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During the late 1940s, discussions of Swedish musicians, ensembles, and music scenes began to appear in the American jazz press. An increasing variety of recordings that were made in Sweden were issued on the American record market and sold to an American audience, and during this period, the term Swedish jazz became a meaningful category in the United States. The primary aim of this book is to trace the dissemination of Swedish jazz in the United States during the period 1947–63 and to analyze its reception among jazz audiences and critics. Another goal is to examine the complexity of Swedish jazz, considering the ways in which it became regarded as a distinct style or sound and exploring the ways it was perceived in different places. I also want to use the reception of Swedish jazz in the United States to consider how the idea of what jazz was in a global context began to change in this period. Connected to this are wider questions about the links between music and nation-states, especially in relation to notions such as nationality, ethnicity, and race. First, I focus on how Swedish jazz entered the American record market and how it became noticed. Second, I consider the meanings that were associated with Swedish jazz in the United States.

To understand how Swedish jazz emerged in the United States, the book will trace the central actors that mediated this transnational exchange. Not only did the people involved make agreements about selling Swedish jazz records, but they also influenced the ways in which Swedish jazz was presented to the American market. This book investigates the various ideas that were connected to Swedish jazz and how these ideas changed over time. As jazz was generally regarded as a quintessential American product at this time, a thought-provoking point of discussion is how American observers thought that Swedish jazz related to American jazz.

The story of Swedish jazz in the United States began when the Swedish clarinet player Åke Hasselgård moved to the United States in 1947. Trumpet player Rolf Eriksson made the Atlantic crossing the same year, and both were noted in the press as jazz musicians.1 Their journey coincides with the revival of tours by American musicians to Sweden following the end of World War II. Over the next 15 years, there was a particular interest in jazz from Sweden among Americans. This interest peaked in the early 1950s and resulted, for example, in 23 issued records in 1953. By the end of that decade, however, the number of imported jazz records from Sweden began to decline. For example, in the early 1960s, pianist Jan Johansson recorded a series of EPs, which were also issued on LP in 1963. Although these recordings were highly regarded in Sweden (his LP became the biggest-selling jazz record in Sweden), in the United States, this work was not issued or noted.

The practical definition of Swedish jazz in the United States that I have used in the following discussion is that the music was recorded in Sweden and issued in the United States during the period in focus (1947–63). This selection leaves out certain recordings that can also be considered as belonging to Swedish jazz. For example, the recordings Åke Hasselgård made in the United States in 1948 are regarded as part of the American jazz scene rather than the Swedish one. Drummer Nils-Bertil Dahlander, who used the name Bert Dale in the United States, also released an LP called “Skål” (Verve MG-V 8253), which was “imported” from Sweden but recorded in Los Angeles in 1957. These recordings are excluded from the figures of Swedish recordings sold in the United States, as they focus on a transnational exchange of jazz recorded in Sweden. They were, however, relevant for the American understanding of Swedish jazz and are therefore included in the discussion here of how Sweden and Swedish jazz were made meaningful in the United States.

The difficulties of defining the national borders of a jazz scene—the grouping together of jazz musicians, their recordings, and all the other activities related to them, according to specific practices, qualities, or characteristics—become evident here. By discussing Swedish jazz as such and in relation to its transnational connections in the United States, these national borders are constructed in this book as well. The analysis, however, also engages with the challenges of following national borders in the definition of Swedish jazz, and these are discussed at length.

This book is indebted to the shift in jazz scholarship that promotes an interdisciplinary approach for studying jazz, often referred to as new jazz studies. The critical approach to the jazz canon, as advocated by Scott DeVeaux (DeVeaux 1991) and the discursive turn in the study of jazz, represented by Krin Gabbard’s (1995) and John Gennari’s (2006) critical investigations of jazz criticism, have all been indispensable for developing an understanding of jazz, both inside and outside of the United States. These works have challenged the established narratives of jazz and opened the door to critical examination of the canon and its construction.

