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C  hapter 5  Continued: 
Key box 
 The panels of the key box of earlier instruments 

have the same general appearance as those being made 

today (see above).  However, as in the case of the keys, 

there are interesting variations in matters of detail.  Each 

panel is attached to the neck of the instrument at two 

points, the wood between these being carved away.  The 

only reason for this recess seems to have been to make it 

easier to fit the panel onto the neck.  The pattern of the 

recess can be followed from keyed fiddles without reso-

nance strings down to silver-drone instruments.  The lock-

ing batten, which keeps the upper row of keys in place, is 

attached in a variety of ways.  There is one technique [117 

a], which is found in instruments from all periods, whereas 

others seem to be confined to a particular type of instru-

ment:  [117 b, c] to simple and contradrone keyed fiddles, 

[117d] to more recent instruments, chiefly chromatic 

keyed fiddles.  Wooden pegs were used for attaching the 

panels until the end of the 19th century, after which wood 

screws began to be used.  Previously it had been held that 

„iron kills the sound‟.   

 
 

 

 

 

 

 

 

 

The shape of the key-box nut has changed and the ar-

rangement of the strings has also varied from time to 

time. [118].   

117a: a string 

(wire, leather strap, 

sinew) passes over 
the batten and 

through the side 

panel. 

117c. 

a string in 

front and a 
peg from the 

key-box nut. 

 

(d) screws. 

118.  Key-box nut:  (a) for keyed fiddle with lid over key 

mechanism (the notch is for a silk string); (b) for keyed fiddle 

without lid, but with a nut designed according to (a);  (c) for 

keyed fiddle from the present century with flat top; (d) for 

keyed fiddle from the present century with the strings running 

in grooves.  

a b 

c 
d 

117b.  At-

tachment of 

the batten:  
w o o d e n 

pegs.   
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 Keyed fiddles used to be fitted with a lid over 

the key mechanism to protect this from the elements 

[119].  The lid disappeared during the second half of 

the 19th century, probably because special cases 

started to be made for carrying the instrument out-

doors. 

 

 

Sound post 
 There is a hole for a sound post on the belly 

of both the Mora and the Esse instruments.  The 

keyed fiddle from Vefsen has a very slender mush-

room shaped sound post [121a]. 

Keyed fiddles with resonance strings from the 18th to 

the early 20th century have a sound post inserted 

through a square hole in the back and held with a 

wooden wedge [121 b].  The chromatic keyed fiddle 

has an adjustable sound post after the manner of the 

violin [121 c]. 

Sound Holes 
 The sound holes on keyed fiddles are by no 

means unique in their design and new types have 

been introduced from other instruments from time to 

time.  Studies concerning the early development of 

sound holes thus concern the keyed fiddle only indi-

rectly. 

 A round sound hole in the middle of the body 

-- as on a guitar -- is shown on several portrayals of 

keyed fiddles in mediaeval church murals as well as 

in Agricola  [46] . [Ed. note:  see NN #45, page 11]. 

The keyed fiddle in Agricola, like several of his 

bowed instruments also has a C hole on the upper 

bout.  Fiddles with the guitar‟s circular sound hole 

are known from mediaeval paintings on the Conti-

nent and there is no justification for concluding that 

these reproductions are instances of the artist having 

been unable to distinguish between bowed and 

plucked instruments:  the type of instrument in ques-

tion may well have existed in the form portrayed.  

Other types of sound holes found on keyed fiddles 

[32] similarly occur in mediaeval pictures of other 

types of bowed instruments.  Twin sound holes in 

the form of two hearts are found in illustrations as 

well as on extant instruments.  [Ed note: the author 

refers to a church mural in Rynkeby kyrka, Fyn, 

Denmark, dated to 1560 and a mural in Brunnby 

kyrka, Skåne.]  A hurdy-gurdy and two fiddles in 

Rynkeby church, as well as one fiddle in Brunnby 

church, all have this type. These twin pairs of holes 

appear to belong to a mediaeval type of fiddle.  A 

sound hole shaped like a C is found on the Häverö 

keyed fiddle [33];  together with the flame-shaped 

hole, this type is common in the viol family.  Like 

the keyed fiddle in Alnö church, the Esse instrument 

[Ed: see NN #45, page 7] and most of the instru-

ments with resonance strings have oval sound holes, 

of which one variant is fairly circular, another egg-

shaped and a third oblong.  Some of the oldest keyed 

fiddles with resonance strings have drop-shaped  

119.  Left: 

a contra-

drone 

keyed fid-

dle, note 

hole for 

attachment 

of the lid;    

  

 

Right: 

simple 

keyed fid-

dle. 

46.  

Schlüßel 

fidel - 

Agricola 

1528: 55. 
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thumb between them and the stick are reproduced in 

[124 g, i]. 

 One must be cautious about dating the bows 

on the basis of their technical details.  Some of them 

are undoubtedly ancient relicts but certain peculiar 

designs may well be examples of quite recent inven-

tion having no direct connection with mediaeval 

types.  There are several instances of such reductions 

where there is no genetic relationship between the 

later bows and their predecessors, among keyed fid-

dle bows.  Consequently, unless their history is 

known in detail, it is hazardous to try to establish a 

correlation between typological and chronological 

features. 

sound holes, while other are reminiscent of rococo 

forms [Ed: see NN #47 p.4 ] .  A kind of f-hole on 

the lower bout made its appearance late in the 19th 

century; after 1920 this was moved to the middle 

bout and made to look like the sound hole on a violin. 

