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MATEPHU B AHI'VIOA3BIYHOM UCKYCCTBOBEJYECKOM TEKCTE O
COBETCKOM MU30BbPAZUTEJIBHOM UCKYCCTBE

HccnenoBanue BBIOJIHEHO NpU GrHAHCOBOH noanaepxke POOU B pamkax HaydHoro npoekra Ne 20-012-
00276

B cmamve paccmampueaemca unmepnpemayusi  Xy00diCeCMEEHHO20  00pasa
HCEHWUHBI-MAmMeEPU, CO30AHHO20 COBEMCKUMU XYOONCHUKAMU, 8 aH2N0A3bIYHOM
UCKYCCMBOBEOUECKOM — OUCKYPCE,  AHATUZUPYIOMCA  KOSHUMUBHblE  KOHMEKCHb,
KOmopbvle Jiexcam 6 OCHO8e (OOPMUPOBAHUS OYEHOUYHBIX CMbBICNI08, d MAKHCe
paccmampusaemcs A6jieHue npazma-KOMMYHUKAMUEHO20 Pe30HAHCA.

Knrouesvle cnoga: amnenossviuHvlli UCKYCCMBOBEOUECKUU OUCKYPC, KOSHUMUBHDIL
KOHMEKCm, OYEeHOYHAs UHMEpnpemayus, npazma-KOMMYHUKAMUBHbIU PE30HAHNC,
KOHYenmyaibHO-memMamuyeckas 001acme.

BepbanbHast nHTEprpeTanysi Ipou3BEIEHUSI UCKYCCTBA B MPOPECCHOHATBHOM
UCKYCCTBOBEIUECKOM  JMCKYpCE€ B  3HAUMUTEIbHOM  cTeneHu  OOyCIIOBJIEHA
COLIMOKYJBTYPHBIMU 3HAHUSAMHU OKCIIEPTA, €r0 IOHUMAaHHWEM  TPAHCIUPYEMBIX
MacTepoOM  XYyJIOKECTBEHHBIX 00pa3oB, CIOCOOHOCTBIO BBISIBUTh LIEHHOCTHO
3HAQYMMBbIE KOHIIENTHI M OXapaKkTepHU30BaTh IMPOU3BEICHUE B COOTBETCTBUM C
HAaIlpaBJICHUEM pA3BUTHUSl HMCKYCCTBA B ONPEACIICHHOW KYJIbTYype B KOHKPETHBIN
ncropuueckuii nepuos Bpemenu [lleryxoBa, XomsakoBa 2020]. XyaoKeCTBEHHbIN
o0pa3 JKEHUIMHBI-MATEpU 3aHUMAET 3HAYUMOE MECTO B  MPOU3BEACHUSIX
M300pa3uTEIBLHOr0 MCKYCCTBA COLpeain3Ma M CTAaHOBHUTCS OOBEKTOM 0CO00ro
uHTEpeca 3apyOexHbIX »HKcnepToB. Ero wuHTepmperanus B aHIVIOS3bIYHOM
HCKYCCTBOBEIUECKOM TEKCTE OCYILECTBISAECTCS Ha OCHOBE Pa3JIMYHBIX KOTHUTHUBHBIX
KOHTEKCTOB, KOTOpPbIE CIOCOOCTBYIOT BBISIBJICHHIO XY/10)KECTBEHHBIX OCOOCHHOCTEM
n300paxeHuss W (POPMHUPOBAHUIO OLICHOYHBIX CMBICIOB. B coBpeMeHHOi
KOTHUTUBHOM  JIMHTBUCTUKE TEPMHUH ‘KOTHUTHBHBIH KOHTEKCT  00O3Hayaer
pa3janyHble THUMbl KOTHUTHBHBIX CTPYKTYpP (KOHLIENTHI, (PpelMbl, KOHIENTyaJlbHbIE
o0ylacTh), IieKalMe B OCHOBE (OPMUPOBAHMS 3HAYCHUS CIIOBA, a TaKXkKe
UCIIONb3yeTCsl 111 0003HAaYEHUs1 BCEW CUCTEMBbI 3HAaHUI KaK OCHOBBI KOMMYHUKALIMH
[bonabipes 2019].

Bbpurtanckuii uckyccrsoBes M.bayH, aBTOp MHOTOUMCIEHHBIX MyOIuKauii 00
HUCKYCCTBE COL[PEANN3Ma, HWHTEPIPETUPYET KapPTUHY COBETCKOIO XYJIOXKHHKA
A Jleitnexku «Matb» (1932 r.) B paMKax KOTHUTUBHOTO KOHTEKCTa, PENPE3ECHTAHTOM
KOTOPOTO B HCKYCCTBOBEIUECKOM TEKCTE BBICTYNAET KOHUENTYyalbHO-TEMATHUECKAs
ob6mactb «The New Soviet Persony:

The New Soviet Woman «...» went against the delicate grain of the Western
ideal. She was a physically robust version of womanhood «...»



