














för männskor och gudar och växter och djur. 
Här är vi. 
Vi är samma sort som ni. (som cit i Thörnvall 
1982:12). 

Samtidigt minns vi alla hur den svenska gruppen ABBA utvecklades till en 
internationell supergrupp, dvs man sjöng nästan alltid sina sånger på engel­
ska i en internationellt anpassad populärmusiksti l. 

Det fanns dock inom musikrörelsen ett betydande undantag, en grupp; 
Peps Persson och hans Blodsband, som på ett förunderligt, men överty­
gande sätt lyckades kombinera afro-amerikanska stildrag med svenska 
texter, s k skånsk blues. Den förste som brukar nämnas som den som sjöng 
rock på svenska är dock Pugh Rogefeldt (1969). Att språket är ett viktigt 
tecken på att musiken för ungdomen böljade upplevas som alltmer svensk 
är odiskutabelt. Banbrytare för denna "riktning" var dock Owe Thörnquist 
som redan i slutet av 50-talet hade stora succeer med sina svenska texter 
till rock'n roll -liknande melodier. Dessa låtar ,"Han hade låda på magen" 
(Varm korv boogie), Diverse Julboggie m fl minns jag väl hur jag och mina 
klasskamrater sjöng till mitt hemmagjorda boogie woogie -ackompanje­
mang. Men troligen tog de äldre generationerna inte hans rock'n roll -lik­
nande melodier på allvar, utan hörde dem som pastischer (jfr Brolinson & 
Larsen 1983:81f). Ett annat bevis på att delar av rock n'rollens stilmedel 
snabbt försvenskades fmner vi i de nyinspelningar av gamla svenska 
schlager och foxtrot som gjordes i början av 60-talet. Så spelade exem­
pelvis den svenska popgruppen The Adventures in den kanske mest svens­
ka av alla bonnjazz från 20-talet, Wahlbergs "Bonnjazz eller Johan på 
Snippen". 

De enda betydande grupper som därför under 70-talet och framåt har 
bevarat vissa afro-amerikanska stilelement som bluesformer, riff och andra 
drag i sin musik är, som jag uppfattar det, s k hårdrockband. Men åter, 
fastän vissa av dessa afro-amerikanska musikelement finns där, uppfattas 
de inte som sådana av sin publik. Denna mot vuxenvärlden starkt avgrän­
sade musik, speglar snarare liknande värderingar och känslor som Elvis 
tidiga rock'n roll, som Rolling Stones musik gjorde för sina generationer: 
dvs upprorisk, fräck, sexig, amerikansk, nutida, urban ungdomsrnusik, som 
både används som kuliss och som identifikation. Hur amerikansk man upp­
fattar denna musik, varierar sannolikt mycket och beror på vilket band, 
vilket land som diskuteras. Få svenska ungdomar tänker väl på den svenska 
gruppen Europes musik som amerikansk; snarare som svensk eller eu­
ropeisk(?). Samtidigt har gruppen, av' allt att döma, stora framgångar i 
USA, men då sannolikt hos vita arbetar-och medelklassungdomar och inte 
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hos fårgade. 
I en "objektiv" mening finns således vissa afro-amerikanska drag i 

rock'n roll på 50-talets slut, i vissa engelska gruppers musik på 6O-talet, i 
"Motown"-soundet, i hårdrockmusik på 70-talet och framåt. Men i en sub­
jektiv mening har de, menar jag, sällan eller aldrig uppfattats. Afro­
amerikanska stilelement i svensk populär- och ungdomsmusik har därför 
aldrig funnits i Sverige under 1900-talet, eller har möjligtvis uppfattats 
endast under en kortare period under 6O-talet för att sedan åter försvinna ur 
människornas medvetande. 

När kommer schottisens renässans? 

Upprinnelsen till denna sista rubrik är egentligen två: dels råkade jag se ett 
program på svensk TV om en ny populär dans- och ungdomsmusik bland 
tjeckoslavisk-, polsk- och tyskamerikaner i dagens USA, dels fick jag höra 
en melodi "Persson ifrån stan" med Peps Blodsband från 1975 (sonet 
2572). Därefter var jag inte lika säker på att svaret på frågan "när kommer 
schottisens renässans?" måste vara "aldrig". Om jag börjar med Peps, visar 
det sig, att det går alldeles utmärkt att använda en gammal svensk schot­
tisliknande foxtrot som utgångspunkt för en reggae-liknande tolkning. Peps 
har melodin från sin far, men det är i allt väsentligt en version aven stor 
svensk filmschiager från 1931-32, "Köp Hjärtan" eller som den är mest 
känd som "En liten amulett" (Sylvain, S S Wilson). Ur musikalisk syn­
punkt finns det således inget hinder för att schottis skulle kunna "reggae­
fieras", rockas upp etc. Efter denna skiva gjorde dessutom Peps Person 
många liknande blandningslåtar. Kanske är således schottisens storhetstid 
så avlägsen, att en sådan blandningstyp idag skulle kunna uppkomma?! 
Men det behövs nog fler faktorer för att en inbrytning i den vanliga ung­
domsmusiken skall kunna ske. 