At the same time, jazz scholars all over the world have shown the relevance of local, non-American jazz cultures. Much of the existing research on jazz scenes in Europe, however, has primarily focused on the local importance or adaptations of jazz. In discussions of jazz outside of the United States, the global importance of these local scenes is often limited to jazz appreciation; the musical production of jazz outside of the United States is often only deemed important on a global scale in the late 1950s, when bossa nova had its breakthrough, or in the 1960s, when European musicians took free jazz into new directions.


The Construction of Swedish Jazz

The specific perspective of the book—the American dissemination and reception of Swedish jazz—raises the importance of avoiding the proclamation of a musical essence that would define Swedish jazz as such. Instead, it focuses on how Swedish jazz was distributed, sold, and received in the United States and how these processes constructed an American idea of Swedish jazz. This does not mean that Swedish jazz does not have any musical characteristics; because it appeared on records in the United States, it could be listened to, but the musical characteristics do not directly answer the question of how Swedish jazz was understood in the United States at the time it was introduced. In other words, the book investigates how ideas of Swedish jazz and related understandings of nationality, ethnicity, racial affiliation, and gender, among others, were constructed in the United States, rather than existing as an essential part of Swedish jazz music.

Rather than seeing these categories as comprising an essence, this book investigates them as performative actions that produce, reproduce, regulate, and confine American ideas or fantasies of Swedish jazz. Because the networks through which Swedish jazz was disseminated in the United States were different from those in Sweden, ideas of what Swedish jazz is became different in the United States from those held in Sweden. By following Swedish jazz as it crossed the borders to the United States, this book raises the importance of transnational perspectives on jazz. The arguments herein follow the thinking of scholars like Micol Seigel (2005), who have argued that historical research should not be confined to national borders, but should critically relate to them, and that jazz scholarship needs to consider that the object of study does not fit neatly into a single set of borders. Instead, it crosses borders in various ways and directions; it disregards them, disputes them, and even abolishes them. This affects not only the music but also the various ideas of what it means to be Swedish, which—based on how these ideas are presented to specific audiences—can be interpreted and received in different ways.

A transnational perspective also means that this book critically explores ideas of how Swedish jazz relates to American jazz and jazz from other European countries. These processes of inclusion and exclusion also reveal the ideologies connected to jazz in the United States. One of the ways in which American jazz ideologies can be investigated is through a focus on the racial imagination connected to Swedish jazz and jazz, in general. This concept, introduced by Ronald Radano and Philip Bohlman, theorizes how bodies are thought to be different and regards the ideas of these bodies as constructed based on ideologies. They define racial imagination as “the shifting matrix of ideological constructions of difference associated with body type and color that have emerged as part of the discourse network of modernity” (Radano and Bohlman 2000, 5). Although primarily aimed at investigating ideas of blackness in music, the concept can be used for exploring the perceived or imagined whiteness of Swedish jazz musicians. This racial imagination influences ideas about different bodies as having certain characteristics, which has implications for musicianship in jazz.

This study also considers the way jazz—a culture that has been traditionally dominated by men and in which women have been forced into specific roles—is connected to gender identities. More specifically, it is interesting to ask what specific masculinity types are associated with Swedish jazz. As Barbara Ehrenreich argues, it might not be the predominant notion of masculinity at that time—or rather, “not the power lawn mower, but the hi-fi set in mahogany console” (Ehrenreich 1983, 50). Masculine role types can be connected to Swedish jazz listeners, as well as to how Swedish jazz musicians were described in the American jazz press. What kind of American man were record companies targeting as an audience for, and consumers of, Swedish jazz? How did these men deal with the cultural expectations imposed on them, and how did this relate to Swedish jazz? Is there a connection here to the collapse of the ideology of men as breadwinners?

As most Swedish jazz musicians did not get permission from the American Federation of Musicians (AFM) to perform in the United States, Swedish jazz became a meaningful category of music in the United States despite the absence of visits or tours of Swedish musicians. The lack of live performances indicates that it was not only musicians comprising the relevant group of actors who established the idea of Swedish jazz in the United States; there must have been other actors involved and other forces at play. The most important imperative then is to follow Swedish jazz and the various actors involved as they moved across the borders, implementing Swedish jazz as a meaningful presence in the United States.

