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During the Soviet era, government and political authorities super-
vised and directed all artistic activities. The regime actively used what is often
described as soft power to establish influence in the territories it occupied. To
achieve this, it turned to the fine and applied arts by creating a state-controlled
institution known as the art production factory. These enterprises combined
professional and folk art, large-scale projects, and mass production. Art facto-
ries were able to produce the entire visual identity of an institution or event—
from monumental works to small-scale graphic design. This article examines
the origins and genesis of art production factories in the Baltic countries that
operated during the Soviet era. To date, the art production factories of all
three Baltic states have not been studied collectively. Thus, the aim of the pa-
per is to reveal the general strategies the regime applied in establishing art

production factories in the occupied territories.

Keywords: art production factories, kombinat, Art Fund, Vsekokhudozhnik, Soviet

period, Baltic countries.



149

Scholarly interest in the activities of art production factories
emerged alongside efforts to conceptualize and articulate the trajectories
of design history in the Baltic states. It is worth mentioning the 2010 con-
ference, “Modernization: Contexts of 1960s-1970s Baltic Art, Architec-
ture, and Design” (held at the National Gallery of Art in Vilnius), the aim
of which was to evaluate and present the uniqueness of design produced in
the Baltic States during the Soviet era in an international context.

A year later, in 2011, the exhibition Modernization: Baltic Art, Archi-
tecture, and Design 1960s-70s (also at the National Gallery of Art in Vilnius)
featured production from the Lithuanian Dailé (Art in Lithuanian), Lat-
vian Maksla (Art in Latvian), and Estonian Ars (Art in Latin) factories. The
2020 exhibition, curated by Estonian design researcher Triin Jerlei, Orna-
ment and Baltic Modern Design. 1955-198S (originally held at the Estonian
Museum of Applied Art and Design in Tallinn and later transferred to the
Kaunas County Public Library), along with its accompanying catalogue,’ is
also worth mentioning. However, the texts in those exhibition catalogues®
do not thoroughly examine the principles of operation of art production
factories and related organizational issues.

In examining the origins and development of art production facto-
ries in the Baltic States, Galina Yankovskaya’s article on the Vsekokhudozh-
nik’—which was issued in Soviet Russia and served as a model for simi-
lar institutions established under the Soviet regime in the occupied Baltic
states—proved to be a valuable resource. In this text, the author highlights
the economic, political, ideological, and social aspects of Vsekokhudozhnik,
which were also adapted into the functional model of art production facto-
ries in the Baltic States.

A significant publication compiled by Estonian design historian Kai
Lobjakas, Between Art and Industry. The Art Products Factory,* is dedicated

1 Triin Jerlei, Ornament and Baltic Modern Design, 1955-1985 (Vilnius: Vilniaus universiteto
leidykla, 2020).

2 Modernizacija. XX a. 7-8-o0jo deSimtmeciy Baltijos Saliy menas, dizainas ir architektira / Mod-
ernisation. Baltic Art, Architecture and Design. 1960s-70s, ed. Lolita Jablonskiené (Vil-
nius: Lietuvos dailés muziejus, 2011).

3 Galina Yankovskaya, “The Economic Dimensions of Art in the Stalinist Era: Artists’ Coopera-
tives in the Grip of Ideology and the Plan,” Slavic Review 65, no. 4 (Winter 2006), 769-91.

4 Kunsti ja toostuse vahel. Between Art and Industry: The Art Products Factory, ed. Kai Lobjakas
(Tallinn: Eesti Tarbekunsti- ja Disainimuuseum, 2014).
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to the Ars art production factories that operated in Estonian SSR during
the Soviet era. The establishment of Latvian art production factories is dis-
cussed by art historian Ilze Konstante in her monograph Stalina garaéna
Latvijas telotaja maksla. 1940-1956 (Stalin’s Long Shadow over Latvian Fine
Arts. 1940-1956).° The author of this paper completed a dissertation on the
art production factories in the Lithuanian SSR,° in which the cases of Esto-
nian and Latvian art production factories are also mentioned episodically.
Soviet-era informational and advertising catalogues and brochures
proved valuable while studying the structure of art production factories.
These resources made it possible to identify the types of workshops that

operated within art production factories across various Baltic countries.

