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 FROM WANDERVÖGELN TO WANDERERS HOTCLUB 
 
 
In his thesis from 1965, the Dutch sociologist J.S. van Hessen introduced the formulation "being 
young together" for all activities commonly undertaken by youngsters outside the family- and 
school environment. It is a general notion, without further referring to any specific historical 
setting or sociological disposition. 
 
Van Hessen asked 300 old age pensioners for their youth experiences. In his research he 
restricted himself to the years between 1890 and 1920, that is to say the space of time previous 
to the period of the youth movement. He wanted to understand "which conditions were 
responsible for changes in the 'being young together', which in retrospect could be recognised as 
parts of a general social evolution."1 According to van Hessen, these changes led to a completely 
new youth order, namely that of the youth movement. 
 
Industrialisation, urbanization and new means of communication and transport, were the heralds 
of modern times in which closed village communities slowly opened up. Initially, the centuries 
old, static, folkloristic youth order, wherein each generation grew up according to the same 
cyclical pattern, with fixed activities, fixed meeting places and stringent norms of behaviour, 
survived for quite a while. However, along with the disappearance of pre-industrial society, rural 
life-forms lost their validity as a social frame of reference. The bicycle, the tram and railways 
increased the radius of action of the "being young together". Collective youth life changed, 
giving way to generational differences and conflicts. In this period (1890 - 1920) van Hessen 
situates the "traditional youth order", in which folkloristic elements are combined with new 
forms and structures of "being young together". But according to some of the people questioned 
by van Hessen, this more or less adjusted "traditional order", in which local standards still 
dominated, could not satisfy them anymore. It lacked the flexibility to integrate the manifold 
sociological, economic and cultural changes. The war, the meaning of life and one's own 
personal feelings, were "matters, which you couldn't talk to anybody about". By retreating into 
your own little room, you secluded yourself from the group and family life, which resulted in 
reproaches and feelings of loneliness. Reading was more or less acceptable, so long as you 
weren't caught doing it. Moving upwards in society, the wish for individual development and the 
longing for personal friendships, constituted needs the "traditional youth order" couldn't meet. 
Middle-class youngsters were the first to encounter these shortcomings. They had no access to 
the party culture of the upper classes in which under surveillance of their parents, the maturing 
youngsters were matched to their future marriage partners according to strictly defined rules and 
etiquettes. 
For upper-class youngsters, to join the world of adults meant following a clearly defined route 
largely set out by their parents. For working-class boys en girls, the annual fair served as a 
marriage market. Apart from the traditional lazy-bones or "stroll-evenings", there wasn't much 
time left to grow up together. Most working-class kids started working immediately after 
finishing elementary school, or even before.  
 
                     
    1 J.S. van Hessen Samen jong zijn - Een jeugdsociologische verkenning in gesprek met 
vorigen, Assen 1965, 56. 
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They were youngsters from the middle-classes who, devoid of a tradition of their own, were the 
first to look for new forms and models to refashion their "being young together". For them, the 
old youth order had become insufficient, it acquired an antithetical meaning. They found an 
alternative in discussion groups, associations, and long walks together, which offered ample 
opportunity for strong, sometimes gushingly enthusiastic friendships. Notions like comradeship, 
brotherhood, solidarity and companionship cast their shadow forwards to the later youth move-
ment. 
 
It's important to notice van Hessen's emphasis on the insufficiency of the old youth order. In 
describing the origins of the youth movement, youngsters are often depicted as Titans who 
revolted against the school, the family and an unjust and inhuman society. In doing so, the 
qualities of adults are being attributed to youngsters. But the first wandervögel had no 
ideologically inspired program. They were no revolutionary rebels, but spontaneous wanderers, 
who returned home from their hikes, swimming-parties and picnics, content but in a sweat and 
with filthy hands, which in itself was enough to bring dispraise and condemnation from their 
bourgeois parents. They fled from the tight rein of the "gymnasium" and from the hustle and 
bustle in the city, but without having first read the treatises of grown-up reform teachers and 
culture critics. 
 
The same applies to the founders of the associations of pupil-teachers, the first independent 
youth organisations in Holland. At the end of the 19th. century, the approximately 500 students 
at the "rijkskweekscholen", drill schools as they were called, suffered from extreme stringent 
rules and a strong interference by the school governors. At age 14 these students exchanged the 
security of the parental home for a solitary life in an impersonal boarding-house. As they stu-
died, they estranged themselves from their parents, mainly lower middle-class people, small 
farmers and an occasional labourer, whilst at the same time, they weren't accepted by the better 
off either. This social and personal isolation caused a strong desire to unite. "Baknieuws", a self-
made union paper was founded, in which initially any aggressive sound addressed to the older 
generation failed. Walking out together and the annual general meeting where all the sections 
came together, strengthened the solidarity. Fostered by humanitarian idealism and admiration for 
the writers of the eighties, a generation consciousness broke through, as late as 1910. "At that 
time, all the storms around the new experiences of friendship and being young together had 
abated, in so far as one couldn't any longer feel that comradeship, that community life as a 
revelation."2 
 
Not in the least due to the indignation of the elder generation, the spontaneous initial phase of 
the youth movement was soon followed by a period during which youngsters tried to legitimate 
their devious behaviour, a process which resulted in an ideology of their own, wherein youth 
itself figured at the centre of a new, righteous world. They saw themselves as a chosen 
generation who within the youth movement worked at the outlines of the ideal society of the 
future. In doing so, the youth movement acquired more and more the character of an isolated 
youth land, a kind of oasis where in the middle of a barren desert, youngsters could cherish 
themselves, far away from the world of adults. 