 A small sound hole on the upper bout occurs 

in the form of four holes arranged in a diamond with 

a fifth hole in the middle [123 m].  This type of sound 

hole has been widely used for a variety of instru-

ments both in and outside Europe.  The most usual 

type of sound hole on the upper bout, however, is a 

small heart [123 a--h] or some related shape [123 i--

k].  Two other shapes have also been found [123 l, o]. 

Bow 
 All the bows in  mediaeval reproductions of 

the keyed fiddle have their parallels in pictures of 

other bowed instruments.  It does not seem likely that 

these reproductions of keyed fiddle bows are distor-

tions or products of the imagination.  There is an il-

lustration [124] showing bows for the keyed fiddle 

arranged according to Dräger 1937 p. 21;  the caption 

indicates which of these belong to the same typologi-

cal group.  The bows of both Agricola‟s and Praeto-

rius‟s keyed fiddles appear to have been reproduced 

in a credible manner.  Several keyed fiddle bows 

from the 18th century are still extant and there is little 

difference, except in certain details, between these 

and the bows from the end of the silver-drone instru-

ment‟s era, i.e. the present day.  This bow is charac-

terized by a sharp curve towards the tip, the straight 

part of the stick being angled towards the hairs and 

ending in a flat handle.  The design of this handle is 

independent of the procedure for stretching the hairs: 

bows where the hairs are tensioned by pressing them 

against the stick from below are shown in [124 f, h] 

and those where the hairs are tensioned with the  

a b c d e 

124.  Dräger:  (a-d) from 15th-16th century murals.  (d) Agri-

cola. 1528 (e) Praetorius 1620 (f-i) 18th & 19th century. (j, k) 

based on truncated violin/cello bows.  (l) 18th century painting 
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Middle Ages onwards;  there are several points of 

agreement in design and construction.  (b)  The keyed 

fiddle can be localized to certain environments.  The 

design of the instrument shows that it belonged 

among the peasantry from the 17th century onwards.  

At all times, however, one finds that builders bor-

rowed from „society instruments‟ and tried to adapt 

the keyed fiddle to current requirements in respect of 

sound and performance.  (c)  Certain details of con-

struction and design provide a chronology on a typo-

logical basis, which can often help to verify the date 

of an instrument. 

 Indirectly, the study has thus enriched the his-

torical material, besides paving the way for an hy-

pothesis about the origin of the instrument.  This is 

presented in Chapter 10, while the analyses reported 

above also provide a basis for the discussion in Chap-

ters 6, 7, and 8. 

 

[Ed note:  Nyckel Notes will continue with Jan 

Ling’s Nyckelharpan with Chapter 6 in the next 

issue, number 49.] 

Varnish, painting and ornamentation 
 The oldest extant keyed fiddles have appar-

ently been painted brown and black.  In the 19th cen-

tury the color is brownish-red and black, in keeping 

with the violin, while during the present century in-

struments have been painted in two different shades 

of brown.  Ornamentation in the form of scoring, 

punching and branding has been and is still used.  

However, there is nothing peculiar to the keyed fiddle 

in these ornaments; both the patterns and the tech-

niques for producing them have been used for other 

objects in Swedish folk art.  In recent years, the em-

blems of the arts-and-crafts movement have started to 

replace the old patterns;  this change constitutes a 

feature of the instrument‟s latest development. 

 

Hurdy-gurdy and keyed fiddle 
 There is a close morphological similarity be-

tween hurdy-gurdies and keyed fiddles in mediaeval 

and renaissance reproductions.  They also display an 

analogous development in that in both types of in-

strument, the number of keys was gradually increased 

as time went by.  This does not however prove that 

there is a continuous connection between them.  In-

stead they probably developed independently but 

were both influenced by changes in the musical situa-

tion in their environment.  Another example of an 

analogous development is that there is probably no 

connection between the introduction of resonance 

strings on the hurdy-gurdies in 18th century French 

society and their adoption on the keyed fiddle.  In the 

early stages, the keyed fiddle‟s harmonies were the 

same in principle as those of the hurdy-gurdy.  This 

was changed with the introduction of the contradrone 

keyed fiddle, when it was discovered that, thanks to 

the use of the bow, more than one string could be 

utilized for the melody (see Chapter 7).   

 The data concerning hurdy-gurdies and keyed 

fiddles suggest that, during the Middle Ages, there 

were close musical and morphological parallels be-

tween the two types of instrument.  They appear to 

have „separated‟ after 1600, the keyed fiddle follow-

ing its particular line with influences from the violin 

family, while the hurdy-gurdy was modified by the 

lute and guitar. 

 It is now possible in some measure to answer 

questions formulated at the beginning of this chapter.  

(a)  The morphology of the keyed fiddle shows that 

the instrument was developed continuously from the 
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The Story of the Mora-Harp 

Museumization and De-museumization 

by Gunnar Ternhag 

[1] 

 Sometime before 1915 the famous Swedish 

artist Anders Zorn (1860-1920) acquired a very spe-

cial nyckelharpa. [1] The circumstances for this ac-

quisition are very little known. According to some 

late sources he bought or received the instrument 

from the owner of a farm in the village of Garberg 

not far from his fishing cottage at Gopsmor, some 

fifteen kilometers from his home in Mora, Dalecarlia. 

