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1. Concepts, terminology.

In Sweden, the ternfdlkmusiK (folk music) usually refers to orally
transmitted music of the rural classes in "thepsdsant society"”, as the
Swedish expression goe®dpularmusik ("popular music") usually
refers to "modern” music created foremost for p @itdience. As a
result of the interchange between these two emextpadl may be
defined as a "city folklore", which around 1920 veasned
"gammeldans("old time dance music"). During the last few ddes the
term 'folklig musiK (“folkish music") has become used as an umbrella
term for folk musicgammeldansnd some other forms of popular
music. In the 1990s "ethnic music", and "world ncisiave been
introduced, most often for modernised forms of &wedish folk and
popular music.

2. Construction of a national Swedish folk music.

Swedish folk music is a composite of a large nunabdreterogeneous
styles and genres, accumulated throughout the @estin retrospect,
however, these diverse traditions, genres, forndsstyles, may seem as
a more or less homogenous mass, especially in aisop&o today's
musical diversity. But to a large extent this homogjty is a result of
powerful ideological filtering processes, by whitle heterogeneity of
the musical traditions of the rural classes hasimecseriously reduced.

The homogenising of Swedish folk music startedaalyein the late
1800th century, with the introduction of nationatwantic ideas from
German and French intellectuals, such as the nofiari'folk”, with a
specifically Swedish cultural tradition. Anotherportant period was
1880-1930, when large numbers of musical transonptwere collected
and published, for example the monumen®ilenska latar("Swedish
tunes"), published 1922-1939, with approximatel9@0ocal and
instrumental tunes from almost all parts of Sweddre publication of
this and other large collections led to the creatba standard folk
music repertoire, which subsequently became theeabof 'the national
Swedish folk music tradition'. A third importantrped was the 1970s
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and 80s, the years of the folk music revival. Dgtihis turbulent period
many young folk musicians started to search faiohisally authentic
folk music styles of local or regional origin. Man¥/these revived
styles had become more or less extinct, but nowarbecavailable again
through collections or recordings of original fatkusicians. This search
for "roots" led to an increasing diversity of fatkusic in Sweden. But at
another level the homogenisation and nationalieatidolk music
continued and was even reinforced. At the same, @me at yet another
level, during this period Swedish folk music alscéme strongly
influenced by jazz, classical music, and Englisti American pop and
folk music.

3. Perspectives on folk music

In the construction of the "Swedish national folksit tradition”, the
importance of the collectors and researchers oétéer narrow
preconceptions of what an "original, authenticjoral folk music" is
and should sound like, cannot be overemphasised Ere first articles
published in the early 19th century up to todag, tiost common
approach to folk music has been a combination ofdifferent
perspectives, thieistorical and thegeographical. The historical
perspective is often a paradoxical combinationvol@ionary and
devolutionary ideas: on the one hand folk musieiderstood to be
constantly developing from simple to complex, frpmmitive to
cultivated; on the other it is also understooddabnstantly corrupted,
distorted, step by step vanishing, through thaigrite of modernisation
and urbanisation.

From the geographical perspective Sweden is treatkdr as a single
homogenous unit, or as consisting of several eadlosits, landskap.
The 'landskap, a medieval administrative unit, was reintroduesdc
symbolic "imagined community" in the second haltlod 19th century.
Since then it has become firmly established in tafkonomy, as the
main organising unit of folk traditions.

The historical-geographical perspective was selyatlsallenged in the
mid 20th century, by the introduction sif uctural-functionalist ideas,
which underlined forms, functions and social orgyof folk music. A
representative of this perspective is the musiastalan Ling, whose
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works have been very influential on the developnaéithe Swedish
folk scene during the last 30 years.

In the 1970s and 80s young folk music revivalisigdm to applglass
per spectives on folk music, which resulted in a peculiar unhaljance
between two strongly idealised concepts, the romé&otk’, and the
socialist '‘people’. During the very last years éheas been a growing
interest also in folk music argénder. Age, yet another potentially very
fruitful perspective, has been almost totally netgd, except when the
musical traditions of children are being discussedhe following, folk
music in Sweden will be discussed from the pointiefv of each of
these perspectives.