                     
    2 Ger Harmsen Blauwe en rode jeugd, Nijmegen 1975, p.85, voetnoot 392, p.403. 
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Parallel to this development various educationalists and psychologists also signalled the 
importance of the youth movement. During a congress in 1919 dealing with the problems of the 
maturing youth, C.P. Gunning, principal of the Amsterdam Lyceum, spoke of a "third 
environment" supplementary to the school and the family, in which youngsters could grew up 
together. That grown-ups should therefore keep an eye on them went without saying, however: 
"the first and most important concern of someone teaching maturing youngsters is to avoid with 
utmost care any impression of unasked interference with their business."3  
Gunning was not alone in his enthusiasm for the youth movement. The government commission 
'Wijnbergen', installed to investigate the problems of wanton and criminal youth, ended their 
final account in 1919 with a positive advice towards free youth formation as well. "It appears to 
the commission that the state, only to her own considerable disadvantage, shall be able to 
neglect this new educational institution. Moral and material support in this field shall amply bear 
fruit.'4 
 
In the beginning the various youth organisations and youth associations in Holland offered an 
alternative which appealed to many youngsters. Hiking, camping, swimming and being together 
in a club, remedied boredom and social isolation. 
However, towards the end of the twenties the growth of membership stagnated somewhat. The 
self-restrictions propagated by the youth leaders, caused many junior union members to stay 
away from the AJC. (The biggest working-class youth organisation in Holland). The 
denominational youth organisations also put up a moralizing narrow-minded attitude towards all 
things strange or new. Their members had to be protected against the influence of other pillars, 
but first and foremost they had to be prevented from succumbing to the moral dangers of 
modern, mundane city life. 
Fear for new ideas often led to petrifaction. Sexuality and eroticism, smoking, drinking, going to 
the movies, mixed swimming, dancing and listening to jazz, all were desperately kept out. The 
countless rules of conduct and prohibitive regulations endangered one's personal freedom, which 
made the youth movement for many youngsters unattractive and eventually even pushed them 
towards tasting the forbidden fruits. 
 
Apart from this, it is important to notice that during the inter-bellum only a minority of Dutch 
youth took part in the youth movement. (At the end of the thirties, according to the CBS, only 
40% of all youngsters between 12 and 20 years old were members of a youth organisation of 
which 40% were girls and 60% boys).5 Regarding those numbers, one may wonder how far the 
order of the youth movement in this period dominated the experience of "being young together. 
Certain is that for many youngsters it didn't suffice. 
                     
    3 J.H. Gunning Problemen der rijpere jeugd, Utrecht 1924, 26. 

    4 Verslag van de staatscommossie tot onderzoek naar de ontwikkeling der jeugdige personen 
van 13-18 jaar, Amsterdam 1919, 163. 

    5 Piet de Rooy "Een geheel aparte menschensoort - Het ontstaan van de vrije jeugdvorming in 
Nederland", in: J.J.H. Dekker e.a.(red) Pedagogisch werk in de samenleving. De ontwikkeling 
van professionele opvoeding in Nederland en België in de 19e en 20e eeuw, Leuven/Amersfoort 
1987, 175. 
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Moreover, with the advent of radio, sound pictures and gramophone, new means of style became 
available, which lent themselves splendidly as building-blocks for an alternative "being young 
together", detached from the youth movement and with plenty of space for individual 
development. This alternative "being young together" centred round Jazz. 
  
 
 THE ADVENT OF JAZZ 
 
 
When studying the influence of jazz music upon the "being young together" until the end of the 
Second World War, the problem arises that those, for whom jazz was an important leisure acti-
vity, that is to say the public and the amateur musicians, left almost no written sources. 
 
To start with the latter, amateur jazz practice took place mainly in the better-off quarters of 
society, notably the student world. Here English was spoken and enough money was available to 
buy records and expensive instruments. At many a university or grammar school you could hear 
the sounds of a corps- or school band. The Leyden corps band "Minerva" for example, was 
founded in 1925 and in Wageningen the students of the agricultural college united themselves in 
the "Ceres band". In The Hague an orchestra made up of well to do citizens and students played 
since 1922. They called themselves "The Queens Melodist’s". Remarkable is the bringing about, 
all be it clumsily, of a jazz-like orchestra at the Breda military college in 1924. 
But apart from that, the musical achievements of both grammar school- and university 
orchestra's were often astonishing. Many musicians and jazz orchestras, later to be famous, 
originated from a college band. 
 
During concerts, both professional and amateur musicians had to behave themselves in an 
exemplary way. Dress, haircut, presentation, everything had to be in apple-pie order to make 
sure a respectable and civilized impression was made. For critics of all persuasions lay in wait 
and also the publicans and restaurant keepers kept a watchful eye to make sure that with the 
arrival of the new music, moral sense and decency were maintained, if only for the sake off 
appearances. No excessive drinking and no provocative hot dance music, for the slightest jarring 
note was enough to alarm the police and risk loosing one's license to sell liquor or have live 
music. 
 
