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Kunst, The War, 2017, pg. 7.

3 Entartete Kunst: The War against Modern Art in the Third Reich, 2017, pg. 15.

4 dobgstronmao, beoghgomobnéo, 2008, 33. 45.
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5 Miller, The Palitics, 1996, pg. 11.
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6 Giorio, La Scultura, Italies, #23, 2019, pg. 68.
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0bobo m130l (3060l Jogh v vl bs3ecbsbgzn, 0brogoo d6BmM3n 8gdmbgggzal Fgbsdedobs dmddywgdl. 0Bmmotgdymo
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GEORGIAN SCULPTURE IN THE SOVIET
PROPAGANDA ERA AND PARALLELS
WITH THE ARTS OF TOTALITARIAN
STATES IN THE CONTEXT OF NUDITY

Sopio Papinashvili

Keywords: art under the Soviet regime, sculpture in Nazi Germany, nudity in arts, the notion of nudity, socialist realism,
Georgian sculpture in the round, female nude in Georgian sculpture, male nude in totalitarianism

It is generally acknowledged that the sculpture in the round of 19"-century Europe was marked by modernist quests
and diverse artistic forms. Conversely, the modernist development of art in a number of countries was undermined
by totalitarian regimes committed to creating the phenomenon of the new man, a hero. This essay seeks to delve
into the stages in the development of the nude genre in the socialist era and the reasons behind setbacks in its
advancement, also shedding light on figures perpetuating Georgian propagandist ideas in the socialist realism
setting, and similarities and differences between Georgian sculpture and its ideology-driven counterparts from
Germany and ltaly. The essay analyzes the sociocultural and political environment in the arts under Soviet regime, a

~rom the 1920s-1930s onward, authoritarianism
== emerged as the most formidable organizing force in

certain European states, eventually to eclipse every
other institution. The state and every person were total-
ly subjected to one-party rule. Authoritarian governance
exhibited exceptional aversion to and intolerance toward
freethinking. Nazi, fascist, and communist ideologies
were in charge of one’s future, consciousness, and life.
Having infiltrated every household, authorities set out to
make sure that things are “as silent as the grave” by in-
ducing terror preceded by convincing official speeches
by the given countries’ leaders. Nazism viewed Hitler’s
podium as the Alpha and Omega of all things”. The com-
munist state, as we know, sprang up as a result of the
removal from power of Russian Emperor Nicholas Il and
the 1917 Revolution.

factor that had a major impact on the development of sculpture in the round.

In our modern times, the art in the era of totalitarian
states—alongside the analysis of its sociocultural set-
ting—comes across as an increasingly exciting research
subject. Firstly, we start by reviewing art-related pro-
cesses overseen by the communist regime and its crea-
tion, a new artistic style known as socialist realism. The
key mission of socialist realism was to carry out prop-
aganda and agitation among state institutions, as part
of which the ideas of the leaders were expected to be
articulated through art. Needless to say, this called for
changes in the contents of art. Thus, the modernist artis-
tic form became unacceptable as incapable of engaging
in propaganda among masses of working peasants. As
for the artistic form of socialist realism, it was limited
to realistic art techniques. In every historical period,
interaction between society, politics, and art builds on

1 To keep the audience on the edge of their seats, Hitler employed monologues, often repeating the same words and phrase to gain
total control over the listeners. At the same time, he also spoke about possible counterpoints, which he would not hesitate to quash
with his own arguments. Exerting influence over masses, this method convinced them that the dictator was in the right. He pledged
to retaliate any kind of resistance or opposition, including God Himself. He used the power of arts, referring to it as mystical, clearly
characterizing his understanding of mysticism and approach to arts.
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particular views. Hitler, the leader of another authoritar-
ian state, Germany, also developed his individual plan to
play politics and keep human beings at the lowest level
in their development. He required adoration, ovations,
and unconditional approval from masses. Those resisting
his ideas were executed or imprisoned. The unaccepta-
bility of freethinkers—incidentally, found in great num-
bers in the artistic/creative realm—became a norm. Hitler
labeled modernist artists as “degenerates,”” applying the
same term to their exhibitions as well.

The first signs of the adverse attitude toward mod-
ernist art were exhibited by the Association of German
Artists (Der Deutsche Kunstgesellschaft) in 1920. This or-
ganization incorporated those unanimously believing that
artists “perverted arts” in the modern era and claiming to
have been assigned the mission of reviving and saving
“pure German art.” Wilhelm Frick, who became Interior
Minister to Thuringia in 1927, appointed Schultze-Naum-
burg as an architect for the Nazi Party to replace Gropi-
us, the founder of the Bauhaus School.* Germany, one of
the prominent global hubs nourishing modern art, found
itself pressured by Nazi ideology, with German artists
turning into minions in the hands of the official political
course. Hitler surrounded himself with artists acceptable
to and favored by him, notably sculptors Arno Breker, Jo-
sef Thorak, and Adolf Wamper.

