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Jazz as Democracy? Dave Brubeck and Cold War Politics STEPHEN A. CRIST



I



n January 1958 the jazz pianist and composer Dave Brubeck left his home in Oakland, California, to embark on a trip that would keep him and his Quartet on the road until May. Brubeck’s odyssey consisted of three tours in close succession (see Table 1 for the itinerary). The first was a short set of domestic appearances in New Jersey, Massachusetts, Pennsylvania, and North Carolina. Next was the group’s first European tour, a month-long commercial enterprise that took them to the United Kingdom, Germany, the Netherlands, Belgium, Sweden, and Denmark. This was followed by a ten-week stint as goodwill ambassadors on behalf of the U.S. State Department, including performances in Poland, Turkey, India, Ceylon (Sri Lanka), East Pakistan (Bangladesh), West Pakistan, Afghanistan, Iran, and Iraq. The tours of prominent jazz musicians such as Dizzy Gillespie, Benny Goodman, Louis Armstrong, Duke Ellington, and Dave Brubeck— sponsored by the State Department beginning in the mid 1950s—have It is a pleasure to acknowledge with gratitude the staff of HoltAtherton Special Collections, University of the Pacific Library, Stockton, California—Shan Sutton, Trish Richards, and especially the archivist, Michael Wurtz—whose unstinting support has been essential to this project. Dave and Iola Brubeck have also been most generous in sharing unpublished materials and answering my many queries. In addition, I am grateful to Graham Carr for invaluable assistance with various documentary matters and to Kevin Karnes for helpful comments. My work at the Brubeck archive was facilitated by an award from Emory University’s Woodruff Presidential Faculty Research fund.



The Journal of Musicology, Vol. 26, Issue 2, pp. 133–174, ISSN 0277-9269, electronic ISSN 1533-8347. © 2009 by the Regents of the University of California. All rights reserved. Please direct all requests for permission to photocopy or reproduce article content through the University of California Press’s Rights and Permissions website, http://www.ucpressjournals.com/reprintInfo.asp. DOI: 10.1525/ jm.2009.26.2.133.
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the journal of musicology TABLE 1



Itinerary of the Dave Brubeck Quartet, January 31–May 9, 1958 Dates



Venues and times United Statesa



Jan. 31 Feb. 1 Feb. 2 Feb. 3 Feb. 4 Feb. 5



Red Hill Inn, Pennsauken, N.J., 9:00 p.m. Red Hill Inn, Pennsauken, N.J., 9:00 p.m. Red Hill Inn, Pennsauken, N.J., 4:00 and 9:00 p.m. Kresge Auditorium, M.I.T., Cambridge, Mass., 8:30 p.m. Embassy Club, Allentown, Pa., 9:00 p.m. Wright Auditorium, East Carolina College, Greenville, N.C., 8:00 p.m. United Kingdomb



134



Feb. 8 Feb. 9 Feb. 10 Feb. 11 Feb. 12 Feb. 13 Feb. 14 Feb. 15 Feb. 16 Feb. 17 Feb. 18 Feb. 19 Feb. 20 Feb. 21 Feb. 22 Feb. 23



Royal Festival Hall, London, 5:30 and 8:30 p.m. Coventry Theatre, Coventry, 5:30 and 8:30 p.m. Colston Hall, Bristol, 7:30 p.m. Winter Gardens, Bournemouth, 7:30 p.m. Gaumont, Cardiff, 7:30 p.m. City Hall, Newcastle, 7:30 p.m. Free Trade Hall, Manchester, 7:30 p.m. Town Hall, Birmingham, 6:00 and 8:30 p.m. Dominion Theatre, London, 5:30 and 8:30 p.m. De Montfort Hall, Leicester, 7:30 p.m. City Hall, Sheffield, 7:30 p.m. St. Andrew’s Hall, Glasgow, 7:30 p.m. St. George’s Hall, Bradford, 7:30 p.m. Philharmonic Hall, Liverpool, 7:30 p.m. Gaumont, Ipswich, 6:00 and 8:30 p.m. Dominion Theatre, London, 5:30 and 8:30 p.m. Western Europec



Feb. 24 Feb. 25 Feb. 26 Feb. 27 Mar. 1



Hanover, Germany Sports Palace, West Berlin, Germany Concertgebouw, Amsterdam, Netherlands, 7:00 p.m. Theatre Patria, Brussels, Belgium, 8:30 p.m. University Hall, Uppsala, Sweden, 8:00 p.m.



a The contracts for these domestic performances are in the Brubeck Collection (1.B.2.22 and 1.B.3.9), and an itinerary (1.D.6a.6) lists these details as well. b The British itinerary was published in the “souvenir programme” for the tour (Brubeck Collection, 1.F.1.7) and the January 25, 1958 issue of the weekly newspaper Melody Maker (1.E.1a.8). A typescript is also contained in the 1958 itineraries folder (1.D.6a.6). c The details of travel and performances can be pieced together from miscellaneous documents in the Brubeck Collection, including contracts (1.B.2.22) and itineraries (1.D.6a.6).
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crist TABLE 1 continued Mar. 2 Mar. 3 Mar. 4



Concert Hall, Stockholm, Sweden, 7:00 and 9:15 p.m. Concert Hall, Gothenburg, Sweden, 7:00 and 9:15 p.m. Tivoli Concert Hall, Copenhagen, Denmark, 7:00 and 9:30 p.m. Polandd



Mar. 6 Mar. 7 Mar. 8 Mar. 9 Mar. 10 Mar. 11 Mar. 12 Mar. 13 Mar. 14 Mar. 15 Mar. 16 Mar. 17 Mar. 18



Szczecin, concert #1 Szczecin, concert #2 Gdansk, concert #3 Gdansk, concert #4 Gdansk, no performance Warsaw, concerts #5 and 6 Warsaw, concert #7 in Congress Hall, Palace of Culture Wrocław, concert #8 Kraków, concert #9 Kraków, concert #10 Łódz´, concert #11 Poznan´, concert #12 Poznan´, concert #13 Turkey



Mar. 21 Mar. 22 Mar. 24 Mar. 25 Mar. 26 Mar. 27 Mar. 28



Izmir Izmir Ankara Ankara Istanbul (two performances) Istanbul Istanbul (two performances) India



Apr. 1 Apr. 3 Apr. 6 Apr. 7 Apr. 8 Apr. 9 Apr. 11



Connaught Hall, Jubilee Gardens, Rajkot, 9:00 p.m. Eros Theater, Bombay, 9:30 p.m. Brabourne Stadium, Bombay, 7:15 p.m. Brabourne Stadium, Bombay, 7:15 p.m. University Gardens, Delhi Hyderabad Hotel Dasaprakash, Madras Ceylon (Sri Lanka)



Apr. 15 Apr. 16 Apr. 17 Apr. 18



Green House, Colombo Green House, Colombo Green House, Colombo Green House, Colombo (two performances)



d The best source of information about the itinerary in Poland, Turkey, India, Ceylon, East and West Pakistan, Afghanistan, Iran, and Iraq is the field reports listed in note 58.
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the journal of musicology TABLE 1 continued India Apr. 20 Great Eastern Hotel, Calcutta, 10:45 p.m. East Pakistan (Bangladesh) Apr. 22



Shahbagh Hotel, Dacca, 9:00 p.m. (Paul Desmond ill, did not play) West Pakistan



Apr. 28 Apr. 29 Apr. 30



Theosophical Hall, Karachi Theosophical Hall, Karachi Theosophical Hall, Karachi Afghanistan



May 1 May 2



Puhani Theater, Kabul (Desmond absent, hospitalized in Karachi) Puhani Theater, Kabul, 4:00 and 7:30 p.m. Iran



May 4
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Three performances in Tehran and Abadan (arrival on May 3) Taj Theater, Abadan (Desmond absent)e Iraq



May 8 May 9



Khayyam Theater, Baghdad (night) (Desmond absent) Baghdad (matinee)



e “Last Minute Illness in Jazz Quartet,” Abadan Today, May 5, 1958 (Brubeck Collection, 1.E.1a.8); program, “The Iranian Oil Refining Co. in cooperation with the U.S. Information Service presents the Dave Brubeck Quartet,” Taj Theater, Abadan, Iran, May 4, 1958 (Brubeck Collection, 1.F.1.7).



begun to receive attention in recent studies of music and the Cold War.1 These analyses are based to a large extent on State Department documents in locations such as the National Archives in College Park, Maryland, and the University of Arkansas in Fayetteville. A more nuanced account of Brubeck’s journey emerges when these official materials are brought into dialogue with his personal and business correspondence, housed in the Brubeck Collection at the University of the Pacific. The extensive documentary record reveals that this trip, part of 1 See Penny M. Von Eschen, Satchmo Blows Up the World: Jazz Ambassadors Play the Cold War (Cambridge: Harvard University Press, 2004); Graham Carr, “Diplomatic Notes: American Musicians and Cold War Politics in the Near and Middle East, 1954–60,” Popular Music History 1 (2004): 37–63; Ingrid Monson, Freedom Sounds: Civil Rights Call Out to Jazz and Africa (New York: Oxford University Press, 2007), 107–51 (chap. 4: “Africa, the Cold War, and the Diaspora at Home”).
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crist the grand Cold War project of propagating American-style democracy in opposition to communism, did not advance in an orderly and selfevident manner. Rather it was an extremely contingent enterprise enacted through countless individual actions and statements by a motley assortment of bureaucrats and businessmen, and frequently teetered on the brink of chaos. The story of Brubeck’s 1958 tour, including its evolution and impact, is complex and multifaceted, involving overlapping and conflicting agendas, governmental secrecy, high-minded idealism, and hardnosed business. Many years later Brubeck himself called attention to the divergence between his own goals and those of the U.S. government. From the State Department’s point of view, his mission was just “one more front in the Cold War.” Brubeck preferred, however, to think of his “music as an instrument for peace, rather than a Cold War weapon.”2 The narrative raises issues of race and race relations in the context of the Cold War struggle against communism and in the shadow of pivotal events in the civil rights movement, such as the desegregation of Central High School in Little Rock, Arkansas, in September 1957. Brubeck’s journey also brings into focus the increasing cultural prestige of jazz and other popular genres worldwide during the period when the ideological premises of the Cold War were being formulated. When Brubeck returned from his assignment for the State Department he probably could not have imagined that exactly thirty years later—in May 1988, as the Cold War was waning—his Quartet would perform in Moscow at the reciprocal state dinner hosted by President Ronald Reagan for General Secretary Mikhail Gorbachev during their fourth summit meeting. The sequence of events leading up to this occasion, including the Quartet’s long-anticipated tour of the Soviet Union during the previous year, reveals Brubeck to have been not only a talented musician but a canny entrepreneur as well. By the late 1980s the cultural and political landscape had shifted so dramatically as to be virtually unrecognizable to the Cold Warriors of the 1950s. That jazz, which had long been regarded as a decadent art form, could be performed in such a high-profile political context—and that Soviet functionaries would feel free to express their approval—was unambiguous evidence that warmer winds were already blowing. In both the 1950s and the 1980s it was Dave Brubeck’s settled conviction that performing jazz was profoundly symbolic: it was in essence a musical enactment of the principles of American democracy. Though



2 Dave Brubeck, “A Time to Remember” (unpublished autobiography, coauthored with Iola Brubeck).
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the journal of musicology this notion is somewhat problematic (Do all styles of jazz work this way, even big-band swing and free jazz? Are not some band leaders more “democratic” than others?), it possesses a certain commonsensical appeal. The idea was therefore espoused by many musicians and cultural critics in the 1950s, and it persists to the present day.3 Brubeck himself has remained committed to a brand of cultural diplomacy that is grounded in various analogies and interconnections between jazz, America, freedom, and democracy, and as recently as 2008 he received for his efforts the State Department’s Benjamin Franklin Award for Public Diplomacy.4 By his own admission, however, his “glowing vision of what can be accomplished through cultural exchange has been dimmed somewhat” by the intractable conflicts and violence that continue to break out in many parts of the world.5 By all accounts, Brubeck’s tours in the 1950s and 1980s were among the most successful of their kind. Though Brubeck attributes their efficacy primarily to the power of an influential idea that came into its own towards the beginning of the Cold War—namely, jazz as democracy—the documentary record makes clear that the impact of his travels involved a multifarious nexus of other factors as well, including reputation, personality, and marketability. 138