In spite of all this prudence, intervention on a national scale took place anyhow. At the initiative 
of the "Discipline Union", an organisation which, according to their statutes, had bound itself "to 
combat indiscipline and to beautifulize (sic) public life", a "commission on popular amusement" 
was installed, which in 1927 asked for governmental action against modern dancing. The 
Discipline Unions' paper called "The Gong", warned those youngsters who indulged in: 
"...dances derived from wild negro tribes...It has to be said now, all those perverse movements, 
all that shuffling to and fro and nodding and shaking and twisting and licking one's lips quasi 
gracefully and spilling and wriggling, all this leads to the forbidden deed."6               
                     
    6 Cit. de Gong in: Rudolf Dekker, Hendrik Henrichs en Gertjan Johannes "De vergeefse 
stormloop tegen zedenverwildering en kattenkwaad", in: NRC-Handelsblad Juni 16, 1984. 
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The request was met and in 1930 a government commission was installed, which one year later 
came up with a final rapport. The modern dances constituted a moral threat to the youth, so the 
conclusion went. "Demoralisation has penetrated from all countries involved in the war. Its ways 
of expression however, are mainly American..."7 The whole affair led up to the inclusion in 
1933 of a dance ban in the licence system for public houses. But by this time the measure was 
hardly effective anymore, because the far-reaching effects of the economic crises had already re-
stricted most dancing to private parties or club evenings. 
 
Moreover, due to the arrival of the radio at the beginning of the thirties, Jazz and syncopated 
music, precisely in this period of crises, was being introduced for the first time to a mass public. 
Youngsters didn't depend upon expensive gramophone records and concerts any longer, they 
could just stay at home, turn on the radio and hear Coleman Hawkins, the Ramblers or the 
AVRO-decibels. (In 1933 you had to pay four guilders admission to hear Louis Armstrong at a 
"thé dansante" in the Amsterdam Carlton Hotel). On Belgian radio, you could here the 
orchestra's of Stan Brenders, Fud Candrix and Jean Omer, radio Luxembourg regularly 
transmitted jazz music as well, but it was through the BBC, that the English orchestras of Harry 
Roy, Bert Ambrose, Jack Payne and specially Jack Hilton won the biggest popularity in 
Holland. The smooth, polished dance music hit the popular fancy most. 
It elaborated on the popularity of dances like the Shimmy, the Charleston, and the Black 
Bottom, which were introduced in Holland at the beginning of the century. These dances origi-
nated in the black ghetto's of the big American cities. But during the twenties, the federation of 
Dutch dance school teachers, following the example of their English colleges, restyled them and 
made them sufficiently "respectable" to meet the taste of a big audience.   The same applied to 
swing dancing. Soon after Charles Lindbergh’s' successful flight over the ocean in 1927, a new 
dance style was being tested in the "Savoy Ballroom" in Harlem, on which occasion the dance 
partners flung each other through the air, turned around each other's hips and tossed to and fro. 
All with a stiff, untouched facial expression. When dancing the "Lindy Hop", one had to be 
cool. The US filmindusty, revue theatres and night clubs enlisted the Harlem hoppers or white 
imitators such as Fred Astaire and turned the "Lindy Hop" into an American export product 
which during the thirties became known on the European marked as "swing". Hollywood 
pictures like "Dancing Lady"('33), "Borne to Dance"('36), "Swing high, Swing low"('37), "On 
the Avenue" ('38) and especially "Broadway Melody"('36), all featured the tempestuous swing 
dance, which the youth carried over from the cinema into the dance hall. 
 
These young swing dancers showed an enormous enthusiasm for "hot jazz", but for the sake of 
the dance-loving masses and because of the conservative attitude of the pilloried radio makers, 
who were always afraid of their members withdrawing, the Dutch orchestra's often chose for the 
English, polished style, sometimes even interchanged with Waltzes and ballroom tunes (John 
Kristel) or with a mixture of cabaret tunes and Dutch clog dances, (Boyd Bachman and also, 
later in their career, the Ramblers). The musicians themselves however, favoured American 
arrangements. Ernst van 't Hoff, Dick Willebrandts, Melle Weersma, Jack de Vries and the 
Ramblers, all preferred the American repertoire. 
 
                     
    7 Rapport der regeeringscommissie inzake het dansvraagstuk, 's Gravenhage, 1931, 9. 
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Thanks to the radio and guest performances of American musicians, this American jazz 
repertoire directly reached the Dutch public, unfiltered by European arrangements. Duke 
Ellington and his orchestra played the Scheveningen Kurhaus in July 1933 featuring Cooty 
Williams and Johnny Hodges. The same year in November Louis Armstrong gave two concerts 
in Holland and in 1934 he came round again as did Cab Calloway and his orchestra. Willy 
Lewis, Benny Carter, Arthur Briggs and Bill Coleman were regular returning guests. In 1935 
Coleman Hawkins was on a tour with the English orchestra of Jack Hylton when the Nazi's 
refused to let him in because he was coloured. He stayed behind in Holland and in the years to 
follow he often performed as a guest soloist with the Ramblers. He also made several recordings 
together with drummer Maurice van Kleef and the American pianist Freddy Johnson, who had 
worked in Holland since 1934. Their concerts were regularly broadcasted by the VARA- and 
AVRO-radio.  
 
Next to the Hollywood films, the radio, the concerts of Dutch jazz orchestra's and the guest 
performances of Belgian, English and American jazz musicians, the gramophone record served 
as the most important intercontinental, musical go-between. 
 
