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Meet Sheila Morris 
by Benjamin R. Teitelbaum 

 

Some of us know her for her steady, driving bow and love for the dance music of Småland and North-

ern Uppland. Others know her for her articulateness and pragmatism as a teacher and ANA board member. 

But regardless of how we first met her, all who spend time with Sheila Morris are guaranteed to also notice 

her warmth, wit, generosity, and overall charm, what the Swedes might call her joie de vivre. Sheila has been a 

steady and influential presence in American Scandi circles since the mid 1990s. Today she can claim to have 

organized many folk music and dance-related workshops in Boulder, CO, served multiple terms   on our or-

ganization‘s board of directors, and instructed nearly a dozen students. Her importance to our community 

compels us to take a closer look at her life, and I, her student and friend, intend to provide a glimpse into that 

life with this article. 

Sheila was born 1952 to John and Priscilla in Glendale, California—a northern suburb of Los Angeles. 

When she was only four and a half the family moved to a 5,000 acre cattle ranch in rural Monterey County, an 

agricultural region known today as ―America‘s Salad Bowl.‖  Bicycles, horseback riding, and reading domi-

nated much of Sheila‘s childhood. Music too was part of everyday life at home. Her mother played classical 

and popular styles on the piano and her father played organ and drums. Sheila began piano lessons at age five 

and shuffled through various instruments in early grade school, including recorder and violin. But due perhaps 

to the frequency of parades and sporting events in Greenfield, or maybe because she seemed to have a particu-

larly good sense of rhythm, Sheila gravitated towards drums and marching bands in grade and middle school. 

 High school brought additional changes to her musical activities. The school marching band was 

flooded with drummers, many of them aspiring rock musicians with little formal musical training. Given that 

she was both musically literate and a freshman, Sheila was asked to play other instruments. She explored me-

lodic percussive instruments like the glockenspiel and the marimba, but she eventually departed from percus-

sion altogether and took up the clarinet. Sheila grew increasingly comfortable with this new instrument and 

began performing in an expanding number of ensembles. She played clarinet in marching band, concert band, 

pep band, and regional youth symphonies in neighboring Monterey and San Jose, giving performances from 

the greater Salinas Valley area to Rome and Vienna. 

 Looking back, Sheila thinks her interest in music during high school was as much social as it was artis-

tic. Playing in school ensembles was a great way to spend time with friends, see and learn about the world, 

and have fun. Given her enthusiasm, it is unsurprising that she chose to pursue music in college. Sheila en-

rolled at the University of the Pacific, Sacramento in 1970 as a music education major. However, she quickly 

discovered that music in college was a lot different from music in high school. Whereas before music was  

associated with socializing and general bonhomie, now Sheila spent most of her time alone in practice rooms  



FALL/WINTER 2009                         Nyckel Notes                          2 

 

Meet Sheila Morris continued:  
 

and navigating the minefield of an ego-filled, competitive, and (to this day) conservative music department. 

Music making was no longer fun, and Sheila started looking for a change. Luckily, she found an artistic com-

munity where competition was more subdued, people were happy, and a group- oriented ethos reigned: the 

theater department. After having a wonderful time in a costume sewing course during her sophomore year, 

she changed her major to theater. The move marked a significant break from music. Sheila says, ―When I 

switched out of the music department, it kind of left a bad taste in my mouth. And in the way that young peo-

ple tend to see things in black and white, I said, ‗ok I‘m not cut out to do music, I‘m not doing it anymore, I 

quit.‘‖ 

  Years passed by as Sheila followed this new path, cultivating her sewing skills and embarking on an 

exciting career. She earned a master‘s degree in costume design from California State University, Sacra-

mento, took a job with a theater company in Buffalo, NY upon graduation, and eventually found her way to 

the Denver Center for the Performing Arts in 1982. Neither the clarinet, nor any other instrument made this 

journey with her. She would sing in the shower, or in the car on a road trip, but organized music making was 

no longer a part of her life. It would take an invitation to a dance, years after first arriving in Colorado, to 

reignite her passion for performing music. 

 At 40, and ten years into her move to Denver, Sheila was eager explore new activities. One day, a 

group of her colleagues invited her to a local contra dance. Sheila had a wonderful time, recalling ―It was 

great fun, and a good way to get some exercise and meet some people who don‘t do what you do for a liv-

ing.‖ Her fondness for this new hobby grew, and she soon found herself traveling up and down the Colorado 

Front Range for contra dances. She was good at dancing: Her solid sense of rhythm enabled her to learn vir-

tually all the new dances quickly and with ease. All dances, that is, except one. At the conclusion of the break 

in most contra dances, the musicians would play a strange Swedish dance called a hambo. ―I could not learn 

that dance to save myself‖ Sheila said. She attended the short teaching sessions before dances and worked 

with friends at other times, but still, no luck. In search of additional opportunities to practice, Sheila con-

tacted the Boulder Scandinavian Dancers and visited one of their Monday-night dance sessions. There she 

found expert hambo instructors who helped her tackle that obstinate dance. But she found much more in 

Boulder than mere dance instruction. Sheila recalls, ―I thought the music was the most amazing thing I had 

ever heard in my life...[t]here was something different, haunting, I can‘t find the right word for it… It‘s one 

of those experiences that make you believe in past lives…Why should I have such a strong emotional reac-

tion to this music I‗d never heard before? I don‘t know, I still don‘t know.‖ 

Sheila became a regular attendee at the Scandinavian dances, drawn not primarily by the hambo, nor 

any other dance for that matter, but by the music. Local fiddlers and recordings drove the dance during these 

sessions. And while she greatly enjoyed the live musicians, she became most captivated by a strange instru-

ment featured on some of the recordings; the nyckelharpa. Within a year or two, Sheila began toying with the 

idea of purchasing a nyckelharpa. At first, the thought of learning to play seemed daunting. There were no 

known nyckelharpists in Colorado at the time, she hadn‘t played an instrument for decades, had never studied 

a primarily unwritten music genre, and was originally told an instrument would cost $5,000. 

Sheila credits an often celebrated figure in our community, Bart Brashers, for helping her confront 

these challenges. Sheila met Bart at Scandia Camp Mendocino in 1994. ―[I] followed him around all week 

[laughs]. Anywhere Bart was I was there watching him play his nyckelharpa‖ she says. Eventually, Bart of-

fered Sheila a lesson, teaching her half a tune by ear. The lesson reinvigorated Sheila‘s confidence and drive 

to learn the instrument. This was all the more true when Bart informed her that a new instrument need not 

cost $5,000, but could instead be purchased through him for $1,000. She ordered an instrument from Bart and 

found it waiting for her when she retuned home to Denver a month later. 

Bart would remain a vital resource for Sheila as she grappled with the instrument alone in Colorado, 

helping her with more mundane issues like tuning and maintenance, and more involved tasks like left-hand 

exercises and bowing technique.   Sheila played her new instrument a lot during these first months, but she  
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Meet Sheila Morris continued:  
 

listened even more. She remembers, ―I hardly listened to any other music than Swedish folk music. I kind of 

felt like I had 40 years of listening to make up for.‖ The likes of Peter Puma Hedlund, Torbjörn Näsbom, 

Olov Johansson, Hasse Gille, Leif Alpsjö and Ceylon Wallin filled her CD and cassette collection. She con-

tinued her study by returning to Mendocino, arranging workshops with visiting nyckelharpa masters in Boul-

der, and attending camps and courses in Sweden. As her playing improved, Sheila felt the call to promote the 

nyckelharpa and to teach. She joined the ANA board and collaborated on key projects like the allspel list and 

Swedish-English music terminology lexicon. She wrote many articles for Nyckel Notes, some recounting 

meetings with famous players, others advocating particular playing and practice techniques. And she shared 

her expertise with numerous private students throughout Colorado and countless individuals on the SCAND 

and NYCKELHARPA listservs. 

The nyckelharpa and the Scandi community allowed Sheila to reconnect with music, with the attitudes 

and behaviors she once admired in high school. ―Folk music was always were I belonged…What I had always 

liked was the sense of community, sitting together in a group, playing together and singing, just having a good 

time with it.‖ And as much as Sheila loves the folk music community, that community loves her back. Rita 

Leydon first met Sheila at the Ekebyholm nyckelharpa course. Rita was then new to the nyckelharpa and 

Sheila graciously offered to help her learn one of her assigned tunes, Urpolskan. Rita says: ―Urpolskan be-

came one of my all time favorites, and I've loved Sheila ever since.‖ Bart Brashers says: ―When I first met 

Sheila, she was a rank beginner at nyckelharpa. 

She was having the usual troubles getting the bow 

and fingers to work together, at the same time, 

and go as fast as she wanted.  Now she's an ac-

complished nyckelharpa player...That kind of 

rapid rise to stardom comes from her inner drive, 

and hard work.‖ Matt Fichtenbaum remarks: 

―Sheila jumped into the nyckelharpa world with 

great enthusiasm, and when each further step 

posed new demands (‗Study in Sweden!‘ ‗Learn 

the language!‘ ‗Play by ear!‘) cheerfully said 

‗OK‘ and did it.‖ Peter Puma Hedlund thanks 

Sheila for helping him learn to play bondpolskas 

slowly (a well-known preference among dancers 

in Boulder). He further remarks that ―Sheila is the 

type of person who, after meeting them for the 

first time, you feel like you‘ve always known. 

She is never afraid to be herself, is easy to smile 

and always ready to laugh.‖ 

Today Sheila lives in the Denver suburb 

of Westminster with her partner Lars Olson. She 

still reads a lot. She still likes the outdoors. Her 

mother Priscilla is still living and Sheila always 

speaks fondly of her. I have it on high authority 

that hers are some of the fastest sewing hands in 

Denver. She continues to write articles for Nyckel 

Notes. She can play one heck of a bondpolska. 

And with all of our luck, she will continue play-

ing, writing, and laughing for years to come. 
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VILHELM HEDLUND 
 

 

Vilhelm Hedlund  (1868-1946) belonged to a 

family of several generations of fiddlers from the En-

viken area of Dalarna.  He began life with many diffi-

culties including the loss of his mother at a early age 

and his father while he was still young.  He trained as 

a shoe maker in Övertänger and later set up his trade 

in Klockarnäs.  He never married but became famous 

as a fiddler with a huge repertoire of dance tunes.  He 

was most popular as a wedding fiddler until his later 

days when folk music became less desired and used 

for these types of celebrations.  Some of Hedlund‘s 

own transcriptions of his tunes are still being trans-

lated since his form of notation did not include bar 

lines.  He is thought to have penned over 100 tunes of 

his own and had a much larger repertoire of tunes 

that he learned from other musicians. 

