
SHARING STRICTLY PROHIBITED - For personal use of the licensed account only - See MixCache.com Terms of Use.

SA
MPL

E 
CO

PY

From the MixCache.com library

Sample from MixCache.com - The Online eBook Marketplace



SHARING STRICTLY PROHIBITED - For personal use of the licensed account only - See MixCache.com Terms of Use.

SA
MPL

E 
CO

PY

Cultural Exchanges and the Long Peace:
Musicians, Artists, and Diplomacy in the
Cold War
MixCache.com

Sample from MixCache.com - The Online eBook Marketplace



SHARING STRICTLY PROHIBITED - For personal use of the licensed account only - See MixCache.com Terms of Use.

SA
MPL

E 
CO

PY

Table of Contents
Introduction
Chapter 1 The Long Peace and the Cultural Front
Chapter 2 The Architecture of Cultural Diplomacy
Chapter 3 Soft Power Before “Soft Power”: Prehistories and Theories
Chapter 4 Lacy–Zarubin and the Opening of Cultural Doors
Chapter 5 Jazz Ambassadors and the Sound of Freedom
Chapter 6 Ballet Across the Iron Curtain
Chapter 7 Exhibiting Modernity: Art Shows and Aesthetic Battles
Chapter 8 Orchestras, Virtuosos, and the Concert-Hall Cold War
Chapter 9 Museums, Curators, and the Politics of Taste
Chapter 10 Festivals, Biennales, and World’s Fairs
Chapter 11 Gatekeepers: Agencies, Attachés, and Committees
Chapter 12 Media Channels: Radio, Records, and Television
Chapter 13 Translation, Touring, and the Politics of Access
Chapter 14 Censorship, Surveillance, and Risk Management
Chapter 15 Encounters on the Ground: Audiences and Reception
Chapter 16 Case Study: The 1959 American National Exhibition in Moscow
Chapter 17 Case Study: The Warsaw Jazz Jamboree and Eastern European
Scenes
Chapter 18 Case Study: The Bolshoi in America and American Ballet Abroad
Chapter 19 Non-Aligned Intermediaries: India, Yugoslavia, and Beyond
Chapter 20 Cultural Diplomacy in the Global South: Africa, Latin America, and
Asia
Chapter 21 Artists as Diplomats: Agency, Negotiation, and Compromise
Chapter 22 Controversies and Covert Channels: The Congress for Cultural
Freedom and Beyond
Chapter 23 Network Effects: Alumni, Collaborations, and Transnational
Careers
Chapter 24 Measuring Impact: From Public Opinion to Policy Adjustments
Chapter 25 Legacies After 1991: Continuities into the Twenty-First Century

Sample from MixCache.com - The Online eBook Marketplace



SHARING STRICTLY PROHIBITED - For personal use of the licensed account only - See MixCache.com Terms of Use.

SA
MPL

E 
CO

PY

Introduction
This book examines how musicians, dancers, and visual artists crossed borders during
the Cold War and, in doing so, helped sustain what historians often call the “Long
Peace”—the absence of direct great‑power war between the United States and the
Soviet Union. At the heart of the narrative are jazz tours, ballet exchanges, and
international art exhibitions that operated as both instruments of soft power and as
arenas of genuine human encounter. While diplomats negotiated treaties and generals
counted missiles, artists tuned instruments, laced ballet shoes, and hung canvases in
spaces where publics gathered to listen, to look, and to argue. The claim advanced
here is simple but consequential: cultural diplomacy did not end the Cold War, but it
lowered temperatures, widened channels of communication, and seeded enduring
transnational networks that outlived the ideological conflict that helped create them.

The Cold War cultural sphere was never a neutral commons. It was structured by
ministries, foundations, intelligence services, and cultural agencies that sought to turn
aesthetics into advantage. Yet even within programs designed to persuade, artists and
audiences often exceeded scripts. Jazz bands playing in newly decolonizing states
improvised dialogues about freedom that resonated differently than official talking
points; Soviet ballet companies dazzled American crowds with virtuosity that
challenged easy stereotypes; modern art exhibitions provoked debates about
individualism, abstraction, and the very meaning of modernity. This book treats such
moments not as ephemera but as events with political effects—modest, cumulative,
and sometimes decisive.