The construct of Swedish jazz exists as a result of the efforts of a great number of people. It involves a world that not only includes jazz musicians but also, for example, the manufacturers and distributors of records, critics, and so on (Becker 1982, 2–5). It is not an aim of this book to downplay the role of the Swedish jazz musicians, but it is worth realizing that it was not only the artists who established the genre; many other people were involved—for example, those who developed the packaging of the records or who wrote about the music. This way of seeing jazz as a part of a larger art world is central to my use of the term jazz world or references to the existence of a specific Swedish or American jazz world; it encompasses all the various actors and debates about what is and is not jazz.

The understanding that many different people were involved in the scene, in addition to objects and media (such as records), packaging, and magazines, indicates the existence of a wider network around Swedish jazz. In response to this, Actor-Network theory has provided the inspiration to map this network and investigate how it connects the various objects and actors involved. Actor-Network theory situates this historical study of the music within a cultural history of interactions, where all actors contributing to the network are considered, and not just the aesthetic objects, as Benjamin Piekut has pointed out (2014, 207–08).

Latour’s rejection of a (post-)structuralism that already knows the shape of the objects it researches debouches into a quest for empiricism as he asks, “Where are the structural effects actually being produced”? (Latour 2005, 175). To avoid reproducing pre-determined ontologies, such as the now established idea of a specific Nordic tone that is typical of Swedish jazz, the primary inspiration that this book has taken from Actor-Network theory is its requirement that the research stays close to the actors and follows how networks, through the involved actors, create different realities. Before conclusions are drawn about the dissemination and reception of Swedish jazz in the United States, the involved actors should have a chance to give their accounts.

Actor-Network theory is often criticized for missing habitual patterns of associations that are widely distributed, such as race and gender. With its incentive of “following the actors” (Latour 2005, 68), there is a risk of only reconstructing ideas from the actors who spoke the loudest. A critical approach to the network is thus necessary to avoid reproducing thoughts and ideas from the period in focus. As Piekut argues (paraphrasing Latour), “associations do not hold together because they are true, but because they hold together we say that they are true” (Piekut 2014, 200). The collected material related to the dissemination and reception of Swedish jazz in the United States is central to this book. This empirical material is allowed to exist in its own specific way and will be presented as such. After it is presented, however, it will be discussed with a focus on several key issues that allow for critical engagement with the accounts.

The following chapter traces actors in the network through which Swedish jazz came to the United States and lets them speak. It engages with the points of contact between the Swedish and the American record industry in the postwar period and describes how Swedish recordings came onto the American record market. The chapter identifies the different actors involved in this network and traces their actions, mapping how they relate to other actions. Based on this media attention, I discuss how Swedish jazz was received as such—a Swedish form of jazz in relation to an American form of jazz at a time when the idea of jazz as a more global phenomenon was rising. Finally, the chapter focuses in more detail on the extent to which Swedish recordings were available in the United States in the period in focus.

The second chapter discusses the analysis of liner notes and record covers that I put to use in four detailed case studies of Swedish jazz records that were issued in the United States. After that, a broader variety of records that include Swedish jazz is discussed in relation to hi-fi culture and the new masculine identity that arose in the 1950s. This section widens the case studies to the broader material of records with Swedish jazz and identifies other Swedish phenomena to which Swedish jazz was related in the United States and investigates what was thought to be the Swedish jazz audience in the United States.

Chapter 3 engages with the topics that the previous chapter has indicated to be of importance. By critically engaging with central concepts of nationality, ethnicity, race, gender, and hipness, it offers different perspectives as it engages with a more general image of Swedish jazz in the United States. The chapter also examines the ways in which Swedish jazz is related to the ideologies of jazz that are shared by some of the central actors in the jazz world.