The term kombinat

First, this paper introduces the fundamentals of the term kombinat,
which has no direct English equivalent. The term kombinat (from Latin
combinatus—coordinated, combined) refers to a production conglomer-
ate whose operation is based on the merging of the production processes
from different but related industries into a single enterprise. This principle
of industrial organization was widely used in Soviet republics. Consequent-
ly, the term kombinat typically appears only in former socialist countries,
where such Soviet-ideology-based structures functioned. For example, in
Russian—xombunam, in Lithuanian—kombinatas, in Estonian—kombi-
naat, in Latvian—kombindta, in Germany—Kombinat, etc. Countries out-
side the Soviet sphere of influence do not have an equivalent term; only
approximate analogues exist. The concept, developed in the Soviet Union,
carries the specificity of its time, political regime, and geographic context.

Therefore, it is difficult to translate the term kombinat accurate-
ly into English, particularly in a manner that reflects the specificity of the
period and political background. A review of various English-language

translations reveals several historical usages. For example, catalogues and

3 Ilze Konstante, Stalina garaena Latvijas télotaja maksla. 1940-1956 (Riga: Neputns, 2017),
65-72,260-69.

6 Rasa Darguzaité, Lietuvos Dailés kombinatai 1945-1990: dizaino aspektai ir kontekstai
(Lithuanian Dailé Art Production Factories in 1945-1990: The Aspects and Contexts
of Design), doctoral supervisor prof. dr. (hp) Giedré Jankeviciité, doctoral dissertation,
Lithuanian Culture Research Institute, 2025.
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brochures from the Soviet era frequently employed terms such as “applied
»7 «

art complex,” “combine,” or “art enterprise.” Contemporary exhibition

catalogues, however, often feature alternative descriptors such as “art goods

910 <. »] «

manufactory,”’® “manufactory,”"! “art products factory,”"* or “art factory”"
For the purposes of this paper and its associated research, the most prevail-
ing translation—art production factory—has been adopted.

Who created these factories and why were they established in the
USSR? During the first Soviet occupation of the Baltic countries in 1940,
the nationalization of private property began. After the reoccupation of the
Baltic countries in 1944, the Soviets continued the process of nationali-
zation, merging large and small businesses, factories, and workshops into
larger formations called kombinat (production factories). Both large and
small private enterprises were absorbed into large state-run companies un-
der a centrally planned economic model. After the Second World War, the
USSR and the Baltic states established various state-run industries (textiles,
food, furniture, etc.), including the so-called art production factories. This
development illustrates how the Soviet authorities regarded art as being
equivalent to other industrial sectors and integrated its production into the
broader economic system. Galina Yankovskaya, in an article on artists’ co-
operatives in the Stalinist era, describes this Soviet ideological and political
construct as an economic mechanism of art.'* According to her, “[ ... ] the

economic mechanism of art developed during the years of Stalinism turned

7 Latvijas PSR Makslas fonda Lietiskas makslas kombinats ,Maksla“ (Riga, 1983): 8.

8 Eesti NSV Kunstifondi Tallinna Kombinaat , Ars” (Tallinn, 1984); ARS. ENSV Kunstifondi
Tallinna Kombinaat (Tallinn: Kirjastus , Perioodika,” 1985).

9 Latvijas PSR Makslas fonda kombinats ,Maksla“ (Riga, 1970).

10 Lietuvos taikomoji dailé ir dizainas 1918-201S / Applied Arts and Design, ed. Jaraté
Skromaniené, Lijana Satavi¢iaté-Natalevidiené, Giedré Uzieliené, and Nijole Zilinskiené
(Vilnius: Lietuvos dailés muziejus, 2018).

11 Lijana Nataleviciené, ,Nuo ,Marginiy’ iki ,Dailés* kombinato“ / “From Marginiai to Dailé
Manufactory,” in Daikty istorijos. Lietuvos dizainas 1918-2018 / Stories of Things. Lithu-
and Gintauté Zemaityté (Vilnius: Lietuvos dailés muziejus, 2018): 58-59.