Viktigare för svensk schottis kan vara det som händer i dagens USA. 
En musikstil, som under 80-talet upplevt en renässans bland ovan nämnda 
befolkningsgrupper, är visserligen inte schottis, men den stilistiskt mycket 
närliggande polkan. 

Polka, de gamla hemländernas dans- och underhållningsmusik har så­
ledes nått en enorm popularitet, men inte bara bland de äldre generatio­
nerna, utan också bland de yngre som upptäckt, att det går lika bra att dan­
sa till polka, lika bra att lyssna på polka, lika bra att sjunga nutida (en­
gelska) texter till polka som det går till rock. Polkan är m a o lika mycket 
en ungdomsmusik inom dessa grupper som hårdrock är för svensk 
ungdom. 
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---------- ----------

Men det är klart, skall polkan/schottisen får en renässans i Sverige, 
fordras det att många ytterligare faktorer skall sammanfalla: polkan måste 
bli mycket mer populär i USA, den måste helst stå för en ny livs­
stil/klädstil, den måste lanseras i Europa och s s även i Sverige av kända 
artister osv. Och DÅ kan det hända att någonting inträffar! Men det är 
uppenbart, att chanserna inte är så stora ... 

I dag lyssnar mindre grupper på särskilda radioprogram för blues och 
soul. Å andra sidan fortsätter man i några reservat, bland vänner av gam­
mal dansmusik och på centerpartiets fester, att dansa den gamla hederliga 
schottisen och en och annan bonnjazz. Men den stora majoriteten av den 
svenska befolkningen lyssnar på svensk-amerikansk populärmusik, som ur 
strukturell synpunkt visserligen ibland kan beskrivas som afmerikansk, 
som som sällan eller aldrig uppfattas som sådan. 
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Summary 

How did schottis become bonnjazz? 

The collectors of folkmusic in the 19th century and onwards paid almost no 
attention to the polka or to its relative, the schottis. They were all interested 
in what they considered to be older or even archaic Swedish folk music. 
Nevertheless, these types of dance music very fast became very popular not 
only among the bourgeoise but also among the working class and the agri­
cultural population. Around 1900 numerous schottis were composed, and 
were printed as sheet music, of ten with covers showing scenes and people 
in the swedish country-side (ex. 1-3). 

This popular dance- and entertainment music survived as "gammal 
dansmusik" in the following decades even if the interest of the growing 
music industry turned to new innovations as twostep, onestep and in the 
beginning of the 20s, jazz Le. foxtrot. The coming of twostep and onestep 
coincided with the birth of public dancing. From the covers one can some­
times find drawings of negroes in USA or Africa, corresponding to titles 
like "Nigger-ballad and onestep" and "Zuzu - or a love ballad from Zulu­
land" (cp. cover of Mumblin' Mose). The form and style of twostep and 
onestep were similar to schottis and marches (ex. 4-6). The only structural 
novelty was syncopated rhythms, which could, however, also be heard in 
Hungarian-Gipsy influenced operettas. In spite of the somewhat exotic 
covers, the humorous lyric, the fact that this music was never played by 
coloured orchestras and that it was used as dance and entertainment music 
in Swedish contexts meant that it (twostep/onestep) was looked upon as a 
new and apt music suited for the mood of the period. The origin of twostep 
and onestep didn't make them American. No one, of course, thought about 
it as a form of Afro-American (or whatever similar term) music. 

In the frrst decade of this century the foxtrot appeared. Many of the hits 
performed by the famous Swedish artist Ernst Rolf were of French origin. 
They all had a strong resemblance to schottis (ex. 7-9). Very soon a special 
Swedish foxtrot style, know n at the time as "Bonnfox" (Farmers foxtrot), 
became a success. The songs were always sung in Swedish. The lyrics of­
ten dealt with "Swedish" subjects: Swedish nature and festivities or con­
temporary events in the Swedish society. As before people thought of these 
foxtrots in their Swedish contexts, although one knew that "the king of 
jazz" Paul Whiteman was a white American. But one very seldom thought 
of this type of dance music as Afro-American, possibly as American. But 
as a rule it was considered to be Swedish popular music, or with a German 
term as "schlagers". 
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It was thus not until the 30s that the impact of the talking picture, the 
swing fever and the general development of Swedish society created new 
conditions. Among young people there was now a growing awareness of 
the prominence of coloured jazz musicians. Louis Armstrong and many 
other black jazz musicians visited Stockholm. Many dance musicians knew 
how to play "hot" or to play "straight" etc. 

