa fille) 1786, oil on canvas, Musée du Louvre, Paris, France.
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Figure3. Paula ModersohBecker SelfPortrait on 8" WeddingAnniversary (Selbstbildnis am
6. Hochzeitstag) 1906, tempera on canvaBaula ModersohBecker Museum, Bremen,
Germany.
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Figure4. Elena LuksckMakowsky,SelfPortrait During Pregnancy1901, gouache and pencil
on paper, Getty Museum, Los Angeles)ildd States.
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ELENA LUKSCH-MA- |

KOVSKY. Malereiin Kasein- : L q WL
farben. Auf einer Platte vgi v u: “
Weilkalkmortel. Metallin-

tarsien, £ )

,1r~

MAX KURZWEIL OM.
Malerei in Silicatfarben, auf
einer Platte von WeiBkalk-
mortel,

FRIEDRICH KONIG OM.
Eine kleine Platte aus getrie-
benem, patiniertem Kupfer,

ORIG.-HOLZSCHNITT VON ELENA LUKSCH-MAKOVSKY.

Figureb. Elena LukschiViakowsky, signature block and color woodcut for the catalogue of the
14th exhibition of the Secession, 1902 JohnsonThe Memory Factory56.

Figure6. Elena LukschiVlakowsky,SelfPortrait (Selbstbidni¥, 1896, oil on cardboard, private
collection.
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Figure 7. Elena LuksckMakowsky, SeltPortrait with Red Beret(Selbstbildnis mit rotem
Barett), 1898, oil on canvas, private collection.

Figure 8. Elena LuksckhMakowsky, Aunt Frizi (Tante Frizi) 1903, oil on canvas, Belvedere
Gallery, Vienna, Austria.
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Figure9. Elena LukschMakowsky,Portrait of Elena LuksciMakowskyPregnart, c.1901,
ceramic Belvedere Gallery, Vienna, Austria.

Figurel0. Elena LukschkMakowsky,Birth Announcement for Peter Luksd®01, color
lithograph, location unknown. In Johnson, The Memory Fac®ry
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Figurell Elena LuscHVIkowsky,Ver Sacrunor SelfPortrait with Son Peter (Selbstbildnis
mit Sohn Peter)1901, oil on canvas, Belvedere Gallery, Vienna, Austria.

Figure 12. Elena LuksckMakowsky, Portrait of Andreas Luksch (Portrat Andreas Lukgch
1913, Hamburg Kunsthalle, Hamburg, Germany.
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Figure 13. Elena LuksckhMakowsky, SeltPortrait with Andreas (Selbstbildnis mit Andreas)
1908089, oil on canvas, Schleswigolstein State Museum, Schleswig, Germany.

Figure14. Elena LuksckMakowsky, Bust of Andreas Luksch (Portratbliste Andreas Luksch)
1916, bronze, location unknowrn Chadzis,Die Malerin und Bildhauerin Elena Lukseh
Makowskyfig. 88.
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Figure15. Elena Luksé'ﬁ\'/lakoWsky,Portrait of Dimitri with RussiarnToys (Sohn Dimitri mit
russischem Spielzeud)918, oil on canvas, private collection.

1N

Figurel®. Elna LukscH\/Iaowsky,Portrai of Dimitri Luksch (Portrat Dimitri Luksch)1931,
oil on cardboard, private collection.
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Figure 17. Elena LuksckhMakowsky, SelfPortrait with Children in Front of Church
(Selbstbildnis mit Kindern vor Kirchgl912,watercolour and ink, private collection.

XIV. AUSSTELLUNG DER WIENER »SECESSION¢ 1902,

ELENA LUKSCH . MALERED IN KASEIN-FARBEN. METALL

Figurel8. Elena LuksckMakowsky,Sadka@s Viewing of the Brides (SadisBrautschayl 902,
panel for the 1902 Beethoven elztion, Viennese Secession, Vienna, Austria, now destroyed
In JohnsonTThe Memory Factory80.
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igure 19. Elena Lukschviakowsky, Death and Time (Tod und Zeit1902, white plaster,
silicate mineral colors, copper, panel for the 1902 Beethoven exhibition, Viennese Secession,

Vienna,Austria, now destroyedn JohnsonThe Memory Factory79.

Figure 2. Elena LuksckhMakowsky, Melpomne and the Tragic Choir (Melpomene und ihr
Choir), center panel, 1905, ceramic, Kunst und Gewerbe Museum, Hamburg, Germany.
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Fiéure 22. Elena LuscH\/Iakky, Melpomene and the TragiChoir, right panel, 1905,
ceramic, Kunst und Gewerbe Museum, Hamburg, Germany.
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Figure 23. Franz von Kraul3 and Josef TpMKiennese Peopts Theatre with Elena Lukseh
Makowskyds Melpomene and the Tragic Cheairca 1905, photograph Klee and Rolligeds,
Elena LuksckhMakowsky,70.
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Fiure . Ie ucH\/Iakosy,he Frame Der Rahmeh 1904, gouache on paper,
collectionChristine Birgfeld.
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Figure 25. Elena LukschViakowsky, The Sauna is Our Second MothH&ie Sauna ist unsere
zweite Mutter) 1908, watercolor and ink, Belvedere Gallery, Vienna, Austria.
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Figure26. Elena LukschMlakowsky,Who Praises theGirls? (Wer lobt die Madchen?)1L908,
gouache, watercolour and ink, Belvedere Gallery, Vienna, Austria.
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Figure 27. Elena LukschMakowsky, Russian Proverbs (Russische Sprichwortémnt page,
1909, print, Hamburg Kunsthalle, Hamburg, Germany

3 Morgenstund’ hat Gold im Mund. e
Figure 28. Elena LukschMlakowsky, Postcard no. 384The MorningHour has Gold in the
Mouth (Postkarte no. 384Morgenstund hat Gold im Mund}911, lithographyMuseum flr
angewandte Kunst, Vienna, Austria.
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Wer da gelogen, sollte sich schimen.

Figure 29. Elena LukschMakowsky, Postcard no. 388:Those Who Lie Should Shame
ThemselvesRostkarte no. 388Wer das gelogen, sollte sich schamei911, lithography,
Museum fur angewandte Kunst, Vienna, Austria.
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Chapter 4: Frauenschicksal Womends Rights and the Constructionof a Womands Fate
Frauenschicksal (A WoméanFate)(fig. 30), completed inl912,wasElenalLuksch
Makowskyds first largescale work after her move to Hambi§fgn the notes to her
aut obi ography, s h eFrauenschieksdimii gpavestone,oyet hschn ¢ a | |
artwork, it is neverthelessni ver s al #in tthese lateneotes she cousidered the
work to bethe culmination o struggle between her identity as an artist and that of a mother.
The shifting perceptiosaround the artwork, fronts original creation and reception in artistic
circles beforeNorld War |,to its reception as a public installation after the war, shows a
changean how LukschMakowsky interpreted and constructieer own identity against the

backdrop ofshifting perceptions of women and motherhoo@Germany

Frauenschicksal (A Woméam Fate)1912
Frauenschicksais an almost lifesized statue, consisg of a woman a cuckoo bird,
and three children. The womansiting with her legs apart, her feet planted firmly into the
ground, and the right side of her chest exposed, the rest covered by-kefigihr 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 shoth@snickoo bird nips at
her hair, with wings open, asitfhasjust perched ois getting ready to take flighfig. 31).
Around herthethree young boysakeshelterunder her robe aund her(fig. 32). The

disposition of the three young boys around the waimandy encourages the viewer to walk

841 use the original title here instead of the English translation to avoid the overuse of th@mwsareino and to
acknowledge the namthatthe artist intended.

85 fiMan konnte es mein Grabmal nennen, und als Kunstwerk ist es dennoch tberpersonlich unalideidss.
for Luksch-Makowsky,Kindheits und Jugenderinnerungequotedin Chadzis ElenalLukschMakowsky216.
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around the group, the composition showing a face at every angle, creating a continuous gaze
towards the viewer.

LukschMakowskycompleted thelastermodelfor the workin 1911, but the final
version took over a yedo construcdue to financial restriction®.Originally planning to
create the work in stone, Lukséakowsky could not fund thmaterial even after turning to
her mothe” Choosing ceramiayith 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 andvhich are now lost® The original fultsizedceramicsculpture was created and

fired in 1912by the Wessely comparng Hamburg.8®

Creatinga Womarts Fate

LukschMakowsky originaly positionedFrauenschicksaas a reflection on marriage
and womefs creativity rather than a critique of motherhobdher notesshewrote:

This winter | created the characti#rauenschicksat awomarés being bound by

children,with awaking, longing, spiritualized fac&he makes aginful, renouncing
gesturewhile listening tothe creation and flight oherthoughts®®

The smaller models and sketches show the evolution of the compadsitius final
longing figure Two sketches from 190®epictthe figure almost fully encompassbky a cape,
with an opening showing the mother protecting the children while holding a hand over her
face (figs. 33 and 31). Two other figures flank her as if to enter this protective sphere, away

from the turbulent weather in the background. In the first sculpted nodd€l10, she created

8 Chadzis Elena LukschViakowsky210.

87 Chadzis Elena LukschViakowsky 210,

8Chadzi &rauefishicksald57.

8 Chadzis Elena LukschMakowsky 212

PAln diesem Wi nt edramwmnsthicksal das gpebuddeme SEin dgriFrau durch die Kinder, das
aufwachende, sehnsuichtige, durchgeistigte Antlitz. Schépfung und Gedankenflug lauschende, schmerzvoll
ent sagende GeMaRowskediaty eriry 1045qubtedin Chadzis Elena LukschViakowsky207.

45



a more symmetrical figureliscardingthe cape (fig35). Instead, the woman looks upwayrds

cocking her head teards acuckoobird. In Russian folklore, the cuckoo represents a wotean

intellectualindependencé! In her later notes, LukseRakowskywrote thatthe birdls ¢ a | | ni s
that of a mourning, | o n gsifar this freedona, yef cann@ wo man W
achievei?She notes: #fAl | ove t hi s®Tumihgtowardsdyetf ear it

unable tdfollow the bird LukschMakowskywanted toshow a similar contradictiowithin

the statueTheswitch from the cape to the bird shows a shift from a contained, protective

mother to a figure whes moreaware of the world and hears the call for freedom.
In the model,wo children stillhideunder her dressyhile 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 youn@s, while those crawling away would be young girls. She also

intended to make the children look lifelikeritingt hat t he #Achil drends fig

out from every fold of the garment, notpétti e f i ned, al ¥Sutroundingthel e ar t i

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

are still dependent on their mother, while the giclawling away fromtherefuge,seemto

follow the cuckocandflee their responsibilities as future mothers. However, still attached to

the motherdés dress fabric, they are never tru
Other sketches show fully grown, and standing figureb@placeof the girls(fig. 36).

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

91 ChadzisElena LukschMakowsky 209.

Al é] die scheuer Kuckuck nieder, dessen Ruf nach Vol k
Fr au s eNotes farlaksdhMakowsky,Kindheits und Jugenderinnerungequotedin ChadzisElena

LukschMakowsky 209.

BfAilch |iebe diesen Ru NotesfordukschyMalonwskyeKindhbitsundu gl ei ch. 0o

Jugenderinnerungemuotedin Chadzis Elena LuksckMakowsky 209.

%M A walen Falten des Gewandes herauslugend aufhorchende Kindergestalten, keine\Rufténerte,
wache K¢gnst |l er s eusscheMalowskyKindheits end Jufeaderinnerungeguotedin Chadzis,
Elena LukschMakowsky 207.
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variousoutcomes ohwomarts fate. However, at the moment of creatibuksch-Makowsky
was unable to realize heriginal intentions, thegirls ultimatelyeliminated from the
compositiondue tothefinancial costs ofthe two additionafigures.

The final version shows the fundamental concepts ofdmgsticintention,above allthe
motheis protectivenesser yearning for creativity, and hiexability to move towardéer
artisticidentity,. She writes that t hehafmonpusffemal s Aunset:t
s t r u cshowingeher@ttempts to share thiscomfort ofa seemingly comfortable situation,
andher permanent sense of unease as a woman®attetvever, the unease comes not from
the weight of the children, whare also artists, arekem to cower behintaer, but froman
invisible force holding hethere:her duties and responsibilities to liamily and hethusband.

LukschrMakowskyshared her creative process amtisticintentiors with her friend,
the Germanavantgardepoet Richard DehmeHe visited Luksch-Makowskyin her studio,
which she recalls in her autobiographical notes:

| 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 daybut | was withdrawn, and he sat in silence for a long
time 6

=1
]

After the visit,Dehmelwrote a poenbasedont he st atue, entitl ed
CuckYoo:

You have three beautiful children, (woman/ wif&)They play around our feet in the
grass;/Why are you looking at the clouds?

“ABeunruhigend trotz har botes forsukscheviakowskyrKimagheits und Auf b au
Jugenderinnerungemuotedin ChadzisElena LuksckMakowsky 207.

%filch sang und sang meine Sehnsucht und meine Verzweif
stand nur ein Stuhl und das Podium mit der Plastik. Eines Tages besuchte mich Richard-demih war

verschlossen und er saf3 lange und scheveigdNoteés for Luksch-Makowsky,Kindheits und

Jugenderinnerungemuoted in Chadzisklena LuksciMakowsky 207.

Ri char d HBakatHewenlKyckuRo See AppendiA.

% Frau can refer to both woman and wife, but this is not evident within the context of the translation.
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Iém waiting for my cuckoo, (husband/méa%h) 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 | dread for our children?

Our kids doidt stay ours, (husband/man);/They play with flowers and
butterflies,/One day they also listen to the cuckoo.

So | want to shoot the cuckoo dead, (woman/ wifé)e/lalready 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.o

This poem links the artwork t® womeids struggles of negotiating betweefreedom
andimposed responsibilitiesiowever, he mother and children becomseparatentity apart
from the husbandn which he womarseems to understand the natural separation that will
occurwith her children, who will follow theiown calling, and her inclination to folloviner
own path Conversely the father, the man, wants to keep the family close to him and under his
control, threatening thuntand kill the cuckoo and itsalls d freedom

At this time,RichardLuksch wanted LuksciMakowsky to abide by the role of wife
andmother tohis family andto follow the standards related to his npvofessionaposition.