And this gets us down at once to that little group of youthful jazz addicts who did leave written 
sources behind, all be it in small quantities: Grammar school fellows, Gymnasium pupils and 
students, mainly middle-class boys, who by means of record evenings, lectures, study sessions 
and self-made music, spent up to 200% of their free time on jazz. At the Kennemer Lyceum in 
Overveen for example, a jazz fan club came into being at the end of the twenties, which from 
1931 until the outbreak of war, manifested itself in each edition of the school paper with a 
section on records entitled: "What shall we play?" On the front page of the March edition from 
1932 we find a call to participate in a record club. "It is our plan to lend 4 dance records a weak 
to everyone who likes to join. These records will all be up to date, so they will contain the most 
recent English and American hits as well as the best Hot records", according to the drummer of 
the Kennermer Lyceum band, Eddy Crommelin. During the same year still, he, together with a 
couple of school friends, decided to follow the Belgian and French examples and founded a 
"Hot Club" in Holland. This Dutch Hot Club (NHC) proved to be a fruitful initiative. Soon after 
starting off in Haarlem, there appeared NHC-sections in Amsterdam, Nijmegen, Utrecht, Den 
Helder and The Hague. The different sections were united in the "Dutch Jazz League" (NJL) and 
closely related to "De Jazzwereld" in which all NJL-news was published. "De Jazzwereld" was a 
monthly magazine, founded in 1931 by Ben Bakema, better known as Red Debroy, who at that 
time was only sixteen years of age and played the alto in the Kennemer Lyceum band. The first 
edition came out in August and proved to be a great success. Within a year the magazine was not 
only sold in Holland and Flanders but also in the Dutch Indies, Germany, Switzerland, Denmark 
and even in Morocco, where German- and Dutch speaking dance-hall visitors read "De 
Jazzwereld". 8 Every month the subscribers were kept up to date about the latest records and in 
the regional survey, the whole national jazz landscape, from Heilo to Valkenburg and from 
Groningen to Bergen op Zoom, was accurately mapped out. During the thirties, tens of 
provincial jazz clubs, like for instance the "Hot Club Breda" and the "Hot Record Club" in 
Zaandam, started to flourish in this national jazz landscape. Most of these clubs however, didn't 
join the NJL. The following of the NJL restricted itself to a few hundred jazz lovers. Each 
                     
    8 De Jazzwereld, 2e jaarg. No.6, July 1932, 27. 
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section had about 50 to 70 members, but it is said that the best attended record evenings were 
visited by at most 15 persons. Earnest and serious devotion predominated, especially in the 
beginning. An artistic commission drew up the programme for a record evening. Then, gathered 
around the gramophone, one listened to the explanations of one of the members, next there 
followed a discussion and at best the meeting ended with a piece of live jazz played by a few 
amateurs present. Dancing was decidedly out of the question. "Real" jazz lovers took no interest 
in dance music what so ever. 
 
Not only the modern dances constituted stumbling stones for many an anxious educator in 
Holland, jazz was mercilessly criticised as well. (For a description of the Dutch anti-jazz camp I 
refer to my paper "Krieg dem Jazz" in: Berndt Polster (Hrg) Jazz im Nationalsozialismus, Berlin 
1989). 
The fact that during the thirties, jazz and especially swing dancing were continuously 
discredited, equating them with  moral corruption, cultural barbarity and uninhibited, primitive 
negro tribes, created doubts in the long run. Precisely with those youngsters who had modelled 
their "being young together" almost exclusively around jazz and for whom even the slightest 
interest in the youth movement was missing. Precisely amongst the jazz fans in the NJL and 
amongst the young readers and editors of "De Jazzwereld", there were many who couldn't break 
away from the moralizing paternalism of the Establishment. When it came to the test, they didn't 
dare to break with the adults and instead assumed a defensive attitude. It is for this reason that 
their jazz- and swing veneration never took on the shape of a counter culture. From the 
beginning, J.B. van Praag, as an editor of "De Jazzwereld" had made a difference between "real" 
jazz music and all sorts of derivatives, which capitalized on the bad taste of the dance minded 
public at large. From April 1932 onwards jazz was reviewed only in a column called "Avant-
Garde". "Only jazz shall be discussed here, whereas the other 'group' of the Jazzwereld, is 
completely devoted to the nature of the 'commercial'-, straight and sweet dance- and 
entertainment music."9  
 
Two months later it was decided that the words "jazz" and "jazz music" were only applicable to 
"hot" and "new style". "From our decision follows that in articles outside the Avant-Garde 
column, the word 'jazz' shall rarely be tolerated"10 Along with their efforts to distinguish "good" 
from "bad jazz", the rhetoric and bias from the anti-jazz camp penetrated the editorial staff more 
and more during the thirties. "Is Hot-Jazz lewd music?" and "Has Jazz a value as an art?" they 
asked themselves already in the March edition of 1933. As you read, you get the impression that 
the search for musical criteria with which to distinguish the "pure" jazz from cheap, commercial 
imitations was directly linked with obtaining respect and acknowledgement from a hostile outer 
world. The fact that nothing came out of this search, subsequently caused a big confusion and in 
default of clear-cut musical standards, they eventually chose the colour of the skin as being the 
decisive criterion. Jazz music merely required a feeling for "negro rhythms and melody forms" 
and this feeling was most pure "...with those who are themselves negroid"11 Whenever the 
                     
    9 De Jazzwereld, 2e jaarg. No.4, April 1932, 2. 

    10 De Jazzwereld, 2e jaarg. No.5, June 1931, 2. 

    11 De Jazzwereld, 10e jaarg. No.11-12, Nov-Dec 1940, 10. 
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"original folk music of the North-American Negro's" was played by whites, it would lead to a 
banal extraction. Especially Will Gilbert, who joined the editorial staff in 1935 (At that time Red 
Debroy had already left), developed himself into a dreaded executioner. Most of his five years as 
a Jazzwereld editor he spent fanatically condemning popular, white imitators, after which in 
December 1940 he concluded that jazz had reached the end of its development.12 For Gilbert, 
the quest for the legitimacy of his own passion finally ended up in the Department of Popular 
Education and Art. Serving the Germans during the occupation, he designed a regulation accor-
ding to which all jazz influences were to be excluded from entertainment music. 
 