Deineka painted this ideal often, famously in A Mother, a monumental Soviet
Madonna.

A Deinekaesque woman, full of inner grace, was the subject of another famous
sculpture of the 1930s, the larger-than-/ife ‘Girl with a Butterfly’ by Sarra Lebedeva
[Bown 1991: 114-115].

KonnenryanpHo-TeMaTnueckas obmactb The New Soviet Person BeimosHseT
(I)YHKHI/IIO KOTHUTUBHOM CXEMBI HHTCPIIPCTAllU I/I306pa)KeHI/I}I: nepeca 4YuTaTcCiICM
HCKYCCTBOBCIUCCKOI'O TCKCTA IMPCACTACT HOBBIM THUII COBETCKOU KCHIIIUHBI - MaTepI/I:
C OJIHOHM CcTOpOHBI, (pH3UUeCcKH Kpenkoit u moiHok cuisl (@ physically robust version
of womanhood), a, ¢ apyroit croponsl, kpacuBoii u noxHo# rpamuu (Deinekaesque
woman, full of inner grace). Takoe POTHUBOMOCTaBICHUE CHIIBI M TPAIlUU CO3IACT
0cob0e  KOHIENTyalbHOE MPOCTPAHCTBO, KOTOPOE  BBICTYMaeT  (HaKTOpoM
(GbopMHUpOBaHUST OIICHOYHOTO CMBICTA, TPAHCIMPYEMOTO CIOBOCOUYETAHWEM &
monumental Soviet Madonna.

3HAa4YMMBIM KOTHUTUBHBIM KOHTEKCTOM AJIA HHTCPIIPCTAIINN 06pa3a COBETCKOM
JKCHIMWMHBI — MATCpU MOXKCT BbLICTYIIATh KOHICIITYAJbHO-TCMATHYCCKAA O6JIElCTI:,
dbopmupyemas konuentamu Love, Care, Self-sacrifice:

Arcady Plastov’s Spring, also known as The Nothern Venus (1954), depicts the
sacrifices that mothers make for their children: it is obviously a very cold spring, in
which the beautiful, naked young mother has only her fairy-tale golden tresses to
protect herself from the falling snow as she kneels to wrap a scarf around her
daughter [Lavery 2019: 77].

Wurepnperupyss kaptuny Apkaaus IlmacroBa «Becna», Opuranckuit
uckyccteoBenn Pena  Jlaepu  (dokycupyer BHHMaHME ~Ha  JIIOOBU U
CaMOITOKECPTBOBAHUHU JKCHIIHWHbI-MATCPU: H3o6pa>1<eHHa;1 Ha KapTHUHC MOJOJas
KpacuBasi OoOHa)KeHHas KCHIIIMHA, 3a00TJIINBO O0ACBACT JOYKY Ha MOPO3€ B OTKPBITOM
npeadaHHUKeE.

WHoit BeKTOp MHTEpPIIPETAIIMH TTOTyYaeT aHATU3UPYEeMbIid 00pa3 Mpu ONMUCAHUU
HpOI/IBBe,Z[eHI/Iﬁ COBETCKOI'O H306paSI/IT€JII>HOFO HCKYCCTBa BOCHHOTI'O u
MOCJICBOCHHOTO Tepuoaa. Tparmdeckas cyap0a pPYCCKOW S>KEHIIUHBI-MATepu B
BOCHHOC BPCM:s, KOTOpasd IIPCACTABIICHA B IIPOU3BCACHUAX COBCTCKHUX XYIOXXKHHUKOB,
OCMBICIIACTCA 33py6e)KHI>IMI/I OKCIICPTaMH B pPaMKaX KOI'HHTHBHOI'O KOHTCKCTAQ,
dbopmupyemoro koniienramu Bereavement, Steadfastness, Self-sacrifice. B kauectse
nmpuMepa paccMotpuM oueHky M. bayna kaptunbel Cepres ['epacumoBa «Martb
naptuzanay» (1943):

The image of a bereaved mother was to become an icon of Soviet wartime art.
Maternal steadfastness was expressed in attitudes of defiance and preparedness for
self-sacrifice. 4 famous painting of these war years is Sergei Gerasimov’s The
Mother of a Partisan, carried out by the artist in Samarcand at the time of his
evacuation with the Moscow State Art Institute [Bown 1991:146].

