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This study discusses how cultural and social aspects 

of contemporary Swedish society impact the musical arts. 

It contains biographical information on representative 

Swedish composers, and analyzes technical and structural 

elements of their compositional styles. Finally, it 

recommends performance practice considerations regarding 

technical and interpretive details in Tommy Zwedberg's Face 

the Music for trumpet and prepared audio tape, Folke Habe's 

Shazam for unaccompanied trumpet, and Bo Nilsson's 

Infrastruktur for brass quintet. 

Since the 1960s, Swedish music has become more 

prominent within the realm of international art music. 

Important factors which have contributed to the development 

of contemporary Swedish music include: the strong economic 

climate of post-World War II Sweden; extensive governmental 

support for music; private arts organizations dedicated to 

sponsoring concerts that predominantly feature music of 

Swedish composers; and the state-run Swedish radio. Given 

these favorable conditions, many talented Swedish composers 



have developed into composers of the first rank. 

Swedish composers Tommy Zwedberg, Folke Rabe, and Bo 

Nilsson have contributed most significantly to the 

contemporary trumpet repertoire, especially to music for 

solo trumpet and trumpet in chamber ensembles. Zwedberg"s 

Face the Music. Rabe's Shazam. and Nilsson's Infrastruktur 

reveal the excellence of contemporary Swedish music, and 

thus reinforce Sweden's emergence as an important and viable 

musical culture. 
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INTRODUCTION 

Music in Sweden prior to 1920 was primarily provincial 

in its scope. In this small country of approximately 8 

million people, Romantic Nationalism, primarily of foreign 

invention, reigned as the music of choice. Little of 

Sweden's own music reached audiences beyond its borders. 

Although the majority of performances in Sweden still 

featured works of middle and Eastern European invention, a 

Swedish musical identity had begun to assert itself through 

the works of Wilhelm Stenhammer. In the 1920s Swedish 

composers began to expand their musical horizons further, 

particularly as exemplified by Hilding Rosenberg. Against 

severe criticism from tradionalists, he tirelesly advanced 

the cause of "modern" music. The 1930s represented a 

relative truce in the struggle between the traditionalists 

and the modernists, with the latter group gaining gradual 

acceptance in the 1940s and 50s. 

Since the 1950s, Sweden has secured a more prominent 

place within the realm of international art music. The 

efforts of Rosenberg, and later Lars-Erik Larsson and Karl-

Birger Blohmdahl, both as composers and as educators, have 

had their effect. Other important factors which have 

contributed to the development of contemporary Swedish music 

include: the strong economic climate of post-World War II 



Sweden; extensive governmental support for music (including 

monetary, educational and organizational support); private 

arts organizations (such as Fylkingen, Nutida Musik and 

Samtida Musik) dedicated to sponsoring concerts 

predominantly featuring music of Swedish composers; and the 

state-run Swedish Radio, which broadcasts art music on its 

stations and often commissions works from Swedish 

composers. 

Given these favorable conditions, many talented 

Swedish composers have developed into composers of the first 

rank. Among these composers, many have written for the 

trumpet. There are approximately 120 compositions for 

trumpet (in either a solo or chamber setting) written by 

Swedish composers between 1970 and 1990, available through 

the Swedish Music Information Center,1 including works for 

trumpet alone; trumpet and organ; trumpet and piano; trumpet 

and orchestra; trumpet and wind ensemble; trumpet and audio 

tape; trumpet and percussion; brass trio, quartet, quintet, 

sextet; brass ensemble; and trumpet ensemble. 

Among contemporary Swedish composers of music for 

trumpet, Tommy Zwedberg, Folke Rabe, and Bo Nilsson have 

written the most compelling works. Of their compositions, 

three will be examined in detail: Zwedberg*s Face the Music 

(1977) for trumpet and prepared tape; Rabe's Shazam (1984) 

1. See page 27 for information about this organization. 



for unaccompanied trumpet; and Nilsson's Infrastruktur 

(1981-86) for brass quintet. 

Tommy Zwedberg (b. 1946) is representative of the new 

generation of Swedish composers. He is primarily 

preoccupied with using electronically manipulated sounds in 

his works and, more recently, computer-assisted composition. 

Although lesser kwown than Rabe or Nilsson, Zwedberg is 

carving a niche in the Swedish musical world because of his 

unique approach to composition. Important components of 

this approach include his use of unusual sound sources (i.e. 

a toy boat in Gir for guitar and tape, 1990) as elemental 

material, his method of motivic development through the use 

of complicated mathematical graphs whose parameters are 

constantly shifting, and his more recent use of computers. 

Currently, Zwedberg works with a computer program designed 

in conjunction with PSr Lindgren. With the help of a 

sequencer, Zwedberg now enjoys the ability to make changes 

in the score and receive immediate feedback, thus allowing 

him quick access to unlimited possible reworkings of musical 

material. 

Folke Rabe (b. 1935) worked within Rikskonserter (the 

Swedish Institute for National Concerts) for twelve years, 

and therefore played a major role in helping to create an 

environment in Sweden conducive to artistic pursuits. His 

avant-garde works written in the 1960s established him as a 

composer of outstanding ability. There are two main focal 



points in his compositional style: a concern with subtle 

variations in sound quality, and a penchant for theater, 

i.e., extensive use of extra-musical movement and 

expression. 

Bo Nilsson (b. 1937) is the most widely recognized of 

the three composers. With compositions such as Zwei Stiicke 

(1956) and Frecruenzen (1957), he gained international 

recognition while still a teenager. His work encompasses a 

wide variety of styles and idioms, from avant-garde to 

traditional, electronic to acoustic, instrumental to vocal, 

film music, incidental music, songs, jazz and pop. Although 

Nilsson's earlier works fell entirely within the avant-garde 

realm, his most recent compositions have focused on more 

traditional methods. Throughout his career a number of 

things have remained characteristic: a compact formal style; 

use of bright, fragile timbres; juxtaposition of the melodic 

and chaotic; and periodic insertions of calm, peaceful 

sections.2 

The nature of trumpet playing has changed dramatically 

over the past 40 years. Because composers have written 

increasingly demanding works, what was once considered 

unusual, out of the ordinary, or even unplayable is now 

performed regularly in recitals throughout the world. The 

2. Stig Jacobsson and Hans-Gunnar Peterson, Swedish 
Composers of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 136. 



three works selected for performance analysis in this paper 

offer many features that are decidedly contemporary, 

including the use of hand-stopping to create quarter-tones 

and micro-tones in Face the Music, the use of contemporary 

jazz harmonies in Infrastruktur, and the use of 

choreographed physical movement in Shazam. Examination of 

the music of Folke Rabe, Tommy Zwedberg and Bo Nilsson will 

demonstrate the expanded possibilities of contemporary 

trumpet playing, reveal the excellence of the current 

generation of Swedish composers and inspire further 

investigation into contemporary Swedish trumpet 

literature. 



CHAPTER I 

EVOLUTION OF TWENTIETH CENTURY SWEDISH MUSIC TO 1960 

The beginnings of contemporary music in Sweden can be 

traced back to the 1890s. Prior to this, musical life in 

Sweden was quiescent in comparison to other European 

cultures. Swedish music did not possess any internationally 

known composers as did Nordic neighbors Denmark (Nielsen), 

Finland (Sibelius) and Norway (Grieg). Eventually however, 

along with the gradual creation of a modern concert life, 

Sweden in the 1890s produced three important yet contrasting 

figures. The "composers of the nineties," as they are often 

referred to, include Hugo Alfv6n (1872-1969), Wilhelm 

Petersen-Berger (1867-1942) and Wilhelm Stenhammer (1871-

1927). They laid the foundation for music of a completely 

different dimension. 

Hugo Alfv6n was the first Swedish composer to gain a 

significant reputation outside of Scandinavia and the first 

to incorporate successfully Swedish folk music into 

symphonic works. Although primarily known for his folk-tune 

rhapsodies (particularly Midsommarvaka). which have become 

part of the international repertory of light orchestral 

music, he wrote five symphonies (1897-1952) which "bear 

witness to a great symphonic talent with a clear personal 

profile and a national feeling it would be impossible to 



deny."1 Wilhelm Petersen-Berger was (and remains) a very 

popular composer, embodying the essence of Sweden's 

"nineties" spirit.2 Petersen-Berger1s output was prolific 

and varied, containing piano pieces, choral works, music 

dramas, concertos, five symphonies, incidental music and 19 

books of Swedish songs. 

The national romanticists Alfv6n and Petersen-Berger, 

though important regarding Sweden's emergence from musical 

anonymity, did not represent the seed of Swedish 

contemporary music. Rather, the origins of the modern 

Swedish school can be traced to William Stenhammer. He 

gradually moved away from nationalism and found inspiration 

in Beethoven, Brahms and Berwald as well as Nielsen and 

Sibelius. John Yoell, writer on Scandinavian music, says of 

Stenhammer: his "often distinguished compositions stand at 

the fringes of the great Austro-German tradition..."3 

Stenhammer was born into aristocracy in Stockholm, 

enabling him to receive musical training as a child, and he 

developed into an outstanding pianist. He later became one 

of the most sought-after pianists in Sweden. His 

aristocratic upbringing accounts for, in part, his rather 

1. G6sta Percy, "Five Swedish National Romantics," 
Tradition and Progress in Swedish Music, ed. Bengt 
Pleijel (Stockholm: AB Thule, 1973), 98. 

2. John H. Yoell, The Nordic Sound (Boston: Crescendo 
Publishing co., 1974), 181. 

3. Ibid., p. 38. 
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limited interest in Swedish folk music. Although it cannot 

be said that he disliked folk music, he believed it folly to 

glorify a peasant culture. Instead, Stenhammer endeavored 

to bring contemporary European thought to Swedish music. 

He belongs to the age of realism in Sweden, the age 
of Heidenstam and Levertin; it was a psychological 
realism that strove for concentrated expression through 
verbal or pictorial symbols. Stenhammer"s song-writing 
occupies an important position in his work, and arises 
from his responsiveness to modern Swedish poetry from 
Runeberg to Bo Bergman.4 

Stenhammer"s outstanding chamber music, songs, 

concertos and two symphonies established a precedent of such 

high musical quality that Swedish music would never again be 

the same. His style of composing was continued by Kurt 

Atterberg (1887-1974), Ture Rangstrdm (1884-1947), and 

Natanael Berg (1879-1957). These composers, who came to be 

called the "New Swedes" or "Men of the 1910s," turned to 

increasingly conservative tendencies, however, and it was 

left to the next generation of Swedish composers to embrace 

and develop the more modern currents of 20th-century 

compositional style. 

Modernism vs. Romanticism 

No single characteristic can typify twentieth-century 

Swedish music. Throughout its course of development there 

4. John Horton, Scandinavian Music: A Short History (London: 
Faber and Faber, 1963), 155. 



existed, side-by-side, composers who were restless 

experimenters and stubborn traditionalists and, of course, 

others who, to various degrees, fell somewhere in between. 

Still, there were certain trends that marked well Sweden's 

course toward modernism, and they were generally a result of 

the struggle between the national romantic tradition and new 

ideas of foreign invention. To single out the modernists as 

entirely responsible for Sweden's musical growth would be 

erroneous. The traditionalists also marched forward, albeit 

at a slower pace, and helped define and redefine acceptable 

musical boundaries. In general, the development of 

contemporary Swedish music can be summarized as follows: the 

"liberation" of modern ideals in the 1920s; re-evaluation in 

the 1930s; further liberation and experimentation in the 

1940s and fifties by the "Monday Group;" the internationally 

influenced young Swedish composers in the late 1950s and 

early 1960s; and the vibrant, firmly established and 

eclectic musical culture of the 1970s and 80s. 

The struggle in the 1920s against the national 

romantic tradition was led by Hilding Rosenberg (1892-1985) 

and his two steadfast allies, Moses Pergament (1893-1977) 

and Gdsta Nystroem (1890-1966). Rosenberg, who stands as 

the unquestioned "father figure" of modern Swedish music, 

moved away from the romantic ideal without the slightest 

hesitation. He once stated: "New ground must be broken 

continually — there is no standing still, always a burning 
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up of life's experiences."5 

Neither Moses Pergament nor Gdsta Nystroem had the 

stature of their "leader" Rosenberg, but their equally 

consistent stand regarding the merits of modernism fostered 

its entrenchment in Sweden's musical culture. Nystroem, 

strongly influenced by French music (both the Impressionists 

and 'Les Six'), produced mainly symphonies and romances. 

His compositions sometimes showed neo-baroque tendencies, 

but were otherwise marked by his own unique sense of 

expression.6 Pergament, difficult to categorize beyond 

"general modernist," first gained notoriety as a writer who 

staunchly defended "modern" music. As a composer, his music 

combines elements from two cultures, the Nordic and the 

Jewish. The Jewish inheritance is largely melodic and 

reflected in titles such as The Jewish Song. Rapsodia 

ebraica and Eli. The Nordic influence was more prominent in 

his earlier works, which displayed a late romantic style. 

Later his music became more and more expressionist in 

style. 

In retrospect, Hilding Rosenberg was not the extreme 

radical that his contemporaries purported him to be. 

5. Olaf Hojer, "National Romanticism and Modernism in Sweden 
1920-1940," Tradition and Progress in Swedish Music, ed. 
Bengt Pleijel (Stockholm: AB Thule, 1973), 75. 

6. Bo Wallner, "Modern Music in Scandinavia," European Music 
in the Twentieth Century, ed. Howard Hartog (New York: 
Frederick A. Praeger, 1957), 127. 
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Indeed, his music always maintained a tonal center of some 

kind until well into the 1950s, at which point he finally 

converted to twelve-tone technique. His restraint, however, 

was not sufficient to spare him scalding criticism from the 

press and public. The first performance of his String 

Quartet No. 1 in 1923 led to the classic scandal in 20th-

century Swedish music criticism. Wilhelm Petersen-Berger, 

who was not only a reknowned composer, but Sweden's most 

feared critic of the day, had this to say about the 

performance (under the heading "Musical Sadism"): "With the 

last number (Rosenberg's quartet) all hell was let loose. — 

After this, is it not obvious that the modern cacaphonism is 

impotence dressed (or sometimes not even that) to kill?"7 

Facing such opposition, Rosenberg was forced to set an 

example that could not be disparaged. As a consequence, he 

"piled skill upon technique until he attained an 

encyclopedic mastery of his craft to the point of being 

possibly the most erudite composer ever produced in 

Scandinavia."8 In this respect, his personal contact 

(initially as a student of counterpoint) with Stenhammer was 

crucial. As a teacher, Stenhammer was adamant about the 

importance of musical craftmanship, and Rosenberg's belief 

in this doctrine can best be expressed through his own words 

7. Hojer, op. cit.. 75. 

8. Yoell, op. cit.. 39. 
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(from 1927): "the pride and joy of a musician is to know 

what he's up to—music is form and there is no escaping the 

fact that the better your command of the form's 

prerequisites, by which I mean craftsmanship, the more your 

personality manages to come through."9 

Rosenberg's output includes works in many styles for 

many venues such as romances, piano pieces, solo songs, 

choral works, chamber music, solo concertos for various 

instruments, three orchestral concertos, eight symphonies, 

oratorios, operas, ballets and music for theater. Among the 

many styles he experimented with in the 1920s were neo-

baroque (in a number of church symphonies from 1923-24), 

romantic virtuosity (in the four piano sonatas from 1923-

27), melodic studies in recitative (the incidental music to 

Oedipus Rex. Agamemnon and Medea, 1927-31) and polytonal 

polyphony (in a string quartet based on Swedish folk tunes 

from 1927). His role in the unfolding of Swedish music 

history was of further importance due to his considerable 

activity as a teacher; among his pupils were Karl-Birger 

Blomdahl, Sven-Erik Back and Ingvar Lidholm. He passed on 

to them what Stenhammer imparted to him, and they in turn 

taught many of the composers of the next generation. This 

tradition, of teaching the importance of craftsmanship to 

successive generations, remains a part of the Swedish 

9. H6jer, pp. cit.. 76. 
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composer's ethic. 

Steadying the Course: the 1930s 

Advancements in Swedish music in the first half of the 

20th century occurred not only due to the radical contingent 

of the Rosenberg group, but also because of a counterforce 

which held to middle ground. The stereotypical 1930s 

composer agreed with Lars-Erik Larsson when he said, "I 

don't believe in revolution, but in evolution."10 The 

composers of the 1930s, possibly because of their distrust 

of radical ideas, were more popular with the public than any 

generation before or since. At the center of this loosely 

organized group were Lars-Erik Larsson (1908-1986) and Dag 

Wii6n (1905-1986), while other notable members included 

Gunnar de Frumerie (1908-1987), and Erland von Koch (b. 

1910). 

The decade of the 1930s in Sweden is often referred to 

as the era of neoclassicism, but this does not refer to the 

type employed by Stravinsky or Hindemith. Rather, the 

connection seems closer to Mozart and Haydn on the one hand, 

and romanticism and impressionism on the other, with 

noticeable obeisance to Nielsen and Sibelius. The composers 

of the thirties were influenced each in their own way in 

greater or lesser degrees, with Wir<§n and de Frumerie more 

inclined toward the French and Larsson more toward Nielsen 

10. Ibid.,78. 
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and Sibelius. 

For a composer often labelled as conservative, 

Larsson's output contains a good deal of diversity. His 

early works are clearly within the romantic tradition, but 

after studying abroad in 1929 (with, among others, Alban 

Berg), he gained recognition with a neoclassic work: 

Sinfonietta for Strings (1932). In the late 1930s his works 

were strongly reflective of the Scandinavian romantic 

tradition, for example the Pastoral Suite and Forkladd Gud 

("God in Disguise"). In the 1940s, particularly with Music 

for Orchestra (1944), he moved toward a more serious, bolder 

style reminiscent of Hindemith. Between 1953 and 1957, 

Larsson composed a series of twelve instrumental concertini 

for various instruments, including the Concertino for 

Trumpet and Orchestra, op. 45, number 6 from 1957. These 

concertini were written for pedagogical reasons in order to 

provide amateur orchestras and their musicians music that 

was only moderately difficult.11 Larsson's interest in 

pedagogy is further underscored by his record as a teacher 

at the Royal College of Music from 1947 to 1960; there, he 

exerted a profound influence on the generation of composers 

who appeared at the beginning of the 1950s. Finally, in 

the 1960s, he embraced twelve-tone technique (albeit in a 

personal way primarily built on augmented thirds) in Adagio 

11. Claes Cnattingius, Contemporary Swedish Music. trans. 
Claude Stephenson (Stockholm: Stellan Stals, 1973), 21. 
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for Strings and Three Pieces for Orchestra. In pieces such 

as Lvrisk fantasi (Lyrical Fantasia, 1967), Larsson has come 

full circle, returning to the lyric-romantic style with 

which he is most comfortable. 

Dag Wir6n studied for three years in Paris, writing 

his first symphony there. His reverence for the French 

style (particularly Honegger) is manifest in his works, but 

there is argument as to whether he retains a "Nordic 

accent." Music historian John Horton thinks not, and points 

to Wir6n's own words for substantiation: "I prefer that my 

music be regarded as European and not as specifically 

Swedish."12 Swedish music critic Hans-Gunnar Peterson says 

the opposite of Wiren, however, that "anybody taking a close 

look at his music is bound to realise [sic] that the Nordic 

tradition, above all as represented by Carl Nielsen and 

Sibelius, has been his guiding star."13 Whichever the case, 

there is little argument about Wir6n's direct audience 

appeal; he himself "openly admits that his first desire is 

to please and entertain.1,14 This he does, but without 

sacrificing artistic integrity; "he is one of the few 

composers who have been able to produce works which have an 

12. Hojer, op. cit.. 77. 

13. Stig Jacobsson and Hans-Gunnar Peterson, Swedish 
Composers—of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 201. 

14. Horton, OP. cit.. 161. 
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entertaining, divertimento-like atmosphere without seeming 

contrived.1,15 

The prototypical Thirties composer was Gunnar de 

Frumerie. A distinguished pianist as well as composer, he 

was — even more so than his contemporaries — a classicist 

with strong romantic bent. Baroque music and Impressionism 

were his primary influences, but his musical result was 

always intensely personal. His piano works comprise a large 

part of his repertory, but he also wrote a ballet, opera, 

choral works, chamber music, and as a composer of songs, he 

was "indisputably a master."16 Beginning with the late 

1950s, he devoted himself largely to instrumental music, and 

in particular to solo concerto works, including the 

seventeen minute-long Konsert for trumpet och orkester. op. 

52 (1959). In contrast to the tendencies of de Frumerie and 

others of his generation, Erland von Koch did an about-face 

from neo-classicist to romantic. He is a most versatile 

composer, having written five symphonies, a children's 

opera, five ballets, songs, psalms, hymns and film music.17 

He also composed several solo and chamber works, including 

Monoloq no. 7 (1975) for trumpet and the brass quintets 

Melo-Ritmo (1980) and Auda (1981). 

15. Jacobsson and Peterson, op. cit.. 201. 

16. Cnattingius, OP. cit.. 23. 

17. Jacobsson and Peterson, OP. cit.. 201. 
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The Monday Group 

The decades of the 1940s and 1950s in Sweden were 

marked by a gradual shift toward freer expression in music. 

Although World War II had initially precipitated a rebirth 

of national romanticism in Sweden and abroad, at the same 

time another more profound transformation began to take 

shape. During wartime isolation, a group of Swedish 

composers and musicologists began meeting to study and 

discuss works and trends in modern music. The so-called 

"Monday Group"18 included, among others, composers Karl-

Birger Blomdahl (1916-1968), Sven-Erik Back (b. 1919), 

Ingvar Lidholm (b.1921) Gote Carlid (1920-1953), 

musicologists Bo Wallner, Ingmar Bengtsson and Nils. L. 

Wallin, and their connection to Swedish Radio, Magnus 

Enhorning. Blomdahl was the leader of the group. He 

inherited the philosophy of thorough study from his teacher 

and mentor Hilding Rosenberg, who had learned it from 

Stenhammer, and this mind-set permeated group discussions. 

Indeed, intense study was an integral function of the group. 

Their meetings were much like a kind of private composition 

seminar at Blomdahl's flat,19 and Monday afternoons were 

actually reserved for this function, hence the name. They 

18. Mindagsgruppen. 

19. Olaf Hojer, "The Monday Group and the Path toward the 
5 0 s'" Tradition and Progress in Swedish Music, ed. Bengt 
Pleijel (Stockholm: AB Thule, 1973), 81. 
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were notorious for their fastidious scrutiny of various 

compositional techniques, and no one was safe from (often) 

harsh criticism. On this point Hilding Rosenberg wondered, 

"whether in the whole history of Swedish music there has 

ever been such a collection of rabid abnegators."20 

After the war ended, there was a tendency for everyone 

to look away from the past toward something new, and the 

pace toward musical modernism quickened noticeably. As 

Blomdahl said, "All of us react against the old national 

romanticism which...has been dominating Swedish musical 

creation for all eternity!"21 Yet he and his colleagues 

were not overly radical, in a revolutionary sense. Rather, 

they were characterized instead by retrospection, often 

looking back as far as Palestrina or Bach for musical 

solutions. Their modes of expression, however, were 

entirely modern, and founded primarily on a thorough and 

dedicated study of Nielsen, Sibelius, Stravinsky, BartQk, 

and especially Hindemith. 

