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ABSTRACT

The purpose of the research paper is to analyze poster art as a tool for imposing
communist ideologemes in Soviet and Polish societies during the period of late Stalinism, to
identify the paradigm of Totalitarianism in the subject matter of posters, as well as the ways of
its conveying through form and content, and to show the similarities and differences in the
semantic and artistic tendencies of poster art of both countries.

The scientific novelty is in the comparative analysis of the subject matter and content of
Soviet and Polish political posters during the period of late Stalinism (the mid-1940s - the
first half of the 1950s) in terms of their use by the ruling regimes as tools of totalitarian
propaganda.

Conclusions. During the post-war period, Stalin regime actively continued to use the
poster as an important means of communist propaganda in order to create specific ‘memory
markers’ in the mass consciousness of the population. The poster played not only the role of a
channel for conveying information, but also influenced the mental, emotional, and behavioral
state of a person living under the pressure of the totalitarian system.

The poster art of both states was under the absolute control of the Party and the
government, its content and subject matter were determined by official documents. The
visualization of slogans and images officially permitted by the authorities, enhanced by the
appropriate color scheme, was intended to create a myth about the exceptional importance of
the Party’s policy and to promote the implementation of Communism ideology in the mass
consciousness.

A characteristic feature of a totalitarian system is the presence of a cult of the leader, who
personifies the state, nation, and progress and is a sacred value for society. By means of poster
art, the majestic, even monumental, image of ]. Stalin was deliberately imposed on the
population of the USSR in order to legitimize his stay in power. Unlike the USSR, in communist
Poland, the cult of the leader was not developed significantly, which, accordingly, was
reflected in poster art, although Polish artists were also forced to work in the framework of
the artistic method of socialist realism imposed on them by Stalin’s regime.

One of the main subject matters of the USSR and Poland’s political posters during the Cold
War period was the struggle for peace and criticism of the aggressive policy of the
‘imperialists,’ primarily the USA. The image of the ‘other’ (enemy) visualized in the communist
poster contributed to the establishment in the public consciousness of a matrix of perception
of the outside world in a bipolar coordinate system, at the opposite pole of which was absolute
evil, which posed a potential threat to the existence of the socialist bloc.
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AHOTALIA

Mema cmammi - npoaHaJi3yBaTH IJIAaKaTHE MHUCTELTBO K IHCTPYMEHT Haca/KeHHH
KOMYHICTUYHUX ile0/i0reM Y paJssHCbKOMY Ta II0JIbCbKOMY CYCHiJIbCTBaX IepioAy Mi3HbOIO
CTaJTiHi3My; BUOKPEMUTH MapaJUrMy TOTAJTITAPHOIO ¥ TEMaTHIi IJIAKATIB, @ TAKOX CIIOCO6Ax
if TpaHcaALii yepe3 ¢popMy i 3MicT; MOKA3aTH CHijJibHE TA BiAMiHHE Yy CMUCJIOBHX i Xy/JOXHiX
TEeH/IeHIIiSIX IIJIAKaTHOTO MUCTEL[TBA 060X JlepKaB.

Haykoea HO8U3HA T10J1ATa€ y MOPIBHAJBHOMY aHaJli3l TeMaTHUKU Ta 3MIiCTY paJsHCbKUX i
MOJIbCHKHUX MOJIITUYHHUX IJIAKATIB MepioAy Mi3HbOro crasiiHiamy (cepenuHu 1940-x - mepia
nosoBuHa 1950-x pOKiB) 3 TOYKM 30py BHUKOPHUCTAHHS IX MNPABJISYUMH DPEXUMAMHU K
IHCTpYMEeHTIB TOTaJliTapHOI ponara”Hy.

BuchHoeku. IloBoeHHMI TIepiof CTaJiHCBKHM pEeXUM MNPOJAOBXKYBaB aKTUBHO
BUKOPHUCTOBYBAaTH IIAKAT $K BAXKJIMBHHM 3aci6 KOMyHICTHUYHOI NpomaraHjd 3 METOI0
CTBOpPEHHS MEeBHUX «MapKepiB MaM’ATi» y MacoBiil cBizoMocTi HaceneHHs. [lnakaT cayryBas
He JIMIIe KaHaJIOM Iepenadi iHopmarlii, ajie ¥ BIUIMBaB Ha MeHTAaJbHUH, eMOLiMHUM i
MOBEeiHKOBUM CTaH JIIOJAWHHY, sKa »KWJIa MMiJ TUCKOM TOTaJliTApHOI CUCTEMU.

[lnakaTHe MHUCTENTBO 060X JlepKaB ImepebyBasio MmiJj abCOMIOTHUM KOHTpOJIEM NapTii Ta
ypsany, Woro 3mict i TemaTwka BHU3Havasucsd OQILiHHMMU AOKyMeHTaMH. Bisyasizanis
oQinmiiiHO J03BOJIEHUX BJIAJI0I0 Taces, 06pasiB, MiJCUJIEHUX BiANOBIHOKW KOJbOPOBOI
raMoro, MaJjia Ha MeTi TBOPUTH Mid Mpo BUHATKOBe 3HAaUYEeHHS MOJIITUKU MapTii Ta CIPUATH
iMnieMeHTaLil KOMYHICTUYHOI iZje0J10Til y MacoBY CBiZJOMICTb.

XapaKTepHOI PHUCOI0 TOTAJITAPHOI CHCTEMH € HASIBHICTb KYJIBTY BOX/[S, 10 yOCOBJIIOE
Jlep>kaBy, Hallilo, TpOorpec Ta € CaKpaJbHOK IiHHICTIO [JI CYCHiJbCTBa. 3acobaMu
MJIAKaTHOTO MHUcCTenTBa HacesaeHHI0 CPCP ninecripssmMoBaHO HaB’si3yBaBCs BEJMYHHUH, aX /0
MOHYMEHTAJIbHOCTI 06pas . Crasnina 3 MeToro JieriTuMisauii #oro nepeGyBaHHS IPHU BJIAJ].
Ha Bigminy Big CPCP, y komynicTuuHi# [losibiii Ky/JbT BOXK/Js1 He HA0YB 3HAYHOTO PO3BUTKY,
110, BiJIMOBiZAHO, 3HAWILLIO CBOE Bif0OGpakKeHHs y MJIAKATHOMY MHCTELTBi, X04a MOJIbCHKI
MUTIi TAaKOX 3MyIIEeHi 6yJiu NpanoBaTH y dapBaTepi XyJ0KHbBOI0 METOAY COL{aJiCTUYHOTO
peaJsiiaMy, HaB'sI3aHOTO IM CTaJIiIHCbKHUM PEXXUMOM.

