INTRO

Early jazz in the Soviet Union consisted primarily of variety and big bands.  These bands are not typically thought of as being true jazz, but they did provide a great spot for the development of Soviet jazz.  In an interview with Wendell Logan, Victor Lebedev notes that the bands "were arranged so that they [resembled] jazz to some extent, but this was not real jazz."
  The music the bands played would not today be considered in the same genre as jazz.  However, the bands continued to call themselves dzhaz.  


Two dzhaz artists of the Stalin era emerged as true leaders and real stars: Leonid Utesov and Alexander Tsfasman.  They had some similarities and some important differences.  Their similarities included their backgrounds and their successes.  Jews from outside of Moscow, they both moved there to develop there music.  Also, both viewed music as something that was in itself satisfying.


Their differences, however, symbolized the differences in Soviet culture in relation to jazz.  "Tsfasman was the adopter and the cosmopolitan, Utesov was the adapter and the nationalist."
  This quote from Frederick Starr is a brilliant summary of the culture of the time.  One side thought that Western culture should be brought in and immediately accepted in the form it was.  This side also liked the idea of internationalism in art, and that it could transcend superficial boundaries.  Tsfasman most symbolized these people.  The other side of the culture wished to bring in music from the West and then adapt it to Russian culture.  They believed that Western art should be formed around Russian tastes.  There was also a sense of superiority here, because the Soviet musicians had a long trail of famous musicians to look back on.  Utesov existed on this side of the divide.
  Thus, Utesov is where the story of the push for "Soviet jazz" should begin.


Utesov was also a very popular figure with the masses.  According to Starr, Utesov " was, after Stalin, probably the best-known man in the Soviet Union."
  One of the reasons he was so popular should be attributed to the fact that he helped turn jazz into a music for everyone.  For example, one of the earlier bands he constructed played for workers in Leningrad factories during their lunch break.
  It was this strong devotion from the populace that really allowed jazz to survive the purges before the war with Nazi Germany.


The purges of the 1930s and 1940s devastated many areas of Soviet life.  Jazz became affected in a minimal way through direct purges though.  Most of the damage inflicted on jazz existed in an indirect way.  Two explanations dominate the response to why this happened.  The first, that jazz was protected by higher-ups in the Soviet bureaucracy, can be shown by Utesov’s popularity with Stalin himself.  "Stalin and some of his worst henchmen liked Utesov's band."
  However, many lesser bureaucrats throughout the Soviet Union enjoyed jazz, and did not discriminate against the dzhaz.  The second reason involved the enjoyment of jazz on a mass popular level.  “In cafes, restaurants and amusement parks they find orchestras playing their version of American jazz in response to popular demand.”
  Changing true popular culture to fit a certain mold was a very difficult task for Stalin.


For the most part, however, jazz survived “the way a bear survives winter: by entering a changeless state of hibernation.”
  The jazz musicians, Utesov among them, made concessions and laid low.  The government-run Soviet State Jazz Orchestra came to be and it allowed jazz to continue, albeit in a form not well-accepted.  Jazz remained in the background with strong popular demand until it became needed at the front during the second world war.


During the war, many jazz musicians were freed from prison camps and allowed to form bands and play at the front.  Many bands developed within the Red Army and Navy also.  These bands were much greater in number than civilian bands, but were not as free-spirited.  The men who formed the bands were drilled in obeying orders and playing orchestras, not playing dancing jazz.
  Thus the most popular bands to play at the front were those formed by ex-prisoners.


Following the war, jazz enjoyed amazing success in the Soviet Union, for a while.  By late 1946, a “rapid and deep freeze”
 had befallen jazz.  This “freeze” came about at the same time that Soviet international politics went sour, and was not limited to jazz.  The beginning of the Cold War made all-things American taboo.  "Jazz was regarded as an agent for the enemy's ideology."


The authorities led an all-out assault to crack down on Americanization.  “As they saw it, jazz was in the vanguard of a Yankee assault that had already brought Western Europe to its knees.”  The post-war era became a dark time similar to that of the pre-war Soviet Union.  Jazz musicians faced incarceration and exile during this time period.  This process is often referred to as the “Zhdanovshina”
, a broader crackdown on culture.
  


Within the context of Zhdanovshina, however, jazz continued to survive.  The primary reason for this success involves the gulags.  Many of the officers serving at the gulags enjoyed jazz.  Also, many of the prisoners working in the gulags knew how to play jazz, which is why they were there in the first place.  This led almost immediately to a partnership between the two groups.  Jazz musicians thrived in the prisons of the eastern Soviet Union.  However, the dzhaz in the gulags grew disconnected from the rest of the scene, and it became clear that they were still reliant on Western jazz.  