The aquisition of the nyckelharpa was probably me-

diated by Zorn's attendant at the fishing cottage, Mr. 

Frans Estenberg, who used to provide his employer 

with antiques.  

 

 The bow of the nyckelharpa was not included. 

It had none of its three assumed strings. Moreover, 

the instrument was missing nine of its twelve charac-

teristic keys. [2] In short, the nyckelharpa was far 

from playable when Anders Zorn became its owner.  

 

 There is practically no knowledge about how 

the instrument came to the farm where it was kept 

before Zorn took possession of it. It is even uncertain 

whether the nyckelharpa belonged to the former 

owner for more than a short time. The instrument 

could be of local origin or built somewhere else; no 

one knows.  

 

 Unfortunately, we have no knowledge about 

Anders Zorn's motives for obtaining the instrument. 

[3] He was a great collector of local antiques: from 

small household items to entire medieval wooden 

houses built with so called cross-jointing technique. 

He bought them from professional antique dealers as 

well as from private owners. Gradually his collection 

grew larger. Purchasing the nyckelharpa was perhaps 

a conscious decision, perhaps not. Many of the pieces 

he collected were old and beautiful, which seem to be 

the two characteristics that guided him. Actually, to-

day the nyckelharpa is both an object of research for 

scholars in organology and an aesthetic artifact for 

the visitors in the Zorn-museum in Mora, where the 

instrument is displayed today. [4] It belonged to 

Zorn's rich estate, which after the death of his wife 

Emma in 1942 was donated to the state of Sweden in 

order to establish a museum devoted to the great 

painter.  

 

 The Mora-nyckelharpa is interesting most of 

all because of its age. It has carvings on the back of 

its neck stating "1526" along with a pair of crossed 

arrows. Musicologist Jan Ling investigated the in-

strument in his doctoral dissertation (1967) on the 

nyckelharpa as a folk-music instrument in Sweden.

[5] He especially examined the carvings and ques-

tioned whether or not the year 1526 could be the ac-

tual year when the instrument was made. He used 

the Carbon-14 method to get some reliable knowl-

edge about the age of the wood, an unconventional 

method in musicological research at the time. He 

also compared the style of the carvings with hand-

writings in sources from the first decades of the six-

teenth century.  

 

 The pair of crossed arrows is puzzling, since 

this emblem later became the emblem of the county 

of Dalecarlia. But Ling did not see this part of the 

carvings as an evidence for a connection to Dalarna 

or Mora. The reason is simply that the symbol did 

not exist in the sixteenth century. Ling's conclusion 

is that the year 1526 may be correct, that is, the carv-

ings dated from that year. No facts available ex-

cluded such a statement. However, his arguments 

have recently been questioned by Per-Ulf Allmo,[6] 

who argues that the nyckelharpa in Mora is approxi-

mately 150 years younger. But the inscribed year is 

still on the instrument and a revision of Ling's con-

clusion has not been accepted by all visitors who 

admire the nyckelharpa in its theft-proof exhibition 

case.  

 In fact, the nyckelharpa in Mora is interest-

ing not only because of its probable age; it also has 

so many differences compared to other old nyckel-

harpas that it nearly forms a type of its own.[7] Its 

body has a very peculiar shape, like a guitar, its ribs 

are made in so called wrap-technique (not carved out 

of a solid piece of wood like other old nyckelhar-

pas), its sound holes have an unusual shape (like 

hearts), it has only three strings and no drone string, 

typical of the modern nyckelharpa. To sum up: the 

nyckelharpa in Mora is easily recognized. Therefore, 

this particular musical instrument is well-known 

among nyckelharpa-players and aficionados. 
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[2] Museumization 

 Although the nyckelharpa in Mora has a num-

ber of unique characteristics, its path into the collec-

tions of the museum world is rather typical. Many 

artifacts in museum-collections have unknown desti-

nies before they became museum specimens. Only 

some decades ago museum curators were not that in-

terested in the historical context of the objects as their 

modern colleagues are. [8] At best, in the catalogues 

were documented the name of the object, its geo-

graphical origin, its local name together the name of 

the salesman or donator. Regrettably, the history con-

nected to the artifact was rarely written down. Many 

objects exhibited therefore appear without a history, 

except for the fact that they belong to a certain mu-

seum.  

 

 The making of a museum specimen can be 

called museumization. [9] The process of collecting, 

describing, keeping and exhibiting an object gives it a 

certain value or meaning, quite different from what it 

had before it came into the museum. This change of 

meaning is the core of museumization as a theoretical 

concept. However, this transformation is normally 

the result of the non-glamorous everyday-work in any 

museum. The change of status of an object subse-

quently occurs in small steps, which make this sig-

nificant transformation more or less invisible.  

 

 

Even if the term museumization is 

quite established, there are contra-

dictory interpretations, or let's say 

accentuations. [10] One element in 

the process is the institutionalization

-the transformation of an object 

from the private sphere to the pub-

lic, from being just a thing to an ob-

ject with a definite name and a  

unique number in the catalogue. An-

other accentuation stresses the legiti-

mization as the most important con-

tent of the museumization-process. 