Like Blomdahl, all the composers in the Monday Group 

(excepting Carlid) studied at one time or another with 

Hilding Rosenberg. Carlid, who was mainly self-taught, was 

more important as a catalyst for change than as a composer, 

and was the strongest proponent of modernism among the 

20. Ibid. 

21. Hojer, "National Romanticism...," Tradition. 80. 
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group. He stayed abreast of musical advancements abroad 

(particularly Var&se and the Viennese School), and prodded 

others to also keep up-to-date. Possibly because of him, 

Blomdahl came to read an increasing amount of modernistic 

literature.22 If Carlid had lived longer than his 32 years, 

he most surely would have played a more vital part in the 

shaping of contemporary Swedish music. 

Back tried to break away somewhat from a formal 

approach to composition, and with this attitude open the 

door to something new and freer. His own words describe it 

best: "Craftsmanship and honest testing of everything new 

belong among my 'virtues' and 'drives' but study 

considerations have tied me too long to formal values. I 

believe it is the contents which seek their form and not the 

other way around."23 Hallmarks of his style include 

rhythmical complexity and use of historical (even Gregorian) 

models. In the 1950s he, like so many others, embraced 

modern procedures such as serialism and pointillism. 

Lidholm was the first of his generation to adopt the 

twelve-tone technique (in his Piano Sonata from 1946). By 

the mid—fifties he began to compose in a more personal style 

characterized by his own brand of very strict serialism. 

Lidholm continued the line of outstanding teaching (reaching 

22. Hojer, "The Monday Group...," Tradition. 85. 

23. Ibid. 
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back to Stenhammer) when he took over the composition class 

from Blomdahl at the State Academy of Music in Stockholm in 

1965. In addition to his tenure there (which lasted until 

1975), he has advanced the cause of Swedish music in a 

multitude of ways, among them as deputy member of the Board 

of the Society of Swedish Composers (1947-1951, and 1963-

1965), Director of Chamber Music at the Swedish Broadcasting 

Company (1956-1965), editor of the music journal Nutida 

Music (1967), Vice-President of the Royal Academy of Music 

(1963-1969), Chairman of the Swedish section of ISCM (1970-

71), and Director of Planning in the Music Department of 

Swedish Radio since 1975. 

For the leader of the Monday Group, Karl-Birger 

Blomdahl, "the desire for truth itself...was extremely 

important—on this account, according to his own words, he 

was willing to sacrifice, without hesitation, the 

possibility of closer contact with an audience."24 True to 

his words, he did sacrifice the chance for a wider audience, 

and often found it difficult to have his works performed. 

Not much music from the Monday Group in the 1940s is 

of lasting quality.25 Only later, in the 1950s, did the 

members of this group gain a solid foothold on the new 

concepts they were espousing. It was through them, however, 

24. Ibid., 83. 

25. Ibid. . 86. 
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and Blomdahl in particular, that Sweden's path toward 

musical maturity led. With Blomdahl's third symphony 

(Facetter. 1950), the international music community finally 

took notice of Swedish music. This work, the first of his 

mature period, marked the course toward a freer and more 

vibrant musical culture in Sweden. After Facetter, which 

used a very free application of twelve-tone technique, 

Blomdahl's production during the remainder of the decade 

had, with few exceptions, literary associations. The two 

ballet suites Sisyfos (1954) and Minotaurus (1957), "both of 

which culminate in the orgiastic dances so characteristic of 

Blomdahl,"26 are based on themes from Antiquity. The 

oratorio Anabase (1956), to a text by Saint-John Perse, 

ignited intense discussion in the media about the roles of 

composer and audience. In 1959 he completed work on the 

opera Aniara, "a revue of mankind in time and space,"27 and 

it became the most successful work in the history of Swedish 

music drama. 

Other composers were active as well during the 1950s, 

each contributing in his own way toward Sweden's musical 

maturity. Of these, Bengt Hambraeus (b. 1928) was probably 

of the greatest significance. He brought to Sweden the 

26. Goran Bergendal, "Post-war Art Music—Some Mainstreams 
and Profiles," Musical Life In Sweden, ed. Lena Roth, 
transl. Michael Johns (Stockholm: The Swedish Institute, 
1987), 32. 

27. Ibid. 
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latest developments from Darmstadt, where he studied with 

Messiaen and gained contact with Stockhausen, Boulez, Nono 

and Berio. Through Hambraeus, Sweden was introduced to 

electro-acoustic music, the music of Var^se, and music from 

foreign cultures, most notably from the far east. Bo 

Nilsson, whose debut caused a sensation, was another early 

proponent of electro-acoustic music. 

Many of Lars-Erik Larsson's pupils were making a name 

for themselves during the fifties, primarily in their 

reaction against the radical tendencies espoused by the 

Monday Group. Their musical direction was more in line with 

Shostakovich and Britten than Stockhausen and Var^se.28 The 

main proponent of this more conservative ideology was Jan 

Carlstedt (b. 1926), who made his debut with the First 

Symphony in 1953. Others in this group included Hans 

Eklund, Maurice Karkoff, Bo Linde and Torbjdrn Iwan 

Lundquist. 

Gunnar Bucht (b. 1927), a student of Blomdahl, also 

contributed to the maturation process of Swedish music in 

the fifties. His works follow his own path, lying somewhere 

between that of Blomdahl and Carlstedt. He declared, in the 

great tradition of Hilding Rosenberg, that he preferred to 

be known as academic rather than original.29 This is not to 

28. Bergendal, op. cit.. 39. 

29. Ibid., 41. 
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say that he was conservative—he was known for just the 

opposite as Chairman of the Swedish Society for Contemporary 

Music (1956-59)—rather, he was simply dedicated to the art 

of musical craftsmanship. The Swedish musical line 

extending back to Stenhammer remained unbroken. 

Though the 1950s were dominated, from an historical 

perspective, by Blomdahl and the Monday Group, it should be 

remembered that Rosenberg and Nystroem were still the best 

known of Swedish composers. Furthermore, as far as the 

Swedish public was concerned, the older national romantics 

(e.g. Atterberg, Berg) were also writing important new 

music.30 Into the late 1950s, Swedish musical activity of 

all kinds had been growing for some time, both in quantity 

and quality. The end of the decade saw Swedish music in 

full bloom. 

30. H6jer, "The Monday Group...," Tradition. 86 



CHAPTER II 

CULTURE AND MUSIC IN SWEDEN AFTER 1960 

There were many circumstances favoring cultural (and 

in particular, musical) growth in post World War II Sweden, 

including reasons of economic, geographic, sociological, and 

political concern. Sweden's strategically unimportant 

geographical position, coupled with its stated policy of 

neutrality, ensured it a peripheral position during World 

War II. Mostly outside the battle zone, it emerged from the 

horrors of war relatively unscathed, with the result that 

its economy rebounded at a much faster rate than those of 

countries on the European continent. The foundation for 

Sweden's welfare state had been laid by the Social Democrats 

many years prior, and the effects of far-reaching pension, 

health insurance, educational, and other social programs 

began to bear fruit during the 1930s and forties. By the 

last half of the twentieth century, government programs 

providing cradle-to-grave security were well established. 

The effect on subsequent cultural development has been 

tremendous: "Once the privilege of royalty, wealthy noblemen 

and church dignitaries, the patronage of art and music has 

been taken over in Sweden, to a large extent at least, by 

the Government, the local authorities and the ordinary 

24 
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citizen.111 

The development of Swedish culture culminated 

politically in a bill presented to parliament in 1961. It 

stated that "cultural life must not be regarded as an aim in 

itself, but must be developed for the good of society."2 

"For the good of society" further implied that the "good" 

values of cultural activities be made available to all, 

without discrimination. Cultural decentralization therefore 

became the cornerstone of the government's cultural policy 

in the 1960s, and it remains so today. The 1961 bill was 

also the starting point for a series of increases in 

subsidies to artists, writers and composers. Development of 

other cultural programs within the Swedish government began 

to escalate, including increased funding for cultural 

scholarship awards. In 1963 a special department for 

cultural affairs was formed under the umbrella of the 

Department of Education, and later the two merged into the 

Ministry of Educational and Cultural Affairs.3 

The development of music in Sweden owes some of its 

success to the aforementioned shift in the public's cultural 

1. Michael E. Salzer, "RiksJconserter — the Institute for 
National Concerts," Tradition and Progress in Swedish 
Music, ed. Bengt Pleijel (Stockholm: AB Thule, 1973), 59 

2. Henrik Sjogren, "Music for Sweden: Rikskonserter, the 
Institute for National Concerts (Stockholm: 
Rikskonserter, 1972), 9. 

3. Utbildningsdepartementet. 
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awareness, but credit must also be given to the organized 

efforts of many musical support groups. Several areas of 

support, both public and private, came into existence in 

Sweden during the early to mid-1900s. Foremost among them 

are: government sponsored promotional agencies including the 

Swedish Performing Rights Society and the Music Information 

Center, the society for contemporary music known as 

Fylkingen, the government-sponsored Swedish Radio, concert 

organizations such as Nutida Musik, Rikskonserter and 

Regionmusik, and educational entities both compulsory and 

optional. 

STIM and MIC 

In 1918 the "New Swedes," especially Atterberg, Berg, 

and Oskar Lindberg (1887-1955), formed the privately funded 

Society for Swedish Composers.4 In 1923, with a degree of 

financial assistance from the government, the complimentary 

Swedish Performing Rights Society (STIM)5 was organized. 

Both organizations are still in existence, and over the 

years have played an increasingly vital role in their 

support of Swedish composers, not only financially but 

through promotional efforts as well. In 1963 STIM added an 

important new branch to its office, the Music Information 

4. Forening Svenska Tonsattare (FST) 

5. Svenska Tonsattares Internationella Musikbyri. 
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Center (MIC), which took over several tasks formerly in the 

charge of the composer society, including catalogue 

production and rental materials. The HIC's primary 

function, however, was to promote Swedish music at home and 

especially abroad. 

On the financial front, STIM had established a policy 

of support by underwriting 70% of all Swedish composers' 

publishing costs, but this proved so expensive that it was 

nearly discontinued. Faced with mounting costs, STIM looked 

to the MIC for help, and a plan was established wherein the 

MIC would publish all Swedish music itself, thus saving STIM 

a great deal of money and providing the MIC with an 

opportunity to make money. The long-term result of this 

decision has been a boon to Swedish composers; as the MIC 

has grown larger and financially stronger, it has been able 

to promote Swedish composers and their music more 

aggressively. 

The Swedish Music Information Center became part of 

the International Association of Music Information Centers 

in the late 1960s. Unlike many of the other member centers, 

the Swedish MIC decided to offer support to all its member 

composers, even those involved with popular music, rather 

than be selective. This is in keeping with the Swedish 

doctrine of equality for all that is so much a part of 

Swedish culture. In contrast, the Netherlands' Music 

Information Center is selective, choosing only certain works 
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to publish, record, and/or promote.6 This same idea was 

debated in Sweden, but it was decided that all Swedish 

composers should be treated equally. The idea that a person 

or committee would subjectively decide on inherent musical 

merit of various composer's works was simply abhorrent to 

most Swedes. 

The Swedish Music Information Center expanded rapidly 

during the 1960s and 70s due to revenue increases resulting 

from the proliferation of TV, a concurrent rise in the 

number and quality of available radio channels, the 

expansion of governmental cultural agencies (both in number 

and size), and expanding record sales. This rapid growth 

enabled the MIC to gain still larger funding from the 

Swedish government. Consequently, the growth necessitated 

moves to larger buildings in 1974, 1979, and again in 1983. 

Currently, after another large increase in staffing in 1988 

(mainly from an expansion of its recording output), the 

Swedish MIC is well positioned to promote Swedish music by 

making it readily available.7 

6. Roland Sandberg, "Eighteen Years in the Firing Zone," 
Svensk Musik III (1990), 3. 

7. Jan-Olaf Rud6n, "25 Years of Swedish MIC," Svensk Musik 
III (1990), 2. 
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Fylkingen 

The Society for Contemporary Music {Fylkingen), 

founded in 1933, has played a large part in the development 

of contemporary Swedish music. The name refers to an 

advance formation — the leading echelon,8 and the society 

has brought the best of "new" music to Sweden, and Stockholm 

in particular. For a long time Fylkingen had seen as its 

foremost function to inform the Swedish public of the most 

radical and experimental tendencies in contemporary music, 

and to create a meeting place where similar music by Swedish 

composers could be performed. The message proved difficult 

to communicate, however, as Swedish music of the 1930s and 

forties remained somewhat entrenched in national 

romanticism. In the late 1940s, Fylkingen was revitalized 

and strengthened through the efforts of the "Monday Group," 

becoming even more vocal in its support of new and 

experimental music. As Fylkingen became more progressive it 

took over the activities of the Swedish Chamber Music 

Association, a musically extreme group established by Gote 

Carlid in 1948 (modelled on Schoenberg's Verein fur 

musikalische Privatauffiihrungen of the 1920s). The merger 

further strengthened the group's resolve aggressively to 

promote new music. In 1950, Fylkingen solidified its 

8. John H. Yoell, The Nordic Sound (Boston: Crescendo 
Publishing Co., 1974), 44. 
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position politically by becoming part of the International 

Society of Contemporary Music. 

Influenced by John Cage and David Tudor, Fylkingen 

increasingly featured activities such as 'happenings' and 

other avant-garde musical events, and to that end, 

refurbished an old cinema in Stockholm suitable for even the 

most complex multi-media performances.9 Hungarian composer 

Gyorgy Ligeti, who spent much time in Stockholm during the 

1950s and sixties, said of this time: "As far as new music 

is concerned, conditions in Stockholm during the second half 

of the 50s and the first half of the 60s were particularly 

propitious; in fact Stockholm was in this respect one of the 

best places in Europe."10 It was Fylkingen that was largely 

responsible for creating such an environment. 

Fylkingen is also largely responsible, along with 

Swedish Radio, for the establishment and development of 

electronic music in Sweden. Pioneers of electronic music in 

Sweden had to work out of the country, with the exception of 

Rune Lindblad. His early experiments with electronics in 

the early 1950s were accomplished on primitive equipment of 

9. Yoell, loc. cit. 

10. Gyorgy Ligeti and Ulla-Britt Edberg, "Swedish Music of 
Today," Tradition and Progress in Swedish Music, ed. 
Bengt Pleijel (Stockholm: AB Thule, 1973), 64. 
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his own design in his hometown of Gothenberg.11 It was in 

that city that he, along with Bruno Epstein and Sven-Eric 

Johanson, put on Sweden's first concert of electroacoustic 

music in 1957.12 

In the first several years in the history of 

electronic music, Sweden's public kept abreast of 

developments only through Fylkingen concerts and Swedish 

Radio broadcasts. There were, however, isolated instances 

of direct contact with this medium by Swedish composers. 

Bengt Hambraeus was the first to go abroad to study 

electroacoustic music, producing Doppelrohr II at the 

Cologne studio in 1955. Bo Nilsson's triumphs, also 

realized in Cologne, came shortly thereafter. Finally, in 

1960, Fylkingen worked successfully in conjunction with the 

Worker's Educational Institute in Stockholm to create the 

Stockholm Studio for Electronic music.13 

In the 1960s, Swedish electronic music became much 

more established. It was no longer unusual to see such 

music in concert programs. For Karl-Erik Blomdahl, the 

building of a more comprehensive electronic music studio was 

11. Bengt—Emil Johnson and Knut Wiggen, Electronic Music in 
Sweden (Stockholm: Swedish Music Information Center, 
1972), 6. 

12. Stig Jacobsson and Hans-Gunnar Peterson, Swedish 
Composers of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 115. 

13. Johnson and Wiggen, OP. cit. . 7. 
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important for the continued growth of Swedish music. It was 

also his desire, again in keeping with the Swedish penchant 

for equality, to keep the studio from restricted use by 

specialists only. To him, it should be available to all 

Swedish composers, and for that matter, interested composers 

from all over the world. Plans for the project moved 

forward when Blomdahl was appointed Head of the Music 

Department at Swedish Radio in 1964. By 1965, the 

Electronic Music Studio (EMS) was completed, and by the late 

1960s it loomed as one of the largest and most advanced 

electronic music facilities anywhere. From the late 1960s 

until at least well into the 1970s, electronic music was 

pursued in Sweden to a much greater extent than in other 

Nordic countries,14 and the Electronic Music Studio, with 

its complete technical facilities, was the main reason for 

this situation. Just as Blomdahl had hoped, the Electronic 

Music Studio was indeed made accessible to interested 

composers around the world. Further Swedish support for the 

electronic medium was demonstrated with the completion of 

another electronic music studio at Stockholm's Music Academy 

in 1972. 

14. Jens Brincker, "Nordic Collaboration in the Field of 
Music," Tradition and Progress in Swedish Music, ed. 
Bengt Pleijel (Stockholm: AB Thule, 1973), 57. 
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Nutida Musik 

The "Monday Group" not only spearheaded the 

revitalization of Fylkingen and electronic music, it also 

created the radio series Nutida Musik and the periodical of 

the same name. Composer Gyorgy Ligeti commented: "Thanks to 

[the Monday Group's] influence on the radio—especially 

through [Magnus] Enhorning, this group has given Stockholm a 

central role, both through the creation of Nutida Musik 

concerts and by composing new works which put Swedish music 

life on a par with that of the world."15 Established in the 

early 1950s, the Nutida Musik radio series and journal have 

successfully promoted new music in all of its forms, with 

the result that Sweden is no longer isolated from the 

cutting edge of new developments in music. In addition to 

the radio programs and the bi-monthly journal, Nutida Musik 

sponsors live concerts of the most contemporary nature, 

including electronic music and intermedia events. 

Swedish Radio 

Opening the door to Swedish Radio was important for 

the continued growth and development of Swedish music, 

especially the "new" music. As opposed to American radio, 

which is driven by the free market system, Swedish Radio's 

musical policies are set by some of their leading composers, 

15. Ligeti and Edberg, op. cit.. 65. 
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"a situation comparable to having Gunther Schuller or Elliot 

Carter in key staff positions at America's major networks. 

Merits or disadvantages aside, Swedish Radio is in the 

position to promote Swedish composers and to make propoganda 

for contemporary music."16 Swedish Radio is in control of 

all legal radio and television broadcasting in the country. 

Its dedication to providing "art music" as well as other 

forms of music for its listeners has been the catalyst for 

the advance of new music in Sweden. 

Swedish Radio administers a music department that 

includes a symphony orchestra and choirs that have become 

internationally known. The largest musical organization in 

Sweden, Swedish Radio contains many sections within its 

superstructure, including radio programs, live concerts and 

propaganda devoted to the promotion of chamber music, jazz, 

choral music, opera, the Electronic Music Studio and 

contemporary music. The Music Department also produces 

television shows and recordings, runs its own School of 

Music, participates in promotional efforts abroad and 

commissions new works from Swedish composers. Its support 

is multi-faceted: as far back as 1937 it came to the rescue 

of musicians when it signed a contract supplementing the 

work schedule for the Stockholm, Gothenburg and Malmo 

symphony orchestras. A couple of years later the orchestras 

16. Yoell, op. cit.. 44. 
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in Norrkdping, Gavle, and Helsingborg were also given 

additional work through Swedish Radio. What had been a 

part-time job became full-time for all the musicians 

involved, thus guaranteeing them year-round employment and a 

monthly salary.17 

Rikskonserter 

Advanced plans for a National Institute of Concerts 

were made as far back as the 1930s, but they were postponed 

and never finalized. Plans were revitalized early in the 

1960s as a result of landmark cultural legislation. It was 

stipulated that cultural activity was one of the best means 

of giving free time valuable content. Since Swedish 

citizens were, with a 40-hour work week and a four-week 

vacation set down by law, enjoying a great deal more leisure 

time than their ancestors, it was logical to proceed with 

plans for a far-reaching concerts program.18 

In 1963 the Swedish government funded various 

activities for an experimental Institute of National 

Concerts. In 1964 the Theatre and Orchestra Council was 

formed as a supervisory authority over theatre and music 

activity, and a concomitant increase in government subsidies 

17. Carl-Gunnar Ahl6n, "A Corner of Musical Europe with 
Traditions of its Own," Music in Sweden (September, 
1985), 6. 

18. Sjogren, op. cit.. 8. 
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made it possible to increase employee (i.e. orchestra 

members) benefits and financial security considerably. 

There were other cultural organizations started in 1965-67, 

and finally in 1968, Rikskonserter (Institute for National 

Concerts) was started in earnest. 

In the bill that established Rikskonserter as a viable 

entity, then Minister of Education (and later Prime 

Minister) Olof Palme stated that he considered it "a central 

cultural political task to continue to give heavy support to 

the development of the already existing national forms of 

activity in the cultural field. In so doing greater justice 

is achieved for people in rural areas."19 In other words, 

decentralization of culture became a prime objective, not 

only in music, but in every facet of society. The main task 

of Rikskonserter, therefore, became the bringing of concerts 

to the countryside; Stockholm should not be the only place 

where one can enjoy cultural activities. Rikskonserter "is 

probably the most important thing that has happened to 

Swedish cultural life in the past ten years,"20 declared 

Henrik Sjogren, well-known theater critic and author in 

1972. Its primary goal was stated by parliament in 1968: 

"to offer music of high quality to as many people as 

19. Sjogren, OP. cit. . 11. 

20. Salzer, op. cit. . 60. 
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possible."21 

Rikskonserter is more conservative than Fylkingen, but 

an active promotional direction accenting contemporary music 

has become evident there as well. Much of this activity 

centers on the electronic realm, partly through the scope of 

its school and evening programs, and partly through work 

with pedagogic audio experiments. Under the leadership of 

Folke Rabe, Rikskonserter developed apparatus which was used 

to teach a greater awareness of sound qualities to students 

of all ages. 

The School Concerts division is the largest within 

Rikskonserter, with approximately one-third of the total 

expenditures committed to it.22 Every school in Sweden gets 

two or three concerts per year. Other divisions within 

Rikskonserter include Non-Public Concerts, Recordings, Youth 

and Music, Information, Research and Experimental Activity. 

All other institutions that wish to put on concerts must 

work through them, and the result is that Rikskonserter has 

become Sweden's largest music institution.23 Perhaps the 

most ambitious program within Rikskonserter is the Non-

Public Concerts. This division's goal is to reach audiences 

21. Sjogren, op. cit.. 60. 

22. Ibid.. 62. 

23. Folke Rabe, "Visst sker fdrnyelse aven inom 
institutioner," Tonfallet XIX (1980), 6. 
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otherwise isolated from concert experiences. 

Seeking out potential music fans and giving 
otherwise passive audiences the opportunity to find out 
what music can offer, small ensembles or soloists visit 
hospitals, old-age pensioners' homes, prisons, factory 
canteens, etc. The artists always comment on the music 
and the composer and talk about themselves, thus 
establishing contact with population groups who would 
hardly have thought of attending a formal concert.24 

The primary goal of Rikskonserter is education. It is 

this institution's hope that through decentralization of 

cultural (musical) life, more and more people will gain an 

understanding and appreciation for the arts, with the result 

that overall standards will increase not only for listeners, 

but performers and composers as well. A secondary goal is 

to bring more and more people into participatory rather than 

passive activities. 