12 Jerlei, Ornament and Baltic Modern Design, 1955-1985, 27-28.

13 Lolita Jablonskiené, “A Brief History of the ‘Art into Everyday Life’ Movement,” in Mabb:
Art into Everyday Life, ed. Simon Rees (Vilnius: Siuolaikinio meno centras, 2006), 44;
Modernizacija. XX a. 7-8-ojo desimtmeciy Baltijos $aliy menas, dizainas ir architektiira, 9.

14  Yankovskaya, “The Economic Dimension of Art in the Stalinist Era,” 771.
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out to be more amenable to sociopolitical changes and thus endured until
the end of the 1980s.”'* Moreover, Yankovskaya discusses the emergence of
a new professional jargon that reflected the new social model produced by
Soviet propaganda ideology, in which, at least in theory, the working class
occupied the central position. The following terms became widespread:
“visual arts workers” (izorabotnik), “service to the people” (obsluzhivanie
naseleniia), “visual arts brigade” (izobrigada), and “production art” (proiz-
vodstvennoe isskustvo).'® This terminology was also used in the occupied

Baltic countries, where Soviet-founded art cooperatives operated.

The origins of art production factories

Art production factories were established through the merging of
interwar enterprises and private workshops, utilizing their material base and
human resources across all three Baltic countries. During the initial Soviet
occupation, those entities were first referred to as art cooperatives. Such co-
operatives had already been functioning in Soviet Russia under the name
Vsekokhudozhnik, an All-Russian union of cooperative partnerships for
workers in fine, applied, and decorative arts. It existed from 1928 to 1953
and united artels of artists, sculptors, and craft masters'” across the RSFESR
and the USSR. Vsekokhudozhnik was an acronym for Vserossiyskoye koopera-
tivnoye obyedineniye Khudozhnik, meaning the All-Russian Cooperative As-
sociation Artist or the All-Russian Cooperative Union of Fine Arts Workers.

According to Yankovskaya:

The All-Russian Union of Artists’ Cooperatives, Vsekokhudozhnik, was the
first organizational embodiment of the compromise involving ideology, crea-
tivity, and money. <...> It was <...> also the first organization to promote mass

artistic production. The economic mechanisms of art, many of which were of

15 Ibid.

16  Ibid, 772.

17 Galina Yankovskaya writes that “[it] was founded by fifty-seven private and legal entities and
thirty-nine cooperatives from Moscow and Leningrad. In the course of two years, this
initiative undertaken by artists in the capital cities was transformed into a national or-
ganization. <...>Vsekokhudozhnik received the production facilities and studios of both
private individuals and various organizations. In time it acquired an artistic production
center and publishers that issued informational bulletins”. See Yankovskaya, “The Eco-
nomic Dimension of Art in the Stalinist Era,” 775.
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art preserved until the break-up of the Soviet system, were first worked out
in Vsekokhudozhnik. <...> cooperatives were the main producers of standard
socialist realist visual media: street sculptures, designs for parks of culture and
rest, the All-Union Agricultural Exhibition, visual propaganda, objects of daily

life, and other artistic assortments.!®

However, it is worth noting that the idea of bringing different artis-
tic disciplines and crafts together had already been pursued by the Arts and
Crafts Movement in England in the late nineteenth century as well as later
by the German Werkbund. This vision was reflected in the structure and
activities in Vsekokhudozhnik and later in the art production factories—art-
ists from various disciplines (painters, sculptors, graphic artists, architects,
ceramicists, leatherworkers, jewellers, textile artists, and folk artisans) were
brought together within a single institution. The art production factories
developed urban decoration projects, designed public events and exhibi-
tion displays, created museum expositions and interiors for public build-
ings, and produced mass-market ceramic, leather, jewellery, and other dec-
orative objects.