Two musicians who helped to popularize 

Hedlund‘s tunes are Nelly and Folke Östlund from 

Folkärna, north of Avesta.  Nelly Östlund is the musi-

cal leader of the Avesta Spelmanslag.  The spelman-

slag is the source of the transcription found below of 

one of Hedlund‘s polskas. 

 

Apparently there was never a sound recording 

made of Hedlund playing his tunes but many musi-

cians learned his music and wrote them down in their 

own way.  He was most famous for his waltzes which 

had a great variety of character with many of them  

exhibiting major/minor changes within each waltz.  

 

 You can find Hedlund‘s tunes carried on by 

not only the Avesta Spelmanslag but also the 

Svärdsjö Spelmanslag who recorded an entire CD 

dedicated to Vilhelm Hedlund in 1999 called:  

Svärdsjö Spelmanslag, Danslåtar efter Hedlund   
GCD-48  GIGA Folkmusik HB, Borsheden, S-780 40 

Mockfjärd, Sweden.  Also many others have recorded 

his tunes in many different versions and instrumenta-

tion.  Many of his tunes ―fit‖ well within a reasonable 

range on the chromatic nyckelharpa.   

 One of my favorite tunes is one that is simply 

called:  Gammalvals (av Vilhelm Hedlund) and can 

be found on the Svärdsjö recording as track #23.  

This is a vals that we play for almost every dance.  It 

could be played on the Nyckelharpa since the highest 

note is ―b flat just above the treble clef‖. 

 

David Elliker-Vågsberg 
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Magnus Holmström featured at  

Nordic Fiddles and Feet 
 

by Matt Fichtenbaum 

 

 

 Nordic Fiddles and Feet, the annual eastern-

US week of Swedish and Norwegian music and 

dance, had a new home this year.  After more than 

twenty years (counting its predecessor Scandinavian 

Week) at Buffalo Gap, West Virginia, it moved up 

north to Ogontz Camp in the White Mountains of 

New Hampshire.  In celebration, and to entice camp-

ers to try the new place, it offered an exceptional pro-

gram of music and dance.  The Swedish music side 

featured legendary Malung fiddler and tradition 

bearer Kalle Almlöf, his brilliant fiddler nephew An-

ders Almlöf, and, for us nyckelharpa folks, Magnus 

Holmström.  Magnus, graduate of the folk music pro-

gram at the Stockholm Conservatory and two-time 

―world champion‖ in nyckelharpa, had taught at 

Mendocino in 2003 and in the Midwest a few years 

later, but we were looking forward to his first time on 

the east coast. 

 

  I could observe that we weren‘t disappointed, 

but that would severely understate the phenomenon.  

Magnus dove into the musical scene and didn‘t stop 

for the whole week.  He taught, he played sets at the 

evening parties, and he joined Kalle and Anders in 

―Almlöfs kapell.‖  One participant, himself a skilled 

musician with broad musical experience, observed 

―Magnus may be the most musical person I‘ve ever 

met.‖ 

 

 Those of us discerning enough to play nyckel-

harpa were there to learn, and our expectations were 

fulfilled.  I would guess we were about twenty stu-

dents with a range of ability and experience.  Magnus 

taught three classes a day, nominally at three differ-

ent levels.  In the advanced class we were a compati-

ble mix of students and we learned some fine tunes at 

a good pace, enhanced with such extras as styling tips 

and ideas for variation.  I think that Magnus is a bril-

liant, inventive player from whom one can easily 

learn. 

 

 

 So what did we 

learn?  Magnus grew up 

in Västerbotten in the 

north of Sweden, so he 

plays a lot of northern 

tunes more commonly 

heard on fiddle.  And 

he‘s studied with a vari-

ety of teachers whose 

material has found its 

way into his repertoire.  

In short, he plays music 

from all over, and we had 

a fair selection – from 

the north, from Småland, 

Dalsland, Orsa, even 

some Uppland tunes.  It 

was a fine week! 

 

 It seems fitting to 

represent Magnus‘s mu-

sic with a Västerbotten 

tune ,  Sirapsbacken 

(―Molasses Hill‖).  It 

commemorates an event 

when a horse-drawn cart 

was hauling a barrel of 

molasses up a hill.  The barrel came loose from the 

cart and broke on the ground, giving the hill its new 

designation.  And although the tune originates well 

north of Uppland, it makes a fine bondpolska. 
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―Schlüsselfidel‖ in Germany from medieval times 

until it was forgotten during the baroque. And one of 

the very first pictures can be admired in Sienna 

(Italy,1418). Thus it is just the perfect instrument for 

playing early music. And thus he became a well 

know nyckelharpa soloist touring throughout the 

world, playing nearly all kinds of music (except tradi-

tional Swedish nyckelharpa music because of his re-

spect for those players grown up with the real tradi-

tion). 

 Hearing him play many people started to learn 

nyckelharpa, and Marco Ambrosini was willingly to 

help everybody. Thus quite some nyckelharpa players 

occurred in continental Europe who grasped the ny-

ckelharpa to be just an instrument with an interesting 

sound, not especially an instrument for folk music. 

 Knowing and loving BURG FÜRSTENECK 

as a teacher for early music he asked me one day to 

organize an international meeting for nyckelharpa 

players. Thus in 2004 we established the 

―International Days of the Nyckelharpa‖ with 35 par-

ticipants and 4 teachers. (Five years later we had 

more than 70 participants and 9 teachers!)  But soon 

it occurred to us that one course a year is not enough 

to form skilled nyckelharpa players and teachers. 

And it became clear enough, with the increasing in-

terest for the instrument, that we would need both,  

even outside of Sweden.  

 So we initiated in addition the ―European Ny-

ckelharpa Training for Musicians‖   

 (www.nyckelharpa.eu)  first at the Scuola di Musica 

Popolare di Forlimpopoli in Italy and one year later 

also at BURG FÜRSTENECK in Germany.   

 The idea is to deal intensively with the tech-

nique of playing but also with different styles of mu-

sic and with pedagogical subjects. Teachers include 

Marco Ambrosini, the Belgian musician Didier Fran-

çois and the French-German nyckelharpa builder An-

nette Osann. Also after finishing her studies in Italy 

this year we will have as a teacher the German musi-

cian Jule Bauer). And fortunately the Eric Sahlström 

Institute supported us and so we could win the skilled 

Swedish teacher Ditte Andersson. 

 The first group of participants finished their 

studies after three years of training in Italy last year 

playing a public concert. It is published as a CD 

(amongst others by Per-Ulf Allmo - 

www.nyckelharpanet.eu). And this year it was the 

turn of our German students to play their concluding 

concert: They were asked to perform a concert  

The 6th International Days  

of the Nyckelharpa  

at BURG FÜRSTENECK  

Germany 

8-11 October 2009 

 
[Editor note:  The following articles were written 

by participants and/or instructors who took part in 

the nyckelharpa events.] 

 

How the nyckelharpa came to  

BURG FÜRSTENECK 

 

By Karsten Evers, Germany 

 

 To understand why we have a centre of ny-

ckelharpa playing at BURG FÜRSTENECK in Ger-

many I must tell you something about the Italian mu-

sician Marco Ambrosini. (Now he lives in Germany. 

But this is another story and will be told another 

time.) 

 When Marco first saw this funny looking in-

strument in a museum being in Oslo for concerts 

about 1980, he was a talented, academically skilled 

young violinist, performing classic music as a suc-

cessful soloist with a lot of great orchestras all over 

the world. The Norwegian custodian told him this was 

just an awful sounding Swedish instrument called 

―nyckelharpa‖. Collecting string instruments Marco 

asked a friend in Stockholm to find such a funny ny-

ckelharpa for him. 

 The instrument arrived, still looking strange 

and with a sound that needs to get used to. With no 

information about Swedish tuning Marco tuned it like 

a viola in perfect fifths. The following time he played 

the nyckelharpa at home every now and then – as a 

joke. 

 Some years later returning from a concert in 

Moscow late in the night he cut his finger with a 

knife. I save you details, but it inflamed and became 

really dangerous. But after all his live was saved, the 

hand and even the finger. But with cicatricial tissue 

on a finger you can‘t be a first class violin soloist in 

classical music, as the sound might differ minimally. 

So the career seemed to be finished. 

 At this moment the nyckelharpa saved his live 

at least as a musician. Marco started to really discover 

and practice and love the nyckelharpa. He learned it 

was used as a well known instrument called a 



FALL/WINTER 2009                         Nyckel Notes                         8 

 

program with very different styles of music and to 

write or arrange the music for the nyckelharpa en-

semble as in their further career as musicians they 

will usually not find so many compositions specially 

for the nyckelharpa.  

 In addition we just started together with the 

Eric Sahlström Institute in Sweden and the Scuola di 

Musica Popolare di Forlimpopoli in Italy a two year 

project, supported by the European Commission and 

dealing with pedagogical issues teaching music and 

especially nyckelharpa to adult students. It is called 

―CADENCE – Cultural Adult Education and Nyckel-

harpa Cooperation in Europe.‖  

(www.cadence.nyckelharpa.eu).  

 In the future we are expecting really great de-

velopments of the nyckelharpa all over the world and 

quite some delighting and fruitful nyckelharpa events 

at our castle. 

 Karsten Evers is head of the department of 

cultural education at academy BURG FÜRSTENECK 

and organizer of all nyckelharpa events at the castle. 

Nyckelharpa at BURG FÜRSTENECK 
 

By Angelika Maier 

 

 BURG FÜRSTENECK is a romantic castle in 

a small German village, in a low mountain area 

called Rhön. But during the last 5 years nyckelharpa 

players from Europe have come to see this remote 

and calm spot differently. For them it has become 

one of the main places to meet other players, teachers 

and instrument builders, a place to get new inspira-

tion for their own playing, to make new contacts and 

friends. In the world of nyckelharpa BURG FÜR-

STENECK has become a Metropolis.  

 How has this happened? 
 BURG FÜRSTENECK is a school for adult, 

academy, or whatever you want to call it;  a place for 

people to meet and  learn. It offers a multitude of dif-

ferent workshops like watercolor painting, preventing 

burnout, image editing, musical theatre for children, 

just to name a few. You can enroll for a weekend, a 

week, or a continued course of several weekends. 

 One focus of BURG FÜRSTENECK‘s array 

of workshops has always been folk music, which is 

not surprising as the person in charge of the ―cultural 

education‖ section is Karsten Evers,  an active folk 

musician since way back in the last century, the early 

days of the German folk revival in the 1970's.  

 One of the BURG FÜRSTENECK teachers is 

Marco Ambrosini, an outstanding musician and ny-

ckelharpa player of Italian origin and German resi-

dence. He tried to convince Karsten that BURG 

FÜRSTENECK should evolve into a Mecca for ny-

ckelharpa-players. After some intense discussions in 

the Burg‘s bar, drinking beer and eating small pret-

zels, the idea was born. BURG FÜRSTENECK 

would invite all to a nyckelharpa convention which 

they called ―Internationale Nyckelharpa-Tage‖ – 

―International Days of the Nyckelharpa‖. This was in 

2003.  