In the concluding chapter, I return to the central aims of this study and discuss the extent to which it has provided answers that are relevant beyond the particular case study of Swedish jazz. I deal with the risk of simplifying the idea of the jazz world by following national borders, and I argue how the contacts between Sweden and the United States were relevant for both countries. Finally, I engage with the different ways this exchange was made meaningful in both the United States and Sweden, and how the idea of Swedish jazz was different in Sweden than it was in the United States.



Note


	Both musicians changed their names when they were in the United States—Åke Hasselgård took Stan Hasselgard as his new name and Rolf Eriksson started to write his last name as Ericson.
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This chapter maps how Swedish jazz entered the American record market and traces several actors and their actions in this process. It identifies the central sites of discursive formation and maps the associations that are connected to Swedish jazz. I analyze how particular historical and economic circumstances directly influenced Swedish-American contact and explore the actions of American jazz critics and other actors in the jazz world, such as those working for record companies. I will also analyze the relationship between American and Swedish jazz as it was conceptualized in the American jazz press and detail the extent to which Swedish jazz entered the American record market.

The period in focus is not a historical vacuum, and the notion of an existing jazz scene in Sweden was not unique to the postwar era. Duke Ellington, for example, wrote his “Serenade to Sweden” after visiting the country in 1939.1 Around World War II, the American jazz press was silent about jazz from Sweden; however, after the war, reports about the jazz scene in Sweden became more frequent than ever before, and it is this period that is in focus here.


1.1 Jazz and Sweden after the War

What were the earliest mentions of Sweden in the specialized US jazz press? And what kind of interest was there in the United States for jazz in Sweden and, from a larger perspective, in Europe? The dominant US jazz magazine Down Beat reported on the situation of jazz in Europe throughout the 1940s, and in 1940, it published a report from Great Britain with the header “The War May Kill Jazz in Europe” (Holloway 1940, 6). Instead of fearing for the lives of Europe’s inhabitants, jazz critics seemed more concerned about the state of jazz. European countries became divided into those that were occupied and those where jazz still could be heard: “Only the Swedish, English and American stations still broadcast hot music” (Holloway 1940, 6).

When the United States became actively involved in the European war, Americans in the army who were interested in jazz reported about the jazz situation in Europe, especially in the geographical areas that were liberated, or being liberated, by the US Army. Negative reports changed the American image of Europe; Captain Caen wrote that it was hard to find jazz in Paris: “hearing a woeful succession of clinkered clarinets, triple-tongued trumpets, sloppy sliphorns and sad saxes. Our opinion of French jazz was down around our ankles” (Caen 1945, 1). Mike Levin warned musicians in Down Beat that things were now different from how they were before the war. In his article, “Tired Europe Not Same Shangri-La for Jazz”, he lamented how the Second World War marked the end of an era. He even advised American musicians not to travel to Europe. To Levin, Europe had lost its charm, and he feared that it had changed for good. Levin’s main observation on this subject was that people were barely hanging on and just trying to survive: “There is no gemuetlichkeit because there simply isn’t the will and the energy for it” (Levin 1945, 12). The tolerance of Europe that had been praised earlier seemed to be decreasing. Europe’s past, its charm, was now literally in ruins: “Europe has lost perhaps forever what must have been its great charm: its quiet antiquity” (Levin 1945, 12)—it had become a place that, after two world wars, proved to be not so democratic and civilized. Against the backdrop of this changing impression of Europe, Sweden emerged as an example of an exception to this demise of democracy and civilization, and only a couple of years after this report, young jazz musicians from Sweden would be heard in the United States for the first time.


1.1.1 From Åke Hasselgård to Stan Hasselgard

In July 1947, the Swedish clarinet player Åke Hasselgård crossed the Atlantic Ocean. Initially, according to Kjellberg, he went to study at Columbia University (see, e.g., Kjellberg 1985, 123); however, he soon became primarily active as a jazz musician. He was joined by other Swedish musicians who went to the United States to try their luck on the American jazz scene, most notably Rolf Ericson. He changed his name from Åke Hasselgård to Stan Hasselgard, omitting the Swedish “å”, which is not used in English, and adopting a less unusual first name.