Thus, after the Soviet occupation of the Baltic States in 1940, art co-
operatives were established there. In Lithuania, the main component of the
Dailé cooperative was the cooperative company Marginiai (1930-1941).
This organization was one of the most important and influential enterprises
for the production, support, popularization and distribution of works of
folk artists in the interwar period. The company was engaged in the man-
ufacture, purchase, and sale of folk-art items, as well as the development
of models for mass production. The infrastructure of Marginiai (a chain of
stores) and its operating model (the organization of folk-art masters and
craftsmen, distribution of their production, and coordination of work or-
ders) were taken over by the Soviets. Such enterprises were useful to the
Soviet authorities due to their existing production base, which was em-
ployed in the creation of propaganda supporting Soviet ideology through
various means of visual art. Therefore, during the first Soviet occupation,

in 1941, the Marginiai company became part of the Dailé cooperative and

18  Yankovskaya, “The Economic Dimension of Art in the Stalinist Era,” 771-72.
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later, accordingly, of the Dailé art production factories. Thus, the national-
ized ceramic manufactory Eglé, the toy factory Sviesa, and the artel Audéjas
were incorporated into the Dailé cooperative.”” Consequently, the activi-
ties of the Dailé cooperative were highly diverse. Both professional artists
(painters, sculptors, graphic and applied arts artists) and folk artists partici-
pated in it, engaging in the production, sale, and distribution of orders. The
cooperative also operated its own manufactory, provided financial support
and raw materials, and contributed to the organization of exhibitions.

The circumstances of the establishment of art cooperatives in Lat-
via were discussed by art historian Ilze Konstante.?* According to her, dur-
ing the formation of the artworkers’ cooperative organization in Latvia,
Vsekokhudozhnik was cited as a model to be followed. Thus, in 1941, the
organizing committee and statutes of the artworkers’ cooperative were ap-
proved, and premises were allocated for an art and applied arts salon and a

materials store at Valnu Street 9, Riga. As stated in the Latvian press:

The cooperative will unite artists, sculptors, graphic artists, applied art work-
ers. The purpose of the cooperative is the organization of members on a social-
ist basis, to fulfill the tasks and orders of the state and public institutions. <...>
The cooperative will systematically organize the creation of high-quality works

of art for the masses of working people.”

Similar rhetoric appeared throughout the press across all occu-
pied countries, and a substantial number of comparable articles can be
identified.”®

In Estonia, applied art enterprises established during the interwar
period were likewise nationalized under Soviet rule. For example, the Kod-
ukisitos workshop (1926-1940), which focused mainly on textiles and
pottery, was incorporated into this process. National crafts and knitwear

19 Rasa Darguzaité, ,Kooperatyvo ,Dailé’ 1941-1945 m. veikla: Lietuvos dailés gyvenimo or-
ganizavimas okupaciniy rezimy metais,” ed. Giedré Mickunaité, Acta Academiae Artium
Vilnensis 110-111 (2023): 499.

20  Ilze Konstante, Stalina gara éna Latvijas télotaja maksla. 1940-1956 (Riga: Neputns, 2017):

65-72,260-69.
21 Ibid., 67.
22 Ibid, 67.

23 ,Dailés Kooperatyvas pradeda veikima, Taryby Lietuva (April 23, 1941): 6.
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inspired by folk art were especially popular and were produced and mar-
keted here. Later, a pottery manufactory was opened, which operated in
a manner very similar to Marginiai in Lithuania. Other nationalized com-
panies included the Eduard Taska leatherwork firm (1923-1940), the tex-
tile company Veskaru (1932-1942), Joseph Kopf’s jewellery manufactory,
Nikolai Langerbaum’s porcelain decoration firm, and several others.** It
is likely that these enterprises were merged into an art cooperative, as in
the other two Baltic states. Further analysis is necessary to determine the
specific institutional unit into which these companies were incorporated.
However, it is known that these manufactories later became the basis of
kombinats, using the same locations, craft experience and skills, equipment,
and human resources.

The art cooperatives operated throughout the Second World War
and during the Nazi occupation of the Baltic States. After the Soviet reoc-
cupation of the Baltic countries in 1944, the cooperatives were reorganized

into art production factories [Fig. 1].