 I was there at the event‘s premiere in 2004. It 

was the beginning of my nyckelharpa career. There 

were about 35 people: teachers, beginners and ad-

vanced players. I returned a year later. The first 

Swedish teachers and builders had come  for the first 

time then, and have kept coming back ever since. 

When I was back two years later, in 2008, there were 

more participants than ever. The group of Swedes 

had grown, and an Italian group had appeared for the  



FALL/WINTER 2009                         Nyckel Notes                         9 

 

first time. Some of the Italians played a memorable 

concert for us, showing what they had achieved after 

continuing their nyckelharpa-training for three years 

in Forlimpopoli/Italy with Marco and some of the 

other teachers of BURG FÜRSTENECK. And this 

year? The meeting seems to have exploded, with 

about 80 participants from Germany, Sweden, Great 

Britain, the Netherlands, Belgium, France, Spain, It-

aly, Austria, Switzerland, Czech Republic Australia 

and Japan.  

 Like the years before, we had the choice be-

tween different continuous and additional short work-

shops. This year‘s subjects were French ball folk mu-

sic (=contemporary folk dance music), French ba-

roque music, nyckelharpa for beginners, improvisa-

tion, and Swedish folk and nyckelharpa music, di-

vided into two levels. I opted for the Swedish folk 

music workshop with Torbjörn Näsbom, a ―new‖ 

teacher at BURG FÜRSTENECK. Torbjörn lives in 

Umeå, which is not a place with a nyckelharpa tradi-

tion. But he was born and grew up in the nyckel-

harpa‘s homeland Uppland where in his youth he met 

legendary folk musicians like Viksta Lasse and Eric 

Sahlström. He was a great teacher. He gave us the 

right dose of both challenge and repetition. He knew 

what he wanted to teach, put an accent on the opti-

mized position of the right hand fingers and sug-

gested a bowing for every note we were supposed to 

play. This was completed by hints on musical shap-

ing and some bowing exercises. But Torbjörn wasn‘t 

our only instructor. We had the chance to benefit 

from another accomplished nyckelharpa player, 

Sonia Sahlström. She had the perfect touch with our 

group. We appreciated her seemingly infinite pa-

tience and good energy.  

 Our contribution to the final matinee concert 

on Sunday was a waltze called Hållnäsvalsen, com-

posed by Torbjörn‘s father.          [Ed. see page 17] 

 Maybe you wonder if we didn‘t end up in a 

Tower of Babel  muddle with all these people of dif-

ferent mother tongues. We actually didn‘t. Our com-

mon language was English. All teachers were able to 

speak it and the language used in the workshops de-

pended on the participants.  

 On Saturday night we all attended a public 

concert. The three-year students of BURG FÜR-

STENECK had prepared for it in their last year, and 

had rehearsed it during the days of the workshop. It 

was an impressive survey of different kinds of music 

that can be played on this weird instrument we're  

hooked on. We heard Baroque and Renaissance mu-

sic, Ravel‘s Boléro, an Austrian folk dance, a polska, 

a cover of the Finnish cello quartet Apocalyptica‘s 

version of Metallica‘s ―Nothing Else Matters‖, and, 

not least, the group members‘ own compositions.  

 This report from the Nyckelharpa Days would 

be lacking  if I didn‘t mention how much  pleasure 

we had spending the evenings together, jamming in 

the bar, dancing, chatting, talking shop…. The Swed-

ish guests especially ( but not only them) were never 

too tired to play another tune. If you felt like some-

thing different , sometimes next door a group sat in a 

circle and did some soulful meditative improvisa-

tions, that made all listeners dream. 

 The medieval location, the Burg (=castle) is 

not fake. It really was built around 1300. But if you're 

considering  going there for the International nyckel-

harpa-Days, you need not shrink back with the 

thought of medieval beds and lodging! You will be 

accommodated in recently renovated comfortable 

double rooms, there's a modern kitchen with friendly 

staff, and they make good fresh food (lots of vegeta-

bles and fruit). But you should be aware of the main 

risk: you might want to come back the year after…. 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Angelika Maier (Germany) teaches music. She was 

participant of the European Nyckelharpa Training 

2009 and is now with the European group CA-

DENCE – Cultural Adult Education and Nyckelharpa 

Cooperation in Europe – Teaching music to  adults 

with a special emphasis on the nyckelharpa  

(key fiddle). 
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[Left] 

 

'French Bal 

Folk Music', 

class taught by 

Eléonore Billy 

 

 

 

 

[Below] 

 

One of the 

tunes taught in 

the French Bal 

Folk Music 

class:  Valse à 

Lulu 
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Sonia Sahlström‟s group 

By Elise Ramos (France) 

 

 I was in Sonia's group called the group of 

"those who want to learn more slowly". We were 

about 15 "students" with very different levels and she 

brought us all to learn the same tunes with a very 

good result. We learned 4 very lovely tunes:  polska, 

waltz, march.  

 We exchanged the teachers (with Torbjörn) 

twice (a morning and an afternoon) and it brought a 

new approach to teaching. And Torbjörn played some 

of his favorite tunes at the end of the course, just for 

fun and for a souvenir.   

 Both teachers gave us very interesting tricks 

with the bow, for example, and adorned the hours 

with some stories from Sweden.  

 In general, the workshop schedule was very 

good for me. I did not expect to begin on Thursday 

night but it was actually a nice introduction to the 

workshop (despite being tired). We had sufficient 

hours in the week-end to learn efficiently and to bring 

home some work!  

 More generally, the whole week-end was per-

fectly scheduled and the evenings were very cozy, I 

had much fun listening to the teachers or the students 

playing nyckelharpa in the night, dancing to the won-

derful Swedish music or listening to the improvised 

music of Renzo.  

 As a summary: a wonderful week-end in the 

company of 80 very nice persons and an enriching 

experience I have to repeat absolutely.  

 

The  accommodations: like a hotel! 

Food: very tasteful and comprehensive! 

Workshops: many hours for learning with excellent 

teachers! 

Evenings: spontaneous and cozy feeling! 

Overall:  just fantastic! 

 

6th International Days of the Nyckelharpa 
By Sonia Sahlström, Sweden 

 

 Since both Torbjörn Näsbom  and I had 

Swedish folk music as our theme for the weekend we 

decided to split the group into  two levels. We also 

had chosen to switch groups so both of the partici-

pants and us could meet everyone. 

  

 We had two levels and we called them: 

 ―those who want to learn more slowly‖  and  ―those 

who want to learn faster‖.   

 Totally there were about 25 persons who 

chose Swedish folk music. 

 I taught 4 traditional tunes and some bowing 

and left hand exercises.  

It was a very nice group and at the final little concert 

they played a Byss-Kalle waltz very beautifully.  

 

Impressions of the International Days  

of the Nyckelharpa 2009 

by Anne Marcordes, Germany  

 

Hello, American Fellow Nyckelharpists, 

 I'm a German violinist who took up nyckel-

harpa playing a couple of years ago and started the 

European Nyckelharpa Training in January '09. 

 This year besides the beginners' workshops 

(run by Jule Bauer and Dirk Kilian) you could try 

Baroque Music (Anette Osann) and there were - of 

course- classes in traditional Swedish Music, run by 

Sonia Sahlström and the awesome Torbjörn Näsbom

- not just a very experienced traditional musician - 

he also manages Bach's First Cello Suite on nyckel-

harpa. 

 I choose 'French Bal Folk Music', run by the 

lovely and very competent Eléonore Billy. French 

dancing has been a craze in Western Europe for 

years and Eléonore provided some exciting, mostly 

newly written tunes: waltzes, schottisches, a rondeau 

and a jig. 

 

Sonia Sahlström photo by Rita Leydon - 2005 



FALL/WINTER 2009                         Nyckel Notes                         12 

 

  

The Swedish Class with Torbjörn Näsbom (above) and Torbjörn and Sonja Sahlström (below), 

photos by Karsten Evers. 

 I also took some very inspiring short lessons in improvisation with the lively and inventive Renzo 

Ruggiero. 

 On Saturday night we were invited to listen to the final concert of the 3rd year students of the European 

Nyckelharpa Training. They'd been working very hard for months and they passed this examination with some 

brilliance and style; fairly advanced stuff: lots of Baroque, some Swedish trad., some self penned plus an 

amazing cover version of Metallica's 'Nothing else matters';- not to forget to mention: they wrote all the ar-

rangements and additional parts. 

 Chilling and relaxing after all this excitement: rousing sessions till way beyond the small hours 

(thanks, Italians!), chatting, red wine and I even spotted some polska dancing! 

 The International Nyckelharpa Days came to a great finale with a showcase of all participants on Sun-

day morning, which demonstrated again the huge variety of styles in nyckelharpa playing. 

 Now- did this sound tempting? It would be lovely to welcome some of you American folks next year.  

Cheers, and keep on fiddlin',  

Anne                                           

                                                     [ Anne Marcordes, a German, is attending many musical seminars at    

                                    BURG FÜRSTENECK and she is a  participant of the European Nyckelharpa Training] 
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After a two hours of the high notes with Eléonore, a 

traditional  polska seems quite easy and relaxing.  

 Then the final concert of all workshops came 

up. I had planned to depart earlier because of the 

long journey… But now some ―cronies‖ told me 

that‘s a pity. So you notice after only two days there 

is an existing group, a kind of pride… And that‘s a 

good souvenir, too. All workshops played the best 

they could and our course played a waltz and a jig 

(Eléonere‘s own composition).  I am really glad to 

see my own nyckelharpa in the photo with all sev-

enty nyckelharpas!  

 By the way, in this photo you cannot see 

which country a harpa comes from or which music 

was played on it. But you see they all have been at 

BURG FÜRSTENECK 2009, and that is the most 

important thing.        [Ed. see next page for photo.] 

 

Jean-Michel Marintabouret, was a participant of the 

International Days of the Nyckelharpa for the sec-

ond time. He comes from France. 

Nyckelharpa and French ball folk music at  

BURG FÜRSTENECK 

By Jean-Michel Marintabouret (France) 

 

 When I discovered the nyckelharpa last year 

at BURG FÜRSTENECK as a beginner, I learned 

that you can play all kinds of music with this instru-

ment: not only traditional Swedish music but also 

tunes from baroque and renaissance, medieval and 

contemporary music.  It means that the nyckelharpa 

is not limited to only Swedish traditional music but 

can be used as a multi-purpose musical instrument. 

 That was very important for me.  I started last 

year in the beginners workshop with Jule Bauer, 

bought my own nyckelharpa, practiced a lot and 

came back this year. 