Money, Publicity, and the Evolution of Brubeck’s State Department Tour In the closing days of 1957, a representative from Dave Brubeck’s booking agency told his manager that Brubeck would be “going to Poland for two weeks” and mentioned it was “possible that the State Department may keep you longer and send you to some other country.”6 The tentativeness of her formulation is surprising because the U.S. government had been working on the idea of a major overseas trip for the 3 For instance, on Martin Luther King, Jr. Day in 2009, jazz trumpeter and artistic director of Jazz at Lincoln Center Wynton Marsalis and retired Supreme Court Justice Sandra Day O’Connor hosted “A Celebration of America” based upon their shared belief that the basic tenets of American democracy and jazz are “one and the same.” Among the featured performers was Dave Brubeck. See the reports at www.wyntonmarsalis.org. See also Kabir Sehgal, Jazzocracy: Jazz, Democracy, and the Creation of a New American Mythology (Mishawaka, Indiana: Better World Books, 2008). This book, based on the author’s undergraduate honors thesis (“Jazzocracy: Jazz as a Weapon of Democracy,” Dartmouth College, 2005), came to my attention just before this article went to press. I am grateful to Tong Soon Lee for this information. 4 The award recognizes the “outstanding international leadership and contributions made by U.S. citizens and organizations” in “advancing America’s ideals around the globe through public diplomacy.” See www.state.gov/r/partnerships/award/. 5 Dave Brubeck, “Introduction” (dated March 31, 2008), in the program book for the 2008 Brubeck Festival, Stockton, California, and Washington, D.C. 6 Frances Church, letter to Mort Lewis, December 30, 1957. Brubeck Collection, Holt-Atherton Special Collections, University of the Pacific Library, Stockton, California, MSS 004 (hereafter “Brubeck Collection”), 1.A.1.59.
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crist Dave Brubeck Quartet for over six months. Negotiations with Brubeck’s representatives must have taken place early in the year. By April the general manager of the American National Theatre and Academy (ANTA), a private organization chartered to administer cultural exchanges for the State Department, reported in an internal memo that the Quartet was available, and two months later ANTA submitted a full-blown proposal.7 The ANTA documents reveal that the U.S. government was interested in the Dave Brubeck Quartet primarily because of its popularity and commercial success. The April memo characterized the group as a “top jazz combo” and declared that “no bigger name could be found in the jazz combo field.” The June proposal reiterated, “This is probably the finest ‘combo’ in the jazz field today.” By this point the Quartet had for several years won top honors in readers’ polls conducted by Down Beat, Metronome, Playboy, and other magazines. Moreover, they were Columbia recording artists with a number of best-selling albums, including Jazz Goes to College (1954), Brubeck Time (1955), Jazz: Red, Hot, and Cool (1955), and Jazz Impressions of the U.S.A. (1957). By autumn the Secretary of State, John Foster Dulles, was sending queries to diplomatic posts in Eastern Europe, asking about the desirability of a potential visit by the Dave Brubeck Quartet. His telegram to Poland and Romania echoed ANTA’s appraisal, noting that the group was “ranked among [the] country’s best” and it had consistently won “first place [in] important music polls [during the] last five years.”8 But Dulles also highlighted three significant aspects of Brubeck’s musicianship. First, he was a “brilliant pianist.” Brubeck had grown up around the piano. His mother was a classical pianist and teacher who had studied briefly with the noted pedagogue Tobias Matthay and Dame Myra Hess in England.9 He had taken to the keyboard and become remarkably proficient by his teens. Second, he was a “promising composer” and “protege [of] Darius Milhaud.” Brubeck’s undergraduate studies were at the College of the Pacific in Stockton, California, from which he graduated in 1942. After serving in the army towards the end of World War II Brubeck enrolled as a graduate student at Mills College 7 Robert C. Schnitzer, Progress Report No. 46 to International Educational Exchange Service, April 11, 1957; Robert C. Schnitzer, Progress Report No. 48 to International Educational Exchange Service, June 21, 1957. Robert C. Schnitzer Collection, Special Collections & Archives, George Mason University Libraries, Fairfax, Virginia, Box 9, Item 3. Thanks are due to Robert Vay for making copies of these documents available. 8 Department of State [ John Foster Dulles], outgoing telegram, circular #373 (to mission in Warsaw; consul in Bucharest), October 18, 1957; General Records of the Department of State, Record Group 59; National Archives Building, College Park, Maryland. 9 Fred M. Hall, It’s About Time: The Dave Brubeck Story (Fayetteville: University of Arkansas Press, 1996), 6.
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in Oakland, where Milhaud had taught since fleeing the Nazis in 1940. Third and most importantly, Dulles described Brubeck as a “leading exponent [of] jazz as [a] serious musical form.” The desire to boost jazz’s aesthetic standing had certainly been central to the formation of Brubeck’s public image. For instance, he had introduced himself to jazz aficionados through an article titled “Jazz’ Evolvement As Art Form,” which lamented that “jazz has been so completely overlooked (more than that—deprecated) by the teachers of this generation” and insisted that “we must exert all our influence to help throw off the onus of disrespect which has burdened jazz and the musicians who play it.”10 These three facets of Brubeck’s biography—his work as performer, composer, and advocate for jazz—were important qualifications for his role as Cold War cultural ambassador. A telegram from Prague to the Secretary of State noted that “Brubeck and [his] quartet [are] well and very favorably known throughout Czechoslovakia by all [who are] interested [in] jazz.” It suggested specifically that “ANTA emphasize Brubeck[’s] classical music background” in approaching the Czechs.11 To take this tack in the land of Smetana and Dvorˇák made perfect sense. At the same time, however, there was a subterranean paradox in this suggestion, given Brubeck’s fraught relationship with classical performance, recently described as follows: Since he was never a proficient reader of music (by his own admission), he was in many ways far less appropriate than John Lewis or Miles Davis as an example of the jazz musician who was skilled in classical music. Brubeck, after all, was nearly dropped from the undergraduate music program at College of the Pacific after it was discovered that he could not sight-read. He could write music and did well in harmony but could not perform from the printed page. When it came to performance, Brubeck had always been an “ear musician” like Wes Montgomery.12



Brubeck’s discomfort surfaced in an unexpected manner about two weeks before the Quartet left for Europe. The Voice of America radio network wanted to shoot a three-minute film for advance publicity in Poland and the other countries they would visit. This was apparently standard procedure.13 The representative from Brubeck’s booking agency



10 David Brubeck, “Jazz’ Evolvement As Art Form,” Down Beat 17, no. 2 ( January 27, 1950): 12, 15; no. 3 (February 10, 1950): 13, 18. 11 Department of State, Prague, incoming telegram, #279, to Secretary of State, November 7, 1957; General Records of the Department of State, Record Group 59. 12 Monson, Freedom Sounds, 92. 13 In the fall of 1957, for instance, the State Department had requested “photographs and film segments to be shown in Warsaw, Poznan´, Wrocław, and Katowice,”
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crist mentioned that they planned to ask him to do “one classical number,” presumably in order to draw attention to his classical background, as had been recommended.14 Brubeck’s response was therefore rather surprising: “[I] hope you have not given [a] false impression to [the] State Department. I cannot play classical piano.”15 He was not just being difficult; what he said was true. But there was no time for this project anyway and the matter was dropped. To discern why Brubeck was interested in touring for the State Department requires some reading between the lines because he said relatively little about this. Many years later he acknowledged that simple patriotism had played a role, describing himself as “doing this out of love for [my] country, to be corny about it.”16 At the time, however, Brubeck told the president of Associated Booking Corporation that he was “most anxious to make this tour for the State Department” for two main reasons: “in order to be of service to the government” and “to aid in introducing jazz music to countries which have never heard it before.”17 There were also some personal considerations. Though Brubeck himself had been stationed in Europe while in the service, this overseas trip—both the west European segment and the portion under State Department sponsorship—was a first for the Quartet. In addition, it was Brubeck’s personal goal to bring his wife and their two eldest sons (ages ten and eight) with him. The two most attractive features of the State Department tour, however, were money and publicity. The trip was, at its core, a business deal. The budget in the original June 1957 proposal was $110,000 (about $823,000 in 2009 dollars): $5,000 per week for operating costs, for as many as eighteen weeks ($90,000), plus $20,000 for transportation and incidentals. The majority of the weekly $5,000 was earmarked for salaries: Dave Brubeck (“star”) was to receive $1,135; his saxophonist Paul Desmond (“featured artist”), $1,000; the drummer Joe Morello (“musician”), $325; the bass player Norman Bates (“musician”), $400; plus small salaries for the “company manager” and a “valet”; and miscellaneous expenses. The ANTA official who submitted the proposal



where the José Limon dance company was scheduled to perform. Melinda Copel, “José Limón, Modern Dance, and the State Department’s Agenda: The Limón Company Performances in Poland and Yugoslavia, 1957,” Proceedings of the Society of Dance History Scholars 23 (2000): 88–94. 14 Frances Church, letter to Dave Brubeck, January 22, 1958 (Brubeck Collection, 1.A.2.3). 15 Dave Brubeck, telegram to Frances Church, January 27, 1958 (Brubeck Collection, 1.A.2.36). 16 Von Eschen, Satchmo Blows Up the World, 56. 17 Dave Brubeck, letter to Joe Glaser, January 25, 1958 (Brubeck Collection, 1.A.2.36).
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acknowledged that “$5,000 a week for four performers seems a high fee” but claimed “it is a minimum for this group.”18 The final financial statement shows, though, that the Quartet was paid only $4,000 per week for ten weeks and that the total cost of the tour was just under $44,000.19 Though this money was not bad, Brubeck probably could have earned even more by remaining stateside. At all events, he certainly felt that he was making a financial sacrifice to go on the State Department tour, and judging from the range of fees around that time (see Table 2), it appears that this was true.20 The State Department’s fee was the same as Brubeck’s weekly rate at Birdland, which fell at the lower end of his pay scale. For many of his dates he commanded over twice—and occasionally even three times—that much. Not everyone saw things this way, however. The assistant to the president of his booking agency told Brubeck that the State Department has “never paid four people the kind of money they are paying you,”21 and that too was probably true. By way of comparison, Maynard Ferguson’s big band—a much larger ensemble—usually earned between $2,750 and $3,000 per week in 1958.22 In 1956 the State Department had paid Dizzy Gillespie $1,950 per week during his Middle Eastern tour and $2,500 per week in Latin America (plus $15 per diem per person, in both cases), sums that were split among twenty musicians and administrative personnel.23 Even Gillespie’s relatively modest rate of pay had recently been assailed as fiscally irresponsible by the chairman of the House Subcommittee on State Department and USIA (United States Information Agency) appropriations, Democratic congressman John J. Rooney of New York,



18 Robert C. Schnitzer, Progress Report No. 48 to International Educational Exchange Service, June 21, 1957. Robert C. Schnitzer Collection, Special Collections & Archives, George Mason University Libraries, Fairfax, Virginia, Box 9, Item 3. 19 “The Dave Brubeck Quartet, Tour of Near East and Far East, March 5, 1958– May 13, 1958” (Brubeck Collection, 1.B.3.14). The Quartet did not travel to the “Far East” of course. But the original proposal included a number of Asian countries and the person who prepared the template provided by the State Department (also in the Brubeck Collection, 1.B.4.6, along with handwritten worksheets) must have done so on the basis of the earlier plan. 20 Frances Church, letter to Dave Brubeck, January 28, 1958 (Brubeck Collection, 1.A.2.3). 21 Ibid. 22 Flo Ferguson, letter to Mort Lewis, undated [early September 1958] (Brubeck Collection, 1.A.2.10). 23 Monson, Freedom Sounds, 120–23. As Monson points out, the State Department’s fees did increase over time, but jazz musicians were generally not paid as much as classical performers.
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crist TABLE 2



Dave Brubeck’s fees in 1958 Fee



Venue



$550 ($2,200 for four days) Detroit $571 ($4,000 per week) Birdland, New York $750 ($4,500 for six days) Red Hill Inn, Pennsauken, N.J. $850 M.I.T., Cambridge, Mass. $850 Hanover, Germany $850 Berlin, Germany $1,250 Great South Bay Festival, N.Y. $1,350 Toronto, TV show $1,500 Southern Methodist Univ., Dallas $1,500 Lehigh Univ. Bethlehem, Pa.



$1,750 $2,000



Robinson Auditorium, Little Rock, Ark. Steve Allen TV show



Dates June 30 – July 3a July 24 – August 6b June 24 – June 29c February 3d February 24 February 25e August 2f Not specifiedg May 17h November 15i (later rescheduled for October 24, $1,000)j November 28k June 22l



a Larry Bennett, letter to Dave Brubeck, May 23, 1958 (Brubeck Collection, 1.A.2.4). b Larry Bennett, letter to Iola Brubeck and Mort Lewis, April 16, 1958 (Brubeck Collection, 1.A.2.4). c Larry Bennett, letter to Iola Brubeck and Mort Lewis, April 11, 1958 (Brubeck Collection, 1.A.2.4). d Mort Lewis, letter to Dave Brubeck, February 10, 1958 (Brubeck Collection, 1.A.2.7). e Frances Church, letter to Dave and Iola Brubeck, February 12, 1958 (Brubeck Collection, 1.A.2.3). f Larry Bennett, letter to Iola Brubeck and Mort Lewis, April 16, 1958 (Brubeck Collection, 1.A.2.4). g Larry Bennett, letter to Iola Brubeck and Mort Lewis, April 16, 1958 (Brubeck Collection, 1.A.2.4). h Bert Block, letter to Mort Lewis, February 25, 1958 (Brubeck Collection, 1.A.2.3). i Bob Bundy, letter to Dave Brubeck, May 26, 1958 (Brubeck Collection, 1.A.2.4). j Dave Brubeck, telegram to Bob Bundy, September 9, 1958 (Brubeck Collection, 1.A.2.36). k Bernie Brown, undated telegram to Bob Bundy (Brubeck Collection, 1.A.2.10). l Larry Bennett, letter to Iola Brubeck and Mort Lewis, May 1, 1958 (Brubeck Collection, 1.A.2.4)
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and used as a pretext for slashing the USIA’s budget request.24 These proceedings engendered a level of caution bordering on paranoia among Brubeck’s handlers. The ANTA representative was almost certainly thinking of Rooney when he wrote to Brubeck’s booking agency about “the danger of unpleasant repercussions when the government auditors and the Congressional Appropriations Committee examine the record—as they do in great detail.” He warned that “we cannot put ANTA or the State Department or Dave Brubeck in the position where charges can be aired that government funds were used for unauthorized purposes.”25 The assistant at Associated Booking told the Brubecks in turn to “be sure and keep an account of every dime you spend for cables etc., or anything essential, and also keep a careful account of how much money you get in each country.” She suggested that they get “a blank book and head it with each country, and keep it carefully.”26 Meanwhile, the president of the agency had also hammered the point home in a letter to be read en route to London: “Don’t forget that an accurate and complete record must be kept of all sums you receive in each country, because we must account to the State Department for these sums.”27 Several months after the conclusion of the tour, Brubeck’s manager inquired of ANTA about an aspect of the final financial reckoning. The reply included the conjecture that “the State Department auditors would come down very heavily on us and it would even be possible that at the next Congressional hearings on our program, some congressman might take Dave, himself, to task for what he would consider an unreasonable bonus payment.”28 Doubtless the most compelling reason for Brubeck’s tour for the State Department was its considerable publicity value—not business profits from the trip itself but potential future revenue. When the representative from Associated Booking first described the embryonic tour she claimed that “Dave will be the first jazz group of his kind to ever play” in Poland and told his manager that “a lot of good publicity