His work from thesameyear, theAugsburgFrieze(1912 (fig. 37), shows a more submissive
version of thewvomen fromLuksch-Makowskyds composition. In thdrieze, two womenstand
with their backsagainst an apple tregeachng upwards to pick the fruit while flanked by two
standing children, a boy and a girl. Compared to the realistic thoughtfulness of Luksch
Makowskyts woman, Richar@ elongated and serene women cater to the children and show

no signs of discontent with #ir role 1°°

%9 Manncan refer to both husband and man, but this is not evident within the context of the translation.
100 ChadzisElena LukschMlakowsky 214.
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In a letter to Dehmalluring the creation of the statuRichard Luksch write& By t h e
way, Elena is now working nexttomen t he trade school™ everythi
Luksch-Makowsky had started working in a studio at the Kunst und Gewerbe Museum, where
Luksch himself wasvorking, a situation thahe notesreated some friction between tine!°?

Competition seemed to be an underlining featfrtheir relationshipwWhen they had
met in Deutenhoferl,uksch-Makowskyds painting talents impressed Lukssb much that he,
according to his family, gave up paintihgnself!°® However, when shthentook up
sculpturethis apparentlyrritated Luksch, either because she neglected him or because he was
jealous of her talepand he tried to dissuade Hesm continting.1%* Sculpture was considered
one of the fimost masculine of art wasthoght, 6 and
to be more suited to other madis,as well asmore subduedenres such as landscape
painting1®In his 1908 bookWomen and Art (Die Frau und die Kunsarl Scheffer asserts
that women were incapable of creating large scale works, due to the physical effort required,
andthatthey lacked a sense movement and spd&elowever,after she becamias wife, the
competition with, or¢dousy toward LukschhMakowskyG sculptural career, sesto have
subsided. When he was unable to fulfill a commissionjnstancehe 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 fdvidtleomene and the

Tragic ChoirFrieze, which became her largest public commission.

ViIfEl ena arbeitet ¢brigens jetzt nebenletdrfromiRichasder Gewe:r
Luksch to Richard Dehmel dat@d December 1910, quoted @hadzis Elena LukschMakowsky 209.

102 Chadzis Elena Lukschviakowsky 209,

103 Chadzis Elena LukschiViakowsky 45.

104 Chadzis Elena Lukschiviakowsky57.

silvie Aigner, AFemale scul ptors of tStadtdeMFuauem; of t he (
City of Womened. Rollig, Fellner, and Aignerl07.

106 Karl Scheffler,Die Frau und die Kunst: eine StudiBerlin: Julius Bard, 1908), 26263.
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Although she created sevestulptedsmall figurines andelpomene and the Tragic
Choir, LukschMakowsky only returned to fulscale sculpture when she startedvork on
FrauenschicksalHowever, now a professor, Luksch had different expectations from Luksch
Makowsky, who was no longer an aréstwife who couldshare in his artistic endeaws, but
rather a profess® wife, whose duties were more focusedupholding respectality in their
home.As Lukschseems to havieared the work on the statue consumed her, and he felt she
was neglecting her household chores. The pair spent thé 19nter holidays separately,
with Richard skiing alone in Kitzbihel, leaving her to care for the children, prepare Christmas,
and continue working on her stattfé.

Frauenschicksatollows the theme of motherhodbat LukschhMakowskyhadbegun
exploringin Vienna.The sculpture, howevewas her first image of a motherly nude. In the
genre of the female nude, womeftenbecome objectsransformed intetill life or
landscapeln most paintings of female nudes, the figure has little or no agency. However, for
manywomen artistschoosing tgaint the female body is to confront questions of likeness and
difference between artisivoman, and art objeéf® Frauenschicksapresents a nude yet
realistic depiction oafigure, with a message whidhcorporated ukschMa k ows ky 6 s o wn
likeness not in the figure, but in the emotional, intellectaald spirituaimood of the work.
Throughout, shéringstogether artist, woman and art object into a sogedkportrait
However, umlike the artisés SelfPortrait During Pregnancy, which highlightsLuksch
Ma k o w saktistié abiliiesdespite motherhoqdrrauenschicksalinderlineshe persistence

of artistic creativity despitéhe womas inability to creategivenher duties and restrictions

107 Chadzis Elena LukschMlakowsky 210.
8Bettert ofi,g uiriesst ,hee r
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She the woman and the mothes,called by the cuckoo, aralthoughshe cannot answer and

produce on the scale she couldrauld want to, she ismeverthelesan artist

Exhibiting aWomarts Fate

Elena LukschMakowskyds Frauenschicksalwaswelcomed into modeist exhibitions
in Russia and Germanwherecritics valued the wor& snique perspectivencludingthe
Russian inspiratioandthe call for a womads artistic freedom. Howevekuksch-Makowsky
seems to haveantedthe workto be purchased by established art patrtwping thathe
statuewould beregardecasa moretraditionally coveted work of art.

LukschrMakowsky hadstarted work on the sculpture in 1910 after a tripée her
family and friendsn and aroundaintPetersburgand possibly to exhibit with the Association
World of Arts, another name for the Makusstwagroup at the timé% The Russiarartistic
sceneandsalodmadi nspired her t o c MHiaaawenasterpisoe.wiftefi gr e at
completionthe worlds first exhibitionfittingly took placein Russia, at the 1912 Mir
iskusstwashowin Saint Petersburt}! The showtook place irthe Lidwal House, where she
displayed the statue alongsiBessianProverbs!!? Luksch-Makowskyds continuingfocus on
Russianthemessuggestshat shestill wanted to present herself as a Russian atist her

move to Hamburg.

109 She visited Saint Petersburg, where she took part in the begiahiver brothefs marriage ceremony, the

island of Valaam, then Pavlovsk, where she met her artist friends Igor Grabar, V@ikdwomin, the later

who commissioned her to create an unknown project, which she carried out over the summer, probably from his
St. Petersburg studi@hadzis Elena LukschiMakowsky 189.

110 Chadzis Elena Lukschviakowsky 190,

11Chadzi &rauefisEhicksald57.

112 ChadzisElena LukschHMakowsky 191
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However when she brought hetatue to Moscow for purchase, it was not well
received®®In the notes to her autobiography, she ddkat an unnamedheatre did not want
to buy it becauséthey diddt want t o s 8he doepnotelaberdte ontheird
reasons, although theecould have been many, from the subject matter to the@mjshder or
her position in Germanyo the style of the work to itsaterial. Altogether, she did not fit into
the preexisting image of th&®ussiartheatre.

Similarly, she struggled to sell the work in Hamburg. Wheksch-Makowsky
returnedto the cityin 1912, she soon gave birth to her son Dimittosecomplicatonsleft
her in a fragile state for most of the followiggar However, in 1913through her husband,
she contacted Fritz Schumacher, the building direfciothe city ofHamburg and whowas
planning to design a new park, and together they managed to have the statue bought by the
State Park Associatiolt> A copy wassubsequentlynade for the park and housed in the
Hamburger Kunsthalle until ifgstallationin 192611® The bill of salefor the work, however,
notes that it toola lot ofwork to find donors and does not reveal who ultimately funded the
purchasé!’ Derenda proposes thatiksch-Makowskywas notyetwell known enough or not
well received in Hambuidg artstic and wealthy circle$!® The couplevere still considered

outsiders in conservative Hamburg high socfé®Nevertheless, she was ablent@intainher

113 ChadzisElena LukschMakowsky 213

114 Notesfor Luksch-Makowsky,Kindheits und Jugenderinnerungequoted inChadzis Elena Luksch

Makowsky 213 This the&re could possibly be the Ancient Theatre in Moscow. There is a theatre program for
the showing ofFuente Ovejuiin 1912 in her archive. Lukselakowskyds friend, Ivan Bilibin, designed the
costumes for it. FSO 0228.

115 Chadzis Elena LukschVlakowsky 213,

116 Chadzis Elena Lukschvlakowsky 215,

117 DerendaKunst als Beruf352

118 DerendaKunst als Beruf352

119 ChadzisElena LukschMlakowsky,196-7.
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connections with morenodern andavantgarde movements, such as Mikusstwa Apollo,
and theDeutschaNerkbund, whichcontinued tcexhibit herwork prominently
The original statue travelled to the Deutsche Werkbund Exhibition in Cologvayn
of 1914 and was exhibited in the garden of iHaais der Frau (House of the Womdfiys. 38
and39).12° The hall, designed by Margarete KniippelhBlaeser, was meant to house works
of art by womenthat underlinedheir atistic achievement&! This was at a time whenaat
womenwerestill notencouragedo pursue art as a careandwhenthose who wanted to
make art were often categorized as dilettantemmateurs. They were taught that art,
especially sculpture, was a n@arprofessionthe few women wh@ursued arprofessiondl
were often accused of trying to become M@t heHaus der Frawexhibition, however,
wanted to highlight the artistry, creativjtgnd intellect of women artists and designers
Thebuilding that housed the Haus der Flacked excesge ornamentationand
instead prioritizedh symmetrical, minimalist exterior and interior. This approach bypassed
inherent criticism of excess aimed at wonaetists andlesigners? It wasalsoin line with
the simplification of womets fashion in the new reform dress, which attempted to liberate
womerds bodies from the corset afrdm excessive fabrics, allowingfreedom of movement
that was imagined textend to the political and social sphet&sTogether, these design
choices suggested that ttvemen designers of thdaus der Frauwere free from the trends of

the time thattheir workscould achieve the eternal

20Ch adzi &rauefsEhicksald57.
2lDespina Stratigakos, 0 Wo Rditits aachGermanDesigWwBefokrh 18@7d ; 0 Gende r
Journal of the Society of Architectural Historia@2, no. 4 (2003)500.

2Ai gner, fAFemale sculptors of the Turn of the Century
22Stratigakos, fAWomes®2 and the Werkbund, o
Stratigakos, fAWomes®2 and the Werkbund, o
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The works were juried three timesjggestinghatthe organizing committee wanted to
convey a certain rigor in the selection proc¥ss uksch-Makowskyds Frauenschicksal
responded well tthe agenda of the designers of thaus der FrauThe sculpture was not
included in the interior ceramic courtyard, but rather set up by itself in the back garden.
However, thedesign of the building seems havebeenreversegdthe main entrance was
devoid of much decoration and windowdjile the backof the building, which includethe
signfiHaus der Frau was much more decorated, wiirgewindows lining the facadand the
garden in whichHrrauenschicksastood KniippelholzRoeser seemed to inéthis back
facade as the true front faca@ecessible 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 (fig40). KntippelholzRoeser seems to halmnited the visibility of theintended
building and ofFrauenschicksalo those who had an interest in the contents insidiing its
true form from those who would be quick to judge wofGsemorks as frivolous oexcessive
Frauenschicksabecameboth the centerpiece of tlexhibition andwashidden from those
who would not be aware or openaavork onthe trials of womanhood.

However, the impact of the sculpture and exhibition did not reach the overall acclaim
she desired. feHaus der Frausegregatethework of women artists fronthe work oftheir
male counterpartshus, argualyl, underminingtheir attemptso rival their male peers®
Additionally, the exhibitionhousedmostlytextile works, from embroidery to fashiowhich,
in preparation for the exhibitiothe managing director of the Werkbund exhibitiQarl

Rehorstsaidit wasfintended to demonstrate the achievements of women in the artisticdields

0
0
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to which he meant mainly craft work®’ The impact of thédaus der Frauvexhibition was
undoubtedly also lessened becaus#sopremature closura few months later iduly 1914
due to the start of World War This also limited the reception and critique of the exhibition,
of which an overview and evensaparateatalogueof the contentsire missing®
World War | limited LuksckeMa k o ws ky 6 s reach in sever al ot
herbrother Sergei Makowskattempted tonclude herwork in his journalApollo. In a letter
from 21 June 1914Makowskymentions seeing the sculpture, possibly in an arteld to
him by LukschMakowsky:
Dear Elena, | read your letter right away and saw your group in Hamburger Park. What

kind of park project is that? | really want to write an articléApollon.6Please send a
photo and we can also send you a c&y.

In 1909,Sergei Makowsky hadpened a salon in the Menshikov Palac&aint
Petersburgnd founded thépollojournal, which filled a cultural hole left by themporary
closureof Mir iskusstwan 1904130 However, with the war declared on Russia in July laed
b r ot aventuélféght from Russia after thRevolution of 1917 ukschhMakowskywasnot
able tosend him morenaterialabout her workor the journal nor keep many contacts from
her Russian circles.

Through its exhibition before the war, the stabeeame knowin modern artircles

andvalued for its Russian and feminist them&sthe time, lowever, LukschiMakowskywas

271 é] der Vorf¢sg¢hrung der Leistungen der Fr &Karl-auf den
Ernst Osthau#\rchiv, Hagen, DWK/203/1 quoted i8.W. Schumanii Der Ha u in ®er WWeskeutsahe
Impuls 19001 9 1 4. : Kunst und Umwel tgestaltung -Ausstelumgdustri ege

C°In 1914 ed T¢nn Konerding, Wulf Herzogenrath, Dirk Teuber, and Angelika Thige (K°In: K°Inischer

Kunstverein, 1984)233.

128 Chadzis Elena LukschVlakowsky213.

A Liebste Elena, ich habe gleich Deinen Brief gelesen
Was ist das fur ein ParRrojekt? Ich will unbedingt einen Artikel i@Apollondschreiben. Schicke bitte ein Foto,

dann k°nnen wir auch 0 nLee tAtbebri |fdruonny Srearcgheein-.Makéojws ky t o
Makowsky, June 21, 1914, quotedChadzis Elena LukschiMakowsky,192

130 ChadzisElena LukschMlakowsky 186i 7.
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trying to appeal tavealthier clientsand seeking texhibit her works in morestablished
venuesAfter the war, the statueame tosymbolize change, modernism, and woiden

emancipation in Hamburg society.

Installinga Womarts Fate

In the mid1920s duringthe Weimar Republic, Elena Luksdfiakowsky framed
Frauenschicksain the context ofvomerts emancipation. The woik installatiorwas partof
Fritz Schumachés vision for the newHamburg State Park as art garden or outdoor
museum available to all the citizens of Hamburg, regardless of socialtia$s space
would bring together leisure, sporssn d i ae st h ef?Before¢hd wac,lket i on . O
association purchased five sculptures, includinguenschicksalThereis no consistent theme
to the workschosenwhichranged from Penguin Fountairby August Gaul tdiana Group by
Arthur Bock,butthe artists were all known nationally and came from various cities
throughout Germanyso the works providedn overview of the perigd German sculpting
scenet®3 Of the five, LukschMakowsky was the only woman sculptdf.