 Then I had the difficulty to choose a work-

shop… Until the last minute I did not know. I was no 

longer a real beginner but I also was afraid to try 

something too ambitious for me. ―Be brave!‖ I 

thought and went to the course ―Bal Folk‖ with the 

French teacher Eléonore Billy.  

 We have been a very nice group from differ-

ent countries (Italy, Spain, Germany, France), twelve 

persons with their own experience and their own lev-

els which can be a problem for the teacher. But 

thanks to Eléonore you hardly noticed that some of 

us were really advanced and others were quite begin-

ners. After the first studying of a new peace of music 

she managed to assign adequate tasks to everybody 

like first voice, second voice or even ostinato.  

 The compositions (in the style of ―Bal-

Musette‖ with the sound of the accordion) have been 

rather complicated with a lot of high notes and a lot 

of chromatics. But after some hours of training eve-

rybody could play each tune. For those who still had 

problems because of the tempo, Eléonore offered to 

play accords, a second voice or some rhythmical ac-

companiment. And for those playing everything just 

perfect she offered some effects by playing two 

strings, ornamentations, special tricks with the 

bow…We received sheet music which is wonderful 

for people like me who cannot play by rote learning. 

Sheet music is something like insurance! 

 In addition we had short workshops with 

other teachers, which is a nice idea. Last year I met 

Ditte Andersson and discovered different styles, and 

this year I went to Sonia Sahlström‘s class which 

was … let‘s say exhilarating.  

BURG FÜRSTENECK  in  Eiterfeld, Germany 

photo by Karsten Evers 

 

http://www.burg-fuersteneck.de/index.php 
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  Nearly all of the nyckelharpas at the 6th Annual International Nyckelharpa Days at Burg Fürsteneck,   

                                                                    10 October 2009                                       photo by Karsten Evers 

New tonal music and the nyckelharpa ensemble, referring to two examples of my own compositions 

played at the concert during the International Days of the Nyckelharpa 2009 

by Boris Koller (Austria) 

Some premises for writing tonal music: 

 New music today is valuable by itself as it was in baroque and classic periods.  In those times art music 

was usually performed as a premiere. It was very unusual to play the same piece of music twice. Previous mu-

sic was completely unknown and could not be used to compensate deprivations of contemporary music. Thus 

the composer had to deal with all musical aspects at the same time. ―Experiments‖ had to be rare and under-

standable for the audience. 

 To cover ―art music‖ as a contradiction to ‖traditional folk music‖ is a construct of the 19 th century. In 

earlier times there was no conflict perceived.  In present times the heritage of western art music is often de-

fined as the world language of music - in contrast to the ―only‖ local traditional music. To me the western heri-

tage of tonal compositions is a European tradition that cannot be divided from other appearances of music.   

Especially in the peripheries of Europe, old types of music have been conserved and are really played as a 

lively baroque music. 
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approach that is common in continental Europe. So it 

was not my goal just to arrange a polska by extending 

its form. Using the single parts of the melody, eight 

bars each, like examples, I tried to show how homo-

phonic and polyphonic playing is possible in the en-

semble. A soloist harpa introduces the melody; a real 

harpa string quartet of the other voices plays varia-

tions of the motive. In fact all voices are playing like 

soloists. Necessary conditions for this composition 

are to have at least some four-row nyckelharpas in 

the ensemble and one tenor-nyckelharpa. Thus the 

voices can intersect. Also techniques of orchestration 

like spreading melodies and motives to different in-

struments were used. So the technique of composi-

tion is not limited to just baroque usages. 

 Prins Jesus 

 Using sketches out of my work in opera,  an-

other exemplarily composition for our ensemble was 

developed.  The main theme is just a descending 

scale, developing inside a carpet of perfect fifths. In 

this part only the sympathetic strings allow the oscil-

lation of the occurring overtones. So you would never 

get the same effect with any other instrument. For 

this proposal six soloist voices had to be played. 

Most parts of this music are composed according to 

baroque rules. But again it is not baroque, that the 

single voices stay in their position. (Yes, position! 

Most members of our ensemble have their instrument 

tuned in perfect fifths.) Thus the melody is moving 

from one voice to another, and everybody has to play 

his solo. And also unusual in this composition is the 

use of all positions including the keys on the very 

top.  

 Conclusion and Perspective: 

 The most important Swedish work in develop-

ing the dalaharpor allows today a movement in conti-

nental Europe that was not really intended in Sweden 

in older times. But using the nyckelharpa like a usual 

continental string instrument can also include some 

risk: The characteristics of the family of nyckelharpa 

instruments could become tiresome. But it would be 

very interesting for the future to use gammalharpor at 

one side and to extend and stabilize the family of in-

struments on the other.  

 

Boris Koller is a painter and composer born in Aus-

tria and oscillating between Austria, Germany, Swe-

den and Norway. He was a member of the European 

Nyckelharpa Training for three years. 

 Most instruments of the symphonic orchestra 

have been developed or standardized only in the 19th 

century. Also the musical forms and the homophony 

of the First Viennese School have been developed and 

the tonality became a flexible medium of musical ex-

pression. But in the 20th century‘s art music those 

achievements of the 19th century were not realized as 

a starting point of musical formations but as an end-

point. During the last few centuries some kind of mu-

sical needs developed into new musical forms.  In 

contrast the 20th century‘s categorical ―new‖ ap-

proach developed into musical poverty:  pianos had to 

be plucked and violins beaten. Each experiment could 

be dared, but nothing reasonable had been achieved. 

The instruments of the 19th century had been devel-

oped for tones not for noise. 

 The Nyckelharpa, a dark horse - The 

special suitability of the nyckelharpa for 

my music for ensembles 

 From a historical point of view, the modern 

construction of the nyckelharpa as it was developed 

by Bohlin and Sahlström is a latecomer to the 20th 

century. The sound and the tonal flexibility were in-

creased. And also the musical repertoire requiring 

those improvements belongs to the 20th century. 

 Thus, as the modern nyckelharpa emerged in the 

antagonistic 21st century it is not yet been used in the 

ensemble music of the western tradition according to 

its real destination. This is unused potential. But it 

depends not only on the instrument but also on the 

players who really make the music. Nyckelharpa 

players of today mostly have their musical roots in 

playing dance music of the country as a soloist. That‘s 

tonal music! And that‘s why the instruments as well 

as the players are very suitable for my approach to 

composing, as described above. But the composer has 

to consider also the conditions. As I am a nyckelharpa 

player myself, I have to write so that each instrument 

and each player can perform at his optimum. Making 

music should be a matter of give and take.  

 Two of my compositions, performed at 

the International Days of the Nyckelharpa 

2009 at BURG FÜRSTENECK 
 Barockpolskan 

 The title of this piece of music describes it well.  

A traditional Swedish melody, very popular in the 

folk revival of the 1970s, became the theme of the 

composition used in a very flexible way. I tried to 

transform its compositional possibilities to a musical  
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Excerpt from Boris Keller‟s Barokpolskan-Partitur Teil 4 
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Transcription by Herman Larsson. Music courtesy of Luleå Nyckelharpor, Norrbotten, Sverige. 

for more transcriptions and information see:  http://hem.passagen.se/lulenyckelharpor/ 
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Tim Rued Letter to Sweden 

Hello, all my friends and acquaintances in Sweden! 

 I want to apologize for being out of touch for so long.   A few years ago I began a yearly trip to share 

the folk culture of Sweden with others, and had unforgettable memories, thanks to the help of so many of you 

musicians, dancers, and wonderful people! 

 Unfortunately for me, a series of events interrupted these tours.    First, my job changed, so I lost the 

summer vacation needed to travel to Sweden in the high music season.  Then I had spinal arthritis which kept 

me from lifting my left arm.   I could still play nyckelharpa, but fiddling was impossible until medical treat-

ments alleviated the problem.    After that, I had a motorcycle accident, which shattered my collarbone.    I am 

ok now, but I have a permanent metal plate holding my collarbone together in my left shoulder. 

 During this season of problems, I neglected to keep in touch with you all, and I am ashamed.    My won-

derful experiences in Sweden are due to your friendship and assistance, and I have not shown my appreciation. 

 I have now come to a decision about my future, and it will again involve Sweden and all my friends.     

In a few weeks, I will be retiring from my employment with the US Postal Service, and returning to making my 

living from my music, as I did more than 20 years ago.    I will be teaching fiddle, performing, recording, and 

writing.    One of my dearest projects is to return to Sweden in the summer to lead tours again, as I did more 

recently.     If I can get it together, I will be coming in time for the Zornmärkeinspelning in June, for Midsom-

mar, for several spelmansstämmor, finishing with the Skansen festival at the Beginning of August. 

 I am hoping to meet with as many of my current friends as possible, and I hope you will find some 

pleasure in meeting with me, and sharing both music and other experiences.   As the year progresses, I will be 

planning itineraries and making contact with people in the areas I will be going.    

   As I start my new revitalized career, I feel as though new life has been breathed into me.    

         Tim Rued, October 2009    

Peter Hedlund at Common Ground  

on the Hill,   Summer  2009. 

Bronwyn Bird with the group Blue Moose and the  

Unbuttoned Zippers during the taping of the show:  

Woodsongs Old Time Radio Hour, Episode #512,  

Celebration of the Nyckelharpa featuring 

 Peter Hedlund, which aired in January 2009.  
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NEWS FROM SOUTHERN SWEDEN 
by Barbara & Björn Ljungström 

 

 Here in Southern Sweden in Skåne where my 

husband and I live from April to October we have an 

annual Påsk Rundan, 10 days at Easter of open stu-

dios with ceramics, paintings, glass, silver, wood and 

fabric art works. It was then that I visited Ann-

Margaret Malmquist to see her folk art in her home in 

Gärsnäs. We chatted with my meager Swedish of 

folkmusic and folkdance and I learned that her 

daughter plays the nyckelharpa. I purchased a paint-

ing and a notecard. 

 She then told us that we must plan to come to 

a brollop (wedding) in August. It was to be an au-

thentic bondbrollop as in 1850 at the castle in 

Bollerup, and the public was invited. There was to be 

the Swedish Osterlen Folkdansgille and a visiting 

guest dance group from Germany, Schwäbischer 

Spielkreis. 

 In August we attended this festive event. Ann

-Margaret was the mistress of ceremonies along with 

her 3 children and 10 grandchildren. The young cou-

ple had met in Australia on a banana plantation 3 

years before and had been married in a traditional 

Japanese ceremony in Japan. The young Japanese 

bride was dressed in a traditional Swedish folk cos-

tume and had learned all the dances since her arrival 

in Sweden in June. 

 The bride arrived on horseback, a bit nervous 

as it was her first time ever on a horse. The priest in 

his black frock arrived in a flower decorated wagon 

drawn by two beautiful and frisky black horses. After 

the ceremony the mother-in-law "cut" the brides hair, 

a tradition to prevent her from attracting other men! 

