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he focus of this study is the gender aspect of Soviet 
power, its focus, and its normative status in mass 
media representations, particularly in magazines. Dy-
namics of change were traced over a period of seventy 

years, from the beginning of the Soviet regime to its end. A pe-
riod of such great length was chosen in order to delineate the full 
range of changes that took place during the Soviet era, changes 
that nonetheless overlay a certain continuity in the way media 
functioned as a means of regulating, controlling, and supporting 
a gender order.

The images of leaders and officials were published on the 
front pages of Soviet magazines and served as a pattern of gen-
der norms and bodily codes for the rest of the citizenry. These 
photos, which appeared in popular, widely distributed publica-
tions, played a significant role in shaping the ideological plat-
form of the state. The visual rhetoric of those photos, the context 
of their emergence, and the techniques used in their production 
are considered to be one manifestation of power in Foucault’s 
sense of the term.

The media is a space for biopolitics,1 a means of impacting 
on our sensuality and our bodies through images of popular 
culture. Power, politics, and the media are inseparably linked in 
the creation of “true values” for the masses, including forming 
representations of gender.

abstract
The study was based on the 
power images of the Soviet pe-
riod during seventy years, from 
the beginning to the end of the 
Soviet regime. The images of the 
leaders in the widely distributed 
press played an important part in 
shaping the ideological platform 
in the Soviet Union, including the 
regulation, control and support of 
a certain gender order. 
The representation of gender 
was studied in the subjects of 
pictures of the country’s authori-
ties and heroes. A significant role 
in power representations was 
given to the body, which is the 
basis of ideological norms and 
rules.
KEY WORDS: Representation, 
gender, power, Soviet photo-
graphy. 

Paternalistic 
  images 
    of power 
      in soviet 
photography

by Ekaterina Vikulina 
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A photographer’s selection of a frame is not accidental. He or 
she stops at one of the endless fragments of reality and makes a 
choice about its visual embodiment. This makes photos subjec-
tive, expressive of the author’s opinion, but at the same time, it 
transmits existing public views about the subject. As Peter Burke 
noted, what images record “is not social reality so much as social 
illusions, not ordinary life but special performances”, and that 
is why they offer unique evidence for the history of values or 
mentalities.2

Photography had a special role in representations of Soviet 
power. This medium had to certify a historical fact, to indicate 
the success of the socialist construct, to convince people who 
were assessing communism. Nevertheless, attitudes towards 
photography as a propaganda tool changed throughout the 
Soviet period. Bold experiments of the 1920s, marked by a fas-
cination with sharp angles and the technique of photomontage, 
were replaced during the Stalin period by caution, a fear of 
uncontrolled information, which led to the retouching of many 
photographs, transforming them into something with the poses 
and gestures found in the fine arts.

In turn, the democratization of Khrushchev’s image was 
closely related to the development of photography, the dis-
semination of amateur photography, and an extended arsenal 
of pictorial means and options. In the 1960s, photography was 
promoted as a modern technological medium and was used to 
propagandize the success of Soviet science, notably the space 
program.3

the objectives of the research presented here were to analyze 
how the country’s leader appeared in the press, how images of 
power changed throughout the period, and what representa-
tions of power were valid. In addition to the analysis of icono-
graphic schemes, it is important to see who is represented to-
gether with the leader in the pictures, his entourage. The image 
becomes paternalistic in relation to someone who is represented 
nearby. Hence considerable attention was paid to images of the 
“First Lady”. In this article, the difference between representa-
tions of leaders is examined with regard to the relation of a main 
character to the secondary subjects in the picture (common 
people, a wife, etc.). A significant role in power representations 
was also given to the body, which is the basis of ideological 
norms and rules.

Because the official view of gender roles in Soviet photogra-
phy was manifested most completely in magazines with wide 
readership, the present study is based on the material of popular 
Soviet magazines such as Sovetskoe Foto [Soviet Photo], Ogoniok 
[Little Flame], SSSR na stroike [USSR in Construction], Sovetskii 
Sojuz [Soviet Union], Krestianka [Woman farmer], Rabotnitsa 
[Woman worker], Sovetskaia zhenshina [Soviet Woman], Fizkul-
tura i sport [Physical Culture and Sports], and Zdorovie [Health]. 
These periodicals are the most appropriate for the research 
thesis because they are mass-produced and because of their pro-
pagandistic function; but they are also important because of the 
greatly varying contexts in which images of politicians appeared. 
This gives us a wide spectrum of leaders’ representations.