Still those influences were to a great extent contradicted by the ways a 
child is socialized into culture. This means that the differences in 
"swedishness" between a schottis in 1900 for a one Swedish teenager, a 
"Bonnfox" in 1925 for a second teenager, or the hit "Swing it, magistern" 
in 1940 for a third teenager are marginal. On condition that the foreign mu­
sical elementIs that are incorporated into a musical culture are not too dif­
ferent, and that the tempo of acculturation is not too fast, the contemporary 
pop ular music for the majority of the people in a given culture will always 
be considered as their own. How national one feels this music to be varies 
from time to time, from culture to culture. 

When rock'n'roll flooded Sweden in the late 50s there was no aware­
ness among the young of the origin and history of this music. Elvis Presley 
was as white as his imitators in Sweden. For the first time it was now com­
pulsory to sing in English. As a rule, to Swedish teenagers at that time this 
music seemed like splendid and impertinent dance music. Musically 
speaking, this was the frrst time they listened to blues forms, melodies with 
few and simple chords, riffs, and smallorchestras with electric guitars. All 
the se traits were the backbone of the Afro-American rhythm & blues tradi­
tion, but to Swedish young people they were understood as white American 
youth music. This wave very soon calmed down, however, and a new non­
protest form of youth music arrived from USA, featured by singers like 
Paul Anka. 

At the end of the years of the 60s, af ter the years when English groups 
like the Beatles, who of course were never seen as an Afro-American 
group, one can see how more and more Swedish groups started to use texts 
in Swedish. This was especially the case among groups in the important 
alternative youth music movement in Sweden known as "Musikrärelsen", 
but it was not unusual to hear anti-American and anti-imperalistic texts 
sung to music that had strong American or even Afro-American connota­
tions. In this decade, manyold "schlagers" from the 20s and onwards were 
also recorded by different youth dance and music groups. A third "para­
dox" in those day s was the development of the Swedish group ABBA into 
a supergroup, singing in English in an international pop-music style. The 
only groups that retained some Afro-American influences in their music 
were the hard rock bands. At present the Swedish band Europe is among 

82 



the most succesful bands in this vein, but I believe most Swedish teenagers 
look upon their music as more Swedish/European (!) than American or 
Afro-American. 

From an "objective" point of view certain musical elements from the 
Afro-American tradition can be said to exist in the rock'n roll of the 50s, in 
the music of some English groups in the 60s, to some extent in the "Mo­
town"-sound and in hard rock band (heavy metal) in the 70s and 80s. But 
from a "subjective" point of view those styles have never been understood 
as Afro-American music by the Swedish youth. So in reality popular music 
in Sweden in this century has mostly been heard and looked upon as 
Swedish. From a structural point of view it has more and more been under­
stood to have incorporated many elements from American pop ular music, 
but was very seldom considered to be Afro-American music, at the most 
"American-Swedish" . 

Seen in this light, an article by the Swedish psychologist and jazz 
writer B Sundin was reflected upon. According to Keil (1966), Sundin lists 
the most important musical elements in European and Afro-American 
music as dichotomies. He also believes the pop music in the 70s to sound 
more and more African. If we take the schottis or the bonnjazz as points of 
departure, it seems logical to understand this music as "spontanous, to give 
motory reactions, to give a direct emotional expression" (Sundin) etc, in 
contrast to "order, effectivness, intellectual reaction" (Sundin) etc". For 
Sundin, this is not the case, since in his thinking, in his dichotomy, 
European music, and hence schottis etc, is characterized with the terms 
"order, effectiveness, intellectual reaction ... " etc! To me those authors are 
comparing squash to cowberry, and not much will come out of this. It 
would have been far better to look at this problem from a functional point 
of view; which functions, what uses the music have in the different cultures 
- the "Afro-American" and the "European" - and then draw conclusions as 
to the relations between the musical structures in the cultures. Thus, if one 
had made comparisons between European and Afro-American forms of 
dance music as e.g. schottis and rhythm & blues, it would have been much 
harder, if possible to construe any pedagogic dichotomies. 
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