After several years in storage, the second copy was finally installed in the Hamburg
State Park in 1926® While choosing a proper spot, Schumacher contattedrtistand
asked her to confirm the location next to the coffee $AbHowever, LukschMakowsky

preferred to havéhe figureplacedin a small, quieter chestnut grove (fgfl).*3’ In contrast to

131 Chadzis Elena LukschVlakowsky217.

132 Chadzis Elena Lukschvlakowsky218.

133 Chadzis Elena LukschVlakowsky 218,

134 Chadzis Elena LukschVlakowsky 218,

135The delay was due to World Whaand the later absence oflf@macher from Hamburgswal d, #fAThe
Elena LukschiMa k o wsl1B6y , o

136 Chadzis ElenalLukschMakowsky 215.

137 Chadzis Elena LukschMlakowsky215.
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the cental placement she had wanted in the theatre hall in Moscow and had acafuhred
Haus der Fray shenow wanted the statue to be away from dmenmotion of themain park.
Shealsoseens to have chosen this spot for thetentialof arranging flowers around, it
explaining in a |letter to her son Andreas tha
f 1 o wiéAway feomthe bustling main street, this space woptdsumably enablamore
contemplativeengagement with the worlkdowever,Schumachecreated a particulaeading
of the statue, positioning it withithe context of debates oveomerds rights.

In 19"- and early 26'-centuryGermany gender separation was expectied|udingin
womerts movementsAs elsewhere in Europe,amenwere largelyexpected to acs
extensions of the home tw take ortraditional female vocation$® Motherhood and motherly
duties remained central teomerds calls for expansion into other fields, such as social work,
nursing and textileproduction'*® However, after being inducted into the workforce to replace
the menfighting in World War | many womerhadfound satisfaction outside of these spheres
and inachieving a certaisocial and financial independent After the war, womein
Germanygainedcivil rights and promises of equality the WeimarConstitution The image
andreality of the New Womanremerged out of thishanging contextThe New Womarwas
imagined to bé& and often wa$ younger, emancipated, in control of her sexuahiyd able
to lead a fulfilling life and work outside of the constraints of homemakingedstionand
supposedly concerned about the upkeep of future generatighswing and religious

organizations called for a return of women to the héfie.

138 etter from Elena LuksciMiakowsky to Andreas Luksch? July 1926 quoted inDerendaKunst als Beruf,
354.
139 Dorothee KlinksiekDie Frau Im NsStaat(Berlin: Oldenbourg Wissenschaftsverlag, 201105, 14.

YWR¢diger Graf, f@AAnti ci p alNeivWgmehanad OtheuBeings ef the Futureime Pr es en't
We i mar G eCentna BuyopearHistory 42, no. 4 (2009)660.
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Schumachechose tacontextualizehe sculpturemplicitly in the context othese
debatesThe brochurePlastik im FreienSculpture Outdoors)was given out to schools to
encourage visits to the park amstructedguestson how to interpret the works. Qfuksch
Makowskyss sculpture Schumachewrote

[ € 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 moresgeuhat the
woman is firmly tied to the ground by these children. Shé&ap where she wants, she
canmt 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,serese a second world. A
miraculous bird has perched on the earthbound wésnstmoulder, 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 whds real being is tied to the demands of her motherhood: the destiny of a woman.

[ é }43

Unlike thefigure of the New Womarschumachesuggestd thatthe destiny of
women remairedin the realm of motherhood. The natural order of thjhgssuggested,
incited the children to stay within the nest of the wor@ahody, andnspiredher duty to
protect themin contrast to thdiBallad of the Cuckoéand LukschMakowskyds earlier
interpretationof her own work the bird does not represent her longing for freedom or
creativity; it offers her a moment of respiaefantasy, after which the bird leavhsr to return
to her natural body. His interpretation suggests a woman is bound to this fate, unable, or
unwilling, to break from it.

LukschhMakowsky agreed with Schumaclk&new interpretation, writing to him to
note fAhis v e MHoweven shalsofelpthetstatyavad incomplete and needed

moreclarification on womads possible freedom. In a letter to Schumacher, she wrote:

143 Fritz Schumacher Plastik imFreien (Hamburg: Herausgeben von der Oberschulbehdr@2g), 20i 22. See
Appendix B.
144 etter from Elena LuksciMakowsky to Prof. Schumacher, 1925, quoiedDerendaKunst als Beruf355.
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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 ethrees
common pedestalon the right and lefaregirl figures, buoyant unencumbered. With

it would beFrauenschicksata f r adgment . 0

Her letter seems to refer to the sketches of the independent women she had previously
done forFrauenschicksalln thisccompletéversion, the separation of genders would be more
apparent. The independent girls go off to make theirgpathile the boysremainclose and
dependent on the mother, bringing her down. Lulgiekowsky expanddthe idea of a
womarts destiny, from constrained motherhood to the possibility of emancipated youth
aligned with the ideals of thidew WomanShe believedhatthis versionwould make the
work more popular both in terms @$ visual impactnd itscontemporarysubject matter.
However,this more elaborated versiaid not come to fruitiort*®

Perhapdecause oSchumachés more conservativeeading of the inevitability of
motherhood, the statue was kept in the park throughout the Weimar periddramgi theNazi
regime, despitéhe regimés reimposingestrictionson womeids rights4’

In both the creation and the installationFsBuenschicksalmen dictated the message
of the statue, seeing it as a worganall for freedom in her restrictive role asvaman first as
a wife, second asm@mother However, LukscAiMakowskyalso demonstratelder artistic
abilities through the statue; the work was hailed as her German masterpiece, well received in
Russia, and highly valudaly the DeutschéNerkbund. As her last larggcale independent,

non-commissioned work, its creatioguniqueand potentilly reflects her inner lifeHowever,

YSA[ éDas Unklare dabei findet auch seine Bagtung darin, dass der erste Entwurf anders war und das ganze
¢berlebensgrol? als centrale Figur, von 2 anderen flankiert gedachtawhgemeinsamem Postamemechts

und links je eine leichte Michengestalt, éschwingt unbelastet. Somit #ve dasfiFrauenschicksal- ein

Fragment €hadzisElena LukschMakowsky208

146 DerendaKunst als Beruf3s4.

147The work stayed in the park until 1970, when rioters pushed itsyffedestal, and it was removed to storage

at the Kunsthalle in Hamburg for safekeeping. The version now in theipaneplicaCh ad z i s, iAEI n
&rauenschicksadl 6 5 7.
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its laterreceptionalso helpsisto understand.uksch-MakowskyGs shifting approach and
understanding of womén rights and the needs of the mark€he workcontinuel to prompt
the artisés reflectiors. In herautobiograplt notes,shewrote:

Through unintentional, organic coincidencErguenschicksdlhas become by its

very own fate- the mystery and pain of my lif@hrough 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$f art.

The sculptureseemed t@ncapsulatéer 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 Tesdorpfstrae, where she unsuccessfully tried toé&Wiithin the rising right
leaning political and social movementsyark depictingwomarés struggle with motherhood
may have been out of plage a country in whiclthe happy German mother and wif@as
newly valued.

In 1970, the originalnow in the Hamburg Kusthallgjas replaced by a copy after
several incidents of vandalisrim 2014, the state park association published a book on the
park,in which itlisted the 3 most important sculptures of the paFtauenschicksalas

placed on the listyith Elena LukschMakowskythe only woman artishamedt>°

8 Durch unbeabsichtigte, organische Fligung ist dieses Werk gewoudeigenes SchicksalRatsel und
Schmerz eigenen Lebens, durch ungeheures Leiden und Geflhlstiefen, verschmolzen mit Formgethales
bar jeder Siisse zu dem eigensten Dokument métesns und zugleich zu einem zeitlosen Kunstwerk. Man
kénnte es mein Grabmal nennen, und als Kunstwerk ist es dennoch Uiberpersénlich und Ketissto
LukschMakowsky,Kindheits und Jugenderinnerungequoted inChadzisElena LukschMakowsky 217.

1491ts whereabouts today are unknov@hadzis Elena LuksckMakowsky 215.

150 Heino GrunertBetreten erwiinscht. Hundert Jahre Hamburger Stadtgitlknich: D6lling und Galitz
Verlag, 2014), 9697.
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Figures

"aal

Figure30. Elena Luksékowsk ,ruenschicksa4AWomartTB Fate) 1911 (duplicate made
in 1970, original is now in storage at the Hamburg Kunsthalle), faience, glalzethgraphy
the authoi(taken June 2023HamburgState Park, Hamburg Germany.
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- \ :
Figure 31 Elena LukséI:Makowsky, Frauenschicksal detail of womads head and bird
photograph by the author (taken June 2023).
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Figure 32 Elna LukscH\/Iakowsky,Fauenschicksaldetail of children photograph by the
author (taken June 2023).
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Figure 33. Elena LukschMakowsky, Sketch foFrauenschicksal1909, watercolour ink and
pencil, private collection.
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Figure 34. Elena LukschMakowsky, Sketch foFrauenschicksal1909, watercolour ink and
pencil, private collection.

Figure 35. Elena LukschMakowsky, Model for Frauenschicksal 19101911, ceramic,
Hamburg Kunsthalle, Hamburg, Germany.
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Figure36. Elena LukschiMlakowsky, Sketches fdfrauenschicksal1910/11, Pencil and ink on
paper, Museum fur Kunst ur@ewerbe, Hamburg, Germany.
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Figure37. Richard LukschAugsburgFrieze 1912, frieze, location unknown, {@hadzis,Die
Malerin und Bildhauerin Elena LukseMakowskyfig. 68.
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Flgure 38 Margarete KnuppelholRoéser' Haus 'der Frau front Werkbund 'exhlbltlon
Col ogne, 1914, now destroyed, i,nB0ISt r ati gakos,

Flgure 39 Margarete Knuppelho#Roeser Haus der Frau back with Frauenschlcksal
Werkbund exhibition, Cologne, 1914, now destroyed,St r at i gakos, i Wo me n

Wer kb bold, o
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GESAMT.LAGEPLAN
der

Deutschen Werkbund-Ausstellung
KOLN 1914

Entwurf von Karl Rehorst 2
S D>

20
D—C—

y— | —
e —

ANLEGESTELLE

Baulichkeiten der ste 19 Aborte und Waschriume 32 Bahlsen, Keks-Haus 44 Bremen-Oldenburger Haus mit Garten 51 Mhohoircies Ciasthaus

o Ausstellung 13 fbonc ud 33 Werkbund- Theatcr #a Fl desN dhenLloyd, 52 Aebeiterd

9 Verwalungsgebiude 21 Gelbes Haus mit Garten 34 Garten Gerhartz und Giesen Bremen 53 Desgleidhen

10 Aborte und Waschriume 22 Bierhalle mit Terrassen 35 Garten Finken 45 Ltagenvilla 54 Desgleichen

11 Kolner Haus mit Garten 23 Osterreichisches Haus 36 Aborte und Wasdhriume 46 Reibenhauser mit Girten 55 Dorlkirdhe

12 Sommerhaus Stadler mit Garten Ortt 24 Sichsisches Haus 37 Grabmalkunst 56 Dorffriedhof

13 Ladenstrae mit Post u. Depositenk 25 Koloniales Gehoft 38 Ausstellungsgebiude far Kranken- und 57 Grobes Gehft

14 Farbenschau 26 Haupthalle Siechenpflege mit Garten Neues niederrheinisches Dorf 58 Jugendhalle

15 Pavillon der Hamburg-Amerika-Linie 27 Musikpavillon 39 Garten ,Hoppe-Bshm™ 59 Dreifamilienhaus (Ausstellung fir
16 Verkehrshalle 28 Festhalle 40 Bro und Fabrik 47 Kleines Gehdh teimatschutz und Bauberatung)
17 Haus Heinersdorfi - 29 Kabarett und Bar 41 Paviflon der Gasmotorenfabrik Deutz 48 Weinkneipe 60 Dorfgasthaus

18 Teehaus mit Marionetten- Theater 30 Weinhaus mit Terrassenen 4 i G fatten(Mod) 49 Arbei mit Girten

Mindhener Kinstler u. Girten am Fort 31 Haus der Frau mit Garten 43 Gartenpavilion 50 Dorfschmiede

VERLAG RUDOLF MOSSE, KOLN-BERLIN

Figure40. Site plan Werkbund exhibition, Cologne, 1914 (The Haus der Frau is no. 31 on the
plan),inSt r at i gakos, A WomebA0. and the Werkbund, o

Figure4l. Original Placement ofrauenschicksaldate unknown, photograph, FSO-228
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Chapter 5: Russian Lithographs, Russia, and the Virgin Mary as Mother.

As far as scholars have been able to deterntinksch-Makowskywasnotdirectly
involved in politics,and none of hesurviving writings notably voiesconcernsabaut
womergs political rights, the two world wars, the Weimar government, or the Nazi regime.
However, in the wake of World War |, the Russian Revolytsord the ensuing Civil Wagnd
amidsther contact with many Russian refugees and war prisoners in Germany, she created
three lithographsRRussia(1921), Crying/Lament(1921), andFlight (1923 (figs. 42i 44) that
show a stylistic and iconographical continuation of themes of particular significance to
Russian artists and, more generally, the Russian pebDpéeseries has posthumously been
cal |l ed Yo civtcHpem dtth rseeer PZhevevernduerdommal éelationships
and religious undertones further discussed in this chapter, | have grouped the works under the
suggestedhame 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 trainifj.It became popular in the 1820s, and well into the 20
century, many artists using it to speedily and efficiently propagate their art. Notably, Kathe
Kollwitz turned to lithography for many of her political works, suclBest! (1924)and two of
her five cyclesTheRevoltof the Weavergl89397) andDeath(1934-37), which are now

considered her masterwork.

151 Chadzis Elena LukschVlakowsky 244,

2AHi storical Tomb sMakowskyo&Sde Apengila L uk s ch

153 Elizabeth Robins Pennell and Joseph Penhéhography and Lithographers; Some Chapters in the History
of the Art(London: Unwin, 1915), 233.