 

The methods of semiotics and the approaches of visual and 
cultural studies are essential to this study. Feminist critiques of 
visual culture, with their attention to the construction of female 
and male images and to the political meaning of their circula-
tion in media production, have special significance for this type 
of analysis. In addition, these concrete historical images were 
examined in the wider cultural and political context. The impor-
tance of such an approach has been noted by many authors.4

The representation of gender was studied with regard to 
the characters, events, scenes and settings of pictures in which 
authorities and heroes of the country appeared. Attention was 
given to the context of the image’s publication (the type of maga-
zine and the accompanying text), the choice of the genre (staged 
photography, reportage, official portrait), the artistic methods 
(composition, framing decisions) and the set of photographic 
codes (close-up, camera angle, distance from the subject) that 
allows us to see how the image was constructed. The presence 
or absence of certain iconographic schemes, such as traditional 
poses, was also noted.

In this analysis, I distinguish several modes of constructing a 
paternalistic image of power. First, there is the presence of cer-
tain iconographic schemes in pictures glorifying the figure of the 
leader. This was observed mainly in photos of the Stalin period, 
but it was also noted to some degree in shots of Lenin. This is not 
to suggest these schemes were not used in other periods, only to 
highlight the dominant trends. Second, the demonstration of the 
principle of familial relations through kissing and hugging is ana-
lyzed in the photography of the “Thaw”. Finally, the image of the 
First Lady serves as a marker of gender attitudes in society and 
represents the female hypostasis of power. Photos of First Ladies 
from throughout the Soviet period are reviewed, as well as some 
from post-Soviet times, in order to emphasize the similarities 
and differences of the two epochs.
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Iconography  
of the leader
As is known, Lenin firmly discouraged visual representations of 
living Bolsheviks, including himself, but the fact that the Monu-
mental Propaganda project was his initiative “legitimized the 
practice of singling out individuals for heroization”.5

The iconography of Vladimir Lenin was made up mainly of 
portraits and shots for longer news stories that emphasized 
the uniqueness, simplicity, and humanity of the political fig-
ure, and of his family photos.6 One of the most famous photo-
graphs of Lenin had been taken in January, 1918, by Moisei S. 
Nappel’baum.7 This first official portrait was reproduced count-
less times in magazines and newspapers. It shows a close up of 
the leader looking directly at the viewer. The close distance, the 
steadfast gaze, the play of light and shadow created the personi-
fication of a new kind of power, expressing Lenin’s individuality, 
his unpretentiousness and his attention to other people. The 
clothes also accentuated the simplicity of the leader. Artists 
were guided by photos presenting Lenin wearing a suit, vest, tie, 
overcoat, and cap, which was considered informal attire in this 
period.8

Lenin was photographed with his comrades and with Red 
Army soldiers, peasants, and workers. Reportage shots from 
meetings stressed the exclusivity of his personality, but most of 
the photos showed the leader among others, equal to the people 
photographed. Nevertheless, certain gestures of the leader, such 
as his outstretched arm, and camera angles elevating his cutting 
figure at the podium, were subsequently used in artworks to cre-
ate the canonical image.

Paternalistic traits can be seen not so much in the photos as in 
the photomontages of that time, in which Lenin was often pre-
sented as a larger-than-life figure raising his hand and pointing in 
the direction of the bright future. Such proportions show Lenin’s 

grandeur in relief against other people. The masses appeared in 
representations of Lenin after his death, and by the early 1930s 
“had become an indispensable ingredient” in posters featuring 
the leader.9

Such a representation of Lenin as the leader of the masses, 
was close to Stalin’s iconography, which visually realized the 
metaphor of “the father of the nation”. At the end of the twen-
ties, Stalin was still portrayed together with his colleagues and 
the people, but the thirties tended to present him in the figure 
of the leader. At the beginning of the 1930s, Stalin became the 
Lenin of his day, and then some. A drawing of Stalin in profile 
with Lenin’s profile behind him was published in Pravda in 1930; 
the next year Bol’shevik for the first time ranked Stalin together 
with Marx, Engels, and Lenin as a source of wisdom on material-
ist dialectics.10

When Stalin was portrayed together with Lenin, his image 
was usually placed on the right. Jan Plumper writes that in sym-
bology the left side means the beginning and the woman, and 
the right side — the end and the man. Thus Lenin always had to 
appear to the left of Stalin.11