24 Laura A. Belmonte, Selling the American Way: U.S. Propaganda and the Cold War (Philadelphia: University of Pennsylvania Press, 2008), 76. Rooney’s 1955 and 1956 congressional hearings are narrated in depressing detail in Naima Prevots, Dance for Export: Cultural Diplomacy and the Cold War (Hanover, NH: Wesleyan University Press, 1998), 26–35. 25 Robert C. Schnitzer, letter to Frances Church, January 31, 1958 (Brubeck Collection, 1.A.2.3). 26 Frances Church, letter to Dave and Iola Brubeck, February 12, 1958 (Brubeck Collection, 1.A.2.3). 27 Joe Glaser, letter to Dave Brubeck, February 6, 1958 (Brubeck Collection, 1.A.2.3). 28 Robert C. Schnitzer, letter to Mort Lewis, September 2, 1958 (Brubeck Collection, 1.A.2.35).
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crist should go with it.”29 A few weeks later, when she tried to convince Brubeck to do the film for the Voice of America, she said that it would “provoke a terrific amount of talk about you in all those countries, to say nothing of promoting the sale of your records,” and that it would “be on TV all over the world.”30 The real master of hyperbole, however, was her boss, Joe Glaser, president of the agency. He was clearly concerned that the deal might fall apart. To sweeten the pot, he promised that the State Department would “be instrumental in getting you the most phenomenal kind of publicity that any artist has ever gotten and perhaps even a citation from our President. In other words, Dave, they are going to make a hero of you, and under no circumstances would I like to see you turn this down.” He was eager for Brubeck’s go-ahead, “so we can start the publicity ball rolling with the State Department.”31 In his parting missive two weeks later he told Brubeck, “The publicity looks wonderful and the State Department estimates that you will be the biggest success that has ever toured the world.”32



Moscow in the Offing? The State Department portion of Brubeck’s tour ultimately lasted only ten weeks. ANTA’s original proposal, however, allowed for up to eighteen weeks of travel along a “suggested route” encompassing eighteen countries in the “Near and Far East”: Greece, Turkey, Lebanon, Syria, Iraq, Iran, Pakistan, India, Ceylon, Burma, Thailand, Malaya, Indonesia, Hong Kong, Philippines, Taiwan, Korea, and Japan.33 The Quartet didn’t tour at all in the “Far East,” but they did visit six of the nine remaining countries (Turkey, India, Ceylon, Pakistan, Iran, Iraq).34 Lebanon and Syria were never on Brubeck’s itinerary. The evolution of the tour did, however, include at one point the notion that the 29 Frances Church, letter to Mort Lewis, December 30, 1957 (Brubeck Collection, 1.A.1.59). 30 Frances Church, letter to Dave Brubeck, January 22, 1958 (Brubeck Collection, 1.A.2.3). 31 Joe Glaser, letter to Dave Brubeck, January 22, 1958 (Brubeck Collection, 1.A.2.3). 32 Joe Glaser, letter to Dave Brubeck, February 6, 1958 (Brubeck Collection, 1.A.2.3). 33 Robert C. Schnitzer, Progress Report No. 48 to International Educational Exchange Service, June 21, 1957. Robert C. Schnitzer Collection, Special Collections & Archives, George Mason University Libraries, Fairfax, Virginia, Box 9, Item 3. When I asked Iola Brubeck whether she and Dave were aware that the State Department had initially contemplated an eighteen-week tour that extended all the way to Taiwan, Korea, and Japan, she said she had “a very dim memory of some talk about a Far East tour, but it was never part of our plan.” Iola Brubeck, e-mail message to the author, July 30, 2008. 34 Benny Goodman’s tour in December 1956 and January 1957 had included five of these countries (Burma, Thailand, Malaysia, Hong Kong, Japan) but not Indonesia, Philippines, Taiwan, and Korea. See Monson, Freedom Sounds, 124.
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Quartet might perform in Egypt and Jordan. The representative from Brubeck’s booking agency relayed a request from the State Department that the group apply for Egyptian and Jordanian visas as soon as they arrived in New York. She asked Brubeck to inform her about the reactions at the two consulates, noting that “the State Department wants to know” and adding cryptically, “I will explain when I see you.”35 It is hard to know what kind of gamesmanship might lie behind these remarks, for surely the State Department should have been able to assess the political climate on the basis of its own communications with the consulates. The unspoken back story here doubtless involved the formation, within a matter of days (February 1) of the left-leaning United Arab Republic, a union between present-day Egypt and Syria that lasted until 1961. (In May 1958 the leader of the UAR, Gamal Abdel Nasser, was hosted by Nikita Khrushchev in Moscow.) Around the same time (February 14) the pro-Western Arab Federation was formed from the joining together of Jordan and Iraq, but it dissolved less than six months later. Neither Egypt nor Jordan was added to Brubeck’s schedule. Strange to say, Poland was not among the eighteen countries listed in ANTA’s initial proposal in 1957. This is surprising because it was ultimately the first country to sign on for the tour (in January 1958) as well as the first to be visited (in March).36 Secretary of State Dulles had made inquiries in Poland, Romania, and Czechoslovakia in October and November 1957, but Poland was the only taker. In February 1958, one of Dulles’s assistants disclosed that the State Department’s “original plans for the Brubeck group were confined to a two-week appearance in Poland.” But “subsequent urgent requests from our Foreign Service posts in the Near East dictated an eight-week extension which we now deem of considerable importance to the objectives of this State Department program” (the specific countries mentioned are Pakistan, Iran, and Iraq).37 In late January 1958, shortly before the Dave Brubeck Quartet left for Europe, the United States and the Soviet Union signed their first cultural exchange agreement.38 The Soviets’ main objective was to gain 35 Frances Church, letter to Dave Brubeck, January 28, 1958 (Brubeck Collection, 1.A.2.3). 36 The original contract has apparently not been preserved, but an “appendix” executed in Warsaw on March 10, 1958, several days after the Quartet arrived in Poland, refers to an earlier document, “dated January 21, 1958, re: Engagement of the Dave Brubeck Quartet for performances in Poland from the 6th of March 1958” (Brubeck Collection, 1.B.3.9). 37 E. Allan Lightner, Jr. (“for the Secretary of State”), letter to Robert W. Flemming, February 12, 1958; General Records of the Department of State, Record Group 59. 38 Agreement with the Union of Soviet Socialist Republics on Cultural, Technical, and Educational Exchanges, signed at Washington, January 27, 1958. In United States Treaties and Other International Agreements 9 (1958): 13–39.
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crist access to American science and technology. The U.S. for its part hoped “to open the Soviet Union to Western influences in order to change its foreign and domestic policies.”39 The jazz columnist for Brubeck’s hometown newspaper put two and two together and speculated tantalizingly, under the heading “Moscow in Offing,” about the possibility that the Quartet might perform in the Soviet Union. If so, he noted, they would be “the first jazz musicians to appear in Russia since Sidney Bechet was there in 1925 with Josephine Baker’s revue.”40 It was actually unlikely that a visit to the Soviet Union could be arranged on such short notice.41 But another Bay Area writer, Ralph J. Gleason, the well-known jazz critic for the San Francisco Chronicle (and cofounder in 1967 of Rolling Stone magazine), recognized the publicity potential and wanted to scoop the story. About a week after the Oakland Tribune article appeared, Brubeck’s manager, Mort Lewis, wrote Brubeck in England and asked to be notified by telegram if Russia were added to their itinerary. Lewis told Brubeck that Gleason had assured him that in this event he would “place the news with all the wire services.”42 On the same day, Lewis also checked in with Associated Booking, telling them that Gleason “wants to do a big article on the Quartet IF THEY GO TO RUSSIA” and asking that they keep him posted. Lewis conceded that “nothing has been said so far” but thought “there is probably an outside chance.” Should the opportunity arise, “we would like to capitalize on it.”43 A month later Lewis asked Brubeck again: “Any word about visiting Russia?”44 Around the same time the Oakland Tribune revisited the topic, noting that “rumors persist that negotiations still are under way to allow the quartet to play in Moscow, but so far they remain only rumors.”45 The buzz about Moscow in relation to Brubeck’s tour was doubtless intensified by anxiety arising from an iconic Cold War event, the recent 39 Yale Richmond, U.S.-Soviet Cultural Exchanges, 1958–1986: Who Wins? (Boulder: Westview Press, 1987), 2–6. See also Walter L. Hixson, Parting the Curtain: Propaganda, Culture, and the Cold War, 1945–1961 (New York: St. Martin’s Press, 1997), 151–55. 40 Russ Wilson, “Brubeck Quartet Off for Poland,” Oakland Tribune, February 2, 1958 (Brubeck Collection, 1.E.1a.8). 41 The early phase of the agreement has been characterized as “the learning years.” Bilateral caution meant that “months passed before many exchanges began.” Richmond, U.S.-Soviet Cultural Exchanges, 9. 42 Mort Lewis, letter to Dave Brubeck, February 10, 1958 (Brubeck Collection, 1.A.2.7). 43 Mort Lewis, letter to Frances Church, February 10, 1958 (Brubeck Collection, 1.A.2.7). 44 Mort Lewis, letter to Dave Brubeck, March 10, 1958 (Brubeck Collection, 1.A.2.7). 45 Russ Wilson, “Brubeck’s Jazz Combo in Poland,” Oakland Tribune, undated clipping [early March 1958] (Brubeck Collection, 1.E.1a.8).
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the journal of musicology launch of Sputnik in October 1957 and the inception of the space race between the Soviet Union and the United States. Even though the Quartet didn’t make it to Moscow, the opposition of these two superpowers hovered constantly in the background, from the group’s initial foray into Poland—a member of the Warsaw Pact—to their final concerts in Baghdad, just two months before the 1958 revolution that steered Iraq toward closer relations with the Soviet Union.



Trouble in East Carolina: Brubeck and Cold War Civil Rights
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In addition to a multitude of routine details, Dave Brubeck also had to contend with a major change in personnel as he prepared for more than three months on the road. His bass player for the past two years, Norman Bates, decided he did not want to be away from his family for such an extended period of time and that he should resign from the Quartet in order to spend more time with his wife and children.46 Bates’s replacement was Eugene Wright, who was to remain with the Quartet until it disbanded (1958–67). Wright was in many ways an ideal choice. He was an experienced player who had worked with Count Basie, Buddy DeFranco, and others in the late 1940s and 1950s. More recently he had been playing with the Cal Tjader Quintet, which shared the bandstand with the Dave Brubeck Quartet at the Blackhawk in San Francisco. Wright was therefore already familiar with Brubeck’s repertoire.47 A newspaper article about the change noted that Wright’s addition to the Quartet would make it a racially mixed group “for the first time since 1951–52, when Wyatt (Bull) Ruther was the bassist.”48 There is no evidence that race was a factor in Wright’s selection. He had played in groups led by musicians both African American (Basie) and white (DeFranco, Tjader, Brubeck). Wright’s race is not mentioned in any of the extant correspondence about his joining the Quartet.49 Brubeck’s manager only said that they were “extremely fortunate” to obtain Wright and described him as “a great guy with a fine sense of humor.”50 46 Russ Wilson, “New Bassist Joins Brubeck Junket,” Oakland Tribune, January 21, 1958 (Brubeck Collection, 1.E.1a.8). 47 Mort Lewis, letter to Harold Davison, January 22, 1958 (Brubeck Collection, 1.A.2.7). 48 Russ Wilson, “New Bassist Joins Brubeck Junket,” Oakland Tribune, January 21, 1958 (Brubeck Collection, 1.E.1a.8). 49 E.g., Mort Lewis, letter to Frances Church, January 19, 1958 (Brubeck Collection, 1.A.2.7); Joe Glaser, letter to Dave Brubeck, January 22, 1958 (Brubeck Collection, 1.A.2.3); Mort Lewis, letter to Nils Hellstrom, January 25, 1958 (Brubeck Collection, 1.A.2.7). 50 Mort Lewis, letter to Harold Davison, January 22, 1958 (Brubeck Collection, 1.A.2.7).
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crist With the switch to Wright, however, Brubeck plunged headlong into the fetid waters of racial bigotry. Brubeck, his manager, and the other members of the Quartet all adhered to the prevalent liberal view of jazz as a “colorblind” music.51 But this was unfortunately not the case with the Secretary of State. The first thing Dulles mentioned about the Dave Brubeck Quartet in his message to his diplomatic colleagues in Poland and Romania—before any of the comments about their sterling reputation or Brubeck’s classical approach to jazz—was that the group was “all-white.” He must have said something similar in his communication to Czechoslovakia too because the response includes the opinion that “for U.S. purposes [a] white jazz group [is] preferable, as this sidesteps regime propaganda linking jazz to oppression [of] Negroes in America.”52 Given the outlook of Dulles and his ilk, it is significant that the Dave Brubeck Quartet was no longer “all-white” by the time the tour began. This led to some unexpected drama on their way out of the country. The group played without incident in New Jersey, Massachusetts, and Pennsylvania at the end of January and beginning of February. But there was a racist episode in the South the night before they left for Europe. The administration at East Carolina College in Greenville, North Carolina, was not aware that Brubeck’s quartet was racially mixed. They were not allowed to go on stage because this was prohibited by Jim Crow laws. After refusing to play without Wright, Brubeck told the college’s president that they would be departing for Europe the next day and “I hated to leave my country thinking that we couldn’t appear here but that we could go behind the Iron Curtain.” The president called the governor, who said to let them play, remarking that “we don’t want another Little Rock.” Brubeck was instructed to keep Wright in the background. But instead he told Wright that his microphone was broken and he would have to use one at the front of the stage. Wright did so and, according to Brubeck, “we integrated that school in nothing flat.”53 In addition to the conflict in North Carolina, a second example typical of many tense exchanges in the late 1950s and early 1960s began while Brubeck was still on tour in the Middle East. A promoter See Monson, Freedom Sounds, 78–80. Department of State [ John Foster Dulles], outgoing telegram, circular #373 (to mission in Warsaw; consul in Bucharest), October 18, 1957; Department of State, Prague, incoming telegram, #279, to Secretary of State, November 7, 1957; General Records of the Department of State, Record Group 59. 53 Washington Post, May 31, 1988 (Brubeck Collection, 1.D.3.10). This story is told from Eugene Wright’s point of view in Hall, It’s About Time, 87. Hall claims erroneously that the incident took place in Georgia and that it was the Quartet’s first concert after the hiring of Wright. 51 52
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in Johannesburg wrote with the hope of arranging a tour in South Africa.54 Brubeck’s manager said they were “very interested in appearing in South Africa,” but he played dumb about their infamous system of apartheid: “I must mention that one of our group is a Negro and I am not familiar with the laws of your country. Is there any ordinance prohibiting the appearance, on stage, of a mixed group?”55 No further correspondence has survived. But according to a press release for Down Beat magazine, “Brubeck flatly refused to make a tour of South Africa . . . when the promoter advised him of the African law prohibiting the appearance of a mixed group. Dave says he’s ready to go there when they change the law.”56 Though studies of Cold War foreign policy and the civil rights movement have long been pursued separately, scholars such as Mary Dudziak have demonstrated the extent to which they were interdependent.57 Brubeck’s dicey experience in North Carolina and fruitless exchange with South Africa, coupled with the racially inflected remarks about his group in the State Department correspondence, are potent examples of interpenetration between domestic and international realms—of the struggle for civil rights at home and abroad intersecting with the global promotion of American democracy.



