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CHAPTER TWO: CULTURAL RELATIONS;
CHARACTERISTICS AND GOALS

The Soviet approach toward culture and cultural ties with other coun-
tries stems from a deep faith in the omnipotent powers of culture, the
first of which is the ability “to transform the world:”

“Culture is the Aladdin’s lamp that transforms the world. Being the sum
total of the immortal treasures of mankind, human thoughts and deeds,
culture helps mold man’s inner self, providing the impetus to transform the
world.”!

More specifically, Soviet culture aims at the “revolutionary transforma-
tion of the world,”2 whose final output will be a new type of man:

“The supreme task of Soviet culture is the creation of a new man—the
active constructor of communism, a collectivist, internationalist and fighter
for the implementation of the communist ideas.”?

It is obvious that Moscow considers culture to be mainly a manipulative
instrument of indoctrinational and propagandistic character, aimed at the
ideological molding of the new man. Therefore, it was only natural that in the
CPSU Central Committee report to the 25th CPSU Congress, questions of
artistic culture were discussed in the section dealing with the party ideclogical
and educational activities. Thus, once again, the Party’s highest organ con-
firmed the tradition, which is a part of Lenin’s heritage, namely, to analyze
questions of culture and art as a component part of the general party work,
clearly related to the party’s comprehensive ideological activity.

It was in his work “What Is To Be Done,” that Lenin for the first time
connected the development of the Russian democratic socialist ideology and
the achievements of 19th-century Russian literature.*

The theory advocating the unity of the tasks of arts and socialist
ideology and the unity of the aims of artistic creativity and party ideological
activity was turther elaborated in Lenin’s work “Party Organization and Party
Literature,” published in the course of the 1905 Revolution:

“‘Literature . . . cannot, in fact, be an individual undertaking, independ-
ent of the common cause of the proletariat. Down with nonpartisan writers!
Down with literary supermen! Literature must become a part of the common
cause of the proletariat, ‘a cog and a screw’ of the single great Social-Demo-
cratic mechanism, set in motion by the entire politically-conscious vanguard
of the entire working class. Literature must become a component of the
organized, planned and integrated Social-Democratic party work.”?

Finally, Lenin related the success of communism to its ability to
achieve a complete upheaval in the cultural development of the masses.®

The Leninist theory of the unity of cultural and ideological activity was
further developed after the October Revolution. Numerous CPSU documents,
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decrees, resolutions and instructions claborated the conduct of cultural
activity, up to a point at which communist ideology and Soviet art became
+wo identical components of the USSR propaganda apparatus.

A recent Soviet study on art and ideology’ attempts a scientific expla-
nation of this phenomenon. According to this study, there are four basic laws
which determine and govern the development and functioning of both ideol-
ogy and art:

(A) Both ideology and art reflect a determined social basis and consti-
tute parts of a certain web of social relations. Both depend on social history
and are determined by it.

(B) Their dependence on the social basis is indirect, and consists of
several separate links. Thus, both preserve a measure of relative independence
in comparison with other elements which depend on the social basis.

(C) Both ideology and art strive to influence personality and mold
human consciousness, attitudes, outlooks, principles and images of truth and
fallacy, good and bad, beautiful and ugly, etc. Under certain conditions, they
both are capable of influencing social relations, thus turning into a material
force, possessing a mobilizing effect over people’s behavior.

(D) The content and tendency of both art and ideology is determined
not only by the subjective intentions and wishes of their creators, but also by
objective class interests, social groups, parties, and other factors, which
influence their contents.