Reaionmusik 

In 1971, the Swedish military's music corps, 

comprising some 600 musicians (mostly woodwinds and brass) 

stationed in 22 regional units throughout the country, was 

reformed and its members given civilian status. Each of 

Sweden's 22 municipalities (similar to our counties) gained 

its own government supported center for music, complete with 

professional musicians in various numbers. The reform, 

which had been discussed as far back as the 1920s, was 

24. Salzer, OP. cit.. 62. 
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finally put into effect as the result of a diminished need 

for military music in the armed forces and the current 

sociopolitical ideal of cultural decentralization. All 

musicians involved in the transition were given the option 

to remain employed by the government (no one was fired), but 

natural attrition and concurrent recruitment have ensured 

that Regionmusik (Regional Music) no longer remains an 

organization primarily of woodwinds and brass as in the 

military band tradition. Still, many of the wind quintets 

of both the brass and woodwind variety that were formed 

within Regional Music remain. 

Regional Music was originally not, although the name 

would suggest otherwise, a municipal organization, but an 

authority completely governed by the state. In the late 

1980s, however, in keeping with the policy of 

decentralization, a structural reorganization occurred 

merging Rikskonserter and the Regional Music Board. The 

country's regional councils now have primary authority in 

spending discretion even though most of their funding comes 

from the state. 

Education 

Compulsory music education in Sweden in this century 

has been generally weak, with only 1 to 2 hours of 
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instruction per week typical in grades 1-9.25 Therefore, 

voluntary music instruction organized outside compulsory 

school has become very important. In the 1950s 

municipalities began to invest in the Municipal Music 

Schools, and it has since been developed into a nationwide 

network. Approximately 350,00026 children attend these 

schools, representing about one-third of the compulsory 

school population. The impact this has had on the overall 

music scene is marked. Prior to this development, many 

musicians in the 1950s had to be imported from other 

countries to fully staff orchestras, particicularly in the 

string area. By the mid-70s the importation of foreign 

musicians ceased, at least in part because of the success in 

providing professional training to Swedish nationals.27 

Higher music education was reformed in 1978 so as to 

better serve the needs of students and of the music 

profession in general. There are now six programs of study 

available: music teacher training, performance, church 

25. Henrik Karlsson, "The Structure of Musical Life," 
Musical Life in Sweden, ed. Lena Roth (Stockholm: 
Swedish Institute, 1987), 159. 

26. Karlsson, loc. cit. This number reflects 
1986 enrollment. 

27. The influence from foreign musicians remains strong, 
however, due to the fact that a large percentage of them 
became successful teachers, both privately and at the 
Municipal Schools. 
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music, composition, musical drama and musicology.28 The 

reform of higher education and the preparatory training 

offered by the municipal music schools has resulted in a 

large pool of qualified young musicians and composers. 

Cultural Hierarchy 

On the national level, the Ministry of Education and 

Cultural Affairs oversees all cultural matters, including 

education. Two other governmental agencies, the National 

Board of Education29 and the National Board of Universities 

and Colleges,30 are responsible for training and research.31 

In 1974, the National Council for Cultural Affairs32 was 

formed in order to enforce the cultural policies established 

by the Swedish Parliament. The Council remains viable to 

this day. These governmental entities recommend the 

allocation of subsidies to independent groups in the areas 

of theater, dance and music.33 

28. Karlsson, loc. cit. 

29. Skoloverstyrelsen. 

30. Universitets och hdgskoleambetet. 

31. Karlsson, OP. cit. , 147. 

32. Statens kulturrid. 

33. Karlsson, OP. cit.. 148. The hierarchy of the Swedish 
government's cutural support mechanism is shown on pages 
149 and 154 of this source. 
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Sweden's cultural life, especially in the area of 

music, has shown remarkable growth in this century. STIM 

and its Music Information Center, Fylkingen, Swedish Radio, 

Nutida Musik, Rikskonserter, and the Municipal Schools have 

all contributed significantly to this growth. Organizations 

such as these, however, if left to their own devices, do not 

always provide appropriate leadership. It is necessary for 

the development of any cultural medium to have aggressive, 

enthusiastic and erudite people leading the way, constantly 

pushing the supposed boundries into new territory. Sweden 

had such people in the "Monday Group." They were the force 

that ignited the fire under Swedish music. Their efforts 

paved the way for Sweden's vibrant, creative musical culture 

of the 1960s and its subsequent maturity thereafter. 

Swedish Music after 1960 

In the 1960s, Swedish composers were searching, 

experimenting, looking for new modes of expression. The 

desire to "catch-up" with developments in the international 

community was never greater. The musical scene was 

extremely heterogenous around 1960. Many composers made 

their debut around this time, including many from different 

generations and backgrounds (both academic and jazz). In 

reaction to the serialism and structuralist thoughts of the 

previous decade, composers of the 1960s turned their 

thoughts toward the instrumental theater and "happenings" of 

John Cage and David Tudor, the sound structures of Ligeti 
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and Penderecki, and the new technology of the Darmstadt 

School. 

The greatest influence on Swedish composers after 

1960, however, was Karl-Birger Blohmdahl. He was an avid 

proponent of new music, not only in his own compositions, 

but in the "radical" policies he adopted as chairman of 

Fylkingen (1950-54), as Professor of Composition at the 

Stockholm Music Academy (1960-64), and as head of the Music 

Department at Swedish Radio (1964-68). His ideals helped 

spur forays into the avant-garde by many young composers and 

helped solidify the position of electronic music in Sweden. 

His works, many of which sparked lively debate (e.g. the 

symphony Facetter. 1950, the oratorio Anabase. 1956, and the 

electronic work Altisonans of 1966) include chamber music, 

oratorios, operas, ballet, film music, and orchestral works. 

Although Blomdahl provided strong leadership for the 

development of "new" ideas among the younger generation, 

many Swedish composers of the 1960s continued in the 

somewhat conservative tradition of the 1930s; a tradition 

that remains strong to this day. In I960, as a reaction 

against the avant-garde tendencies of Nutida Musik, Jan 

Carlstedt founded the concert society Samtida Musik. This 

organization dedicated itself to providing a forum for those 

composers who wrote in a more retrospective manner. Among 

the younger proponents of this Swedish-romantic tradition 

were Lennart Hedwall (b. 1932), Stig-Gustav Schonberg (b. 
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1933), and Arne Mellnas (b. 1933). 

Further variety in Swedish music since 1960 is evident 

in the works of Gunnar Bucht, who took an intermediate 

position, Allan Pettersson (romanticist), Hans Holewa (12-

tone works), Bengt Hambraeus and Bo Nilsson (serialism and 

electronics), Ralph Lundsten and Leo Nilsson (works 

conceived at the Electronic Music Studio), Par Ahlbom, 

Daniel Bortz and Sven-Gunnar Sandstrom, (incorporation of 

improvisation), Bengt Emil Johnson, Lars-Gunnar Bodin Sten 

Hanson (text-sound composition), and Johnny Grandert, who 

has explored almost all stylistic possibilities.34 Perhaps 

the two most intriguing personalities in the Swedish 

vanguard during the 1960s were Jan Bark (b. 1934) and Folke 

Rabe (b. 1935). Both have jazz backgrounds as well as solid 

academic training. Their joint-composition Bolos (1962) 

belongs to the "instrumental theater" genre in which visual 

elements become as important as produced sounds. According 

to John Yoell, "Bolos amounts to a tone salad exhibiting 

just about every rasp, hoot, honk, sniffle and tinkle which 

men can milk from trombones whether assembled or 

disarticulated."3 5 

34. Martin Tegen, "New Music During the 1960s," Tradition 
and Progress in Swedish Music, ed. Bengt Pleijel 
(Stockholm: AB Thule, 1973), 91. 

35. Yoell, op. cit.. 46. 
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With the onset of the 1970s, there was renewed 

interest in some of the expressionist and structural 

approaches to composition popular in the 1950s, but with an 

increased tendency toward romanticism.36 Other factors 

affecting Swedish Music of the 1970s include rock music (by 

this time an entire generation had grown up under its 

influence) and the increased usage of the Electronic Music 

Studio. By and large, the complex reality that was Swedish 

music had settled somewhat into a comfortable and acceptable 

situation. It began to seem as if the presumed limits of 

experimentation had been reached, and that the "musical 

explosion" of the 1960s was over.37 A more relaxed feeling 

about compositional method replaced the frenetic search for 

new ideas. Swedish composers were no longer chasing after 

the rest of the Western world for ideas and ideals, and in 

this sense enjoyed real freedom. Finally on equal footing, 

the pressure was off to keep up with international 

developments, and a real maturation process began. For the 

last twenty years, Swedish music has developed in its own 

way and for its own reasons with, at least in the area of 

music for trumpet, some very satisfying results. 

36. Goran Bergendal, "Post-war Art Music — Some Mainstreams 
and Profiles," Musical Life in Sweden, ed. Lena Roth, 
transl. Michael Johns (Stockholm: Swedish Institute, 
1987), 54. 

37. Yoell, OP. cit. . 55. 
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Swedish Music for Trumpet. 1970-1990 

The Swedish Music Information Center publishes music 

for all Swedish composers, without restriction. The result 

of this policy is that the majority of all Swedish 

compositions can be found through this information center. 

Between 1970 and 1990, the MIC lists approximately 120 

Swedish compositions that feature trumpet in some manner.38 

About 60% of these are works for brass groups (duos through 

brass ensembles), 20% feature the trumpet soloistically 

(concertos, sonatas, solo works), and the remaining 20% 

include trumpet in various combination with non-brass 

instruments. The diversity of these works is reflective of 

the diversity of Swedish musical style in general during 

this time. Traditionally conceived brass quintets and 

sextets stand side-by-side with computer-assisted 

compositions, technically demanding unaccompanied solos, 

works with theatrical directions, and works for trumpet 

accompanied by electronically produced audio tape. 

Composers of distinction of Swedish music for trumpet 

written between 1970 and 1990 include TorbjSrn Lundquist, 

Erland von Koch, Jan Morthenson, Maurice Karkoff, Csaba 

Deak, Stig Gustav-Schdnberg, Stellan Sagvik, Folke Rabe, 

Tommy Zwedberg and Bo Nilsson. 

38. For a complete list of these works, contact the Swedish 
Music Information Center at Sandhamnsgatan 79. Box 
27327, S-102 54 Stockholm, Sweden. 
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Torbjorn Lundquist (b. 1920) contributed three works 

to the trumpet repertoire in the last two decades: 

Scandinavian Music (1978) for brass quintet, Kopparstick 

(1974) for brass sextet, and Trumpet Music (1980) for 

piccolo trumpet/flugelhorn and orchestra. Lundquist writes 

music in a traditional manner, but strives to include modern 

elements, both from the avant-garde and from jazz. His 

writing specifically for trumpet and brass is more 

traditional than avant-garde, but it is modern nonetheless, 

and there are occasions when jazz-influenced harmonies 

dominate the texture. The first and third movements of 

Trumpet Music are written for piccolo trumpet and the second 

for flugelhorn. The work is predominantly lyrical, but 

includes moments of challenging intervallic leaps and rapid 

sixteenth-note runs. Though the tessitura of the outer 

movements is not extremely high, the phrases are very long 

and taxing. Trumpet Music is one of several recent Swedish 

pieces for piccolo trumpet written in an agressive, modern 

style. These works are welcome additions to the otherwise 

predominately Baroque-era literature usually associated with 

the instrument. 

Erland von Koch (b. 1910) is one of Sweden's most 

popular and versatile composers. His stylistic development 

has moved in reverse to that of many others: although 

somewhat influenced by the national-romantic tradition, von 

Koch's compositions from the 1930s were more generally 
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European and neo-classicist. Later he became enamored with 

Swedish folk music, and synthesized elements of folklore 

material with modern devices, even to the point of combining 

folk music and dodecaphony (he referred to this as "tolvton 

i folkton").39 Most of his mature works are less 

adventurous, however, and are very melodic in nature. His 

recent contributions to trumpet and brass literature include 

Auda (1981) and Melo-Ritmo (1980) for brass quintet, and 

Honoloq no. 7 (1975) for solo trumpet. The latter is from a 

series of unaccompanied works for solo instruments, all of 

which are ingeniously crafted studies well suited to the 

individual instruments.40 His works for brass are 

indicative of his style in general. In his own words, "My 

aim is a simple, straightforward melodic style which I 

sometimes like to connect with folk music, and a firm, 

rhythmic profile. I like my harmony to be uncomplicated. 

The older you get, the more you come to realise the 

importance of melody."41 

Jan Morthenson (b. 1940), on the other hand, does not 

write music with a traditional concept of melody. Early in 

his career (in the 1960s), Morthenson was primarily 

39. Olaf Hdjer, "The Monday Group and the Path Toward the 
5 0 s'" Tradition and Progress in Swedish Music, ed. Bengt 
Pleijel (Stockholm: AB Thule, 1973), 80. 

40. Jacobsson and Peterson, OP. cit.. 107. 

41. Ibid. 
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concerned with what he termed "nonfigurative" music, wherein 

movements, gestures and development in the traditional sense 

are lacking, and the only things that do occur are very 

small shifts of sound within stationary chords. Later, he 

became involved with writing music about music, or meta-

music, such as in Decadenza II (1970), written as a "funeral 

march for the downfall of instrumental music and musical 

life during the centuries."42 In Aria (1983) for brass 

quintet, the players must produce sounds such as white 

noise, quasi tono, mezzo tono and other effects that are 

carefully explained in the score. This twelve minute work 

begins with material freely introduced that reappears from 

time to time, consisting primarily of the instrumentalists 

blowing through their horns with increasing and decreasing 

velocity as the valves are variously manipulated. 

Maurice Karkoff (b. 1927) has been called the "most 

versatile of his generation, and at the same time the one 

who developed the most radical and most personal composing 

style."43 Many of his early works display a sort of 

romanticism (he studied with Lars-Erik Larsson, among 

others), a trait that has carried through into his more 

radical pieces as well. His output, which can be generally 

42. Johnson and Wiggen, OP. cit.. 25. 

43. Claes Cnattingius, Contemporary Swedish Music. trans. 
Claude Stephenson (Stockholm: Stellan Stals, 1973), 43. 
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characterized as expressive in style, is prolific and 

varied. He contributes two works to recent trumpet 

literature: Concerto per tromba ed Orchestra (1976) and 

Sonat (1973) for brass sextet. The Concerto is a 

substantial four-movement composition (performance time is 

approximately 20 minutes) that requires of the trumpet 

player a great deal of endurance and upper register 

flexibility. Difficult intervallic leaps abound, yet there 

remains a lyric quality to the melodic line. The piece is 

scored for strings and a light complement of winds: flute 

(doubling on Piccolo), oboe (doubling on English horn), 

clarinet (doubling on Eb and bass clarinets), bassoon, 

trombone and two horns. A large number of percussion 

instruments (including marimba, congas, xylophone, hi-hat 

cymbals, tom-tom, tam-tam, maracas and many others) round 

out the scoring, and give the piece an almost South American 

flavor. 

Csaba Deak, born in Budapest, Hungary in 1932, is of 

the same generation as Karkoff, but is known mainly as one 

of Sweden's leading composers of music for winds. Deak 

moved to Sweden in 1957, and shortly thereafter began 

studying with Hilding Rosenberg, who helped expand his 

knowledge of contemporary methods of composition. His 

composition Herykon (1981) for brass quintet is reflective 

of his unique, personal style and flexible manner of 

composition. In this piece he alternates between free and 
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regular meter, with the regular meter further divided into 

segments of even pulses (4/4, etc.) and uneven pulses (7/8 

to 3/4 to 5/8, etc.). This kind of rhythmic variation 

reveals Deak's Hungarian roots. Verbunk (1976) for brass 

sextet also reflects his upbringing in the manner of his 

development of the sometimes lyrical and sometimes 

rhythmical theme. This seven-minute work helped him gain 

much recognition, and in combination with his works for 

other combinations of winds, Deak's reputation is now 

becoming international.44 

Stig-Gustav SchSnberg (b. 1933) is from the same era 

as Deak and Karkoff, but is more of a classicist in terms of 

style than either of the others. His subtle piece for solo 

trumpet entitled Echo (1971) shows his ability to capture 

the essence of a single mood. Organ music has been a field 

of expertise among Swedish composers for a long time, and 

Schas made significant contributions. His Trumpet Tune and 

Voluntary (1972) for trumpet and organ is a good example of 

his straight-forward compositional style of writing and of 

his command of the organ music idiom. 

Though less well known, the following composers have 

contributed much to Swedish literature for trumpet between 

1970 and 1990: Eyvind Hallnas, (b. 1937), with four brass 

44. Mark Lammers, "Highlights in Swedish Brass Music," 
Svensk Musik Bulletin. (March, 1990), 3. 
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quintets, a sextet, an intermezzo for trumpet and 

percussion, and especially the Praeludium och intermezzo 

(1981) for trumpet and string orchestra; Stellan Sagvik (b. 

1952), a young but active composer of music for brass 

including the excellent brass quartet, Kvatarftm (1983), the 

brass quintet Fanfanfara (1989), two brass sextets and his 

Five Meditations (1975) for brass ensemble; Rune Bjorkman, 

with his Siciliana (1973) for brass septet, Linnea (1971) 

and Konsert (1974) for trumpet and orchestra; Torbjorn 

Hultmark, with 3 works for trumpet ensemble, Sinfonietta 

(1980) for brass ensemble and TriPtvk. an extensive work 

(duration 20 minutes) for trumpet and organ; Eberhard Eyser 

(b. 1932), who, though mainly known for his organ 

compositions, has contributed several works for brass 

including a quintet, quartet, Slottsmusik (1976) for three 

trumpets and an earlier work, Sonatine (1968) for solo 

trumpet; and Christer Hermansson (b. 1943), whose Views 

(1990) is but one of a number of Swedish works employing 

jazz-influenced harmonies, rhythms and devices. Swedish 

musicologist Hans-Gunnar Petersson says of Hermansson, "A 

listener can hardly fail to be struck by the 'playability' 

of his idiom, which is fresh and vigorous. He himself 

readily refers to his jazz background, which included 



53 

playing in a blues band."45 

Of the most significant contemporary Swedish composers 

of trumpet music, three stand out: Tommy Zwedberg, Folke 

Rabe, and Bo Nilsson. Zwedberg's Face the Music. Rabe's 

Shazam and Nilsson's Infrastruktur show well the diversity 

and competency characteristic of current Swedish music. 

45. Hans-Gunnar Peterson, "New FST Composers," Svensk Musik 
III (1990), 8. 



CHAPTER III 

THE MUSIC OF TOMMY ZWEDBERG 

Tommy Zwedberg was born in Stockholm, Sweden, on 

January 9, 1946. He began playing the trumpet as a youth, 

and in 1963 joined a Swedish military band (known as the 

Regional Music Authority). His particular regiment was 

stationed on the island of Gotland, off the southeast coast 

of Sweden. Zwedberg, who was used to city-life in 

Stockholm, soon became disenchanted with the isolation of 

living on a remote island. Although his first inclination 

was to quit military service, he somehow managed to stay on, 

finally finishing his tour of duty in 1969. At that point, 

he moved back to Stockholm and enrolled at the State College 

of Music,1 taking courses designed for military musicians. 

Two years later he gave up the military for good, but 

continued on in his musical studies, graduating as a music 

teacher in 1974.2 

After the 1974 Spring term, Zwedberg felt the need for 

a change. He had been performing regularly as a dance band 

musician throughout the 1973-74 school year, and in his 

1. Musikhogskolan. 

2. Tommy Zwedberg, Tape-recorded interview conducted by 
Larry Engstrom, Stockholm, Sweden, June 18, 1990. 

54 
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words, "you get so tired of it!"3 In order to escape the 

monotony of his current existence, he decided to travel, for 

an extended time, to the European continent and Africa. 

After approximately five months of such travel, he found 

himself in Morocco. There, shocked by the extreme poverty 

under which certain segments of Moroccan society were forced 

to live, Zwedberg began to reevaluate the direction in which 

his own life was headed. The contrast between his career as 

a dance band musician and the plight of these very poor 

people forced him to examine and re-examine his personal 

goals and priorities. The results of this self-inquiry 

changed his life drastically: as he searched for fulfillment 

he began to view trumpet playing as an unnecessary, 

superfluous activity. 

Two years earlier, while still at the State College, 

Zwedberg had become interested in composing, taking a course 

in electro-acoustic music composition. After returning from 

his five-month sojourn, he contacted Lars-Gunnar Bodin, his 

former electronic music teacher. He inquired as to the 

possibility of joining the composition class with a focus on 

electronic music, and Bodin gave him much encouragement. In 

the spring of 1975, Zwedberg composed two short works as 

3. Tommy Zwedberg, Interview by phone, conducted by Larry 
Engstrom, Stockholm, Sweden, August 7, 1990. Much of the 
informational content in this chapter comes from two 
interviews with Tommy Zwedberg. Except for quotations, 
future references to these interviews will not be cited. 
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part of his audition, and with them gained admittance to the 

State College composition class. He was the first, and at 

the time, the only student accepted into the class with 

electronic music as a specialty. Bodin served as his 

principal teacher, but he also worked with Gunnar Bucht in 

instrumental composition. As a result of his work with 

Bucht, Zwedberg wrote his first instrumental work in 1976 

(Care of, for wind orchestra), thus broadening his 

understanding of the various wind instruments. 

In 1978, Zwedberg spent four months in France 

participating in an electronic music class at the Paris 

Conservatory. Upon his return to Stockholm he was voted 

into the Association of Swedish Composers, an organization 

to which he still belongs. Since that time, he has worked 

as a freelance composer (receiving some support from the 

state), collaborated with Teater Modern (contemporary 

theater) and served as Chairman of Fylkingen (1984-87). 

His Music 

Tommy Zwedberg's musical output consists primarily of 

electro-acoustic music, with an emphasis on both form and 

texture. According to Hans-Gunnar Peterson, "Where form is 

concerned, he frequently frames smaller processes within 

bigger ones, in this way generating tensions and an 

expression of several simultaneously present dimensions. 

His music emanates from living experience, e.g. of the 
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individual living within the broader perspective."4 As 

texture of sound is one of his main preoccupations, Zwedberg 

prefers concr&te sounds to electronically generated sounds, 

and furthermore often includes interaction between live 

instruments and recorded tape. Face the Music is one of his 

best efforts in this respect, but there is also his Duett 

(1982) for woodwind quintet and tape and Rostband (1983) for 

electronics (tape), trombone, percussion and mezzo-soprano. 

Texture also plays an important part in the purely electro-

acoustic Hanging (1979) and in the dreamlike atmosphere 

projected in Den maaiska dansaren (ballet music to literary 

compositions of Nelly Sachs). 