1. Tonu Lauk, Daile—Maksla—
Ars badge, Tallinn Art Produc-
tion Factory Ars Fine Metal
Studio (manufacture), 1975,
Tallinn City Museum, Estonia,
CCO0. www.europeana.eu/en/
item/401/item_YQEP6ZM-
KUDNVMBABSUSZGQKB]J-
WUPNXAO

Tonu Lauk, Zenklelis Dailé—
Maksla—Ars, Talino dailés kom-
binato ,,Ars“ meninio metalo

dirbtuvés (gamintojas), 1975,
Talino miesto muziejus, Estija

24  Lobjakas, “Between Art and Industry,” 40.
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The continuity and transformations

The establishment of art production factories began with the found-
ing of the Art Funds in all three states—central administrative bodies sub-
ordinate to the Artists’ Union. These Baltic Art Funds were the branches of
the USSR Art Fund. The USSR Art Fund, founded on February 4, 1940 in
Moscow,

<...> duplicated the work of Vsekokhudozhnik, which also defended the pro-
fessional interests of artists along trade union lines, organized exhibitions,
displays, and sales, and, like an art dealer, acted as intermediary between pur-
chasers and creators of artistic work. The Artistic Fund was given to several
enterprises that had earlier belonged to the cooperatives and housing complex
of artists in Moscow. It is also acquired seven sculpture factories in Moscow,
Mytishchi, Kolomna, Kalyga, Kyiv, Odessa, and Sverdlovsk, a painting-sculp-

tural enterprise, and the central bureau of artistic exhibitions.”

Vsekokhudozhnik was finally liquidated in 1953, and its functions
were transferred to the USSR Art Fund. Subsequently, the art funds of all re-
publics were included into this structure. The Art Fund owned manufactur-
ing enterprises (art production factories and workshops), exhibition salons
(showrooms), and creative houses, and also provided material support and
organized exhibitions. Thus, the art production factories were production
conglomerates created by the prevailing political system, bringing together
specialists from various fields: administration, personnel, engineering, pro-
duction planning, artists, architects, craftsmen, and manual workers. These
were the largest art enterprises, encompassing nearly all artistic disciplines
and employing a wide range of artists. They functioned as the main institu-
tions that employed and controlled artists’ creative output. This organiza-
tional model was attractive due to the social guarantees it provided. Howev-
er, it also required artists to adapt to Soviet ideological demands.

Following Latvia’s reoccupation, the Art Workers’Cooperative func-
tioned as the cooperative for fine arts and applied arts artists of the Latvian
SSR. On December 5, 1944, by a resolution of the People’s Commissars of

25 Yankovskaya, “The Economic Dimension of Art in the Stalinist Era,” 771-72.
26 Ibid, 261, 263.
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the Latvian SSR, the Latvian branch of the USSR Art Fund Branch was es-
tablished. Thus, for a short time, both the Art Fund and the Artists’ Cooper-
ative functioned in parallel. On October 3, 1945, after the reorganization of
the Artists’ Cooperative, the art production factory Maksla was established
under the system of the Art Fund.?® Workshops that had operated during
the interwar period were also incorporated into this structure. For instance,
Janis Krievs’s ceramics workshop (founded in 1926) in Tukums remained a
division of the art production factory until 1953.”” From 1954, the ceramics
studio in Kipsala (founded in 1945, Riga), likewise became a division of
the Maksla art production factory. It should be mentioned that the bronze
foundry was transferred to Maksla in 1946, as were the textile manufactory
and other units. Weaving, ceramics workshops, and the artistic processing
of wood and leather began to operate within a single production sector. The
Maksla art production factories [Fig. 2] were located in Riga and Liepaja.

2. Catalogue of the Latvian
SSR Art Production Factory
Maksla, 1970, Riga

Latvijos TSR dailés kombinato
katalogas Maksla, 1970, Ryga

In the Lithuanian SSR, on November 26, 1944, the general assem-
bly of Dailé cooperative members adopted a resolution to merge the Dailé

cooperative and all its divisions into the Lithuanian SSR Art Fund system,

27 Ibid, 264-65.
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establishing the Dailé art production factory with its centre in Kaunas. The
Art Fund itself was founded as a branch of the USSR Art Fund on January
29, 1945, with its center in Vilnius. Three art production factories operated
in the Lithuanian SSR under the Art Fund system—in Kaunas from 1945,
in Vilnius [Fig. 3], and in Klaipéda from 1946, as well as a network of salons
and stores and an exhibition fund. Thus, the Dailé cooperative became the
foundation of the Dailé art production factory, which operated throughout
the second Soviet occupation period, continuing the state-controlled or-

ganization and production of art that had begun during the war.