Repertoire and Reception The music that the Dave Brubeck Quartet performed during their 1958 tour was a mixture of standards and original compositions. The principal list included twelve standards and eight compositions by Brubeck (see table 3). The program book for Ceylon also included a second “basic program” that the Quartet would use in cities where two or more concerts were to be given. It was more heavily weighted towards standards and included only two originals, one of which was already listed on “Program I.” The list in the British program book was different, but it maintained a similar balance between standards and originals. It included a dozen tunes from “Program I” plus two additional standards, “Brother, Can You Spare a Dime?” and “The Way You Look Tonight.”



54 Lionel M. Steinberg, letter to Dave Brubeck, May 5, 1958; Lionel M. Steinberg, letter to Mort Lewis, June 3, 1958 (both in Brubeck Collection, 1.A.2.29). 55 Mort Lewis, letter to Lionel M. Steinberg, June 10, 1958 (Brubeck Collection, 1.A.2.8). 56 “Exclusive: Down Beat,” undated [c. October 1958] (Brubeck Collection, 1.G.1.3). 57 See Mary L. Dudziak, Cold War Civil Rights: Race and the Image of American Democracy (Princeton: Princeton University Press, 2000).
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crist TABLE 3



Brubeck’s 1958 tour repertoire Standards



Originals Program I a



Take the “A” Train I’m in a Dancing Mood For All We Know St. Louis Blues These Foolish Things Stardust Trolley Song Heigh Ho Some Day My Prince Will Come Give a Little Whistle Tangerine Perdido



The Duke Audrey One Moment Worth Years Summer Song Curtain Time Sounds of the Loop Two Part Contention In Your Own Sweet Way



Program II b How High the Moon I Got Rhythm Indiana The Song is You Love Walked In You Go to My Head Don’t Worry About Me Back Bay Blues Tea for Two Lady Be Good



Bru’s Blues Audrey



British Program c Tangerine Take the “A” Train These Foolish Things I’m in a Dancing Mood Brother, Can You Spare a Dime? The Way You Look Tonight For All We Know St. Louis Blues



One Moment Worth Years Audrey The Duke Two Part Contention In Your Own Sweet Way Sounds of the Loop



a Typescript, “Compositions likely to be performed during the European concert tour” (Brubeck Collection, 1.A.2.29). This list appeared in the German program book, “Das berühmte Dave Brubeck-Quartett aus U.S.A.” (Brubeck Collection, 1.F.1.7). It is also printed in the program book for Ceylon as “the ‘basic program’ of the Dave Brubeck Quartet as received from ANTA” (Brubeck Collection, 1.F.1.7). b “Donovan Andree Presents Dave Brubeck Quartet at the Green House, Victoria Park” [Colombo, Ceylon] (Brubeck Collection, 1.F.1.7). c “National Jazz Federation presents The Dave Brubeck Quartet and the Jazz Couriers, souvenir programme“ (Brubeck Collection, 1.F.1.7).
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A valuable source of information about the reception of Brubeck’s music is the foreign service dispatches that were forwarded to the State Department from the American embassies in the countries he visited. A 58 full set of nine reports, nearly forty pages in all, has been preserved. In August 1958 the ANTA representative sent Brubeck some excerpts (he called them “bouquets”), remarking that “they are all splendid of course,” and Brubeck’s manager said they “were very pleased to learn that they were able to create so much good will.”59 Two categories of observations stand out. First, it is clear that the impact of the Quartet was predictably felt most strongly among young people, from Poland to Pakistan and beyond. The cultural attaché in Warsaw highlighted “the distinctive American character” of modern jazz groups such as the Dave Brubeck Quartet and their particular “appeal to today’s youth in Poland.” The official in Karachi was pleased to note that “the Quartet attracted an audience of students that the Embassy has not always been successful in reaching with other attractions.” The concert in Delhi was especially successful in this regard. Since the “prime target group” was “young Indians, and particularly university students unfamiliar with Western music,” it was arranged as an open-air performance in the university gardens with free admission. The atmosphere was “deliberately informal, in accord with the nature of the mu58 Frank J. Lewand (Cultural Attaché, American Embassy, Warsaw), “Report on Dave Brubeck Jazz Quartet Concerts in Poland,” Foreign Service Dispatch #355 to Department of State, March 24, 1958; C. Edward Wells (Country Public Affairs Officer, American Embassy, Ankara), “Cultural Presentation: President’s Program – Dave Brubeck in Turkey,” Foreign Service Dispatch #363 to Department of State, December 12, 1958; W. K. Bunce (Counselor for Public Affairs, American Embassy, New Delhi), “Educational Exchange: Report on Dave Brubeck Jazz Quartet in India during its Tour under the President’s Program and ANTA,” Foreign Service Dispatch #1512 to Department of State, June 6, 1958; Henry T. Smith (Counselor of Embassy, American Embassy, Colombo), “Educational Exchange: Cultural Presentations: President’s Program: Dave Brubeck Quartet,” Foreign Service Dispatch #1154 to Department of State, May 9, 1958; William L. S. Williams (American Consul General, American Consulate, Dacca), “Educational Exchange: Dave Brubeck quartet’s visit to Dacca,” Foreign Service Dispatch #315 to Department of State, May 14, 1958; Geoffrey W. Lewis (Counselor for Political Affairs, American Embassy, Karachi), “Educational Exchange: President’s Fund Program – Dave Brubeck Jazz Quartet,” Foreign Service Dispatch #1049 to Department of State, May 14, 1958; Barrett Parker (Acting Public Affairs Officer, American Embassy, Kabul), “Visit of the Dave Brubeck Ensemble to Kabul,” Foreign Service Dispatch #628 to Department of State, May 7, 1958; Burnett Anderson (Counselor for Public Affairs, American Embassy, Tehran), “Educational Exchange: President’s Fund Dave Brubeck Quartet,” Foreign Service Dispatch #1023 to Department of State, May 22, 1958; William H. Smith (Acting Country Public Affairs Officer, American Embassy, Baghdad), “Educational Exchange: President’s Program: Dave Brubeck Program,” Foreign Service Dispatch #1219 to Department of State, June 25, 1958; General Records of the Department of State, Record Group 59. 59 Robert C. Schnitzer, letter to Dave Brubeck, August 7, 1958 (Brubeck Collection, 1.A.2.35); Mort Lewis, letter to Robert Schnitzer, August 28, 1958 (Brubeck Collection, 1.A.2.9). The excerpts from the field reports are in Brubeck Collection, 1.G.1.3.
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crist sic,” and it was attended by over 3,000 people, “the vast majority of them university students.” Second, the music of the Dave Brubeck Quartet struck a responsive chord in highbrow circles. The State Department considered Brubeck to be “unusually well qualified” to serve as cultural ambassador because of his ability to bridge musical worlds: “As a serious jazz artist with some classical training and background, we believe Mr. Brubeck can add a new dimension in correcting certain overseas misconceptions on American jazz.”60 Though the misconceptions are not specified, they evidently concerned jazz’s position on the spectrum from popular culture (low) to “serious” art music (high). The consul general in Dacca made the startling observation that “Western music is strange to most people in this part of the world, but jazz has a greater universal appeal than classical music to the Pakistanis.” The spoken commentary by one of the other officers there helped the audience “to realize that jazz, as performed by this group, is a true art form.” The embassy representative in Warsaw heard “a relaxed air of music being created spontaneously” rather than “wild fervor” and labeled Brubeck’s brand of music as “horn-rimmed” jazz. The most significant public relations coup, however, occurred in India. Because of deep-seated prejudices against low art among the Indian intelligentsia, the diplomatic post in Bombay treated Brubeck’s concerts as “an elite artistic presentation of the very highest quality.” The three performances there “convinced hundreds of lovers of serious music that progressive American jazz is a musical form that deserves serious consideration.” A brief essay in the program book by the Indian music critic Sorab K. Modi provides a vivid impression of the hidebound attitudes that prevailed. It announced that “jazz has come a long way in the last 50 years,” having “graduated from the dives to the concert halls.” It assured audience members that it was “all right to take jazz seriously and study it” because “jazz has become respectable.” In a breathtakingly pretentious display of pseudo-sophistication, Modi invokes the names of an odd grab bag of classical composers from the twentieth century (Milhaud, Gershwin, Ravel, Stravinsky, Schoenberg, Hindemith), the nineteenth (Rimsky-Korsakov, Bizet, Grieg, Mendelssohn), and earlier (Bach, Palestrina). He then crows that “jazz is an important art form—one worthy of the great masters.” His considered conclusion is that “Dave Brubeck’s musical erudition and classical training make his music worthy of close study.”61 60 E. Allan Lightner, Jr., letter to Robert W. Flemming, February 12, 1958; General Records of the Department of State, Record Group 59. 61 Sorab K. Modi, essay in program book, Dave Brubeck Quartet, Eros Theatre [Bombay], April 3, 1958 (Brubeck Collection, 1.F.1.7).



This content downloaded from 149.68.13.33 on Fri, 10 May 2013 20:52:01 PM All use subject to JSTOR Terms and Conditions



153



the journal of musicology The report from Delhi explained that “many Indians, if not most, tend to equate ‘jazz’ with rock-and-roll,” which is generally regarded as “wild and undisciplined, if not somewhat disreputable.” Brubeck’s appearance there demonstrated that jazz “can display discipline and intellectuality of a high order.” Madras was characterized as “a city wellknown for its cultural conservatism.” The audience there was surprised that Brubeck’s brand of jazz was “far removed from the average Indian conception of jazz as a noisy and vulgar entertainment.” Many expected “clangy clamor” and “vulgarity,” but instead they heard “unexpected melody, intricate rhythm, disciplined improvisation and the spontaneous joy of creating alternately lacy and Gothic patterns of sound from the bare bones of musical materials.”



Jazz Impressions of Eurasia
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The most durable product of the 1958 tour was the album Jazz Impressions of Eurasia.62 It was produced with astonishing rapidity. During the last week of May Brubeck was already writing out several new compositions, and by the first week of June he was rehearsing them.63 The recording sessions took place in July and August at Columbia’s 30th Street Studios in New York.64 Similar in conception to Jazz Impressions of the U.S.A. (recorded in late 1956 and early 1957) and two 1964 albums, Jazz Impressions of Japan and Jazz Impressions of New York, Brubeck’s aim was to “create an impression of a particular locale by using some of the elements of their folk music within the jazz idiom.” He developed these “sketches of Eurasia” from musical ideas he jotted in a notebook as he traveled “across the fields of Europe” and “the deserts of Asia.”65 The album consisted of six original compositions with evocative names associated with specific countries on the tour, which provided a vivid picture of the impact of foreign musical cultures on Brubeck and his music.66