The juxtaposition of film and music has also 

interested Zwedberg. He provided the music for a film by 

Peter Tucker (Kosmikon, 1982) and produced both film and 

pictures in his own creation Like Mother, Like Child. The 

latter, featured at the Annecy Animated Film Festival in 

1979, came about as a result of collaboration between 

Fylkingen and Filmverkstan5 in the Spring of 1978. Zwedberg 

used his own drawings, depicting parent-child relationships, 

and put together the entire film by himself. Although he 

learned a great deal about the potential of multi-media art, 

4. Stig Jacobsson and Hans-Gunnar Petersen, Swedish 
Composers of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 202. 

5. A film society in Stockholm. 
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he came to the conclusion that he would rather concentrate 

on the music alone. 

Though electro-acoustic music does indeed comprise the 

bulk of Zwedberg's output, he shuns the label of "electronic 

music composer." He says, "I see no difference between 

electronic and instrumental music... [I see only] ..."music 

as music."6 He further states, "I want to continue 

composing both instrumental and electronic music...then no 

one can put a label on me..."7 Along similar lines, 

Zwedberg declares that one should not make political or 

other statements with art music: "It is music as music, as a 

special subject, that I work with. Anything else I'm not 

able to do; don't want to do, either!"8 

Zwedberg does not pattern his works after any specific 

composer, but does admit to an admiration of the works of 

Edgar Vardse, Harry Partch and Morton Peldman. He likes 

very much their approach toward music in general, but does 

not credit them with any direct influence. On a 

subconscious level, however, Zwedberg admits that, due to 

6. Christina Tobeck, "'Jag ser ingen skillnad 
electronmusik och instrumentalmusik: Musik som Musik,'" 
Nutida Musik XXIII/1 (1979-80), 8. 

7. Ibid. {"...Jag vill forts&tta att komponera bide 
instrumentalmusik och elektronisk musik...di kan ingen 
satta nigon stimpel pi mig...") 

8. Ibid., 9. ("Det ar musik som musik, som speciellt 
subjekt jag hiller pi med. Nigot annat kan jag inte 
gdra, vill inte gdra heller.") 
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many hours of listening to their music, the imprint made by 

these three composers is probably very strong. "One cannot 

ignore one's earlier life. Whether one wants it or not, 

earlier life experiences come into play."9 

The process by which Zwedberg develops his 

compositions is critical to understanding his style. His 

first step involves finding an appropriate basic sound from 

which to work. Usually this is a concrete sound that is 

tape recorded (or sampled) and stored for later manipulation 

and permutation. As an example, in 1979 Zwedberg was 

commissioned to write a piece for Swedish Radio. The 

Str&kharpa (a stringed Swedish folk instrument) was chosen 

to provide the elemental sound material. Of this instrument 

Zwedberg says, "it sounds very stringlike ~ [but] not at 

all like an ordinary violin."i« He prefers using unusual, 

interesting sounds as basic material. These often offer 
! 

greater potential for the creation of unique timbres.11 

After selecting a sound source, Zwedberg works 

intuitively with the material. He establishes loose goals 

and parameters, then works within them in a trial and error 

Tobeck, oja^—cit. , 8. ("Man kan inte fdrneka sitt 
tidigare liv. Antingen man vill eller inte sS kommer ens 
erfarenheter in I musiken.") 

10. Tobeck, op cit., ("Det litter mycket strSke, inte alls 
som en vanlig fiol.") 

11. Ibid. 
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fashion until he is satisfied that his ideas flow logically 

from one to the next. In this sense, the form is 

sculptured: it is generated from the basic sound material, 

then shaped into something tangible. 

Since the mid-1980s, and particularly with his Dimor 

(1985), Zwedberg has been working with a new method of 

composition. He has developed a system whereby various 

numerical ratios (percentages) are applied to embryonic 

motives made up of musical variables such as pitch, rhythm, 

duration, etc. Each of these musical variables (pitch, 

etc.) carry their own short motive, thus providing the basic 

material for the piece. The motives are separately 
/ 

conceived and completely unrelated. For example, the values 

assigned to duration have no connection to the values 

assigned to pitch. Furthermore, the motives in their basic 

form do not necessarily contain musical properties in the 

conventional sense. The rythmical motives, for example, are 

comprised of numerical fractions such as: 1/36, 1/48, 1/128, 

1/12, etc. 

Zwedberg transforms these various sets of values into 

music through a process of expansion and compression 

according to various sets of ratios. The ratios applied to 

pitch content are often derived from the harmonic series, 

while those used to vary rhythm and other parameters are 

chosen simply for their ability to provide a wealth of 

possibilities. Zwedberg sets up matrices that organize the 
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musical variables and ratios within various parameters 

(which themselves can be shifted). Each "shift" is derived 

numerically from values inherent in the immediately 

preceeding material, thus lending the music a degree of 

continuity. This method of composition results in music 

that is very dense and quite complex (Example 1), yet 

logical and imbued with clarity of purpose. Dimor 

represents Zwedberg's first composition using these 

techniques. 

EXAMPLE 1: Zwedberg, Dimor. measures 1-10. 

TOMMY ZWEDBERG <1984) 
8 J=72 

mp legato 

Iwt . 

g j ^ u r n m a 

mf red. 
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Zwedberg's very complicated and mathematical manner of 

composing lent itself quite naturally to computer 

assistance. In the late 1980s, Zwedberg asked composer and 

computer expert Pren to develop a computer program that 

incorporated such a system of composition. The results of 

Lindgren's efforts can be seen in Zwedberg's Brasskvintett 

(1988). Each of the five brass parts in the quintet were 

assigned to individual tracks on a sequencer and given sets 

of motives with specific values prescribed for pitch, 

duration, volume, rhythm, meter, and tempo. Each track 

could also be assigned a general variability factor that 

affected all these values within that track at once. A 

further possibility of variation was available through the 

addition of an overall variability factor that affected all 

five tracks simultaneously. Finally, a set of "filters" 

(such as high and low boundries for pitch) could be assigned 

which "filtered out" notes and values (e.g. for duration, 

rhythm) that were out of "range." As an example, the rhythm 

filter in Brasskvintett allowed for no rhythmical values 

smaller than the 16th-note. All shorter values that fell 

outside the imposed parameters were either "filtered out" 

(becoming rests) or made to fit within 16th-note patterns. 

Programmed into the computer, therefore, were nine 

"boxes" (pitch, rhythm and other variability factors as 

mentioned), each having their own unique effect on the final 

result. Zwedberg explains the manner in which the piece was 
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developed in this way: "In Brasskvintett. I used very little 

basic material...I used percent [numerical ratios], 

duration, pitch and other parameters and a program that 

would vary the parameters in different ways...Each part has 

its own set of rules to follow, and the parts have similar 

basic material and similar rules to follow, yet each moves 

with a different loop speed and is varied by different 

percentages [ratios]."12 Each part can take on values of 

the other parts as well. This fact, coupled with the fact 

that all the parts are derived from similar basic material, 

gives Brasskvintett and Zwedberg's other computer-assisted 

works a sense of unity, a cohesiveness. 

With this computer program "one can truly sculpture 

the form," says Zwedberg. In Brasskvintett. as in his 

earlier electro-acoustic works, Zwedberg works little by 

little, trying out various sets of ratios in different 

percentages until he gets something he likes. Then he keeps 

that and moves ahead. The computer program offers Zwedberg 

a distinct advantage over his earlier system of charts and 

graphs: he is now able to get immediate aural feedback on 

any and all changes anticipated or made. Zwedberg comments, 

"The composing process then becomes partly trial and error -

- you plug in a new set of parameters, or percentages, the 

computer changes the parts, and presto, you get to hear what 

12. Zwedberg, Interview, June 18, 1990. 
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the resulting changes are immediately. If you like it, you 

keep it. Then you try something else, etc."13 

EXAMPLE 2: Zwedberg, Brasskvintett. 
measures 1-2, 155-158, 194-196. 
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13. Zwedberg, Interview. 
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Like many of Zwedberg's works, Brasskvintett moves 

from sparse scoring in the beginning to increasingly thicker 

textures to very dense scoring at the end of the work. This 

creates a feeling of increasing intensity and forward 

motion. From measure 156 to the end (measure 196), there is 

an incessant undercurrent of sixteenth-notes that are passed 

around to all the members of the quintet. At first, only 

one or two players at a time are given continuous (or nearly 

continuous) sixteenth-notes, but toward the end all five are 

pounding out streams of sixteenths until Zwedberg abruptly 

stops the cacaphony on a short, simultaneous, fortissimo and 

dissonant verticality. Example 2 consists of excerpts 

taken from the beginning, middle, and end of Brasskvintett. 

Note the increased density of texture as the piece 

progresses, and the consistent undercurrent of a sixteenth-

note pulse throughout. 

Zwedberg says he knows of no one else in the world 

using computers and ratios in this manner.14 It is an 

extremely flexible program that can become very personal 

when one learns how to use it. His latest work, Gir (1990) 

for solo guitar, plastic toy boat15 and tape is an excellent 

example of the possibilities inherent in this system of 

composing. The plastic toy boat serves as the basic sound 

14. This comment was made June 18, 1990. 

15. plastbogserbit. 
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material for the tape. Its sound (hooot!) is sampled and 

stored for later permutation. Pitch content in the work is 

derived from the toy boat's own complex series of overtones. 

The final result, though at times too "busy," holds 

together. The verticalities, in particular, relate to one 

another in a vague but recognizable manner even though they 

are quite differentiated. Rhythms, almost too complex to 

decipher, are computer-generated permutations of a simple 

set of rhythmic values, so there remains an audible inherent 

relationship between them as well. It is as though, in 

spite of the rather severe manner of distortion of the basic 

motives, one can still hear the harmonic and rhythmic 

underpinnings in some imprecise yet unmistakeable way. 

Face the Music 

To date, Tommy Zwedberg has written two works 

employing trumpet: Brasskvintett and Face the Music (1977) 

for Bb trumpet and prepared tape. Face the Music is 

representative of an early phase in Zwedberg's development. 

The initial inspiration for Face the Music stems from 

Zwedberg's background as a trumpet player. The work is in 

part a summation of the anxieties and frustrations he felt 

during his many years as a trumpeter, particularly when 

called upon to play in a solo recital setting. This 

explains, in the composer's own words, the "nervous" or 

anxiety-ridden affect of the first section and the 

"reflective" mood of the middle section. Zwedberg also 



67 

provides the artwork for the cover of the published work. 

Meant to refer to a jury exam16 setting, Zwedberg's drawing 

shows the bell of a trumpet emitting two types of objects: 

speeding note heads captained by begoggled pilots, 

successfully heading toward their mark; and depictions of 

less fortunate persons, not attached to a note or anything 

else, hurtling out of the bell of the trumpet toward no 

particular destination, hats coming off and looks of despair 

on their faces. These figures represent unsuccessful 

students being tossed aside.17 

The trumpet part is written in standard notation for 

the most part, while the tape part is notated graphically, 

affording a visual approximation of the electronically 

produced sounds. Donald F. Buchla, whom Zwedberg visited in 

San Francisco in 1976, created the synthesizer used to 

produce the taped sounds in Face the Music. The synthesizer 

was one of Buchla's early models (series 100),18 built 

during the mid-late 1960s. It was an analog synthesizer 

that had the capability to be connected to a tone generator, 

ring modulator, frequency shifter and filters; all of which 

16. A music performance exam at a college or university. 

17. See reproduction in Appendix A, page 171. 

18. Hugh Davies, "Buchla," The New Grove Dictionary of Music 
and Musicians, 20 vols., ed. Stanley Sadie (London: 
MacMillan, 1980), III, 277. Buchla never called his 
instruments "synthesizers." This particular model was 
named the Modular Electronic Music System. 



68 

were used in Face the Music. The tape part was made first 

and the trumpet adapted to it later. The two parts are 

equal in importance — this is not a trumpet piece with tape 

accompaniment. 

The formal layout of Face the Music is ternary, with 

the third of its three sections closely resembling the first 

in the trumpet part, but incorporating elements of both the 

first and second sections in the tape part. The first two 

sections can be further divided into many subsections, with 

the resultant formal scheme as follows (and hereafter 

referred to as ): Introduction, IA, IB, IC...IIA, IIB, 

IIC...III. Each of the first two sections clearly exhibits 

a primary affect, the nervous and reflective, respectively, 

while the third section simply combines, or is a summation 

of, the first two. 

The piece begins with a 25 second introduction of 

taped material consisting of distorted piano sounds that 

ascend in pitch and crescendo in volume. At the 26 second 

mark (the beginning of section IA), the trumpet enters with 

a statement that alludes to programmatic (nervous) affect. 

It contains a rapid sequence of disjunct interval leaps, 

wide dynamic swings, and in the third measure an indication 

for exaggerated vibrato (Example 3). This results in a 

trumpet line that sounds frantic or out-of-control. Here 

Zwedberg intends to portray either or both of two 

situations: the sounds that a nervous trumpeter might 
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accidently produce as he/she attempts to play something 

simple and melodically straightforward; or, an imagination 

at work: no matter what the actual notes are of a recital or 

jury piece, the "anxious" mind sees it like this! 

EXAMPLE 3: Zwedberg, Face the Music. 26" to 35". 
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During section IA (Example 3), in order to underscore 

further the depiction of a nervous trumpeter, Zwedberg's 

tape accompaniment is primarily made up of distorted trumpet 

sounds, frantically intoning at random and in different 

registers, sounding somewhat like a busy New York City 

street. Again, this depicts what a nervous trumpeter might 

hear in his/her own mind while performing. 

The trumpet part is notated in simple 2/4 meter, but 

contains subdivisions such as thirty-second notes within a 

septuplet occuring over one half of one beat, and phrases 

that begin and end on fractions of the beat. This 

effectively obscures any semblance of regularly recurring 

rhythm. The neurotic interplay between the live and taped 

trumpets continues until the 49" mark, whereupon the tape 
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begins playing sustained trumpet sounds manipulated 

electronically in a new way. The live trumpet continues on 

with its disjunct exhortations, but gradually the frequency 

of attacks slows and finally stops, bringing subsection IA 

to a close. 

Subsection IB, beginning at 1'26", is distinct from 

subsection IA in two ways. First, the sounds now generated 

on the Buchla synthesizer are much more varied and primarily 

derived from piano sounds. Second, the pacing of the 

trumpet part is much slower, as if the performer is relaxing 

a bit. At the end of this subsection a flurry of activity 

heralds the coming of subsection IC and the return of 

electronically altered trumpet sounds on the tape. This 

time, however, the trumpet sounds have a decidedly different 

manifestation, and appear droopy, as if they were melting. 

The live trumpet part also assumes a different character at 

this point through the use of hand-stopping (Example 4). 

Zwedberg's notation directs the performer to 

alternately insert his hand fully into the bell, half-way 

into the bell, or not at all, with occasional indications to 

move back and forth between these positions gradually. The 

technique is described in the preface to Shazam (Example 5). 

The resultant muted effects complement the sounds on 

the tape very well. This subsection (IC) closely resembles 

that of IA in terms of pitch content, frequency of attack 

and timbre, yet differs markedly in effect due the 
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EXAMPLE 4: Zwedberg, Face the Music, 2* 40" to 3'11' 

EXAMPLE 5: Zwedberg, Face the Music, Preface. 
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synthesizer manipulations and the hand-stopping. At the end 

of section I the trumpet anticipates section II by intoning 

a long note at the 3'30" mark and holding through until 

3*38". 

In section IIA, the prepared tape drones a "C" pedal 

point. Above this Zwedberg places pitches that bend or 

slide back and forth between a verticality of open fifths 

and an implied c-minor chord with added ninth. The trumpet 

then enters at the 4'11" mark on the flat second ("Db" 

Concert), thus creating harmonic tension that is finally 

resolved at 4'29" when the trumpet moves to a "C" concert 

(written "D" in Example 6). 

EXAMPLE 6: Zwedberg, Face the Music. 4'04" to 5'00". 

'r 
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The tape part In section 2A is made up of sounds 

primarily derived from a trumpet with a wah-wah (harmon) 

mute inserted. Using tape loops, Zwedberg processed the 

muted sound through the Buchla synthesizer. Although the 

timbre of the harmon mute was slightly altered in the 

process, it retains some of its characteristic sound. The 

"live" trumpet part is also muted in harmon (wah-wah) so as 

to match the tape part. Although not mentioned specifically 

in the score, it is best to leave the stem of the harmon 

mute all the way in rather than extended. This allows the 

trumpet player a wider range of dynamics, and produces a 

sound that better matches the sounds on tape. 

Section IIA is primarily a study in sound variation. 

The tape and trumpet parts primarily consist of a series of 

long, sustained tones onto which subtle changes in timbre 

are imposed. To the trumpet player this means changing the 

speed of vibrato (from very fast to none at all) and 

applying trills of differing speeds to the long tones as 

well. Throughout this section the dynamics are subdued and 

thus underscore the nature of the intended affect. 

Again, as with many other sections and subsections, 

Zwedberg presages what is to come in subsection IIB at the 

end of IIA, here with a short flurry of notes in the trumpet 
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part followed by "white noise"19 on the tape. As the white 

noise builds in intensity, the muted trumpet fades out. A 

straight mute is inserted during a seven second rest as the 

tape builds to a climax. An outburst at 6'07 signals the 

beginning of section IIB. Here all of the subtlety of 

section IIA is replaced with a fury of activity and violent 

outbursts. The trumpet part explodes with glissandi, 

eharmonic trills, wide dynamic changes, and indistinct 

pitches throughout all registers. The dynamic level of the 

tape keeps rising and the white noise is replaced with very 

percussive, distorted piano sounds. Suddenly, both the 

trumpet and tape become silent. The trumpeter is then 

instructed to remove the straight mute, and while doing so 

hit it against the bell of the trumpet and let it ring. Of 

this theatricality Zwedberg says, "when you try to take the 

mute out of the bell it is often clumsy. So I wrote it in 

the part purposely — this is better than by accident."20 

The remainder of section IIB is marked by the 

performer blowing into the straight mute as if blowing into 

a bottle. The performer is instructed to create a dialogue 

with the tape part, first softly, then louder and with 

19. "A sound, somewhat like a hiss, made up of a random 
distribution of audible frequencies at equal 
intensities." Don Randel, The New Harvard Dictionary of 
Music, Rev. ed. (London: Harvard University Press, 
1986), 993. 

20. Zwedberg, Interview by phone, August 7, 1990. 
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EXAMPLE 7: Zwedberg, Face the Music. 6'29" to 6'38" 
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increasing intensity. The principle of overblowing, in 

order to produce differing overtones, is also recommended. 

The blowing of the mute represents the only improvisational 

interaction in the piece, and in order that this section be 

rendered effectively, the performer must project the 

appropriate degree of spontaneity. 

At 7'02" the mute blowing ceases and section IIC 

begins. This section is a tape "solo" made up of long, 

sustained sounds just as in section IIA, but here they are 

derived from open, not muted, trumpet sounds transposed into 

several registers. At 8*01" an unadorned synthesized sound 

is added to the trumpet sounds and this builds to a climax 

at 8'12", the beginning of section III. 

Section III (Example 8) begins with a purely 

electronically generated sound, intoned at full volume and 

descending (much like a siren) in pitch. After thirteen 



EXAMPLE 8: Zwedberg, Face the Music. 8'48" to 9'20". 
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seconds of this, the trumpet enters. The trumpet part in 

section three strongly resembles that of Section IA, with 

its disjunct interval leaps and wide dynamic range. It is 

even more frantic sounding here than earlier, however, and 

employs a great deal of hand-stopping as well. 

The tape part drones throughout with a non-stop pedal 

point, with occassional interjections and interruptions that 

recall sounds heard earlier in the work. The trumpet part 

finally stops its wild intonations, coming to rest on an 

first-space F# that moves gradually from fully stopped to 

partially stopped and back again. The tape part changes to 

white noise again, and both parts dimenuendo to nothing, 

with the tape alone occupying the last 20 seconds. This 

recapitulation in section III, using material from all 
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previous sections, ties the whole piece together. 

Pitch content in the trumpet part is loosely based on 

the twelve-tone ideal. That is, there is an obvious intent 

to avoid the use of octaves (of which there are none), 

fifths (of which there are a total of five) and any other 

hint at traditional tonality. Zwedberg corraborates, "For 

me, twelve-tone is other things besides rows and seria. I 

used a total-chromatic way of thinking in Face the Music. I 

was tired of tonal, dance music, so I wanted to try 

something else."21 The trumpet part contains only vague 

references to any particular row as generating material and, 

according to the composer, this is only by coincidence. 

From the 8'33.5" mark to 8'55" there occurs the only 

instance where the 12 chromatic tones are played in sequence 

without interruption. At first glance, it appears to be a 

row of only 11 notes, beginning with several repeated F-

sharps. However, the written F-sharp just prior to the 

8'34" mark is notated to be completely stopped, thus 

rendering the sounding pitch F-natural. 

The apparent "row" thus contains the following notes 

(in order of there appearance): F, F#, E, Eb, G, D, Ab, C#, 

C, A, Bb and B. Two hexachords can be derived from the 

above by taking F and F# as separate starting points. 

Starting with F first and choosing only successive 

21. Zwedberg, Interview, June 18, 1990. 
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descending half-steps creates the following hexachord: F, E, 

Eb, D, C# and C. Starting with F# and choosing ascending 

half-steps creates another hexachord: F#, G, G#, A, Bb and 

B. Since both hexachords are built entirely of successive 

half-steps, they would be identical in various permutations. 

Zwedberg, however, has indicated that the appearance of this 

"row" is completely coincidental. Therefore, the importance 

of pointing out its existence lies only in the fact that 

this "row" (particularly its hexachordal implications), if 

not actually part of the basic generative material of the 

work, is reflective of the nature of the melodic content. 

The half-step, in other words, is by far the predominate 

interval used in the construction of the trumpet part. The 

half-step is, in fact, so much the favorite interval in this 

work, that it can be called motivic: a primary generating 

force for musical material. 

If the various intervallic leaps are combined into 

categories of like quality, a picture emerges as to the 

overall character of the line. The following categories are 

instructive: movement by half-step (including major 7ths and 

minor 9ths), by whole-step (including minor 7ths and major 

9ths), by minor third (including major 6ths), by major third 

(including minor 6ths), by perfect fourth and fifth, and by 

tritone. The numerical totals and resulting percentages of 

intervallic content from sections I, II, III as well as for 

the entire piece are given in Example 9. 
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EXAMPLE 9: Zwedberg, Face the Music, Interval Content. 

Section 

1 (%) 2 (%) 3 (%) Total (%) 

Half-steps: 74 (44%) 40*(42%) 19 (35%) 133 (42%) 
Whole-steps: 21 30 6 57 (18%) 
Minor thirds: 15 12 7 34 (11%) 
Major thirds: 10 3 6 19 (6%) 
Perfect 4ths @ 5ths: 15 6 11 32 (10%) 
Tritones: 33 4 5 42 (13%) 
Octaves: 0 0 0 0 

Totals: 168 95 54 317 

*omitting most of the written out trill at 
the 4'56" mark. 