LTSR DAILES FONDAS

3. Catalogue of the

Vilnius Art Production
VILNIAUS Factory Dailé, 1978,
KOMBINATAS Vilnius

L DAILE"

Vilniaus dailés
kombinato katalogas
Dailé, 1978, Vilnius

According to the Estonian design historian Kai Lobjakas, the Tal-
linn Art Production Factory was established immediately after the Second
World War.?® From 1944 to 1946, it operated under the name Estonian SSR
Centre for Applied Arts of the Council of People’s Commissars of ESSR,
and from 1946 to 1947 as the ESSR Centre of Applied Arts of the Art Fund
of the Soviet Union. The art production factories of the ESSR Art Fund

28  Lobjakas, “Between Art and Industry,” 40.
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were given the name Ars [Fig. 4] in 1975.%° Thus, art production factories
operated in both Tallinn and in Tartu in the ESSR.

4. Catalogue of the Tallinn Art
Production Factory Ars, 1984, Tallinn

Talino dailés kombinato katalogas Ars,
1984, Talinas

It is evident that the Soviet system applied a similar model of art
production factories across all occupied countries, based on nationalized
arts and crafts manufactories and workshops that operated in the interwar
period. The Soviet authorities appropriated their infrastructure and pro-
duction equipment. In the post-war period, these manufactories were dis-
persed across various urban premises. Therefore, purpose-built buildings
for art production factories began to appear in the 1960s. The manufacto-
ries and workshops that had previously operated in different parts of the
cities were subsequently relocated to these new facilities.

The structure of the art production factories
What was the organizational structure of the art production facto-
ries in the Baltic states, and which workshops comprised them? Art pro-

duction factories primarily consisted of a work division for creative labor

29  Ibid,, 40.
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and a work division for industrial production [Table 1]. The activities of
the creative labor division were based on so-called complex design, im-
plemented through the design and creative works manufactory. A group
of architects, together with artists of various specializations, developed a
so-called visual-thematic scenario, according to which architectural spaces
were organized and sites for artistic accents were determined. These teams
undertook projects for the decoration of urban environments (for exam-
ple, city streets and squares), as well as large-scale monumental projects,
such as sculptural compositions. They were also responsible for designing
festive events, including propaganda parades, songs, dances, and sports
testivals. Professional artists painted portraits of Soviet leaders in advance
for those events. Demonstrations were held and organized annually with
great pomp. City streets and building facades were decorated with Soviet
campaign paraphernalia, and banners with portraits of Soviet commanders
and politicians were carried during demonstrations. All such materials were

produced in the art production factories.

Table 1

Production manufactories

Group of creative works Group of industrial products

Design studio /
monumental art Graphics studio
studio

Leather crafting

studio Ceramic studio

Docorative weaving

and textile studio P e sl

Manufactories in the Art Production
Factories in the Baltic Countries.

Studios in the Lithuanian SSR and in the Wood-carving Porcelain painting
Latvian SSR Art Production Factories. studio department

Department in the Estonian SSR Art
Production Factory Ars.

Glass-work studio Folk art department

Studio in the Latvian SSR Art Production
Factory Maksla.
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The work division for creative labor also designed exhibitions, fairs,
and museum expositions. It created interiors and exteriors of public build-
ings, including decorative accents, busts, tapestries, stained glass, mosaics,
metal-plastic, ceramic, and leather relief panels. It also produced smaller
scale design solutions such as notice boards, shop windows, and related
elements, alongside graphic design work, including art posters, signs, lo-
gos, certificates of honor, letters of thanks, postcards, occupational safety
posters, labels, emblems, boxes, diagrams, and others. In conclusion, it pro-
duced both large- and small-scale artworks and design projects. All neces-
sary equipment for these projects was produced locally in the art produc-
tion factories.