154The Museum of Modern Art in New York has just done a retrospective, focusing on her five print cycles,
Revolt of the Weave(889398), Peasant Wa(190208), War (1921-22), Proletariat (1924-25) andDeath
(193437). MoMA, Kathe Kollwitz exhibition, March 3LJune 20, 2024,
https://www.moma.org/calendar/exhibitions/56@&cessed June 24, 2024).
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However,LukschM a k o w slithggi@aphs arexcluded frommany overviews oher
work, includingthose focusdon her Russian heritagkike Kollwitz, they show her political
involvement and nationalistic stangaspired by the Russiaavantgarde and traditional
Russiancons, the worksonvey amanti-Sovietsentimentand situate her asrapositoryfor
Russian heritage in the facewhat she sees @ise destruction of her homeland and anti
Russian propaganda in Germany. Central toTtygtychis thework Russiain which Luksch
Makowskysuperimposed the religious and moral characterRiissian womaonto an image
of bothMotherRussia and the Virgin Maryhich alsoreflectsher own identityas a mother

and as a Russian

The Triptych of War(19211 1923

The Triptych of Warecalls LukschiMakowskyG other tripartite works, such as
Melpomene and the Tragic Chdfigs. 20 22) or Frauenschicksaffig. 30). In all cases, two
other related and mirrored works flank the centratk with itsfemale figure. IlMelopomenga
choir surrounds the central figure, extending alongside a horizontal line,imhile
FrauenschicksalLukschMakowskyG original intention was to frame the mother between two
otherwomen or girlst®® Similarly, thehorizontally orientedCrying/LamentndFlight, with their
figures extending across the page, act as wings to the v&tisalaand its upright standing
figure, creaing atripartite narrativeseries

Crying/Laments situatedn a graveyardcatteredvith Orthodox and Russian Orthodox
crosses® The action cents ona kneeling man who raiséss hands in prayer while surrounded

or aided by two others. Flankirgm on the right and left are a group of women and a standing

155 See chapter 4.
156 Traditional Orthodox crosses have two horizontal b&®yeverRussian Orthodox crosses have three.
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man looking off the page to the left. Similarly, most figureBlight look behind them towards
the left as they walk barefoot on thetearground, towards the right of the page. The central
figure, a standing man, points towards their destination, whicl\eghe distant mountains.
Together, they create a narrative of flight, from the beginning of the journey and the lamentation
over leaving Russiaterritory, asindicated by the crosses, to itheesolve to get to a safe place
beyond the border dhe mountainsHowever, throughout, the figures look behind, scared to be
followed or scared of the destruction they have left belafehrthatpermeates through the
rolling dark clouds.

Russia howeverpffersa glimmer of hope within this destruction. The image includes
only two figures: a womaanda childholding handsThe mothely figure raises her hand and
gazes upwards, with distinctive featuheghlightingher eyes and slightly open mouth. She
wears a head scarf and draping robes, waradjust above her bare feet. The child looks at the
viewerwith simplified featuresindications of a mouth and a nose, éyes left blankUnlike the
fully realized backgroundf the other two works, the ground angsaf 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 becomeirte apparitions, saiftke figures thabffer salvation in the
face ofsuffering®®’

In these works, LukseMakowskyseems to be attempting to repregsbethorror and

distressf Russians fleeing theiromes during the Civil WaFrom her perspective, her idea of

157 There is another version, possibly a sketchRo$sia(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 chidks up to her and has more distinctive features. The background is
not as intricatethe 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 stidedifferent fromthe 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 agplodlo journal, Miriskusstwaandthe

avantgarde artistsvho did not put their work in the service of the Revolufidh
LukschMa k ows ky 6s support system botlhl921ln Rus s

LukschrMakowskyfinalizedher divorce from Richard Luksch after several years of marriage

difficulties, with her Russiamdentity often at the headf their differences. The couple separated

several times between 1916 and 1919, but tensions had flabedarp thatvhen Luksch

Makowsky took extended trips to Russia. The split was decisive in 1920Lwkschpublicly

admitted to an affair with a Viennese woman named BeWtidser>® The couple officially

divorced in 1921, when he was already living vatiother woman namddrsula Falke, whom

he soon married and whpickly gave birth to a daughtét with his new family, Luksch was

unwilling or unable to support Luksdlakowsky and their three childreReter and Andes

were twenty and eighteebuytthe youngest, Dimitri, was ning poorhealth and needed more

care and supervision. To make ends nmagtschMakowskybred rabbits in their garden,

hunted, foraged for food, and maintained the downstairs unit they rented out while attempting to

continueherart practice!®! Because of her marriage to Luksch, she was considered, to some

degree, Austrian and a motherGerman children. Unlike other Russiatigen,she was not

exiled or pursued. She was even allowed to fashion her home into a Russian house. It became her

cente, her homeland, and she became the keeper and distributor of her heritage.

158 Chadzis Elena LukschVlakowsky 227.
159 Chadzis Elena LukschVlakowsky 228,
160 ChadgzisElena LukschHMlakowsky 233,
161 Chadzis Elena LukschMlakowsky 237.
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TheTriptych of Warreflects thepre-war avantgardemovement andts revival of
Russiancons, which LuksctMakowsky had experienced in Russia during her last wisit
1914 recalling herRussiandentity in the face oturmoil in her homelandHowever, unlike
some avangarde artists who then turn their icorfluenced art to support tiieevolution,
such as Kazimir Malevich or Vladimir Tatlin, Luks@flakowsky usd the icon to turn against
the Revolution,creatinga counterrevolutionaryfigure. In the central lithograptRussia
Luksch-Makowsky superimposkthe identity of the mother, Russthe Virgin Mary, and
herself creating a work of resistance to the destruction of Russian hebyattye Bolshevik
Revolution presenting a hopeful, spuil, and resistant message, in which the figure of the

mother is central.

Icons of the Virgin Mary, the Russian Revolutiand the Russian Mother

Being cut offfrom Russia in 1914 because\Wforld War | had grofoundeffecton
Luksch-Makowsky. Her proud Russian nationalism and her exploration of Russian culture in
her work led to rumours of arGermanness, whicalienatedher from Hamburgs artistic
circles. According to Gustav Schiefler, a prominent collector and art historian in Hamburg, a
rumour <circulated that she had said she fiwas
victorious Russians ent e%Tha gt histarydécurerddr. wi t h her
Wilhelm Niemeyer, a colleague of Richard Lukschnfidedto Lukschhis struggle with
Luksch-Makowskyds Russian nationalism in a lettdated10 November 1914:

| 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 today wa r . [ €] | &love ®rherocduntrytbat r  wi f e

23 é] sie freue sich darauf, mit ihren KindBEmau die in
k°n n e Bustav SchieflerA HamburgCultural History 189G 1920(Hamburg Verein fiir Hamburgische
Geschichte1985, 533, quoted inChadzis Elena LukschiMakowsky 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 sighafat me

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 neg'tion that

Niemeyer indicatethathe took issue with.ukschMakowskyss apparengffinity for less
desirable Russiacultural figuressuch ag=yodorDostoyevsky, who wrote about the lower
classes, religion, and moralit§# She was stilfascinaedwith grotesque characters and Walk
during this timeyeworking studies from her Russian training and depictiofuskian people,
asin herprint Beggars Before the Gatereatedl890; reprinted1904, 1914 (fig. 46). Although
the conservative artistic Hamburg commurskyther out, she kept her home as a esiar
Russian culture, teaching her children, amusing her friends with her culture, and staying in
contact with Russian circles in Hambusgich as the Russian Association of Hamburg which she
joined in 1914%°

Around the time of World Wal, she continued to present her Russian heritage in works
such afRussian Synodal Cho{914) (fig. 47), which includeda Russian city landscape (fig.

48), Portrait of Dimitri with Russianoys(1918 (fig. 14), andRussian Toy§1919 (fig. 49),
which also shows off her extensive collection of Russian toys. However, it was only with her

Triptych of Warthat she represented the struggle of the Russian pg®plee understood it

WAL, .. ] Unserem Gespr2ch mPchte ich hinzufg¢gen, dass e
gerade lhre Frau Gemahlin als der einzige russische Mensch in meiner Nahe, es sein musste, dessen Denkart mir

seit langem eine Vorverkiindigung unserestigamn Kriegsschicksals gewesen ist. [...] Nicht die Liebe Ihrer Frau

zu ihrem Lande halt mich, [...] sondern dass diese Liebe zu Russland sich nicht schén bezeugte, indem sie uns

die edelste russische Seele kennen lehrte, sondern immer héasslich, indéerdsigt sche Art immer nur

verneinte, ablehnte und mit béser Gesinnung betrachtete; dies ist mir immer ein unerfreulicher Anblick und

etwas Unverstandliches gewesen. [...] Jedes Stiick Schénheit und Seele, das lhre Frau uns als russisch gebracht
hatte, wée uns ehrwirdig gewesen. Aber lhre Frau folgte geistig bdser und giftig verneinender Art, die wir an
Dostoj ewski kennen. [ ... ] 06 L eadtLeksch,I0Navembé&1914, quditedih el m Ni e
Chadzis Elena LuksckhMakowsky 2001 201.

%Dost oy evs ky 6Gimemmad Rumishmedli866) consideredhe soul of a criminal.

165 uksch-Makowsky had previously become a member of the RusSiamman Association of Germany upon

her arrival in Munich 1898Chadzis Elena LuksckhMakowsky247.
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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!%¢ MedievalRussian icons, dating from the®® the 17 century,had been heavily
damaged due tpoorweather 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 readlife sightings or portraits. As suchg"- and 19'-century icons, inspired by these
degraded iconsyere thought to havéegenerated in qualityn the early 18 century Peter the
Greathadshifted artistic focus from Russian icons to &ean secular art, flooding tReissian
art scene with Western European works of art and replacing icons with biblical ¥enes.

At the turn of the 28 century, the restoration &ussiaricons led to an aesthetic
discovery likened to the ItalidRenaissan@s renewed interesh antiquty, developing an
interest in the formal qualities of iceand other elements of Russi@id Believebculturel®®
These icons offered a new languagéaflour, form, and perspectivegs theirvast planes of
colour and the simplicity of the expressions contrasted with the realist, naturalistic style taught at
the academies of aft? In contrast to manfuropearartists, who found inspiration particularly
in African art forms, many Russian avagdrde artists sadprimitivismoin the icons as

representatives of an older folk tradition. This 1peonitivist movement also offered artists new

166 Jonathan A. Anderson and William A. Dyrnes&dern Art and the Life of a Culturdhe Religious Impulses

of Modernism(Downers Grove: IVP Academic, 201@)99.

167 Nina Gurianovafi R-ienagining the Old Faith: Larionov, Goncharova, and the Spiritual Traditions of Old

Bel i e v Bladernisin andhe Spiritual in Russian Aktew Perspectivegd Louise Hardiman and Nicola

Kozicharow (Cambridge: Open Book Publishers, 20133

80l eg Tarasov, f@dASpirituality and the SEmrdei dsto® Ruos:
Modernism and the Spiritual in Russian Axtew Perspectivegd. Hardiman and Kozicharow22

169 Amy SingletonAdams and Vera Shevzpeds Framing Mary The Mother of God in Modern, Revolutionary,

and PostSoviet Russian Cultur@thaca: Cornell University Press, 202Q}p.
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inspiration fora nationalistic art, allowing them to build a new Russian identiggined to be
removed from Westernmfluence!’®

The exploration of the meaning dfeing Russiafideveloped through the first decade
of the 20" century, cumulating in a cultural boom in 1913. The Exhibition of Old Russian Art
held in Moscowthat yeay showednewly cleaned icons from private collectioh$lt was
paralleledoy the First Lubok Exhibition organized by Larionov at the Moscow School of

Painting, Sculpture, and Architecturghich wasfollowed by a second lubki art salon

including 129 icon patterns, 170 lubki, and several hamatle books’” This Gediscoveryof
olderculture was a turning point not only for understanding Russian art and identity but also
for creating a new identitwithin Europearart worlds For some Russian artists, such as
Kazimir Malevich andVassily Kandinsky, iconaiere models foexploling new intentiois in
their works, culminating irarejection of figuratiorand moving towardabstraction.
However, otheartists those who remained faithful to the Orthodox churelworkedthe
religiousicon for the modern age

During this time, LuksciMakowsky made several trips to Russia, her last during the
cultural boom of 19131914, to exhibit her works and partake in Russian artistic and social
circles, where she followed the rising interest in icbfisn 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

toys1’4She emulated this study during her later tripise visited several monasteries along

"GurianoivimggifilRieng t1& Ol d Faith, o

""Wendy R. Salomond, fiHow Ameri ca DiEghibibionefd®@l RUX,sd an
in Alter Icons The Russian Icon and Modernigd. Jefferson J. A. Gatrall and Douglas M. Greenfield

(University Park: Pennsylvania State University Press, 2Q131),

2Guri anoivimggifilRieng t13& Ol d Faith, o

173 ChadzisElena LukschMakowsky 186-7.

Chadzis, fMa«kmavskyksioafd die rui®9si sche Vol kskunst, o
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the Golden Route, which linked the churches in Rostov, Chudov, Usperskyalaant.”®
She took the opportunity to collect toys and Russian dolls, a passion she shared with other
Russian artists such as lwan Bilibin and Alexandre Betibiat the end of her life, Luksch
Makowskyhadcollected dozens of toys from various mediums and places of origins across
Russia, all housed in a toy cabinet in her home §@). Like the icons, toys were a new
source of inspiration for form, colour, and subject nmat@d the toy collection even made it
into some of her artworks, such Rertrait of Son Dimitri with Russian ToyadRussian
Toys in whichthe colairs and paint application in long strokes evoke a Cubist approach.
LukschhMakowsky was also made aware of the artistic modernization of itmasgh
her brotheds circle. In 1913, he art critic Nikolai Punin wrote iApollo: filcons, 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/éarhie
modernization of the icon inspired several other artists, such as Nataicn&ova, who
exhibited in tle Apollo exhibition of works bywomen artistsn 1910’8 Although therewere
several Russian women artiststivein the 18" and 19" centuries, they were not traditionally
allowed to create icons. Goncharova was one of the first women artists to appro&cimthe
type with her seriesntitledThe Evangelist§1911) Like LukschMakowsky, most of
Goncharoa®s works drew on her folk heritage, often using the lubki forrdrawing

inspiration from folktoysand dolls thusintroducinga new source for Russian cubisf.

175 Chadzis Elena LukschViakowsky 246.

"Chadzis, fnMakmavskyksiaoafd die ri02si sche Vol kskunst, o
YAl exandr a Smit h, b lMales ofithe BothErof/God i thevCantext of Russian Cultural
Developments in the 1910% 9 2 0 sFraming Mary, ed. Adams and Shevzo¥46.