To capture these dynamics, the chapters move between institutional analysis and
close case studies. We follow the paperwork—cultural agreements, budgets,
itineraries—and we also follow the people who animated those documents:
performers, impresarios, cultural attachés, translators, stagehands, critics, and fans.
The evidence base includes archival files, program brochures, recordings, reviews, and
oral histories. Together, these sources reveal how exchange programs were
conceived, funded, staged, contested, and remembered, and how they generated
networks of collaboration that persisted across decades and borders.

Attention to contingency and constraint is essential. Cultural diplomacy unfolded amid
censorship regimes, visa politics, surveillance, and domestic contradictions that
threatened to undermine messages sent abroad. Tours could be canceled, exhibitions
redacted, and artists pressured to toe official lines. Racial segregation in the United
States, artistic repression in the Soviet bloc, and the asymmetries of decolonization
shaped how cultural messages were produced and received. These tensions did not
negate the value of exchange; they gave it texture and stakes, and at times spurred
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artists to become advocates for broader social change.

The book also situates cultural diplomacy within a wider global landscape. Exchanges
did not simply shuttle between Washington and Moscow; they coursed through
Warsaw, Belgrade, New Delhi, Lagos, Mexico City, and countless other cities whose
festivals, conservatories, galleries, and clubs became crossroads of the Cold War
world. Non‑aligned states and newly independent nations were not passive backdrops
but strategic interlocutors, leveraging culture to assert autonomy and to broker
conversations the superpowers could not easily conduct themselves.

Finally, the chapters ask how we might evaluate impact. Not all effects are
measurable in polling data or policy memos, yet patterns emerge: softened
stereotypes, professional partnerships, repeat visits, joint commissions, institutional
reform, and sometimes subtle policy shifts enabled by the trust built in rehearsal
rooms and reception halls. By the end, the argument is cumulative: cultural
exchanges, however imperfect, helped humanize adversaries, stabilized expectations,
and furnished habits of cooperation that endured beyond 1991. In tracing these
histories, the book illuminates how culture—through sound, movement, and
image—can build bridges sturdy enough to carry politics across divides that seemed,
at the time, unbridgeable.
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CHAPTER ONE: The Long Peace and the Cultural
Front
Historians often use the term “Long Peace” to describe the period from the end of
World War II through the early 1990s, a time when the United States and the Soviet
Union managed an intense rivalry without descending into direct, large-scale war. The
peace was not an absence of conflict; proxy wars raged, crises flared, and arsenals
swelled. It was, instead, an absence of a final, catastrophic clash between the two
superpowers. Many factors contributed to this stability—nuclear deterrence, economic
interdependence, and military alliances, to name a few. Yet another layer of
explanation lies in the less-studied realm of culture, where exchanges of musicians,
dancers, and visual artists created a parallel track of interaction that softened edges
and sustained channels of communication.

The cultural front was not a sideshow to the Cold War. It was an arena where states
vied for prestige, where ideas traveled in suitcases alongside instruments and
costumes, and where ordinary people formed impressions that could outlast a
headline or a speech. When Louis Armstrong’s trumpet sounded in Accra, or when the
Bolshoi Ballet’s dancers leapt across a Chicago stage, they were carrying more than
talent. They carried national myths, political expectations, and, often, their own
ambitions. The performances were scripted to some degree, but they were also living
events that unfolded in real time, in front of audiences who listened and watched
through their own cultural lenses.

To understand how these exchanges functioned, it helps to consider the unique time
and place in which they occurred. The postwar world was physically and ideologically
divided, but it was also being remade by decolonization, urbanization, and new
technologies of mass communication. Jazz records crackled over shortwave radio;
ballet companies toured newly independent capitals; modern art exhibitions popped
up in cities where traditions were shifting fast. Culture moved along networks of
embassies, festivals, conservatories, and underground clubs. Some routes were state-
sanctioned, others were improvised. Together, they stitched a fragile map of contact
across the Iron Curtain and beyond.