Another division was the work party for industrial production. Sim-
ilar or identical manufactories existed within the art production factories
in the Lithuanian SSR, Latvian SSR, and Estonian SSR. These included
leather, ceramics, textile, and fine metal workshops. However, jewelry in-
corporating amber or woodcarving was produced only in the Lithuanian
SSR and Latvian SSR. A porcelain painting department existed only in the
Estonian SSR art production factory. Nikolai Langebraun’s porcelain paint-
ing manufactory had operated successfully in the interwar period and was
later subordinated to the art production factory under Soviet administra-
tion. Meanwhile, porcelain production developed separately in the Latvian
SSR and the Lithuanian SSR. The history of Riga porcelain production was
rooted in two distinct enterprises—the Kuznetsov Factory and the Jessen
Factory—dating back to the nineteenth century. These were nationalized
during the Soviet period and later merged into a single enterprise, the Riga
Porcelain and Faience Factory, in 1963. In the Lithuanian SSR, porcelain
production began only in 1981 with the establishment of the Jiesia ceramics
factory in Kaunas.*

The organizational structure of the art production factories in the
Latvian SSR differed somewhat, as a glass workshop was included there,
where unique glassware, stained glass, and lighting elements were produced.
The stained-glass technique was particularly popular during the Soviet pe-
riod. The stained-glass studio of the Lithuanian SSR art production factory

30  For further information, see Aldona Keturakiené, Porcelianas Lietuvoje (Vilnius: Vilniaus
dailés akademijos leidykla, 2013).
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purchased part of the glass required for production from the Riga Maksla
art production factory, as glass for stained-glass production in Lithuania be-
gan to be manufactured only in 1969 in the glass factory Raudonoji ausra
(Red Dawn).

In the case of the Lithuanian SSR, Latvian SSR and Estonian SSR,
only the internal structure of the workshops differed. Almost all art pro-
duction factories included design and creative works units (although some-
times under different names), as well as workshops for monumental art and
sculpture, and departments for leather, metal, textiles, and folk crafts. How-
ever, there were no glass or porcelain workshops in the Lithuanian art pro-
duction factories, as such workshops, together with the necessary equip-
ment and specialists, had not existed in the interwar period. The structure
of the art production factories was largely determined by the fields of ap-
plied art that had developed during the interwar period.

Conclusions

It can be argued that, in the Baltic countries, the activities of the
art production factories were inseparable from the political, economic, and
ideological context of the Soviet regime. Like factories in other industrial
sectors, the art production factories were established through the merger of
companies and private manufactories that had operated during the interwar
period, utilizing their production facilities and human resources under the
Soviet system. Such large organizational structures were well suited to the
implementation of the planned economy imposed by the Soviet govern-
ment, in which private property was abolished and the state determined the
range of products, pricing, and wages. This model also offered certain ad-
vantages to artists, providing social guarantees and a regular income. Never-
theless, artists were subjected to continuous supervision and were required
to align their work with the regime’s directives, often producing works of
a propagandistic nature. It may be observed that, in all three Baltic coun-
tries, the art production factories operated according to the same principles
and fulfilled similar functions. Both the execution of large-scale works, such

as sculptures and decorative painting compositions, and mass production

122 2026
Acta Academiae Artium Vilnensis
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were organized within these factories under strict state supervision. In this
way, the art production factories functioned as instruments of the regime,

serving the implementation of Soviet ideology.

Received —— 14 04 2025

Rasa Darguzaité
The Origins and Genesis of Soviet Art Production Factories in the Baltic Countries
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Santrauka

Sovietiniy dailés kombinaty iStakos ir genezé Baltijos
Salyse

Rasa Darguzaité

Reik$miniai ZodZiai: dailés kombinatas, dailés fondas, ,Vsekochudoznik sovietinis lai-

kotarpis, Baltijos $alys.

Sovietiniu laikotarpiu meniné veikla buvo grieztai kontroliuojama valstybés.
Soviety rezimas aktyviai i$naudojo meng kaip minkstosios galios priemong, siekda-
mas jsitvirtinti okupuotuose krastuose. Todél jvairios dailés sritys buvo sujungtos j
vieng valstybés kontroliuojamg institucing sistema — dailés kombinatus. Sios jmonés
apémé profesionalyjj ir liaudies mena, didelius projektus ir masine taikomosios dailés
dirbiniy gamyba. Dailés kombinatai buvo pajégiis parengti visa organizacijos ar rengi-
nio vizualinj apipavidalinima — nuo monumentaliy kariniy iki nedideliy grafinio dizai-
no darby. Straipsnyje aptariamos sovietmeciu veikusiy Baltijos $aliy dailés kombinaty
itakos ir genezé.