However, this curious looking for self-justification was only characteristic for a small group of 
youthful jazz amateurs. But because this small group was involved in organising many of the big 
annual jazz concerts and the publishing of the only Dutch monthly on jazz, their call sounded 
louder as one might have expected given their limited numbers. No wonder, the pupils of the 
Kennemer Lyceum also struggled with the question whether or not to take the latest dance 
records of Lew Stone and Harry Roy seriously. In April 1934 the Lyceum Paper stated that: 
"...after criticism from the camp of the dance music maniacs", the section on records was 
divided into two separate parts: "Section 1: Real Jazz" and "Section 2: Dance Music". "...in view 
of the readers and their age, naturally this last section will be arranged as popularly as possible 
and the style will be bordering on the simple".13  
A few years later, the racist criterion had penetrated the Lyceum paper as well. In the first issues 
of 1937 a real polemic evolved around the question: What is Jazz? "Real jazz can only be played 
by negro bands like Ellington, Don Redman or Fats Waller. White or mixed bands merely 
imitate. They are skilled in the technicalities, but they lack the basic instinct of the Negro and 
that's why the music doesn't swing", so the theorem went. The counter-plea was presented in the 
March edition: "Dear P.J.K. I found your short treatise on "Jazz" very interesting to read...Jazz is 
a cultural expression emanating from the basic musical instinct of the negro's in America...The 
intellectual American can not grasp this basic instinct, thus the "jazz" as it is now commonly 
known, originated as the musical expression of a people poor in culture. We Europeans, who 
have built up a culture for centuries, appeared to have been slow during the last decades in 
progressing along this glorious road...It became an acknowledgment of our spiritual poverty. 
And so it was understandable that the "Jazz" with all its decadent followers, soon reigned 
supreme in Europe.14 
 
Fortunately, not all the Lyceum-pupils thought the same way, witness the sudden popularity of 
the "Lambeth Walk" in the autumn of 1938. Inspired by the combined holiday impressions from 
England and France, the Kennemer lyceists even developed their own version: "The Kennemer 
Walk".15 
 

                     
    12 Idem. 

    13 De Lyceumkrant, April 1934, 118. 

    14 De Lyceumkrant, Feb-March 1937, 5, 14. 

    15 De Lyceumkrant, Nov. 1938, 10. 
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Moreover, the vast majority of the youth was not interested at all in the discussions around jazz. 
They listened to the Ramblers, the Swing Papa's or Jack Hylton, although they had often never 
even heard of the word jazz. It was the popular dance music from the thirties and forties, which 
reached an unprecedented large audience thanks to the development of new media. That's why 
Theo Uden Massman, could become the first national "pop idol" and the daily paper "Het Volk" 
thought it proper to cover an ambitiously designed propaganda evening for jazz, organised by 
the Dutch Jazz League, using "New heroes are being worshipped" as a headline.16 
 
 
 JAZZ AND SWING DURING THE OCCUPATION 
 
 
After the years of crisis, the entertainment industry revived. Concert agenda's were full and the 
record industry too was running at full capacity, which was also the case during the first three 
years of the occupation, except for a short interruption during the early May days of 1940. Here 
one could sense the failure of the attempt to synchronize cultural life. In the course of 1942, 
"The arrangement of musical life" as it was euphemistically called, only hesitatingly got going 
and the same applied to "the arrangement of dancing in general and of society dancing in par-
ticular". During the first half of 1941 a dance-ban had been in force for several months and on 
March the 9th of 1942, SS-leader Rauter again announced a ban. All dance amusements were 
forbidden with the exception of "pure dance education" for persons under 20 years of age.17 
According to Tobie Goedewaagen, secretary-general of the Department of Popular Education 
and Art: "Society dancing drew its possibilities from negro culture and from bold, heated and 
soulless sexualism, rather then from it's own country, people and tribe."18 In 1941 preparations 
were already being made to organise musicians as well as dance teachers in the "chamber of cul-
ture". The dance teachers should have been incorporated in a special trade association of the 
theatre guild, but not until the end of 1943 were dance schools seriously dealt with. By that time 
though, all dance teachers had to close down their schools because of the forced employment of 
workmen, including those who were exempted from the so called "Arbeitseinsatz". From this 
time onwards, swing dancers were almost entirely dependent upon house parties in blacked-out 
rooms or, like in "the harmony" pub in Zaandam, they had to make sure that there was always 
somebody on the look-out, especially during the concerts of the ZFC dance orchestra. 
 
Like I said before, the first years of occupation caused no decay in jazz activities. The German 
record companies (Polydor, Elektrola, Telefunken and especially Brunswick), produced 
American jazz- and swing records for the foreign marked until the end of the war. In Holland 
                     
    16  "Propaganda voor Jazz, Avond der afdeling Amsterdam van de Nederlandse Jazz-Liga, 
Nieuwe helden verering”, in: Het Volk May 30, 1936. 

    17 "Bekendmaking van den commissaris-generaal voor de openbare veiligheid betreffende het 
verbod van dansvermaak in oorlogstijd", in: Courant - Nieuws van den Dag, March 9, 1942 
(evening ed.). 