The first time the American jazz press noted Hasselgård was at the very end of 1947 in the Down Beat poll and the all-star poll in Metronome. Although Hasselgård’s placement in the polls was at the bottom, a short two-paragraph article also claimed that he had been noted on the local jazz scene in California: “Stan Hasselgard, the Swedish tootler who has been causing much talk recently in jazz circles here” (Down Beat 1947, 14). The recordings Hasselgård made in the United States were noted and reviewed in Down Beat; most of the reactions were positive, and attention was directed to the fact that he was not American as demonstrated by the remarks made about his Swedish nationality. A review of a 78 on Capitol (Capitol 15062), which included the tunes “Swedish Pastry” and “Who Sleeps”, opened the door for Swedish jazz, provided the musicians could meet Hasselgård’s level: “If Hasselgard is at all typical of Swedish jazz musicians, we could stand some more imports” (Herrick 1948, 13). Noteworthy, here is that there is a strong emphasis on Hasselgård’s Swedish ethnicity. In this way, he is framed as being different from those in the American jazz world, stemming instead from a Swedish one. The question posed of whether all Swedish jazz musicians are as good as Hasselgård reveals that the reviewers had no knowledge about jazz from Sweden at that point.

When Hasselgård joined Benny Goodman’s bop-inspired sextet in 1948, the surrounding publicity increased, and critics like Leonard Feather and many others started to write more elaborately about him:


He, himself, rides along with his young cohorts on ensemble choruses but gives most of the solo spotlight on new tunes to his protege, Stan Hasselgard. Stan’s the tall, good-looking, blonde Swedish clarinetist whom Benny brought east with him. The kid does great and Benny’s faith in him is well founded.

(Jeg 1948, 6)



Metronome also noted Hasselgård’s Swedish identity: “Benny also likes Stan Hasselgard, the handsome, young, modern-sounding Swede. ‘He’s the first clarinet player in a long time I thought was good.’” (Goodman in Simon 1948, 12). Apart from being considered modern, Hasselgård is primarily characterized by his appearance as handsome and blond, and his identity as being first and foremost Swedish.

Hasselgård also rose in the jazz polls. In the voting for the 1948 Down Beat poll, Hasselgård did a lot better than in the previous year; he placed third in the competition for all-star clarinetist, receiving 528 votes, with only Jimmy Hamilton (996 votes) and Buddy DeFranco (2,173 votes) above him. Alas, his career ended abruptly on November 23, 1948 when Åke Hasselgård died in a car crash in Hammond, Illinois. The fatal accident was featured prominently in the jazz magazine news. Barry Ulanov remembered Hasselgård in Metronome and stressed his Swedish background as well as his quick development as a musician. Emphasis was put on his Swedish nationality and his being of European descent (placed in contrast to the Americans). Ulanov also stated that Hasselgård had a lot of formal training, which, however, was not the case:


Well-educated formally in Sweden, Stan indicated his openness to the best of informal education available to musicians in the United States, as he progressed speedily from a Goodman-imitating clarinetist to a modern jazzman, finding first a place for himself with Benny, later among some of the best of the current modernists. His good nature, his charm, his talent, and his large capacity for musical growth will be sorely missed.

(Ulanov 1949, 8)



In the same issue of Metronome, Hasselgård also took the third position in that magazine’s all-star poll, receiving 302 votes and leaving only Goodman and DeFranco ahead of him. A picture of Hasselgård was added, and his high position was regarded as one of the biggest surprises of that year’s poll. The following month, Hasselgård was awarded “arrival of the year” together with Lee Konitz, Fats Navarro, and Fran Warren. The “young clarinetist from Sweden” (Metronome 1949, 19) was thereby posthumously positioned as one of that year’s greatest jazz talents.