«The fact that the artist’s personality and character are usually the
source of his creativity, should not mislead us to the false conclusion that his
art is ‘independent,’ ‘pure, or ‘void of any social contents.” The source of the
artist’s creative personality is to be found in the area of his social life, and is
determined by it. . . . Art and politics cannot be separated . . . an abstractive

approach toward phenomena is out of the question. . . . The artists . .. find
the authentic meaning of their creativity in relying on the policy which
reflects the vital needs and interests of their people and time.”8

Reliance on party policy and reflecting the needs and interests of the
people is only one side of the coin, or shall we say the first step. What follows
is even more important. Since art reflects both the dominant social ideology
and outlook, it is obvious that the artist’s social, political and ethical values
are by-products of this ideology. The inevitable conclusion is once again
proudly voiced by Soviet sources: “Ast turns into an extension of ideology
and into one of ideology’s means of influence.”? Thus, in the words of
Brezhnev “the ideological charge of art is the main criterion for assessing its

social significance. . . . Art is an acute sector of the ideological struggle.” 1V
Let us carry this one step further. If art is so important as a means of
ideological influence, then its importance as an object of ideological influence
is an equally important factor. Furthermore, influencing art is a precondition
of turning it into an ideclogy extension or agent. It was Lenin’s opinion that
every political regime tries to influence the creativity of its artists. Without
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going into specifics and describing how this is done in the socialist regime, he
stressed that the capitalists “convince, bribe and buy artists in order to mwmunw-
cate public opinion favorable to the bourgeoise.”t?

In the USSR the process of “influencing art” follows a somewhat dif-
ferent pattern of conditioning the artist and controlling his work, which will
be explained later on. ,

. We have already pointed out the unusual importance attributed to art
in the USSR. We have also stressed that this importance springs from a dee
Tmmn.m in the ideological and indoctrinational functions of art which the noEMw
munist regime seems to possess. That regime expects art to influence the
society’s system of political, social and ethical attitudes, to reinforce (or
negate) a certain social regime, to install certain moral principles nw solve
moral problems—in short—to penetrate all areas of human &.ovamrn and
become a major instrument of ideological influence,!2

What follows is that art is viewed not only as an extension of ideolog
but as its integral part: =
, “Socialist art is based on Marxism-Leninism and consolidates it. The
Eﬁ.nmwwﬁm. aims and tasks of the Marxist-Leninist ideology and socialist m.ﬁ are
united, inseparable, and exist in total harmony.”13
. Another basic characteristic of Soviet art is its relation to current polit-
ical, social and economic developments. It is the Soviet opinion that art will
not attract enough attention and generate sufficient influence if it is void of
any actual meaning and connection with specific and current developments:

. .:Oosgnnm tasks of socialist and communist construction in a given
historic moment . . . actual problems . . . give a special actuality to one or
another aspect of CPSU cultural policy.”14

. It seems that Soviet art possesses two different components. One is
semi-stable and unchangeable (Marxist-Leninist ideology), the other dynamic
and subjected to changes in current policy, party interests and goals at a given
moment {actual connection with current affairs and developments). H.rnmmamn
component preserves the ideological purity of Soviet art, while the second
subjects it to current party policy on the internal and international scenes
The propaganda value of art is clear, and the USSR regime stresses &mmas‘
usually the artists as “fighters on the party’s ideological front » nwm i wm
“propagandists.” e

. ﬁ.nmowmbmwﬂm, artists, writers, painters, musicians . . . as well as radio and
television workers, are active fighters on the ideological front, passionate and
insatiable propagandists of Communist ideas.”15 '’ -

;.‘ . .1:% are required to foster the principles of Soviet patriotism and
proletarian internationalism.”16
. A simple conclusion is inevitable. If art is to preserve its ideological
purity, serve current party needs and promote party interests—then art be-
comes 00 important to leave it to the artists! Subsequently, it is the CPSU
that guides and instructs USSR art. Again, it was Lenin who Wn% determined
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that the development of artistic culture is a msacmiwannmmw totally and sys-
tematically guided and led by the Communist Party.” u

The party guidance and control of Soviet art takes place on severa
levels. The first level is the personal one, namely, the personal indoctrination

and preparation of Soviet artists.
A. Individual preparation of artists

We have already established that Soviet artists are considered ,meﬂwmﬂ
gandists 7 and ‘“soldiers on the ideological .mﬁo:ﬁ.:.én.fﬁo &Mo ,MS\Mm M&
that they are expected to perform several Smcnﬁstﬁws& and educa io
tasks whose implementation will facilitate the promotion of various party
interests and is thought to be their duty: .