Under socialism in Georgia (the late 1920s), a variety
of politically controlled groupings were formed, including
(Sarma [The Assaciation of Artists for the Revolution]
and Revmasi [The Association of Georgian Revolutionary
Artists]). The propaganda of the socialist style insinuated
itself into the educational program of the Academy of
Fine Arts, consequently demanding a great deal of cour-
age from students wishing to exercise their right to free-
thinking and eager to voice their opinions. Given the cir-
cumstances above, the Georgian sculpture in the round
of that time showcases portraits to a greater extent than
the genres of abstract art or the nude. Even so, Georgian
sculptor lakob Nikoladze, in the 1930s, worked on plas-
tic forms of the human body, carving nude figures that
he technically refined using impressionist chiaroscuro.
Notahly, he remained within the boundaries of realistic
forms of expression just the same. Next to him, the stu-

dents of the Academy of Fine Arts sculpted various forms
of the human body, with references provided by art mod-
els. On the other hand, Nikoloz Kandelaki, who had just
returned to Georgia from Russia, trained young creatives
in monumental sculpting. One way or another, the nude
remained only a part of the overall educational process,
with no nude figures at all exhibited in public spaces in
the first half of the 20" century.

Socialist realism started showing reactionary traits
in the late 1930s to persist until the 1960s, when the pro-
cess of squashing the cult of personality gradually picked
up. In Georgia, promulgating the style of socialist real-
ism proved to be hard for every branch of art, especially
sculpture in the round. Subjectivity aside, sculpture in
the round, as a novel branch of art, required special sup-
port. Sculpture, by definition, lacks diverse genre char-
acteristics. Sculpture is themed around a human being.
And one of the first things that have been around since
the Paleolithic involves carving nude human bodies in
sculpture. But nude bodies seemed uninteresting and ir-
relevant to communist ideology, explaining why the nude
failed to develop as a genre. Still, nude representations
of certain parts of the body did take on an ideological
significance in the art of the Soviet period. For example,
the fagade of the IMELI (Marx—Engels—Lenin Institute)
building in Thilisi—the construction of which launched in
1934—featured human beings performing complex move-
ments on a relief frieze, these figures having been cre-
ated by sculptor Tamar Abakelia in the form of bas-re-
liefs. Each scene depicted workers and peasants at work.
Several figures were portrayed naked from the waist up,
a factor bolstering the political demand stipulating that
workers, working people are strong. The sculptural relief
of the body focused on carving muscular volumes, a task
carried out fuller in the nude. Soviet socialist realism
created a “new aesthetic” of human nudity full of bru-
tal force, while harmaonious, balanced aesthetical figures
sunk into the remotest oblivion of the past.

Nude female images were rare in Soviet reality. And
even those few actually depicted had to be acceptable
to the party or deliver one political message or anoth-
er. In the 1930s, Nazi socialism built on the idea of the
birth of new art and new man, in which a special role

2 In 1925, Paul Schultze-Naumburg wrote The ABC’s of the Bauhaus, followed by Art and Race in 1928, in which he wages war on
the modernist art and refers to it as “degenerate.” See Entartete Kunst: The War against Modern Art in the Third Reich, 2017, p. 17.
3 Entartete Kunst: The War against Modern Art in the Third Reich, 2017, p. 15.
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was reserved for a woman. Forging the so-called Ary-
an race and the notion of “the hero” introduced by the
communists actually matched, save slight alterations.
Unlike these two dictatorial systems, ltalian Fascism
maintained relative neutrality.