In the years after Hasselgård’s death, remembrances of him arose occasionally, often accompanied by speculations of how jazz history could have been different if he had still been around. Buddy DeFranco, for example, discussed his favorite clarinet players in Down Beat and listed Hasselgård as one of them, adding that Hasselgård had been influential on his style: “I have been asked to name those whom I consider tops in the field and who did the most to shape my clarinet style” (DeFranco 1953, 4). DeFranco added: “My deepest regret is that Stan is not with us today. I have the feeling that he would eventually have surpassed everyone in the field of clarinet jazz” (DeFranco 1953, 4). In a review of a reissue of Hasselgård’s Capitol recordings, jazz critic Nat Hentoff called him a “great promise that was never to be fulfilled” (Hentoff 1954, 11). Hasselgård was also canonized in books; as Billboard noted regarding Joachim-Ernst Berendt’s The Jazz Book,


He makes the point that of all the foreigners pre-occupied with jazz, only two have contributed to American jazz. Berendt names the Belgian gypsy guitarist, Django Reinhardt, and Stan Hasselgard, the Swede who is the first jazz clarinetist of the modern school.

(Billboard 1960, 15)



In the American reception, the image of Hasselgård as a Swede thus rose prominently, even if the conception of what this Swedish aspect signified was not always clear. The continual mention of him as being Swedish positioned Hasselgård as non-American, and the initial reaction was that of surprise that he was able to play jazz so well. Another Swede, Rolf Ericson, who joined Hasselgård in the United States in 1947, although less famous, was described in the American jazz press in a similar way. When he joined Charlie Barnet’s trumpet section in 1949, Down Beat noted specifically that the group included non-American musicians. Its header states: “Barnet’s Horns Range High And From Far Away”, and the article mentioned the “‘international’ trumpet section” (Down Beat 1949, 1) with Maynard Ferguson and Ericson identified as Canadian and Swedish, respectively. Rolf Ericson was thus, like Hasselgård, described with an emphasis on his being Swedish.

The national affiliation of Swedish musicians was often mentioned, even in commercial material, such as that by American instrument manufacturer Holton, which used Thore Ehrling and his musicians to sell its instruments. The advertisement (see Figure 1.1) argued that even in Sweden, musicians played Holton instruments, and it showed the Swedes holding their instruments. Ehrling was called Thor in these ads instead of Thore, which evoked associations with the mystical and exotic Norse god and thereby mobilized the ethnicity of the Swedes. This connected to some of the company’s other advertisements, where, for example, a snake charmer suggested that even in the world’s outmost and exotic places, musicians chose to play Holton instruments (see, e.g., Down Beat August 13, 1947, 10). Swedish jazz musicians in the postwar era were emphatically described as Swedes; nationality was a central aspect of their characterization.


[image: ]
Figure 1.1 Advertisement in Metronome, April 1951, 7.



1.1.2 Reports on Sweden

Following these first accounts showing that jazz from Sweden had become a meaningful term in the United States, it is important to reflect on how such a term can come into being. The idea that Swedish jazz did not just show up in the United States, but that it traveled through a network is central to this book. This network is a concept in itself; following Actor-Network theorist Bruno Latour, I argue that there is not really anything that keeps the things in such a network together. However, discussion that uses the framework of a network offers a means to enable a description of the associations that fall within it. Following the Actor-Network theory critique of poststructuralism, which is that it imposes its categories onto the “social” aspects it studies, Latour argues that “the social” is not a stable or stabilized state of affairs in which the social glues together a passive context; rather, a sociological approach should involve a tracing of associations. This means that scholars need to listen to what the actors have to say rather than simply drawing their own conclusions.

For the discussion of Swedish jazz in the United States, this means that rather than taking for granted that the social world—and thus Swedish jazz—is stable, the analysis of this book focuses on how groups are formed, rather than seeing groups as fixed and stabilized entities. Here, genre could be seen as a grouping, as Benjamin Piekut has suggested (2014, 203). In other words, jazz comprises a group to which music and musicians belong. A grouping of Swedish phenomena can also be distinguished, and more specifically, there can be a grouping of Swedish jazz. However, it is easy to call something Swedish jazz in a casual conversation, but it is much harder to find a specific shelf in a record store or a series of records dedicated to Swedish jazz. Different groupings of Swedish jazz, which each have various complexities, can appear to establish a grouping of Swedish jazz although some groupings are more material than others.