In Moscow and Leningrad, however, Stalin controlled jazz with a firm hand.  After his death in 1953, the "rapid and deep freeze" eased up a bit.  Zhdanov also lost much of his power, since power came from being Stalin's crony.  It remained a difficult time for jazz, but by 1957 jazz occupied a strong spot in national interest.  The VI World Youth Festival took place in the summer of 1957 in Moscow.  This event revealed a changing tide in how the Soviet government looked at jazz.  Now, the government viewed jazz as something that could be enjoyed but only if it promoted Soviet values.  Tolerance of foreign jazz artists remained limited
.  


Another important change made itself known by this point.  The music Soviet artists played could truly consider itself jazz.  For this reason, the late 1950s through the early 1970s represent the formative years of Soviet jazz.  Before this period, jazz in the Soviet Union merely copied and slightly altered Western music.  During this time period, Soviet jazz began to be more original and creative.  This creativity faced many difficulties however, mostly due to difficult international relations with the United States.


Kruschev also launched campaign to improve cultural relations with the United States.  He planned to use this image of peaceful cooperation to implement a number of domestic reforms at home.  In 1957, he established the State Committee on Cultural Relations with Foreign Countries.  The purpose of this organization "was to negotiate formal cultural agreements with capitalist countries."
  This institute proved its usefulness within a year.  MORE

Through reading Pravda, and looking at how jazz and other "Western" arts were reviewed, one need not look at the politics section.  When relations with the West warmed up, jazz musicians enjoyed almost no harsh criticism.  On the flip side of the coin, when diplomatic relations cooled down, jazz artists were harshly critiqued for being vulgar and promoting bourgeois values.


However, music and culture could also be utilized to ingrain the values which the Soviet government wanted to instill on its people.  A great overview of these values can be found in a speech by L. F. Ilyichev, Secretary of the Party Central Committee, given on December 26, 1962, a scant two months after the Cuban Missile Crisis.  While for the most part, Ilyichev presents a case that art and culture are moving in the right direction, he attacks jazz and abstractionism.  MORE
POLITICS


There exist several great examples of the Soviet government's policy shifts, but there remains one that stands out.  The Benny Goodman tour held earlier in 1962 showed signs of progress in cultural relations.  After the Cuban Missile Crisis MORE

"Nikita Kruschev launched an all-out attack on jazz and modern art" in December 1963.  MORE

In October of 1964, Kruschev lost his seat as first secretary of the Central Committee to Leonid Brezhnev.  For two years after Kruschev's removal, jazz in the Soviet Union enjoyed a much needed respite from repression.  MORE

In 1968, following Prague Spring, jazz lost the freedom experienced in the prior two years.  MORE
CULTURAL

"In the Soviet Union of the sixties, as in America in the fifties, jazz became increasingly arcane in its form and elitist in its audience."
  MORE

The Soviet government also pushed for professionalism in jazz.  This is evidenced by the promotion of jazz at the conservatories.  “The first jazz concert at the [Leningrad] Conservatory itself was held in 1960.”
  By 1967, almost every serious musician in the Soviet Union studied at a conservatory, this included jazzmen.  MORE
� Wendell Logan, "The Development of Jazz in the Former Soviet Union: An Interview with Victor Lebedev," Black Music Research Journal, Vol. 12, No. 2 (May 29, 1991): 227-232; translated by Satrina Yrina: pp. 127-128


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 132-133


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 133


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 155


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 145


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 152


� New York Times, “Jazz Gains in Popularity as Soviet Lifts Ban; Modern Dances Frowned On as Bourgeois”


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 172


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 181-190


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 207


� Wendell Logan, "The Development of Jazz in the Former Soviet Union: An Interview with Victor Lebedev," Black Music Research Journal, Vol. 12, No. 2 (May 29, 1991): 227-232; translated by Satrina Yrina: pp. 127-128


� named after Andrei Zhdanov;  who also organized the Cominform


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 122


� For example, the Polish Blue Jazz Band was under constant attack for singing in French and English and said to merely imitate the American musicians


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 261


� Frederick Starr, Red and Hot: Jazz in the Soviet Union, p. 282


� Wendell Logan, "The Development of Jazz in the Former Soviet Union: An Interview with Victor Lebedev," Black Music Research Journal, Vol. 12, No. 2 (May 29, 1991): 227-232; translated by Satrina Yrina: pp. 127-128