Nude female figures never broke through the bound-
aries of educational programs and artistic workshops.
Sculptural representations of women designated for
public spaces were assigned a new meaning by being
transformed into “heroic mothers.” As for Nazi Germa-
ny, nude female figures, though not rejected altogether,
brimmed over with ideology. Such were the representa-
tions of athletes at the Berlin Stadium (built in 1936-1945,
illustration 1), with the figures authored by Josef Thorak
and Arno Breker designed to celebrate the achievements
of Germans in sports competitions back in 1931. Depicted
in active movements, these dynamic monumental figures
went on to take a prominent spot in a public space, right
in the street. Two sculptural groups were created, one
representing women, and the other depicting men. The
female bodies are anatomically correct and well propor-
tioned, but the masculine force and energy on their faces
are a far cry from the aesthetics of a beautiful body, in
this way turning into cold and crude stone figures. The
unequivocal view of totalitarianism on art demanded
that it be intelligible to masses. A 1938 issue of Haken-
kreuzbanner, a German newspaper, features a phrase
arguing that people can embrace art that runs in their
(meaning German society) blood—true art is when even
an ordinary person can take it in®. Similar narratives were
disseminated by the Communist Party as well, with time
being the only difference—Hitler’s era was far behind the
period of communism, with ideology first put to use in
the communist system in the late 1920s while toughening
up in Germany as late as the mid-1930s. The Nazis tried
to develop German art in line with the criteria of beau-
ty acceptable to them. They believed that modernist art
was criminal in essence, driving a nail in German cul-
ture’s coffin and threatening to bring about the nation’s
spiritual degeneration.

As for the issue of installing propagandistic sculp-
tures in Georgia’s public places, the situation was
somewhat different, with nudity nowhere in sight in
the streets or squares, and half-naked figures found
only in the form of bas-reliefs or in wall sculptures in
the round: for example, the sculptural décor (illustration
2) by Valerian Topuridze and Shota Mikatadze on the
facade of Rustaveli Movie Theater (designed by Nikolai
Severov in 1939), on Rustaveli Avenue. The bodily forms
of the sculpted athletes in sportswear clearly show that
the male’s shirt is unbuttoned to reveal his chest with
healthy, muscular lineaments. As for the female, she
is standing at ease, dressed in sweatpants and a tight
top. The Stadium of the Marbles in Rome, Italy was also
adorned with naked sculptures in the round. Mussolini’s
role in selecting themes for sculptures is unmistakable.
The stadium’s construction started in the 1920s to con-
clude with an opening ceremony in 1932.5 The stadium is
adorned with monumental sculptures of naked male ath-
letes towering at 6 meters in height (illustration 3). These
figures were important to Mussolini’s fascist ideology in
that they promoted an athletic lifestyle and hinted at the
superiority of physically strong people. These massive,
monumental figures assumed the function of the given
setting’s main organizer. Approaching them instills a
sense of vulnerability and smallness in people and belit-
tles them morally. And this was the main purpose of such
monumental sculptures—enabling cold and crude stone
and its brutality to govern society.

The 20" century was a period marked by technologi-
cal, scientific, and artistic richness and diversity. Surpris-
ingly, however, it was amid this wealth and freedom that
totalitarianism burst forth, eventually devaluating these
achievements and, most regrettably, depriving people of
their universal right to freedom. Modern art, by nature,
stands for expressing free will and individual sensations,
emotions, and perceptions. This diversity and ample op-
portunity made up the main target standing in the way of
totalitarianism.® Propaganda has always been successful
among masses—people always seem to obediently turn

4 Miller, J. A. The Politics of Nazi Art: The Portrayal of Women in Nazi Painting, 1996, pp. 11.
5 Giorio, Maria Beatrice. “La Scultura Fascista Di Soggetto Sportivo Tra Bellezza e Propaganda Ideologica.” Italies, no. 23, 2019, pp.

68.

6 Authoritarianism does not need an individual. Instead, it needs a mob, a crowd, because an individual is isolated from masses
and arrives at certain conclusions using his own capacities. Individuals unable to distance themselves from ideas dictated by a
crowd, to voice their own opinions, if any, and thus draw the attention of others become one with mob psychology, easily embracing
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into a crowd. “The crowd is always dominated by consid-
erations of which it is unconscious—The disappearance
of brain activity and the predominance of medullar ac-
tivity—The lowering of the intelligence and the complete
transformation of the sentiments—The transformed sen-
timents may be better or worse than those of the indi-
viduals of which the crowd is composed—A crowd is as
gasily heroic as criminal.”’

Nazism was decisively defeated in World War I,
giving way to the reinvigorated Soviet Union, with the
demands of socialist realism remaining unchanged in
Soviet art. After Stalin’s death, however, the ideological
pressure on artists somewhat slackened off. In the 1950s,
individualistic aspirations flourished in Georgian art,
eventually to have a positive impact on sculpture, with
figures more or less breaking loose from their shackles,
and the thematic scope of relevant works expanding. The
figures or sculptural compositions bearing the signs of
the nude genre were exhibited in public spaces for the
first time in the 1960s, with relevant monumental piec-
es appearing along the shores of coastal cities. Some of
the noteworthy examples among them include The Sea®
by Giorgi Ochiauri (bronze, 1968, Bichvinta share, illustra-
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