Apart from the reception of the Swedish musicians who were active in the United States, the American jazz press showed great interest in the experiences of jazz musicians who had toured Europe. Many musicians encountered problems, such as with the British musicians’ union, which tried to keep American musicians from obtaining the necessary legal permits to perform in the United Kingdom. There were also financial issues that limited potential tours in Europe: “Only in Switzerland and Sweden have the limitations on incoming musicians and outgoing cash been negligible” (Gurwitch 1947, 7). There was also attention given to the positive reception of jazz musicians in Europe. Tyree Glenn, the trombonist who spent some time working in Sweden, noted that the response to jazz was positive in Europe: “Working overseas was a ball. People are very appreciative” (Glenn quoted in Gottlieb 1947, 7).

American jazz critics emphasized the idea that the European contribution to jazz had been in the appreciation, rather than the performing, of jazz, offering the large number of European jazz publications as proof of this perspective. Gradually, descriptions of Europe became more specified by country. As Sweden was one of the European countries in which touring was economically viable, more detailed reports arose in the American jazz press. After returning from a tour in Sweden, Chubby Jackson proclaimed that Sweden was very different from other European countries: “LET ME start off by saying that Sweden is nothing short of magnificent! It is truly divorced from the extreme chaos that envelops most of the world” (Jackson 1948, 22). In Down Beat, Jackson was even reported to have said that the conditions for jazz in Sweden were even better than in the United States: “Chubby’s observations, which he began making last fall, all point toward a famine of good music not in Europe, where famines of various sorts are quite commonplace, but right here in our own country” (Egan 1948, 1).



1.1.3 The Jazz War Comes to Europe

In the late 1940s, many jazz fans divided themselves into two camps: one that preferred “modern jazz” and another that preferred the older jazz associated with New Orleans. The metaphors used for this divide were, like many at the time, based on warfare. American jazz journalists noted in the beginning of 1948 that this war raged over Europe as well. Barry Ulanov explained in Metronome that this new conflict had begun to divide jazz aficionados in Europe, as it had already done in the United States. The opposition was traced to a conflict between the French critic Charles Delaunay, who supported bop, and Hugues Panassié, who preferred early jazz. This conflict was also spreading to the rest of Europe; traditional jazz was to be heard at Panassié’s festival, and in Nice, but at the same time, Dizzy Gillespie was touring Sweden, Denmark, Belgium, and France (Ulanov 1948, 17).

An event that usually receives elaborate attention in Swedish jazz history is the 1949 International Jazz Festival in Paris. In his Swedish history of jazz, Erik Kjellberg describes the festival as an international breakthrough for Swedish jazz: “the Swedes were written about not only in Sweden but also by foreign assessors. The Paris festival at once made newer Swedish jazz known beyond the [Swedish] borders” (Kjellberg 1985, 125, my translation). Jan Bruér also devotes attention to the festival and describes the Swedish contribution as a symbolic coming-of-age of Swedish jazz becoming more self-aware: “This temporarily assembled all-star band performed at the international jazz festival in Paris in May 1949 and was an unexpected big success. The success can be seen as a symbolic leap that strengthened the self-esteem of our jazz musicians” (Bruér 2007, 47, my translation). He adds to this, as Kjellberg does, that Domnérus himself and Wickman toned down their roles at the festival, also stating that they had not matured as jazz musicians yet.

The British pianist Marian McPartland, who had recently migrated to the United States, reported from the festival that it was attended in great numbers, and that the auditorium, which had a capacity of 25,000, was crowded. The programmed music consisted of both types in the above-mentioned “war”, provoking reactions when music that was clearly rooted in either side of this war was performed. Some jazz historians have connected this animosity to the success of the Swedish orchestra, which was not overtly modern or traditional, but instead combined bop and swing (Bruér 2007, 47). This, however, was not directly presented in the Down Beat report, which was more focused on players’ general ability to play jazz or find the groove:


The Swedish All-Stars, with pianist Rienhold Svensen [sic], impressed everyone. This was the only European band that was relaxed and at ease. Everything they played jumped. Most of the English and French bands, though technically proficient and desperately in earnest, couldn’t quite seem to find the groove.