“Soviet writers, cinematographers, musicians, painters w:& artists ch.ﬁ
see the implementation of the tasks set by the .Ouuwc wamﬁwﬁh duty and obli-
gation and as a reflection of our society’s intrinsic rmé. o

A logical precondition of this is the ability of the party to prepare an
mobilize the Soviet artists for implementing the tasks set by the party, or in
Brezhnev’s words—the ability of the party to educate Soviet writers E.um
artists . . . and help them to work with greater confidence and convic-

Numerous party resolutions and decisions mwm& éwﬂ.r.}w subject Mm
properly preparing the Soviet artists for implementing mvwz important tas mw
One of these documents is the CPSU Central Committee Resolution o
December 1976 “On Work With Young People In The Arts.” )

The Resolution’s adoption followed the guidelines of the 25th CPSU
Congress. It concerns young writers, artists, nogmomoﬁ, wsm éoawanm MM; &Mo
stage, screen and television, and outlines the reorganization of t mrﬁ orts,
activities and experience of many organizations and @mwm.ﬁaoim respon-
sible for developing a worthy artistic generation ” into a single no.can%éao
system of searching out, scouting, supporting and encouraging young
talents.?0 . N

“Searching out,” “scouting,” “supporting and encouraging”’ is only the
first stage of Soviet artists’ preparation. It can safely be mmmsg,m& 13; vnwowm
being discovered, they were subjected to the same amount of wm:mﬁww ,b..sn,
propaganda to which every USSR citizen is subjected. N.wxﬁ &m ?ovwcrﬁ.:\p
artist has been “discovered” the intensity of his subjection to W&onﬁwnumoz
sharply increases. It actually is this stage of intensive morﬁn& indoctrination
that is considered by the party as “the beginning of its guldance”: . .

“The Leninist party guidance of artistic creativity is found first of all in
the methods of indoctrination and ideological education.”?! .

In mummn&nmu this means that @«Dm@@ﬁ&«.m artists mwnvm more time than
regular citizens in the various Marxist-Leninist circles and schools, party
courses and other similar indoctrinational establishments.

22

Following the initial stage of political indoctrination, the artist’s
creativity must be developed in the “fruitful direction.” This is done by
“drawing the artists in the very center of social life and inspiring them with
the noble goal of serving the people and the revolutionary transformation of
the world . . . according to the principles of socialist realism, partiinost and
narodnost of arts,”22

It is only after the completion of his ideological education, as well as
the publication of some of his works, that the artist or writer is allowed to
join a creative union. This is an act which affords him the assurance that his
works will be published—or that he will be allowed to perform—the pleasant
security of a steady and sizable income and, on the other hand, the know-

ledge that from now on party guidance and supervision of his work will have
an institutional nature.

B. Creative Unions

Creative unions were formed relatively late in the USSR—about fifteen
years after the Revolution. The delay of their formation, which was probably
dictated by a suspicious and cautious approach of the Communist Party
leadership, was nevertheless explained in lofty ideological terms:

“The founding of the USSR creative unions . . . was dictated by the
course of historic developments organically connected with profound trans-
formations in the class structure of Soviet society and with the new condi-
tions and perspectives created in the beginning of the *30s, namely, the liqui-
dation of the exploiting classes and the development of socialist construc-
tion, a part of which the cultural revolution was . . 723

The Central Committee decree of April 24, 1932, which founded the
creative unions, did not make any secret of their main goal:

“The USSR creative unions are voluntary and deeply democratic unions
of the artistic intelligentsia, created on the basis of collectivism and respect
for the creative individuality, broad initiative and artistic performance. . .
They influence directly the literary-artistic process and guide its results in the
spirit of Lenin’s teachings, communist partiinost and narodnost of art.”2%