OpHi€ro 3 roJI0OBHUX TeM NoJIiTUYHUX Iy1akaTiB CPCP i [osbimi nepiofy «xosoaHOi BIHHU»
cTae 60poThba 3a MUP i KPUTHKA 3arapOHHUIBKOI MOJITUKH «iMmepiajicTiB», Hacamnepef,
CIIA. BisyasizoBaHMH y KOMYHICTUYHOMY IJakaTi o6pa3 «iHmIoro» («Bopora») CHPHUSIB
YTBEP/KEHHIO y CYCHiJIbHIA CBIiIOMOCTI MaTpuLi CIOPUHHATTA 30BHIIIHBOrO CBITYy B
6inosispHiK cucTeMi KOOPAMHAT, HA NPOTHUJIEKHOMY MOJIIOCI KOro — abCOIOTHE 3JI0, sIKe
CTAaHOBHUTbD MOTEHLIHHY 3arpo3y iCHyBaHHIO COLia/liCTUYHOMY 6JI0KOBI.

Karouoei caoea: niakaTHe MHUCTELTBO, KOMYHICTUYHUH peXUM, NOBOEHHHUM mepiof,
napajyrma ToTajJiTapHOro
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INTRODUCTION

Russia’s aggression against Ukraine in 2022 made the issue of using various art
forms as carriers/voices of propaganda for the so-called ‘Russian Peace’ more
relevant than ever. ‘Stalinism’ and ‘Nazism’ are one of the sources of the formation
of the ideology of ‘racism’. The propagation of these totalitarian ideologies in the
1930s and 1940s in Europe and the USSR led to the destruction of traditional
Christian and liberal and conservative values forming the basis for political and
social systems of European states, including Poland. The development of military
and political situation of this period clearly demonstrated how culture can become
an effective tool for imposing political ideas and creating totalitarian empires (the
Third Reich and the USSR).

In a communist regime, the poster, along with song or movie, was considered by
the authorities to be one of the most important propaganda tools for influencing
collective consciousness. The figurative and visual reproduction of the idea combined
with textual information made poster art easy to understand and perceive by the
general population. The posters were intended to shape the communist worldview of
the individual and society in general, to instill loyalty in citizens to the government
and its chosen political course. Therefore, the most common themes of Soviet poster
art were the cult of personality and power of the Soviets, love for the socialist
Homeland, and hatred for ‘the capitalist West’ and its liberal values.

Purpose of the article is to analyze poster art as a tool for imposing communist
ideologemes in the Soviet and Polish societies of the late Stalinism period; to identify
the paradigm of totalitarianism in the themes of posters, and the ways of its
transmission through form and content; to show the similarities and differences
between semantic and artistic trends of poster art in both countries.

LITERATURE REVIEW

In modern Ukrainian and foreign historiography, the theme of poster art of the
Stalinism period occupies a separate research niche. The Ukrainian researchers pay
attention to the study of poster art of the USSR of the 1930s and the period of World
War Il. Given the subject of our study, the attention should be paid to the works of
A. Liubchynskyi?, I. Hridina2, D.Shalyhina3, O.Maievskyi4, and L.YakymenkoS, in
which posters are considered an important component of the Stalinist propaganda
system, and the evolution of the depicted images and texts depending on the internal
and external challenges faced by the communist system is traced. Modern researchers
interpret Soviet political posters as “the main visual means of agitation for a utopian

1 /ly6yuncokuii A. TlnakatHe MuctentBo CPCP B yacu HiMenbKo-paJssHCbKOI BiHU. BicHuk Kam’saHeyb-
Iodinbcvkoeo HayioHabHo20 yHisepcumemy im. Isana Ozienka. Icmopuyni Hayku. 2018. Bum. 11. C. 289-
301.

2 ['pidina M. 3o06paxkasbHi JKepesa B JOCHiPKeHHI AYXOBHOrO KUTTS HacesJeHHs1 YKpaiHM B POKHU
Jpyroi cBiToBoi BiliHU. ['ines: Haykosuli gicHuk. 2010. Bur. 34. C. 135-144.

3 llanueina /]. TlnakaTHa nponaradja B YkpaiHi B nepion [lpyroi cBiToBoi BifiHU. AkmyasibHi npobaemu
gimuusHsHoi ma ececeimuboi icmopii (XapkiB). 2008. Ne 11. C. 192-202.

4+ Maescokuii O. TloniTUyHI MIakaT i KapukaTypa K 3aco6u ifeosioriuHoi 60poTb6u B Ykpaini 1939-
1945 pp. Kuis, 2018. 268 c.

5 Akumenko J1.M. PafissHCbKUH IJIaKaT Nepiofly «xoJs10A4HOI BiHU» sIK 3aci6 Bi3yasibHOI mponaranau. Ceim
coyianvHux komyHikayii. 2013. T. 9. C. 134-137.
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communist society”’s, and the mass media, which were a “visual expression of the
tasks set by the leaders of the state”?, as “symbolic representatives of power”s,

The Ukrainian art historian V. Kosiv believes that “the indirect manifestation of the
influence of total control of the Bolshevik government over the creativity of artists
was that by the end of the Stalinism period, the authors did not dare to show signs of
individuality; the result was diversified only by excellent technique (watercolor,
gouache, pencil drawing), and technological features of printing”.

By analyzing the role of political poster in the system of communist propaganda,
Kyiv researcher Oleksandr Maievskyi emphasizes that “authoritarian and totalitarian
regimes were not just customers of such a product, but promoters of the entire process:
from generating political messages and selecting performers to methods of spreading
and controlling the effectiveness of influence”10. In general, the theme of political poster
of the late Stalinism period is not sufficiently covered in Ukrainian historiography in
terms of the influence of totalitarian ideology on its style and content.

The results of research by Polish researchers on the history of political poster
during formation of communist regime in Poland are largely consistent with the
conclusions of their Ukrainian colleagues. In particular, Janusz Kazmierczak points
out that “the government’s desire to control almost every aspect of human life, which
extended to artistic life, including poster art, which played an important role in the
communist theory of propaganda”!l, the poster served as a tool of «visual
indoctrination of the nation»12. Similar conclusions can be found in the works of
A. Shablovska, who emphasizes that “political-propaganda and social posters, which
were most appreciated by the authorities, were under the close supervision of censor
authorities”13 and partly acted as the “quintessence of propaganda”i4. By analyzing
the themes of posters of the second quarter of the 1940s, Anna Adamek emphasizes
that “graphic artists had to meet the requirements of the social realistic approach to
ideology and give preference to such themes as political propaganda, health care and
environmental protection propaganda”is. Despite the significant influence of
censorship on the choice of content and form of poster art, Jeannine Harder believes
that “at the time it established itself in Europe as an example of cultural diversity and
free artistic design”16, which was a consequence of the greater freedom of creativity

6 Aepamenko A. Pagsaacbkuit makaTt 1920-1930-x pp. sk 3aci6 nponaranau. Haykosi 3anucku HaYKMA.
2010.T. 101: Teopid Ta icTopia kyspTypH. C. 70.