Another example of Stalin’s magnification was to show his 
figure against a background of people and things much smaller 
than him. Perspectival distortion was widely used in Soviet post-
ers. The most famous exponent of this technique is Gustav Klut-
sis, a Latvian artist who worked with photomontage and who 
“forged a new path in the creative application of this device for 
the glorification of Stalin”.12

Few people had the honor of being photographed with Stalin. 
Several children were among these exceptions, and served the 
symbolic generalization of a paternal guardianship over the na-
tion. For example, in the magazine USSR in Construction, Stalin 
is seen applauding a happy, multinational group of children.13

Widely known are the pictures with the little Buryat girl Ge-
lya Markizova in his arms. The Tajik girl Mamlakat Nahangova 
presents another variation on this theme. She was a schoolgirl 
who exceeded the norm for cotton picked, and Stalin personally 
presented her with an award in 1935.14 From the very beginning 
of the cult of Stalin, he was portrayed only with girls. The pres-
ence of girls emphasized the inaccessibility of the leader: the 
differences of sex and age expressed the distance between him 
and others.15

The body of the leader had a special status: “Accordingly, 
while the population dissolved into a single united hyperbody, 
the singular body of the Leader hypertrophied and multiplied”.16 
Paintings and photographs before the Thaw dealt primarily with 
the ideal body of the leader, transforming his physical features 
into the perfect figure of the national leader.

Changes in the ideological regime during the Thaw had pro-
foundly affected various aspects of politics, including the repre-
sentation of power. They are evident if we compare the pictures 
of Joseph Stalin and Nikita Khrushchev. Photography of the 
Thaw did not seek to embellish the image of the leader; it did not 
avoid ordinary physical details of the head of the state. The First 
Secretary of the Communist Party was represented as an ordi-
nary human being. While the images of Lenin and Stalin were 
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timeless (“He is always with us” and “Lenin lived, Lenin lives, 
Lenin will live”), the figure of Khrushchev was rooted in the 
present. Where Lenin’s expression “was serious, determined, 
thoughtful, or slightly ironic, but never jovial”,17 Khrushchev 
allowed himself to laugh, to smile broadly, and to show his emo-
tions in other ways.

The image of power became prosaic and everyday. Periodi-
cals did not gloss over the image of the head of state; they did not 
hide the features of his mediocre body.

compared With the strict, frozen photo portraits of Stalin, of 
which there were few,18 power during the Thaw was represented 
more informally. Images of Stalin were glorified by the angle of 
the composition and the lighting, but portraits of Khrushchev 
did without such expression and represented the uncomplicated 
appearance of a Soviet bureaucrat. His clothing emphasized the 
ordinariness of his appearance: a jacket and tie replaced the mili-
tary uniform of the Generalissimo.

Khrushchev’s photos were published in great quantities on 
the pages of periodicals. He was often surrounded by people — 
Party members, workers, and others. Photographers often used 
wide-angle shots of the Party’s meetings and activities, capturing 
not only the leader, but also his entourage. This expedient also 
worked to “democratize” the image of power. 

Hugs and kisses:  
the sensualization of power
Corporeal confirmation of the promulgated ideas was important 
to the authorities during the Thaw. A hug and a kiss became a 
representation of concern for the population of the country, of 
the granting of assistance to downtrodden people of Africa, or 
of  gratitude for a mission fulfilled. Thus, in the pictures of the 
Thaw, a kiss and a hug acquired the meaning of a political act. 
The significance was contextual; it depended on whether the ac-
tion took place during an official meeting, at a meeting with he-

roes of the country, or with representatives of a particular group.
“The era of kisses” began not with Leonid Brezhnev, as many 

think, but in the time of the Thaw. It was then that the authorities 
resorted to emotional expression, to warm gestures — whether a 
handshake or a hug. Power involved physical contact; it became 
sensual and tactile. Hugs became the norm at official meet-
ings, as evidence of a trusting relationship, but also extended to 
Khrushchev’s meetings with ordinary people. The emphasis on 
sincerity during the period demanded the confirmation of feel-
ings by appropriate gestures.

Khrushchev and his entourage confirmed agreements and ce-
mented their friendship with numerous hugs and kisses. Others 
of the epoch tried to follow suit. Khrushchev pressed German 
Titov to his chest (“Fatherly Hug”)19; cosmonauts in turn threw 
themselves into each other’s arms (“Star Brothers”)20 as well as 
those of family and friends (“Joy of the Meeting”).21 It is note-
worthy that the titles of the pictures referred to family relation-
ships.22 This emphasized warmth, but at the same time signified 
a hierarchy. The hugs duplicated in the names and captions of 
the photographs became the norm for visual and verbal expres-
sion.