At the level of policy, cultural exchanges were designed to project national strength in
a form that did not look like a missile. The Soviets showcased the virtuosity of their
conservatory-trained musicians and the grandeur of their ballet troupes, framing their
achievements as evidence of a superior social order. Americans countered with jazz
bands and abstract painters, arguing that freedom of expression produced creativity
that could not be manufactured by committees. These messages were intended for
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foreign audiences, but they also bounced back home, shaping how citizens understood
their own culture in the global mirror. The scripts were political, but the stage was
human.

The work of cultural diplomacy relied on a large and varied cast. Ministries of foreign
affairs drafted agreements, while cultural attachés negotiated logistics. Foundations
funded tours; intelligence agencies sometimes nudged them. Artists, of course, were
the main attraction. Many were proud to serve as ambassadors; many more were
simply intent on doing their craft at the highest level. Their motivations ranged from
patriotism to curiosity to the practical need to keep working. The result was a complex
ecosystem in which official goals met personal initiative, and where the line between
state program and individual expression was often porous.

Consider, for instance, the experience of a jazz ensemble arriving in a foreign capital.
They are met at the airport by officials, whisked to a hotel, and handed a schedule
that includes a press conference, a rehearsal, and an evening performance. The
music, however, is not fully contained by the schedule. On the bandstand, the
drummer might stretch a solo; the audience might respond with enthusiasm or
confusion; a local musician might join in for an encore. These improvisations were not
necessarily subversive, but they were unpredictable. They turned a state-sponsored
event into a shared moment, and in that moment, a new perception could take root.

Ballet exchanges operated under a different aesthetic but faced similar dynamics. The
precision of classical technique offered a powerful image of discipline and beauty, one
that translated across languages. Yet the choices of repertoire, the casting of dancers,
and the timing of tours all carried political freight. A Soviet company performing
Giselle in the United States projected an image of cultural richness that complicated
stereotypes of totalitarian bleakness. American companies performing in Eastern
Europe offered a different vision of modernity, one that audiences could compare with
their own experiences of art and society. The dance was formal, but the reception was
living.

Visual art posed its own challenges and opportunities. Exhibitions of modern and
contemporary works were particularly charged, because the art itself could be read as
a statement about individualism, abstraction, and the role of the artist in society.
American abstract expressionists were promoted as embodiments of free thought;
Soviet socialist realists were presented as proof of a coherent, collectivist aesthetic.
But audiences did not always receive these signals as intended. Viewers brought their
own histories to the gallery, and what one person saw as liberation, another might see
as decadence or confusion. The exhibition hall thus became a space for debate as
much as persuasion.

All of these forms of exchange operated in a media environment that was expanding
rapidly. Radio broadcasts carried performances across borders; records traveled in
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mail packages; television brought selected moments into living rooms. The press
covered tours with enthusiasm and skepticism alike, amplifying their significance
beyond the immediate audience. Reviews could make or break reputations; scandals
could derail programs. The relationship between live performance and mediated
representation was complex: a concert might be remembered through a critic’s prose,
or a TV clip might spark interest that led to future tours. The ecosystem of attention
mattered.

It is tempting to view cultural diplomacy as a top-down enterprise, orchestrated by
states with clear intentions. In reality, it was often a messy, bottom-up process. Artists
negotiated contracts; impresarios chased visas; local promoters found venues;
audiences decided whether to show up. At each step, something could go right or
wrong. A visa delay could derail a tour; a missed flight could create an unexpected
opportunity; a reviewer’s take could shift the narrative. These contingencies were not
failures of design; they were features of cultural life. The map of exchanges was
always being redrawn.