KoHnnenryanbHoe  mpocTpadHcTBO, GoOpMHpyeMOe, C OJHOW  CTOPOHBI,
cimoBocouetanneM bereaved mother, a ¢ apyroit cTopoHbI, TaKMMH IICHHOCTHO-
MapKHpOBaHHBIMHU JieKcemMaMu kak maternal steadfastness u self-sacrifice mapkupyer
OLOCHOYHYIO MHTCPIPCTAINIO NCKYCCTBOBCIOM CO3/IdHHOT'O COBCTCKUM XYIOKHHUKOM
o0Opa3a COBETCKOM KEHIIWHbI BOCHHOI'O BPEMEHU KaK CTOMKOH U MYXECTBEHHOH,



TOTOBOU K CaMOIIOKCPTBOBAHUIO IICPC/ JIMIIOM JINIHOU Tparcaunu, 4ToO IO3BOJIICT
€My CUHTaTh 3TOT 00pa3 HKOHOW COBETCKOI'O MCKYCCTBAa BOSGHHOIO BpeMeHH (an icon
of Soviet wartime art).

3HaHUs dKCrepTa O TPYAHOU CylnbOe pYyCCKOM KEHILMHBI, KOTOPOU JOBEIOCh
MEPEKUTHh BOMHY U JIMIICHUS, TSYKEJBIN TPYI U CTPAJAAHUE, TEPPOP U JIUYHBIE TTIOTEPU
CIIy’KaT OCHOBOW JIJIi MHTEpIpeTalnuu olOpaza maTepH, co3laHHoro B 60-rogasr XX
Beka ['enuem KopikeBbiM:

In his painting Mother (1964-7), Korzhev depicts the discomforts of old age
unsparingly. The elderly subject of the head and shoulder portrait sits hunched in a
thick, checked coat, the collar pulled up, her face downcast. She holds one hand to
her grey-haired forehead. The hand is veined and marked with age, and the gesture
could be interpreted as the making of the sign of the cross. This is a woman who has
lived through Joseph Stalin’s terror and the invasion of her country by the Nazis. It
is likely that she has lost her husband and her sons to fighting. Without doubt she
has known hard work and suffering, and her deepest experiences are writ large on
her worn features, but still she has survived [Lavery 2019: 80].

ABTOp HCKYCCTBOBCOAYCCKOI'O TCKCTAa OCYIICCTBILICT KOHCTPYHUPOBAHHC
CCIrMCHTAa OJUCKYypCa TaKUM 06p2130M, YTOOBI CoACpKamasiACia B HCM I/IH(l)OpMaHI/I}I
MakCHUMaJILHO CIIOCOOCTBOBaJIa OMOOHOHAJIbPHOMY  OTKJIHMKY PCIHHIIMCHTA Ha
COBI[aHHInlf/'I MacCcTCpoOM Xy,HO}KCCTBCHHInlf/'I 06p33. I/I306pa>1<eHHa51 Ha KapTHHC ITOXKWJIaA
KCHINMHA, KoTopyto He momaamm roael (the discomforts of old age; worn features)
MHoro ctpaaaia (terror, invasion, hard work, suffering), Ho HecMOTpst HU Ha YTO, OHA
Bepkmta (but still she has survived). B ocHoBe onieHOYHOW MHTEpIIPETAIIUN KAPTHHEI
3apyOEKHBIM  JKCHEPTOM  JICKUT KOTHUTHUBHBIA  KOHTEKCT, (OPMHPYEMBIii
KOHIlENTyalbHO Tematndeckumu obOmactasmu Old Age w Hard Life. SI3wikoBas
OKCIINIUKAIIUA JAHHBIX KOHICHITYAJIbHO-TECMATUUCCKUX oOyactei B
HCKYCCTBOBCIYCCKOM TCKCTC CHOCO6CTByeT JOCTUXKCHHUIO mparma-
KOMMYHHKATUBHOI'O pC30HAHCA B PaAMKax IIOJIMJIOra MCKAY XYIOKHHKOM - aBTOPOM
KapTUHBI, UCKYCCTBOBEJIOM, HHTEPIPETUPYIOIIUM U300pa)KEHUE B KOHTEKCTE CBOUX
3HAHUW, W PEIUINUEHTOM HUCKYCCTBOBEIUYECKOTO TEKCTa. J3HAYMMYKO pOJIb B
JOCTHKCHHUH 3TOIro0 pCE30HAHCAa HI'PACT COIICPCKHBAHUC CO3JdHHOMY XYIOKHHKOM
obpasy.