    18 "Ook ordening op het gebied van den dans. Uiteenzetting van dr. Goedewaagen" in: 
Telegraaf Apr. 2, 1941. 
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they were very popular, not in the least because of the remarkable quality of the matrixes these 
firms used. German pressed records held out longer then those made in America. The Dutch 
record industry too, small as it was, went on as usual during the war. The story goes that the 
famous German Hot Violinist, Helmut Zacharias, acted as a repertoire inspector for the Germans 
at the Dutch Decca company. That may be, however Benny Carter's "Lazy Afternoon", recorded 
by Zacharias himself in Bussum in 1937, was reissued in 1942, provided of course with a Dutch 
title: "Luie middag". Several recordings by Coleman Hawkins were reissued as well and from 
1942 onwards, the "Farewell Blues", being the traditional closing tune of every Ramblers 
concert, was available under the title "Au revoir". 
 
The orchestra's managed with reasonable success to keep their jazz repertoire up to date during 
the years of occupation, by copying American tunes from short wave radio broadcasts. Their 
concerts were well-attended and this applies to both the professional dance orchestra's and the 
amateur orchestra’s, like for instance the "Swing-Papa's" from the Hague, who in 1942, calling 
themselves ironically the "Slingervaders", played for an outrageous crowd in the Zoo.  
During the "Music-Hall" party on April 27th of 1941, more than 2000 youngsters listened in the 
Amsterdam Concert Hall to the "syncopated Musquetiers" featuring Freddy Johnson, the "Quin-
tette de la Hot Assemblée d'Hollande" and the "Ramblers". The daily paper "het Nationaal 
Dagblad" reacted most indignant: "That a leading Dutch art institution like the Concert Hall in 
our capital, lent itself to such an event permeated with English infatuation." Other papers used 
headlines like: "A complete feast" and "Jazz festival in Concert Hall - a triumph of youth".19 
Still until the end of 1944 the Ramblers played in overcrowded houses throughout the country. 
In Sappermeer, the local newspaper reported on July 7th of 1944 that the town theater was 
packed, "almost entirely filled by the young generation, dance music lovers, the boom of the last 
decades". Two days later, the Groninger edition of "Het Volk" in an article headed "unhealthy 
youthful enthusiasm", stated that people queued up for the box-office of the "Harmonie" as early 
as five o'clock in the morning just to make sure they had a ticked for the performance that 
evening of Theo Uden Masman and his Ramblers.20 
 
In the end two developments caused a serious threat to the new "being young together" modelled 
around jazz. First a national regulation concerning the protection of youth was introduced in 
December 1942, which was an exact copy of the German "Jugendschutzgesetz". According to 
this youth protection law, persons under 18 years of age were not allowed to go out on the 
streets after sunset. The visiting of pub's, cabarets and music halls was forbidden too, as were 
liquor, smoking in public and gambling.  
 
To avoid the consequences of this measure, youngsters frequently organised house parties. 
Because during these parties, sunset was often ignored, it could happen that all the guests were 
forced to spend the night beside the gramophone, which, according to several insiders, gave it an 

                     
    19 "Jazz-feest in Concertgebouw. Een volslagen succes. Jeugd triomfeerde", in: Courant 
Nieuws van den Dag,  Apr. 28, 1941. 
 
    20 J.de Groot: "Theo Uden Masman was in de Harmonie. Ongezond enthousiasme bij de 
jeugd", in: Het Volk June 19, 1944. 
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extra dimension. On the other hand there was a tendency towards more afternoon performances 
and on the whole people more often stayed at home during the evenings. 
 
Finally, the proclamation of the forced employment of workmen (the Arbeitseinsatz), put an end 
to the leisure activity of many young jazz lovers for the time being. Both the amateur musicians 
and the public were hard hit. The ZFC dance orchestra in Zaandam for example, had to work 
with more then twenty substitutes in barely two years time and Han van der Hoek, later to 
become president of the The Hague Jazz Club, lay hidden in a market garden for almost a 
month, before he dared to flee to the countryside. 
 
Several members of the Haarlemmer amateur sextet of Han Baas went into hiding as well. From 
February 1944 onwards until the end of the war, they kept each other posted concerning the 
latest developments in jazz by writing. They made plans for the future. On February 16th of 
1945, guitarist Dick van Noord wrote to saxophonist John Wing Easton who was in hiding: 
"Dear John...If we all practice as hard as this, we can play Jazz on the Russian radio right after 
the war." Signed: "your friend Dick". During the liberation festivities the sextet played again in 
full strength.21 
 
 
 INTERNATIONAL PERSPECTIVE   
 
 
The changes in style and substance of the "being young together" mentioned above, mark the 
transition from the system of the youth movement to the post war youth order. Van Hessen calls 
this "the order of experimental-improvisatorial (sic) group forms".22  But as far back as the 
thirties, such group forms already began to take shape in France, Belgium, Holland, Germany, 
Austria and several other European countries. Notwithstanding the dominant influence of the 
youth movement, youngsters in Holland, Belgium and Germany created an alternative style of 
"being young together" on their own, using jazz music, swing dance and elegant clothes. In 
doing so, they foreshadowed the post-war youth order, in which the youth movement had ceased 
to function as a moral and ideological frame of reference.   
 