The creative unions of USSR artists are the organizational links
between the party and the artists. Their leaders, although artists themselves,
are usually members or candidate members of the CPSU Central Committee
(as for instance Georgiy Markov, chairman of USSR Writers Union), and thus
serve as a direct channel between the CPSU Central Committee Propaganda
Department and the artists. )

While the indoctrination and political education of USSR artists con-
tinue within the unions,?> this is usually considered a secondary task. Their
major goal is “to cause a uniformity between the basic interests of the people

and the artist’s interests, so that the artist’s works turn into a reflection of
Soviet life and lofty communist ideas.””20
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The same idea in simple terms means that it is the unions that are in
charge of conveying the party message tO the artists. It is the creative unions
that clarify what the specific party goals at a given moment are and what can
be done by the artist for the promotion of these goals. Furthermore, it is the
creative unions that are held responsible by the party for the ideological
purity and theoretical soundness of the artists’ works and performance. This
of course turns the unions into a supervisor of the political value of their
members’ creativity, or in their own words:

«The character of the developed socialist society and the tasks of com-
munist construction determine the main directions of the artistic intelli-
gentsia unions’ work: they pay daily attention to the creative prob-
lems of literary and artistic development, increase the ideological and theoret-
ical level of literature and the arts, improve the professional mastery of their
members and develop in them a sense of nmmmcsmwgw@ toward society,
strengthening the cooperation between the creative unions and the produc-
tion collectives.”?’

Lmportant as they are, ideological purity, topical character and coinci-
dence with party goals and interests (all of which are the realm of the artist’s
political indoctrination and “creative supervision” by the unions), are mean-
ingless unless the artists’ performance and works are skillfully and properly
disseminated. In other words, the dissemination of Soviet culture is as im-
portant as its contents, for it is the broad international audiences that form
the vast field of Soviet cultural propaganda activities. Hence the unusual
importance of cultural relations, their scope, direction and intensity, as con-
ceived by the CPSU.

There is no other country which attributes greater importance to inter-
national cultural relations than the USSR. There is no other country which
assigns specific operational tasks to its cultural contacts. Subsequently,
there is no other country whose international cultural contacts display such
scope, intensity and purposefulness, as USSR cultural relations. As proudly
admitted by the USSR:

“The Soviet Union undoubtedly leads the world in the scale and scope
of its cultural exchanges. This is no coincidence: one of the most important
principles of the Soviet state’s cultural policies has always been to encourage
and support cultural exchange between countries and nations. . .. It is our
belief that cultural exchange between nations is important for the creation of
the new society’s culture.”28

There are three major characteristics of USSR cultural contacts: (A)
their scope, (B) their variety, and (C) their purposefulness.

A. Scope

The scope of the USSR cultural relations is so immense that sometimes
it scems impossible to grasp the full size of this unusual enterprise. The
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numbers speak for themselves: The scope of USSR cultural contacts increased
2.5 times in the period between 1965-1975.2% In some specific (but not
specified) areas they increased 34 times.30
In 1972, the USSR Ministry of Culture alone arranged trips abroad
for 167 art companies and groups, 150 experts in the cultural field to work
on long-term contracts, and more than 700 prominent cultural workers for
meetings with their colleagues. More than 130 Soviet exhibitions were held
abroad.”31
“In 1973 the USSR maintained cultural contacts with 118 countries
and had agreements on cultural cooperation with seventy.”32
‘ Additional information reveals that during the same year the USSR
printed books and booklets in fiftysix foreign languages (other than the
languages of the USSR peoples).33
. In 1975 one hundred eighty Soviet artistic groups visited foreign coun-
tries, and 300 soloists travelled abroad.?* During the same year the number
of USSR cultural agreements with foreign countries reached cighty-three,3
while 40,000 Soviet cultural workers, artists, science and education 20&%3
were involved in cultural exchange with other countries.3®