The dances included a reel and a fruktbarhet dans

(fertility dance) to assure the couple would have 

many children. The bride also danced with her maid-

ens and passed on her maiden headdress. She now 

was presented with the white headdress of a married 

woman. The groom danced with the men and passed 

on his black felt hat. Then the bridal party went on to 

a dinner in the castle. Everyone enjoyed an afternoon 

of Skånska and Tsyka folk tunes on nyckelharpa, fid-

dle, accordian and guitar- most romantic. 
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If you are interested in Ann-

Margaret's nyckelharpa art-

work,  

1.  first go to Altavista Sverige, 

then to  

2 .  w w w. o s t e r l e n a g e r. s e /

osterlenagar/index.htm  

3.  to find the notecards and 

paintings under konst and 

karta.. 

http://www.osterlenager.se/osterlenagar/index.htm
http://www.osterlenager.se/osterlenagar/index.htm
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JAN LINGS NYCKELHARPAN 

English pages translated by Patrick Hort  

Originally published by  P.A. Norstedt & Söner, 

Stockholm, 1967 

 

C hapter 2  Sources and source criticism.  

                continued from issue #45:   

 Written sources.  It is only by chance that 

the documents concerning the keyed fiddle which are 

published as Bilaga 6 have been preserved for poster-

ity and it is also by chance that they have been traced 

for the present study.  Consequently they cannot be 

used for a statistical analysis of the extent to which 

the keyed fiddle was used at different periods.  Many 

decades would be required for a systematic investiga-

tion of all the manuscript sources in which the keyed 

fiddle might possibly be mentioned (judicial records 

and similar documents). 

 The written sources are nevertheless suffi-

ciently extensive to provide a relatively continuous 

chain of evidence concerning the keyed fiddle in 

Sweden from the 17th century to the present day.  

Isolated documents from the 17th century provide 

proof that the instruments existed in Denmark.  In 

some cases the text also provide information about 

the instruments social standing.  No exhaustive de-

scriptions are available, however, about the instru-

ment and its function. 

 The written sources can be classified accord-

ing to their value for a critical study.  Of major im-

portance in this respect are documents by authors 

whose subjects included music.  Two have already 

been mentioned, Agricola (1528) and Praetorius 

(1618-20). 

 The official nature of documents such as 

deeds of inventory, court records and the like is a rea-

sonable guarantee of their reliability.  Almost forty of 

the written sources are of this type.  A more cautious 

attitude must be adopted, on the other hand, to de-

scriptions of life and customs in memoires and the 

like.  Although some of these sources are undoubt-

edly authentic, in others there is the suspicion that the 

author has described the instrument from hearsay. 

 In some literary descriptions of contemporary 

events, the keyed fiddle appears in contexts that 

probably reflect situations where the author in ques-

tion was personally involved in some way or another. 

 During the 17th and early 18th century the 

keyed fiddle is also mentioned in poems intended to 

describe the peasantry‘s musical activities in con-

junction with contrived tributes from the ‗humble 

peasantry‘ to royal personages.  These are not in fact 

descriptions from real life, the instruments of the 

peasants having been introduced simply to give the 

poem a more rustic atmosphere.  

 The keyed fiddle is also frequently mentioned 

in ‗historical‘ accounts as being typical of the period 

in question.  This merely shows that the author was 

familiar with the name of the instrument and pre-

sumed that it was old.  Since there are usually no ref-

erences to sources, these writings from the late 17th 

and 18th century are of little value a documentary 

evidence about the earlier periods which they de-

scribe. 

 In certain contexts, terms for the keyed fiddle 

(nyckelgiga and nyckelharpa) are used to signify 

something that is inferior.  This usage is found in the 

literature from the early 17th century to the middle of 

the 19th century.  It serves to indicate the instru-

ment‘s social status and also provides indirect evi-

dence that the name of the instrument was well 

known to a wider public. 

 The written sources for the keyed fiddle in the 

20th century largely consist of reports from folkmu-

sic competitions in which the keyed fiddle appeared, 

as well as newspaper interviews with musicians.  The 

documentation of these varies considerably. 

 Each piece of written evidence must be care-

fully weighed against other types of sources.  A con-

stellation of mutually independent items about the 

keyed fiddle, all from the same period and place, 

makes it certain that the instrument was a feature of 

the place in question and not just an occasional phe-

nomenon. 

 Music for the keyed fiddle.  The great ma-

jority of the tunes for folk musicians which are extant 

from the province of Uppland are ascribable to the 

repertoire of the keyed fiddle.  Tunes have also been 

registered from the neighboring provinces as having 

been played by musicians who have moved from Up-

pland, or by some wandering player of the keyed fid-

dle.  There is a sufficient number of melodies for it to 

be possible to exclude those which are unsatisfactory 

from the point of view of source criticism and still 

have enough for statistically acceptable analyses.  

Those melodies which belong ‗indirectly‘ to the rep-

ertoire of the keyed fiddle, i.e. those which have been 

recorded from a performance on some other  
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instrument but which appear from the sources to have 

derived from players of the keyed fiddle, have not 

been included in the present study since the melody 

which was played on a different instrument. may 

have been modified. 

 The notated keyed fiddle melodies from the 

19th and first half of the 20th century that are extant 

were, of course, taken down by ear, which the con-

temporary repertoire is relatively well presented by 

recordings on gramophone records and tapes.   The 

former category is of greater historical interest, since 

it tends to reflect an older repertoire.  On the other 

hand, these recordings by ear have the disadvantage 

that they tend to be incomplete, particularly concern-

ing details of the rhythm and pitch of the melodies 

and the use of drone and double stopping.  In many 

cases they are probably only a pale reflection of the 

musical totality they are mean to represent.  There are 

a few instances, however, where early recordings 

provide a means of checking melodies by the same 

performer which have been noted down by ear.  

Similarly, recordings have been made in the 1960‘s 

of players whose repertoire have been taken down by 

ear in the 1920‘s.  Since their instruments are intact 

and there is no indication that the style of perform-

ance has changed, it seem defensible to use these re-

cordings to interpret the melodies noted down forty 

years ago (1927).  It may then be found that the tran-

scription of the melody by ear is reliable at least as 

far as form, type of scale, melody and general rhyth-

mical characteristics are concerned.  It is chiefly 

these criteria which are investigated in Chapter 9. 

 

C hapter 3   Terms for the keyed fiddle.  The 

terms found in written sources which can be 

considered to refer to the keyed fiddle are Schlüsselfi-

del, lökkelje, nøglefeijle, in German, Norwegian and 

Danish sources repectively, and nyckelharpa, harpa, 

nyckelgiga, giga nykelspel, spel, spelharpa, 

knaverharpa in Swedish sources. 

 Sources outside of Sweden.  Reproductions 

of keyed fiddle in Agricola, 1528: 55 [46] and Prae-

torius, 1620, Plate XXII [47], with the captions 

Schlüsselfidel and Schlüssel Fiddel respectively, 

serve to show that this term refers to the instrument 

as defined on p. 00.  According to a catalogue from 

1884, Lökkelje was the term for the keyed fiddle from 

Vefsen, Norway (Bilaga I, 1.2).  Nøglefejle is  

mentioned in two Danish manuscripts from the 17th 

century (cf. Bilaga 6, written sources 1646 and 

1663). 

 Swedish sources.  Nyckelharpa, i.e. keyed 

fiddle, is today the accepted Swedish term for the 

instrument defined on p. oo.  It occurs in written 

sources from 1642 onwards.  Other terms in Swedish 

usage occur in the same context and in such a way 

that it is clear that they were used as synonyms for 

nyckelharpa.  Such evidence is lacking, however for 

the terms spelharpa and knaverharpa.  Even so, they 

most probably refer to the keyed fiddle, since the 

former occurs in sources from a community for 

which there is a wealth of documentary evidence 

concerning the keyed fiddle, while knaver, the first 

part of the latter term, is a popular term for a key.  

The terms, harpa, giga and spel are also used in 

other senses than that of the ‗keyed fiddle‘.  Conse-

quently this interpretation has to be investigated and 

defended in each particular case.  In the present 

study the use in certain sources of harpa, giga, and 

spel has been taken to be an ellipsis for nyckelharpa, 

nyckelgiga and nyckelspel respectively on the fol-

lowing grounds:  (1)  The complete term occurs in 

the same source and the general context indicates 

that the ellipsis is used as a synonym.  (2)  The 

shorter term occurs in several sources where its ellip-

tical function is evident and documented as usage 

from the same environment, locality and period.  (3)  

The manner of playing the instrument in question is 

stated in the written source. 

 The various terms which have most probably 

been used to indicate the keyed fiddle are summa-

rized in Fig. [53].  [Ed. note:  Figure 53 is a de-

tailed chart showing the terms for the nyckel-

harpa, the number of their appearances in 

sources by year during the years:  1528 - 1867.]    
Each occurrence is designated with the date of the 

source.  Synonyms are designated by joining the 

dates with a line.  All the terms given below are to 

be found in their contexts in Bilaga 6. 

 Owing to the random nature of the present 

material, there is nothing to be gained by tabulating 

the individual terms in order to calculate their inci-

dence and the period during which they were used.  

Certain tendencies are, however, worth noting.  It 

will be seen that nyckelgiga is the most common 

term up to 1790, after which it disappears entirely.  

After 1870 one finds nothing but the terms nyckel-

harpa (chiefly in the written language) and harpa 
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„Nyckel‟.  The German, Danish, Norwegian and two 

quantitatively largest groups of Swedish finds are re-

lated with respect to the first part of the compound 

(Schlüssel-, nøgle, lökkel- and nyckel-).  Schlüssel is 

used in the sense of ‘key of an instrument‘ in 

Virdung (1511) and Agricola (1528).  The word for 

‘key‘, i.e. of a door, in the Scandinavian languages 

(nyckel in Swedish) does not have this sense.  Most 

probably, therefore, the first part of the Scandinavian 

compounds should be regarded as translations of the 

German Schlüssel.  Perhaps the use of ‘key‘ in these 

compounds is in some way related to the similarity in 

appearance and principles of design between the key 

of the keyed fiddle and the wooden key of the drop-

arm-lock (cf. p. 230:  {Chapter 5, English version}). 

 Compounds with ’nyckel-‟.  There is no 

instance in the written sources of a Swedish term 

nyckelfela or nyckelfiddla, i.e. a direct counterpoint to 

the German Schlüsselfidel and the Danish nøglefejle.  

In Swedish usage, giga and fiddla as terms for 

instruments appear to be synonyms for ‘stringed 

instrument‘ without any indications as to type.  