3.aHistorical layersof music

The oldest layer of music in Sweden, probably efdmaval origin,
consists of songs, ballads, herding music and danusic, that share
certain common traits: modal scales, narrow amprapeated short
formulaic melodic motives, such as:

(musical example 1)

This common motive is especially predominant irdiveg calls, lyrical
songs, flute-, bagpipe-, and violin melodies, basethe scale:
(musical example 2) (note the lacking lower sixth!)

In musical practice the positions 1, 4, 5, and &hif commonly used
scale are stable, while the positions -1, 3, 6, Zmday be subject to
alterations. The same functional position in thedesthus can occur in
three different variants, low, medium or high. Eieerations can occur
from one performance to another, within one rendibf a tune, or even
within one and the same melodic phrase.

(musical example 3)

Alterations of this kind have been and still anglyacommon. However,
most collections and scientific studies bear but fiearks of this
musical practice. The first generations of folk mullectors and
scholars often "corrected" the alterations, ongifeeinds that they were
mistakes, or results of "false intonation".

Another scale of medieval origin, used for songs dmnce melodies, is:
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(musical example 4)

A second distinctive layer consists of dance maait songs of the
1700th and 1800th centuries, often derivationsopiytar dance music
in baroque style. These tunes have many formakandtural traits in
common with "the galante style": theme-developrikatme form,
sequential chains of sixteenth notes, larger arapdfien over two
octaves, arpeggios over broken chords, etc.

(Musical example 5)

A third layer consists of dance music, such asadkhottis, waltz, etc.,
characterised by rather simple diatonic melodiagt bn major or minor
scales, with implicit regular harmonic progressftonic, subdominant,
dominant), normally moving by seconds, mainly imsgiaver rhythm.
This kind of music was introduced in the last cepttogether with new
kinds of instruments and instrumental ensembles) as button-
accordions, mouth harps and brass bands.

(musical example 6)

Swedish folk music of the 20th century consistsél@none hand of, for
aestethical and/or political reasons, consciowsiyved and
reinterpreted older forms and styles; and on therdtand also of new
forms and styles, characterised by larger formsemnaad longer
phrases, wider ambitus and more complex harmonictstres. This
expansion of form and style is coupled to an exjpanalso in the field
of musical instruments. Swedish folk music todaglas/ed on the older
instrumentarium (violins, keyed fiddles, bagpip&#es), but also many
modern instruments are used (synthesisers, elegtitars, drumsets,
saxophones, often in combination with instrumerdasfother parts of
the world, for example darbuka, berimbau, congts) €his expansion
IS in turn coupled to a search for new functiongotk music, which has
brought one part of today's folk music scene tosthge, to become a
type of chamber music; and another part to the eldatls, to become
again popular dance music.

3 b. Geographic distribution of styles, forms and types.
A common way to describe the stylistical differem@athin Sweden is
to speak about "musical dialects", as were folkimstyles direct
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counterparts to language dialects. At a local lemelabundance of
dialects have been identified - in certain partSweden, for example
Dalecarlia, even one for each village. These dialae grouped
together to form larger dialectal districts, whiohturn are grouped to
form 24 large regions, more or less exactly cowasgng to the
distribution of the 24 "landscapes" of Sweden.

Another common way to divide Sweden, especially rrgrolk
musicians themselves, is according to the distiobubf polskatypes.
The polska is a dance in 3/4 time, known in Swddam the late
1600th century and up to the early 20th centurymbst popular. The
dance has two parts, walking and turning. It issgntated and
improvisative, and therefore exists in many typesns and variants.
The polska was also the fiddlers favourite genemslof thousands of
polska tunes have been preserved, many of theiprimodrily intended
for dancing, but for listening. Also the tunes éxmsmany types, forms
and variants.

Parts of south Sweden, (Skane, Blekinge, Smalaalfamhtl) once
belonged to Denmark, and the proximity to Danisthi @erman culture
is clearly recognisable in the folk music. A laayed important part of
the repertoire show influences from the musicdefupper classes of
the 17th and the 18th centuries, but there arematsty remniscents of
more ancient styles. The south of Sweden, theoeast (Smaland,
Ostergétland, Sédermanland, Uppland, GastriklargdsiHgland and
Angermanland) and the islands of the Baltic seal&Bd and Oland),
are marked by the economic boom in the 1800th cgnithich brought
new instruments, new dances, new musical formstyhels to even the
most remote villages. In landscapes like Angernrahl&élsingland,
and Gotland, the dance music became dominatedoliy wnusic in a
style known in Sweden as "folk baroque". Both iutbcand Eastern
Sweden major modes are very common, especiallynest of more
recent origin. There are mangttondelspolskdr("polskas in
semiquaver rhythm"), but the predominant typesextondelspolskor
("polskas in sixteenth rhythm").