“Parental” discourse was also reproduced directly by Valen-
tina Tereshkova at a press conference in the mention of a “space 
brother” and Khrushchev’s “fatherlike” concern.23 The photo 
“Good Luck and Happiness to the Discoverers of Stellar Roads!” 
by Vasily Peskov also demonstrates the “family ties” of the leader 
and cosmonauts.24 Khrushchev is raising his glass to the health 
of the newlyweds, Valentina Tereshkova and Andrian Nikolayev. 
Khrushchev stands next to the bride and groom in a place nor-
mally occupied by their parents. Actually, “parental” power also 
lay in the fact that the marriage was arranged by the authorities 
as a propaganda move.

A similar expedient, in which love or marriage received a 
blessing by the intervention of higher authorities had long been 
known in Stalinist cinema.25 Photography in this case repro-
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duced the familiar story. A kiss and a hug in the Soviet photogra-
phy of fifties and sixties belonged to the public space and often 
took place in front of witnesses. They were framed with people 
around, ordinary citizens or top government officials, which had 
the effect of verifying and confirming the event. There are simi-
lar situations in the Soviet cinema of that time.

Hugs also expressed political support for particular nations. 
Khrushchev embraced Fidel Castro and black young men with 
emphatic enthusiasm, and held a Burmese girl and a Russian boy 
(“Good Hands”).26 He symbolized assistance to the oppressed 
African people by a welcoming gesture, gathering black students 
into his arms.27 At the Sixth Youth Festival, fraternization took 
place among all nations, but special attention was given to guests 
from Africa. Support had to be demonstrated for these coun-
tries’ fight against colonialism.

These photos represented Khrushchev as the “father of the 
nations”, as a “friend” and a “brother”, thereby implying family 
relationships between peoples. This was a way to demonstrate 
the international nature of Soviet power and the “parental” tu-
telage of the Soviet state in relation to other nations. This indul-
gence in the form of “Helping Hands” produced the friendly im-
age of the Other, building a hierarchy and ensuring the cultural 
hegemony of the socialist society.

The Thaw cultivated a sensual approach to the world. Dis-
playing hugs and kisses, their permissibility or prohibition, de-
pending on the context, created a sexual tension that attracted 
attention. But mostly it was a demonstration of familial relations.

female hypostases of Soviet power:  
images of first Ladies
In his book The Women’s Liberation Movement in Russia: Femi-
nism, Nihilism, and Bolshevism, Richard Stites points out that the 
Soviets never succeeded in matching educational and economic 
equality of the sexes with political equality on any level. From 
1918 until 1924, Stasova was the only woman to appear of the 

Central Committee; from 1924 to 1939 there were only four wom-
en members in the Central Committee (Nikolaeva, Artiukhina, 
Krupskaia, and Kalygina). Before 1956, no woman ever sat on 
the Politburo or the Presidium, the chief political bodies of the 
Party.28 Nevertheless, despite their factual absence in the higher 
echelons of power, women were not excluded from the scope of 
power’s representation.

Lenin’s wife, Nadezhda Krupskaia, for example, always occu-
pied a special place in the Soviet pantheon. She often appeared 
in the pictures of her high-ranking husband. A great deal of at-
tention was given her in particular by the Sovetskaia Zhenshina 
magazines. The image of Krupskaia as a faithful friend and fel-
low member was to be an inspiration to millions of women. No 
female image appeared so close to power during the years that 
followed. None of the wives of later Soviet leaders — not Nina 
Khrushcheva nor Raisa Gorbacheva, nor the minister of culture 
Ekaterina Furtseva, nor the first woman cosmonaut Valentina 
Tereshkova, nor many others — could begin to approach the 
status of the “grandmother of the Russian Revolution”. The im-
age of Lenin’s wife remained intact as the image of Lenin, whose 
only competition after his death was Stalin.

nevertheless, the imaGe of Krupskaia typically used was not 
an aesthetically pleasing one, one that would alleviate or hide 
physical imperfections. For the young Soviet country, that would 
look like a shameful rewriting of the past. The Nadezhda Krup-
skaia in these pictures was a “comrade in a skirt”, with minimal 
references to sexual identity.

For generations of Soviet people, Krupskaia was a model 
Communist. Materials about her appeared in the Soviet press 
regularly, from the early twenties to the late eighties.