7 llatikan B.0. PafssHCbKUHM MOJITHYHUN IJIAaKaT sK 3aci6 izeosoriyHoi 60poTh6H B poku Besnkoi
BiTuusHsHoi BiliHU. Haykosi npayi icmopuuHozo ¢p-my 3anopis. Hay. yH-my. 2012. Bum. 32. C. 269-272.

8 Kysina K. OAIIY/HKBC y pagsaHcbkoMy muakaTi Ta kapukatypi (1930-ti - mowyatok 1940-x pp.). 3
apxieie BYUK-I'TIY-HKB/-KT'b. 2019. Ne 1 (51). C. 220-263.

9 Kocie B. YkpalHCbKUH paAsHcbKUM muakaT 1945-1989 pp.: cTuiicTuuni 3MiHM HanjoHasbHOL
inentudikauii. Mucmeymeosuasui 3anucku. 2018. Bum. 34. C. 91.

10 Maescwkuti O. [loniTryHi NU1aKaT i KapUKaTypa sIK 3acobu ifzeosorivHoi 60poTb6U B YKpaiHi... C. 14.

11 Kazmierczak J. The Community That Never Was: The European Defense Community and Its Image in
Polish Visual Propaganda of the 1950s. Journal of Cold War Studies. 2009. Ne 11 (4). P. 125.

12 Wrona G. Jezyk plakatu politycznego jako jezykwladzy Gléwne motywy na polskim plakacie
propagandowymw latach 1945-1956. Krakéw, 2010. P. 30.

13 [llabnoscvka A. [lonbebKa 1KoJIA M1aKkaTa. Mucmeymeosnasui cmydii. 2008. Ne 3. C. 119.

14 Bryan A. Introduction to Soviet Propaganda. URL: https://bitly/4a4Mle4

15 Adamek A. Review: Dydo K. Masters of Polish Poster Art. Material Culture Review. 1998. Ne 47 (1). P. 91.
16 Harder J. Polnische Plakatkunst als Medium transnationaler Kunstkontakte und Kulturpolitik im Ost-
West-Konflikt. Themenportal Europdische Geschichte. 2015. URL: https://www.europa.clio-
online.de/essay/id/fdae-1656
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that Polish artists had, at least in the means of expressing the idea. A clear
confirmation of this opinion is Krzysztof Dydo’s beautifully illustrated work, in some
chapters of which the achievements of Polish poster artists of the late Stalinism
period are represented?’.

The theme of Soviet poster art of the Stalinism period is reflected in a number of
scientific works by foreign researchers outside of Poland. In particular, Australian
researcher of Soviet art Anita Pisch believes that “political poster was a key
propaganda tool of the Stalin’ regime and played a central role in the formation and
maintenance of the Stalin’s personality cult”’!8. A similar opinion is expressed by the
Russian researcher Arthur Dydrov, who focuses his attention on analyzing the
symbolic and verbal messages of stylized images of Soviet leaders!. The monograph
by famous American researcher Victoria Bonnell contains the analysis of the content
and forms of Soviet propaganda posters in terms of their similarity to traditional
Russian Orthodox iconography?0. The research of the Soviet visual propaganda of the
postwar period by the Russian researcher Yevhen Fedosov confirms the conclusion
that «it used symbolism endowed with sacred meaning»2!. In general, it is worth
noting that the theme of poster art during the Stalinism period is represented in
modern historiography by a separate layer of scientific literature. However, the
period after the World War Il remains poorly studied, in particular, which makes the
subject matter of our research heuristically attractive.

THEORETICAL ASPECTS

First of all, we have to decide on the definitions we use to define the subject of our
research. There is no single definition of the term ‘poster’ in modern historiography.
We are impressed by the point of view of A. Andreikanich, who tends to consider the
poster “to be one of the oldest promotional means of attracting attention. It is a
message for the public and is seen as an informative, psychological and commercial
tool, depending on the goals pursued”22. 0. Maievskyi draws attention to the applied
nature of the poster, emphasizing that “it is both a genre of political and artistic
discourse and belongs to the so-called creolized text”23. P. Kenez calls the poster the
quintessence of propaganda, arguing that “its message can be quickly perceived by
the most inexperienced viewer; its attractiveness does not depend on rational
arguments; and it is capable of both promoting a commercial product and selling a
political idea”24,

Our research focuses on the characteristics of political poster that promoted a set

17 Dydo K. Masters of Polish Poster Art. Bielsko-Biala: Buffi, 1995. 239 p.

18 Pisch A. The Personality Cult of Stalin in Soviet Posters, 1929-1953: Archetypes, Inventions and
Fabrications. Australia: ANU Press, 2016.

19 DydrovA. Image of the Builder of Communism in the Soviet Posters. Rupkatha Journal on
Interdisciplinary Studies in Humanities. 2016. Vol. VIII, Ne 4. C. 174.

20 Bonnell V.E. Iconography of power: Soviet political posters under Lenin and Stalin. University of
California Press. 1999. 363 p.

21 @edocos E. lnaneKkTrKa cakpaJbHOTO B COBETCKON BH3yaJbHOU nponarange 1920-60-x rr. BecmHuk
TICTTY. Cepus II: Hcmopus. Hcmopus Pycckotl IIpasocaasHoli Llepksu. 2018. Boin. 81. C. 91.

22 Audpetikaniu A.I.  AHToOJsIOTisl yKpalHCbKOro IIakata mepmoi TpeTuHu XX ctouitta. Kocis:
BugaBHuuui fimM «/loB6yi», 2012. C. 4.

23 Maescwokuti O. [loniTryHi nU1akaT i KapUKaTypa K 3acobu ifzeosoriyHoi 60poTe6U B YKpaiHi... C. 10.

24 Kenez P. The Birth of the Propaganda State Soviet Methods of Mass Mobilization 1917-1929.
University of California, 2009. P. 111.
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of ideological, political, moral, and social values of totalitarian society: cult of
personality of party leader; idea of dominance of “a single mass party that <...> stands
above or is closely connected with the bureaucratic state organization”25; embedding
in collective consciousness the matrix of perception of the outside world in a bipolar
coordinate system, at the opposite pole of which is absolute evil posing a potential
threat to the existence of the countries of the Socialist Bloc.