Somewhat different figures were cited by Brezhnev in the CPSU Central
Committee report to the 25th CPSU Congress: |
. “During the last five years the cultural contacts with foreign countries
increased fifty percent. Each year the USSR sends abroad 200 art collectives
and 20,000 cultural workers. Seventy-five exhibitions are sent abroad annu-
ally. Today the USSR maintains cultural relations with 120 countries and has
cultural agreements with cighty-three.3’

The All-Union Copyright Agency, founded in the USSR in 1973, coop-
erates today with 650 firms, societies and publishers in seventy nomnﬁw@m.
The agency has concluded over 9,000 contracts to publish abroad more than
10,000 works of Soviet writers and works of foreign writers in the USSR.
Today up to 2,500 works by Soviet authors are being published annually
Mvuww&. The All-Union Amalgamation Mezhdunarodnaya kwniga maintains
UMMMMMM“%WWSEM with one thousand foreign firms and organizations in 133

Radio Moscow summarized all this in one simple sentence:

“The Soviet Union maintains cultural relations with all countries of the
world. .. .39

There is no doubt that these really impressive numbers speak for them- -
mm?m.w. They testify to the tremendous importance attributed to cultural
relations by the USSR. Yet, Moscow is not satisfied, and specifies two major
complaints. The first one is: the world does not understand us. . !

“In speaking about the ‘free exchange of people and ideas,” Western
mwo.mwmw:@v tries to misrepresent the principles and practice of the Soviet
Union’s cultural cooperation with other countries. We shall not delve into the
reasons for such conduct. It could be partially due to ignorance and partly to
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deliberate attempts and actions to distort the fundamental positions of the
Soviet Union so as to prevent cultural contacts between the mmomwn.:ac

Only a few sentences further on it is revealed by the same source that
the USSR itself considers its cultural contacts a part of its international
propaganda:

“The USSR is for sincere and free cultural exchange based on respect
for human dignity, but it is opposed to diktat and pressure. The Soviet Union
has always maintained this clear and consistent position in its relations with
all countrics and states. It has never forced anything on other peoples. Its
propaganda is geared solely to spreading information about the worthy values
of socialist culture and the Soviet state’s peaceloving mcﬁn%.:ﬁ

Later on, when dwelling upon the purposefulness of USSR cultural
celations we shall quote several Soviet sources which openly specify a long
list of clearly defined operational goals which USSR cultural propaganda is
expected to achieve. While “spreading information about the worthy values
of socialist culture and USSR’s peace-loving policy” is most certainly one of
them, it by no means is the only or even the most important task of Soviet
cultural contacts with other countries. Therefore it seems to us that the
USSR attempt to base its complaint “the West misunderstands us ” on the
claim that “we only spread information” is somewhat unconvincing.

The second major complaint of the USSR revolves around the scope of
its cultural contacts. Despite the fact that all Soviet sources stress that the
USSR leads the world in everything connected with the scope of its interna-
tional cultural contacts, still, a frequent complaint voiced by Soviet sources
is that the West intentionally hinders cultural contacts with the USSR, A
rather long, but very representative quotation from a Soviet broadcast to
North America will aptly illustrate this Soviet complaint:

“Now in earlier broadcasts 1 have described the many books of Ameri-
can authors which the Soviet public can read, the many American films it can
see and the other achicvements of American culture that Soviet people arc
given a chance to learn about. I have also described the cultural blockade
which the United States imposes on everything Soviet. I have travelled
recently in your country and again I found no big bookstore that carries the
books of Soviet authors translated into English. Nowhere did 1 see Soviet
films showing, not even films that have won international prizes or even an
Oscar.