This shift of cultural value happens 

when a collected object is incorpo-

rated in a museum's catalogue and 

then hallmarked as a cultural heritage. A third aspect 

of the term emphasizes the staging of a collected ob-

ject, that is, how an object is placed in a totally differ-

ent visual and physical context than it had as a pri-

vately owned thing. "Almost nothing displayed in 

museums was made to be seen in them," as Susan 

Vogel drastically points out. [11]  

 

 These three accentuations can nevertheless 

illustrate the process of symbolization, which is al-

most synonymous to museumization. This is namely 

what happens when an artifact is collected by a mu-

seum, kept and displayed there. The object is turned 

to a symbol: a symbol for many other, uncollected 

objects of the same sort, a symbol for an activity con-

nected to the object, a symbol for a historic era, a 

symbol for a group of people, for certain cultural val-

ues. But the symbolization process is not carried out 

only by the museum, the visitors are also involved in 

this radical change of the object's meaning. The inter-

pretation of the object's meaning is occurs from both 

sides.  

 

 The museumization of objects unites all kinds 

of museums, those working with natural history as 

well as those with cultural history. Consequently, 

music museums are also changing the meaning of 

their musical instruments: from sound-producing 

tools to often silent symbols. 

Picture 1. The original Mora-harpa in the Zorn-

museum, Mora, Sweden. Photo: Lars Berglund. 
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   The instruments are displayed to tell histo-

ries, not so much their own histories, because those 

are frequently missing, but histories of musical mi-

lieus or epochs. Standing in front of a musical instru-

ment, we as visitors see not only the object dis-

played, but its symbolic history. Sometimes we don't 

even discover the instrument itself, because the lar-

ger history is more catching. As visitors we literally 

see the history through the instrument. 

The incorporating of the Mora-nyckelharpa 

is a good example of museumization. The instrument 

became institutionalized, legitimized as a valuable 

nyckelharpa at the same moment it was registered 

and received an ID-number. And it is certainly 

staged in its new setting: displayed in the proper 

spotlight with a correct narration next to its exhibi-

tion case.  

As a symbol the nyckelharpa in Mora gives 

several associations. It can symbolize the wealth of 

Anders Zorn, who could afford to buy and keep this 

very special musical instrument. Or it can symbolize 

the proud history of folk music in Sweden. As a mat-

ter of fact, the meaning of the displayed nyckelharpa 

is something between the Zorn-museum and its visi-

tors.  

For the continuation of the story, the legitimi-

zation of the nyckelharpa as an old and valuable mu-

sical instrument was the most essential part of its 

museumization. The cultural value it obtained was no 

doubt the prerequisite for developing the museum 

specimen into a sound-producing tool again, which 

occurred in the 1980s. 

 

[3] The Mora-Harp 

In 1982 Anders Norudde, a young fiddler-

player and violinmaker, happened to see a replica of 

the nyckelharpa from Mora. The instrument was 

made by a man who both played and made nyckel-

harpas. Both of them attended a course for players 

of the revived so-called Swedish bagpipe. [12]  

 

The quality of the replica immediately struck 

the young fiddler. He was very fond of drone-music 

and played bagpipe already and bowed-harp. The 

replica was very close to the museum specimen. It 

was diatonic like its model and had gut string as the 

old instrument most likely had. His exaltation over 

the instrument was so overwhelming that he in-

stantly bought it during the course. 

Norudde immediately began to practice his 

new instrument. At the beginning he did not change 

the instrument, although as a professional violin-

maker he definitely had the capacity to develop it. 

But after becoming more and more acquainted with 

it, he started to add keys in order to expand its regis-

ter. The originally diatonic instrument became more 

and more chromatic. The need for more tones was 

mainly a result of Norudde's involvement in a folk 

music-band. Playing together with other musicians 

required an instrument that was playable in more 

than one key.  

 

The process of expanding the instrument's 

tonal register went on gradually for several years. 

Instead of making a totally chromatic instrument, he 

created other replicas which he tuned in keys other 

than those of the first replica. Changing keys when 

playing with the band forced him to change instru-

ments, as his instruments were only playable in one 

key. When he did that on stage, it was surely a mys-

terious ceremony in the eyes of the audience. Seem-

ingly identical nyckelharpas with seemingly the 

same sound! Why change then? 

After some years of experience with the ny-

ckelharpa from Mora, Anders Norudde got the idea 

to order a replica that could be stringed to function 

as a bass-nyckelharpa, tuned one octave lower. He 

then used modern nylon strings on his first instru-

ment. With thick nylon-strings on the second instru-

ment, it could serve as a bass-nyckelharpa. The pur-

pose was to be able to play in parallel octaves with 

the first replica. The new instrument was made by a 

professional maker of folk music-instruments, Leif 

Eriksson, who was actually as involved as Anders 

Norudde in launching the nyckelharpa from Mora. 

As of matter of fact, the revival of the museum-

specimen would never have succeeded without the 

cooperation between these two creative men. 