62 The Dave Brubeck Quartet, Jazz Impressions of Eurasia, Columbia Records CL 1251 (also CS 8058), 33 rpm (1958); re-release, Columbia/Legacy CK 48531, compact disc (1992). 63 Dave Brubeck, letter to Ernie Farmer (Shawnee Press, Delaware Water Gap, PA), May 27, 1958 (Brubeck Collection, 1.A.2.36); Iola Brubeck, letter to Roman Waschko, June 5, 1958 (Brubeck Collection, 1.C.1.20). 64 Vouchers from Columbia Records, dated August 19 and September 11, 1958, give the recording dates as July 28, July 30, and August 23 (Brubeck Collection, 1.B.4.10). 65 Dave Brubeck, liner notes, Jazz Impressions of Eurasia (see note 62). 66 The information in the following paragraphs is based on Dave Brubeck’s remarks in Howard Brubeck, ed., Themes from Eurasia by Dave Brubeck (Delaware Water Gap, PA: Shawnee Press, 1960).
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crist Brubeck clearly felt most at home in the three westernmost countries: England, Germany, and Poland. “Marble Arch” took the name of a well known architectural monument in London to represent the relative familiarity of British culture. Brubeck noted that England, a place he had not visited before, “looked exactly as it was supposed to look” and compared it to “visiting a distant relative whom the family had described so often and so well that you recognized him immediately.” He used “folk-like melody” and “smoothly flowing harmony” to capture the “airy lightness” of “children’s voices at play.” The opening motive of “Brandenburg Gate” was based on the German phrase “danke schön” (thank you very much). Its title was evocative of Bach’s Brandenburg Concertos as well as the edifice through which Brubeck passed while in Berlin. Brubeck described the theme as “Bach-like” and said that its harmonic progressions were “similar to those of a Bach chorale, with some modern alterations of the chord structure.” Imitation and counterpoint were used to develop it, “in a manner reminiscent of Bach.” The theme of “Thank You (Dziekuje)” also was suggested by the inflection of a foreign word. It was composed after a visit to a museum with a Chopin exhibition and constituted Brubeck’s musical tribute to Poland. It adopted characteristics of the Chopin nocturnes such as “arpeggiated chords in the left hand, and large strong leaps of melody, followed by a descending step-like motion, in the right hand.” The other three compositions captured experiences of unfamiliarity and the musical “other” (Turkey, Afghanistan, India). The field report from Turkey (see note 58) mentions that while in Ankara Brubeck had asked a member of the cultural staff to prepare a tape of representative examples of Turkish music. Based on this recording and his recollections of Turkey, Brubeck composed “The Golden Horn,” whose title is the name of the inlet of the Bosporus that divides Istanbul. The rhythmic pattern of the theme was suggested by yet another expression for communicating gratitude, the Turkish phrase “çok tes˛ekkür ederim” (thank you very much).67 “Nomad” was Brubeck’s response to hearing music by members of a nomadic tribe as they drove their flocks through Kabul into the mountains. He recalled that “the muffled beat of drums and the eerie tones of a lone flute” were “the weirdest sound I ever heard,” and said that it “made my hair stand on end.” In Brubeck’s composition, “the steady rhythm is like the even, plodding gait of the camel, and the quicker beats are like the nomadic drums.” “Calcutta 67 Similarly, a radio-TV officer at the American Embassy in Tehran said that Brubeck mentioned doing some composing based on his trip and offered to make a tape of some “typical Persian music.” Lewis H. Lederer, letter to Dave Brubeck, undated fragment (Brubeck Collection, 1.A.2.18).
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Blues” was inspired by jam sessions with Indian musicians. Brubeck used “Indian techniques that were adaptable to the blues,” especially a drone (imitating the tambura) instead of Western chordal harmony. The State Department was well aware that publicity surrounding the Eurasian tour had significant business potential. In fact, the ANTA representative predicted boldly that—“properly exploited—the success of the tour should bring in added financial rewards in subsequent commercial appearances.”68 It should come as no surprise, then, to learn that Jazz Impressions of Eurasia was part of a massive marketing campaign by Columbia Records. Its release date, October 15, 1958, dovetailed nicely with an extensive U.S. tour, “Jazz for Moderns,” organized by the Detroit promoter Ed Sarkesian, in which the Dave Brubeck Quartet joined the Sonny Rollins Trio, the Maynard Ferguson Orchestra, and the Four Freshmen for over three weeks of one-night concerts.69 The promotional blitz involved Pan American World Airways, too. The airline contributed four round-trip tickets between New York and Paris, to promote this new route. The tickets were prizes in a contest sponsored by Columbia Records in connection with the release of the new album. Disc jockeys were to announce the contest daily during November 1958, which Columbia designated as “Dave Brubeck Month,” while the Quartet was on tour appearing in every major city throughout the country. The original plan for the album cover was to show the members of the Quartet with their luggage, including two prominently displayed Pan American flight bags. But since Pan Am had been so generous (Brubeck’s manager spoke of their “splendid cooperation”), it was apparently decided that this was not enough. Instead Dave Brubeck posed at the San Francisco airport with a Pan Am plane in the background (see Figure 1). The cover was also displayed in record store windows and used in Columbia’s national advertising campaign in Life, Look, Time, Newsweek, Saturday Evening Post, Reader’s Digest, New Yorker, and New York Times.70



Jazz as Democracy When Brubeck finally returned to the United States after several months on the road, he took the opportunity to ponder the meaning of 68 Robert C. Schnitzer, letter to Mort Lewis, September 2, 1958 (Brubeck Collection, 1.A.2.35). 69 A copy of the souvenir program is in the Brubeck Collection, 1.F.1.7. The album release date is given in a letter from Mort Lewis to Ed Sarkesian, September 15, 1958 (Brubeck Collection, 1.A.2.9). 70 Mort Lewis, letter to Art Thurston, September 2, 1958 (Brubeck Collection, 1.A.2.9). Lewis was corresponding with Thurston, an Australian promoter, about a possible Brubeck tour in Australia in 1959, hopefully with similar corporate sponsorship by Qantas, the Australian national airline.
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crist figure 1. Album cover, Dave Brubeck Quartet, Jazz Impressions of Eurasia (1958). Used by permission of Legacy Recordings/ Columbia Records/Sony Music Entertainment, Inc.
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what he had just accomplished. Brubeck was exhausted when he arrived in New York. His wife Iola flew in from California to meet him, and “he spent the first five days in bed at the hotel, getting up only to take care of necessary business.”71 One of the items of “necessary business” was work on an article that appeared in the New York Times Magazine about a month after the Quartet returned,72 a collaboration 71 Iola Brubeck, letter to Roman Waschko, June 5, 1958 (Brubeck Collection, 1.C.1.20). 72 Dave Brubeck, “The Beat Heard ’Round the World,” New York Times Magazine, June 15, 1958.
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between Dave Brubeck and Gilbert Millstein.73 It seems that Millstein drafted it on the basis of a lengthy conversation with Dave and Iola, presumably in New York during the week of May 12.74 Brubeck asked that the by-line read “by Dave Brubeck as told to Gilbert Millstein,” but the paper evidently declined his request.75 The Brubeck-Millstein article includes several poignant anecdotes from the State Department tour. More importantly, however, it also provides a summation of Brubeck’s views on the relationship between jazz and politics. Brubeck characterizes jazz as the “single native art form” of the United States. He observes that it is widely regarded as “the most authentic example of American culture,” and that it is “welcomed . . . without reservation throughout the world.” Not only is jazz a quintessentially American artistic endeavor, but Brubeck claims that its manner of performance is similar to the U.S. political system. Jazz is “the freest and most democratic form of expression. . . . It is music freely created . . . by a group of instrumentalists, each of whom is afforded a maximum of individual expression in a democratically agreed-on framework of rhythms, harmonies and melodies.” Because jazz is a musical form of democracy, its acceptance or rejection is a barometer of political climates: “Wherever there was dictatorship in Europe, jazz was outlawed. And whenever freedom returned to those countries, the playing of jazz invariably accompanied it.” Exhibit A was Poland, where “jazz had become the symbol of freedom . . . particularly through the broadcasts of the Voice of America.” Brubeck recalled a dinner that was given for the Quartet toward the end of the Polish segment of their tour “by about thirty artists, writers, musicians and students.” He said “it was held quite openly.” But what struck him most was the toast one of them offered: “Now that you have been with us this long . . . perhaps you will take back with you the knowledge that we Poles love freedom as much as you Americans.”76



73 Millstein was best known for his laudatory 1957 New York Times review of Jack Kerouac’s On the Road, which helped to establish the Beat Generation and Kerouac’s literary reputation. See the obituary by Eric Pace, “Gilbert Millstein, 83, Reviewer Who Gave Early Boost to Kerouac,” New York Times, May 11, 1999. 74 Gil Millstein, letter to Dave and Iola Brubeck, July 5, 1958 (Brubeck Collection, 1.C.1.24): “In an odd way, I felt that I had come to know both of you pretty well in the very few hours we spent together.” 75 Dave Brubeck, telegram to Lewis Bergman, June 3, 1958 (Brubeck Collection, 1.A.2.36). 76 Brubeck told me the same story in an interview on March 7, 2008, except that he said it was held “in secret, in the basement of a hotel.” Keith Hatschek recently visited Poland and interviewed some of these individuals for “The Voice of Freedom: Assessing the Impact of Dave Brubeck and Cultural Exchange During the Cold War.” I am grateful for the opportunity to read a prepublication draft of this article.
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crist Brubeck had articulated some of the same ideas two years earlier in an essay for a journal supported by the Ford Foundation.77 There he characterized jazz as music “embodying in its very form the democratic idea of unity through diversity.” Recalling his military service during World War II, Brubeck wrote: “Many of us who were overseas during the war . . . witnessed for ourselves the powerful symbol of freedom jazz had become in Nazi Germany—and the role it had played toward liberation in the French Underground, Sweden, and England. There was a vitality in jazz—a basic universal dream implicit in its free expression of the individual.”78 Opinions such as these were not unique to Dave Brubeck; similar notions expressed in nearly identical terms were present in writings and utterances by many individuals, including at least two with whom Brubeck was well acquainted. While the Quartet was touring in Poland, Marshall Stearns, an English professor at Hunter College, in his capacity as chairman of the Critics Symposium Committee, invited Brubeck to participate in a panel discussion during the fifth annual Newport Jazz Festival. He wanted Brubeck to address the topic of “ ‘The Musicians’ Point of View’ towards what is valuable and not so valuable about jazz critics and criticism.” Other panelists were to include Duke Ellington and Woody Herman.79 This was not the first Newport symposium in which Brubeck would participate. At the second festival in 1955 he discussed “Jazz from the Inside Out” with a group that included pianist Billy Taylor, Gunther Schuller (who at the time was a horn player in the Metropolitan Opera orchestra), and Nat Hentoff (then an associate editor of Down Beat), and was chaired by Stearns. An important aspect of the Newport Jazz Festival’s mission was to promote the idea of jazz as a uniquely indigenous type of music. Its official name—“American Jazz Festival of Newport R.I., Inc.”— underscored this notion. Moreover, the purpose of this non-profit corporation was “to encourage America’s enjoyment of jazz and to sponsor



77 It turns out that the Ford Foundation had close ties with the CIA, though Brubeck was apparently unaware of this. See Frances Stonor Saunders, The Cultural Cold War: The CIA and the World of Arts and Letters (New York: New Press, 1999), 139–44. 78 Dave Brubeck, “Jazz Perspective,” Perspectives USA 15 (Spring 1956): 21–29. The same issue included essays by Paul Tillich, B. F. Skinner, and other leading intellectuals. Brubeck’s article was reprinted in Ralph J. Gleason, ed., Jam Session: An Anthology of Jazz (New York: G. P. Putnam’s Sons, 1958), 222–31. Gleason properly attributes it to both Iola and Dave Brubeck, noting that Dave’s comments “were written with the help of his wife, Iola, who has been his partner in most of his prose efforts, although her name has usually been left off the credits” (p. 222). 79 Marshall W. Stearns, letter to Dave Brubeck, March 15, 1958 (Brubeck Collection, 1.A.2.17). In 1952 Stearns founded the Institute of Jazz Studies, which since 1966 has been located at Rutgers University, based on his personal collection of jazz materials.
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the study of jazz, a true American art form.” Its board of directors included Stearns, radio announcer Willis Conover, and the eminent African American literary figure Langston Hughes.80 The program book for the 1955 festival included an article by Marshall Stearns with the bold title “Jazz Is America,” which sounded many of the themes central to this ideological stance.81 It begins with the familiar observation that dictators—for instance, Mussolini, Hitler, and the war lords of Japan (leaders of the Axis powers in World War II)— typically are “violently opposed to jazz.” The reason for the “constant denunciations that dictators direct at jazz” is that it “seems to stand for a measure of freedom.” Jazz is in its essence “diametrically opposed to regimentation.” It “operates on the emotional level of immediate contact between people, and it seems to encourage an individualism that is incompatible with dictatorship.” Stearns then comments at length on the worldwide popularity of jazz, noting that it is “one of the few products we export that is welcomed by people all over the globe.” The core of his thesis is a sweeping assertion: “Jazz—like Mickey Mouse, chewing gum, and the skyscraper—is uniquely American. Traces of almost any kind of European music can be found in it, but the combination is truly original and could only have evolved in the U.S.A.”82 In attempting to account for jazz’s broad appeal, Stearns points to its mode of performance: “Jazz offers a common ground upon which the conflicting claims of the group and the individual can be resolved.” The jazz musician “can express himself individually and, at the same time, participate freely in a creative whole.”83 Stearns then quotes a 80 As John Gennari has pointed out, inclusion of black members on the board (Louis Armstrong, Duke Ellington, novelist Ralph Ellison, and others) symbolized “the pluralist aspirations of the enterprise.” In the early 1960s Langston Hughes celebrated the Newport festival as “a shining example of racial equality” (Genarri’s words). John Gennari, “Hipsters, Bluebloods, Rebels, and Hooligans: The Cultural Politics of the Newport Jazz Festival, 1954–1960,” in Uptown Conversation: The New Jazz Studies, edited by Robert G. O’Meally, Brent Hayes Edwards, and Farah Jasmine Griffin (New York: Columbia University Press, 2004), 133 (also John Gennari, Blowin’ Hot and Cool: Jazz and Its Critics [Chicago: University of Chicago Press, 2006], 230–31). 81 Brubeck Collection, 1.F.1.5. 82 An essay on “What’s ‘American’ About America” by John A. Kouwenhoven, which was published in Harper’s magazine in 1956 but dates back to a lecture in 1954, included a list of a dozen “distinctively American” items, including jazz, chewing gum, the skyscraper, and “comic strips.” It is reprinted in Robert G. O’Meally, ed., The Jazz Cadence of American Culture (New York: Columbia University Press, 1998), 123–36 (list on 124–25). 83 Similar things can be said of course about other kinds of music as well. For instance: “Bluegrass is . . . an ensemble music in which there is a constant shifting of focus—from one individual to another and between individuals and groups. Largely unspoken musical rules about acceptable rhythm and melody/harmony ensure that the boundaries between individual expression and group cohesion are mutually understood, allowing members of a band to mesh in a collective expression that allows for individual presentation.” Neil V. Rosenberg, “Bluegrass,” in The Garland Encyclopedia of World Music, vol. 3: The United States and Canada, ed. Ellen Koskoff (New York: Garland, 2001), 161.
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crist German fan about why people outside the U.S. like jazz. Significantly, his viewpoint is expressed in political terms: a “jam-session is a miniature democracy; every instrument is on its own and equal; the binding element is toleration and consideration for the other players.” Stearns concludes by noting that “thinking people beyond our borders consider jazz one of America’s most lively contributions to the arts.” He predicts that in the future “jazz can be a fabulous influence . . . to foster friends of democracy everywhere.” One of the main purposes of jazz, in other words, is to promote democratic ideals.84 The Sunday after Iola Brubeck returned from Europe, Gleason published an article based on an interview with her that articulated several of these themes with the immediacy of recent, lived experience. Iola said that to the Poles jazz “means the free expression of the individual.” She reported that they “continued to listen to jazz and play it even when it was forbidden” and declared that “it is a symbol of protest” for them. She also spoke about the success of Willis Conover’s daily radio program (“Music U.S.A.”) behind the Iron Curtain, saying that Conover’s “Voice of America jazz broadcast is listened to all over Poland.” Moreover, they had met jazz fans who had learned to speak English from listening to his show. Many people told them in all seriousness that Conover was “the best teacher of English that Poland has ever had.”85 Shortly after Gleason’s article appeared, Iola Brubeck sent a copy to Willis Conover. In her cover letter she attributed the “tremendous success” of the Quartet’s appearances in Poland to Conover’s “constant use of Dave’s records” on his program and expressed their gratitude for this. She wrote to him in care of the State Department in Washington, noting that she had “not had the pleasure of meeting” him personally.86 Two indications of a closer association with Conover in the coming months were the addition of his home address in Dave Brubeck’s day book for 1958 and the appearance of his name on a document in Iola Brubeck’s handwriting that seems to be the Brubecks’ Christmas list for 1958.87 84 Some of this material subsequently appeared in Marshall W. Stearns, The Story of Jazz (New York: Oxford University Press, 1956), chap. 23 (“The Conquest of Jazz”). 85 Ralph J. Gleason, “ ‘Mr. Coolu’ Got a Warm Polish Reception,” San Francisco Chronicle, April 6, 1958 (Brubeck Collection, 1.D.1.12). An edited reprint later appeared as Ralph J. Gleason, “Mrs. Dave Brubeck Discusses Jazz Abroad,” Down Beat, July 10, 1958, 14, 42–43 (Brubeck Collection, 1.E.1a.8). 86 Iola Brubeck, letter to Willis Conover, April 8, 1958 (Brubeck Collection, 1.C.1.20). 87 Brubeck Collection, 1.B.3.5 (1958 day book) and 1.A.2.6 (list of names). Dave Brubeck and Conover had met in 1950 at the Howard Theater in Washington, D.C. Conover was emcee there and he invited Brubeck to play a few tunes. Terence M. Ripmaster, Willis Conover: Broadcasting Jazz to the World (New York: iUniverse, 2007), 12. For general appraisals of Conover’s views and influence, see Alan L. Heil, Jr., Voice of America: A History (New York: Columbia University Press, 2003), 289–92, and Von Eschen, Satchmo Blows Up the World, 13–17.
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Conover’s ideas about jazz and politics were very much in line with those of Stearns and Brubeck. He viewed jazz as “the musical parallel to our American political system and social system.” In a democracy “we agree in advance on the laws and customs we abide by, and having reached agreement, we are free to do whatever we wish within these constraints.” Performing jazz is similar in that “the musicians agree on the key, the harmonic changes, the tempo and the duration of the piece” and “within these guidelines, they are free to play what they want.”88 Similar analogies between jazz and American democracy were on Dave Brubeck’s mind as he prepared for his tour. The congruence between Brubeck’s formulation and Conover’s is quite striking. A few days before the Quartet departed for Europe Brubeck said: “Jazz represents America in so many ways. Take freedom for example. In jazz you have freedom of expression within the structure of the musical form. In the United States we have individual freedom within the structure of the Constitution.”89 Although some band leaders are autocratic, the notion of jazz as democracy does seem to match the way Brubeck ran his group. Iola stated several years later that “Dave believes implicitly in the freedom of the individual” and noted that this same belief “carries over into the inner working of the Quartet.” She claimed that “Dave has never asked any musician to alter his style or play in a given way.” For instance, Paul Desmond (Brubeck’s saxophonist) “has complete freedom to play as long as he wants, when he wants, and on the tunes he wants to play.” She then made the familiar connection with American government: “Jazz is rather like democracy.” It must “allow for the extremes in every direction“ and be “more than tolerant.”90