As shown in Example 9, a full 42% of all possible 

interval leaps in the trumpet part are by half-step. The 

next most common, the whole step, only occurred 18% of the 

time by comparison. The chart also reflects Zwedberg's 

clear intent to obviate any sense of tonality. There are no 

octave jumps, only a few minor thirds (11%), even fewer 

major thirds (6%) and more tritones (13%) than perfect 

fourths and fifths combined (10%). In addition, the tape 

part does not contain any verticalities that would in any 

way be suggestive of tonality. 

From a performance practice standpoint, this piece 

demands of the trumpet player use of techniques and devices 

that are somewhat outside the normal requirements of trumpet 

playing. Effects such as glissandi, wide vibrato, straight-

tone, enharmonic trills using false-fingering, hand-stopping 

and mute-blowing are important components of the work. They 
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contribute much to the character of Zwedberg's conception, 

and so must be played with virtuosic flair and abandon. The 

glissandos must be played energetically with much air 

support, both ascending and descending. The wide vibrato 

must be noticeably wide, yet consistent and under control. 

The false fingerings must be played with eveness and 

assuredness. The mute-blowing must be rendered in an 

improvisatory manner, but with conviction and as if in 

conversation with the tape. 

The hand-stopping in particular is quite unusual and 

difficult to execute properly. Insertion of the hand into 

the bell must be accomplished carefully so as to minimize 

jarring of the embouchure. The depth to which one inserts 

the hand also greatly affects pitch. Full hand-stopping 

should lower the pitch one half-step and half-stopped notes 

should be lowered one quarter-tone. In addition, there are 

moments in the piece that require the performer to move 

gradually from open horn to stopped and back. The effects 

produced by the hand-stopping are central to a successful 

rendering of the work, so it is imperative that the 

trumpeter be vigilant about exact hand placement. 

Zwedberg very specifically notates articulation 

markings and dynamics. As with much contemporary music, 

these instructions constitute an integral part of the very 

fabric of the music. The performer should be very 

aggressive regarding their interpretation; if he/she is to 
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err, let it be on the side of overplaying instead of 

underplaying. Short notes should be played very short, 

crescendos and decrescendos dramatic, and fortes 

resoundingly. 

Much of the performer's time in practice sessions will 

be of necessity devoted to timing the trumpet part to the 

tape part. Face the Music is exactly 10 minutes long, and 

each second is demarcated on the score. Most of the trumpet 

part is notated traditionally, with each quarter-note 

(whether in 2/4 or 4/4) comprising one second. The effect, 

however, of the extreme rhythmical complexity in the trumpet 

part, coupled with the lack of any regularly reccuring meter 

in the tape part, is to obscure any sense of meter whatever. 

This leaves the performer with the responsibility of 

following every sound cue on the tape as closely as 

possible. 

A reel-to-reel tape recorder with 15-inch per second 

playback capability, amplifier, and speakers are necessary 

components for proper rendering of the tape part. In order 

to establish proper balance between performer and tape, one 

needs to consider the dimensions of the concert or recital 

hall as well as the volume control on the amplifier. The 

two parts should be equal in volume at any given dynamic 

level, as neither part is specifically an "accompaniment" 

part. It is necessary for the performer to experiment with 

speaker placement and volume settings prior to a performance 
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in any particular setting. 

Zwedberg's penchant for concrete sounds is evident in 

Face the Music. Although he did occasionally use sounds of 

pure electronic generation, such as the white noise in 

sections II and III and the "siren" sound heralding the 

final section, most were tape-recorded "real" sounds run 

through the Buchla synthesizer and manipulated. Zwedberg 

found it necessary to run the tape directly through the 

synthesizer because sampling did not yet exist. The sound 

material was taken from the following basic sources: piano, 

trumpet, trumpet in harmon and straight mute, taped trumpet 

run backward through a tape deck, ring modulator and white 

noise generated from the synthesizer itself. After the 

selection of basic sound material, Zwedberg set about to 

alter these sounds in order to create many different "new1 

sounds. Finally, with his "palette" of selected sound 

material compiled and at the ready, he began to compose. 

Face the Music received first honorable mention (3rd 

place) in the mixed-class category at the 1978 Electronic 

Music Festival in Bourges, France. When one juxtaposes 

electronic and live instruments, it is of the utmost 

importance to establish a connection between these 

"components1 so that the piece is, as a whole, unified. 

Zwedberg partially solved the problem in Face the Music by 

letting manipulated trumpet sounds make up a large portion 

of the tape. As with traditional concert music, Face the 
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Music begins with a solo piano introduction, in this case 

manipulated piano sounds, broken or torn apart. These 

sounds appear again in an altered form, but with similar 

character, at the end of the piece, tying the piece 

together. Zwedberg weaves these elements into the 

sectional format of the piece in such a way as to lend the 

work a tangible, even "earthy" quality. Thus, Face the 

Music is successful at combining aspects of twelve-tone 

technique with an interesting tonal palette full of 

expressive, intuitive gestures. This results in 

challenging, intellectually satisfying, and worthwhile 

music. 



CHAPTER IV 

THE MUSIC OF FOLKE RABE 

Born in Stockholm on October 28, 1935, Folke Rabe 

began his professional music career as a dixieland jazz 

trombonist at the age of 14. From that time forward, he 

performed regularly with various school and professional 

dixieland bands (such as the Black Bottom Stompers) until 

1954, at which time he was appointed lead trombone for one 

of Sweden's most prestigious "big bands," the Lulle Ellbojs 

jazz band. Between 1958 and 1964 Rabe played with Jack 

Lidstrom's Hep Cats and also with Harry Arnold's Radio 

Band.1 

In these bands, Rabe was provided with a framework for 

organized improvisation, and he took advantage of the 

opportunity to become adept at it (particularly collective 

improvisation). As a jazz soloist, Rabe plays in a lyrical, 

mainstream style with short bursts of bizarre 

interruptions.2 His experience with jazz improvisation 

helped shape his attitude toward the use of improvisation in 

1. Folke Rabe, Tape-recorded interview by phone, conducted 
by Larry Engstrom, Stockholm, Sweden, July 9, 1990. 

2. Krister Malm, "Folke Rabe," Sohlmann's Musik Lexicon. 2nd 
ed., 5 vols., ed. Lennart Reimers (Stockholm: Sohlmann's 
Forlag, 1979), V, 137. 

84 
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non-jazz settings later on.3 

By the mid-1950s, Rabe seemed assured of a career as a 

professional musician. In 1957, however, after he finished 

his mandatory military service (required of all Swedish 

males at the time), he decided to pursue an education. From 

1957 to to 1964 he studied music education, trombone and 

composition at the Royal Academy of Music in Stockholm. He 

graduated as a music teacher in 1962, but stayed on for two 

more years in the composition class, where he had the 

opportunity to work with Karl-Birger Blohmdahl, Bo Wallner 

and Gyorgy Ligeti. Immediately after leaving the class in 

1964, Rabe was employed by the same institution as an 

assistant teacher in the composition class (a job at which 

he stayed for the next four years). 

Rabe began composing about the same time he enrolled 

at the Royal Academy. The "Monday Group" was very 

influential at the time, and he especially liked Blomdahl's 

Facetter and Kammerkonserten (Chamber Concerto). Rabe says 

of the time, "Bo Wallner opened new perspectives and Karl-

Birger [Blomdahl] was like a father figure to many of us."4 

Although his studies with Blomdahl at the Royal Academy were 

3. Rabe, op. cit. Much of the material in this chapter 
comes from the interview cited. Except for quotations, 
most future references will not be cited. 

4. Folke Rabe, "Mitt taskiga 50-tal," Nutida Musik I I (1981-
82), 37. ("Bo Wallner oppnade nya perspektiv och Karl-
Birger var som en pappa for mSnga av oss.") 
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very instructive, Rabe looked instead to a colleague of his 

for inspiration: Jan Bark. Bark, also a jazz trombone 

player, was always searching for new means of musical 

expression, and Rabe found that they had complementary ideas 

about the nature of music composition and performance. 

Rabe's musical development was also being nurtured by 

trips abroad to Germany (Darmstadt, Cologne), Holland and 

other European countries. His trips to Darmstadt and 

Cologne did not endear him to their particular style of 

electro-acoustic composition. Of them he has said: "The 

groups surrounding Eimert and Stockhausen and the Electronic 

Music Studio in Cologne developed a rhetoric around their 

music and writings that was weighted down by pretentious 

Germanic quasi-scientificness...During the summer courses in 

Darmstadt this music myth was cultivated on an international 

level with Boulez, Nono and many other visiting 

celebrities."5 Rabe acknowledges their importance in the 

development of new methods and forms of musical expression, 

and that they sometimes produced good works, but he disdains 

the contention that any system could hinder or further the 

creation of good music — to him either argument is 

5. Ibid. ("Gruppen kring Eimert, Stockhausen och 
elektronmusikstudion i Koln utvecklade omkring sin musik 
en retorik och ett skriftstalleri som tyngdes av 
pretenti&s, germansk kvasivetenskaplighet...Vid 
sommarkurserna i Darmstadt odlades denna musikmytologi p& 
internationellt plan med Boulez, Nono och m&nga andra 
tillresta celebriteter.") 
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nonsense! In general, he considers the 1950s a time of 

"cold war" even in music. It was his perception that at the 

time, composers were preoccupied with being clever and 

complex rather than genuinely creative. It seemed as though 

they strove to be "remarkable" or to "impress" others. Rabe 

strongly disagreed with that ideal and was relieved when it 

began to dissipate in the 1960s. 

In 1962, along with Jan Bark, Rabe began working on a 

project they called Ljudverkstad (sound factory). For some 

time Rabe had been interested in the nature of sound. He 

understood sound's physical-acoustical principles, but 

wanted to discover more about its psycho-acoustical 

components solely through listening. Of this Rabe said: 

I began the project by listening to single notes 
with great concentration in order to separate their 
various parts. I heard how the distribution of 
overtones of piano sounds change according to how the 
the tone faded out...Then I listened to the fragile 
arpeggio formants that occur when changing vowel sounds 
on a single pitch. I also tried to hear at least some 
of the many complicated things that happen as a sound 
comes to life."6 

His first attempts at listening did not provide much 

6. Folke Rabe, "Va??" Nutida Musik. XI/3-4 (1967-68), 33-34. 
("Jag borjade denna hobbyverksamhet med att lyssna 
uppmMrksamt pS enskilda toner fdr att separera ut deras 
best&ndsdelar. Jag horde hur overtonsfdrdelningen i en 
pianoton forSndras allt eftersom tonen f&rklingar...Jag 
lyssnade pS det sprdda formant-arpeggio som uppst&r nar 
man vMxlar vokal pi en och samma tonhojd. Jag ftirsdkte 
ocksS hdra ut Stminstone en del av de komplicerade 
fdrlopp som ager rum nar ett ljud blir till.") 
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insight, but later he found — by listening intently and 

repeatedly to various music — that he could actually make 

his hearing more sensitive simply through hearing the same 

thing over and over again, said Rabe, "By putting myself 

through these experiments, I started to hear more and more 

interesting sounds all around me..."7 From a scientific 

point of view, these experiments would only constitute the 

first step. In this case, however, theoretical knowledge 

was not the primary objective. Rather, the goal was simply 

the sensory experience. The results of Rabe's efforts in 

this regard evolved into a text and correspondence course 

through which interested individuals could explore the 

nature of sound for themselves. 

The 1960s 

Rabe's achievements as a composer of choral music have 

been vitally important to the development of his personal 

style. "I wanted to create music for real situations, where 

ordinary people could use it, which is why I liked to work 

with choral music,"8 he says. His choral compositions have 

7. Rabe, op cit.. 34. (Genom att utsatta mig sjalv fdr de 
hMr forsoken tycker jag att jag har borjat hora fler och 
intressantare ljud omkring mig.") 

8. Henrik Sjogren, "Rabe ger ljud ifran sig igen: 'Jag far 
kickar av att komponera,'" Tonfallet 12 (1982), 11. 
("Jag vill g6ra musik fdr konkreta situationer, detr 
vanliga mMnniskor kan anvanda den. Det ar darfor jag si 
garna arbetat med kormusik.") 
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concentrated on such widely different elements as choral 

speech effects, improvisation, graphic notation, and unusual 

sound production. His composing breakthrough came with a 

piece for "speech-choir" entitled Piece (1961). The work is 

based on nonsense verses by Lasse O'M&nsson (Swedish 

humorist) and features many unusual vocal effects. Although 

Piece earned Rabe much recognition, it was three years later 

that he composed his most celebrated and most frequently 

performed work for choir: Rondes (1964). This work is 

unconventional in its use of nasal sounds, lip flapping 

(smacking) and sounding of consonants. Rabe says, "In 

Rondes I took into consideration the fact that an ensemble 

is also seen in a live performance."9 To that end, he has 

the choir members moving parts of their bodies in different 

ways. These movements have more than visual value, however: 

the acoustical result of the movement is an important 

component of the total sound of the work. 

Rabe became associated with Karl-Eric Andersson and 

his Bel-Canto choir, and together they made many long tours 

throughout Europe. They were early representatives of a 

"new art form" in which atmosphere, action, tone, movement, 

9. Goran Bergendal, "Folke Rabe," 33 Svenska Kompositorer 
(Falun, Sweden: B. Wahlstroms, 1972), 216. (I Rondes har 
jag bl.a. tagit hansyn till det forhSllandet, att en 
ensemble ocksi syns vid ett 'levande framfdrande. ") 
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sound and light were unified.10 The three primary 

ingredients of this new art form were: music, but not in the 

conventional sense; theater, but nothing at all like Swedish 

dramatic theater; and movement, which was very important, 

but not at all like ballet. The "concerts" included light 

projections, improvisation, unconventional sound sources and 

humor.11 

In 1970, after three years of performances and touring 

during which he had not written any new works, Rabe composed 

again for a capella choir. Joe's Harp is actually two 

pieces, although the first part often stands alone as its 

namesake. The first part is built on a nasal singing 

technique in which the singers alter the sound quality 

through changes in oral cavity shape, thus producing 

different overtones. The resultant texture is not unlike 

that of a Jew's Harp, in which the mouth also acts as a 

resonator in the reinforcing of different partials. The 

second part of Joe's Harp is called Public Harp. It 

consists entirely of explanations about how to make similar 

pieces using this particular singing technique, but contains 

no music whatsoever. Rabe's instructions to the second part 

include a caveat to not use his name in the program as 

10. Lennart Reimers, "Folke Rabe — eller Om betydelien av 
atmosfariska storningar," Musikrevv 1/2-3 (1989), 10-16. 

11. Ibid., 11. 
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composer, since it is really no longer his work!12 

During the 1960s Rabe was notable for his unique, 

experimental compositional style. Many of his works were 

unconventional, and often they contained displays of 

humor.13 In addition to his choral works, Rabe composed 

music for radio, television, theater, media "happenings and 

the Kulturkvartetten. The "Culture Quartet" was a group of 

four trombonists co-founded by Rabe and Jan Bark. In the 

1960s they attracted much attention with their frequent 

tours featuring their own, unique compositions. One of 

these particular works, Bolos (1962), composed along with 

Jan Bark, occupies a legendary position in the history of 

contemporary Swedish music.14 It represents an early 

attempt to devise new technical approaches toward 

instruments and it treats the audience in a new way as 

well. 

"Bolos" is a Greek word which translates as a fluffy, 

dry chunk of earth. The piece grows slowly and discreetly 

out of glissandi, various muted sounds and drumming on the 

trombones themselves. It slowly builds to a duel between 

two of the four players. They "duel" using first mouthpiece 

12. Bergendal, op. cit.. 217-218. 

13. Stig Jacobsson and Hans-Gunnar Peterson. Swedish 
Composers of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 151. 

14. Ibid. 
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alone, then their horns as if they were speaking, not 

playing. They move toward and away from each other in 

shifting formations at different tempi, with intermittent 

stops along the way. During these pauses, the musicians are 

directed to stay motionless until the audience reacts 

(claps) after which they begin their movements again. The 

piece requires individual artistry, but also collective 

improvisational skill from all four trombonists.15 

In Bolos, and in many of his compositions throughout 

the 1960s, Rabe allowed for much improvisation, though 

within certain boundries. Typically, he provided general 

instructions that indicated roughly how the particular 

section was supposed to sound, or assigned particular 

elements of sound which could be intoned in different ways. 

When asked if he thought his jazz background had anything to 

do with his penchant for improvisation in his compositions, 

he replied: "Yes, in a way. It's [Rabe refers to his works 

from the 1960s] not music that sounds like it refers to 

jazz, or anything like that, but I would say that my 

attitude toward music is very similar to that which a jazz 

musician has."16 

When Bolos was conceived, Rabe and Bark had not yet 

given their trombone quartet a name. It was only with a 

15. Reimers, OP. cit.. 11. 

16. Rabe, Interview by phone. 
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1963 performance at the Ung Nordisk musik festival in 

Helsinki, Finland that the group decided they needed a 

name. Thus, the Kulturkvartetten was born, and Rabe has 

since, for the most part, used his trombone only within its 

context. The quartet endeavored to "open up" the "stodgy" 

atmosphere of the traditional concert setting by the 

inclusion of unconventional sound material and theatrics, 

and also by involving the audience in participatory 

activities. The group was invited to new music festivals 

all over Europe. Rabe says of the time: "It was very 

exciting touring until we realized that the audience also 

toured."17 He became disenchanted when he discovered that 

the new music was being played only in musical 

"greenhouses." As a composer, he did not wish to have his 

music played only in exclusive situations. 

The Kulturkvartetten stayed together through most of 

the 1960s. Another good example of Rabe's style of 

composing for the group can be found in Polonaise (1966). 

In one section of the work all four trombonists 

simultaneously sound the pitch "A" while walking in diagonal 

patterns. They walk faster and faster until they "feel" 

something must happen. At this point everyone changes to a 

"Bb," followed closely by the building of an Eb major chord, 

17. Sjogren, OP. cit. . 11. ("Det var spannande turnSer 
tills vi uppt&ckte att publiken ocksS turnerade...") 
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and then into a section of conventional four-part harmony 

(marked in the score as "the beautiful part"). Finally, the 

four trombonists fall asleep from exhaustion while small, 

discreet snoring (from the instruments) occurs and a feather 

falls slowly from above.18 Both Bolos and Polonaise are 

less Burlesque than they appear in verbal description, but 

audiences found them engaging to the extent that, through 

their performances, Rabe and the Kulturkvartetten became 

widely known. 

From the mid-1960s to the end of the decade, the 

Kulturkvartetten and Bel Canto Choir worked together on a 

cooperative basis. This relationship led to a new series of 

compositions such as in Pipe Lines, in which changes in 

timbre constitute the central focus. The piece moves from 

singing, to singing through pipes, to singing through 

trombones, to playing trombones. In this work, Rabe tried 

to show that the trombone is, in fact, just an extension of 

the voice.19 

In 1965 Rabe was composer-in-residence at the San 

Francisco Tape Center. While there he worked as the musical 

leader and composer for Ann Halprin's Dancers Workshop 

Company and with theater director Ken Dewey, producing a 

film entitled Mannen som overgav hilar ("The Man Who Gave Up 

18. Reimers, OP. cit.. 12-13. 

19. Ibid., 13. 
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Cars"). Rabe also spent time with Terry Riley in San 

Francisco. Riley's ideas, and to some extent the music of 

Lamont Young, influenced Rabe very much. Two of Rabe's 

subsequent works, Va? and Joe's Harp, can be directly 

attributed to this association.20 Va? is a 25 minute-long 

electronic music piece that focuses on very subtle changes 

in sound quality. It is therefore reflective of the 

minimalist style of Riley and Young. 

The 1970s and Rikskonserter 

Rabe has always been interested in education. For 

this reason, and an accompanying belief in the need for a 

Swedish musical bureaucracy, Rabe accepted employment at 

Rikskonserter in 1968. Rabe began as a studio consultant, 

producing program notes for sponsored concerts. Soon 

thereafter (1970), he became the producer for experimental 

music concerts, with the primary goal being to provide this 

kind of music to areas that would not otherwise receive that 

exposure. In 1972 Rabe became the first director of the 

school concerts section. In 1974 he was promoted to 

Artist's Bureau Chief in charge of all artist contracts. 

While at Rikskonserter, Rabe developed a great ability 

to unify the artistic with the pedagogic. He developed a 

pre-school sound workshop program that has become a 

20. Rabe, Interview by phone. 



96 

permanent fixture within the institution. He was very 

organized, and soon his administrative talent led him to 

assume the top position within Rikskonserter, that of 

Program Director. During the 1970s Rabe also served several 

years as Chairman of NOMUS and was on the boards of the 

Royal Music Academy and the Electronic Music Studio. 

Rabe's interest in the job at Rikskonserter was based 

on the opportunities it would provide him for implementing 

his ideas regarding actual listener participation in musical 

presentations. For him, it was not enough for someone to 

attend a concert and then go home. He believed in offering 

an audience something that would stimulate their own 

initiative and activities. This was not in opposition to 

the concert hall environment, but was rather a complementary 

alternative. "Rather than simply providing 'big-city' 

soloists and concerts for the 'ignorant country folk,'" Rabe 

said sarcastically, "it is more important to get the 

'country folk' to take part in the cultural life."21 

"I was totally for the decentralizing program," Rabe 

says, "but I tried to prevent the confusion that could 

easily become a side effect. I tried to keep order and 

coordination between the various sections and create some 

general rules."22 Regarding bureaucracy, Rabe thinks it 

21. Rabe, Interview by phone. 

22. Sjogren, OP. cit.. 11. 
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unfortunate that people get "easy" applause for jokes about 

it, because he views bureaucracy as necessary. To him, it 

is an idealistic and romantic view to think that cultural 

development can work without public administration. He also 

believes that Sweden's modern cultural institutions are open 

and reasonable.23 

The 1980s: Back to Composing 

Because of working within education and Rikskonserter, 

Rabe did not compose during the 1970s. In 1980, he left his 

job as Program Director and went to work for Swedish Radio 

on a part-time basis as Music Producer for the Children and 

Juvenile section. The Swedish musical community lost an 

able administrator in 1980, but gained not only a radio 

producer but a composer as well. Though happy he left 

Rikskonserter, Rabe does not regret his tenure there. He 

has become more organized as a result. After his departure, 

he was eager to compose again, and since 1980 has been able 

to find enough time in his off-hours to write many new 

works. 