178 John E. Bowlt and Matthew Drutt, edsmazons of the Avai@arde (New York: Guggenheim Museum,

2000) 22

179 M.N. YablonskaWomen Artists of Rus€mNew Age, 1900935 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 strosgipporter of their restoratio?

Although Luksch-Makowsky had ties to the Russian Orthodox Chunetiuding
martying Richard in such a church, sbaly becamea member of the Hamburg Orthodox
parishin 1923181 Butin her creation ofhe Triptych, she shows her understanding of religious

iconography and the importance of fBethodoxfaith in preservingRussian heritage.

Russia Lady of Supplication

In contrast ® Russianavantgardeartists whorejected the religious aspect of icons in
favour ofabstradng theircolours and form, many apphg themto revolutionary propaganda
manifestoes and pamphlets, Lukddlakowsky usd religious iconography tpresent her anti
revolutionarybeliefs Elena LuksckMakowskyds Russia which depick 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 depistad the Virgn Mary were discussed.
Particularly in Russia, Mary was iBightgwarofe d
God (Bogoroditsapr at her than AVirgino or the | ater
Go s p o 2%Thig focds on motherhood and humanity allowed women to identify with her
and made the Russian Virgin Mary synonymous withges oimothers.

The mostpopulariconsof the Virgin Maryin Russian Orthodoxy were the Lady of

Tenderness and the Lady of Sorrows, the frdepiction of Marywith the infantChrist and

¥Guri anoivimggifilRieng tMeg Ol d Faith, o

181 According to a letter from the Russian Orthodox Parish in Hamburg, Leidsdowsky was celebrating
seven years of membership in 1930, so she would have joined inAS@301228.

182 Adams and Shevzo¥raming Mary,6.
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the lattershowing Maryafterthe crucifixion8 A third image of the Virgin Mary, the Lady of
Supplication, was almost as revered, if not morebsbwas rarer. This Mary acted as an
intercessor for God and Christ and was most often painted on church walls, sucNiagithe
of Orans(11" century (fig. 51), in modernday Ukraine'®* As an intercessor, the Lady of
Supplication was responsible for passing on the congregatpayers, listening to their
struggles and acting to help theBhebecomes 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.

LukschrMakowsky modelledRussiaasa Lady of SupplicationAlthough the work does
not adhere to the strict iconography of Byzantine icons, Lukéakowsky 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 betwele@r andthe heavenandGod ® Luksch-MakowskyGs
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 Supplicatrowhichthe infant Christ is set
within the chest of the Virgin, represents the moment of conce@®mOur Lady of the
Sign from Yaroslaw12" cenury) (fig. 52). The infant becomes a beacon of hope and a

symbol of an oncoming revolutioor renewal of faitha revelatiorin all sense of the word

183 Joanna Hubbsviother RussiaThe Feminine Myth in Russian Cultui@loomington: Indiana University

Press, 1988)104.

184 The Pokrov icon also holds a veil, which dates back to the apparition of the Virgin Mar{-zemh€ury
Constantinople, where, when threatened by war, she covered the eyes of the citizens to protécTtheen. i ¢ o n
of Pokrov: Ukrainés f avor i t e Mahtips:Hateteia.arg/2842/84/08/#iemn-of-pokrovukraines
favoritemadonna{accessed9 April 2024).

185The termOransstems from the Latin orans and evokes an ancient prayerasignmeans a figure with open

arms, held upwardst 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 oramfubbs,Mother Russial10.
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Theiconography of the Lady of Supplicatidendsagency to the woman iRussialn
contrast to other images ofvolutionarymothes, such as the baflereasted or breastfeeding
woman, which symbolize nurturing, Rus&@@ower comes from her ability to listen to the
prayers and protect the faithft® However, breaking from traditional iconograpsuggests
that this is not only an icon batsoa representation of a Russian woman, a Russian mother,

and LukschMakowskyherself imbued with the power of théirgin Mary.

The (antt) Soviet Mother

The Virgin Mary,at oncevirgin, wife, mother,andqueen of the peoplés an
unattainable ideal. Many $ocenturyfeministsquestiordthelimiting effect of this ideabn
women. Inher book TheSecond SexSimone de Beauvoir wrote that the image of Mary
brought, forfithe first time in human historyd a n i [a]angtleer[whd] knéels before
her sonjwho] freely accepts her inferiorit}?” Similarly, Julia Kristeva underlined the
contradiction of Mary being fAboth an object
object that those responsible for maintaining the social and symbolic order felt it necessary to
ma n i p 4flmtheeRussian context, Joanna Hubbs notes that the shift of the Russian
religion in thel0™ century from the inclusion of female deities in the pantheon obRuhe

singular masculine deity of God incurred a shift to patriarchal religious strucfiileshese

186 Examples include Kuzma Petraxodkings Petrograd Madonnal918, one of the last religious icons created

in Soviet Rus4, in which he woman holds her blouse closed as if the infant just fedlbbe nursing The

allegorical figure of liberty in EugénBelacroixs Liberty Leading the Peopld.830, for the July Revolutiors

depicted with her breastgpen to the publicS mi t h, AMarGnamagest aév a hlé4d. Mot her
187 Simone de BeauvoiThe Second Sdke dexiémeexe) trans. H.M. ParsleglLondon: Lowe and Brydone

Ldt, 1956 (1949), 183.

Julia Kri st evRBoeticsiTodag, ncs.t12 (U985):el47480

189 Adams and Shevze¥raming Mary,22.
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structures Mary becamea symbol of the diminutiveness of women and their subservignce
men either under the church, under God and the Son, or their male family members.

However, Kristeva also underlines the importance of the Virgin astarcessor in the
relationship between the devout womanandGoda nd t he ff emal e deni al
man)p andarejection of the patriarchal family structurefavour of this relationship® In
the creation of Christhild, the VirginMother is not dependent on the husband but on her
relationship withGod'®* The mother and child figures stand alone, separate from traditional
subjugation to the mortal fathewho is replaced by God, or faitMotherhood becomes a
religious experience and divine pathway to a dialogue with God, and mbiessmethe
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 arakgerdiin
her own right either asan influential figure when she ascended as the Queen of Heaven or an
active figure as in the Lady of Supplication.

In Russia LukschhMakowsky underlines the active and essential role mothlassin
Russian life as keepers of heritage and nurturers of the people. Around this time, several
authors wrote about the motligrole in upholding Russian morality and social ortféin
Leo Tolstoys short storyrather Sergius(1911), the protagonist Sergius, after succumbing to
temptations and failure, is reborn in his mofisdrouse and spreads her love and morality
throughout the countrd?® However, this was also used in Soviet ideology to call for a return

to the earth, oto motherland andts values. In Maxim Gorkg Mother (1906), the mother

WKrjsteva, iStabat Mater, o 148.
BiKrjsteva, N9 abat Mater, o

192 Hubbs,Mother Russia231

198 Hubbs,Mother Russia233.
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follows the path of her revolutionary son, not due to political allegiance but throogterly

love. Howeverafter the Revolutionthe Soviet party takes on the motherly role, teaching the
protagonist, Pavel Vlasov, Soviet morals and ideot¥§¥he 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 stateuksch-Makowsky, in her rejection of the Bolsh&urevolution andhe

Soviet government, underlines the mother as head of the Russian people, her presence a
vision, her actions divine. As the bearercbildren, the mother is also the bearer and keeper

of culture, of the continuation of heritagend a container for the Russian faith.

In this modern icon, she also reworks the patriarchal values of the church and the new
Soviet stateThe 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,iand thus whatlary sees or hears is censured to a certain degree. Ll-uksch
Makowsky,however,useslithograply and thuscreated a transportable, adaptable figure
available at all times to the viewer and uncontained by thecthor stateAdditionally, 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 heritag€® Russia presenting the Russiamotherandthe Virgin Mary,
symbolizes hope for the refugees dhdexiled,thus becomin@ transportabléecon of

Russian heritage.

194 Hubbs,Mother Russia234.
195 Chadzis ElenaLukschMakowsky 248,
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Elena LukschiMakowsky as Mother Russia

LukschMakowsky superimposes her identity onto the womaRussia aligning
herself with the strong Russian mother and the Virgin Mary and presenting herself as the
keeper oRussiarheritage ancs acounterrevolutionary figure In her previous works, such
asVer SacrumLukschMakowskydrewinspiration from icons of the Virgin Mary, presenting
her child Peter as Chrisike. Similarly, in Russia she presents her sons as CHilst. In the
many depictions of her son Andreas from 1019 6(figs. 11 13), the boys appearance
remains consistenmaintaining the short bowl cwtith fringe, which is also present in
photograpktaken in 190 and 1909 (fig. 53i 54). Her youngest son, Dimitri, is depicted
similarly in Portrait of Dimitri Luksch with Russian Toy$he child in Russia echoes these
portrayals, evoking her children to those familiar with faenily.

Luksch-Makowskyds nationalism and ostracization from Hamburg society stemmed
from the accentuation of her Russian identitycémbininga selfportraitwith the image of
Russia, she portrays herself extended into another space, a figure of survival and hope for her
heritage and theemnants of th@re-Soviet era.

After the Revolution, mistrusif the church and the Orthodox faith led to a divide and
theremovalof religion from the agenda of Soviet Russia. Like Mhakowsky family, those
who held to their faith or aristocratic upbringing fled or were perseciéidubugh Luksch
Makowsky did not prominently voice her opinions on the governmaile in Germany, she
seemed to be awacé and worried about the state of her homeland. Using the same
iconographic and literary influences as the avgantde, the Byzantine icon and the call for the
renewed interest in motherhood, shistanced herseffom theavantgardés more
revolutionary formsandinstead crea&td an antiBolshevik,but neverthelesgevolutionary

figure. Herspecific iconography athe Virgin Maryemphasizeter knowledge of Russian
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cultural debatebefore the Revolution and tip@tentialpowerof 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 theTriptych of Waris her political stance in the face of the Revolutao 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 Rrastmier 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 ldiess, only those who have
suffered in Russi&’® In a letter to her son Andreas in 1926, she relates her personal
attachmentothework At hi s time it is isguwngrmeadottedeati t h e
with [€é&] everything that | experienced so ove
woul d have f oudnderlinisg the devastatinghe&fectehe war and separation
from her homeland had on her. She wrote ofgfmgect

[ €] the monument to the capt uteeedthdighdstsi ans

was my initiative, [ ] despite offering my
words and smothered me in their stupid conservative diletsanteu f f1% [ é] . 0

196 ChadgzisElena LukschVlakowsky 250.

¥'iEs sind diesmal Auseinandersetzungen mit der Emigr at
ich so Uberwaltigend erlebte in den Kriegspsychdse h r e n hatte da seine Form gefu
LukschMakowskyto Andreas Luksch, 26 Marct926 quoted in Chadziglena LukschMakowsky 251.

a[...] des Denkmal s -éinewahkeiTmgodiefir michgotzdeenres nieine Isitative

[ ] trotz Angebot meiner unbezahlten Arbeit, anhand ei

Kostenvoranschlagenmusste ich mich mit deeen Banausen herumschlagen. Drei Abende lang, dass ich Blut
geschwitzt habe. Sie hdrten nicht auf meine Worte und erstickten mich in ihrem dummen, conservativen
DilettanterKr am [ é] . 0 L et t e+Makbwskyio AriElleas huksch, 26KViarchh192fuoted in
Chadzis Elena LukschMakowsky 251.

82



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 aftes shonument. However, she reworkée Triptych of
Warto bring attention to the effects of the war on civilians, particularly motkensthe
German National Day of Mourning, Luks®akowsky 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 $itealthough there is no date in the newspaper
article, it can probably be dated after World War Il, given the mention of severe civilian
bombings in Germansf? In the article, LuksciMakowsky urges the reader to take a moment
to remember the past wars throughout Europe and their victims, with particular atfgaition

to the civilian deaths of women and children:

[ é] Every nation has cuts in its history t

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
moum  [?@ ]

I n the title of t he aMakdwsky leings &tendon soshe Accus e

graves of the less honoured, those of mothers and children, and accuses people of forgetting

their lives and their deaths.
Elena LukschMakowskyés gravestonen the Garderof Women at the Ohlsdorf

Cemeteryin Hamburg where a biography of the artist also appetantsher emphasizethe

¥AThe history of Volkstrauertag (National Day of Mour
https://gedenkportal.volksbund.de/en/remembrageg/nationalday-of-mourning/thehistory-of-volkstrauertag
nationatday-of-mourning(accessed 19 April 2024).

200 Strategic bombing was used in both wars, but Germany was only heavily bombed in World War Il.

2lElena LuksciMa k ows ky, A Zum Vol kstrauertag: Gr2ber klagen ar
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artists identification with these thrdighograpts and in particulawith Russia The
gravestongresents theamewomanas inRussia but now with three children (figs6).
Although LukschMakowskyhadwritten that Frauenschicksatouldbe considered her
gravestonesheeventuallychosethe patrioticthemeof Russia and the important message she
promoted in hefriptych of Warto represent he?In this last presentation of her identity, the

tombstone underlines her Russian heritage, her artistic creations, and her identity as a mother.

Figures

Figure42. Elena LuksckMakowsky,Russia (Russland1921, lithographiHamburg
Kunghalle, Hamburg, Germany.

202 Chadzis Elena LukschMakowsky 332.
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Figure43. Elena LuksckMakowsky, Crying/Lament (Weinen/Die Klage)921, lithograph,
Hamburg Kunthalle, Hamburg, Germany.

|

Figure44. Elena LukschMakowsky,Flight (Flucht), 1923, lithograph, Hamburg Kutislle,
Hamburg, Germany.
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Figure45. Elena LukschiMakowsky, Sketch foRussia 1921, medium unknen, location
unknown In Chadzis Die Malerin undBildhauerin Elena LuksciMakowskyfig. 83.

Figure46. Elena LukschMakowsky,Beggars Before the Gate (Bettler vor dear)]T 1900;
reprinted 1904 and 1914, print, Hamburg Kunsthalle, Hamburg, Germany.
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Figure47. Elena LukschiMakowsky,RussianSynodalChoir (Russisch&ynochdal Gor),
1913, plaster, Hamburg Kunsthalle, Hamburg, Germany.