Both in Holland and Germany most youth organisations tended to restrict the personal freedom 
of their members. In Germany, during the twenties, many youth associations introduced uni-
forms and a strict discipline. The proclamation of the synchronisation of all youth organisations 
in 1933 meant the start of an endeavour without precedence to shape a whole generation in the 
spirit of national socialism. Although the figure of speech, the style and the activities of the 
Hitler Jugend were for the most part derived from the old youth associations, discipline and 
militarism slowly got the upper hand at the cost of personal freedom. The same thing happened 
in Holland as a consequence of the self restraint the youth movement tried to impose on their 
members, resulting in a declining popularity of the youth organisations.                 

                     
    21 Letter: Dick van der Noord to John Wing Easton, Feb. 16, 1945. (P.A.) 
 
    22 J.S. van Hessen, Samen jong zijn, 356-357. 
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When war broke out, it was still possible, especially in the big German cities, to escape the coer-
cion and compulsion in the Hitler Youth, but from 1940 onwards, repression against all deviant 
groups, including the so called "swing youth", was tightened up. Whereas German swing boys 
and -girls were confronted with Gestapo terror, imprisonment and a premature call up for the 
army, their counterparts in Holland had to deal with patrolling WA-troops, a curfew, and the risk 
of being caught and set to work in Germany.    
 
Comparisons like these, between developments in different countries, are important when you 
study the changes in the "being young together". The big political differences between for 
example Holland and Germany during the thirties and the divergent circumstances during the 
period of war and occupation, make such comparisons interesting. For it is only an international 
perspective, that can make the influence of topical historical events on the "being young 
together" look relative, through which other, perhaps less eye-catching influences on an 
"epochal level" (those are van Hessen’s words) come to light easier. 
 
I will try to give a few examples with regard to this last category. First, jazz offers the possibility 
to identify with musicians and other jazz fans. As such, jazz has a function in the formation of 
one's identity. According to the American music sociologist Simon Frith, the function of music 
in the "being young together" of post-war youth, was threefold: It was used as a "background" 
for mating and dating and in the struggle for identity and status, as an "ideology" (for instance 
the hippy's in the sixties, who used music, among other things, to express their opposition 
against the ethos of productivity) and eventually as a "hobby".23 Clearly the functions off jazz 
music in the pre-war "being young together" were more or less similar. The more society 
rejected jazz music, modern dancing, licentious behaviour, smoking, drinking, long hair, make-
up and loud dress, the more some of the Dutch jazz- and swing fans and more in particular the 
German "Swing Youth" and the Belgium "Zazous", were attracted by these "vices". Some of 
them, just like during the sixties, used controversial music and dress as a means of provocation 
with which the Establishment could be defied. 
According to Frith, middle class youth in the sixties used rock music to participate in the 
romanticised life’s (in fact the desired leisure activities) of "Working-class adolescents". "Rock 
offers the fantasy of a community of risk", and to this he adds: "..this approach to music has a 
long history: in the 1920s and 1930s middle-class adolescents were, for similar reasons, drawn 
to jazz".24 Of course, it is not at all unlikely that the music of oppressed negro's, offered the fan-
tasy of a community of risk as well as working-class rock'n'roll did. And indeed, in the folkloris-
tic youth order, playing with risks was already a popular occupation among youngsters. The 
question is, whether or not in the 1930's and 1940's, there were real risks (not just a fantasy) in-
volved in listening and dancing to jazz music and if so, why of all things youngsters chose 
music, and of course this kind of music, to scout about the borders of what was publicly ac-
cepted? 
 
Another framework of interpretation is presented by the American historian Paula S. Fass, who 
studied the emergence of "peer group societies" among middle-class youngsters at the American 
                     
    23 Simon Frith  Sound effects - Youth, Leisure, and the politics of rock, London 1987, 224. 

    24 Idem 217. 
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colleges in the 1920's. According to Fass, regional and parochial badges, fraternity pins, class 
uniforms and emblems, were rivalled by 'collegiate' styles and fads that were nationwide".25 
Imitation was encouraged by local- and college peer groups and in this way small youth groups 
got involved in a national phenomenon. In this and many other respects, the changes in the 
European "being young together", resemble the emergence ten years earlier, of a mass youth 
culture in the United States, in which, by the way, jazz played a very important role as well.  
 
Clearly, any research into the changing nature of the European youth order has to take into 
account the steady growing influence of the American mass culture in Europe since the 
beginning of the century. The rapid spread of this mass culture through mass media like film, 
radio and gramophone, caused especially older people to feel threatened and to take up a defen-
sive attitude. For most youngsters, the case was different. According to the German Americanist 
Berndt Ostendorf: "...the openness of jazz....contributed to images of America as a swinging 
democracy". 26 During my talks with former Swing Boys from Hamburg, this view called forth 
many reactions of recognition and agreement. The point in reverse was made by Prof. Jay Blair 
who stressed "the importance of understanding the popularity of American culture among par-
ticular groups (defined by generation and/or class) as an alternative to constraints imposed by 
'home' cultures".27 
 
This last remark corresponds with the hypothetical starting point of my own inquiries, namely: 
the insufficient capability of the youth movement to meet the needs of many youngsters. The 
pre-war youth order in Holland was of antithetical significance to the genesis of an alternative 
"being young together". In other words, detachment from the order of the youth movement 
became "an activating condition" for the unfolding of a new youth subculture, based on jazz. As 
such, it was similar to the process that, according to van Hessen, led to the advent of the youth 
movement around the turn of the century. 28 The question then is, which tensions and compul-
sive circumstances caused youngsters to break with the old youth order in favour of alternative 
musical subcultures? Were "constraints imposed by 'home' cultures" wholly decisive in this 
matter?  
When the changes in the "being young together" had been manifest only in Germany, the 
obvious thing to think of, is the extreme militarization of the Hitler Jugend (compulsory from 
1939 onwards), attended with a minimization of personal freedom. However, in Holland and 
Belgium, the influence of national-socialist organisations was small and there too, an alternative 
"being young together" centred on jazz, flourished. Therefore, a reaction against a moralizing, 
suffocating and narrow-minded society seems a more likely explanation. The search for an 
alternative to boredom, dullness and indolent squareness; matters which, by the way, influenced 