Harpa and spel are used to refer to so many different 

types of instrument that they are practically 

equivalent to the concept ‘instrument‘.  The fact that 

Swedish terms for the keyed fiddle in the 17th and 

18th centuries ended in -giga and -harpa rather than -

fiddla is probably a linguistic phenomenon and has 

nothing to do with the morphology or design of 

different instruments.  The terms nyckelharpa and 

nyckelgiga also seem to have been used as synonyms, 

although the mediaeval -giga appears to have been 

gradually abandoned in favor of -harpa, which was 

firmly established in common usage, particularly in 

Uppland in the 17th century. 

 Definitive attributes and compounds with 

‟harpa‟.  From the end of the 18th century onwards, 

various attributes and compounds with -harpa are 

used to denote the keyed fiddles with resonance 

strings, each name being connected with a particular 

type of instrument. 

 Enkelharpa (’simple keyed fiddle’) is a 

documented term for instruments with one melody 

string.  According to oral tradition the term arose to 

distinguish such instruments from their immediate 

successor, the contra-drone keyed fiddle, which was 

known as the dubbelharpa (’double keyed fiddle’).  

The terms ‘simple‘ and ‘double‘, however, are also 

used even today to distinguish an earlier, relatively 

simple instrument from a more recent and more  

complicated model, e.g. the silver-drone from the 

chromatic keyed fiddle.  Consequently, these terms, 

which have been used in the present study, are not 

entirely unambiguous. 

 Kontrabasharpa (‗contra-drone keyed fiddle‘) 

refers according to present-day oral tradition to the 

location of the melody strings, which in this instru-

ment lie on  each side of the drone strings, i.e. ‗contra

-bass‘. 

 Kontrabasharpa med dubbellek (‗contra-

drone double-keyed fiddle‘) is reported by the same 

persons to have arisen as a term when the second 

melody string of the silver-drone instrument was in-

corporated with the appurtenant keys into the contra-

drone keyed fiddle, which thus acquired a ‗double‘ 

playing mechanism. 

 Silverbasharpan (‗silver-drone keyed fiddle‘) 

was coined as an allusion to the C drone string, which 

is made of silver wound onto silk and is unknown in 

older types of keyed fiddle.  This instrument is also 

known as the C-durharpa (‗C-major keyed fiddle‘) 

on account of its having been adapted for the per-

formance of melodies in the key of C-major. 

 Kromatisk nyckelharpa (‗chromatic keyed 

fiddle‘) is the term for the more recent type of instru-

ment, on which one can play a chromatic scale of 

more than three octave. 

 These terms thus refer either to some charac-

teristic part or to a peculiarity of performance of the 

instrument in question. 

 

C hapter 4  Instrument makers, materials and 

 techniques.   

Modern instruments 

 Instrument makers .  The maker and the 

player of the keyed fiddle has been and still is one 

and the same person, drawn from the ranks of rural 

society -- farmers, craftsmen, fishermen and smiths--

and producing the instrument for domestic purposes.  

All the instrument-makers met with in the present era 

are or have been active in the province of Uppland, 

where there have been centers for making the keyed 

fiddle for at least 150 years.  [Ed.  Since this study 

was made in 1967 there are now nyckelharpa mak-

ers in many parts of Sweden and also in Europe as 

evidenced by some of the harpas brought to the 

6th International Days of the Nyckelharpa.  See 

the previous articles in this same newsletter.]

 When building an instrument, the craftsman 

has no ‗antiquarian‘ ambitions but aims at producing 
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the best possible tonal quality and an attractive ap-

pearance.  Organized instruction in the making of 

keyed fiddles had not been arranged until the 1960‘s 

when study circles took up the subject.  Before that, 

the beginner developed his own technique by using 

an existing instrument as a model and drawing on his 

experience from the making of other objects.  The 

workshop may be a carpentry shed or the kitchen.  

[Ed.  The book shows a picture of Algo Karlsson‟s 

workshop at Lövsta Foundry, Uppland].  This 

chapter deals with the various shapes which the in-

strument makers have developed as well as individual 

and local variations of these. 

 Choice and acquisition of timber.  It is a 

general custom among those instrument makers who 

work in the forest to be on the look out for suitable 

timber for their instruments.  A ‗split log‘ that rings 

true [55] when knocked with an axe may immedi-

ately inspire the building of an instrument.  During 

the past decade, however, there has been an increas-

ing tendency to buy sawn timber. 

 The instrument makers have numerous ideas, 

which may be contradictory, concerning the choice of 

timber, particularly for the body and belly.  Spruce is 

still used today for both body and belly, as it was in 

older instruments (see below), but hardwood is being 

used more and more for the body or at least maple for 

the back.  The builder has certain notions about an 

ideal sound when making this choice of timber and in 

the majority of cases the traditional woods are aban-

doned in favor of other types which it is hoped will 

give a quality of sound reminiscent of the violin. 

 Other parts of the instrument (tail-iece, key-

box, etc.) are considered to be of no acoustic impor-

tance and consequently other considerations guide 

the choice of materials for these.  The primary re-

quirement is a wood that is hard and will stand up to 

pressure and wear, while efforts are also made to 

match the various pieces in respect of grain and 

color.  For the older type of bowstick with its curved 

end, a workpiece is sought that has grown in this 

shape.  The stick is made of juniper or some hard-

wood, usually birch or maple. 

 Manufacture.  The timber is left to dry for 

anything from a month or so up to four years.  Opin-

ions about how dry the wood should be vary consid-

erably. 

 The body is made from a piece in the form of 

a ‗split log‘.  Recently, the practice has grown of glu-

ing together sawn timber to form a rectangular frame.  

[56]. 

If a split log is used, the heartwood is removed, the 

pieces are aligned and the builder decides whether 

the back shall lie in the heartwood or in the sapwood. 

[57]. 
55.  Algot Karlsson (1897-1966) with a split alder 

log for the body of a keyed fiddle. 

57.  Log marked for body with (left) the back nearest 

the circumference and (right) the belly nearest the 

circumference. 
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The profile of the body is often shaped after being 

drawn freehand, though sometimes a template is 

used.  A template is always used for the middle bout.  

One measurement, the vibrating length of the strings, 

is always the same nowadays, namely 400 mm;  oth-

erwise there are considerable variations in the size of 

the body, even between instruments made by the 

same person. (see Bilaga 5)   [Ed. note:  Bilaga 5 is 

an extensive, 3 page chart of measurements of 

over 150 instruments.] 

 Tools used for the shaping of the body are : 

axe, saw, mortise chisel, gouge, spoon gouge, trying-

plane, plane, ruler, compasses, rasp, drills and breast-

drill [60].  The profiles are sawn out, the ribs are 

planed to the required slope and the middle bout is 

hollowed out.  The work piece is then smoothed with 

rasp and file.  The builder bores out the inside of the 

body before going to work with the gouge, mortise 

chisel, rasp and file.  The drilling depth is carefully 

measured if the back is to be retained. 

 The belly is sometimes made from a single 

piece cut tangentially [62].  [Ed. note:  Tangential 

cut is 

also re-

ferred to 

as “plane

-sawn” 

and ra-

dial cut is 

also 

called 

“quarter-

sawn”]. 
 

 

 

This is softened in hot water before being curved to 

the required shape.  Another method is to cut two 

pieces radially, glue these together and plane them to 

get the desired arch.  Before going further, the sound 

quality of the belly is tested by tapping it with a 

knuckle or hammer.  Some builders have started to 

use a bass bar, having learned this technique by 

studying dismantled violins. 

 The belly is glued to the body before sawing 

out its profiles.  If the builder used the older type of 

sound hole, he bores two holes on the lower bout and 

shapes these into an oval with a knife.  An f-hole, on 

the other hand, is made from the builders own tem-

plate and is placed on the middle bout.  The neck and 

the peg board with its holes for pegs are completed 

before the builder goes on to make the other parts of 

the instrument. 

 The bridge is sawn out and shaped with a 

knife, rasp and file, and its base is carefully fitted to 

the arch of the belly. 

 The tail-piece is made with the same tools as 

the bridge.  The holes for the strings through the key-

box nut and made with a small hand drill or awl.  The 

tail-piece is screwed or glued to the hook bar. 

 The manufacture of the key mechanism is of 

particular importance.  The key-box itself is made 

from two pieces of roughly the same size, 320-350 

mm long, 40-50 mm wide and 20-30 mm thick. 

Modern methods of assembly of the sides, neck 

and tailpiece from Sören Åhker;s video:  Bygg en 

Nyckelharpa med Sören Åhker.  Available from 

Rita Leydon at:  http://www.ritaleydon.com/

Zvideo/0b-build_harpa/build1.html 
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Spela Bättre: Tune, style, variation 
by Matt Fichtenbaum 

 

 The sparsely populated nyckelharpa territory that is North America offers, shall we say, many occa-

sions for playing alone or in a small group.  In other words, perfect opportunities to use all the resources the 

harpa has to offer.  This installment of Spela Bättre presents a tune and suggests some double-stops and varia-

tions that can add to its interest, especially when playing solo. 

 Polska efter Schedin, also called Polska från Tärnsjö, is a traditional slängpolska from Uppland and 

Västmanland, popular among today‘s players in Sweden.  John Erik Schedin (1874-1966) was a clarinetist; his 

father Johan Schedin played fiddle.  Their repertoire included tunes from Byss-Calle and Gustaf Strutz. 

The tune  

   It‘s a challenge to present a tune in print: the student should really know what the tune sounds like, 

not just what it looks like.  By the time this appears in print, there ought to be mp3 files of the tune and its 

variations on the ANA web site.  And we can always make do with words and written notation. 

 Slängpolska rhythm is smooth and even, with a sense of continuous motion.  Unlike waltz, the meas-

ure‘s first beat isn‘t particularly different from the other beats; compared to Bingsjö polska, slängpolska 

rhythm is smooth and more flowing, with a tendency toward longer phrases.  If you play other slängpolska 

tunes or hear them on recordings, that‘s a good start. 

 The tune is as shown.  I like to bow groups of four sixteenth-notes with the first two slurred, the second 

two separate.  In measures 2 and 6, I show the slur starting on the note before the group of four.  In the figures 

with an eighth-note and two sixteenth-notes in measures 3 and 4, you can experiment with bowing the two six-

teenths separately or slurred. 

 

 

 

 

Doctor, there‟s a pulse! 
 The first variation is something that applies to many slängpolska tunes.  When a beat consists of a single 

quarter-note, as in measure 1, bow it with a little ―pulse‖ halfway through, using a bit more bow force and/or 

speed to mark the offbeat.  This adds to the sense of forward motion.  I notate this as two slurred eighth-notes at 

the same pitch. 

 Roll the bow 

 The second variation is melodic.  In measure 4, you can use rolling-bow figures across all three strings 

on beats 1 and 2, and on beat 1 in measure 8.  Bow these groups with the first two notes slurred and the second 

two notes slurred.  Roll the bow from string to string, with clean crossings between strings, and don‘t use  
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longer bow strokes than needed. 