The notion of the “cultural front” also invites reflection on what happens when art is
asked to do political work. Musicians, dancers, and painters are trained to
communicate through their mediums, not through press releases. When they act as
diplomats, they often translate politics into aesthetics, or aesthetics into politics, with
uneven results. The same performance that satisfies a ministry’s agenda might
frustrate artists who feel constrained, or delight audiences who find something
unexpected. This tension between intent and interpretation is central to the story. It is
also what makes cultural exchange an enduringly interesting form of diplomacy.

A key factor in the Long Peace was the management of expectations. The
superpowers needed to signal resolve without triggering escalation. Cultural
exchanges helped by providing a regular, visible rhythm of contact that
complemented the more volatile cadence of crises and negotiations. Tours and
exhibitions were predictable in a way that military maneuvers were not; they
reassured both elites and publics that lines of communication remained open. Even
when criticism and controversy erupted, the very existence of the exchange signaled a
willingness to engage. It was a way of keeping the door ajar.

The global context of decolonization amplified the significance of cultural diplomacy.
Newly independent states in Africa, Asia, and the Caribbean were determining their
own foreign policies and cultural identities. Both superpowers courted them with offers
of exchange programs, scholarships, and tours. For these nations, culture was not just
a tool for aligning with one bloc or another; it was a means of asserting sovereignty
and building ties across the Non-Aligned world. Jazz bands from the United States
might find common ground with musicians from Nigeria; Soviet ballet masters might
train students in India. The cultural front was not merely bipolar; it was becoming
multipolar.
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The chapter that follows will examine the architecture of cultural diplomacy—the
institutions, agreements, and routines that made exchanges possible. Before we get
there, however, it is worth pausing to consider how cultural encounters feel on the
ground. A concert is not a treaty signing. A gallery opening is not a summit. The
emotions are different: curiosity, delight, boredom, confusion, surprise. These
emotions matter because they shape how people remember the other. A single
performance can leave a residue that persists longer than a policy memo. In this
sense, culture does political work not by replacing politics, but by inflecting it with
human texture.

The Long Peace did not simply unfold; it was sustained through daily choices and
practices. Among those practices, exchanges of art and music were relatively low-cost,
high-visibility ways to keep contact alive. They did not resolve fundamental
disagreements, but they created opportunities to see adversaries as practitioners of a
shared craft. A violinist and a cellist, whether from Moscow or New York, share an
understanding of intonation and phrasing that transcends ideology. That shared craft
can become a basis for conversation, and conversation can become a habit. Over
time, habits build trust, and trust stabilizes relations.

It is also useful to recognize the limits of cultural diplomacy. Exchanges could not stop
a war or dismantle a missile silo. They could be exploited by propaganda machines,
and they sometimes reinforced stereotypes rather than challenging them. Artists could
be co-opted, and audiences could be skeptical. Yet even these limits are instructive:
they remind us that culture is not a magic wand. Its effects are incremental,
cumulative, and sometimes surprising. To ignore these effects is to miss an important
dimension of how international politics works. To overstate them is to mistake a
concert for a revolution.

The chapters of this book will revisit these themes through specific tours, exhibitions,
and programs. We will look at the paperwork that authorized them, the stages that
hosted them, and the people who experienced them. We will trace how a jazz group’s
itinerary was planned, how a ballet company’s visas were secured, how a modern art
show was curated and received. In doing so, we will see that the cultural front was not
a monolith but a patchwork of initiatives, each with its own rhythms and rules. The
diversity of these initiatives is what made them resilient.

One recurring dynamic was the interplay between the planned and the improvised.
Ministries preferred predictability; artists often sought freedom. Audiences introduced
their own interpretations. The result was a constant negotiation, sometimes visible
and sometimes hidden. When the negotiation worked, the exchange felt like a shared
achievement. When it failed, it produced friction that could be instructive. Either way,
the process revealed something about how culture functions under political pressure.
It showed that art can be both a message and a medium, both a product and a
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process.

Another theme was the role of intermediaries. Translators, fixers, agents, and
technicians were essential to making tours happen. Their labor was often invisible, but
it shaped the experience of the artists and the reception of the work. A translator’s
choice of words could change a press conference; a technician’s lighting choice could
alter the mood of a performance. These details were not trivial. They were the nuts
and bolts of cultural diplomacy, and they remind us that international exchange is
built on local knowledge. Without these intermediaries, the global cultural front would
have ground to a halt.