His recent compositions have again turned to the choir 

and wind music worlds. Tv& strofer (1980) and To Love 

(1984) are both for mixed choir a capella. Altiplano (1982) 

was commissioned for an Austrian wind orchestra and 

23. Ibid.. 10. 
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features, in addition to many wind instruments and 

percussion, bottles filled to various levels which are then 

blown into. The melodic material in Altiplano (the name 

refers to a region in the Peruvian Andes) is derived from 

indigenous Indian folk melodies that were compiled during a 

trip to that area in 1971-72. Half of all the money that 

Rabe earns through performances of this work will be sent 

back to the citizens of Altiplano.24 

Instrumental works have again interested Rabe in the 

1980s. Basta. for unaccompanied trombone, won first prize 

at an international competition for music composers in 

Geneva, Switzerland, in 1982. The work became known 

worldwide by the late 1980s, due largely to the recording 

made by Swedish trombone virtuoso Christian Lindberg and his 

many performances of it on tour. In Basta. the performer is 

directed to hurry on stage, taking no heed of any welcome by 

the audience, and to begin playing immediately. At the end, 

the directions dictate an immediate exit, but without any 

"show" about it. The unusual entrance and exit are merely 

meant to underscore a continuity — there is nothing before 

or after the piece to mark its place in time.25 

During the entire Spring of 1984, Rabe worked with a 

Kindergarten in H&bo to find ways to make children more 

24. Reimers, OP. cit., 14. 

25. Reimers, op. cit., 15. 
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aware of sound. His approach, which drew upon his past 

experiments with the nature of sound, focused on teaching 

the children how to recognize and distinguish one sound from 

another. Rabe believes that there is a significant 

destruction of the environment regarding sound, and that it 

therefore is important to make children aware of sounds and 

their significance.26 Rabe stated at the time, "I have 

realized my greatest success as a composer at this 

Kindergarten. Here I've received spontaneous reactions to 

my electronic works like nowhere else."27 

Since 1983, Rabe and Jan Bark have joined forces again 

in the Nya Kulturkvartetten (New Cultural Quartet), a group 

modelled on the former quartet but with different 

instrumentation. In addition to Rabe and Bark, the Nya 

Kulturkvartetten includes a Danish composer and multi-media 

musician who goes by the name Fuzzy, and Thord Norman, a 

film-maker and photographer. Together they work with 

staging, electronics, pictures, lights, acting, and include 

many different live instruments such as trombone, clarinet, 

piano, flute, percussion and synthesizer. Of the foundation 

of this "intermedia quartet," Hans-Gunnar Peterson says that 

26. Karl-Ola Nilsson, "Folke Rabe p& dagis: ' Min storsta 
framgSng som tonssittare,'" Tonfallet VI/VII (1984), 7 

27. Ibid. ("Jag har upplevt mina stdrsta framgingar som 
tonsMttare p& daghemmet. Har har jag mott spontana 
reaktioner p& mina elektroniska stycken som ingen 
annanstans.") 
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Rabe has "once again asserted the importance in art of 

combining humour, seriously intended interpretations with 

bizarre gestures, not least as a means of provoking the 

independent thoughts of the listener."28 

As of this writing, Folke Rabe has written two works 

employing the trumpet: Escalations (1988) for Brass Quintet 

and Shazam (1984) for unaccompanied trumpet. Escalations 

was written on commission for the Swedish Brass Quintet of 

Stockholm. Upon receiving the assignment, it was Rabe's 

first thought to write some kind of etude for this group of 

very skilled brass musicians. Traditional etudes often use 

scales, so Rabe decided to use scale passages as the basis 

for the work. 

In the finished work, the scales and the piece in 

general are "escalating" throughout. The piece grows in 

complexity as the texture gains in density. The scales grow 

wider, from a compass of only a fourth to more than an 

octave. Therefore, the double meaning of "Escalations" is 

clear: the piece is built on scales (It: scala ) and it is 

expanding, or "escalating." 

The form of the work, determined by periodic 

recurrence of two distinct sections, can be diagrammed as 

ABAB...etc. Sections A and B alternate throughout, and can 

be distinguished from each other through differences in 

28. Jacobsson and Peterson, op. cit.. 153. 
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tempo and texture. The "A" sections are represented by 

rapid passages built on scales, and the "B" sections by 

tranquillo interruptions, some very short and others quite 

extended. In their first manifestation (Example 10), the 

scales are chromatic in nature and found only in the trumpet 

parts. 

EXAMPLE 10: Rabe, Escalations. measures 23-38 
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In measures 24-38 (Example 10), the French horn part 

establishes an "F" Concert pitch as a reference point. The 

first and second trumpet parts start at the same "F" in 

unison and consist entirely of eighth-notes, but the first 

part is organized in groups of five notes while the second 
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is in groups of six. It takes fifteen measures for the 

parts to meet at unison again, but the parts never resolve 

to the "F" as expected. Instead, the scalar movement and 

insistent pulse abruptly stop, and the first of many molto 

tranquillo sections (B) ensues. 

EXAMPLE 11: Rabe, Escalations. measure 39, 

Molto tranquillo 

proportionate the notei slightly irregularis 

During the 1980s, Rabe has, to a large extent, quit 

the kind of graphic scoring that he was fond of in the 

1960s. Most of his recent scores are, like Escalations. 

written in normal notation. The tranquillo sections, though 

quasi-improvisational, are written in a straightforward 

manner that is easy to understand and interpret. Bar lines 

are not used in the tranquillo sections early in the work 

(Example 11). Later, they are used only as a means of 

gauging the general flow of the music, not as indicators of 

exact pulse. In Example 12 (measure 120), Rabe instructs 

the musicians to "improvise tempo variations within a 

generally calm framework," and to "proportionate the notes 
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irregularly." Although most entrances in these sections 

are articulated by only one instrument at a time, some 

verticalities are expressly intended to be played 

simultaneously, as in measure 127 (Example 12). 

EXAMPLE 12: Rabe, Escalations. measures 120-127. 

Poco tranquillo, rubato 
Improvise tempo variation* within a generally calm framework 

Tp 
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Tu 

EXAMPLE 13: Rabe, Escalations r measures 231-244 

Tp 

P.H. 

Tb 

Tu 

( § ) Molto tranquillo Poco tranquillo, rubato 
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Later in the score, the scales of the A section expand 

to include half-steps and whole-steps, creating a diminished 

scale sound (Example 13). 

Finally, the scalar movement expands to only whole-

steps. At this point (Example 14), the French horn and 

trombone join the trumpets in sounding the scales. The 

texture is very dense as all four parts play continuous 

eighth-notes. The first trumpet part is organized into 

four-note groups, the trombone in five, second trumpet in 

six and French horn in seven. Again as before, when they 

reach unison (mm. 284-285), a tranquillo section appears. 

EXAMPLE 14: Rabe, Escalations. measures 274-285. 
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The tranquillo sections follow the same pattern as the 

scalar passages regarding pitch content. Early in the work 

(Example 11), these sections feature movement by half-step. 

Later, after the A section begins including whole-step and 

half-step movement, the subsequent B section does the same 

(Example 12). The last tranquillo section, a tuba solo, is 

derived strictly from the whole-tone scale established in 

the A section just prior (Example 15). 

EXAMPLE 15: Rabe, Escalations, measure 285. 

(285) 

Tp 

F.H. 

Tb 

Tu 

The scalar passages are all marked presto possibile, 

so there is great contrast with the tranquillo sections, 

particularly since there are no transitions between them. 

"It is not a very delicate and sensitive piece," says Rabe. 

"It is, in my opinion, very different from other pieces of 

mine. It's kind of cut in squares..."29 Though indeed 

29. Rabe, Interview by phone. 
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sectional in nature, the similarities in melodic content 

between segments A and B provide the necessary continuity 

successfully to integrate Escalations' contrasts into a 

unified whole. 

Shazam 

Rabe's only solo work for trumpet, Shazam. was written 

for HSkan Hardenberger on commission from Rikskonserter. 

For Rabe, the piece represents somewhat of a leap back into 

twelve-tone technique, which he had not used since the late 

1950s to early 1960s. The piece evolved through discussions 

between Rabe and Hardenberger. When writing solo works such 

as this, it has been Rabe's custom to work in close 

collaboration with the intended performer. In this case, 

Rabe asked Hardenberger what kind of music he liked to play, 

and the latter mentioned how much he liked some of the 

trumpet parts in works by Alban Berg. "So," says Rabe, "I 

decided that I would try to write some kind of slow, 

expressive middle section in the style of Alban Berg. That 

may have influenced me to use the twelve-tone row."30 

In Shazam, Rabe employs a rather free form of twelve-

tone technique. The form of the work is a simple A-B-A' 

with an introduction and short coda. Tempos are fast for 

the two "A" sections and slow for the middle, or "B" 

30. Rabe, Interview by phone. 
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section. One twelve-tone row is used as the basis for the 

entire work. In the first section, the row appears first in 

its basic form Po, followed by successive appearances that 

are simply transposed versions of the same row using the 

second, third, etc. pitch of the original row as the first 

note of each subsequent transposition (Ps, P7, Pio, etc.). 

EXAMPLE 16: Rabe, Shazam, transpositions of Po 
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Apart from the transposition, the relationship between 

the intervals in each manifestation (each line in Example 

16) is therefore exactly the same. The first note of each 

line moves down a fifth (discounting octave displacement), 
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then up a major second, up a minor third, down a major 

second, etc. The row therefore determines only the sequence 

of pitch class, and not register or duration. Rabe uses an 

identical method of permutation in the third section (A') as 

well, again starting with Po and moving to Ps, P7 etc. 

In the slow section (B), Rabe uses the retrograde 

inversion (RI) of the original row as a starting point, then 

follows the same plan as in the other two sections. Again 

he uses successive transpositions starting on the second, 

third, etc. pitches of the row, but this time with the 

subsequent pitch classes derived from Rio (Example 17). 

EXAMPLE 17: Rabe, Shazam. transpositions of Rio. 
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In the first section, Rabe follows the order of row 

transpositions given in Example 16 on down through the fifth 

line (marked Pa). Then in measures 27-31, Rabe anticipates 

the arrival of the slow section (which begins in measure 32) 

by extending the note lengths and introducing Rio. In this 

appearance of Rio, Rabe replaces the second note (C#) of the 

row with another note (C) for reasons of melodic concern. 

As will be shown, Rabe often inserts notes that are not 

within the scope of the row. Example 18 shows the 

transition between sections A and B (the notes from Rio are 

circled). 

EXAMPLE 18: Rabe, Shazam. measures 25-32. 
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The slow section uses all the permutations 

(transpositions) listed in Example 17, down through RIe. 

Rabe then recalls Po in as preperation for the third section 

(A1). The third section recalls many motives used in the 

first section. This time, however, more of the generative 

material listed in Example 16 is used than previously. 

Section three uses, in order, all the permutations listed 

(Po through P4) in Example 16 with the exception of the last 
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line (P6). 

It is relatively easy to follow the basic row and its 

various permutations with the score and Examples 16 and 17 

in hand, yet Rabe certainly does not follow the rules of 

twelve-tone technique in strict fashion. Repeated notes are 

frequent, and sometimes a particular pitch is omitted 

entirely for musical reasons. Rabe says of this: "Sometimes 

I chose other pitches than the one which was on turn in the 

row when I simply thought that my spontaneous choice was 

better...I am certainly no slave to the technique. In 

principle I used the row as an aid to have a constant flow 

of fresh pitches, so that the music would not stick too long 

in one tonality."31 

Indeed, the many scalar passages in Shazam vary 

greatly in the extent as to which they are controlled by the 

row. In passages containing non-row generated pitch 

resources, subsequent pitches from within the row are often 

inserted where the melodic line changes direction, or as the 

first note of a scale. The opening of the first section 

offers a good example of how this process unfolds. In 

Example 19, the pitches from the original row (Po) and its 

first transposition (Ps) are circled as they appear in the 

opening section of Shazam. 

31. Rabe, Interview by phone, 



EXAMPLE 19: Rabe, Shazam. measures 1-14 
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Since the first four measures (Example 19) all center 

around the first pitch ("F") of Po, it is not until measure 

5 that any other pitches from the row are used. In somewhat 

of a Schenkerian manner, Rabe considers all notes other than 

"F" in the first four measures as structurally unimportant. 

Similarly, in measure 6, Rabe considers the scale ("G" 

major) passage incidental and therefore does not progress to 

the next pitches in the row ("E" and "G#") until after the 

scale is completed. He uses the final two pitches in Po in 

much the same manner: the "A" (m. 8) begins a scale and the 

"B" (m. 9) changes the direction of the line. Ps , the 

first of the transposed rows, starts rather ambiguously with 

the inconspicuous "Bb" in measure 9, but then, as if to make 

up for it, the remaining 11 pitches of Ps are faithfully 
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intoned one after another, much as they would be in a strict 

twelve-tone piece. 

The remainder of Shazam follows similarly, with very 

free to very strict applications of twelve-tone technique 

appearing in juxtaposition. In general, the slower second 

section (B) follows the preconceived pitch order much more 

closely than either of the other sections. Perhaps this is 

because it was this section that provided the initial 

inspiration for the work. Neither the introduction, which 

is in the style of a trumpet call, nor the "coda" (simply, 

the last two staves of the piece) are derived from the 

twelve-tone row. They serve merely to introduce and 

conclude the work, respectively. 

As Folke Rabe was in the early stages of composing 

Shazam. he had HSkan Hardenberger try portions of the piece. 

Consequently, Rabe changed certain details and added more 

music. Page 173 of Appendix B shows the original score in 

Rabe's own hand before he made these changes. Pages 174-176 

of Appendix B show some sketches and changes made after 

meeting with Hardenberger. 

The introduction, for example, was written only after 

Rabe heard Hardenberger play through the rough draft.32 

Rabe obviously believed the original opening statement too 

32. The added introduction can be found in Appendix B, page 
176 on the left. Ny inledn. means "new intro." 
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abrupt, and so added an appropriate preface. Rabe also 

changed the rhythmical structure of some of the scales. In 

general, he made them slower, as he realized that some of 

them would be nearly unplayable at the tempo marked. These 

revisions can be found in Appendix B.33 

Rabe also expanded the slow middle section with a new 

and more dramatic arch. This came as a direct result of a 

comment by Hardenberger that the section could be longer and 

he "would not mind playing still higher."34 The subsequent 

revisions and additions certainly address Hardenberger's 

request!35 The tessitura extends to a "G" above high "C" 

that is marked subito pianissimo with a crescendo and 

decrescendo. The added arch also contains very difficult 

legato, arpeggiated leaps of more than two octaves. 

Shazam offers many challenges to the performer. In 

addition to certain difficulties that an unaccompanied piece 

inherently possesses, Shazam presents several other 

33. See page 176 on the right hand side of the score. 
Compare, for example, the passage marked by the number 1 
in the original manuscript found on page 173, and the 
revised version again marked by the number 1 on page 
176. "Retuscher av sid 1" means "retouches of page 1." 

34. Rabe, Interview by phone. 

35. In appendix B, page 173, a note to the right says, "Gar 
en ny cantabile...etc. The text translates as: "Make 
a new cantabile arch with a more powerful and longer 
climax from here on." The results of the change can be 
seen on page 174 in the upper left portion of the score 
(first eight lines). 
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I 

challenges. These include: extremely difficult technical 

passages, extra-musical physical choreography, mandatory 

memorization, a five-octave range and strong endurance. 

Given these conditions, Shazam indeed represents a great 

challenge to the performer, and today stands as one of the 

more difficult pieces in the trumpet repertoire. 

There are two main concerns to address, one physical, 

the other musical, when performing unaccompanied pieces in 

general and Shazam in particular. The physical concern is 

obvious: if the piece is of even moderate length and extends 

into the upper range, endurance can become a problem. 

Trumpet players usually need at least a few moments of rest 

interspersed between long periods of playing. In most 

unaccompanied pieces, and Shazam is no exception, these 

rests are rare. Shazam incorporates only one measure of 

(much needed) rest throughout its four pages of music. 

Though the piece takes only (approximately) six minutes to 

perform, the trumpet remains against the lips for almost the 

duration. The range of the work extends downward to double-

pedal "G" (two octaves below low "G"), and up to "G" above 

high "C." There is, however, an even balance between upper 

and lower register playing in Shazam. and this fact eases 

many of the endurance concerns. 

In an unaccompanied piece it is vitally important to 

engage the audiences' attention. Shazam must be played 

boldly, aggressively, and with unfailing attention to 
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musical nuance. In order to ensure a successful 

performance, dynamics and the shaping of phrases must be 

exaggerated, articulations overstated, and musical drama 

enhanced. Often there is a tendency to rush through pauses 

and rests in unaccompanied works, and this must be avoided. 

Playing aggressively and musically are, of course, vital to 

the success of any performance, but in an unaccompanied 

piece they become even more important. The lack of any 

supporting musical force requires the solo performer to 

provide the necessary musical energy. 

The intervallic movement in Shazam is decidedly 

atonal, and includes interval leaps which are difficult to 

execute (Example 20). 

EXAMPLE 20: Rabe, Shazam. measures 55-66. 

m 

pf 
sukp ̂  

5 
4 

Some of the intervals are simply difficult to "hear," 

while others are very disjunct and difficult to perform from 

a purely physical standpoint. There are many difficult 

arpeggios constructed of large interval leaps, some of which 
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cover more than two octaves, and intervals of a ninth, tenth 

or eleventh are commonplace (Example 20). In order to place 

the correct pitches accurately, the performer must strive to 

"hear" each pitch in his/her mind before it is played. It 

is therefore appropriate to practice singing these difficult 

intervals in preparation for performance. 

Articulation markings and dynamic shadings in Shazam 

are very specifically detailed and numerous. None are 

superfluous. Rabe has fashioned each marking so as to 

enhance the melodic intent. Many of the articulation 

markings are used motivically in conjunction with the 

twelve-tone row. As the row forms move through their 

various transpositions, specific articulation markings are 

consistently applied to correspondent parts of each 

manifestation of the row. Two markings, in particular, 

recur often. The first is a grouping of five notes under a 

slur. It occurs thirteen times and always in similar 

rhythmic configurations (Example 21). 

EXAMPLE 21: Rabe, Shazam. measures 5, 10, 13-14, 18-19. 

ugTjj IiIZISS 

M 
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The second most common juxtaposition of row and 

articulation involves consecutive groups of two notes under 

a slur. This articulation marking is used more loosely, but 

almost always in conjunction with a leap of a seventh or 

ninth (Example 22). 

EXAMPLE 22: Rabe, Shazam. measures 22-23, 104, 127. 

"l A J&L 
J w m 

/ P$ub. 

Rabe uses many other devices to bring musical subtlety 

and nuance to Shazam. Legato, tenuto, staccato, marcato, 

forte-piano, sforzando, accents, enharmonic tremolos, lip 

trills and other effects are used with regularity. These 

musical ingredients, along with very specific indications 

for dynamic shading, all combine in a very logical manner to 

reinforce the musical effect. The successful performance of 

Shazam requires absolute accuracy in interpreting and 

executing all such details. 
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Shazam is written in standard notation throughout. 

Except for the introduction, which is unmetered, the piece 

is in 3/4 time with occasional interruptions of 2/4 and 4/4. 

Metronome markings are indicated for each of the three 

sections following the introduction. They are marked at 

quarter-note equals 132 beats per minute for the first and 

third sections, and quarter-note equals 60 for the slow 

middle section. Although rhythmical details are all notated 

within a traditional metered framework, Rabe has indicated 

that he prefers a free and expressive interpretation. H&kan 

Hardenberger's recording of Shazam (made before he had ever 

performed it in public) tastefully conforms to Rabe's 

intent. Hardenberger is vigilant in his attention to 

musical detail, yet very expressive in style. 

Within the metered framework, Rabe inserts many 

syncopations, fast scale runs and varies the rhythmic 

position within the meter. The effect is to obscure the 

agogic accent that might otherwise arise in 3/4 meter 

(Example 23). 

Unlike Zwedberg's Face the Music, in which the rhythms 

are so complicated as to obviate any semblace of meter or 

pulse, Rabe's Shazam does project an underlying pulse that 

can be discerned. It is, in fact, essential that the 

performer of Shazam maintain and project that pulse. There 

are many juxtapositions of sixteenth-notes and sextuplets 

(and occasionally thirty-second-notes and septuplets) in the 
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EXAMPLE 23: Rabe, Shazam, measures 8-17 

scalar passages Shazam. Even though the technical demand of 

many of these passages is great, the performer must strive 

to differentiate accurately between these subtle changes in 

rhythm. 

In the Preface to Shazam, Rabe provides instructions 

for stage performance of this piece (Example 24). Although 

Rabe indicates in the Preface that the visual instructions 

are optional, this applies primarily to the circumstance of 

recording. For a live performance, Rabe prefers the 

addition of the directional pointing. The directional 

arrows do not appear in the score until the end of the first 

section and function primarily to introduce the second 

section. They are then used regularly throughout the second 

section and almost continuously in the third. 

Physical movement is a familiar device for Rabe. The 

visual element was often an important component of the 

Kulturkvartetten in the 1960s, and it became even more 
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EXAMPLE 24: Rabe, Shazam, Preface. 

PREFACE 
Optional visual instructions, for stage performance only: 

t 

< — 1 — • Directing instrument to the left, center or 
right*'part of the audience respe'ctively. 
Directing instrument slightly to the left or 
right*) respectively. 

t. Continuous transition from one direction of 
instrument to another. 

*)from performer's point of wiew 

important with the Nya Kulturkvartetten in the 1980s. The 

addition of directional pointing in Shazam adds more than 

just visual interest to the performance, however. From the 

perspective of the audience, pointing the sound in different 

directions changes the aural sensation, thus providing 

additional color to the unaccompanied trumpet sound. Rabe 

describes the effect as follows: 

In the case of Shazam, the movements of the trumpet 
player are specified because the trumpet is a very 
directional instrument... So, the idea is to pan the 
sound across the audience. I just finished composing a 
piece for [Swedish trombone virtuoso] Christian Lindberg 
this past Spring [1990], and it has very many movements 
of the same kind. With the sound reflections bouncing 
off the walls, it gives you the impression that there 
are three trombonists playing. This has become, for me, 
a very interesting technique. I think I may use it 
more, later on.36 

36. Rabe, Interview by phone. 
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The technique required for such movement is 

unfamiliar to most trumpet players and takes much practice. 

Some of the passages in Shazam that require directional 

pointing feature rapid, disjunct intervallic movement. The 

pointing, therefore, must be accomplished with minimum 

effect on the embouchure, so that the mouthpiece stays 

securely in its proper position throughout. There are two 

phrases toward the end of the piece that prove most 

difficult in this regard (Example 25). 

EXAMPLE 25: Rabe, Shazam. measures 125-127, 132-134. 

t A Vt /£' 

f 05ub. 
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crssc. ^ creec. 

In measures 126 and 132 (Example 25), two out of every 

three notes require movement to another direction. The 

angles of deflection will, of necessity, be smaller in these 

instances — there is simply not enough time between notes 

to make excessive motions. 

Although not expressly indicated, proper performance 

of Shazam requires memorization. If the optional visual 
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instructions are followed, as they should be in a live 

performance, then memorization is a necessity. From the 

second section on to the end, there are many arrows in the 

score, directing the performer to move the bell of the 

trumpet as much as 90 degrees either way. Not only is it 

virtually impossible to read music while moving from side to 

side, but a music stand placed between the performer and 

audience would weaken both the visual and aural impact of 

the work. 

As in Basta, the unaccompanied piece for trombone 

mentioned earlier, Rabe begins and ends Shazam with subtle 

theatricalities. At the beginning of Shazam, Rabe instructs 

the performer (in English) to "check position and foothold 

as if preparing a complicated trick." Rabe places another 

enjoinder at the end of the piece: "Immediately after final 

note, make a grand gesture when removing the trumpet from 

your lips as if throwing a kiss to the audience." The first 

of these two gestures, that of checking the foothold, 

represents more than just theater. Establishing solid 

footing is, in fact, a necessity in order to keep proper 

balance during the sections of the work that include 

directional pointing. Although solid footing is not 

necessary at the very beginning of the piece, the opening 

gesture conveys to the audience that something unusual is 

forthcoming. The final gesture of "throwing a kiss" is 

intended to convey two messages: a show of confidence from 
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the performer as well as a simple "thank you" to the 

audience for their attendance. 