(McPartland 1949, 3)



By announcing the Swedes as the surprise of the festival and noting any other delegations at the festival, such as the French, McPartland favorably positions the Swedish musicians in relation to jazz musicians from other countries, including them in the category of musicians who exemplify elusive jazz ideals, such as finding the right groove.

The atmosphere among the musicians at the festival was described as good: “Chummy photos, above, indicate the fine, gemutlich [sic], feeling that prevailed during the International Jazz festival here recently” (McPartland 1949, 3). This “gemütlich” atmosphere is especially notable since, as Mike Levin argued, some four years earlier, it was exactly this that Europe was lacking, and its absence had been noted as depriving Europe of its charm. McPartland’s article gave the Swedes an important role in bringing back this atmosphere and helped restore the image of Europe as a place for both jazz appreciation and performance.

Another interesting aspect of this meeting is the collaboration revealed in the pictures. This international gathering united American and European jazz musicians. Swedish and American musicians played together, and even if they might play different styles, their jazz idioms were not sufficiently different to prevent them from playing together.



1.1.4 Sweden in Relation to Europe

The image of Sweden as a hotspot for jazz surfaced increasingly often in the late 1940s and early 1950s. I believe that it is especially helpful to regard Swedish jazz as a classification that was constructed, a group that was formed and continuously needed to be redefined and clarified, so it would be clear what was included in “Swedish jazz” and what not; it consists of a group of musicians, and it can also be seen as a group of music. Inspired by Bruno Latour’s idea of a group formation, every group has central figures that justify the its existence and define the tradition and the characteristics of the group: “to delineate a group, no matter if it has to be created from scratch or simply refreshed, you have to have spokespersons which ‘speak for’ the group existence—and sometimes are very talkative” (Latour 2005, 31). It is therefore important to trace the spokespersons who were the central actors in creating a group discourse on Swedish jazz in which its rules or characteristics were defined. This conceptualization helps to position those talking about Swedish jazz and understand their role in the network through which Swedish jazz was introduced in the United States. The actions that these spokespersons carried out are also distributed to others: the narratives in liner notes and articles are redistributed multiple times. Various objects, such as record sleeves, were also part of the Actor-Network and made a difference to the way Swedish jazz was positioned. Such objects can also speak for a group’s existence, like a series of records in a company’s catalog that speaks for the music’s position among the other records.

One of those who spoke for Swedish jazz was Timme Rosenkrantz, the Danish jazz aficionado, who exclaimed in Down Beat that Stockholm had the best jazz in Europe: “Stockholm, believe it or not, has the best jazz group in Europe” (Rosenkrantz quoted in Stacy 1949, 18). Rosenkrantz elaborated that if bop-inspired clarinetist Putte Wickman (shown in an accompanying picture) were to come to the United States, he would be very successful.

Similar stories from Europe by American jazz musicians continued to appear throughout the early 1950s. Metronome published reports from Nat Cole and Charlie Parker. When Stan Getz returned from his Swedish tour, the region seemed to have established itself; the magazine referred to it as “Scandinavia, the Mecca for all overseas jazzmen” (Metronome 1951b, 5). Audible proof also started to follow these reports as recordings from Sweden were released on the American market as deals were made with Swedish record companies.




1.2 Swedish Jazz and the International Record Industry

The concept of an art world—or a jazz world—allows us to see technology as a part of the collective activities, and therefore, the characteristics of different technologies can be seen as operating alongside the humans involved in these worlds. This suggestion also underlines that a genre never is solely defined by its position in the field or by uses deduced from the habitus of the artists. Specifically, the technology used in relation to jazz is critical for our understanding; the technological and material aspects of 78-, 45-, and 33-rpm records have a significant influence on the dissemination and reception of Swedish jazz in the United States. Nick Prior (20
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