Anders Norudde recalls that the band used 

five different versions of nyckelharpas in their gigs 

in the end of the 1980s. His band-Hedningarna (The 

Heathens)-became very successful and toured in and 

outside Sweden.[13] In their shows the nyckelharpa 

from Mora had an essential role, both visually and 

musically. 

Another part of the development of the ny-

ckelharpa (or nyckelharpas) from Mora was the in-

stalling of microphones and other equipment for 

connecting the instruments to the band's PA-system. 
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Almost everyone uses this option, which means that 

every instrument coming from Eriksson's workshop 

is unique: They look the same, but don't sound the 

same.  

 Today, the Mora-Harp is heard not only in 

folk music-bands of different sorts. It is also used in 

bands playing so-called early music, as well as in 

bands that appear in medieval re-enactments.  

 The Mora-Harp seems to be liked by a grow-

ing number of musicians most of all because of its 

musical potential, which means its specific sound and 

its adaptability to different genres. It is also relatively 

easy to learn, an advantage one should not underesti-

mate. Further, compared to modern nyckelharpas the 

Mora-Harp is more practical to handle and to carry: 

smaller and more robust. In short, its success is un-

derstandable if seen from the musicians' point of 

view. 

 Pioneer Anders Norudde has continued to de-

velop the instrument. He has made a Mora-Oud, 

which is a plucked variant of the instrument without 

keys. The neck of this instrument has no frets. Re-

cently he has made a Mora-Dulcimer: another key-

less variant, but with frets on its neck and playable 

also when lying on a table. Both versions have the 

original shape of the body. His innovations fore-

shadow the emergence of an independent Mora-Harp 

family of instruments. 

 Certainly, the Mora-Harp has had a remark-

able path from the exhibition case in the Zorn-

museum to today's bandstands and recording-studios. 

Today it exists in many variants: acoustic and ampli-

fied, with different number of keys and different 

scales, even bowed and plucked. And it can be heard 

in many kinds of music. The Mora-Harp is without 

doubt back in business again.  

 Here are two sounding examples of Mora-

harp, "Polska från Mora," after Ljuder Anders Ers-

son, Mora, performed by Lennart Carlsson (Nodus 

Mix Recording), and "Varm och ute," composed and 

played by Anders Norudde (from the album "Kan 

själv," Drone; both examples used by kind permis-

sion). 

Polska från Mora (sound sample) 

http://home.swipnet.se/lennartc_nodus/sound/

ljuderan.mp3 

 

“Varm och ute” (sound sample) 

h t t p : / / w w w . d r o n e . s e / a r t i s t s . p h p ?

artist=andersnorudde&lang=eng 

 Through inventive design Anders and his 

band-mates modified the instruments to still look 

acoustic, but sound electronic. The electronic adapta-

tion demanded the same amount of craftsmanship as 

the original making of the instruments. And with all 

the equipment on and in the nyckelharpas, they had 

the fascinating image of a mixture between something 

old and super-modern. A kind of electrified ancient-

ness!  

Very crucial for the story of the revived ny-

ckelharpa from Mora is the instrument's denomina-

tion. From its very first appearance on CD in 1989, it 

has been called the Mora-Harp (Swedish Moraharpa), 

nothing else. Everyone within the Swedish folk music

-scene speaks about Mora-Harps as a matter of 

course. The name can be seen on concert posters and 

in CD-booklets. There is no doubt that the name Mora

-Harp is well established in the particular terminol-

ogy, so established that the revived instrument has 

become its own type, or at least its own sub-type, of 

nyckelharpas. 

The dissemination of the Mora-Harp paral-

leled from the beginning the success of Anders 

Norudde's band. Their successful careers inspired a 

number of other musicians to try the instrument, 

which in several cases resulted in the purchase of a 

Mora-Harp from Leif Eriksson. From his workshop 

he easily followed the band's impact on receptive folk 

musicians in Sweden. In all fairness, his own interest 

in the instrument in question started before Anders 

Norudde got involved in the process. Leif Eriksson 

had already made his own replica of the museum 

specimen, when Norudde met the instrument in 1982. 

Eriksson's first replica was made based on a drawing 

of the instrument that he bought from the Music Mu-

seum in Stockholm. Although the drawing was not 

quite exact, its measurements gave good support for 

the talented craftsman Eriksson. 

Since Hedningarna's break-through Leif Eriks-

son has built more than fifty Mora-Harps for approxi-

mately the same number of musicians. This number 

tells a lot about the dissemination of the instrument, 

although there are some other makers as well. Ac-

cording to Eriksson several of the players of the Mora

-Harp are professional or semi-professional musi-

cians, who also play the modern nyckelharpas. 

Even if Eriksson most of all wants to make 

true copies of the museum-specimen, every customer 

can decide the number of keys and the scale of the 

instrument.   
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 For more pictures of new-made Moraharps, 

see http://www.tongang.se/liraman/jweng/

emoraharpa.html, http://web.telia.com/~u15211290/

moraharpa.html, and http://home.swipnet.se/

lennartc_nodus/instr2.htm.  