“So what has changed in the practices of the American authorities in
the area of cultural exchange since the President of the United States signed
the Helsinki decisions? Have Americans more opportunities than before to
learn about Soviet culture? Obviously not. The American authorities still
make it difficult for the public to read Soviet books or to sce Soviet movies
or stage productions. But cultural exchange too must be a two-way

street.”42

Other Soviet sources complained that the West publishes fewer books by
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Soviet writers than the USSR would like to see, and that the reason for this is
not because the public does not want to read them, but because the pub-
lishers are afraid of their ideas.*> Another complaint was voiced after a Soviet
writer could not find a Soviet show on Broadway . . .44

Despite the fact that some of these complaints seem ridiculous, one
should not overlook their significance. They demonstrate the importance of
USSR cultural relations as an integral part of the USSR propaganda machine.
They manifest USSR desire to expand its cultural contacts, and thus to
enlarge the size of its foreign audiences, something which will improve the
chances of USSR cultural propaganda influencing as many people as possible,

lowering their absorption screens, and opening the way for USSR operational
propaganda. .

B. Variety

The second major characteristic of USSR cultural relations is their tre-
mendous diversity. There is no aspect of culture and art that has not been
utilized by the USSR for purposes of international contacts—and subse-
quently—international propaganda. The list is almost inexhaustible. It
includes diverse contacts in the area of art, sports, education, science, litera-
ture, public health, radio, television, architecture, publishing, .,.oclms:,usm SO
mozm‘?.ﬁm:m of thousands of Soviet scientists and “cultural workers” —artists,
musicians, painters, writers, cinematographers, researchers, educationalists
medical workers, journalists and sportsmen take part in them. Yet, this w%
only a part of the general picture. Large and complex undertakings as the
organization of “Days of Soviet Culture,” drama and music festivals, “Weeks
of Friendship,” etc.,are combined with direct cooperation between analogous
cultural institutions, exchange of delegations and many other similar forms of
cultural interaction. Nothing is left to chance, and by careful and scientific
planning, every conceivable area of human cultural interest is covered and
utilized by Moscow.

An example should help us to clarify this point. USSR impregnational
propaganda consists of not only “established” branches of art, such as
theater, literature etc., but also of . . . puppet-theater. In 1975 Sergey
Obraztsov’s puppet-theater visited the Federal Republic of Germany. Here is
how Obraztsov himself describes the audience’s reaction to the puppets’
performance:

~ “This was not just a theatrical success. It was also a political one. For
two hours the hearts of Russians and Germans beat as one.”*5

Obraztsov provides also the psychological analysis of that phenomenon:

“What was all this? Why was it that in West Berlin our shows should
suddenly evoke additional feelings in the audience? Simply because the con-
ditioned reflex “Russians are enemies” is still consciously cultivated in mO:.wn
quarters in the West, is still deliberately impressed upon people by certain
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circles. And when, during our performances, this reflex vanishes and Wc,mmww:m
are regarded as friends, everyone is overjoyed. Inevitably so. Nowhere in nr.m
world is there a people that can possibly want war. Mothers do not want &x.w:
children to cry in terror. Wives do not want to become widows . . : In official
parlance all this is referred to as ‘cultural contacts.” But for me it is far more.
Tt is an inspiring battle for friendship. Face to face...”

In case you have forgotten: we are talking about puppet-theater .. .

Let us give another example. Within several weeks in 1975, the opera
and ballet of the Bolshoy Theater performed in the United States, the Lenin-
grad Kirov Theater in Sweden, the People’s Dancers Ensemble in Japan, and
the Beryozka Ensemble in Canada. “Days of Soviet Culture” were celebrated
in Dortmund (PRG) and weeks of Soviet culture in Belgium, Italy, Holland,
and Finland.

So much for the diversity (and scope) of Soviet impregnational propa-
ganda. Let us turn now to its most important characteristic, namely its pur-

posefulness.
C. Purposefulness

We consider this characteristic of Soviet cultural contacts as the most
important one because of a simple reason: the differences between the Cmm.ﬁ
and other countries in the conduct of their cultural contacts are in three main
areas: scope, diversity and purposefulness. While the differences of scope and
diversity are differences of degree, the purposefulness of Soviet cultural con-
tacts is an exclusive feature not possessed by other countries’ cultural relations
(outside the Soviet bloc).