Analizuojant $iy institucijy veikla, pirmiausia i$kilo termino kombinatas ver-
timo j angly kalba problema. vairiuose $altiniuose jis ver¢iamas skirtingai. Gamybinj
susivienijimg rei$kiantis terminas kombinatas aptinkamas tik buvusiose SSRS oku-
puotose ar kontroliuotose teritorijose, kur veiké tokio pobudzio sovietinés ideologijos
sukurtos struktiros. Tai rodo, kad sukurtam terminui badinga laikmecio, politinés sant-
varkos ir vietos specifika.

Baltijos $alyse per pirma soviety okupacijg 1940 m. pradétas privacios nuos-
avybés nacionalizavimas. Po reokupacijos 1944 m. sovietai tesé pradétus nacionalizavi-
mo procesus — stambias bei smulkias jmones, fabrikus ir dirbtuves jungé j stambesnius
gamybinius vienetus, kuriuos pavadino gamybiniais kombinatais. Po Antrojo pasauli-
nio karo SSRS ir okupuotose Baltijos $alyse veiké jvairiy valstybiniy pramonés $aky
(tekstilés, maisto, baldy ir pan.) kombinatai, taigi buvo jkurti ir vadinamieji dailés kom-
binatai. Tai atskleidzia soviety rezimo poziarj j daile, kuri prilyginta kitoms pramonés

$akoms, o meno gamyba integruota j ekonominj lauka. Kaip taikliai mini kultaros
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istoriké Galina Jankovskaja, tai buvo ekonominis meno mechanizmas, kuriame per-
sipyné politinis, ideologinis, ekonominis ir karybinis démenys.

Pritaikius Soviety Rusijoje veikusio ,Vsekochudoznik“ (veiké 1928-1953)
modelj, pirmosios soviety Baltijos $aliy okupacijos laikotarpiu buvo jkurti dailés dar-
buotojy kooperatyvai, reokupavus — dailés kombinatai. Lietuvos SSR veiké trys ,Dai-
lés“ kombinatai Vilniuje, Kaune ir Klaipédoje, Latvijos SSR — du ,Maksla“ (liet. dail¢)
kombinatai Rygoje ir Liepojoje, Estijos SSR - taip pat du ,Ars“ (liet. dailé¢) kombinatai
Taline ir Tartu. Visy trijy Baltijos $aliy dailés kombinaty struktara ir veiklos kryptys
i§ esmés buvo vienodos. Juose veiké vadinamoji karybiniy darby grupé ir pramoniniy
masinés gamybos dirbiniy grupé. Karybiniy darby grupés cechuose buvo jgyvendi-
nami dideli projektai: jrengiami visuomeniniy pastaty interjerai, kuriamas eksterjery
dekoras, apipavidalinami §ventiniai renginiai, parodos, muziejy ekspozicijos ir pan. Pra-
moniniy, masinei gamybai skirty dirbiniy grupés cechuose (odos, keramikos, juvelyr-
ikos ir kt.) buvo gaminami autoriniai maZo ir didelio tirazo dirbiniai.

Baltijos $alyse dailés kombinaty veikla buvo neatsiejama nuo sovietinio rezi-
mo politinio, ekonominio ir ideologinio konteksto. Kaip ir kity pramonés $aky gamyk-
los, dailés kombinatai jkurti nacionalizavus tarpukariu veikusias priva¢ias jmones ir dir-
btuves, pasinaudojant jy gamybine baze, patalpomis ir Zmogiskaisiais iStekliais. Tokios
didelés organizacinés struktaros buvo tinkamos soviety valdziai siekiant jgyvendinti
planine ekonomika, panaikinusia priva¢ia nuosavybe; valstybé nustatydavo produkty
asortiments, pardavimo kainas ir atlygj. Dailés kombinatai visose trijose Baltijos $alyse
veiké pagal tuos pacius principus ir atliko tas pacias funkcijas. Jy vykdoma karybiné ir
gamybiné veikla buvo grieztai priziarima ir kontroliuojama valstybiniy institucijy. Taigi
darytina i§vada, kad dailés kombinatai, sukurti pagal vieninga sovietinio rezimo modelj,
buvo vienas i§ ideologinés propagandos instrumentuy, skirty soviety valdziai jtvirtinti

okupuotose Baltijos $alyse.
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