Thirty Years On: Russia at Last Many years later Dave Brubeck recalled seeing the outline of the itinerary for the 1958 tour and realizing that they were clearly “making a circle around the Soviet Union.”91 Indeed, the Anglo-American



88 Quoted in Nicholas J. Cull, The Cold War and the United States Information Agency: American Propaganda and Public Diplomacy, 1945–1989 (New York: Cambridge University Press, 2008), 107–8 (attributed to 1988 Jazz Forum, but with no footnote). This passage also appears, with slightly different wording and unattributed, in Heil, Voice of America, 288. 89 Russ Wilson, “Brubeck Quartet Off for Poland,” Oakland Tribune, February 2, 1958 (Brubeck Collection, 1.E.1a.8). 90 Iola Brubeck, “Dave Brubeck—Striving to Know,” Crescendo International 26 ( January 1989): 28 (reprint of an article first published in 1962) (Brubeck Collection, 1.D.3.11). 91 Brubeck, “A Time to Remember.”
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crist “northern tier” strategy involved creating a defensive line across Turkey, Pakistan, Iran, and Iraq—several of the very countries visited by the Quartet.92 It was not until nearly thirty years after the State Department tour, however, that the Quartet was finally able to visit the Soviet Union—even though such a visit had earlier been rumored by Ralph Gleason and other jazz critics. By the time of Brubeck’s next participation in Cold War politics the cultural and political landscape had shifted dramatically. The linchpin was the new cultural exchange agreement that was signed at the first Reagan-Gorbachev summit in Geneva on November 21, 1985.93 The Dave Brubeck Quartet was the first jazz group to appear in the Soviet Union under this new accord. Brubeck was told that his ensemble was at the top of the lists drawn up by both the Soviet concert organization Goskontsert (“the artist they would most like to host in the U.S.S.R.”) and the State Department (the number one group “they would like to send”).94 The other artists on the list made for a fine balance of musical styles. According to a clipping that cites the newspaper Izvestya and mentions that Brubeck had already “signed up to tour this year,” Soviet cultural officials were “putting together their social calendar for 1987” and “trying to arrange visits by Americans Billy Joel, Stevie Wonder, and Roy Clark.”95 As for Billy Joel, he did indeed play six concerts in Moscow and Leningrad during the summer of 1987, to great acclaim.96 Roy Clark, the country music artist who co-hosted the television show



92 Kenneth Osgood, Total Cold War: Eisenhower’s Secret Propaganda Battle at Home and Abroad (Lawrence: University Press of Kansas, 2006), 132. On U.S. foreign policy in the Middle East in 1958 and the years leading up to it, see also Cull, The Cold War and the United States Information Agency, 158, and Ronald E. Powaski, The Cold War: The United States and the Soviet Union, 1917–1991 (New York: Oxford University Press, 1998), 117– 22. 93 International Legal Materials 25, no. 1 ( January 1986): 105–22. A substantial discussion of the Geneva summit and the 1985 treaty can be found in Richmond, U.S.-Soviet Cultural Exchanges, 103–11. See also Don Oberdorfer, From the Cold War to a New Era: The United States and the Soviet Union, 1983–1991, updated edition (Baltimore: Johns Hopkins University Press, 1998), 139–54. The initial program, which covered 1986–1988, was renewed for a second three-year term at the fourth Reagan-Gorbachev summit in Moscow on May 31, 1988, during which the Dave Brubeck Quartet performed (see below). The text of the 1988 agreement, in the Treaties and Other International Acts Series (TIAS) 11454, is available at www.heinonline.org (pp. 1–25, English; pp. 26–54, Russian). 94 Brubeck, “A Time to Remember.” 95 Unidentified clipping, early 1987 (Brubeck Collection, 1.E.1b.40). Other musicians under consideration included Bruce Springsteen, Miles Davis, Ellis and Wynton Marsalis, Yo-Yo Ma, Emanuel Ax, and the Cleveland Quartet. Henry Schipper, “Eyeing Springsteen, Joel for a Cultural Journey to Russia,” Variety 325, no. 11 ( January 7, 1987): 1, 148. 96 Vadim Yurchenkov, “Joel’s Soviet Tour a Hit,” Billboard 99, no. 37 (September 12, 1987): 76.
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“Hee Haw” in the 1970s and 1980s and who had previously performed in the Soviet Union in 1976, did not return until November 1988.97 Stevie Wonder never toured the U.S.S.R. Brubeck visited the Soviet Union nearly two decades earlier but did not have the opportunity to perform there.98 During the summer of 1969 Dave, Iola, and five of their six children spent five weeks on a ship with the “Campus at Sea” project, for which Dave was composer in residence. Their visit was confined to Odessa, and they were there on July 20 when “U.S. astronauts landed on the moon and Russians were lined up in front of store windows to watch the TV reports.”99 Two earlier engagements were canceled for political reasons. In the early 1980s the American ambassador, Arthur Hartman, attempted to bring the Dave Brubeck Quartet to Moscow for a private performance at Spaso House, his official residence. The first appearance was called off because of international tensions that developed in the autumn of 1983 after a Soviet fighter pilot shot down a Korean Air Lines flight, killing 269 people.100 The second time, in June 1984, Hartman called Brubeck’s manager, Russell Gloyd, and told him “the embassy had learned that the KGB was going to erect barriers around the entrance to Spaso House.” Moreover, they were planning to “confiscate the IDs of every Soviet citizen who wanted to attend [Brubeck’s performance], with the very real possibility that these IDs would not be returned.” Hartman felt that Brubeck would not want to perform, “knowing what might happen,” and he advised them to wait until a treaty was in place. After the cultural exchange agreement was ratified, Gloyd sent a letter to the ambassador, expressing interest in performing in the Soviet Union. During a visit to Paris in 1986, Gloyd received a message through the U.S. embassy requesting a meeting in Moscow with representatives from



97 Vadim Yurchenkov, “Clark Triumphs On Trip Back To U.S.S.R.,” Billboard 101, no. 7 (February 18, 1989): 74. Yurchenkov’s account does not specify the dates of Clark’s visit, noting only that he “recently repeated his concert triumph of 1976 in the U.S.S.R. with a series of dates in [Leningrad] and in Moscow.” But a back-up singer for Clark who accompanied him on the trip recalled having Thanksgiving dinner at a military base in the Soviet Union that year. Carol Anderson, interview with author, August 4, 2008. Ms. Anderson and her sister, Mary Beth Anderson, performed as back-up singers with Clark in the 1980s. 98 Dan Taylor, “A revolution won’t stop Brubeck here,” (Santa Rosa) Press Democrat, January 30, 1987 (Brubeck Collection, 1.E.1b.40). 99 Iola Brubeck, e-mail message to author, August 22, 2008. For a description of the program, see Central Opera Service Bulletin 11, no. 4 (March-April 1969): 9–10. 100 Marian Nash Leich, “Destruction of Korean Airliner: Action by International Organizations,” The American Journal of International Law 78, no. 1 ( January 1984): 244– 45. This incident has been characterized as “one of the most traumatic events of the Cold War.” Powaski, The Cold War, 246–47. For an extensive discussion, see Oberdorfer, From the Cold War to a New Era, 51–57.
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crist Goskontsert. He traveled there and engaged in discussions that led to the 1987 tour.101 Early in 1987, the outlines of Brubeck’s trip were being sketched.102 The negotiations between his representatives and Goskontsert proceeded quite smoothly. The most significant concern was Brubeck’s desire for financial protection in the event of cancellation.103 This is odd because there was no real danger that the tour would be canceled. The reason that the contract with Goskontsert was so demanding was internal: Brubeck’s lawyers in San Francisco wanted the agreement to be “ironclad. Anything less was unacceptable.”104 The final itinerary was printed in the New York Times shortly before the Quartet’s departure. It included five concerts in Moscow (March 26–30), three in Tallinn (April 2–4), and five in Leningrad (April 6–10). The U.S. coordinator of the cultural exchange program predicted on the basis of “the tremendous interest in jazz in the Soviet Union” that Brubeck’s tour would be “the jazz equivalent to Vladimir Horowitz’s triumphal return last year.”105 Horowitz, the legendary eighty-two-year-old pianist, had performed in Moscow and Leningrad in April 1986, for the first time since leaving the Soviet Union in 1925. Not long after Brubeck’s return to the States, an official at the American Consulate General in Leningrad declared that Brubeck outshone even Horowitz: “There was great excitement when Horowitz played, but for sheer enthusiasm and pleasure across a broad cross-section of Soviet people, the Brubeck Quartet receives even higher marks.”106 As was the case with the State Department tour several decades earlier, Brubeck’s journey to the Soviet Union had a commercial side as well. As the trip was taking shape, the Brubecks began brainstorming about possible corporate sponsorship by a “worldwide company” such as Pepsi, Coca-Cola, Pan Am, or Nestlé.107 In late January Dave had an exploratory phone conversation with Frank J. Hackinson, chairman and CEO of Columbia Pictures Publications, a unit of The Coca-Cola Company. He mentioned in a follow-up letter that he was “reminded of