PROPAGANDA SUPPORT OF ELECTION CAMPAIGNS

The inherent need of every totalitarian system, regardless of the time of its
existence and the subjects of power, is to establish and maintain comprehensive
control over all spheres of state life. This task cannot be implemented without the use
of “mono-propaganda’ that has distinct features of myth-making, with the help of
which the authorities replace the real reality with a fictitious one”26, From the very
beginning of Soviet regime, Bolshevik leaders considered the method of visualizing
propaganda slogans to be a vital means of communication and education for the
population of the USSR, which was largely illiterate. In addition, posters could quickly
respond to the constantly changing military and political situation. “Although many of
them quickly became obsolete, they were effective in directing revolutionary energy
to where it was most needed”??. The texts, colors, and graphic symbols depicted on
the posters were a kind of codes for conveying the main meanings of the political and
ideological attitudes of the Communist/Stalinist regime.

In the postwar period, the vector of official propaganda was primarily aimed at
mobilizing the population to solve national political and economic problems. The
policy of mobilization was also used as a tool for the program of creating a ‘new
Soviet man’, which began in the mid-1930s and continued in the mid-to-late 1940s.
This goal was achieved through maximum involvement of the population in national
projects, programs, and political actions (fulfillment of tasks of the next five-year
plans, celebrations of the anniversaries of the October Revolution, May Day
demonstrations, etc.) Therefore, the theme of national labor or political uplift was one
of the key themes in Soviet posters of the postwar period.

The elections to the Supreme Soviet of the USSR in 1946 and to the Supreme
Soviets of the Union Republics in 1947 can be considered to be one of the largest
events ‘consolidating the Soviet people’, which, according to the authorities, were
supposed to strengthen the regime’s power positions and inspire the war-weary
society. A significant number of posters united by the slogan ‘All to the elections!
(‘Vse na vybory’) were devoted to this theme. The key figure in most of these posters
was an ordinary Soviet citizen - peasant, worker, or representative of the
intelligentsia in clothing typical of this stratum of the population28. People’s faces are
focused or smiling, they look into the distance, and their posture and movements
radiate confidence and firmness of conviction29. Many posters depict groups of people

25 Friedrich C.J., Brzezinsky Z.K. Totalitarian Dictatorship and Autocracy. New York: Frederick A. Praeger,
Inc., Publisher, 1962.P. 10-11.

26 [Joyenyos I. CCCP: cTpaHa, co3naHast mponaraHoi. Xapskos, 2019. C. 10.

27 Kenez P. The Birth of the Propaganda State Soviet Methods of Mass Mobilization 1917-1929... C. 112.

28 [IiImapuHoB [I. «lojiocyiiTe 3a KaHAMAATOB KOMYHICTOB M 6esnmapTuiHbix» (1945). URL:
https://bit.ly/3PIV8Eq

29 Bamoaina H.  «[lenytaT - cayra Hapoga! CoBeTckoi »keHumuHe - ciaBal» (1950). URL:
https://www.ukrinform.ua/rubric-society/3122128-bufet-i-tanci-abo-ak-prohodili-vibori-v-srsr.html
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going to vote, which was supposed to represent the collectivist nature of socialist
society united by common goals and objectives30. The posters depicted people of
different ages and genders (men, women, boys and girls, pensioners, children) to
create a sense of involvement in the event for every member of society3l. The posters
often visualized a sense of space and time by depicting a wall clock with the hands at
the number 12 or a tear-off calendar with inscription ‘February 10, 1946. Election
Day to the Supreme Soviet of the USSR’. Such time markers symbolized the beginning
of a new era, the transition from one time dimension to another, as 12 (24) - It was
the boundary line of the day. In this case, the hands of the clock pointed to the onset
of a bright socialist future, which was associated with the elections. The tear-off wall
calendar, which by that time had become a part of the everyday life of Soviet people,
represented the well-being and stability of their daily life, ensured by the communist
government, and the red date was a symbol of the unity of their interests32. The
visualization of such images on political poster indirectly contributed to the
formation of a person’s sense of involvement in national achievements and idea of
realizing a brighter future. In the Union republics, appeals on posters were written in
national languages33 as part of Lenin’s national policy.

The government, actively using the mechanisms of agitation and propaganda,
introduced into collective consciousness the idea that participation in voting was not
only a constitutional right of a Soviet citizen, but also his and her civic duty. To ensure
the mass scale of the process, the voters were tried to be convinced that creation of a
«brighter future» depended on their vote for pro-government candidates. The
election campaign posters were full of headlines: ‘Long Live the Stalinist Bloc of
Communists and Non-Partisans!, ‘Vote for the Candidates of the Bloc of Communists
and Non-Partisans together with the whole nation!. Some of them contained, so to
speak, a clarifying component: ‘For the Further Prosperity of the Socialist Village’,
‘For the People’s Happiness’, ‘For the Happiness of Children’, ‘Young Soviet People
Vote for a Happy Youth’, and so on34 Since they were the non-alternative elections,
such statements, implemented in the Stalinist totalitarian discourse, contributed to
the formation of a positive mythologized image of the Bolshevik/Communist Party,
which represented the state power.

Polish political posters of the postwar period were in many ways similar to Soviet
ones, as their main customer was the ruling Communist Party, whose members
cooperated closely with the All-Union Communist Party of Bolsheviks (KPRS). The
establishment of communist regime in Poland “significantly influenced political,
social and cultural relations in general, which - unlike in the West - were not based
on respect for democratic principles and pluralism of worldviews, but were
subordinated to the top-down directives of the Polish United Workers’ Party”35. As in
the Soviet Union, Polish artists were limited by ‘socialist realism’ and were under the

30 HeaHos B.,, Bypoea 0. «Bce Ha BpIGOpHI!» (1946).

URL: https://ru.pinterest.com/pin/487936940860688114 /

31 Casocmiok 0., 3omoe 0. «Yci Ha Bu6opu» (1952). URL: http://www.antikdivan.ru/product/2338/

32 /lusaroga B. «/lenb Bei6opoB B BepxoBHrblii CoBeT C.C.C.P!» (1946). URL: http://surlli/nhusi

33 Cepebpsikosckutl A. «Bcé B Touky! I'ostocyiiTe 3a 6,10k KOMMYyHUCTOB U 6eciapTUiHBIX!» (1954). URL:
http://surl.li/nhujk

34 HeaHos B. «10 dpeBpans 1946 roga. Beibupaiite B BepxoBHbiii CoBeT CCCP Jy4IIMX CBIHOB U Jlouepeit
Haiero Hapogal» (1946). URL: http://surlli/nhuzp

35 Bieczyniski M. Historia autonomizacji plakatu. Postawy, kierunki, trendy. Wroctaw, 2022. P. 174.
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close supervision of the party and state bureaucracy. “The official line and
interpretation of state propaganda was determined by central institutions. Initially,
this task was entrusted to the Agency for Artistic Propaganda, founded in 1945, and
later the omnipresent censorship (Main Directorate for Press, Publishing and
Audience Control established by decree in 1946) was supposed to guard the author’s
honesty”3e.