The purposefulness of Soviet cultural relations stems from the deep
conviction that “art and politics intertwine and exist in complete unity.”
Subsequently, art can be utilized to promote political goals. In the words
of Brezhnev: .

The main thing that strengthens us and that turns our position in
the ideological struggle into an offensive one is the great truth about
our country’s historic development . .. our socialist system, communist
construction and ideals.

This truth must be brought and made accessible to hundreds of
millions of people, including people in foreign countries. It is in this
area that art can do much, together with propaganda, social sciences

and u.oﬁa:mmm:fﬁ

It is obvious that Moscow does not believe in cultural relations for cul-
ture’s sake. Their basic goal is to soften the absorption screen of the audiences
and facilitate the penctration of the operational propaganda. In Moscow’s
own words:
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“Art and cultural relations arc expected to influence the audience’s
mind, to direct it in a certain direction.”*9

In an even simpler formulation by Lenin:

““Art has not only to herald the morning of the coming day, but also to
work for its speedy advent . . .50

So much for general formulations. Let us turn now to the specific tasks
of Soviet art on the international scene.

1. Popularizing the Soviet way of life

We intend to describe several tasks or purposes of the international
cultural contacts, as conducted by the USSR. While almost all of them
were defined on different occasions as “the most important one,” it was
Brezhnev himself who clevated the popularization of the Soviet way of life to
this status:

“The most important social function of Soviet art abroad is that in the
conditions of the contemporary ideological struggle, Soviet art acts on the
international arena, first of all as a propagandist of the quality new socialist
way of life. A great, noble and internationalist duty of the Soviet creative
intelligentsia is to disseminate Soviet ideas by artistic means and thus to ac-
quire more and more allies for the side of socialism.”>1

It is hot just a simple presentation of the Soviet way of life that Sovict
artists-progandists are required to perform. The party expects them to empha-
size the advantages of socialism and prove its superiority over any other way
of life:

“Soviet art eloquently demonstrates the spiritual contents of the so-
cialist way of life and has an indisputable propagandist significance on the
international scene . . . Armed with Marxist-Leninist ideology, scientific-
materialistic theory and the progressive methods of socialist realism, Soviet
art embodies the lofty spiritual and moral values of socialist life and actively
facilitates the international recognition of the advantages of the Soviet way of
life over life in the capitalist society .. .1t demonstrates the best characteris-
tics of socialist life: freedom from economic exploitation, freedom from
political, national, spiritual and other aggressions, full social equality, collec-
tivism and democracy.”%2

This is only the first stage. The same source goes on and prescribes the
specific aspects of socialist life which are to be glorified by Soviet art. It
must liberate the social consciousness of its Western audiences from the rem-
nants of the “Cold War” period, discredit the myths of bourgeois ideclogy
about the “aggressive essence of the Soviet regime,” “conservative spiritual life
in the USSR,” “Russification of national cultures” etc.53

A successful performance of a Soviet ethnic group ensemble is con-
sidered both a proof of the existence of various national cultures in the USSR

(hence no Russification), and an appropriate manifestation of the superiority
of the Soviet way of life:
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“After performances of Soviet artists from Avzerbaidzhan in France, the
audience said: ‘now nobody can claim that national culture and art in the
Soviet republics deteriorate.’ This is the best propaganda of the Soviet way of
life.”54

Presentation of the positive aspects of the socialist way of life is only a
part of Soviet art’s tasks. That presentation must be accompanied by an
active attempt to influence the audience’s thinking and direct it to a prede-
termined track.

“Our art must influence the spiritual life of other peoples by demon-
strating to them the great and historic justice of socialism.”??