To Rabe, it is the composer's task to give others, 

through combinations of sound, experiences of sound's inner 

power, and to direct attention to the possibilities of self-

perception and self-expression through sound. Rabe has 

dedicated much of his life to studying sound's basic 

elements and natural power. Rabe also believes that visual 

stimulation can aid the aural experience in performance 

situations. Shazam, as an unaccompanied piece, offers proof 

of Rabe's deep understanding of the potential of unadorned 

sound. It also contains, like so many of his works, visual 

elements that enhance, rather than detract, from the music. 

Rabe's use of twelve-tone technique is approached from a 

musical rather than purely intellectual standpoint. Thus, 

his emphasis on thoughtful phrasing rather than clever 

permutation results in music that possesses melodic 

continuity without redundancy. The combination of its 

internal logic, engaging visual elements, melodic strength 

and virtuosic technical displays should ensure Shazam a 

permanent place in the trumpet repertoire. 



CHAPTER V 

THE MUSIC OF BO NILSSON 

Bo Nilsson was born in a remote city (SkellefteS) in 

the northern part (Malmberget) of Sweden on May 1, 1937. As 

a child, Nilsson studied the rudiments of music theory with 

his father and piano with a local music teacher from 1945 

to 1950. He soon became proficient as a jazz pianist, and 

by age 15 was playing and arranging for different local 

groups-1 

Nilsson became interested in Western art music, and 

particularly twentieth-century music, at an early age. He 

became familiar with avant-garde music by listening to 

foreign radio broadcasts on a short-wave radio. Early on, 

he developed an admiration for the music of Anton Webern and 

carried that sentiment into adulthood. He later said of 

Webern: "...what concentration — Webern can express in one 

minute what ordinary composers take a year to express."2 

1. Lennart Reimers, "Bo Nlisson," Sohlmann's Musik Lexicon. 
2nd ed., 5 vols., ed. Lennart Reimers (Stockholm Forlag, 
1977), IV, 724. 

2. Anita Sjoberg, "Oraklet i Vasaborgen har kommit loss," Vi 
XX (1985), 7. ("Vilken koncentration. Webern kan pi en 
minut uttrycka det som tar vanliga komponister ett Ar att 

sagt.") 

124 
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In spite of being geographically far removed from 

major centers of musical activity, Nilsson became so skilled 

regarding the new compositional techniques that, at age 18 

(1956), one of his works, Zwei Stiicke, was presented in a 

West German Radio "Musik der Zeit" concert. In 1957 his 

Freguenzen was performed at the World Music Festival (ISCM) 

in ZtJrich, Switzerland. With works such as Stunde eines 

Blocks (1957), Zwanziq Gruppen (1957) and Quantitaten (1958) 

he firmly estasblished his reputation, becoming known as the 

"genius from Malmberget."3 By the end of the 1950s, his 

compositions were being featured regularly wherever avant-

garde music was heard throughout Europe.4 

In the late 1950s, Nilsson studied with Bengt 

Hambraeus and worked at the so-called Darmstadt school 

intermittently for three years, becoming part of its inner 

circle. He has since commented that he learned little at 

Darmstadt, but one had to go there if young and unknown.5 

Statements such as these are typical of Bo Nilsson, and it 

has become difficult to know when he is being sincere. 

Throughout his life, Nilsson has made innumerable comments 

3. Stig-Ake St&lnacke, "Geniet som forsvann," Arbetet (Jan. 
13, 1985), 3. 

4. Hans Astrand, "Bo Nilsson," The New Grove Dictionary of 
Music and Musicians. 20 vols., ed. Stanley Sadie (London: 
Macmillan, 1980), XIII, 248. 

5. Sjdberg, loc. cit. 
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that cannot be taken seriously. In interviews in the late 

1950s, for example, he repeatedly referred to himself as a 

fraud (bluffmakare).6 Later, in 1962, Nilsson retracted 

that characterization: 

A long time ago I wrote that I was a fraud, but now 
I write that I am no fraud. I am opposite to that: a 
very responsible and honest master of the magic world of 
music. My genius is well documented in my work...On the 
international scene, Bo Nilsson is the only one who can 
save the modern Swedish life from death by asphyxiation. 
Anyone who does not have the courage to admit this is 
either a "snob-nose" [surkorv ] or a liar.7 

When discussing his own works, Nilsson has been 

similarly enigmatic. Once, when talking with a conductor 

after the performance of one of his works, Nilsson was asked 

what he thought about the orchestra and the performance. He 

replied that he could not answer, because he did not 

understand his own music!8 

As early as 1957, the 20-year old was playing games 

with the media. In a feature article for Musikrevv. Nilsson 

wrote, in a very serious manner, that the new electronic 

music parallels nuclear physics and atomic research. Over 

the course of four pages, he proposed a new theory of music 

6. Gunnar Larson, "Om Bo Nilsson eller en tonsattares 
vedermoder," Nutida Musik V/4 (1961-62), 25. 

7. G6ran Bergendal, "Bo Nilsson," 33 Svenska Kompositdrer 
(Falun, Sweden: B. Wahlstroms, 1972), 192-193. 

8. Ibid., 189. 
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complete with mathematical models and analogies to atomic 

principles. At the end of the article he supported his 

theory with a mathematical equation: 

t „ • > • (> + b*)1 + 1 
/ (« + b*)« dx = — + Cj n — 1 

Those knowledgeable in mathematics knew immediately 

that this equation was a hoax. Indeed, the entire article 

was a joke, but Nilsson never intimated as such.9 

By the late 1950s, Nilsson began to receive 

commissions from several European concert institutions. 

Many of his most reknowned works were written during this 

time, before he was 23 years old. In the early 1960s, he 

moved to Lidingo, an exclusive section of Stockholm. He has 

lived there ever since, working as a freelance artist. 

Although he gains most of his income from work in the 

musical arts, it is important to note his talent in the 

visual and literary arts as well. As a painter, he belongs 

to the nonfigurative surrealistic school (from Tanguy to 

Matta).10 Nilsson's writings include two autobiographies, 

Spaderboken (1966) and Livet i en mossa (1984, but as yet 

unpublished). There is little information in either of 

these books about Nilsson the composer. Rather, they are 

surreal, poetic, and reveal more about his personality than 

^1957^SS147 ISQ6^ meC* en^^a Svangningar," Musikrevv IV 

10. Reimers, loc. cit 
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of his music. 

In the mid-1960s, Nilsson stopped writing serious 

avant-garde music and turned instead to writing music for 

films, theater, and television. His music for film and 

television has been described as "full of love and warmth, 

and not so much intellectualism.1,11 At the end of the 

decade, Nilsson began to compose "seriously" again, but with 

more romantic undertones in his work — perhaps reflective 

of the influence of his recent commercial work. 

In 1974, Nilsson began receiving the highest artist's 

salary that the Swedish Government awards.12 The top salary 

goes only to those few who are considered at the very top of 

their profession, with the intention of providing enough 

support so that the recipients are able to devote themselves 

full-time to their craft. In the early 1980s, Nilsson 

stopped composing for a few years. His explanation was that 

he was simply tired of it, because he had been doing it 

since the age of 14.13 In 1984 he returned to composing 

after he met his wife-to-be, Lisbet. "I have to have 

someone to dedicate the things I create to,"1* Nilsson said 

11. Stig-nacke, "Mellan Stockhausen och SakkijMrven polka," 
Norrlandskaka Socialdemocraten (April 25, 1987), 4. 

18. Reimers, loc. cit. 

13. Sjoberg, loc cit. 

14. Stainacke, "Mellan Stockhausen..." loc. cit. 
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at the time. In the late 1980s, the enigmatic Nilsson again 

changed musical directions, writing a series of pieces in 

the style of pop-jazz fusion. 

His Works 

Nilsson's compositions of the late 1950s were 

influenced to some degree by Boulez (instrumentation) and 

Stockhausen (technique). Also established in these works, 

however, were his own unique approaches to balance, blend, 

occasions of clear harmony and the addition of a melodic 

touch.15 This unique approach remains characteristic, and 

is described eloquently by Hans Astrand as: "the deployment 

of silvery percussion sounds as a backcloth for finely 

wrought vocal or flute (often alto flute) lines, a 'nervous' 

fluttering of tonal nuances, and a feeling for miniature, 

calculated forms."16 

In Frequenzen (1957), Nilsson chose appropriate 

instrumentation for his "deployment" of "silvery" and 

"fluttering" sounds: flute, guitar, bass, vibraphone, 

xylophone and marimba. The work may be categorized as 

pointillistic, with fragile sound colors and shifting 

dynamics used similarly to Stockhausen's serial way of using 

15. Sjoberg, loc. cit. 

16. Astrand, loc. cit. 
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it.17 Some formal elements in Frequenzen also presage what 

is to become typical in Nilsson's later works: nervous 

movements, interrupted by meditative, peaceful sections, and 

only rare instances in which he builds to a climax. More 

often there are sudden eruptions and periods of calm, 

neither of which last for very long.18 

In Quantitaten (1958), perhaps his most performed 

work, he focuses on timbral changes. There are some serial 

uses of dynamics and density, but in a free manner. Tiuqo 

grupper (1958) for piccolo, oboe and clarinet, is a 

stereophonic and aleatoric etude wherein the players are 

placed around the room. Each player has twenty groups of 

notes which can be played in any order. The groups, which 

consist of either isolated sound points or richly ornamented 

melodies, can be played from one to twenty times. Dynamics 

move often between quadruple piano and quadruple forte. 

These rules resemble those of Stockhausen's Klavierstiicke. 

but the aural result is much different due to Nilsson's 

fluttering movements and bright, brilliant sounds.19 

Nilsson has also worked with strictly electronic 

sources, as in Audioaramme (1957) and in the television play 

17. Bergendal, OP. cit. . 188. 

18. Stig Jacobsson and Hans-Gunnar Peterson, Swedish 
Composers of the 20th Century (Stockholm: Swedish Music 
Information Center, 1988), 136. 

19. Bergendal, OP. cit.. 190. 
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Swedenborg Dreaming (1969). Audiogramme is remarkable in 

that it was realized while he still lived in Malmborget. It 

was composed through correspondance — Nilsson sent 

specifications and numbers through the mail to the 

Electronic Music Studio in Cologne, where they then produced 

the actual sounds. 

Although he has composed mostly for instrumental 

combinations, Nilsson's vocal music represents some of his 

finest work. Ett Blocks Timme (1958), a song cycle for 

soprano and orchestra, is based on an expressionistic, 

symbolic text by 0yvind Fahlstrom. Brief on Gosta Oswald 

(1958-59), based on the writings of this famous Swedish 

poet, contains an orchestral prelude (Stance) and three 

cantatas (Ein irrender Sohn. Madchentotenlieder. and Und die 

Zeiger seiner Augen wurden langsam zurtickgedreht). 

Nilsson's penchant for unique timbres is particularly 

evident in Madchentotenlieder. in which he uses an ensemble 

of piccolo and alto flute, celesta, xylophone, vibraphone, 

pipe bells, electric mandolin and guitar, violin, viola, 

cello, bass (cello and bass playing only pizzicato), and 

percussion (including wood blocks, congas, maracas, cymbals, 

and Chinese gong). In Und die Zeiger seiner Augen wurden 

langsam zurtickgedreht. Nilsson uses a large orchestra, two 

vocalists (soprano and alto), ladies choir and four groups 

of speakers placed around the room. The concept of using 

electronic amplification reappears later in Bo Nilsson's 
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career. 

The success of Brief an G5sta Oswald can be attributed 

primarily to the manner in which Nilsson interprets, but not 

too explicitly, the poetic content of the text. At least 

one Swedish musicologist considers the work as extremely 

important: "When viewed from a 30-year perspective, the 

Oswald tetralogy becomes one of the most significant and 

distinctive works composed during the 1950s... Brief an Gosta 

Oswald, together with works such as Boulez' Pli Selon Pli 

and Berio's Epifanie. is a classic from this period."20 

Perhaps the most important of his other works is Szene 

I-III (1960-61) for chamber orchestra. Here Nilsson 

understood the word "scene" to mean a place for a dramatic 

event, and he constructed a kind of abstract instrumental 

drama. Instruments are in pairs, with one of each pair 

taking the part of an actor. Szene I features empty bottles 

hit with spoons and flutes, and it ends with a tam-tam being 

struck as loudly as possible. The music of Szene II is 

similar to that of the first but carries different 

instrumentation. Szene III features a long orchestral 

improvisation at maximum dynamic levels. Swedish music 

historian and publisher Lennart Reimers writes: "with his 

cold, concise Szene I-III and the grand tetralogy Brief an 

20. Anders Nilsson, "Brev tur och retur den andra sidan," 
Nutida Musik III (1986-87), 41. 
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Gosta Oswald, Nilsson could well document complete mastery 

and undeniably show himself to be one of new music's most 

interesting persons, even from an international 

perspective."21 

In the early 1960s, Nilsson wrote several works for 

symphony orchestra. These works tend to display late-

romantic, nordic tendencies, particularly in their melodic 

gestures, but also in their use of major-minor 

juxtapositions. Entree (1962), for loudspeakers and 

orchestra, and Vier Proloaen (1963) for orchestra are 

particularly representative of this tendency.22 In the mid-

1960s, Nilsson wrote the music for two Jorn Donners' films: 

A Sunday in September and Att alska. He also wrote songs 

such as "Lidingo Airport" for the pop-jazz group Hansson and 

Karlsson, and it was during this time that he wrote his 

first autobiography, Spaderboken. With Revue (1967), an 

orchestral piece that is somewhat of a collage of his 

earlier music, Nilsson began writing "art music" again, but 

not at the same pace. 

With the 1970s, Nilsson's compositional style turned 

in another direction. He began to study the music of non-

western cultures, and to incorporate that knowledge into his 

scores. Nilsson used of the poetry of Gunnar EkelSf to 

21. Riemers, loc. cit. 

22. Ibid. 
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compose music with an oriental coloring (Fatumeh, 1976).23 

Indian and Arab influences are evident in Raga Rena Rama 

(1973) for jazz group, Nazm for recitation, soloists, choir, 

orchestra, and electronics, and Taqsim-Caprice-Magam (1974) 

for piano, electric piano, guitar, percussion, and double-

bass.24 During the late 1970s and into the 1980s Nilsson 

began to write for more conventional instrumentation such as 

woodwind quintet (D6ia connu, d£ia entendu. 1976); piano and 

orchestra (Lisa, 1975); mezzo-soprano and orchestra 

(Liebeslied. 1979); and several brass quintets. 

Although Bo Nilsson has not written any solo works for 

trumpet, he has made a significant contribution to chamber 

literature for the instrument with three works for brass 

quintet. The three quintets were written within six years 

of each other, from 1980 through 1986. They are Amatista 

per madre Tua Maria (1980), Carte postale a Sten Frykberg 

(1985) and Infrastruktur (1981-1986). In 1984 he began 

working on another quintet entitled Prelude & la lumi&re 

miraculeuse, but it has not yet been published. Nilsson has 

not written for any other combination of brass instruments 

outside of the quintet format. Nilsson's brass quintets are 

representative of a trend toward simplicity in his 

compositional style. Each of them is written in standard 

23. Jacobsson and Peterson, loc. cit. 

24. Reimers, loc.cit. 
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notation, and each use jazz-influenced harmonies. 

Amatista per madre Tua Maria is indeed conventional in 

many respects, but there is one unusual aspect about the 

work: Nilsson has indicated that the piece is to be 

electronically amplified. In the preface (written in 

German), he describes in detail the requirements for proper 

performance: the instruments shall be played into 

microphones, with the sound relayed to five speakers placed 

in a circle about the hall. A sound engineer shall sit in 

the middle of the room and be in charge of all sound 

reinforcement adjustments as necessary. 

Electronic amplification notwithstanding, the work is 

primarily a study in timbral changes for brass. It begins 

with very soft, sustained tone clusters with the instruments 

voiced one-half step apart. Then the parts begin to expand 

into lush harmonies primarily consisting of minor-7th, flat-

5th chords and variously altered dominant 7th chords 

(Example 26). 

Nilsson's frequent but subtle changes in dynamics, 

articulations, and voicings creates unique coloristic 

effects. On many long notes there are slight crescendos, 

from piano to mezzo—piano followed by decrescendos of equal 

size (see measures 10-12 in Example 26). Articulation 

markings vary from seamless, slurred passages, such as in 

example 1, to sforzando and staccato markings (Example 27). 



EXAMPLE 26: Bo Nilsson, Amatista per madre Tua Maria, 
measures 10-18. 
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EXAMPLE 27: Nilsson, Amatista.... measures 77-82. 
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The chordal spellings in Amatista are typical of a 

1980s Nilsson composition. Voice crossing, which is used 

regularly, creates many different timbral changes. The horn 

part, which is consistently notated below the trombone part 

(note its position in the score), descends even below the 

tuba part at times (Example 28). Conversely, the tuba part 

often ascends into its highest register (Example 26). The 

result provides for an unusual brass quintet sonority. 

EXAMPLE 28: Nilsson, Amatista..., measures 120-129. 

Nilsson's intricate use of changes in articulations, 

voicings and dynamic effects is further enhanced by equally 

sophisticated use of mutes in various combinations. Mute 

changes are numerous, and many must be made quickly. The 

French horn is often marked gestopft while the other four 

parts are to be played open. The tuba, however, is never 
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muted. Nilsson variously employs one, two, three or four 

mutes simultaneously, effectively weaving these timbral 

changes into the fabric of the work. 

Nilsson uses brackets [ ] to specify which part 

should sound most prominently at any given moment. In 

Example 26, the first trumpet part, from measures 9 to 12, 

and the horn part, between measures 12 and 16, contain these 

markings. In the few phrases in which this marking is 

absent, the implication is clear: all parts should balance 

equally. 

There are instances of simple triadic harmony in 

Amatista. but for the most part the work consists of five-

part ninth chords of differing color, and of occasional 

dominant-thirteenth chords. One of Nilsson*s favorite 

harmonic devices in this work involves the juxtaposition of 

major and minor tonalities. In the more dissonant sections, 

Nilsson often features triads that contain simultaneous 

major and minor thirds. Typically, these verticalities 

include a minor ninth as well. In Example 29, the first 

chord in measure 90, the last in measure 101, and whole-note 

in measure 105 are all of this type, respectively built on 

E, C, and Bb. Note that in two of the three instances, the 

lowered (minor) ninth is positioned in the bass. 

The ending of Amatista has decidedly jazz-influenced 

harmonies. Eight measures before the ending there is a 

strong dominant-to-tonic cadence in the key of c . After a 
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EXAMPLE 29: Nilsson, Amatista.... measures 90, 101, 105, 
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long hold, Nilsson follows with a jazz cliche, moving from a 

dominant-ninth bll chord (Db9) to a major tonic with an 

added sixth and ninth (Cmaj69). The ending may be intended 

as "tongue-in-cheek," but it provides an appropriate finish 

to a piece full of jazz-influenced harmony (Example 30). 

EXAHPLE 30: Nilsson, Amatista..., measures 214-221. 
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Infrastruktur 

Bo Nilsson's Infrastruktur consists of three pieces of 

music. The first two, Wendepunkt (1981) and Endepunkt 

(1985), were originally composed as separate works. With 

the composing of Infrastruktur (1986), which serves as a 

kind of summation of the first two, Nilsson molded them into 

a trilogy. The three pieces are all short in length and 

related in style, making this an acceptable transformation. 

The work was premiered under the title Infrastruktur in 1987 

by the Svenska Braskvintetten of Stockholm, and subsequent 

performances have solidified its reputation as a trilogy.25 

The first movement in the trilogy, Wendepunkt, was 

written soon after Amatista per madre Tua Maria. The 

concept of amplification was prescribed in the preface to 

Wendepunkt in a manner similar to that employed in Amatista. 

The specifications set forth in Wendepunkt. however, go 

further in detailing the electronic requirements set forth. 

It states: "the piece should be made as electronic as 

possible, if the resources are available."26 It further 

specifies the type of microphone that should be used, as 

well as the mixer, filters and speakers. As in Amatista, 

directions are given to place "five high quality speakers or 

25. Lisbeth Holm, Personal letter, Swedish National Radio 
Co. 

26. "Das Stuck soil moglichst elektronisch, je nach den 
Resursen der Veranstalter, gemacht werden." 
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groups of speakers in a circle around the audience..."27 

There is an additional paragraph in Wendepunkt not found in 

Amatista, however, and it is instructive. It states that 

the composer should be consulted regarding the setting of 

levels (e.g. volume, filters) for electronic amplification, 

since these levels will vary according to the particular 

configuration of each performance site. 

There is a problem regarding electronic amplification, 

however, with the incorporation of Wendepunkt into the 

Infrasruktur trilogy. Part III summarizes and combines 

elements from the first two parts. Since Part III (and the 

second part as well) is written for an acoustic 

presentation, it is therefore logical and appropriate to 

play the entire trilogy without amplification.28 Even for 

Wendepunkt alone, Swedish writer Per-Anders Hellqvist has 

stated that this is indeed an acceptable solution: "It 

should be said that Wendepunkt is a piece that is still 

powerful when played in a place where electronic 

amplification is not available. Until now [1985], all 

performances have been made without electronics in the 

27. "Es warden 5 hochqualitativen Studiolautsprecher oder 
Lautsprechergruppen rings um die H&rer im Saal 
verteilt..." 

28. Furthermore, numerous attempts at contacting Bo Nilsson 
have not been successful. He has not been available for 
consultation regarding the setting of appropriate levels 
for electronic amplification. 
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traditional instrumental format, and with the composer's 

blessing."29 

Wendepunkt, which translates as "turning point," was 

commissioned by Rikskonserter. It is similar in style and 

harmonic language to Amatista, but considerably shorter in 

duration (the performance time is approximately three 

minutes). The music proceeds in smoothly connected, even 

note values with moderately complicated verticalities and a 

great amount of coloristic finess. As in Amatista. the 

harmonies are extracted from Nilsson's experience as a jazz 

piano player, but in Wendepunkt they gather more momentum 

and resolve more directionally. The piece is organized 

loosely around the key of F major, but there are many non-

traditional harmonic sequences. After an introduction based 

on open fourths and fifths, the harmonic language centers 

around three varieties of chords: minor-sevenths, often with 

lowered fifths; major-sevenths, again often with lowered 

fifths; and variously altered dominant-ninths. Example 31 

shows a section that predominantly features the flatted 

fifth. 

There are no obvious formal divisions in Wendepunkt. 

The piece consists of a series of short phrases that are not 

dependent on each other for development. They simply begin 

2 9' M 0 r f nr?T S
f?n

l l q v i s t' " B o N i l s s o n ' Wendepunkt," Nutida 
Musik III (1984-85), 13. 