Figure48. Elena LukscH\/Iakosky,RussianSynodaIChoirwith accompanying paintingn
unk nown, AEMah& olws k $ ¢c h Ru sinknownodwspap€ér(MondayriQ, o
1955, FSO 01228
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Fig(je49. Elena LuksH\/Iaowsky,ussian Toys (Russische Spielzei§)}9, oil on
cardboardWolfgang Pauritsch

Figure50. Elena LukschMakowsky with toy cabinet, photograph, c. 19530 01228
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Figure52. Kiev SooI,Our Ldy of the Signl2" cent, tempera on wood, Tretiakov Gallery,
Moscow, Russia.
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Figure53. Rudolf Duhrkoop, Elena LukseRakowsky withSons Peter and Andreas, 1907,
photograph, Museum fur Kunst und Gewerbe, Hamburg, Germany.

Figuré54 Rudolf t'jrkoop, Th Sons Peter and Andreas, 1909, photaodrakee and
Rollig, eds Elena LukschAMakowsky 103.
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Figure55. Elena LuksckMakowsky,Prisoner Groupfor the Monument for Russian Refugees,
1925, clay model, Museum fiir Kunst und Gewerbe, Hamburg, Gerfiany.

Figure56. Based on Elena Lukselakowsky, Gravestone for Elena LuksdWiakowsky,
€.1967, stone, Ohlsdo@emetery, Hamburg, Germany.

203 The creation date in the Museum fiir 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 tha@hadzisElena LukschiMakowsky 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 HAsu
quoting Simone de Beauvarterms2%4

Koonz underlind the disregaraf many scholars for the presence amghact of
women in the Nazi regime, seeing them insteaslodaly controlled by the men believed be
in power.Beginningin the 1970s, more schola@ok a closer look at the role arattionsof
women in the Nazi party, showing their importance not only in theofiske National
Socialist movement bwlsotheir active participation in the political structure. However, very
little research has been done on women artists and their production, and virtually none has
appearedn English.Pamel a Potter 6s study of the history
Arel atively small number of woédmeéinractorssd, ha
research in this field®> However, as the next chapters show, the presence and impact of
women in the arts is nenegligible, and should be further studied.
While studies of Nazi art mostipcus onwomen as subject mattanoststudies on
women artists in Germany during this tirake onthe critical task of remembering the many
who fell victim to aesthetic and racial censure, their emigragaite, or murderunder the
regime However, this overlooka number ofvomen artists who stayed to produgeder Nazi

ideology. These women artisteok differentapproackes to their art under NazisrBome

204 Claudia KoonzMothers in the Fatherland: Women, the Family, and Nazi Pol{tisw York: St. Martirds
Press, 1987%.
205 potter,Art of Suppression39.
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supportedhe regime and created Natior&dcialist art; others were subversivat not to the
extent that they wereensurd; and others were forced to cease making art. Attempting an
overview of these women artists undegemeral umbrella of styler approaches wouldver
simplify theirexperiences. However, studyip@rticularcases offers better understanding of
particularwomenartist®work under the regime.

In this chapter, first consider howElena LukschViakowsky shifted her
representations of motherhood to more traditional imagwardsthe end of th&Veimar
Republig then outline heincreasinglyconservativeepresentationander the Nazi regime
against the backdrop oising restrictionn therolesfor women artists created by Nazi

cultural organizations.

Childrents Portraits, the WeimaRepublic, and the Compliant Mother

In 1931, LukschViakowsky wrote to her son Andreaboutherhardshipdinding
work:

[l am on a] constant hunt for work, [making] strenuous portraitggoybprice, and

everything is thrown down the throats of the creditors to cover the meager living
expensey. € ] Worke portraitjar e successes, ju®t ridicul

Throudh 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 intecdstr. However, after the

Revolution and her divorce, she had to depend mostly on her own earnings, which forced her

ipDauejpagdenach Arbeit, anstrengende Portraits f¢gr U ec
geworfen, um die knappsten Lebenserfordernisse zu decken. Jetzt also auch, ehrliche aufregende Abzahlungen.

Inder Arbeit (Portss ) ganz he¢bsche Er f ol lgetter from Elena Lukstidakosvskito c he Pr e
Andreas Luksch2 June 1931quoted h DerendaKunst als Beruf299.
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to makeart that would attract customeemd thus had to be palatable to the tasteslwmbader
range ofconsumes. Unlike the individuality of her earlier necommissioned works depicting
children, such a¥er Sacrun{fig. 11), Frauenschicksaffig. 30), andPortrait of a Boy(1919

(fig. 57), her later Weimar style was adapted into more compliant subject matter faa both
schoolcommissiorandas befittinga woman artist of the time. In creating theuntain
Statueq1930 (figs. Bi 59) and thePortrait of Ekkehard, Karin and Roland93]) (fig. 60),
Luksch-Makowskyconformed to the conservative late Weimar expectations of women artists,

limiting her creativity to the familial sphere and takiog the role othe motherlyartist.

FountainSatues 1930

In 1930, Elena LukseMakowsky created two sculptures of a pair of children for the
opening of Wiesendamm Elementary Schedtjch hasnow beendestroyedfigs. 58i 59).
These works were thartisits firstlargescale public commissi@sinceMelpomene and the
Tragic Choir, madefor the Burgertheater in Vienna in 19@5ikschMakowskyreceivedthe
commissiornthroughher supporteFritz Schumacher, who had helped with the public
installation ofFrauenschicksain 1926.He did not commission her directlyputsheeagerly
presented herself as a candidate. In a letter to her son Andreas in Octobdnuk3z8,
Makowskyw r o t[ € :] ha¥fie an invitation to do a projedtbelieve it is the result of my
conversatia wi t h C. MO infdumrtdine forga.new| uitrfnodérn elementary
school[ € &°" Monckeberg was a city council member and sometimes publishbé heue

Hamburger ZeitungJudging by their letters,isirelationship with LuksciMakowsky was

207/ é Ich habe eine Aufforderung eine Arbeit zu machen, ich glaube dass es die Folge von meinem Gespréach
mit C. M° n ¢ k é DBrunrgen fureihe.neup Bothmaderne Volkssehulf @ L et t er from EI en
LukschrMakowsky to Andreas Lukscl26 October 1929, quoted in Derendé@jnst als Beruf353.

94



friendly, possiblybordering on the romantié®® She suggesthatMonckeberg acted as a
mediator between her and Schumacher, using some of his political sgentcherthe
commission. Sheubsequentlyhrew herself into the projeaotvriting: fil was supposed to make
sketches for two fountain figures (actually only one). But | modelled both, photographed them
and brought the drafts to Prof. Schumacher for appraffalctivenessnd success across the
board 1800 Marks opureincomed?®® Her active involvement ipursuingthe commission
showed her understanding of tbieallenges ofjaining patronagand her devotion to creating
work that would be acceptgaublicly.
For the commission, she creat®eb bronze statues, one of a pair of young girls and
one of a pair of young boys. They were placed above the drinking foumatims school
hal |l ways, the fomer i n t he .Jheydresdépictedesmitingon and
the boys talking to one another, and the girls looking outwards, holding hEmelshildren
wear plain shorts and shesteeved tops and are barefogtedowingtheir sporty bodiesThe
comradery, youth, and health of the children make thenfect examples for the children in
the school.
Upon their unveiling, the fountain statues received praise for their realiam
newspaper of the time
The beautiful new elementary school of Meerteinstral3e has twaomeror
decorations, thanks to the hand of our Hamburg sculptress, Prof. Elena Luksch
Makowsky. [ ] She shows two little girls s
way, seeming to be happily prayifgr 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 boyssection. Pensively, the younger listensisolder
comrade, who knows loto speakcharismaticallywith the natural gesture of his

208 perendaKunst als Beruf353.

%Al ch sollte Skizzen f¢r 2 Brunnen Figuren machen (ei
Grol3e fur beide, photographierte sie und brachte die EntwirfdPzamSchumacher, zur Begutachtung, Effect,

Erfolg auf der ganzen Liniel 8 0 0 Ma rLé&tterrfrem BienadLuksciMakowsky to Andreas Luksci2l

November 1929guoted in Derenda&unst als Beruf353.
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clenched fistBoth groups betray motherly love and familiarity with the ofsilsoul
and have, therefore, rightly received their place among proper girls and propétboys.

The article presents the statues as realistic and representative of children in the school,
not asallegories of childhoodr idealizedfigures By underlining LuksckMakowskyGs
motherly approach, the newspagenphasizeber creativity as an extension of her motherly
instinct, reversinghecritical stance on motherhoddatSchumacher had propagated in his

earlier reading oFrauenschicksal

Portrait of Ekkehard, Karin and Roland931

During thisperiod Luksch-Makowskyalso paintech number oportraits of children,
such aghePortrait of Ekkehard, Karin and Roland 931)(fig. 60) andPortrait of Dimitri
Luksch(1931) (fig. 15) These workscontrast with her earlidportrait of a Boy(1919 (fig.

57), in which she usiquick, 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
thatsuggestiredness or wearinesSimilarly to the sculptures for the school, the children

wear casual and contemporary clothing, showing rather ideal German youths.

She created thortrait of Ekkehard, Karin and Rolarndr her neighbours, the Johler
family. LukschMakowsky was clos&ith the family before her move from the neighbourhood
in 1933 LukschMakowsky represented the thréehlerchildren,focusing onRoland who
was four,in the front with Ekkehard who was nineand Karin who was six at the timé the
background?!! Karin recounédthe experience of sitting fothe painting in 2013:

LukschMakowsky 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

20|talics mineUnknownfil n der Vol ksc h.oaSeeApptadbiE. wei nstr acCe

2MEkkhart Lauritzen, fdHans und EI whttps#wwidahritzear geb. Ude,

hamburg.de/hans_elwine_johler.htfatcessed 9 April 2024).
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the background of daalpeasptsnilihgbpiceire[asjigsp |t wasn

popular today. LuksciMakowsKy] wanted to bring out what she saw in us, especially
in Roland.[ é §*12

In the work, he artisés focus on Roland is apparent. He takes over most of the
painting, with his eyes staringut at the viewer antiis curly hair painted in sharp detail. He
wears shorts and a-ghirt, which show off his pale skin. His siblings are in the background,
leaning against the fence, looking out of the frame, and renderedigtiicantly less detail.
Ekkehard wears a fulbody 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
thatthe clothes were the best they had, although a little out of faghidhe 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 thedman of the houséContrastingly, LuksciMakowsky shows Roland youthfully,
his hair slightly wild, and the red edges of his outfit add a touch of playfulness to the
ensemble. LuksciMakowskyés interest in hidlond hair and blue eyes show tendencies
towards the idealization of the Aryaace.He is focused, staring intensely through the

painting, showing his thoughtfulneddowever,Karind kterremark that the artist had

painted her and her siblingsna A6 pl easant smilingodpycbusbofw

LukschMa k ows ky 6s artistic indepe-origntedcoptent despi t e

212 il uksch-Makowski wollte eigentlich nur Roland malen mit seinem runden Kopf, den Locken und den blauen
Augen. Vielleicht um uns Geschwister nicht zu enttauschen, kamen wir beiden im Hintergrund mit aufs Bild.
Passte ja auch. Gemalt hat sie uns einzeln &r MWohnung. Ich ging mit ihr gleich rechts in ein Zimmer, das als
Atelier diente. Der FuBboden war vollgestellt mit Farbtépfen. Ich setzte mich auf den einzigen Stuhl, sie stand
hinter ihrer Staffelei. Vermutlich hat sie den Hintergrund schon vorher §ersiglit. Jetzt malte sie uns drei
nacheinander da hinein. Unsere beste Kleidung war fir die Zeit immer schon etwas aus der Zeit gefallen, aber
von hoher Qualitat. Meine Mutter hat sie von ihrem Onkel Karl Frahm bekommen. Dessen Kinder waren da
dann rausgsachsen. Das war keinBitte lachelnBildéwie es heute so beliebt ist. Luksthakowski wollte

herausarbeiten, was sie in uns sah, vor allemin R@andKar i n Johl er quoted in Laurit

Johl er geb. Ude. 0
2BKarin Johler quoted in Lauritzen, fiHans und EI wine
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CompliantMotheis and the Weimar Republic

In the Fountain Statuesndthe Portrait of Ekkehard, Karin and Rolantuksch
MakowskyGs presence, identity, and voice are absent. gii# to theidentity of a more
motherly artist coincided with rising restrictions antensifyingpolitical debate over
womerts emancipation. Motherhood and a wor@saproper place in the home were political
topics in the Weimar Republic. Some religious and political groups linked the degeneracy of
the postWorld War |period to the emancipation of women, from legalizing abortions to
allowing small numbers of educated women to enter the intellectual workfdngkany
blamed tle New Womananimage ofthe independent, working womavho took jobs from
men after the war and during the Great Depressiondradwas resporilsle for declining
birth ratesand analready depleted population.

Religious womeds organizations and socialists called for restrictions on the New
Womanin public reaction to economic and population esiginding support, for instance,
fromt he pope, who called for all Awomen to escht
f ami PSingviein Kampf(1925),Adolf Hitler offeredhis thoughts on the role of women:

The main stress should be laid on physical training; and after that, on development of

character; amil last of alb of the intellect. But the one absolute aim of female
education must be with a view to the future mottér.

The education and purpose of a wordglife was reentred around the propagationhafalthy
racially purechildren first, bodily preparation to strengthen the body#archildren,and
then moral development to raise them propefFlyis 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 Kapdals,When Biology Becam@estiny: Women in
Weimar and Nazi Germar(flew York: Monthly Review Press, 1984)2i 13.

215Koonz,Mothers in the Fatherlandl03

216 Adolf Hitler, Mein Kampf(1925) quoted in Hilda BrowningWomen 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
Aful filling the | ater role of mot her, 0 showin
time or in the empty space, but not at wofk’ The New Womads urban world and
opportunitiesbegan to shrinko the family sphere and adjacent roles. Wo@edentities and
purposes became tied to their future families, to a man and his children, and to their bodies,
overwhich they no longehad the same kind of agency

To fit in with the idealof thelate-Weimarwoman andnother, LukschiMakowsky
started to highlight her position as a mother to German children. In 1931, she Btattraat
of Dimitri Luksch(fig. 15), which shows the young man lookiogt ofthe canvas, with a set
expression, wearing a suit, all of which is executed with muted dark colours. This work
contrast to her 191Bortrait of Dimitri with RussianToys(fig. 14), in which Dimitri is set
againsta colourful, abstract background of toys, and wealRussianfolk blue tunic and red
socks. This early portrait was painted shortly afteksch-Makowskyproudly announced her
Russiamationalism to Dr. Wilhelm Niemeyer and constructed her home as a haven for her
homeland in the face of its destructi®iHowever, a decade later, the frictions between
Germany, thdRussianmmigrants and theSoviet Unionforced her tanitigateher Russian
nationalismi n f avour of a mdakig o Bevweihohthepropedneothdr tot y
German children, sheow painted Dimitri as a serious German boy.