3HaHus aMepukaHckoro uckyccrtBoBena Kotm Jlok o mpobiemax cenbcKoi
xu3HU B Poccun B 60-¢ rompl XX Beka BBICTYNAIOT B KayeCTBE KOTHUTHBHOTO
KOHTEKCTA MPU UHTEpPIpETAUMN KapTuHbI «MaTtepn» XynoxHUKkoB Anekces u Cepres
TkayeBbIX:

At the heart of the Tkachev brothers' work is the drama of day-to-day life in
the countryside of Russia. Their painting Mothers is one of their very first works
together. The women are shown sitting in a row looking straight on at the viewer.
Wanting to create the visual message of Mother Earth the artists took a worm’s eye
view in order to bind the viewer and the women to the ground. The women represent
various stages of life. Rather than trying to standardize motherhood, as in Soviet
Realism, the Tkachev brothers are instead depicting the journey from birth to death.
The artists made a conscious decision to not make the women beautiful, focusing
instead on their hands, which are overworked as a result of long years of hard labor



«...» To the “artists of the sixties” the village was a symbol of the last outpost of
spirituality [Locke].

KoruutuBubeiii  kontekct Drama of Russian Countryside mo3Bossier
3apy0eKHOMY DKCIIEPTy HHTEPIIPETHPOBATH TPAHCIUPYEMBIH XYI0KHHUKOM 00pa3
MaTEepUHCTBA KaK MHOTOYPOBHEBBIHA: Iepell YUTaTeIeM MPEACTaeT H300pa)keHue
’KCHIIMH, CUMBOJIM3HPYIOIIEe pa3inuHbie craauu ku3Hu (various stages of life; the
journey from birth to death), mate — 3emus, kopmunuma (Mother Earth) u nepeBus —
MOCIICAHMIA OIIOT pycckoi jmyxoBHocth (the last outpost of spirituality), wHBEIME
CIIOBaMHM, MaTh — POJIMHA, MECTO, I/ie GOPMHUPYIOTCS TYXOBHBIC IICHHOCTH.

Takum 00pa3oM, B  aHIJIOSI3BIYHOM  HCKYCCTBOBEIUYECKOM  JIUCKYypCE,
MOCBSIIICHHOM HM300pa3uTeIbHOMY HCKYCCTBY COIpean3Ma, Ha BepOaJIbHOM ypOBHE
HAXOJAT OOBEKTHUBAIIMIO IIEHHOCTHO MAapKHPOBAHHBIC KOHIIETITHI. XY/105KECTBECHHBIH
o0pa3 JKEHINUHBI-MATePH OCMBICISIETCS B paMKaX pPa3IMYHbIX KOTHUTHBHBIX
KOHTEKCTOB, B KaueCTBE KOTOPBIX BBICTYIAIOT KOHIEHTYaJIbHO-TEMaTHUCCKUEC
obiacth, Takue kak The New Soviet Person, Love and Care, Self-sacrifice, Hard Life,
Drama of Russian Countryside. B psiie ciy4aeB KOTHUTUBHBIA KOHTEKCT ITO3BOJISCT
OKCIEPTY UHTEPIPETHUPOBATH CO3/IaHHBINA XYI0KHUKOM 00pa3 Kak MHOTOYpPOBHEBBIi
U BBISBUTH TIIyOOKHE CUMBOJIMUYECKUC 3HAUCHHS M300paKCHUS.

Jlureparypa
bonneipe H.H. 3k u cucrema 3Hanui. KornutuBHas Teopust s3bika. M.:
Nznarensckuii Jom ACK, 2019.
llemyxosa THU., Xomsarxosea E.I' HoBoe 3HaHHE U OUINOIIPHOCTH OIEHOUYHOMU
HHTCPIIPCTAlINA I/I306p2131/ITCJ'IBHOFO HCKYCCTBa CcCoOpcajim3Ma B dAHITIOA3BIYHOM
UCKycCTBOBeqUYeckoM nuckypce // Borpockl korauTuBHOM MHTBUCTAKHA. 2020. No 4.
C. 53-63.
Bown M.C. Art under Stalin. New York: Holmes&Meier Publishers, Inc., 1991.
Kapushesky K. Soviet female sculptors / Soviet women and their art. London:
Unicorn. 2019. P. 99-117.
Lavery R. The female role in Soviet society / Soviet women and their art. London:
Unicorn. 2019. P. 75-97.
Locke C. Mothers, disasters and eye balls. https://musings-on-art.org/contemporary-
art-in-russia-1954-1990 (nara oopamenus 06.01.2022).

T.l. Petukhova (Saint Petersburg, Russia)
Saint Petersburg State University
INTERPRETATION OF THE ARTISTIC IMAGE OF A WOMAN-
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The article deals with the interpretation of the artistic image of a woman-mother
created by Soviet artists in the Anglophone art discourse, analyzes the cognitive
contexts that underlie the formation of evaluative meanings, and considers the
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