Russell Gloyd, e-mail messages to the author, October 11 and 22, 2008. A proposed itinerary is included in Mark Taplin (American Embassy, Moscow), cable to Russell Gloyd, January 19, 1987 (Brubeck Collection, 1.A.23.12). 103 Russell Gloyd, cables to Mark Taplin, January 23 and February 20, 1987 (Brubeck Collection, 1.A.23.4). 104 Russell Gloyd, e-mail messages to the author, October 11 and 22, 2008. 105 “Brubeck Group to Play 13 Concerts in Soviet,” New York Times, March 19, 1987 (Brubeck Collection, 1.E.1b.40). 106 Mort Allin, letter to Dave and Iola Brubeck, April 21, 1987 (Brubeck Collection, 1.A.23.12). 107 Iola Brubeck, handwritten note on copy of Russell Gloyd’s cable to Mark Taplin, January 23, 1987 (Brubeck Collection, 1.A.23.4). 101 102
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our tour ‘behind the Iron Curtain’ in 1958 when someone in Poland told me that the two exports from America that Russia feared the most were jazz and Coca-Cola.”108 He thought that if Coca-Cola was trying to promote their product in Russia, his tour “could be an entrée.”109 Hackinson liked the idea, and he was able to follow up with top management of Columbia and Coca-Cola at a meeting the following week. But Coca-Cola ultimately declined to sponsor the Brubeck tour because they would not yet be in the marketplace by that time. Ira C. Herbert, Executive Vice President of Coca-Cola, put it succinctly: “The idea is good, but the timing is wrong.”110 Although the Coca-Cola deal fell through, Brubeck was able to capitalize on his tour in more familiar ways. The most visible commercial benefit was a concert recording of one of his Moscow performances that was released by Concord Jazz in 1988 with the title Moscow Night.111 The repertoire for Brubeck’s 1987 tour consisted of some standards—a report from the Soviet news agency Tass mentioned “Black and Blue” and “St. Louis Blues”—and many originals, such as “Blue Rondo a la Turk” and “Pange Lingua March.”112 Brubeck said that he had written new material but found that the Soviet audiences “want the old” (i.e., originals from the 1950s and 1960s).113 Particular favorites at the first concert in Moscow’s Rossiya Hall were the well-known “Take Five” (by Paul Desmond) and “Take the ‘A’ Train.”114 Other tunes that were performed included “Koto Song,” “Unsquare Dance,” “Three to Get Ready,” “Tritonis,” “King for a Day,” “Blues for Newport,” and Brubeck’s newest original, “Give Me a Hit.”115 Relatively little information is available concerning the reception of Brubeck’s music in the Soviet Union. Unfortunately, the Soviet jazz 108 According to a contemporary report, it was a Polish official in the Cultural Ministry who identified the Western powers’ “three strong weapons” as “American movies, American jazz and Coca-Cola.” See Gleason, “ ‘Mr. Coolu.’ ” 109 Dave Brubeck, letter to Frank J. Hackinson, January 21, 1987 (Brubeck Collection, 1.A.23.21). 110 Frank J. Hackinson, letter to Dave Brubeck, January 23, 1987; Ira C. Herbert, letter to Frank Hackinson, February 27, 1987; Frank J. Hackinson, letter to Dave Brubeck, March 6, 1987 (all three in Brubeck Collection, 1.A.23.18). 111 Dave Brubeck, Moscow Night, Concord Jazz CCD-4353, compact disc (1988). The title “Moscow Night” was also used for a television show that was broadcast on the Arts & Entertainment cable network on August 20, 1989. 112 “Dave Brubeck Quartet in the Soviet Union,” Tass, March 30, 1987 (Brubeck Collection, 1.E.5a.8). 113 “Moscow Welcomes Brubeck Jazz Group,” San Jose Mercury News, March 26, 1987 (Brubeck Collection, 1.E.1b.40). 114 “Dave Brubeck ‘slays’ Russians,” The Daily Telegraph, March 27, 1987 (Brubeck Collection, 1.E.1b.40). 115 Alexey Batashev, “Takefiving Brubeck in Unsquare USSR,” Jazz Forum 108 (1987): 22–23.
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crist historian S. Frederick Starr’s chapter on “Emancipation and Pluralism, 1980–1990” mentions the 1987 trip only in passing.116 The Tass report cited above described the Quartet’s performances in Moscow as “a tremendous success,” noting that on each of the five nights the hall was filled to capacity with cheering audiences. The jazz historian Alexey Batashev said simply, “We’ve been waiting for his visit for 30 years.”117 For many Soviet citizens, however, Brubeck’s tour evidently took on layers of meaning that far exceeded the sounds they heard. One person who grew up in the 1930s and 1940s perceived this music as a summation of his personal history: “Brubeck for me is my youth, the 1950s, the thaw after Stalin, better relations with America.”118



Towards the Reagan-Gorbachev Summit in Moscow Brubeck’s next Russian encounter occurred about eight months after the Quartet’s tour of the Soviet Union, when he and Iola were invited by President Ronald Reagan and the First Lady, Nancy, to attend a state dinner for the Soviet General Secretary Mikhail Gorbachev and his wife, Raisa, at the White House on December 8, 1987.119 This occasion took place during the third summit, whose major achievement was the signing of the INF (Intermediate-Range Nuclear Forces) Treaty, an important accord which specified that “both the Soviet Union and the United States would . . . destroy all of their intermediate and shorterrange land-based missiles and their launchers” and submit to “mutual monitoring arrangements of nuclear facilities.”120 As significant as this was, the U.S. ambassador to the Soviet Union thought that the public events—including the formal dinner—were even more important, because they “reflected the spirit of cooperation that now permeated the dialogue.”121 The guest list included many prominent musicians, as well as writers, athletes, and other public figures: Pearl Bailey and Louis Bellson, Saul Bellow, James Billington (who had recently been sworn in 116 S. Frederick Starr, Red and Hot: The Fate Of Jazz in the Soviet Union, 1917–1991, With a New Chapter on the Final Years (New York: Limelight Editions, 1994), 328. 117 William J. Eaton, “A Rave for Dave in Red Square,” Los Angeles Times, March 27, 1987 (Brubeck Collection, 1.D.3.8). 118 John-Thor Dahlburg, “Soviets cheer Dave Brubeck at first Moscow concert,” Hartford Courant, March 27, 1987 (Brubeck Collection, 1.E.1b.40). 119 The invitation, menu, and other memorabilia from this occasion are preserved in the Brubeck Collection (1.H.7.6). 120 Akan Malici, When Leaders Learn and When They Don’t: Mikhail Gorbachev and Kim Il Sung at the End of the Cold War (Albany: State University of New York Press, 2008), 71– 72. See also Norman A. Graebner, Richard Dean Burns, and Joseph M. Siracusa, Reagan, Bush, Gorbachev: Revisiting the End of the Cold War (Westport, CT: Praeger Security International, 2008), 95–97; Oberdorfer, From the Cold War to a New Era, 257–71. 121 Jack F. Matlock, Jr., Reagan and Gorbachev: How the Cold War Ended (New York: Random House, 2004), 274.
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as the Librarian of Congress), Joe DiMaggio, Chris Evert, Billy Graham, Henry Kissinger, Meadowlark Lemon, Zubin Mehta, Mary Lou Retton, Mstislav Rostropovich, Jimmy Stewart, Kathleen Sullivan, and George Will.122 Brubeck had no official duties at the state dinner. The performer that evening was Van Cliburn, who played pieces by Brahms, Rachmaninoff, and Debussy, as well as Liszt’s transcription of Schumann’s “Widmung.” The choice of this particular pianist dripped with symbolism. The printed program reminded guests that nearly thirty years earlier Cliburn had “won the hearts of the Soviet people” at the first Tchaikovsky Competition (the date of his victory was April 13, 1958, when Brubeck was in India and Ceylon on his State Department tour). But Cliburn’s triumph was more than a mere popularity contest. It has been aptly characterized as “the symbolic victory of Americanism over Communism.”123 An article on the fiftieth anniversary of Cliburn’s achievement explained its significance in terms of Cold War politics: “To Americans demoralized by the cold war, Mr. Cliburn’s triumph offered vindication. One of our boys, an apple-pie Texan, went to Moscow and beat the Commies fair and square at their own game, playing concertos by Tchaikovsky and Rachmaninoff, no less.”124 At the state dinner Cliburn could not have played his role more skillfully. When Raisa Gorbachev asked him for an encore, he warmed the Russians’ hearts by singing the sentimental popular song “Moscow Nights” in Russian and inviting them to join in.125 A couple of months later, Dave Brubeck was back at the White House to perform with his Quartet for the winter meeting of the National Governors Association on February 21, 1988.126 In his thank you note President Reagan spoke of “the enthusiasm your music inspired,” demonstrated by “the constant interruptions of spontaneous applause.”127 122 “Notables from private, public sectors attend state dinner,” unidentified clipping (Brubeck Collection, 1.D.3.8). 123 Mark Mitchell, Virtuosi: A Defense and a (sometimes Erotic) Celebration of Great Pianists (Bloomington: Indiana University Press, 2000), 139. The emotionally charged atmosphere of the ceremonial concert, which was attended by Khrushchev, reportedly “was marked by rave reviews, standing ovations, and shrieking followers.” David Caute, The Dancer Defects: The Struggle for Cultural Supremacy During the Cold War (New York: Oxford University Press, 2003), 397. 124 Anthony Tommasini, “Cold War, Hot Pianist. Now Add 50 Years,” New York Times, March 9, 2008. 125 Linda Faulkner, interview with author, August 9, 2008. “Moscow Nights” was composed in 1955 by Vasily Solov’yov-Sedoy (1907–79), with lyrics by Mikhail Matusovsky (1915–90). 126 Donnie Radcliffe, “Reagan and the Chiefs of States,” Washington Post, February 22, 1988 (Brubeck Collection, 1.E.5a.9). 127 Ronald Reagan, letter to Dave Brubeck, March 10, 1988 (Brubeck Collection, 1.C.4.34).
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crist It was Nancy Reagan’s recollection of similarly spontaneous applause during the Brubeck Quartet’s performance at the state dinner for President Julio Maria Sanguinetti of Uruguay in June 1986 that paved the way for the group to perform at the reciprocal dinner during the Reagan-Gorbachev summit in Moscow in mid 1988.128 In March 1988 President Reagan and Soviet Foreign Minister Eduard Shevardnadze announced the next meeting, to be held in late May and early June.129 Shortly thereafter, Russell Gloyd—who had spoken with the Reagans about the 1987 tour after the governors meeting in February— followed up with Linda Faulkner, social secretary at the White House, to see whether there would be interest in having the Brubeck Quartet perform in Moscow during the summit.130 By early April, Gloyd could tell an official at the U.S. Embassy in Moscow that he had “just met with Linda Faulkner in Washington” and “it appears likely that the Dave Brubeck Quartet will perform at the reciprocal state dinner at Spaso House.”131 The Moscow summit has been aptly characterized as “short on achievement” but “long on goodwill.” Its main accomplishment was the exchange of final documents for ratification of the INF treaty.132 But it was also widely recognized as “marking the beginning of serious nuclear disarmament” and the “dying of the Cold War.”133 The rhetorical highlight of the meeting was President Reagan’s address to students and faculty at Moscow State University just a few hours before the state dinner. Though his theme was freedom, he did not use the opportunity to speak about jazz as “freedom music.”134 He did, however, employ other musical metaphors, telling the students that they were living in “a time when the first breath of freedom stirs the air and the heart beats to the accelerated rhythm of hope” and expressing his wish that “the marvelous sound of a new openness will keep rising through, ringing through, leading to a new world of reconciliation, friendship, and peace.”135 Faulkner, interview. A transcript of the “Remarks Announcing the Soviet-United States Summit Meeting in Moscow” (March 23, 1988) is available at www.reagan.utexas.edu/archives/ speeches/1988/032388c.htm. 130 Russell Gloyd, interview with the author, August 15, 2008. 131 Russell Gloyd, cable to Ian Kelly, April 8, 1988 (Brubeck Collection, 1.A.23.23). 132 Graebner et al., Reagan, Bush, Gorbachev, 98–100. For a detailed account of the Moscow summit, see Oberdorfer, From the Cold War to a New Era, 292–307. 133 Cull, The Cold War and the United States Information Agency, 476. 134 This phrase is used in the introduction to part 2 (“One Nation Under a Groove, or, the United States of Jazzocracy”) in O’Meally, Jazz Cadence, 117. 135 A transcript of “Remarks and a Question-and-Answer Session With the Students and Faculty at Moscow State University” (May 31, 1988) is available at www.reagan.utexas .edu/archives/speeches/1988/053188b.htm. 128 129



This content downloaded from 149.68.13.33 on Fri, 10 May 2013 20:52:01 PM All use subject to JSTOR Terms and Conditions