In these latestatues and portraits, Luksdthakowskybecamea motherartistwho had
created and raised the perf@rmanchildren. TheFountainStatueswereto be hetdast
known public commission until the end of Worllar I, despite her best efforts to continue

her artistic production throughout the rise and control of the Nazi regime. Thésgptistious

217 Chadzis Elena LukscHMakowsky 270.
218See chapter 4.
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modernist styleandemphasis ofRussian folkart themesasseen inFrauenschicksaand
Russiawere replaced bynorerealisticdepictiors, andof subject mattedeemed more
appropriately feminineWithin the social climate, the independ&dmanartist or regretful

mother no longer rtha place.

Elena LukschMakowsky(Resisting ComplianceUnderthe NaziRegime

During the Nazi period, Elena Luks®akowsky was one of the few avagarde
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 driticize
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 beelaid. TheNazisjustified their increasing restrictions on won@emights by
expandinghe social and culturamportance of women as mothels emphasizingvomen as
pillars of family life and the natural origins of patriarchal structufiése future Propaganda
Minister and righthand man to HitlerJosef Goebbel®xplained the role of womeas
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 th
food, and stands guard and wards off the ené&thy.

Hitler attempted tdead offcritiquesof the Nazi view of womem a speech addressed

totheNati onal Soci al i s-Fraudhsamadtin 8085: League ( NS

2Cl audi a Koonz, 1iThe GcCabenpraumild28 D4 Whemn BioligyrBecame Destiny
ed. Bridenthal, Grossmann, and Kaplaa0.
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When our opponents say you degrade women by assigning them no other task than that
of childbearing, then | 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 pedple.

Nevertheless, emen artistsvere stillable to play roles ilNazi cultural organizations.
Similarly to many artists wheupported themselves through thework, LukschMakowsky
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 Hitl@ithough itfailed to receive a state
commissiort?! Shealsobecame a member of the Reich Chamber of Fine Arts (Reichskammer
der bildende Kunst) as a painter as early as 1934asmahd 1936she applied to expand her
field to sculpturé?? However,sheneverreceived gublic commissiorfrom the regimeln her
second applicatior,ukschrMakowskydistanced herself from the role wiotherly artistand

instead promad herself as a strongationalistic, pureblooded Aryan.

Women Artists of the Reich

Throughout théNaziregime, cultural production became a tool for purging and
controlling the population, leading to evstricter censw&222 One way the regime controlled
the production of culture was to install the Reich Chamber of CulReelskulturkammer
RKK). Joseph Goebbels formed the RKK in September 1933, overseeingcsdteal
realms: fine art, music, literature, film, press, radio, and thé4tMuch like other programs

established during the Nazi regime, the creation of the RKK was a continuation of past

220 Adolf Hitler, Party DaySpeech to thérauenschaf{f 1 935), quoted in Ledlokk@ J Rupp,
The I mage of Wo me Signs:doula af Womenl ie Gultuwegagd, Socigtyo. 2 (1977)364.

221 Chadzis Elena LukschViakowsky 288,

22 E| e n a -MakoWskycReichskulturkammepasso See Appendi x F. The second a
discussed below.

223 peter AdamArt of the Third Reicl{fNew York: H.N. Abrams, 1992)10.

224 Jonathan PetropoulouArt as Politics in the Third Reic(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 encouragedairtiges,
all those who were identified &erman and Aryan, to join with theromise of better woikg
conditions, fAuniform pr a’2°Thisceewsity atteactall ménfy i nanci a
German artists to the organization, even if they didwiodlly support the Nazi agendm
1933, Goebbels wrote in the newspaper Germania:

In thefuture, 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 excfided.

Membershipn the RKKthus became obligatory for selling and working in the arts.

The ultimate ideal was @leichschaltunga synchronization of the aris the dictates of the
regime Not unlikethe previous ideal of th€esamtkunstwerkhe totality of artthe
movementvas toencompass the life of a new German peppii¢h the racial ideals dblood

and purityasguidingforces This new art would support the moral bettering of the people and
lead toa racially pure, utopic new Germarfy’

Basing the Nazaesthetic ormnideaized German people did not necessarily create a
uniform aesthetirogram. Nazi art was influenced by ideas from several groups, with varying
outlooks on levels of purity and styM/hen the RKK was founde&oebbels did not reject
modern art as vehemently as the regime would in 1937. However, various other groups, such
asAlfred Rosenber Volkischmovement and Bettina FeistRBohmedeis German Art
Society (Deutsche Kunstgesellschaitgre alsgpromotng traditional, conservative Geran

art, basinghemselvesn 19"-century academic agndrejecting Frencimoderrism, German

225 potter,Art of Suppressionl1-12.
226 Joseph Goebbel§ermania(16 Novemberl933) quoted inAdam, Art of the Third Reich53.
227 Adam, Art of the Third Reich21
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Secessionsandabove allexpressionisnd?® 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 foonecultural aesthetic confusing. In this grey area of demands for National
Socialist art, many artists who did not fully subscribe to the Nazi movewsmet able tgpass
under thecensods radarby partially complying to the cultural dictates of Nazism.

In 1937, furtherestrictionson the artsemovedmodern arfrom museumsindbanned
most forms of art criticismd?® To further propagate the National Socialist ideal of art, the first
Great German Art Exhibition (Grol3e Deutsche Kunstauste]lGizK) opened in July 1937.

The exhibition was curated with German idealistic art, filled with statues and visual arts
emulatingancient Roman and Greek works. As supposed inheritors of antiquity, the artists of
the GDK were responsible for protecting and propagatingghesbaesthetic in Germany and
the rest of Europ&® The German artighusbecame a statganctioned public figure

responsible for the moral education of the masses.

The grandiose exhibitiowascontrasted with the Degenerate Art (Entartete Kunst)
exhibition, which was filled with seized, looted, or stolen art fromseum angrivate,
primarily Jewish collections. There were 5,000 works of what the party considered art of the
degenerate Jewisdind Bolshevikmind, above allGerman expressionistadaand
international modern artistg)cluding Emil Nolde Ernst Ludwig Kirchner, Max Beckmam

Otto Dix, Pablo Picasso, and HeMatisse?3!

228 Bettina FeisteRohmeder was an important figure in the early creation of a Nat®oaiblist aesthetic

ideology. However, her accomplishments are now mostly attributed to Hans Buhler. For furtheisarfidlgs

lifeds work, seeJoan L.Clinefelter,Artists for the Reich: Culture and Race from Weimar to Nazi Germany

(Oxford: Berg, 2005)andVal enti na Locatelli, fALe | mmagi nieLitel Poter
Del T e r z StudiR €hieadibca8Y2011): 181204.

229 Adam, Art of the Third Reich69.

230 Aodam, Art of the Third Reichl1.

231 Emil Nolde had become a Nazi party member in 1934 but started receiving backlash from Rosenberg for his

style by thetime of theDegenerate Art exhibitiolPAdam, Art of the Third Reich§9.
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Despite the restrictionglaced orthe 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 waonamund
51 artists. Although the percentage seems sigtipthesizinghat asixth of around 185,000
of theartists of the RKK were women, there could have been around 11,100 women artists
activeunder the Reick®? However,those who had producexdtbefore the Nazis came to
powerfacedscrutiny under the new artistic and political restrictions. On the one hand,
political artists and expressionists such as Kathewitd] Emy Roder, and Renée Sintesis
wereconsidered degenerate, and they were not allowed to exhibit their works in Gerthany.
Emy Roder escaped German prosecution by staying in Italy, while Kollwitz and Siatesis
majorreputationseenabledhem to remain in Germany. On the other hanrtsts such as
Charlotte Solomomnd Lotte Lasersteiwere persecuted based on thiwish idatities?3*
Solomon, a Germadewishartist, was murdered in 1943 at Auschwitz, while Laisn fled
to Sweden after the regime murdered her mother in the Ravensbriicker concentrati? camp.
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 pialvioairin
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 forms236

2fFReichskulturkammer Generalkartei (Reich Chamber of
https://portal.ehrproject.eu/units/H9H03348wimf51.

233 Dietmar Fuhrmann and Carola Muysers, éRi®fession Ohne Traditionl25 Jahre Verein Der Berliner

Kunstlerinnen Ein ForschungsUnd Ausstellungsprojekt Der Berlinischen Galerie in Zusammenarbeit Mit Dem
Verein Der Berliner Kunstlerinne(Berlin: Kupfergraben Verlagsgesellschaft, 1992)3

24 Fuhrmann and Muyser®rofession Ohne Traditiori,56.

2% Fuhrmann and MuyserProfession Ohne Traditior1,56

2% Fuhrmann and MuyserBrofession Ohne Traditiori,39.
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Those valued most by the regime were fromeav generation of artisivho made their
namesby adhering to the subject matter gmeéferredstyle of NationalSocialist ar23’ Within
this spherestate funds and exhibitions supported works and adetsned politically

effective works that promoted Nazi visions of motherhaodl the Nordic heroin&?

Modes ofldentification

A dichotomy between the ideals of the Nazi mother and the strong Nargan
woman allowed for a certain freedom of identification, which women artists capitaiposd
in orderto continueasseling their presence in the matlominated world of arts. In this
context the image of the mother was not one of restriction buieaksacredduty. Some Nazi
women insisted on the importance of fulfilling careers for the sanity of women and the
resultingpositive effect on their children. In 1932, Irmgard Reichemwrote an essay on
gi fted women, arguing that women with Aunused
hysteria, or neurosjsand, on the contrary, fulfilled women made better moth&&ven
Gertrud ScholKlink emphasized the importance of motherhood and the fezeglomento
become mothers for treake of thé/olk alongside being the head of the National Socialist
Wo me n 6 s L eFeagensehafff*NTRese writersbelievedthatwomen should be able to
exert someagency redefining the female sphere of influence beyond the home and applying it

to the staté*!

27 Fuhrmann and MuyserBrofession Ohne Traditiori,36.
28 Fuhrmann and MuyserBrofession Ohne Traditiori,36.
2Rupp, 0 MobObler 86af t he

240 Clinefelter, Artists for the Reichl4.

241 Clinefelter, Artists for the Reichl4.
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However, they also held the separation ofdmale anddemaleéspheres, with men
occupying positions that would hold more power and influence, and women would be in
subservient roles, overseeing family and henelated areas, such as nursing and social work.
Nazi ideology promoted this female sphere as a free spaesswomen no longer had to
worry about money or power or be in competition with men for work, an extension of the
home and feminine natur&€he Nazi New Woman had German interests at hedrvas no
less autonomous than the Weimar New Won@anlong as she remainedtibh e 6 f emal e 6
sphereand in service to the regime

The motherly or wifely women artists, who worked in more acceptable feminine modes
and genres, exhibited at staponsorectvens. Their works were placed in smaller rooms and
presentedi f e mi subjettenattedeemed suited to womesuch as animals, portraits, or
smaltformat genre scenéé? These artistavere often the wives of men also exhibiting at
these events.

However, some Nazi women rejectidr feminine space and motherly identification
Before and throughout the Nazi regime, woi@eorganizations were involved in the political
sphere. The two leading organizations were the National Socialist Werheaguefounded
in 1931 as the womérm wing of the Nazi Party, and the German Wosddrder (Deutsche
Frauenwerk), founded in 1933, which was an organizatiguicitly reserved for women of
Aryan descent. Although the ideal Nazi woman waagined to beassivethese womeds
organizations continued to actively work in the public sphere, promoting visions of the ideal
woman and motheaas wella sense of community. However, they also addressed and asked the

party to resolve women problems, such as tihérequentneed to work outside the home. In

242 Fuhrmann and MuyserBrofession Ohne Traditiori,49.
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1933, Irmgard Reichenau wro@erman Women Address Adolf Hiti@eutsche Frauen an
Adolf Hitler), which insisted on more roles for women unblezirule other tharasmothers
Reichenaueferred to historical and mythic matriarchal societiessideredo bethe
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 theéfiThe active German woman started to rise in National
Socialist circles. Certain publications offeréichages of female heroism that called upon
&Germanidor drue-Germamideals, includinghe Valkyries, Kriemhild, andhe allegory of
Germany Germania¥** The aithor Sophie Rogg8o6rner promoted the new Nordic woman
as theancestor of German waan anda precursor toheir essential role in leadership positions
alongside the men. Thhése Nazi womerRoman law and Judaism hacbrrupted German
society and spread the vicious concept of wodménferiority,0 and by elevating women
roles, they purified themselves thesed d e g e rideals®Y e 6

Fervent AryanNordic woman artists, although fewer than #résts who above all
espoused motherhopaere highlighted*® Hanna Cauer, a woman sculptor, had her works
prominently shown at almost every GDK. She also received private commissions from Hitler,
such as two lifesized female figures for his box at the Nuremberg State Th&a#déthough
she presented her works in a masculine sphere of the arts, she wareséstded and
presented herseifasan exemplar of the puiglooded, fierce German nationalist. She was the

descendant of a respected sculpting family that had served under the imperial government for

Rupp, 0fMobtblegr 868f t he

244 Clinefelter,Artists for the Reichl4.

Rupp, 0 Mobtblegr 868f t he

246 Fuhrmann and MuyserBrofession Ohne Traditiori,48.
247 Fuhrmann and MuyserBrofession Ohne Traditiori,49.
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three generation¥® Her style followed traditional forms, focusing on classical inspiration and
realistic depictions of the human body. She fully supported the new regime, sii#iimg,
JewishMar xi st circles were absol utel jncommstd i | e t C

the regime that understoaahd incorporatetier art?4°

Elena LukschViakowsky, Confornmg Artist

Although ElenaLukschMakowskyhad shifted towardsepresentations of herself as
themotherly artist, shalsobeganhighlighting herself asa Nordic Aryan artist under the
Reich.WhenLukschMakowsky applied to become a memioéthe chamber of sculpturshe
includeda letter of intent in which she brought attention to her waykonditiors:

As indicated onthe completed form, | have not been emploted correcextent in the

29 years of my life in Hamburgand | hope that it is still possible to be considered by

the state now. | believe in being able to achieve good things in portraits, sculpture or
painting, especially in free composition. | ha@ecome out in the last few years

becausedve 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 lackfameeds can overcome. So | have to lie completely idle with my

versatile skills. Is also not my thing to show myself in the relevant positions and to

fight for commissionsAfter small orders ex. Portraits, [...] have almost completely

dried up- andhave to be made almost for nothinphave decided to ask for one (or

more) commi ssions [ é] |l would |ike to poin
atmosphere, | prepared myself for my job in all seriousness, dealt intensively with the

old masters in myouth and then experienced modern trends without losing my nerve.

| have always had a very speéfal, organic

28 Fuhrmann and MuyserBrofession Ohne Traditiori,48.

2497 [k judischmarxistischen Kreise meindeutchen Kunstauffassung absolut ablehnend gegeniiber standen.
Letter from Hannah Cauer to tidinister of Culture,20 April 1933,quoted inFuhrmann and Muysers,

Profession Ohne Traditior1,49.