 On beat 1, the notes are D (G string, fourth finger), F# (C string, third finger), and the open A string.  

On beat 2, they‘re A (G string, first finger), E (C string, second finger), and the open A again.  You should 

strive toward being able to find these ―two keys at once‖ fingerings automatically: think of it as playing 

―chords‖ like guitarists or mandolin players do.  We‘ll come back to this concept later in this article. 

 

 

 

 

 

 

 

 

 

 

 

Double stops 
 Playing two strings at once is very traditional nyckelharpa style.  It‘s a way of bringing out the rhythm, 

making the important beats audible over the dancers‘ exuberance, suggesting harmony even when you‘re play-

ing by yourself.  

 

 

 

 

 

 

 

 

 

 

 

 

 

Double stops for the B part 
 Simple double-stops for the B part might use the G below the melody in measure 1 and the D below 

the melody in measure 2, as shown.  As a variation, you can change a B in the melody to the G below it, and 

use the open G string with that note.  Then, in the second measure, while the melody plays a repeated A note, 

the low note can climb up the scale from D to F#, as shown. 
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Multiple-note fingerings and “chords” 
 Double-stops are one example of the need to play, and perhaps finger, multiple notes at the same time.  

Rolling-bow figures are likely to finger multiple strings, as are some tunes with repeated arpeggio figures.  It‘s 

easiest to play these tunes when you can put down all the necessary fingers in one motion, in effect, playing a 

―chord.‖  Playing the tunes that need this technique is good practice for developing it.  And here, the ANA can 

be a resource.  Among the tunes that have appeared in Nyckel Notes are some that can develop your facility 

with multiple-note fingerings, including Djävulspolska (Devil‘s polska), which appeared in NN #26 (Spring 

2003), and Trollrikepolskan by Eric Sahlström, which appeared in NN #30 (Spring 2004). 

 And for another take on playing a tune with variations, look up Nyckel Notes #28 (Fall 2003), which 

examined the polska efter August Bohlin commonly known as Flodens död. 

 

A thought on traditional music 

 

 I believe that the nyckelharpa is inextricably connected with its traditional Uppland tune repertoire.  

These are tunes that evolved to be played on nyckelharpa – to exploit the instrument‘s strengths and to bring 

out the most possible energy and musicality from it.  And although harpa folks these days play music from all 

over Sweden and beyond, I assert that it‘s important for the player to be familiar with traditional tunes and 

styling, and to have a representation of traditional tunes in his  or her repertoire. 

 Alas, it‘s getting harder to find traditional nyckelharpa music.  Old recordings and books go out of 

print, purveyors of same are fewer, and the ANA no longer sells CDs.  It takes persistence to find source mate-

rial.  Here are a few suggestions. 

 

 Peter Hedlund‘s latest CD Resonans is a collection of traditional nyckelharpa tunes, played on solo 

harpa with only a bass for accompaniment.  It‘s a fine selection of tunes, exquisitely played.  I reviewed it in 

NN #36, and tune transcriptions for it are available at [this used to be on the ANA‘s website, but has been re-

moved – what should we do?].   [Ed note:  These transcriptions are still available at:  http://

www.ritaleydon.com/ZrpmMusic/cds/cd004/Resonans.pdf ] 

 

 Nyckelharpa Orchestra‘s CD Byss-Calle is a good source of Byss-Calle tunes, mostly played in ensem-

ble arrangements.  And the CD Till Eric, by approximately the same collection of musicians, is a good collec-

tion of Sahlström tunes. 

 

 Väsen‘s first two CDs, Väsen and Vilda Väsen, feature the harpa and include many traditional tunes. 

 The tunes from Spelmanslåtar från Uppland, a CD reissue of an LP from 1969 with Eric Sahlström 

and Gösta Sandström, are available for purchased download at a handful of online sites. 

 

 Upplands Spelmansförbund (http://www.uplandsspel.se/utgavor.html) publish a variety of tune collec-

tions, including 57 Låtar efter Byss-Calle and the five-part Uppland collection Melodier från Upplands bruk 

och Fyris bygder (both harpa and fiddle tunes). 

 

 The tune book Eric Sahlström: Upplandslåtar, a collection of Eric‘s tunes, used to be available from 

the Eric Sahlström Institute, www.esitobo.org.  The web site is currently has no items-for-sale page, but it may 

be worth an inquiry. 

 

http://www.ritaleydon.com/ZrpmMusic/cds/cd004/Resonans.pdf
http://www.ritaleydon.com/ZrpmMusic/cds/cd004/Resonans.pdf
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String  

Bazaar 
The ANA is pleased to of-

fer Nyckelharpa strings 

for sale!  We have playing 

strings and three versions 

of understring sets. 

 

 
Playing Strings 
 The playing strings are the four largest 

strings, the ones that you actually touch with the 

bow.  PRIM brand strings are made by an old 

Swedish string manufacturing company.  Their 

fiddle strings are popular among folk musicians, 

and are available widely in the US.  Their nyckel-

harpa strings are basically the same as their cello 

strings, except that they are the correct length for 

nyckelharpas instead of about a foot too long.  All 

four strings are wound.  The A-string 

is .020‖ (0.50 mm) in diameter. 

 

Sympathetic Strings 
 We offer three versions of understrings, 

described more fully in the January  1998 edition 

of Nyckel Notes.  Basically, the three sets can be 

called: 

 

6 + 6 : 

6 wound strings .021‖ (0.053 mm) in diameter, 

6 plain strings .014‖ (0.36 mm) in diameter. 

 

4+4+4 : 

4 wound strings 0.24‖  (0.61 m) in diameter, 

4 wound strings .021‖  (0.53 mm) in diameter, 

4 plain strings  .014‖  (0.36 mm) in diameter. 

 

12-step : 
12 strings varying from .025‖  (0.64 mm)  

to .014‖  (0.36 mm), by steps of .001‖.  The lower 

6 are wound, the higher 6 are plain. 

 

 

ORDER FORM 
Prices are for ANA members/non-members. 

Price includes shipping to a US address. 

e-mail for inquiries:  strings@nyckelharpa.org 

Send this form along with a check payable to: 

American Nyckelharpa Association to: 

Tim Newcomb 

P.O. Box 51 

Montpelier, VT  05602 

Playing strings Quantity Member 

Price 

Total 

Cost 

Non-

member  

Price 

Prim Full Set  $77  $87 

Prim A (1)  $15  $17 

Prim C (2)  $18  $20 

Prim G (3)  $20  $23 

Prim C (4)  $24  $27 

Resonance strings:     

6 +6 resonance set  $22  $27 

4+4+4 resonance set  $22  $27 

12 step resonance set  $22  $27 

   TOTAL  



FALL/WINTER 2009                         Nyckel Notes                         31 

 

 For Sale:  
Nyckelharpa  

 

Nyckelharpa, made by 

Tage Larsson in Swe-

den, 

2001...............$1,700.00 

Excellent condition with 

fine workman-

ship.  Quality of tone is 

even across all 4 strings 

with a wonderful voice, 

balanced between bright 

and mellow. Pegbox 

with logical  order, mak-

ing it easier to navigate 

and replace strings. 

Metal nut prevents 

warping of wood. Out-

standing value.  

 

 

 

Traditional bow, made by Esjbörn Högmark in Sweden, 2004......................................$150.00  

With tightening screw. From tip of hair to end of screw: 47 cm 

 

Traditional bow, purchased from Leif Alpsjö, 2001..........................................................$100.00 

With tightening screw.  From tip of hair to end of screw: 45.5 cm  

 

Nyckelharpa hard case ...........................................................................................................$175 
 

 

Contact: Daniel Beal at DEBeal@USfamily.net 

 

50% off:  Nyckelharpa Accessories 
Seiko ST 777 automatic tuner with digital screen...............................................................$50.00 

Slightly used in excellent condition with instructions. 

 

Seiko ST 909 automatic tuner with needle indicator.............................................................$50.00 

New in original box with instructions 

 

Pro Bass padded "Comfort Strap," 38" to 45"....................................................................$15.00 

 

"Slider" Dual Shoulder Strap, adjustable................................................................................$10.00 

 

 

Contact: Daniel Beal at DEBeal@USfamily.net 

mailto:DEBeal@USfamily.net
mailto:DEBeal@USfamily.net
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Number 4, July 1996 

Rullande Gubben 

Elins Vals, by Elizabeth Foster 

Sture's Schottis (aka Istårn, aka Istukka) 

 

Number 5, October 1996 

Slängpolska #25 efter Byss-Kalle 

Masbo Polketten #1 

Polska från Hållnäs (aka Kalles hambo) 

 

Number 6, January 1997 

Polska efter Sven Gräf 

Furuboms Polska 

 

Number 7, April 1997 

Polkette efter August Bohlin (Gladare än du tror) 

 

Number 8, July 1997 

Polska efter Johan Hansson, Skucku 

Tierps Polskan 

Lilla Schottis, by Elizabeth Foster 

 

Number 9, October 1997 

Polska Between Friends 

Första Polskan, by Bart Brashers 

Polska efter Börjes Olle 

Harpar-Klas Gånglåt 

 

Number 10, January 1998 

Eklunda Polskan #2, by Viksta-Lasse 

Polska från Kumla 

Polska efter Skomaker Viger, hambo 

 

Number 11, May 1998 

Hellstedts Gamla Brudmarsch 

Bergmans Polska 

Björklingelåten 

 

Number 12, August 1998 

Julåtan, by Mats Wallman 

Polska till Fred 

Polkette efter Gås Anders 

Polska #25 efter Byss-Kalle (aka Nya G-dur),  

Masbo Polketten #1 

 

Number 13, November 1998 

Boda-Mattes Polska 

Fullträffen, Polska by Olov Johansson 

Lärken, Polska efter Byss-Kalle 

 

Number 14, February 1999 

Hälsingemarschen, by Johan Bohlin 

Avskedsgånglåt, by Jon-Erik Hall, Hälsingland 

Eklunda Polska #3, by Viksta-Lasse 

Polska efter Anders Likjefors the Elder 

 

Number 15, May 1999 

Byggna‘n, Polska by Byss-Kalle 

Femtolen, Polska efter Byss-Kalle 

Polska efter Pekkos Per 

 

Number 16, August 1999 

Gubbarna i Tobo, efter Sture Sahlström 

Polska efter Gås Anders 

Morsans Polska, by Peter "Puma" Hedlund 

Vitmarschen, by Peter "Puma" Hedlund 

 

Number 17, November 1999 

Svenskens Brudmarsch, efter Karl Svensk,  

Österbybruk 

Ringen, Skänklåt by Peter "Puma" Hedlund 

Linus på Linjen 

Made in '39 (Virginia's Tune), by Peter Hedlund 

 

Number 18, February 2000 

Dödens Vals 

Konvolusjonslåten, by Anders (Stake) Norrude  

 

Number 19, May 2000 

Polska efter Byss-Kalle 

 

Number 20, August 2000 

Brännvislåten, Polska efter Hjort-Anders, efter  

Viksta-Lasse 

Glöggmarsch, efter Karl August Andersson, Rasbo, 

Uppland 

 

Number 21, November 2000 / February 2001 

Iste Kornbodsmarsch, by Peter Hedlund 

Fläckpolskan, by Peter Hedlund 

Hennings Födelsedagspolska, by Peter Hedlund 

Polska efter Algot Jorlin, efter Nisse Nordström 

 

 

NYCKEL NOTES TUNE LIST FROM  ISSUE # 4 TO PRESENT (#46) 
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 Number 22, May / August 2001 

Polska efter Båtsman Däck, trad. 