169



the journal of musicology



170



The scale of the operation was monumental; the thirteen-page travel list runs to over 600 names. About 125 attended the reciprocal dinner on the evening of May 31. The other guests at Dave Brubeck’s table included Secretary of State George Shultz, the wife of the Soviet Foreign Minister Andrei Gromyko, and Elena Bonner, wife of Andrei Sakharov, the eminent physicist, dissident, and human rights activist who was awarded the Nobel Peace Prize in 1975.136 Brubeck chose not to dine with the group, however, and arrived for his performance after the dinner was in progress.137 The Quartet played only four numbers. Their allotted time had already been cut from thirty to twenty minutes; and just before they were to appear, Linda Faulkner asked Brubeck to reduce it to fifteen.138 But the program was chosen for maximum impact. The first selection was the familiar standard “Take the ‘A’ Train,” a selection well known in the Soviet Union because it was the theme song for Willis Conover’s daily Voice of America program “Music U.S.A.” Iola Brubeck surmised that a number of those in attendance must have been former underground listeners, because “there was immediate applause from the Russians upon recognition of the tune and at the conclusion of each solo.” After the group performed the well known tune “Some Day My Prince Will Come,” from Walt Disney’s film Snow White and the Seven Dwarfs (1937), Brubeck and Eugene Wright (his bassist from the 1950s and 1960s) played as a duet “King For a Day” from the Brubecks’ jazz musical The Real Ambassadors (1961). According to Iola, Secretary of State Shultz later reported that “this duet was Gorbachev’s favorite moment.” The words, which had been spoken and sung by Louis Armstrong in the original production over twenty-five years earlier, held special meaning for Dave, especially in the context of a high-level diplomatic conference: “If I were King for a Day there wouldn’t be summit sessions, there’d be jam sessions. . . . It’s the only session of its kind, where harmony you’re sure to find.” To perform at a summit meeting a wordless, instrumental version of a song that calls into question the value of such meetings was of course a quietly subversive action. The group closed, as always, with Paul Desmond’s “Take Five.” As for Gorbachev’s reaction to the performance, Nancy Reagan turned to him at one point and asked if he liked jazz. He reportedly The travel and seating lists are in the Brubeck Collection, 1.H.7.8. Faulkner, interview. This was corroborated by Gloyd. 138 “Holiday Greetings,” December 1988 (Brubeck Collection, 1.G.4.5). The material attributed to Iola Brubeck in the following paragraphs is from this Christmas letter, as are several other details. Much of this information is reiterated in Dave Brubeck’s unpublished autobiography, “A Time to Remember.” Faulkner told me that she had made her request even earlier, when the Quartet first arrived at the airport in Moscow. 136 137
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crist said, “I like good jazz, and this is good jazz.”139 More surprising, perhaps, is the fact that Gorbachev’s interpreter, Victor Sukhodrev, turned out to be an avid Brubeck fan. His wife told Iola Brubeck, “When Victor comes home after a difficult day, there is nothing he enjoys more than sitting back and listening to your husband’s music.” The incongruity of this “respected Soviet citizen coming home after a ‘hard day at the Kremlin’ ” and listening to jazz—an activity that had once been frowned upon in the U.S.S.R.—was not lost on the Brubecks. During his visit Brubeck gave Gorbachev and his interpreter copies of his newly-released Moscow Night recording and Brubeck and Gorbachev greeted one another warmly (see fig. 2). A member of Brubeck’s entourage noted the evident lack of personal freedoms in the Soviet Union during their 1987 tour.140 Just over a year later there was a palpable change, and they “could observe on the street some examples of a more free society.” They also noticed greater diversity than usual among the guests at the reciprocal dinner: “not only the Shevardnadzes, the Gromykos, Dobrynins and familiar names of the Communist hierarchy, but poets, writers, composers, dancers, Olympic gold medalists, playwrights, scientists.”141 An official who was working at the American Embassy in Moscow during the 1988 summit confirmed that the mix of people at the reciprocal dinner—not only the usual bureaucrats but also individuals from multiple spheres of influence, as well as their spouses—was highly unusual for the Soviets.142 This was apparently the result of Nancy Reagan’s intervention. The Soviets’ initial guest list included only political functionaries, but she insisted on a more diverse representation of significant figures from scientific, artistic, and other arenas—along the lines of the guest list for the state dinner at the White House the previous December.143 To accurately assess the impact of Dave Brubeck’s moment musical requires a degree of restraint that is hard to come by for those who were present on that heady occasion. Shortly after the summit President Reagan thanked Brubeck for bringing “a distinctively American flavor” to what he described as an “historic event in United States-Soviet relations.”144 To hear Brubeck’s manager tell it, the performance was 139 “Gorbachev likes Brubeck jazz,” The Sacramento Union, June 1, 1988 (Brubeck Collection, 1.E.1b.41). 140 James R. Bancroft, “The Dave Brubeck Quartet, U.S.S.R. Tour – March 23– April 11, 1987,” April 20, 1987 (Brubeck Collection, 1.D.3.8). Bancroft was Brubeck’s attorney. 141 “Holiday Greetings.” 142 Ian Kelly, interview with author, August 11, 2008. 143 Faulkner, interview. 144 Ronald Reagan, letter to Dave Brubeck, June 15, 1988 (Brubeck Collection, 1.A.23.32).
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the journal of musicology figure 2. Dave Brubeck with Mikhail Gorbachev, Ronald Reagan looking on, Eugene Wright in the background, Spaso House, Moscow, May 31, 1988. Used by permission of Brubeck Collection, Holt-Atherton Special Collections, University of the Pacific Library.
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pivotal in improving the atmosphere of the talks: “They had Soviet and American people mixed at all the tables, but you could just see and feel that nobody was talking to anybody.” After Brubeck was introduced, “everyone just came alive.” The next day Secretary of State George Shultz reportedly hugged Brubeck and said, “Dave, you helped make the summit. And today everyone on both sides was talking about it. They found common ground. You broke the ice.”145 When I asked Brubeck himself how it was that his jazz could break the ice at the fourth and final Reagan-Gorbachev summit in Moscow, he said: “I don’t know. But I know they all started tapping their feet together. This was the first unity we’d seen. The whole audience was in there swingin’.”146 Everyone agrees that Brubeck’s music contributed powerfully to the lessening of tensions and the overall success of the negotiations. But it will never be possible, of course, to quantify how much of this impact was due to what Iola Brubeck called an “elusive indefinable dimension”— attributable to music’s putative ability to speak “directly, soul-to-soul, 145 146



Hall, It’s About Time, 152–53. Dave Brubeck, interview with author, March 7, 2008.
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crist in a universal tongue”—and how much derived from other factors, including jazz’s symbolic significance as quintessentially “American” and “democratic” music.



Conclusion Comparisons between Dave Brubeck’s State Department tour in the 1950s and his travels behind the Iron Curtain in the 1980s have the virtue of encompassing roughly two-thirds of the entire Cold War period. The earlier years were more firmly supported by ideological underpinnings such as the trope of jazz as democracy, the notion of jazz as the most authentic musical expression of American culture, and the connections in the hearts and minds of overseas listeners between this music and longed-for personal freedoms. By the end of the Cold War the metaphorical curtain had turned into something much more permeable than iron. The very fact that the official Soviet concert agency would consider bringing a jazz combo to the U.S.S.R. at all was eloquent testimony to the far-reaching cultural shifts wrought by glasnost in the late 1980s. Moreover, the international profile of jazz had by then developed to the point that its identity was tied much less strongly to North America than it had been in the past. The performances for the State Department were imbued with a certain rough-and-ready pioneer spirit that contrasts with the relatively orderly arrangements for the later concerts in the Soviet Union. Brubeck’s lengthy excursion as U.S. cultural ambassador in 1958 can be viewed as having scattered tiny amounts of seed over a vast expanse extending more than 4,500 miles from Warsaw to Colombo. The concerts in 1987 and 1988, on the other hand, were more precisely focused in their impact, for they occurred within a much more compressed geographical frame and were far fewer in number. It is tempting to attribute greater significance to the more recent and higher-profile visits to the U.S.S.R., especially since they took place in such close proximity to the end of the Cold War. But if one measures success by the number of individuals whose opinions of the United States could potentially have been altered as a result of their exposure to American jazz, and who could have passed those attitudes on to their neighbors and offspring, it may well be that Brubeck’s adventures of over a half-century ago have had the longer resonance. Emory University



ABSTRACT The Dave Brubeck Quartet’s 1958 tour on behalf of the U.S. State Department, part of the grand Cold War project of propagating
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American-style democracy in opposition to communism, did not advance in an orderly and self-evident manner. Rather it was an extremely contingent enterprise enacted through countless individual actions and statements by a motley assortment of bureaucrats and businessmen, and frequently teetered on the brink of chaos. The story of Brubeck’s tour, including its evolution and impact, is complex and multifaceted, involving overlapping and conflicting agendas, governmental secrecy, high-minded idealism, and hard-nosed business. The narrative also raises issues of race and race relations in the context of the Cold War struggle against communism and brings into focus the increasing cultural prestige of jazz and other popular genres worldwide during the period when the ideological premises of the Cold War were being formulated. Thirty years later—in 1988, as the Cold War was waning—the Quartet performed in Moscow at the reciprocal state dinner hosted by President Ronald Reagan for General Secretary Mikhail Gorbachev during their fourth summit meeting. The sequence of events leading up to this occasion, including the Quartet’s long-anticipated tour of the Soviet Union during the previous year, reveals Brubeck to have been not only a talented musician but a canny entrepreneur as well. By the late 1980s the cultural and political landscape had shifted so dramatically as to be virtually unrecognizable to the Cold Warriors of the 1950s. By all accounts, Brubeck’s tours in the 1950s and 1980s were among the most successful of their kind. Though Brubeck attributes their efficacy primarily to the power of an influential idea that came into its own toward the beginning of the Cold War—namely, jazz as democracy—the documentary record makes clear that the impact of his travels involved a multifarious nexus of other factors as well, including reputation, personality, and marketability. Keywords: Dave Brubeck, Cold War, democracy, jazz, politics



This content downloaded from 149.68.13.33 on Fri, 10 May 2013 20:52:01 PM All use subject to JSTOR Terms and Conditions



























[image: Jazz as Democracy? Dave Brubeck and Cold War Politics]
Jazz as Democracy? Dave Brubeck and Cold War Politics












[image: dave brubeck london.pdf]
dave brubeck london.pdf












[image: dave brubeck mp3 jazz.pdf]
dave brubeck mp3 jazz.pdf












[image: cold war christmas]
cold war christmas












[image: cold war christmas]
cold war christmas












[image: Cold War Challenge Cards - TCI.pdf]
Cold War Challenge Cards - TCI.pdf












[image: 2008 COLD WAR VETERANS EXEMPTION.pdf]
2008 COLD WAR VETERANS EXEMPTION.pdf












[image: War, Democracy, and Government Size Over the Long ...]
War, Democracy, and Government Size Over the Long ...












[image: unit 7 cold war : meaning, patterns and dimensions - UPSC Success]
unit 7 cold war : meaning, patterns and dimensions - UPSC Success












[image: 4Âº CS - TEMA 10 - THE COLD WAR AND DECOLONISATION.pdf ...]
4Âº CS - TEMA 10 - THE COLD WAR AND DECOLONISATION.pdf ...












[image: pdf-12115\propaganda-and-the-cold-war-a-princeton-university ...]
pdf-12115\propaganda-and-the-cold-war-a-princeton-university ...












[image: MWH Cold War 33.1 Pg 962-971.pdf]
MWH Cold War 33.1 Pg 962-971.pdf












[image: Download-This-File-The-Cold-War-In.pdf]
Download-This-File-The-Cold-War-In.pdf















Jazz as Democracy? Dave Brubeck and Cold War ... -






ing Jazz Goes to College (1954), Brubeck Time (1955), Jazz: Red, Hot, and. Cool (1955), and ...... anists (Bloomington: Indiana University Press, 2000), 139. 






 Download PDF 



















 295KB Sizes
 4 Downloads
 164 Views








 Report























Recommend Documents







[image: alt]





Jazz as Democracy? Dave Brubeck and Cold War Politics 

for several years won top honors in readers' polls conducted by Down. Beat, Metronome ... were at the College of the Pacific in Stockton, California, from which.














[image: alt]





dave brubeck london.pdf 

There was a problem previewing this document. Retrying... Download. Connect more apps... Try one of the apps below to open or edit this item. dave brubeck ...














[image: alt]





dave brubeck mp3 jazz.pdf 

Loadingâ€¦ Page 1. Whoops! There was a problem loading more pages. dave brubeck mp3 jazz.pdf. dave brubeck mp3 jazz.pdf. Open. Extract. Open with.














[image: alt]





cold war christmas 

Early Cold War toys tell us a lot about the beginning years of the half-century conflict between the United States and the USSR. During this timeframe, ideology permeated all aspects and objects of daily life. Even toys! After all, toys were one way 














[image: alt]





cold war christmas 

Most Americans so demonized the Soviets that it was hard to imagine Russian families around a Christmas tree opening presents. This was a big mistake. Just Like Mom. According to American Cold War ideology, homemakers in the US were a bulwark against














[image: alt]





Cold War Challenge Cards - TCI.pdf 

Cold War Challenge Cards - TCI.pdf. Cold War Challenge Cards - TCI.pdf. Open. Extract. Open with. Sign In. Main menu. Displaying Cold War Challenge Cards ...














[image: alt]





2008 COLD WAR VETERANS EXEMPTION.pdf 

Taghkanic 15% $12,000 $40,000 08-07. Page 1 of 1. 2008 COLD WAR VETERANS EXEMPTION.pdf. 2008 COLD WAR VETERANS EXEMPTION.pdf. Open.














[image: alt]





War, Democracy, and Government Size Over the Long ... 

Apr 14, 2010 - methods. A program created by Thomas Doan for the Regression Analysis of Time. Series (RATS) software performs the Bai-Perron procedure ...














[image: alt]





unit 7 cold war : meaning, patterns and dimensions - UPSC Success 

The First World War (1914-18) ended with the birth of a new system, the socialist .... December 1951 the USA came forward with European recovery programme, ...














[image: alt]





4Âº CS - TEMA 10 - THE COLD WAR AND DECOLONISATION.pdf ... 

Page 3 of 17. 4Âº CS - TEMA 10 - THE COLD WAR AND DECOLONISATION.pdf. 4Âº CS - TEMA 10 - THE COLD WAR AND DECOLONISATION.pdf. Open. Extract.














[image: alt]





pdf-12115\propaganda-and-the-cold-war-a-princeton-university ... 

... problem loading more pages. Retrying... pdf-12115\propaganda-and-the-cold-war-a-princeton-university-symposium-from-brand-literary-licensing-llc.pdf.














[image: alt]





MWH Cold War 33.1 Pg 962-971.pdf 

Download. Connect more apps... Try one of the apps below to open or edit this item. MWH Cold War 33.1 Pg 962-971.pdf. MWH Cold War 33.1 Pg 962-971.pdf.














[image: alt]





Download-This-File-The-Cold-War-In.pdf 

There was a problem previewing this document. Retrying... Download. Connect more apps... Try one of the apps below to open or edit this item. Download-This-File-The-Cold-War-In.pdf. Download-This-File-The-Cold-War-In.pdf. Open. Extract. Open with. Si


























×
Report Jazz as Democracy? Dave Brubeck and Cold War ... -





Your name




Email




Reason
-Select Reason-
Pornographic
Defamatory
Illegal/Unlawful
Spam
Other Terms Of Service Violation
File a copyright complaint





Description















Close
Save changes















×
Sign In






Email




Password







 Remember Password 
Forgot Password?




Sign In



















Information

	About Us
	Privacy Policy
	Terms and Service
	Copyright
	Contact Us





Follow us

	

 Facebook


	

 Twitter


	

 Google Plus







Newsletter























Copyright © 2024 P.PDFKUL.COM. All rights reserved.
