                     
    25 Paula S. Fass  The dammed and the beautifull - American youth in the 1920's, New York 
1977, 227-228. 

    26 Summary of NIAS Planning Session, Dec. 9-10, 1989, 3. 

    27 Jay Blair: "Culture Impact Studies: Theory and Practice", in: Summary of NIAS Planning 
Session, Dec. 9-10, 1989, 1. 

    28 J.S. van Hessen  Samen jong zijn, 335-336. 
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the style of "being young together" of post war youth generations as well. Jazz, on the other 
hand, offered possibilities for individual escape, identification with new idols and a dynamic 
life-style. Hence, it was a source of solidarity and active discontent. 
 
 
 HOLLAND AND THE CRISIS 
 
 
An inventory of possible interpretations regarding the changing nature of the youth order is 
never complete of course, without mentioning the economic crisis. As we have seen before, by 
the end of the 1920's, the youth organisations in Holland lost many members as a result of the 
self-restrictions, propagated by the youth leaders. According to the Dutch historian Piet de Rooy, 
the economic crisis, together with the enormous youth unemployment: "...came as a blessing in 
disguise: The youth leaders got hold of the youth again...It is remarkable to see the youth leaders 
setting up the youth unemployment care as their own monopolized domain". Not until the end of 
the 1930's, when unemployment rates dropped again, youngsters turned away from these 
moralizers and their ideal image of youth: "the honest Henry in plus-fours". 29 
 
If you wanted to wrest yourself from the influence of the youth care, a certain measure of 
economic independence was decisive. Money was the key with which to unlock the doors of the 
old youth order and to establish a different "being young together" outside the corporate life, 
which was sanctioned by adults. Money was one of the conditions to restructure the domain of 
youth. The records and clothes were expensive and especially tickets for big concerts or the 
purchase of a (portable) gramophone, required large amounts. 
 
Only a small group of youngsters had a sufficient amount of money and leisure at their disposal, 
to modernize their lives drastically. A much larger group though, equally chose to model their 
"being young together" according to the latest trends in style and music, but compelled by 
necessity, they had to improvise and imitate. In doing so, they departed, at times cautiously, at 
other times radically, from the youth movements' morals and customs of many years' standing. 
Often their style and orientation foreshadowed the post-war youth domain. 
 
However, in contrast with post-war youth generations, youthful Dutch jazz fans in the thirties 
and forties could only partly appropriate the new American music. There was often a big 
difference in age between themselves and the musicians, who wore their hair and dress the way 
their fathers did and in origin, the music itself didn't belong to them either. An all devastating, 
emancipatory energy to break away from the condemnations of the older generation, was 
lacking. 
 
Whether it concerned a trip to Zandvoort with the portable gramophone or a serious study 
meeting of the NJL, the annual international jazz competition in the Scheveninger "Kuhrhaus" 
or a "Hot Evening" of the "Wanderers Hot club" in The Hague, where "swing nozems" were rol-
licking like mad on the dance floor; In all cases, any pretention to turn this sub-culture into a 
                     
    29 Piet de Rooy: "Jeugdbeweging in Nederland", in: Geschiedenis van opvoeding en 
onderwijs, Nijmegen 1982, 134. 
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counter culture, was absent. The young jazz- and swing fans from the "Wanderes Hot club" 
were just as distinct from being revolutionary Titans, as were the first Wandervögel. Neither the 
"Hot wanderers" nor the "Wandervögel" had a political or ideological program or saw them-
selves as a chosen generation, who would turn the world of their parents into a better one. Both 
groups were wandering in the full sense of the word.  
 
To most youngsters jazz was an individual, emotional experience. The collective exchange of 
these experiences, remedied loneliness and social isolation and eventually brought about joint 
excitement. Jazz- and swing offered the possibility of escape from the tight routine and 
discipline of growing up in a small-minded, pillarised and godfearing country. Jazz ment 
coming to one's senses. It stood for vitality and a different feeling for life. A feeling, which the 
Dutch writer F.B. Hotz experienced for the first time in 1928, when his father played Paul 
Whiteman's "Side by side" on the Columbia table grammophon: 
 
"Seldom has music been so perfectly able to express the daring expectation of a well-begun free 
summer Sunday, as on this record...The joyfulness was not suggested to me by the sung text, 
that I did not yet understand, but by melody and the sound of the orchestra itself. The narrative 
'verse', which precedes the chorus and is played by the solo-cornetist, raised expectation. It was 
restrained wantonness, a giggle before something pleasant happens. We children could under-
stand it well and don't let anybody tell me again 'it is the memory that makes a record beautiful', 
for I remember the music itself. Her own catching 'Spielfreudigkeit' and my own submersion in 
it and no idealized times. The record was the good thing of the Sunday morning with the closed 
curtains... it made the coffee and father's Gillette set smell good and without those sounds, they 
would have been nothing from the very beginning".30 
 
 
 
 
Nieuwendijk, Summer 1993 

                     
    30 F.B. Hotz: "De verplaatsing", in: TV-broadcast R.V.U. Ned. 3, 23.15u., May 18, 1993.  