200 Wi e aus gltennrormulas eysichitlich, bin ich in den 29 Jahren meines Lebens in Hamburg bei
weitem nicht in dem richtigen Ausmass bedtilgt gewesen und hoffe, dass es nocH glich ist, jetzt vom

Staate beicksichtigt zu werden. Ich glaebsowohl in Portrait, Plastik oder Malerei wie auch besonders in freier
Composition Gutes leisten z@knen. Ich bin in den letzten Jahren nicht hervorgetreten, da ich in dgbdag
meines Berufes durch grossen Mangel an Bewegungsfreiheit, an-Krbeits-Material und einer

Geldknappheit, die keine noch so grosse Geduld undBadlosigkeit¢berwinden kann, gehindert. Sodass ich
mit meinem vielseitigen Knnen ¥llig brach liegen muss. Es liegt mir auch nicht, mich in den massgebenden
Stellen zu rigen und um Auffige zu Rmpfen- nachdem kleine Auféig e v . Por tr afiligs , [ €] bei
versiegt sind und nahezudr ein Butterbrot gemacht werdensgsen habe ich mich entschlossen um einen
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In this letter,LukschhMakowskyhighlighted her traditional training and inclination
towardfolkloric and peasant materialjsmissingherdmodernisbworksas only dabbling in
trends.She also emphasizéar heritage and extensive training in her application:

| come from the famous Makowsky family of artists. Worksniy father Constantin v.

Makowsky, also of an uncle, Vladimir Makowsky, can be found in various museums in

Moscow and St. Petersburg. The exceptionakattirated atmosphere in the parénts

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] I n winter, the St Pet e prwvdewschgol aglierso o | of
with Prd. llya Repin, and the following winter, an exam at the Art Acadeitly.

Through the application, she portrays herself as a willing, true Nordic artist.
Emphasizincher f amily as the Af amousindiddesherweséeyt f a mi
as fiundoubtedly compl et el y Gnamgedamtte Garmah nank an g e s
i De met & h knowhwaork® section, she highlights the works she has done between
1920 and 1930, such as the sculptures, as well as a pkauaithful Work in theService of
the People which was still being awarded under thaziregime,althoughit was no longer
attributed to her. She does not mention her works for the VierBexsssion, such aer
Sacrumor her silver work with the Wiener Werkstattmjt only underlines her capacity for
traditionalforms ofart. She claimed herseffot so muchas a modern Russian artist but as an
artist with a traceable, pure Aryan bloodline who is vegllicated and prolific in the
traditional stylegpromoted bythe regime.

LukschMakowskyds construction of Nordié&ryan identitydemonstrates her desit@

be better known, like Cauer, atmlhave her art respect@d patronizedThe emphasis on

(oder mehr ) Au flch mPzige darauf nodh hitweisen, [dasg ich gmétlerischer Atmosptre

aufge wachsen in vollem Ernst miclyf den Beruf vorbereitet habe, mich in d. Jugend intensiv mit den Alten

Meistern bescttigt habe und dann moderne 8ttungen miterlebt habehne die Nerven zu verlieren¢ -

Volkstum habe ich ganz besonderes, organisches®fetstn i s von j eher <dJakovweskyidrafd EI| en a
letter to the RKKguotedin Chadzis Elena LukscHMakowsky 287.

SlElena LuksciMa k ows ky , @ Re i c¢ h Bdeuund RildhkuayapgpleationdSeeAppendixG.
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her academic training and tireclusionof her familyés worksin museuns highlight her
preference foepic grand works of artDespite these effortst is not knownwhethershe was
acceptedy thechamber oculpture although we do know thahe did not receivany state
commissionsinstead, sheontinued tadepend 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 Andi®pgno lessons, and one of Dr.
Schmiede, her dentidt? Unfortunately, of these portraits, she noted that twelve or thirteen

A h @peérishedi n t he homes durihg the boenbimgs af Mamburgsndl943,
destroying asignificant portionof her oeuvré® Under the threat ahose saméombs, she

took it upon herself to photogragpierremaining works. A few of these photographs remain in
her archivegiving an idea of her work between 1933 and 1%though some of the
information on the sitters is lost.

Although Luksch-Makowskyattempted to construein identity in accordance withe
Aryan Nordic ideal, she continued to depend onitni@ge of thanotherly artist to create her
works, such as het935 portraitA Boy (fig. 61). Although the sitter and commissioner are
unknown, she depietithe 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 Artistsandonly Tugboat, BathersandMarket in Dachauwereaccepted>* The

two first works were made in the 1920s and were inspired by hé samping trips, showing

252 Chadzis Elena LukschViakowsky 265.
253 Chadzis Elena LukscHMakowsky 277.
254 Chadzis Elena LukscHMakowsky 291
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the ideal sporty youth highlighted in Nazi ideology and &ne later workwas made before
her move to Hamburg, arshowed a folk scene around a markeétjch wasappreciated for its
volkischappeal It was quickly bought by Walter Niemann, the German composer and music
critic.?>> However, he other works she submitte@n the Volga, Kazan Tatars, Portrait of
Demeter LukschandOn the Banks of the Volgaere rejectedor their visible presentation of
Russiansymbols and ideologies

Despiteherefforts to receive commissions and to exhi@t work her financial
support during the war came from a widsvwpension for women who had divorcidough
fault from their husband®® Her inclusion in the RKK may have enabled her to produce
independently, but she only receiviedige or publiccommissions after the fall of the Nazi
regime. LuksckiM a k o w snkinprdosms of resistanceefusedthe gendered roles she was
supposed to fulfill however, in her willing or forced compliance, she @dyjnto a different
kind of submission, one which still supported the regime, war, and mass genocide.

Chadzisconsiderd_ukschhMakowskyGs relationship with the Jewish population in
Russiain orderto highlight the likelihood that she helanti-Semiticbeliefs?>’ Under Tsar
Alexander 1Es rule (18551881), Russia had restricted the rights of the Russian Jewish
population, from land acquisition rights émtrance into professional field® Althoughthe
Tsarallowed some educated Jewish people to work for the state, inciting them to move to
metropolitan cities such as Saint Petersbthiy growingJewishmiddle class threatened

Russiararistocratic supremaciy?®
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Elena LukschMiakowsky encountered the Jewish population under specific
circumstancedn her youth, ke often studied the rural Jewish population during her trips
outside of SainPetersburg and made several sketches and paintingsewishsubject
matter. However, in these studies, she was often the observer or in control of the interaction,
which was governelly herhigh social standingOutside of this objeesubject relationship,
she felt uneasamong Jewish peopl®©n a trip between Vienna and Saint Petersburg, she
remarked that she was terrified of being on a train full of J&8W&s amember of the
aristocraticclass ElenaLuksch-Makowskycertainlygrew up with prejudice against the
lower-classRussian and Jewish populatiot®th rural and urban

Many who fled Russia during thE917Revolutionnamedand blamedewish peoplas
incitersof violence and the primanysurpersof power?®! 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. DWordd War Il
Nazi propaganda capitalized on this vilificatidramingthe war with the Soviet Unioas
destoying a @Jewish threab

Two of LukschM a k o w sskng, ®aster 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
resmnsible for translating for Russian prisoners and was presemny executions, he did
not give explicit details about the horrors of the W&Dimitri underlinedthat they were

engaged ira campaign as an action to liberate the Russians from the Bolshafwidsich
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Luksch-Makowsky approved®® Their correspondengcéowever, would have beenonitored
so it is difficult to gauge to whaixtent they were expressing their true views
In private,Luksch-Makowsky expresserkeservationandmay evenhaverejededthe
Nazi regime most likely for the oppressive government and treatment of Russian Germans
than the persecution of the Germaaws 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 openimlgens h e wr ot e, Aterrible
soldiers and Nazi $*Haweveg it i$ unclegr whetheritha subjectrmatéer
or the quality of the art garnered this reaction. In 1943, in a letter to Elwine Johler, whose
children she had painted ihe Portrait of Ekkehard, Karin and Rolandhe also touched on
her disapproval of the regimeuksch-Makowsky had painted a portrait Bfwine Johleés
husband, the protestant pastor Hans Johler, earlier thaffigea82). He was initially hostile
towards the regime, mainly due to the threat of war, which would claim their son Ekkhard
life in 1943. HoweverJohlerwasalsoa member of the Germa@hristians a movement close
to the Nazi partyalthough he did not join the later Nazified brarf€hHe seems ttaveheld
the same negative viewpoint on the regime until his desltich came shortly after the
portrait was paintedn her letter of condolences to his widow, Luksdakowsky wrote:
| was happy about the talkative, fearless, extremely kind, actwnel generously
talented person. [ é] But perhaps | am one
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 di scussed, evaluated and juwhped | ater
works on himself, who fights € brave-wh o has suffered a | ot of

263 Chadzis Elena LukschViakowsky 283.
264 Chadzis Elena LukscHMakowsky 289.
2%5_auritzen, fAHans und El wine Johler geb. Ude. o

11¢&



hints in the message point to a gracious, glorious end, a great grace from God, whose
servant he was ?n the fullest sense. 0

In the letter, she points to the injustice broughonHans Johlerthe misunderstanding
of his char act,@ewmichdnplieseithgr thé war or snost likeiy éhe Nazi
regime. She does not accuse him of disloyddtitrather presents hersel§apart from those
who misunderstand hipassuringhis widow that despite the societal rejection of those who
did not follow the regimehe joinedGod in the engdvalidating his actions as righteous.

Theletter was accompanied by a proposal taoethe painting, in the case of its
destructior?®” Whether she constructed her sympathies to receive aoemission ofelt
genuinely attached to Joh@srantiNazi inclinations cannot be discern&till, presenting
personal inclinations put her at risk of persecutemynlikely thing to dounless there was
some truth in her wodand mutuality on the part of the receiver, Elwine Johler.

Setting aside hegvotential antiNazi ideals, LuksciMa k o ws ky 6 s c oroléd or me d
of motherly artist which allowed heto continue tdive andproducein 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 ashtloé trut
the character of her subjects. Fréfalike representations of ddren for theelementary

school to the innelives of neighbouréchildren through her motherly intuition, shesented

2653 | ¢ h f r ébertden gesprachigen, unerschrocken so iberaus gitigen, akiivemroRzigig

talentierten Menschen. [...] Vielleicht gehére ich aber zu den wenigen Vielen die ihn nicht missverstehen
konnten und richtig schatzten. Meine kinstlerische und psycholagEdhhrung beféhigen mich dazu. Es ware
schon gewesen wenn er diese Zeit Gberlebt hatte und spater alles hatte besprochen und gewertet und beurteilt

werden kdnnen. [...] Deman sich arbeitenden, dem kdmpfenfle@ lem Tapferen dem viel Unbill

wiederfahren ist[...] Die Andeutungen in der Mitteilung weisen ja auf ein gnadiges, ruhmvolles Ende, eine
grosse Gnade Gottes, dessen Diener er im vollen Sinne
Ude. 0

2671 [ éBJtte mir zu sagen ob das Portrait noch vorhanden ist, und nicht etwa bei den Angriffen gelitten hat? In
diesem |l etzten Falle w¢rde ich es wiederhol en, anhand

El wine Johler geb. Ude. 0
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herself as being able t®e the truth of the chifd soul.Shereconstructed her image under the
regime claiming to bea pureblooded AryarNordic woman and an artistith some of the

best artistic heritage and education possible. Her prqwégssseemed to feahould have

been valued and covetetllaast as much abetalentsof other artists. However, with the
bombing of Hamburg and the destructiomadiny ofher works,it remains difficult to study

entirely how she might have resisted the constsgaficed 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 ayEarperiodin which the production of women
artists was controlled, their presence masked, eradicateafi@mdorgotten 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 18304 940svas also
difficult. Art left behind wa®ftenconsidered degenate, destroyed, atost6and propaganda
depicting the domesticity of women atlte destruction of property during the regifaegely
confinedthe presence of women artists, even retrospectivethe period betweeri900sand
the early1930s2°8 Women artists did not seem to exist without their art and established
careersandwereinfrequentlyremembered, particularly when most later scholars wanted to
forget the time under the regime altogetherhis 1946 bookGreetings to ViennaFranz
Servaes, an art critic who wrote about women in Austria before the regime, recaumns
artistdearly lives and theeriod ofWorld Warl, but not the 1930s and 194@ndhe does

not addresshe fate of the women he wrote about who were exiled or murdered in

concentration camp®¥? However, as Lusch-Makowskys careeduringthe WeimarRepublic

268 The termilosto can have several meanings, all of which refer to the unknown whereabouts, either through
looting, stealing, mistaken authorship, or simply forgetting.
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and Nazi regime attegtwomen artists were involved in the construction of cultacenplicit
in constructing an image of a society in whtblerestriction of womeés rights,mass

genocideand war were justified

Figures

Figure57. Elena LuksckMakowsky, Portrait of a Boy (Portréat von einem Jungé&p19, oil
on cardboard, private collection.
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Figure 58. Elena LuksckMakowsky, Fountain Sculptures (Brunnenfigurer930, ceramic,
presumed destroye&SO 01228

Figure59. Elena LuksckMakowsky,Fountain Sculpturedetail of boys (left) andirls (right),
FSO 01228





























































