 

[4] De-Museumization 

 Even though the return of the Mora-Harp is 

an unmistakable revival and there are relevant terms 

for describing such a phenomenon, [14] it is tempting 

to regard the success of the instrument as a reverse 

process of museumization, or an example of de-

museumization. In contrast to its history before An-

ders Zorn's acquired the instrument and when it 

turned into a museum specimen after his death, its 

revival is quite simple to reconstruct. The entrepre-

neurs are still active, like the ones just mentioned, 

and its appearances on records have left certain traces 

of the dissemination of the instrument. Most impor-

tant, all revived Mora-Harps are still existing, either 

still in use or hanging on living-room walls. This dif-

ference of knowledge is probably significant for 

many revived musical instruments. Consequently, 

their modern stories are more known than their pre-

histories, although the latter are considered as more 

appealing. In this article, however, its revival is as 

fascinating as its early history. 

 This case of de-museumization also has its 

accentuations, but they are interestingly enough not 

the reversal of those encountered when the old ny-

ckelharpa was incorporated in the collections of the 

museum in Mora. 

 Firstly, it is quite obvious that the de-

museumization of the Mora-nyckelharpa has re-

sulted in a de-institutionalisation. The new-made 

musical instruments with the Mora-Harp as a pro-

totype are with few exceptions privately owned. 

They are certainly not registered or even num-

bered. Lying or hanging beside other musical in-

struments in a musician's collection a new-made 

Mora-Harp represents one of several tools to cre-

ate music. In this respect its status does not differ 

from the other musical instruments which the mu-

sician can choose between. In its revived form the 

Mora-Harp has become a musical instrument 

among others.  

 

 The question whether the revived Mora-Harp 

has gone through a de-legitimization is more compli-

cated. On one hand, the revival of the instrument 

would never have happened if not for its position as a 

hallmarked cultural object. Its status as a highly esti-

mated museum specimen has definitely served as a 

prerequisite for the whole development described 

above. Already the denomination of the instrument 

underlines the connection between the ancient ny-

ckelharpa in the museum in Mora and all modified 

copies of it. 

 On the other hand, both makers and musicians 

have obviously felt a certain amount freedom to alter 

the newly-made instruments in relation to the model. 

All the variations of the revived Mora-Harp could 

then be regarded as an evidence for a loss of the le-

gitimization: The replica takes on its own life. At 

least, the high cultural prestige of the nyckelharpa as 

a museum specimen has forced few makers, if any, to 

make true replicas. When it comes to the musicians 

they have hardly been obliged to play music contem-

porary with the original Mora-Harp. The diversity of 

the instruments and the many kinds of music played 

on revived Mora-Harps could be interpreted as signs 

of a de-legitimization. 

 Actually, the legitimization and the de-

legitimization are connected powers. Even if the high 

cultural status of the instrument was the requirement 

for the revival, the new-made Mora-Harps must be 

modified-modernized, if you wish-in order to func-

tion as musical instruments of today. In the hands of 

the musicians the instruments are both part of a cul-

tural heritage and musical instruments like many oth-

ers. This combination of vital values is most likely 

the secret behind the success of the instrument. 

Picture 2. A modified replica of the Mora-harpa, 

made by Leif Eriksson, Insjön, Sweden. 
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 Thirdly, the revived Mora-Harps are unques-

tionably heard and seen in contexts other than that of 

the exhibited nyckelharpa in the Zorn-museum. They 

are staged in totally different ways. Thus, it is a mat-

ter of re-staging, not de-staging. The modern Mora-

Harps are normally seen in the hands of their owners, 

played upon and heard together with other musical 

instruments, acoustic ones as well as electronic. Prin-

cipally, the handling of them does not differ from 

other instruments. With their adaptability to different 

genres the visual contexts vary. In an authentic folk 

music band a Mora-Harp has one image, while in an 

early music-band it has another. Already a study 

about how the new-made Mora-Harp is embedded 

visually would say a lot about its position in today's 

musical life.  

 

 These three aspects of de-museumization con-

stitute parts of an ongoing symbolization, which 

gives the Mora-Harp new meanings in its new set-

tings. Obviously, outside its exhibition case this mu-

sical instrument is no longer any museum specimen, 

although that status was the prerequisite for the re-

vival. Its former status is interestingly enough pre-

served in the name of the instrument. Talking and 

writing about the Mora-Harp is then a way of remind-

ing people of the prototype in the museum, with all 

its associations. In its revived forms, the Mora-Harp 

has kept something of its power as a symbol for high 

cultural prestige.  

 

 Since the revived Mora-Harps are used as mu-

sical instruments among others they are probably 

looked upon as just musical instruments. The more 

specific meaning of a revived instrument is princi-

pally determined by its context, that is, how it is com-

bined with other instruments, the musical genre in 

which it appears, if it is played acoustically or ampli-

fied, etc. The most important point is anyhow that a 

new-made Mora-Harp has quite another meaning 

than the displayed prototype. 

 [5] Finally 
 The story of the nyckelharpa from Mora is 

fascinating, indeed. The old museum specimen in the 

Zorn-museum indisputably has both historical and 

musical qualities, which makes it a valuable object in 

its safe exhibition case. But the museumization of this 

musical instrument is not unique. On the contrary, it 

is the same old story with many missing details.  

 

Its journey from the museum back to the musical life 

again is however rather exceptional. This develop-

ment, has several thought-provoking traits. It is the 

story of a few energetic musicians who discovered 

the musical potential of the displayed instrument and 

then liberated it from its original context. 