However, unlike Soviet artists, Polish poster artists had more opportunities for
creative expression outside the framework of official discourse. Polish researchers
emphasize that “despite the introduction of censorship limiting the freedom of
artistic creativity, there were favorable conditions for the development of poster art
in postwar Poland”3’. First of all, we are talking about the sphere of cultural poster
art, in which Polish artists, achieved impressive success and international
recognition, including due to the state support policy. “Freedom in the sphere of
cultural poster became a compensation for forced ideological servility, which
involved dispositional participation in ritualistic and spectacular events of the
authorities, i.e. in parallel creation of propaganda posters”3s.

WAICIYEEM 0 (g POLSKE LUDOWA
GROSUJE- 5 TRV RALY TAK

2R REFORMA HOLYA | URARODOWIENIEN Picies O LN e ZA UTRWALENIEM GRANIC
PODSTAWOWYCH GALEZI PRIZEMYSLY ! ZACHODNICH NA ODRZE I NYSIE

GLOSUJEMY: 2% INIESIENIEN SenaTe GLOSUJEMY:  GEOSUJEMY:

Tak

ot o o s e B
s oy

Fig. 1 Campaigning propaganda poster. 1946.
“Walczytem o Polske Ludowa. Gtosuje trzy razy ‘tak™.

(URL: https://bitly/3BQYzA2)

36 Kolekcja plakatu polskiego XX wieku. Polski plakat XX wieku. URL:
http://www.postermuseum.pl/kolekcja/kolekcja-plakatu-polskiego

37 Bieczyniski M. Historia autonomizacji plakatu. Postawy, kierunki, trendy... P. 174.

38 Ibid. P. 177.
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During the large-scale pre-referendum campaign of the Polish Workers’ Party and
its ‘allies’, Poland “was literally flooded with various propaganda materials”3%. On
June 30, 1946, a government-initiated referendum (‘popular vote”) was held to “study
public opinion, separate the wheat from the chaff, and force people to make a
primitive choice ‘for’ or ‘against’ Mykolajczyk”49, and foremost “to legitimize the
changes taking place in Poland”41. In fact, there was no question of any study of public
opinion, and the Polish communists were trying to buy time to gain a foothold in the
political system of Poland.

§
&

Fig. 2. Campaigning propaganda poster. 1927. «4YTo fasa KpeCcTbIHCTBY JUKTATypa

nposietapuaTta». 1927. (URL: https://repository.duke.edu/dc/russianposters/rpcps02011)

During this campaign, the Polish Workers’ Party, among other propaganda tools,
widely used visual political advertising (posters and leaflets), trying to convey the party’s
idea of a ‘brighter communist future’ to the broadest segments of the population. Unlike
Soviet posters, which relayed the idea of the interethnic unity of the Soviet people, the
Polish poster had a specific addressee - a Pole. The slogans, visualized in symbols,
appealed to their national consciousness: “The only manifestation of Polishness will be
voting “three times ‘for’””: “You are Polish, vote ‘for”, “Voting ‘FOR’ is your sign of
Polishness””42, It was about three questions put to the referendum (land reform and
nationalization of the main sectors of national economy while preserving some forms of

private property, liquidation of the Senate, fixing the western border), a positive answer

39 Siedziako M. Glosowanie w cieniu represji. Trudne referendum 1946 roku // Instytut Pamieci
Narodowej. URL: https://bit.ly/3BQYzA2

40 Enna6om E. 3ani3Ha 3aBica. [Ipu6opkanns CxigHol €EBponu 1944-1956. Kuis, 2017. C. 238.

41 Cylwik A. Referendum 1946 r. na Pomorzu w $wietle odtajnionych raportéw amerykanskich. Studia
Gdariskie. Wizje i rzeczywistosé. 2022. T. XIX. P. 169.

42 Siedziako M. Gtosowanie w cieniu represji. Trudne referendum 1946 roku...
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to which allowed the Polish Workers’ Party to legitimize its right to power. The similarity
of the compositional structure and semantic content of Polish posters (for example,
‘Walczytem o Polske Ludowa. Gtosuje trzy razy ‘tak” (Fig. 1) and Soviet posters during
formation of the Bolshevik regime catches the eye (for example, ‘What the dictatorship of
the proletariat gave the peasantry’ (Fig. 2). Both posters are compositionally divided into
three parts, and the central figure of each is a figure representing the people’s power. On
the Soviet poster, it is a worker who holds a weapon in one hand and a hammer in the
other. His image symbolizes the power of the proletariat and the striving of the working
people (including the peasantry) for a brighter future. On the left and right, the benefits
enjoyed by the peasants thanks to the establishment of Soviet regime (opportunity to
learn to read and write, free medicine, use of agricultural machinery, etc.) showed by
bright colors (with obligatory emphasis on red). The dominant figure of the Polish poster
is a soldier who represents every Pole who fought for the freedom of Poland. The main
idea of this graphic work is to demonstrate the unity of the party and the common people,
because only under the leadership of communists can Poland be revived and become
prosperous. It is worth noting that, “since the artist’s primary goal was to make a political
statement rather than to achieve originality, no one was concerned about plagiarism”43.