EXAMPLE 31: Nilsson, Infrastruktur, Part I (Wendepunkt). 
measures 11-16. 
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and end in their own way, usually with a subtle cadential 

formula and a fermata over the last chord. The phrases 

relate to each other only in the sense that they use 

similar harmonies and rhythms. The piece is therefore 

seamless in the sense that these five-note chords move 

slowly forward, pause, then move again, but with no strong 

cadences to clearly delineate sections. The cadences often 

center around C-dominant or a variety of 6b chords, and as 

such can be called half-cadences in the key of F. In 

general, chord choice is determined more by linear than 

harmonic considerartions. Furthermore, Nilsson consistently 

voices these moderately complex chords with something other 

than the root in the bass (Example 31, end of measures 13, 

14, 16), thus producing a restless, unsettled quality of 
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sound. 

Another technique that Nilsson occasionally uses is 

down-a-fifth movement in the bass (tuba) when the harmonic 

progression is not dominant to tonic. This false dominant-

tonic relationship strengthens otherwise weak harmonic 

movement (Examples 31 and 32). 

EXAMPLE 32: Nilsson, Wendepunkt. measures 9-10, 34-35. 
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Conversely, at stronger cadence points, Nilsson often 

moves the root of the chord to the bass, thus underscoring 

the resolution. The most obvious example of this is in the 

final cadence in Wendepunkt (Example 33). It follows the 

jazz theory maxim which states that any dominant function 

chord may be replaced by a dominant chord a tritone away. 

Thus, in Example 33, instead of the usual movement from a C-

dommant chord resolving to F major, the tritone sustitute 
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EXAMPLE 33: Nilsson, Wendepunkt, measures 48-51. 
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Gb-dominant is used. In the final four measures of 

Wendepunkt, further evidence of jazz influence is provided. 

As the lower instruments sustain an E half-diminished chord, 

the first trumpet player sounds a muted cadenza-like 

passage. The cadenza continues as the accompaniment moves 

to the tritone substitution. Finally, as the piece resolves 

to an F-major chord with an added seventh, the first trumpet 

player intones another short cadenza-like passage using only 

the notes of the ninth and sixth. 

Nilsson uses several techniques to achieve his 

particular type of coloristic finesse. He consistently 

scores the trombone higher than the French horn, writes 

unusually high tuba lines and uses a great amount of cross-
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voicing. He also demands use of different mutes in various 

combinations, including stopped horn, trombone in straight-

mute, and trumpets in harmon and straight-mute. Each of 

these parts contain frequent changes from open to muted and 

back. The net result of this manner of scoring brightens 

the overall effect of the brass sound, and provides for 

interesting and engaging changes in timbre. 

Endepunkt, or "end-point," was commissioned by Swedish 

Television for the Svenska Brasskvintetten, who premiered 

the work in 1986. Only about two minutes in length, it now 

serves as Part II of the Infrastruktur trilogy. In contrast 

to Part I (Wendepunkt), Endepunkt consists of short, 

rhythmical motives that move quickly and dramatically 

through sections of widely differing dynamic levels. The 

tempos indicated are not very fast, ranging from quarter-

note equals 40 to quarter-note equals 80, but sixteenth-note 

and triplet figures dominate throughout, thus providing for 

rapid movement. 

Endepunkt (Infrastruktur Part II), consists of four 

distinct sections that can be represented schematically as 

ABCA1. The A sections are characterized by a sixteenth-note 

pulse, solo tuba lines, and well-articulated brass 

interjections at full volume. The B section, comprising 

only seven measures, contains slowly-moving eighth notes and 

dissonant verticalities. The C section is characterized by 

triplet rhythms throughout, and moments of jazz-influenced 



147 

harmonies. 

The opening statement of the solo tuba, which can be 

"frightening" to tubists because of its high tessitura, 

establishes in the first measure the most prevalent melodic 

language of the A and A' sections: movement by whole-step. 

Although Nilsson uses much chromatic motion (Example 34, the 

A-sharp in the first measure), and often shifts from from 

one whole-tone scale to the other (alternating every note in 

measure 8), most of the melodic motion is generated from the 

whole-step interval. Use of whole-step generated movement 

results in frequent intervallic movement in major thirds. 

In Example 34, the tuba line in measure 6 and all five parts 

in measure 7 are reflective of this tendency. 

Although the melodic movement in sections A and A1 

features much use of whole-steps, the verticalities Nilsson 

chooses do not. Instead, he uses chords that contain 

properties of both major and minor, as in Amatista. The 

major/minor verticalities in Endeounkt are of two basic 

types: minor chords with major sevenths, and those 

containing simultaneous major and minor thirds. In measure 

2 of Example 34, the first verticality is a D-minor chord 

(omitting the fifth) with an added major seventh and ninth, 

while the second and fourth chords contain both major and 

minor thirds (respectively in E and F). 

Endepunkt is primarily built on verticalities that do 

not move in traditional harmonic sequence. There are two 
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EXAMPLE 34: Nilsson, Infrastruktur. Part II (Endepunkt). 
measures 1-8. 
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cadences, however, that are harmonically derived, and both 

of them resolve to chords built on C. The second of these 
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occurs at the end of the piece. 

In the final three measures of Endepunkt, Nilsson 

sticks to the major/minor chords exclusively. Of the final 

nine verticalities, six contain simultaneous major and minor 

thirds, two are major triads with minor sevenths added 

(marked above the score in Example 35), and the final chord 

is a C-minor triad with a major seventh and ninth. In the 

root movement of these chords (G, C, F, D, C, C, G, G, C), a 

strong harmonic push toward the final chord is evident. 

Each of the eight chords proceeding the last measure carries 

a flatted ninth, increasing the harmonic drive toward 

resolution. 

EXAMPLE 35: Nilsson, Endepunkt. measures 43-45. 
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The other incidence of harmonic motion in the key of C 

occurs in Section B of Endepunkt. This section contains 

slow moving, dense, and dissonant chromatic motion for the 

first four measures followed by two consecutive plagal 

cadences in the key of C. Both of the cadences are scored 

for the three lower voices only, and consist of simple, 

major triads. The measure just prior to the first of the 

plagal cadences, in anticipation of this sudden consonance, 

is less dissonant than the preceeding measures. As can be 

seen in Example 36, measure 17, it ends with an E dominant-

seventh chord, thus preparing the listener for the 

consonance that follows. 

EXAMPLE 36: Nilsson, Endepunkt. measures 17-19. 
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Section C of Endepunkt begins in measure 21 with a 

fortissimo pedal G in the trombone part. It is followed by 

a series of verticalities based on the whole-tone scale 

attached to triplet rhythms. The use of whole-steps in this 

instance is exactly the reverse of their application in the 

A and A' sections. Here it is the verticalities that are 

based on whole-tones, not the melodic motion (compare 

examples 34 and 37). 

EXAMPLE 37: Nilsson, Endepunkt. measures 21 and 22. 

Ttfepa J t S o ' • 

SSksaaSiiE 

Triplet rhythms are constant throughout section C. 

They are what make this section distinct. The use of whole-

step verticalities, however, disappears after two measures. 

The harmonic language used in the remainder of section C is 

again jazz oriented, with a predominance of minor chords 
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voiced to the ninth, and more major/minor verticalities. At 

the end of section C, Nilsson returns to using unadorned 

major triads for two measures (Example 38), again scored for 

the three lower instruments. This time they do not form a 

plagal cadence, but merely serve to bring the section to a 

close. 

EXAMPLE 38: Nilsson, Endeounkt. measures 31 and 32. 
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The first two measures of section A' contain exactly 

the same notes as in the opening section, and nearly 

identical rhythms. After that, Nilsson varies the original 

material from section A somewhat more, but maintains its 

character. The tuba's solo lines follow roughly the same 

contour, and the brass interjections are similar in 

character and harmonic content. As is typical of a Nilsson 
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composition, Endepunkt does not build to a climax at the 

end. Instead, the penultimate measure contains a 

decrescendo, and the final measure a single sforzando, 

staccato, and accented sixteenth-note (Example 35). 

With the writing of Infrastruktur (Part Three)30 in 

1986, Nilsson clearly envisaged the three pieces together as 

a trilogy. Even before the first note of Part III, there is 

an indication in the score, and on the individual parts as 

well, to remove mutes.31 This obviously refers to the fact 

that the mutes in use at the end of Part II (Endepunkt) are 

to be removed before the start of Part III. Further 

evidence of the interrelationship of these three pieces can 

be found in Part Ill's many direct and indirect references 

to parts I and II. 

The harmonic language of Part III draws from, but is 

not limited to, elements from parts I and II. In general it 

is simplified, less dissonant and even more jazz-influenced 

than in the earlier parts. The form is through-composed and 

can be diagrammed ABODE, with sections A and C exhibiting 

characteristics from Wendepunkt. and sections B, D, and E 

derived primarily from Endepunkt. 

30. In order to avoid confusion, since both the title of the 
trilogy as a whole and Part Three in particular bear the 
same title, the name Infrastruktur shall hereafter refer 
only to the entire trilogy, and Part Three for the third 
piece within that trilogy. 

31. Dampfer ab. 
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The beginning, or section A, of Part III contains 

slow-moving chords reminiscent of Wendepunkt. There are no 

specific references or qoutes, but the nature of the chords, 

the slow tempo, and the subdued effect all relate to the 

style of the earlier piece. As in Wendepunkt, the 

progression of chords in Part III does not follow 

traditionally strong harmonic sequences. Although the music 

flows logically from one chord to the next, the choice of 

each chord is determined more by polyphonic techniques than 

harmony. As a result, Nilsson's progressions often move in 

a harmonically non-functional direction, such as root 

movement up by step. 

EXAMPLE 39: Nilsson, Infrastruktur. Part III, 
measures 14-17. 
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In Example 39, from measures 14 to 17, the roots of 

six consecutive dominant-ninth chords move upward through F-

sharp, A-flat, A (using the last of the tuba notes in 

measure 15 as the root), B, C, and D. Although the root of 

each of these six chords is in the bass, the progression 

remains weak due its non-harmonic nature. 

Section B of Part III uses new musical material, but 

its preponderant use of simple triadic harmony is 

reminiscent of Endepunkt (compare examples 36, 38, and 40). 

EXAMPLE 40: Nilsson, Infrastruktur. Part III, 
measures 30-34. 
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After a two-measure interlude of material taken from 

measure 26 in Wendepunkt. section C begins. This section is 

comprised of a reworking of material taken from the trumpet 



156 

cadenza (refer to Example 33) in Wendepunkt. Here, the 

triplet-sixteenth from that cadenza is used motivically and 

passed to each member of the quintet (Example 41). 

EXAMPLE 41: Nilsson, Infrastruktur, Part III, 
measures 40-46. 
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The short phrases and pauses between the phrases in 

Section C are also characteristic of Wendepunkt. There is 

also a return to the more complicated, thicker harmonies 

that mark Wendepunkt. Example 42 shows the tendency toward 

use of lowered-fifth chords. In jazz terminology these 

would be referred to as C7<b5> , B7<~6> , Em7<b5> , Eb7<b5> , 

Dm71 b 5 > , and Bb9 . 
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EXAMPLE 42: Nilsson, Infrastruktur, Part III, 
measures 47-48. 
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The end of section C is marked by a fortissimo 

arpeggio down to a low concert Bb played in unison by the 

French horn and the tuba. Immediately following is section 

D and a series of pianissimo half-note chords played at a 

very slow tempo (Example 43). The chords are all simple 

triads voiced for three and four instruments, therefore 

recalling Endepunkt once again. 

Section E in Part III begins with a quote from the last 

measure of Endepunkt. except that here the chord contains a 

major instead of a minor third. The quality of the chord, 

which in Endepunkt was a minor triad with a major seventh 

and ninth, is therefore changed dramatically to a major 



EXAMPLE 43: Nilsson, Infrastruktur, Part III, 
measures 63-71. 
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triad with added seventh and ninth (compare examples 35 and 

44). As if to underscore the change in chord quality, 

Nilsson marks the major third, which is the French horn 

part, to be played stopped, thus giving it additional 

emphasis. 

A similar transformation occurs in reverse in the 

trumpet parts two measures later. In this case, a similarly 

configured sixteenth-note pattern that was prominent in 

Endepunkt returns in section E of Part III, but this time 

based on minor thirds instead of major thirds (Example 44, 

measures 12 and 13). 
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EXAMPLE 44: Nilsson, Infrastruktur, Part III, 
measures 76-80. 
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Other than a short, three-measure interlude that uses 

material from Wendepunkt. section E consists of reworkings 

of material from Endepunkt. It is again very rhythmical, 

sixteenth-note dominated music that uses many major/minor 

verticalities. Of the five sections in Part III, this last 

one uses the most directly borrowed material from earlier 

sources. The final two measures of Part III are almost 

identical to the last two and one-half measures of 

Endepunkt. The instruments are not muted this time, but 

again Nilsson uses descending major/minor verticalities with 

added lowered ninths in the penultimate measure (in this 

instance, all six of the chords contain simultaneous major 
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and minor thirds), and a minor triad with major seventh and 

ninth in the final measure (compare Examples 35 and 45). 

EXAMPLE 45: Nilsson, Infrastruktur. Part III, 
measures 44-45. 
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Throughout the Infrastruktur trilogy, the technical 

demands made of the performers are moderate. There are only 

a few scalar or arppegiated passages, rhythms, and 

intervallic leaps that are difficult to execute. The 

range requirements, however, are pronounced, particularly in 

the tuba part. The first trumpet part ascends to a high 

"Eb" (for Bb trumpet), the French horn to its high "C" and 

the trombone to its high "Db." The tuba ascends, and many 

times, up to second space "A" in the treble clef! Nilsson 

scores the instruments according to the timbre he is trying 

to produce, and the very high range of the tuba produces the 
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desired effect.32 

Though the technical demands in Infrastruktur are 

moderate, it is not an easy piece to put together. The 

close harmonies, shifts in tempo, abundance of caesuras and 

fermatas, numerous mute changes, extended ranges, and subtle 

dynamic shadings all can create potential ensemble problems. 

Nilsson's use of dissonant major/minor verticalities 

makes intonation a critical concern. Not only are there 

half-step dissonances between the major and minor thirds; 

Nilsson typically inserts a lowered ninth into the chord as 

well, thus creating another half-step dissonance with the 

root. In many of his less dissonant but still complex 

chords, such as the dominant-ninth and minor chords voiced 

up to the ninth (both often with lowered fifths), Nilsson 

places the third, seventh, or ninth in the bass, thus 

creating a complex mix of overtones. In these instances, 

ensemble members must not give into the tendency to relax 

their air-speed in an attempt to locate the center of the 

pitch. 

Nilsson is very specific with his dynamic indications 

in Infrastruktur. Almost every measure in the three-part 

32. The tuba part was most likely conceived for a French 
tuba in C, an instrument much shorter in length than the 
standard tuba in use in the United States. Pitched in 
the range of a Euphonium, but with 5 valves that enable 
it to reach low notes as well, the French tuba better 
matches Infrastruktur's extended range requirements. 
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work contains dynamic markings. Often they are subtle 

crescendos and decrescendos that help shape the phrasing. 

At other times he uses subito dynamic changes to underscore 

a sudden shift in the musical direction. Rarely, however, 

does Nilsson build consistently toward a climax. 

Of all the potential ensemble problems inherent in 

Infrastruktur, it is the timing of entrances and releases 

that poses the greatest challenge. Throughout the three-

part work, Nilsson regularly inserts ritards, fermatas, 

caesuras, tenutos, and tempo changes. Typically, within 

every three-to-five measures there is an interruption of 

some kind in the pulse. In Part I, there are only two 

instances in which more than four measures transpire without 

use of one of the above tempo-altering devices. In Part II, 

there is only one instance of more than six measures in a 

row without them. Finally, in Part III, Nilsson allows the 

music to move evenly for longer periods of time, but even 

here there is only one instance (measures 1-21) in which 

more than twelve consecutive measures move at an even pace. 

Nilsson is very specific about how his caesura 

markings are to be interpreted. At the first appearance of 

a caesura in each individual part, Nilsson marks it with an 

asterisk and explains (in Swedish) their proper 

interpretation at the bottom of the page: "Caesuras that 

occur inside a measure should be made as short as possible; 

caesuras on the bar-line [between measures] count as fermata 
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and may be extended as long as necessary."33 What Nilsson 

refers to as a caesura is marked in the parts with an 

apostrophe {Example 46). 

EXAMPLE 46: Nilsson, Wendepunkt, measures 1-5. 

Largo waiiloso J - £0 

The apostrophe marking usually indicates that only a 

pause, or Luftpause, is called for, and in Nilsson's 

explanation of caesuras within the bar, a pause or simply a 

breath-mark is all that is intended. 

The apostrophe mark occurring between bar-lines should 

be interpreted as a traditional caesura, however, with its 

length determined according to each circumstance. There are 

33. "Cesurer inom en takt utfores si kort som mojligt; 
cesurer pi taktstreck galler som fermater med paus i 
valfri langd." 
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many instances in which there are mute changes between 

phrases, and the caesura is a logistic necessity. There are 

also instances in which a long pause between phrases or 

sections is appropriate for purely musical reasons, as in 

Example 47. 

EXAMPLE 47: Nilsson, Wendepunkt. measures 17-20. 

0 - ^ 
*#r 

Fs 

Much rehearsal time is required in order to interpret 

successfully Nilsson's stop-and-go method of phrasing. The 

phrases need to be adequately separated so that they are 

distinct, yet not so disjunct that continuity is lost. The 

most effective way of solving this potential problem is to 

insert a subtle cedez before each long caesura, and consider 

the Luftpauses as only breath-marks. Slightly slowing down 

before a caesura helps prepare the listener for the ensuing 

pause. Without this preparation, the pause will sound out 
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of character and too abrupt. 

Infrastruktur requires at least two mutes for trumpet. 

In the preface to Part I, or Wendepunkt. Nilsson clearly 

states that the piece requires Bucket, Harmon, Straight, and 

Wah-Wah mutes. There are, however, no indications in either 

of the two trumpet parts or the scores for trumpet in Bucket 

or Wah-Wah mute. Since the Harmon is a type of Wah-Wah 

mute, it seems redundant for Nilsson to have specified the 

use of both. There is one reference that might indicate the 

use of another type of mute. In Part I (Wendepunkt). 

Nilsson places an asterisk next to a mit Dampfer marking in 

the two trumpet and trombone parts. At the bottom of the 

page, Nilsson instructs (in Swedish) the performers to 

choose a mute that will sound like a stopped horn, and 

further that a homogeneous sound should be strived for.34 

It seems unlikely, however, that a Bucket mute would be the 

proper choice for such a request, since a harmon mute with 

the stem extended best approximates the sound of a stopped 

horn. It must be concluded, therefore, that the preface 

contains an error, and that use of the Bucket mute is not 

mandated. 

The remarkable thing about Bo Nilsson's music, and in 

particular his Infrastruktur trilogy, is his ability to 

34. Val av sordintyp anpassas till Horn 'gestopft. ' Homogen 
klang efterstravas." 
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convey powerful messages with subtle nuance. He frames 

forceful musical statements within short phrases, thus 

creating a style of continual ebb and flow in which his 

musical ideas seem to breathe. Although not nearly as 

pronounced in its manifestation, Nilsson's concentration of 

form owes its existence to Webern. 

Bo Nilsson's Infrastruktur is one of the finest works 

in contemporary brass literature, not only in Sweden, but 

from an international perspective as well. His use of jazz-

influenced harmonies and coloristic devices serves to 

enhance, rather than detract from, his musical intentions. 

His close attention to musical details such as articulation, 

phrasing, tempo, voicing, timbre, and dynamic range further 

enhances his unique ability to convey purposeful musical 
> 

ideas. To Nilsson, these elements are inseparable from 

melodic, harmonic, rythmic, and formal concerns. 

Wendepunkt. Endeounkt and Infrastruktur. though written 

independently over the course of five years, have been 

successfully forged together into a logical, focused, and 

musically viable whole. Infrastruktur offers strong 

evidence in support of Bo Nilsson's ability as a composer, 

and will assuredly become a standard in the brass quintet 

repertory. 



CONCLUSION 

Since approximately 1960, but even more so in the 

1970s and 80s, there has been a noticeable increase in 

Swedish composers' use of trumpet in their scores. Much of 

this increase is simply a result of the growth (worldwide) 

of brass chamber music in general, but in Sweden there are 

other contributing factors. The Municipal Schools have 

produced many outstanding players over the last thirty 

years, and there are simply more capable and available 

trumpet players in Sweden to write for than earlier. Also, 

the current Regionmusik situation has provided for the 

formation of many full and part-time brass quintets and 

quartets. There has also been an explosive growth in 

Swedish orchestras, a development made possible by 

supportive political forces. Subsidies have been given to 

large and small ensembles alike, amateur as well as 

professional, to outlying districts such as Umesham, 

Uppsala, and others. These factors, in conjunction with 

the government-sponsored emphasis on cultural awareness and 

decentralization, have produced a situation in Sweden very 

favorable to musical growth in all its manifestations. 

Contemporary trumpet playing includes techniques and 

devices that were unusual or even non-existent before mid-

twentieth century. As we move into the 1990s such 
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techniques have become increasingly more common, but as yet 

require study outside of the normal trumpet curriculum. 

Tommy Zwedberg's Face the Music incorporates metrical 

intricacies of a very sophisticated nature, hand-stopping to 

create timbral changes as well as quarter-tones and micro-

tones, and quasi-improvisational use of the mute in non-

traditional ways. Folke Rabe's Shazam incorporates the 

visual aspect of performance into the work, exploits the 

directional nature of the trumpet sound by choreographing 

the pointing of it, and uses a very expanded five-octave 

trumpet range. Bo Nilsson's Infrastruktur, though more 

conventional in its treatment of the trumpet in its score, 

does include a somewhat expanded trumpet range, a cadenza 

and harmonies that use the contemporary jazz language, and 

features frequent mute changes that provide for unique 

timbres. 

The amount of musical activity in Sweden has never 

been greater than it is today. There are more concerts, 

educational opportunities, and outreach programs than ever 

before. For composers of music, the polarization of earlier 

stylisic camps (avant-garde vs. national romantic, 

electronic vs. acoustic) seems to have dissipated somewhat. 

The very favorable cultural and musical state of affairs 

currently existing in Sweden has allowed this relatively 

small country to produce many outstanding musicians and 

composers. As a result, music for solo trumpet and trumpet 
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in chamber ensemble settings has grown in quality as well as 

quantity. Works such as Tommy Zwedberg's Face the Music, 

Folke Rabe's Shazam, and Bo Nilsson's Infrastruktur present 

strong evidence of such growth. In the United States today, 

little is known about Swedish music in general and 

contemporary Swedish music for trumpet in particular. The 

current generation of Swedish composers deserves greater 

notoriety, and to that end, it is hoped that further 

investigation into contemporary Swedish literature for 

trumpet, as well as other musical mediums of expression, 

will follow this study. 



APPENDIX A 

TOMMY ZWEDBERG'S COVER ART FOR 

FACE THE MUSIC 
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APPENDIX B 

FOLKE RABE'S SHAZAM: 

ORIGINAL SCORE AND SUBSEQUENT REVISIONS 
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