 Can this reverse process be called de-

museumisation? A purpose of this paper was to test 

that term in order to find a comprehensive word that 

describes a rather common transformation in today's 

musical life. The Mora-Harp is not the only instru-

ment to have undergone this change: from being a 

soundless museum specimen to replicas that are used 

as sound-producing tools again.  

 

 However, with its de-museumisation the Mora

-Harp has only partly lost its status as a museum 

specimen. The denomination preserves the connec-

tion between the new-made musical instruments and 

the museum specimen. But most of all, the revived 

nyckelharpas are considered as musical instruments 

equal among others.  

 

 The story is not over yet. The Mora-Harp will 

continue to be both a museum specimen and living 

musical instrument and the relation between these 

two will be interesting to follow.  
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Footnotes  

 

[1] See http://www.visarkiv.se/ordlista/N/

nyckelharpa.htm for an introduction in Swedish of 

the nyckelharpa, see http://www.nyckelharpa.org/

resources/index.php for a similar introduction in 

English.  

 

[2] The word key (Sw. nyckel) here refers to the 

mechanism, which the musician presses in order to 

shorten a melody-string and by doing so create a cer-

tain tone.  

 

[3] See Sandström 1999 for Anders Zorn's biogra-

phy.  

 

[4] See the website of the Zorn-museum in Mora, 

Sweden: http://www.zorn.se  

 

[5] Ling 1967:33ff. Cf Ahlbäck 1980:46f.  

 

[6] Allmo 2005:162ff.  

 

[7] Cf Ahlbäck & Fredelius 1991.  

 

[8] "In a museum, there are often many instruments 

with little or no documentation concerning their mu-

sical context," musicologist Tellef Kvifte (1989:53) 

writes.  

 

[9] The term has actually several meanings. It was 

originally coined in 1976 by geographer Edward 

Relph in his book Place and Placelessness. With mu-

seumization he pointed out how a landscape is 

"frozen" to a certain shape by regulations and other 

interventions.  

 

[10] From Lindvall 1999. Stefan Bohman (2003:17f) 

has another analysis of the museumization-process, 

when he regards it from a chronological perspective 

and then divides it into three steps: Identification, 

Change of context, and Symbolisation.  
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 [11] Vogel 1991:191.  

 

[12] About the revival of the so-called Swedish bag-

pipe, see Ronström 1989 and Ternhag 2004.  

 

[13] For information about Hedningarna, see the 

band's website: http://www.silence.se/hedningarna/  

 

[14] See for example Livingston 1999 (which in-

cludes a model of folk music revitalisations) and 

Rosenberg 1993 (that has several relevant contribu-

tions, among them an interesting essay by Neil V. 

Rosenberg and Jeff Todd Titon). 
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Franz Kößlinger: The Nyckelharpa - Construction Report 
Translation to English by Helmut Plant, Professor Emeritus of German,  

University of Oregon, Eugene, Oregon 
 
 Having read the Instrument Construction Report for many years, and being an enthusiastic 
instrument builder myself I have built several hurdy-gurdies myself, including the Pochette (dance 
master- or pocket violin) described in Report No. 36. 
 
 I see the Nyckelharpa, in English, "key fiddle," as a logical link between the two types of in-
struments. This is  what I wanted to build. 
 

                           
Image 1: This is what the finished Nyckelharpa looks like. Construction time was two and a half  months 

 
 
 This instrument is a Swedish folk music instrument which has developed similarly to the  
hurdy-gurdy already since the 12th and 13th century but has almost completely been forgotten during 
the last century. 
 
 Like the hurdy gurdy the Nyckelharpa is equipped with several playing strings and has 37 
keys which allow the instrument to offer a chromatic tone sequence of 3 octaves. With the hurdy-
gurdy the strings are made to resonate through a wooden wheel coated with colophon that is turned 
by a crank. Therefore, this wooden wheel is often called the "endless bow."  
 
 The Nyckelharpa uses a special bow to activate the strings. I myself use a cello bow that is 
55cm long. In addition the nyckelharpa has 12 resonance strings that are tuned in chromatic tone 
sequence to the playable tones so that with exact tuning each played tone causes a resonance 
string to ring.  This is what causes the typical tone of the Nyckelharpa.  
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 Since I was unable to find any information in the Instrument Construction Report about this Ny-
ckelharpa instrument that is scarcely known anymore in Germany I had to look for other sources of 
information. During my research in the Bavarian State Library in Munich I found three books under 
the search term Nyckelharpa and/or Key Fiddle which were partly in English and partly in Swedish. 
The key to success was the book by Sören Åhker "Chromatic Nyckelharpa," with instructions and 
construction plans; this book was available in the Bavarian State Library in an English translation. 
 
 The book can be ordered from Sören Åhker (see the review at the end of this report). 
Since the drawings in the book contained no measurements I acquired the working plan directly from 
Sören Ahker with the appropriate measurements that had been partly absent from the drawings in the 
book 
 The book extensively treats the steps in the construction of the instrument. Useful is the mate-
rials list indicating the types of woods and strength of the material. However, in the types of woods I 
did deviate some from the types indicated in "Chromatic Nyckelharpa" since I have access to wood 
from various fruit trees.  Whenever a good tree is felled I move in before it is burned for fuel. I've had 
good experiences with these woods when building my various other instruments. 
 