In middle and west Sweden there are many old styles in minor
modes. From the lake Malaren and north (with treepkon of the
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eastern coasthttondelspolskdrare most common, while in western
Sweden triolpolskor* ("triplet polskas") dominate. The folk music
styles of Western Sweden have much in common \wike in Eastern
Norway; in many respects the Scandic mountain refgjam a rather
homogenous culture. Further south, along the Wesiaast, there are
many traces of close contacts with inhabitant efBhitish Isles.

Folk music in the Far North reflects the differaretves of colonisation
in the 17th, 18th and 19th centuries. While aldrgdoast and the
rivers, there are old as well as new styles, imtloee recently colonised
areas further North and West, the popular stylab@fate 1900th
century dominate. In the more populated areas alomgporder to
Finland there are many influences from Finnish folksical styles. The
music of the Sami, who live scattered over vasagre northern
Sweden, have left but few marks on the musicsaif teighbourghs.

3 c. Formsand functions.

Swedishfolk songsin general are sung monophonically and in a rather
straightforward and "objective" manner: low or mediregister,
relatively slow, low volume, few ornaments. There however also

more ornamented styles, and styles sung at a wginyatch. Many folk
songs have a solemn character and have been stggas. Others,
adapted to work, festivities or dance, are sungerhively and
rhythmically. In this century singing in paralléinds have become
widespread, also many of the older monophonic sang$oday sung

with a second or a third voice.

Balladswere once widespread throughout the country. Maaya
medieval origin, with parallels in other parts alBdinavia, the British
Isles and other European countries. Although ctakésince the 1700th
century and much praised by urban intellectuath@snost important
genre, ballads have, with some notable exeptians gut of musical
practice already in the 1800th century. Two gecmgsmonly in use up
to this century areskillingtryck' ("broadside ballads") and lyrical
songs Some can be traced back to the 16th century, bat are of
more recent origin. Ballads, lyrical songs andlih@adside ballads are
examples of genres that have survived throughladieal interplay
between oral tradition and written or printed teXtao very popular
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genres are drinking songsad erotic songg housands of drinking songs
are in living practice, many of which are knowndignost all Swedes.
New songs are constantly composed, often of aratmesque
character. Also a rather large number of old emxtiags are still sung,
for example among teenagers. As with the drinkimggs, new songs
are constantly created, often to popular meloditesst drinking songs
and erotic songs have been and still are oralhstratted without
support from printed textbooks. There are alsagelaumber of dance
songs all over Sweden, with lyrical, comical orlbaque texts. Many
dance songs have more or less meaningless worddy it
remembering the melody more easily. In some regiikesfor example
Dalecarlia, a specific way of singing, "trallningfdiddling™), has been
developed, in which the violin is imitated by ondoyoetic syllables,
like "tidadi, dili-diliadi", etc.

Dance

Chain dances of the farandole type have been widadpat least since
the Middle Ages. Many are commonly practised atsurdmer and
Christmas still today. As already have been mestiothepolskahas
been the most popular dance from the 1700th cenfuty today. The
great variation in polska dancing can be explaingethe popularity of
dance, but also by renaming and assimilating alderces into the
polska type. During the 18th century a large nunadbeontra-dances
(kadrilj, anglas cottiljon, etc.) entered the repertoire, especially in south
and east Sweden. These older dances were eithegulated and
danced by only one or two couples at the time yamhany people
arranged in lines, circles and squares. In contiiastdances that
became popular in the 19th century, waltz, polkhp#is and mazurka,
were danced by many couples following after eableroin a big circle.
To meet the needs of these new dance forms, large®ar dance
pavilions were erected in almost every village adthe turn of the
century. At these, the old polska became replagatslmodernised
version, the regulated, non-improvidegimbo,and the fiddlers became
replaced by accordionists as main instrumentaligts. 20th century
brought new dance patterns again: the ballroomatane Sweden often
called "jazz dances". In many places local varregiof such dances
soon emerged, for example "jumpa” (two-step).
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3 d. Gender and age.