Many propaganda campaigns in postwar Poland were devoted to the creation of
the Polish United Workers’ Party (PZPR), as evidenced by the poster ‘Kongres
Jednosci Klasy Robotniczej. Warsawa 8 grudnia 1948’44, Its author tried to visualize
the main idea of communist movement - unity of the working people in the struggle
for freedom, equality, and justice. Two hard-working calloused hands (representing
the traditional union of peasants and workers) holding a pole of a red flag are showed
in the foreground of the poster, against the background of the factory chimneys and
festive column of demonstrators. The attention should also be paid to the inscriptions
on the spread cloth - these are the names of PZPR comrades who died during World
War II at the hands of the Gestapo. Thus, the poster was intended to attract votes by
emphasizing the merits of PZPR members in the struggle for independence of Poland.
The poster reproduces the content and symbolism of the political life of Poland,
which will later fill the entire space of everyday life of Poles: traditional
demonstrations and parades on the occasion of communist holidays, and mainly red
color scheme of state symbols, etc.

The images and content of another group of election posters were intended to
evoke negative emotions in potential voters towards an alternative choice and to
awaken responsibility for the consequences of voting against pro-government
candidates. The central figure of the poster ‘Glosuj 3 razy ‘tak” (Fig.3) is a worker,
whose shadow on the wall is much larger than ‘the enemy of the Polish people’ -
American soldier, whose shadow is a soldier of the German Reich. The image of the
enemy is conditional. It could be anyone or anything, for example, ‘enemy’ radio
station, party or organization that did not share the communist ideology, etc. The
semantic structure of the posters “perfectly expressed the Bolshevik mentality, which
emphasized conflict and simple oppositions: proletarian versus capitalist, progressive
versus reactionary, good versus evil”45.

43 Kenez P. The Birth of the Propaganda State Soviet Methods of Mass Mobilization 1917-1929... C. 113.
44 Barman M. «Kongres Jedno$ci Klasy Robotniczej. Warsawa 8grudnia 1948». (1948). URL:
https://przystanekprl.pl/lyk-historii/powstanie-pzpr/#iLightbox[gallery-1]/0

45 Kenez P. The Birth of the Propaganda State Soviet Methods of Mass Mobilization 1917-1929... C. 112.
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In general, the visual symbolism of the Polish political poster was not particularly
diverse. Among the persistent allegories were positive images of peasant, worker, and
young people symbolizing the brighter future of socialist Poland. They were contrasted
with negative characters of ‘imperialism’, ‘fascism’, ‘the German corpse’, etc. The plot of
many posters tells about vengeance or demonstrate a positive force, the image of which
is usually conditional. The symbolic meaning was emphasized by contrasting colors:
red (lightning, silhouette of worker, star, flag) symbolized goodness and life; black
(swastika, snake or animal-like creature, skull, corpses) symbolized evil and death.
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IMAGE OF THE PARTY LEADER ON POLITICAL POSTERS

Totalitarian state is a political hierarchy headed by a leader who represents the
state, nation, progress, and is a sacred value for society. Characteristic feature of
Soviet political posters of the postwar period is the visualization of the idea of
glorification of the leader, party and government, and people’s gratitude. In the
coordinate system of the Soviet totalitarian state, the objects to which the words of
approval and gratitude were addressed were primarily the ruling Communist Party
and its leader Stalin, whose image was increasingly gaining cult-like features after the
victory over Nazi Germany. Among the variety of posters on this theme, those
emphasizing Stalin’s concern for the welfare of workers, happy childhood of Soviet
children, dignified position of Soviet women in society, and those thanking the party
and government for the victory in the war, etc. attract attention. Some researchers of
poster art of the totalitarian era consider “Stalin’s images within the framework of the
iconographic tradition”46, emphasizing that “the iconography of this art is very simple
and extremely obvious: image of the Leader and minor Leaders; Leader as an
inspirational figure; Leader as a wise teacher and best friend"+7.

Among the most vivid examples of this series of posters are the works by Georgian
artist Irakli Toidze ‘Stalin’s Cares Illuminate Future of our Children!s8 and Nina
Vatolina ‘Thank You Dear Stalin for a Happy Childhood!'4. The researchers of poster
art emphasize that “the size of figures of Soviet leaders is a very important feature of
any Soviet poster. The viewer’s attention should be focused primarily on the leaders,
prominent figures of the party”50. The central figure of both works is Stalin in a
Marshal’s uniform, indicating his role as the Commander-in-Chief of the Red Army
and the victor in the German-Soviet war. The joyful and respectful figures of the
children on the posters, on the one hand, represent happy and protected childhood,
and on the other hand, their deep gratitude to the ‘leader and teacher’ for their daily
care and support. Given the monumental nature of Stalin’s image in poster graphics,
the depiction of the communist leader “the portrayal of Stalin in posters was not
intended to relect his personal qualities as a man, or even as a leader, but that his
persona was constructed along archetypal and mythic lines in order to symbolize the
essential qualities of Bolshevism as an ideology, and more concrete but impersonal
entities, such as the Party and the state”5l. The propaganda of the leader’s positive
image helped to strengthen the legitimization of the ruling Bolshevik Party in a
society that was constantly subjected to repression.

Unlike in the USSR, the cult of personality of party leader did not become
widespread in postwar Poland. However, Polish researchers “emphasize ‘the
shamefully hidden’ evidence of ‘the adoration’ and ‘cult of the President’ in the form

46 Pisch A. The personality cult of Stalin in Soviet posters, 1929-1953: Archetypes, inventions and
fabrications. ANU Press, Acton A.C.T., 2016. XXII+516 p. DOI: http://doi.org/10.22459/PCSSP.12.2016

47 Kalpakcian V. Art as a Political Means: Socialist Realism in the USSR in the Stalin Period. Stalin, his time
and ours. Irish Slavonic Studies. Yearbook of the Irish Association for Russian and East European Studies.
2005.P.98.

48 Upakautl T. «O3apsier CrasuHcKass Jlacka Oyayiiee Hamed  getBopbil»  (1947).  URL:
https://www.techpedia.pl/index.php?str=tp&no=12477

49 Bamoauna H.  «Cnacu6o popHoMmy CrasMHy 3a cyacTauMBoe jeTcrBo». (1950). URL:
http://surlli/ngswg

50 Dydrov A. Image of the Builder of Communism in the Soviet Posters... P. 174.

51 Pisch A. The personality cult of Stalin in Soviet posters, 1929-1953... P. 3.
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of not necessarily forced, but often spontaneous reactions of various groups of Polish
society”52,

Instead, the theme of gratitude to Stalin and the Soviet Union for liberation from
Nazi occupation and help in rebuilding the country’s economic life clearly prevailed in
poster art of Poland, which added additional emphasis to the formation of the cult of
personality of ‘the leader of all nations’. In the image of Stalin mythologized by Polish
propaganda, we can distinguish three of his most important features, which were
symbolically reflected in a number of posters. Some of them correspond to the
leader’s image that was cherished in the USSR, while others reflect the expectations of
Polish society: “builder of socialism, leader of the progressive part of humanity, and
commander who defeated Nazi Germany and became the guarantor of Poland’s
borders after the war”53.