Urpolskan, trad.  

Hillebola Schottis, trad. 

Bodin's C Major Polska, efter Byss-Calle 

Vill Fröken Köpa Löken för en Krona?, trad. 

 

Number 23, March 2002 

Iskällarbacken, trad. 

Pennknivsmördaren, polska efter H.L. Erlandsson 

 

Number 24, October 2002 

Svärdsjövisan, trad. 

Vals efter Bodin, trad.  

Tyskens Vals, trad.  

Jon Mas Polska, efter Sören Danielsson  

Cricket Schottis, by Marilee Cowan  

Polska efter Anders Sahlström, efter Eric Sahlström  

 

Number 25, December 2002 

Bondpolska, efter Mats Wesslén  

Polska i C-dur, efter Mats Wesslén  

Polska efter Lump-Janne, trad.  

Vikingapolskan, by Curt Tallroth 

 

Number 26, Spring 2003 

Djävulspolska från Flen, trad.  

Polska efter Anders Liljefors den äldre  

Schottis i Nattskjortan, trad.  

 

Number 27, Summer 2003 

no music  

 

Number 28, Fall 2003 

Korntorkar'n, trad. efter August Bohlin 

Polska efter August Bohlin, trad.  

Åhkerschottis, by Peter Hedlund 

 

Number 29, Winter 2003 

Salbohedsvalsen, trad.  

Låt mot Trötthet, efter Viksta-Lasse  

Polska efter Lump-Janne, trad.  

Spel-Görans vals, trad. 

 

Number 30 Spring 2004 

Trollrikepolskan, by Eric Sahlström  

 

Number 31 Fall 2004 

Oliver's Bedtime March, by Bill Layher 

Number 32 Winter 2004 

Ladan, efter Anders Sahlström 

 

Number 33   Spring 2005 

Dalmarschen, efter August Bohlin  

 

Number 34  Fall 2005 

Farmorspolska (Polska från Valö efter Ceylon 

Wallin) 

Polonäs from Andres Larsson‘s notebook 

Annas Visa av Leif Göras 

 

Number 35   Spring 2006 

Västermarnspolskan efter Byss-Calle 

 

Number 36  Fall 2006 

Bohlins brudpolska efter August Bohlin 

Polska efter Ludvig Olsson 

 

Number 37  Spring 2007 

Petter i Alas polska efter Wilhelm Hedlund 

Näcken och Sko-Ella efter Eric Sahlström 

Polonäs från Småland efter Magnus Gustafsson 

 

Number 38  Summer 2007 

Galgvretspolskan av Niklas Willén 

Gubbelubb from Otto Andersson‘s book 

 

Number 39  Fall 2007 

Polska #25 efter Byss -Kalle 

Vevlirepolska efter Grodd-Olle 

 

Number 40  Winter 2007 

Attingham Waltz by Helena Torpy 

Margaret‘s Waltz by Pat Shuldham Shaw (Suffolk) 

 

Number 41    Spring 2008 

The Little Pard by Vicki Swan 

 

Number 42   Sumer 2008 

Vandringen, Polska efter Byss-Kalle 

Leif Alpsjös polska by Leonard Ellis 

Väsen snoa by Leonard Ellis 

 

Number 43   Fall 2008 

Fikavalsen by Vicki Swan 

 

Number 44   Winter 2008 

Storsvarten av Byss-Kalle 

...Mrs. Chambers by Peter Blue 
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Number 45 Spring/Summer 2009 

Båtsman Däck efter Ceylon Wallin 

     ―          ―         ―    Sahlström familie 

Kyrklåt av Arne Modén efter Peter Hedlund 

Vallåt från Ärentuna efter Anders Liljefors 

Dahlgången av Peter Hedlund 

Spelmanshøytid av Bent Jacobsen 

 

Number 46 Fall/Winter 2009 

Polska efter Vilhelm Hedlund, Enviken. 

Sirapsbacken, polska från Västerbotten. 

Valse a Lulu av Jackie Bouchard 

Boris Keller‘s Barokpolskan-Partitur Teil 4 (excerpt) 

Prins Jesus by Boris Keller  (excerpt) 

Hållnäs-valsen av Lars Näsbom 

Slängpolska efter Jan Erik Schedin, Sala (Polska från  

Tärnsjö) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

CONFESSIONS OF A NEWLY APPOINTED  

SECRETARY 

By Joyce Keller, Yakima, WA. 

 

 The last thing in the world I needed was an-

other instrument to play.  Yet, within a few months I 

was hooked on the nyckelharpa.  This is how it all 

started. 

 

 Last fall, I was visiting my son-in-law who 

has an eclectic CD collection.  He had chosen a CD 

that included many groups with varying types of in-

strumentation for me to listen to as I relaxed on his 

couch.  It was a kind of demo CD that he chose.  

Somewhere in the middle of it, I heard a sound I 

could not explain.  It was somewhat like a violin, but 

a much richer tone.  The back of the CD had little  

information on it, only that the instrument was a ny-

ckelharpa.  ―Wow, what the heck is a nyckelharpa?‖ 

I asked myself.  I had never heard of such a thing.   

After Googling ‗nyckelharpa‘ I was led to the ANA 

website.  There I learned a lot about what the instru-

ment was, what it looked like, and how it is played. 

 

 You Tube was the next stop.  There were 

many videos of very good (and not so good) players 

on it.  I was hooked on the sound.  At that point I 

knew I would have to learn how to play one.  Of 

course, that becomes much easier if you happen to 

have one.  So the next step was finding an instru-

ment to purchase.  I don‘t know about where you 

live, but in Central Washington State, nyckelharpas 

are hard to come by.  The local music shops didn‘t 

even know what one was; let alone where to find 

one.  So, it was back to the Internet.  Thanks to the 

wonderful help of Chris and Rita Leydon, I found an 

instrument that happened to be available for pur-

chase. 

 

 Now it was on to step two, convincing my 

husband that I NEEDED another instrument.  It 

seems that playing all kinds of instruments, piccolos 

to cellos, oboes to trombones, is just what I love to 

do!  We have been married for more than 30 years, 

so I suppose he knows that that is just the way I am 

and that it isn‘t worth the effort to talk me out of it.  

So, with his blessing, I purchased the nyckelharpa 

and now I am on my way.  There are so many people 

that have offered to help in learning how to play.   

 

 The nyckelharpa community is full of won-

derful players of all levels who are ready and eager 

to help the newbie.  I highly recommend the DVD‘s 

of Peter Hedlund‘s Workshop, produced by Peter 

Hedlund and Rita Leydon. 

 

 My ancestors (that I know about) are not 

from Sweden or Norway, but somewhere, way back 

in my genealogy, there must be some Swedish or 

Norwegian heritage.  How else can I explain how 

happy it makes me feel when I play my nickelharpa?  

It actually makes me smile just to look at it. You 

don‘t need to have it in your blood, just in your 

heart.  I am very pleased to be a part of the nyckel-

harpa world and look forward to serving as the new-

est secretary of the ANA. 
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 Dear Nyckel Notes Readers, 

 Another full double issue off the press!  

We have had some good articles coming in from 

here in the US and also from Europe.   I have 

read about the nyckelharpa courses in Germany 

from e-mail announcements but now we have 

much more detail from writers who attended or 

taught in the workshops. 

 For the members who requested printed 

copies:  For issue #46 you have enjoyed color cop-

ies, however it is just too expensive to continue 

this so B & W copies will return with this and fu-

ture issues. 

 This is a busy time of year for all of us and 

our family is no exception.  Fossegrimen was ac-

tive again for the first weekend in December with 

Scan Fair in Portland, Oregon.  When I went out 

to a Christmas Tree Farm in Pleasant Hill to get 

our Christmas Tree, the man who runs the farm 

said that he had heard the group play in Port-

land.  Such a small world!  Shortly after the new 

year comes in we again have another dance to 

play in Portland, the St. Knuts dance or 

Tjugondedag jul dans. 

 Beste ønsker for ett godt Nytt År! 

David 

 
The American Nyckelharpa Association 

The ANA is a non-profit organization dedicated to 

fostering the nyckelharpa and its music in North 

America.  We sponsor and produce music workshops 

across the country featuring the traditions of the  

nyckelharpa. 

 ANA Membership dues are $12 per year, 

which included a digital subscription to this newslet-

ter.  Send to the address below and please indicate if 

you play the nyckelharpa and if we can publish your 

name in our roster. 

www.nyckelharpa.org 
A source of information about the nyckelharpa,  

nyckelharpa players, a history of the instrument,  

nyckelharpa events and more! 

 

Nyckel Notes 

Published quarterly.  Send submissions to  

NyckelNotes at:   

nyckelnotes@nyckelharpa.org  
or to 

David Elliker-Vågsberg 

84890 S. Willamette Street 

                      Eugene, OR  97405-9500 

COMING UP -  ISSUE 47: 

 SPRING 2010 

1.  Continuation of Jan Ling‟s Nyckelharpor,  

     English pages.  (Chapter 4 continued  

     plus   more.) 

2.  Column about building nyckelharpa from 

    the ground up.  Authored by the Editor with  

     assistance from Sören Åhkers. 

3.  Doug Oines:  The President‟s Page 

4.  Other interesting articles to be submitted by 

the readers.............DEADLINE:  February 28, 

UPCOMING EVENTS: 

June 23-28, 2010:   Väsen will be the featured teach-

ers at the Golden Toad Music camp in Occidental, 

California.  Olov Johansson will teach Nyckelharpa, 

Mikael Marin-Viola, Roger Tallroth-12 string guitar 

and the group will teach Swedish Folk Music ensem-

ble playing. There will also be Swedish folk dancing 

lessons and many other kinds of folk music and 

dancing in a beautiful camp setting. For more infor-

mation contatct:  Mark Walstrom or.....<http://

w w w . g o l d e n t o a d c a m p . c o m > 
 

http://www.goldentoadcamp.com
http://www.goldentoadcamp.com