As in many other countries in Europe, men have loe@re closely
connected to instrumental music and women to viaeelic. But also
men sing: lyrical songs, comic songs, drinking spngprk songs and
rhymes are among genres belonging to the male spaemwomen do
play instruments: in the northern part of Swedendie fiddlers were
not uncommon. There is also a large repertoir@onfis and
instrumental tunes connected to the traditionahimds of intensive
cattle breeding used in the northern parts of Swe@attle breeding
was considered solely a female task, thereforeh(ilig exception of
Skane) only women worked as shepherds. (Swedeaolisply the only
European country with a law against male shephgifids female
shepherds used singing, shouting, and instrumplaging on horns,
birch bark lures, etc. in different work situatioBeside music used as a
mere tool in the working process, there was alssioqerformed for its
own aesthetical goals and qualities. Especiallyhéreling calls,

lockrop, developed into very complex aesthetical strustuf@ese high-
pitched calls, a parallel to the alpidehreigen are based on a few
bearing tones richly elaborated with improvisedismsétic figures, sung
with a very tensed larynx. Today this kind of votdhnique is also
used outside its original context, in staged folksia performances, jazz
and art music, often as an audial symbol of "ol@dlr&weden".

(musical example 7)

A rather typical example of gender differenceswe8ish folk music is
the fiddler "Florsen Burs" and his wife ElisabetlofSdotter, living in
Gotland in the middle of the last century. Both evetusically very
active, in their respective ways, and a large pfttheir repertoires was
collected and published by their son, himself d-kebwn fiddler. The
father, a rather poor peasant, became the moskn@in fiddler of his
time. Many of his tunes, and certainly the onessthre wanted to
preserve for the future, are elegant, sometimes ewvwusic dance
tunes of the kind that became fashionable amongehsantry in
Gotland in the first part of the last century.

While the father's repertoire was intended foringbe public sphere,
the mothers musical activity was restrained todbmestic sphere. She
had a large repertoire of lyrical songs, love sohgkabies, ditties, etc.
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Stylistically her repertoire clearly belongs to thidest layer of Swedish
folk music. In this case, as in the traditional makculture of Sweden
in general up to recently, the 'male’, 'instrumiritaublic’, and 'modern’
are closely connected, as are the ‘female’, 'vodaihestic', and 'old'.

To the domestic sphere belong also nursery rhymesutlabies and
other genres for and of children. Rhymes and ligkhare often
improvised over certain formulaic motives. A comnmative in rhymes
and children's songs in Sweden is the well-knowasing-motive", that
can be found all over Europe:

(Musical example 8)

Similarly, the most common lullaby type, recordedhundreds, if not
thousands of variants, is based on a simple fime-formulaic melody,
a parallel to a melody found in a French manusérgrh the 12th
century:

(Musical example 9)

These two and other formulaic motives are still twon among children
today, along with more recent genres, such asdhd-klapping games
that have spread especially among girls from &moyears old during
the last 15 to 20 years.

3e Class

There have been attempts to explain the aestedinicalage that make
up Swedish folk music as "gesunkenes kulturgutassical" or "high"
forms and styles that have been taken over anterpieted by the
peasants. There have also been attempts to detiweili@k music as
created solely by the peasants (or in a later @ey$the people”, "the
working classes"), without influences from the upglasses or from
foreign countries. A more careful look reveals tBatedish folk music
Is a mixture from many diverse sources, a resudt obnstant process of
interchange between high and low, new and old] and urban, local
and foreign.

Often overlooked are the large and important diifiees that existed
also within the rural classes. These can be ikbstl by a comparison
between two fiddlers and their repertoires. Olafskon From, or "From
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Olle", lived in Jarvso parish, in Halsingland, hetfirst part of the 19th
century. As the most renowned fiddler of the tineenas hired to play at
weddings of the better-of peasants all over thered-or every
wedding he composed two new tunes, and accordihgstown notes he
played at 416 weddings! From Olle was a brilliaddfer, which
rendered him a reputation of having learnt fromck&n”, a mythical
figure living in streams and waterfalls. His comipioss, most of which
have been preserved in local tradition, bear mafkss well-developed
technique; they are full of broken chords, arpeggand leaps, and
show a close relation to popular dance music olfier classes. In the
same period, in Bergsjo, not far from Jarvso, H@lsind, lived another
renowned fiddler, commonly known as "Hultklappedé& made a living
from walking around from village to village playirngs fiddle for food.
He has been described as an odd character, irasihdeined, worn-out
clothes, shoes made of birch-bark, and with l@amdy hair. He was
known to play wildly, "in the most powerful fortisso", and there was
often a cloud of confomium around him. Also manyhis tunes have
been preserved in local tradition, and in contta$irom Olle's tunes
they are reminiscent of older stylistical layergen modal, with narrow
ambitus, and many repeated formulaic motives. Thesdiddlers
represent the two ends of an aestethical continénam, "high" to