The series of posters dedicated to Stalin does not stand out for its original plot.
Their main goal was to convey to the viewer/consumer the idea of the greatness of a
man who embodies the ideal of a communist leader, is a true friend of socialist
Poland, and is ready to support and defend it from all enemies. The poster ‘Sztandar
Stalina w mocnych i pewnych rekach’s4 is the design was quite laconic and almost
monochrome. The author used only two colors - red in the center of the composition
and green as a background. The «wise and calm look of the leader into the distance»
catches the eye. The other poster - ‘Stalin uczy’ (Fig. 4) is made in more restrained
colors and is characterized by a certain monumentality. The image of Stalin at the top
of the poster resembles a granite bust, which is associated with ancient and timeless
sculptures. The quote used in the work has a deep implication: a wise teacher (Stalin)
instructs his younger Polish comrades to follow the Soviet path of state development.

The purpose of this series of posters was to evoke in Poles a feeling of gratitude to
the Soviet leader for his help and to promote the formation in collective
consciousness of a strong belief in a brighter future under the leadership of the
Communist Party. The graphic works depicting Polish party leader Boleslaw Bierut
side by side with Stalin is a natural continuation of this associative series. A classic
example of such a poster is the work of Maciej Nieringas5. The figures of both leaders
are calm, balanced, and seem a bit tired, but at the same time radiate confidence. The
figure of Stalin is taller than that of the Polish leader and is associated with a wise
teacher, a mentor. The symbols and color scheme on the poster emphasize the
superiority of the Soviet state over Poland, and at the same time demonstrate the
friendship between the countries.

Other posters by Polish artists on the same theme partially duplicate the above
works, in particular those that contain only quotes from Bierut’s speeches expressing
gratitude to the head of the Soviet state.

52 Pleskot P. Wokét kultu Bieruta / Instytut Pamieci Narodowe;j. URL:
https://przystanekhistoria.pl/pa2/tematy/propaganda /82051 ,Wokol-kultu-Bieruta.html

53 Opulski R. STALIN! STALIN! STALIN! Kult przywo6dcy Zwigzku Sowieckiego w komunistycznej Polsce /
Instytut Pamieci Narodowej. URL: https://bit.ly/4a0AMu4

54 Trepkowski T.  «Sztandar Stalina w mocnych i pewnych rekach». (1953). URL:
https://artinfo.pl/dzielo/sztandar-stalina-1953-r

55 Nehring M. «Przyjazin polsko-radziecka to pokdj, niezawisto$¢, szczesliwe jutro naszej ojczyzny»
(1952). URL: https://www.mutualart.com/Artwork/Plakat--Przyjazn-polsko-radziecka-to-
pok/3D836808EC7C8F45
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Fig. 4. Campalgmng propaganda poster. 1952. «Stalin uczy»
: Jodz. .pl 5
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IMAGE OF THE ENEMY IN POSTER ART

Characteristic feature of the propaganda of totalitarian regime is the division of
the world into ‘friends’ and ‘foes’, use of the image of the enemy as a means of
justifying the militarization of the economy and important factor in mobilization of
society. After the end of World Warll, Soviet propaganda, including visual
propaganda, exploited the theme of the Great Victory of the Soviet people and
liberation of Europe from Nazism for a long time, which was sufficient to demonstrate
the political superiority of the Soviet Union in Europe and the world.

Ratcheting up of ‘Cold War’ tensions in the mid-to-late 1940s intensified relations
between the two superpowers and led to the formation of a bipolar world, forcing
poster artists to look for new images and artistic means to reflect the content and
principles of international policy of the USSR. The vector of their creative search was
determined by the official instructions of the Propaganda and Agitation Department
of the Central Committee of the Communist Party, which outlined the themes of visual
materials revealing the «instigators of new war», criticism of the ‘arms race’ and
‘imperialist foreign policy and bourgeois ideology of foreign countries’. Among the
most significant works of this period are the works of Soviet poster artists V. Briskin
‘Get Out of the Way, Warmongers!’s6 and V. Govorkov ‘Phrases and... Bases’7. It is
significant that in these works the image of the enemy has specific American features,
as indicated by the presence of such symbols as the U.S. flag, the U.S. dollar, the Statue
of Liberty, the White House, Uncle Sam, etc. In 1947, B. Yefimov and M. Dolgorukov
created a poster ‘The Instigators of New War Should Remember the Shameful
Outcome of Their Predecessors! (N. Bulganin)’58, which for the first time depicted the
image of the enemy in a personalized caricature with Winston Churchill, General
Charles de Gaulle, and other famous politicians. The same series includes works by
the Ukrainian artist V. Zadorozhnyi ‘Fraternal Greetings to All Peoples Fighting for the
Victory of Democracy and Socialism!” (1949) and ‘Taming the Aggressors’ (1953)5.

The works of this cycle have a clear anti-war focus and are characterized by the
psychological intensity of female images. The composition of the poster ‘Taming the
aggressors’ is based on a photo from the press of the time, which covered the armed
conflict between the Democratic People’s Republic of Korea and South Korea. The
figure of the mother is full of determination and readiness to defend her home (her
left fist is raised), but at the same time it is a symbol of insecurity and peacefulness
(she holds a hoe in her right hand and a child with a bloody headband on her
shoulders). The emotionality of the image is enhanced by fiery red of the woman'’s
shirt.

The poster of 1. Kruzhkov ‘Mothers of the Whole World! Be in the Vanguard of
Fighters for Peace!’¢® depicts an older woman with a determined posture and look,
who holds a Soviet cult book ‘The Story of Zoya and Shura’ by L. Kosmodemyanskaya.

56 bpuckuH B. «[Ipoub 3 Jlopory, MO/PKbITaTe N BOUHBI». (1949). URL:
https://www.litfund.ru/auction/342/256/

57 F'oeopkog B. «®pa3bl U... 6a3bi». (1952). URL: http://surlli/ngtbz

58 E¢pumos b., [lonzopykos M. «IlomxuraTensiM HOBOM BOMHBI CJleZj0BaJIo Gbl TOMHUTD O30PHBINA KOHeEL]
cBoux npepuiectBeHHUKOB! (H. Byaranun)». (1947). URL:http://surlli/nhtww

59 3adoposxcHuil B.  Tlpubopkatu  arpecopiB.  Ilmakat.  Mucmeymseo. 1969. Ne2  URL:
https://uartlib.org/downloads/OM19692 uartlib.org.pdf

60 Kpysckos H. «Matepu Bcero mupa! ByabTe B aBaHrapze 6opuoB 3a mup! Boputech mpoTus
nojpkuratesiei HoBoi BoMHbI!». (1950). URL: https://permartmuseum.com/exhibit/20847?&
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By using a dissonant color scheme (bright red and gloomy gray), the author aimed to
evoke certain emotions in the viewer: sympathy for the mother-victim of Nazi
aggression and hatred for the American imperialists, ‘instigators of new war’.
According to researchers, “this color scheme was understandable to the citizens of
the USSR, had a symbolic meaning rooted in the minds of the people through
historical associations”61, and therefore best suited the idea of Soviet propaganda.