From here the distance to specific operational goals is rather short:

“Soviet art . . . attracts the audience’s attention, enriches its political
and artistic values and thus performs the historic mission of educating people
in active and creative attitudes toward life and the transformation of life on a
communist basis.”5®

All this is only one of Soviet art’s tasks. Still, it is the basis of all other
tasks, or rather their common denominator. In all other tasks which are to be
described, we shall always return to the basic function of “demonstrating the
great and historic justice of the Soviet way of life,”~which is the ABC of
USSR cultural relations with foreign countries.

Since Soviet foreign propaganda invariably identifies peace and social-
ism (in other words—the struggle for peace will continue as long as there are
non-socialist regimes), it is obvious that popularizing the Soviet way of life
leads to the second task of Soviet cultural relations, namely:

2. Promoting peace and good neighborly relations

It was again Brezhnev who said that:

“Cultural cooperation . . . promotes mutual spiritual enrichment of the
peoples, greater confidence between them and the ideas of peace and good-
neighborliness.”7

Promoting peace is often described as the sole purpose of conducting
international cultural relations:

“Cultural ties form a special type of international relations, shaping
world public opinion and creating a definite psychological climate among the
peoples.””>8

What follows is that the USSR has no selfish goals or intentions while
conducting international cultural relations, but only a desire to promote the
progress of mankind, and ensure peace throughout the world.>? Furthermore,
USSR leaders believe that Soviet art influences the art of other countries in
the same direction. In the words of Suslov:

“Soviet art, which is the vanguard of today’s progressive culture, em-
bodies forwardlooking ideals and serves peace and international friendship.
The international prestige of Soviet art and its influence on world artistic
developments increases with every year,”60
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Soviet sources explain that “culture can be used both for good and evil
mcmmOmmm‘:S Naturally, USSR cultural workers are on the side of the good,
serving progress and socialism and inspiring people to harness the forces of
nature in developing the new society. In short, Soviet artists are active
fighters for international peace and progress:

“Today a person in the arts and sciences must be an active fighter with
a keen sense of social and moral responsibility not only for his work, but also
in doing what he can to make the world a better place to live in, a world that
would rule out wars, ensure freedom and independence for the peoples, hap-
piness and jobs for the working people, harmonious development, human
dignity and a bright future for all toilers. People working in the sphere of
culture should fight actively and selflessly for peace and not beg for it. In this
way they will add their voice to those fighting for social justice, freedom and
well-being of the people.”62

The task of “promoting peace and good neighborly relations” devel-
oped in recent years and acquired a new aspect, namely:

3. Promoting detente

The USSR considers art not only an integral part of detente, but also an
instrument for strengthening detente and turning it into an irreversible pro-
cess. That belief was incorporated in the Helsinki Conference Final Act, and
many Soviet articles comment on the subject of detente and cultural rela-
tions. Yet, simultaneously, Soviet art is called upon to participate actively in
the ideological struggle in the international arena:

“Soviet culture is called upon to play a most important role in the
struggle of two ideologies . . . The strengthening of the positions of socialist
culture in the international arena and its influence over turning detente into
an irreversible process depend on our correct orientation in the contemporary
situation and finding new and effective ways of utilizing the newly developed
possibilities of our activity in the ideological struggle.

“We Marxists have no doubt that our striving to prevent the danger of
military conflict, as well as our willingness to cooperate with all states in the
area of economics and culture do not obliterate the principled and class dif-
ferences of ideclogies and social systems. Detente does not mean ideological
disarmament. The sharpness and intensity of the ideological struggle do not
decline, but on the contrary, constantly increase.”63

There is a strange paradox here. The USSR admits that it is interested in
detente and that art has an important role in turning detente into an irrevers-
ible process. Yet it is invariably stressed that detente does not mean ending
the ideological struggle. On the contrary, art is called upon to contribute to
the intensification of this struggle. Thus, Soviet artists are simultaneously
called upon to both strengthen detente and sharpen the ideological struggle.

It seems that the two tasks are somewhat contradictory and perhaps even
mutually exclusive.
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