Such attention can be explained partly by Lenin’s respectful 
attitude to his family circle, and, in particular, to Krupskaia, a 
fact noted by researchers.29 But this issue was not limited to the 
personality of Lenin, but was rooted in the new ideology. Pre-
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cisely in Lenin’s era, the role of women in the political process 
was taken to be important. Maria Ulianova, Lenin’s sister, and 
the Western communists Clara Zetkin and Rosa Luxemburg 
shared with Krupskaia the image of “flaming revolutionaries”. 
Their portraits were set in honorable places in Soviet textbooks 
and magazines, but Krupskaia was always on the top of this “fe-
male list”.30

Stalinism accentuated the gender division, the polarized 
concepts of femininity and masculinity. Stalin’s time continued 
to cultivate heroic revolutionaries, to glorify female workers, col-
lective farmers, and delegates. However, in the higher echelons 
of power, there was no representation of women. In the shadow 
was also Nadezhda Alliluieva, Stalin’s wife, whose image did not 
appear in the Soviet press.

The role of the First Lady changed with the Thaw. Nina 
Khrushcheva, who accompanied her husband on state visits, 
occupied a special place in relation to the higher echelons of 
power. For the first time, the wife of a Soviet leader was present 
in the pictures of official visits of the head of state. Khrushcheva 
was captured with her husband in a meeting with the Eisenhow-
ers, and with Charles de Gaulle and Yvonne de Gaulle at the Ély-
sée Palace. These photos placed Soviet leaders in a new context 
of high-society life.

In several pictures, Nina Khrushcheva was even shown with-
out her husband. She was seen giving interviews to American 
journalists, shaking hands with children, talking with the chair-
man of the UN General Assembly, Victor Belaunde, communi-
cating with young Frenchmen. Through these pictures, power 
acquired its feminine hypostasis. At the same time they empha-
sized the role of women in the Soviet Union and the importance 
of family ties by presenting the leader of the country as a good 
family man.

in soviet photoGraphs, women were represented as having 
power, mainly as delegates of the congress. Their role in the 
political life of the country was limited mainly to the declaration 
of women’s rights in the Soviet Union, and to the struggle for 
peace. It was these issues that were most important at the World 
Congress of Women, for example, which took place in Moscow 
in 1963. However, although magazines wrote a great deal about 
the labor achievements of female workers and peasants, the So-
viet era actually had created few recognizable figures of women 
in power.

These included the minister of culture Ekaterina Furtseva, 
the only woman to become a member of the Political Bureau of 
the Central Committee of the CPSU, and the cosmonaut Valen-
tina Tereshkova. Both greeted the Soviet people from the tribune 
of the Mausoleum.

The most recognizable Soviet woman was Valentina Teresh-
kova. Her image played an important role in the representation 
of women’s rights in the USSR. Tereshkova symbolized and vali-
dated the victory of socialism and the equality declared by the 
Constitution. She was an example for all Soviet women, because 
she functioned in such a difficult role on a par with men. After 
passing the physical and intellectual trials at the same level as 

men, Tereshkova proved the power of the “weaker sex”. The 
first woman in space was a deputy and a member of the Pre-
sidium of the Supreme Soviet of the USSR and the Chairman of 
the Committee of Soviet Women until 1989. Her image became a 
symbol and guarantee of gender equality in the country, and her 
pictures appeared in the press on a regular basis right up until 
the end of the Soviet era.

The vast number of members of the Politburo was a visual 
sign of the stagnation period. Only portraits of the general sec-
retary of the CPSU could compete with their numbers. All maga-
zines were crowded with photographs of Brezhnev. Even during 
Stalin’s cult of personality, there were not as many images of the 
leader as there were in the seventies. Brezhnev was everywhere: 
applauding from the tribune, shaking hands with workers, 
signing agreements at the negotiating table, receiving awards, 
saluting the people from the mausoleum. Pictures were staged 
of his speeches at the congresses, with the hall full of applauding 
delegates.

Leonid Ilyich Brezhnev was by no means the sole repre-
sentation of power — his comrades in the Party also appeared 
in pictures, but no one else stood out from the faceless state 
apparatus. The other members of government constituted the 
background for the leader of the country. Among the women 
pictured next to Brezhnev were Indira Gandhi and Valentina 
Tereshkova, as well as ordinary Soviet female workers in report-
age photos. Brezhnev’s wife was not featured in pictures. Even 
in the compilation of the family archive, which was published by 
Ogonek on the occasion of his seventieth birthday, her pictures 
were absent.31

The Gorbachev couple clearly contrasted with the tradition of 
downplaying family ties, appearing together at official meetings 
and visits abroad. For Soviet citizens such behavior presented 
an unusual image of power, so it caused considerable misunder-
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standing and annoyance. This rejection was even discussed on 
the pages of Sovetskaia Zhenshina, which tried to rehabilitate 
Raisa Gorbacheva in the eyes of the public.32

Even in the last moments of his reign, coming down the steps 
of the plane from Foros with his wife and daughter, Gorbachev 
was shown as a perfect family man.33 But in the eyes of the pub-
lic, this was not a positive characteristic, and it did not win him 
any points as a political leader — quite the contrary.