The theme of peace was also widely reflected in poster art of postwar Poland, for
which the war was primarily associated with the loss of state independence and thus
a threat to the existence of the Poles as a nation. Under this perspective, the official
slogan of ‘defending peace’ became a propaganda tool that appealed to both
communists and opponents of the government. The large-scale anti-war propaganda
in Poland was aimed at uniting society by forming in people’s minds the belief that
the bloc of popular democracies opposes any armed conflict and redistribution of
state borders, and that the warmongers are American imperialists who perceive the
expansion of the socialist camp as their own threat. Nevertheless, “an important role
in this confrontation was to be played by West Germany”¢2, with which Poland had
long-term tense relations due to the reluctance of the German government to
recognize the Potsdam decisions of the Big Three on the return of lands east of the
Oder and the Lusatian Neisse to Poland.

o

Fig. 5 Anti-American propaganda poster 1953. Fig. 6. Anti-American propaganda poster 1953.

«Amerykanskie zasiewy». «Stowa i czyny imperializmu amerykanskiego».
(URL: https://przystanekprl.pl/galeria- (URL: https://przystanekprl.pl/galeria-
ropagandy/#iLightbox[gallery-13]/12 propagandy/#iLightbox[gallery-13]/13)

Characteristic feature of the Polish anti-war poster is its allegorical nature and
concise text. It is interesting that the means of expressing the idea here is not a

61 Jkumenko /.M. PapssHCbKUU TJIaKaT mepiofy «xosofHOI BiHM» K 3aci6 BisyasbHOI mponara’pu.
Csim coyianvHux komyHikayiti. 2013. T. 9. C. 136.

62 Jacek W. Figura wroga w ideologii i propagandzie XX-wiecznych totalitaryzméw - przyczynek do
dyskusji. Media - Biznes - Kultura. Dziennikarstwo i komunikacja spoleczna. 2017. Ne 1. P. 59.
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person, but objects and the world around them. For example, weapons, in particular,
bombs that «Uncle Sam» uses to sow the field, and waters it for a good harvest
(‘Amerykanskie zasiewy’) (Fig.5), or military aircraft (‘Stowa i czyny imperializmu
amerykanskiego’ (Fig. 6). The gloomy color scheme and repulsive face of the
collective image of the American were meant to evoke negative emotions in the
viewer, to cultivate fear in his or her mind of the threat of the eternal enemy - the
imperialist. The famous poster by T. Trepkowski ‘Nie’63 depicts the destroyed burning
house framed within the silhouette of the bomb. The work is characterized by laconic
style and great emotional expression and is perceived as a vivid image of war and the
suffering it brings.

CONCLUSIONS

Thus, in the postwar period, the Stalin’ regime continued to actively use the poster
as an important means of communist propaganda in order to create certain ‘memory
markers’ in the collective consciousness of citizens of the Soviet Union and Eastern
Europe, including Poland. Due to the mass nature, visibility, and tautology of
recognizable images and symbols, it was not only the channel for transmitting
information, but it also distinctly influenced mental, emotional, and behavioral state
of a person living under the pressure of a totalitarian system.

The poster art of both countries was under absolute control of the Communist Party:
its content and themes were determined by official documents, and the process of
production and distribution was strictly controlled by censor authorities. The single
method of social realism imposed by the state, which turned into a system of control over
art, impoverished the creative pursuits of artists depriving them of their individuality,
was manifested in poster art in the restriction of themes, conventional character of forms
and means of expressing ideas, similarity of plots and conceptual solutions.

The visualization of themes, slogans, and images officially authorized by the
government, and enhanced by the appropriate color scheme, was intended to create a
myth about the exceptional importance of the party’s policies and to promote the
implementation of communist ideology in collective consciousness of the population.
The inherent need of the totalitarian regime to mobilize the masses for its support
was manifested in the use of a large number of posters during election campaigns.

The totalitarian theme in poster art of the USSR was primarily represented by the
appropriate depiction of Stalin as ‘a wise leader’ of ‘the state and father of all peoples’.
The poster art was used to purposefully impose his majestic, even monumental
image, on Soviet society. In this way, the myth of heroism, sacrifice, and infallibility of
the leader of the Soviet state was implemented into collective consciousness. Unlike
in the USSR, in communist Poland, where civil society was much more developed, the
cult of personality of the leader was not noticeably employed, which was reflected in
poster art, although Polish artists were also forced to work in the wake of the artistic
method of socialist realism imposed on them by the Stalin’ regime after Poland was
included in the sphere of Soviet influence.

One of the main themes of political posters of the USSR and Poland during the Cold
War was the struggle for peace and criticism of the aggressive policies of the

63 Trepkowski T. «Nie» (1952). URL: https://bid.desa.pl/lots/view/1-36DF71/tadeusz-trepkowski-
plakat-nie-1952
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‘imperialists’, primarily the United States. The image of ‘the other’ (‘enemy’)
visualized in the communist poster contributed to the embedding in collective
consciousness the matrix of perception of the outside world in a bipolar coordinate
system, at the opposite pole of which is absolute evil posing a potential threat to the
existence of the countries of the Socialist Bloc. The poster art widely used the method
of clear division into ‘friends’ (‘good’) and ‘foes’ (‘bad’) at both the textual and visual
levels, which allowed for clear demonstration of criminality of bourgeois systems and
advantages of socialism. The propaganda persistently emphasized the leading role in
the list of external enemies of American imperialism, which was caused by the fierce
confrontation between the two superpowers, the United States and the Soviet Union,
during the ‘Cold War'.

Soviet and Polish political posters of the late Stalinism period fully correspond to
the paradigm of totalitarian art defined as the ideological weapon of the regimes,
which is designed to create a new social order, a new man within the framework of
communist doctrine, and to resist the challenges of the system in the international
political sphere.
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