The emotional geography of exchange also mattered. Touring is exhausting. The
rhythm of airports and hotels can wear down even the most enthusiastic performer.
Fatigue can lead to mistakes, and mistakes can become stories. A missed cue, an
offhand remark, a technical glitch—these small events can loom large in memory.
They can become symbols of national clumsiness or grace. In a tense international
climate, such symbols carry extra weight. Cultural diplomacy, then, is not only about
planned messages but also about the management of fatigue and surprise.

It is worth noting that cultural exchanges often produced what scholars call
“unintended consequences.” A program designed to promote a particular image might
inadvertently highlight a contradiction. An American jazz tour that showcases freedom
might draw attention to segregation at home. A Soviet ballet tour that showcases
discipline might provoke questions about artistic repression. These side effects were
not always damaging, and they were sometimes productive. They forced institutions
to confront their own blind spots, and they gave audiences a fuller picture. The
cultural front was, in this sense, a mirror as well as a megaphone.

Longevity was another strength of cultural exchange. A single treaty might be
renegotiated, but a network of musicians who had toured each other’s countries could
endure. Alumni of exchange programs formed communities of practice: joint
ensembles, collaborative compositions, shared pedagogies. These networks were
resilient because they were built on relationships and common repertoires. They did
not depend on constant state funding or the whims of political leaders. They could go
dormant and be revived, or they could evolve into new forms. This durability is one
reason cultural diplomacy mattered beyond the immediate moments of performance.

The Long Peace also had a domestic dimension that cultural exchanges reflected and
sometimes reshaped. At home, audiences used foreign performances to think about
their own culture. Debates about modern art, jazz, and ballet were not just aesthetic;
they were also about identity, values, and social change. A tour could bring these
debates to the surface, forcing institutions and publics to articulate what they valued
and why. In this way, cultural diplomacy had a boomerang effect: the messages sent
abroad returned home, often transformed, as self-reflection.
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We should be cautious about claiming too much for culture. The archives show that
officials often approached exchanges with hard-nosed calculations about influence and
cost. Artists could be tools of policy, and audiences could be skeptical. The outcomes
were contingent and uneven. Yet the cumulative record is striking: repeated contacts,
softened stereotypes, and the creation of durable professional ties. These are not
trivial achievements. They are the kind of achievements that help societies weather
crises, because they provide habits of cooperation and channels of communication
that persist when politics get rough.

The chapters that follow will bring this story to life through examples and case studies.
They will show how the cultural front operated in different regions, at different scales,
and in different media. They will highlight both the planning and the improvisation, the
successes and the failures. They will also show how the actors—artists, diplomats, and
audiences—navigated constraints and opportunities. In doing so, they will build a
picture of how culture helped sustain the Long Peace, not as a single decisive force
but as a constant, humming background to the high politics of the era.

As we move forward, it is helpful to keep in mind that cultural exchange is always a
negotiation—between states and artists, between tradition and innovation, between
the intended message and the received meaning. The Cold War added urgency and
stakes to this negotiation, but the basic dynamic is timeless. Performers and
audiences have always found ways to talk across difference. The particular genius of
the Cold War cultural front was that it institutionalized this talking on a global scale. It
turned the stage, the gallery, and the recording studio into sites of diplomacy, and it
allowed the arts to do what they do best: move people, literally and figuratively.

Before diving into the machinery of exchange, consider one more point: the
experience of listening. A jazz solo can draw a listener in, making the world feel
momentarily smaller. A ballet can suspend time, allowing the audience to forget the
headlines. A painting can provoke a question that lingers long after the museum
closes. These are intimate encounters, yet they happen in public spaces and ripple
outward. They shape how we imagine others, and how we imagine ourselves. In a
world of sharp divides, that imagination matters. It is the quiet engine of the Long
Peace, and it runs on culture.
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