“low", from "modern" to "old", that today's notiaf Swedish folk
music is derived from.

4. Instruments

Folk music instruments were used as signal toolgoak or to
accompany dance and song, but also for their owsicalqualities.
Some of the instruments can be traced back to gieetd times (bone
flutes, horns). Many drone instruments from the difedAges are still
played as folk music instrumentsidmmeél (a plucked dulcimer),
"mungigéd (jew's harp), Spelpipa (flute of the recorder type),
"sackpipd (bagpipe), Vev-lira" (hurdy-gurdy), hyckelharpd and
fiddle.

The violin was brought to Sweden in the 17th centhy French
musicians hired to perform at the court of Queeistifra. In the 18th
century the violin conquered the rural populatiod aoon became the
most popular folk instrument. On the one hand thsiolans continued

10
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to play the same type of tunes as before, but emtiher hand they also
learnt new styles, related to virtuoso late baraqusic and pre-
classical violin style. Some of the musicians dsoned to play written
music.

The keyed fiddle was once played only in a smajiae north east of
Stockholm, but after a vigorous revival movemenhi@ 1970s and 80s,
it is today played by many thousands all over Swedesimilar revival
met the bagpipe in the 1980s. Although there aees of at least three
different types of bagpipes in Sweden from medi¢ivags, it was
probably never a commonly used instrument. A rapleeuliar type,

with a small stitched bag, one chanter and a shrorte, was used in
villages in Western Dalecarlia up to the 1940'9s Type provided the
model for the revival movement and is today knowrithe Swedish

bagpipe".

An important, but often overlooked instrument is thsalmodikot, a
bowed monochord invented by the priest Johannésdbiin the 1840's,
for the purpose of supporting psalm-singing in hente the same
period the clarinet became popular, through infogsnfrom military
bands. Brass instruments, also popularised byarylibvands, became
important as dance music orchestras, especiatheismall industrial
centres in south Sweden.

In the latter part of 19th century the accordiondme the most popular
instrument, especially among the rapidly growinlgaur working class.
The accordion even became a symbol of the workeis of '‘progress’,
'modernity’, and 'industrialisation’. For this re@a$t was furiously
fought by the spokesmen of the "authentic" or "ioajfolk culture",
most of which belonged to the urban bourgeoisieylihstead
promoted the violin as their symbol of the richkfbleritage of Sweden
that was to be preserved. In their view, richlyresgnted in all kinds of
texts on folk music, the violin and the music pldya it was positive,
because it was handmade, precious, high, cultivatdgdand Swedish.
By the same token the accordion was negative, lsedawas factory-
made, cheap, simple, low, uncultivated, foreign, €his attitude
towards accordions has prevailed up to date amary mm the
educated classes. However, among ordinary pedy@diddle and the

11
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accordion soon became an inseparable pair. Thepogrylar
"gammaldan’s("old time dance music"), a synthesis of old aweav, is
typically performed by bands with accordions, feldbass, guitar and
drums.

As a rule, folk music in Sweden has been perforamidtically, or by
two musicians playing in unison or in octaves.He late part of 19th
century specialised accompanying functions hadldpee, based on
either simple harmonic progression, or by addinthéomelody an
improvised second voice, based on octaves, tamdssixths. During
the mid 20th century this latter way of accompagyspread and has
now become established as the norm all over Sweden.

A popular ensemble that developed in the first bathe 20th century,
under influence from military brass bands and neddass dance music,
is the ‘spelmanslag (“fiddler's ensemble™). The first of these enbérs
consisted of fiddlers only, from five to fifty orare. Also today they
consist mainly of fiddlers, but many also include@dions, flutes,
guitars, double-basses and drums. The spelmanstémym folk music

or "gammeldan$ according to different musical functions and
ideologies.
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