The post-Soviet  
postscript
At the beginning of the 1990s, Boris Yeltsin was portrayed in a 
crowd, among people, thereby embodying democratic values.34 
In another shot, with dozens of microphones focused on him, 
he presents a visual metaphor of publicity.35 He was also shown 
drinking tea with the Patriarch — this meant that he respected 
tradition.36 In general, the new government tried to surround 
itself with churchmen in order to express its continuity with the 
prerevolutionary past.

At the same time that the royal family was rehabilitated, there 
were publications about the family relationships of royal person-
ages, and about the execution in Yekaterinburg.37 Materials were 
accompanied by photographs of a married couple, the Tsesarev-
ich, and the Grand Princesses. The declaration of prerevolution-
ary values and a call to go “back to the roots” that came after 
perestroika initiated a return to the patriarchal model.

After Raisa Gorbacheva, who had irritated her compatriots 
because of her various activities, the figure of the First Lady 
vanished into the shadows for a long time. Naina Yeltsina did not 
appear in the press. Her absence in the pictures of her husband 
indicated a change in the view of the social role of women: pub-
lic and private were separated even more than before.

Since the election of Vladimir Putin, the First Lady has rarely 
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been seen in the media. In the words of the Daily Beast, during 
the second term of Putin’s presidency, his wife was, in effect, “in-
visible”.38 The disappearance of Lyudmila Putina from the public 
sphere indicated that Putin had built his image ignoring the fam-
ily context, as if he were an old bachelor.

The image of Superman — practicing judo, skiing, surfacing 
out of the deep sea with ancient amphoras — does not need a 
women’s supplement, which would simply detract from the 
main character. The image is created simultaneously for all 
women in the country. Leadership is represented in all spheres 
and even beyond normal human limits. He is not only the head 
of state, the “father of the nations”, but also the “king of beasts”, 
the leader, quite literally, of a flock of cranes.

The reign of Dmitry Medvedev was described by many as a 
weakening of vertical power. It is symptomatic that the Presi-
dent’s wife became a more powerful figure at this time. Thus, 
the active position of the First Lady is one of the most important 
markers of democratic tendencies. The historical process in Rus-
sia attests to this.

the relative freedom of the twenties, which created and glori-
fied the image of the woman revolutionary in the faces of Krup-
skaia and Kolontai, was replaced by the patriarchy of Stalin’s 
time, which passed under the shadow of the “father of nations”. 
After Khrushchev’s Thaw, which took Nina Khrushcheva from 
the home into the public sphere and placed Valentina Teresh-
kova on the same level as the men atop the Mausoleum, there 
came, with the cult of personality of Brezhnev, stagnation. The 
process of perestroika weakened the old gender mindsets, but 
not for long. With the post-Soviet “return to the origins”, the pa-
triarchal model came back again, reinforced by market relations.

Paternalism in its visual embodiment asserts itself through 
iconographic schemes which emphasize the role of the leader 
through the scale of his figure contrasted with others and depict 
him as the “father of nations”, the leader of the masses, and 
their high patron. Gestures also play an important role, express-
ing trust relationships of the ruler and the people to approve the 
family character of their connection. Finally, the presence or 
the absence of the First Lady in power representations, as well 
as that of female politicians, also indicates the gender politics of 
the society. The paternalistic model determines the position of 
a monarch as a sole ruler, while the wife is reduced to at most a 
decorative function, to a symbol stripped of its power.

The study of images of power permits the revelation of their 
ideological character, and the detection of a paternalistic at-
titude and the degree of authoritarianism of a regime. It thereby 
helps to formulate a critical position towards power, because 
truly democratic reforms are possible only with a change of gen-
der norms, where equality is a vaccination against the scourge of 
autocracy. ≈

Ekaterina Vikulina, lecturer at the Russian State University 
for the Humanities in Moscow.
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Boris Yeltsin 
with the 
Patriarch 
Aleksy II. 
Photo by Y. 
Feklistov, 
Ogonek 
31—33 
(1992).
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