 For the Nyckelharpa I used cherry tree wood for the belly board and the ribs.  I used plum tree 
wood for the neck with its tuning mechanisms, in my opinion it is one of the nicest woods for building 
music instruments, very hard but heavy.  In order to save weight I'd rather use alder wood in the fu-
ture.  I used maple wood for the key box ,the keys & tangents, the string holder and the bridge.  
Spruce wood was used for the top. 
 
 Acquiring the materials for building instruments is often a problem, and also a question of the 
price. Even at a friend's carpentry shop I was not able to find the suitable quality wood for the top. 
The wood ought to be knotless, with "standing" annual tree rings (quarter sawn), and well seasoned. 
 
 While in the planning phase I constantly wrestle with such questions. During a trip I happened 
to come by a saw mill and decided spontaneously to ask there although I knew that the sawmill 
manufactured building materials mainly from freshly felled trees, i.e. wood that was still moist (damp).  
The friendly master sawyer allowed me to search through his storage area. I was lucky and for little 
money I got a board that--although still "sap fresh"--could be dried (according to the formula 1cm per 
year) in a shorter time than normal by prompt planing down to the desired thickness of 4.5mm fol-
lowed by using a hair dryer along with sprinkling of water to avoid cracks. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Image 2: A view of the raw construction of the Nyckelharpa with details of the rib which in this picture has al-

ready been glued to the bottom 
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 In connection with construction of this instrument I'd like to report here two essential devia-
tions from the construction plan and the guide lines: Sören Akher recommends to saw out the part to 
be used for building the rib from one block; this of course requires one to have a powerful band saw. 
With a wooden board that is 5cm  thick (=depth of the instrument) my rather weak band saw tends to 
distort the cut.  Because of that I made the rib largely from bent little 5mm boards, and only the tight 
radii from one block which I then gave its final shape with a file. 
(see image 2). 
 
 The blue print and also all the examples that can be found on the internet for instance in You 
Tube or Flikr shows the traditional wooden peg for tuning the four play strings. To be sure there are, 
in such cases, fine tuning mechanisms at the tailpiece as required for all string instruments  such as 
violin, Cello or hurdy-gurdy. By using guitar tuning mechanisms instead of wooden pegs I was able 
to do without the fine tuners at the tailpiece and thus saving myself simultaneously a lot of head-
ache.  The wooden pegs, due to their tendency to stick, can be moved sometimes only with the aid 
of an auxiliary tool (cheater bar or tube) as is the case with hurdy-gurdies.  [Ed.:  This is also the 
case with some of the gadulkas with wooden pegs]. 
 
 The 12 tuning mechanisms of the resonance strings which are used in the form shown in all 
examples as found on the internet, are extremely handy since the resonance strings often have to 
be re-tuned. Deviations in the tuning from the played tone often result in an "insulted" silence of the 
"little sensibles", the resonance strings. 
 
 The sound of the resonance strings could be described as a reverberation which enhances 
and rounds off the sound volume. The top that I used in construction may not be perfect as to the 
choice of the wood used since one can see plain-sawn annual tree rings towards the center which 
according to prevailing opinion ought to have a negative effect on the sound volume. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Image 3 shows six of the 

twelve tuning mechanisms for the resonance strings and the four black guitar tuning mechanisms distributed 

as follows: C (deep bourdon); G (7 keys G till D); C (10 keys C to Bb; A (20 keys A to G) 
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 However, in my opinion the well tuned resonance strings balance out again any possible 
negative sound effects caused by this. At any rate I'm quite happy with the sound of my Nyckel-
harpa.  Besides, the sound is, of course, also dependent on other factors, for example the stroke of 
the bow. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Image 4: the  bow, too, must  fit with the Nyckelharpa. This is what a home-made bow looks like. 

 

 I was quite satisfied with the cello bow while I taught myself how to play the Nyckelharpa. My 
urge to tinker, however, wouldn't let me rest. So I built the bow in the typical Nyckelharpa form. Ec-
centric frog and tip are whittled from plum tree wood. The stick is glued from three layers of ash tree 
wood. This form of the bow turned out to be quite favorable when playing. 
 Although in general I don't like it when people say "I've found that on the internet" or when in 
the news the media refer us to the "www," where one could find more information, I do have to say 
that in my research on the topic key fiddle ("Schlüsselfidel") or the original term "Nyckelharpa" the 
internet has helped me further along. Here a few finds during my Google-Search: 
 
http://www.nyckelharpa.eu 
 
http://www.sorenahker.com/eng/eharpobild.htm 
 
http://www.nyckelharpa.org/  
this is the home page of ANA, of the very active American Nyckelharpa Association, which publishes 
quarterly an extensive news letter on the topics of construction guidelines, play courses, notes, play 
techniques, and of course sound samples on You Tube. 
 
I'd be happy to answer any additional questions:  
 
Franz Kößlinger (AV 684) 
 
fkoesslinger(at)online(dot)de 
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 Franz Kößlinger:   Another view of his finished nyckelharpa 

Shields of the Walloon organization, Sällskapet Vallonättlingar  [See the next page] 
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Walloons in Sweden 
(from Wikipedia) 

 Starting from 1620s, a considerable number of Walloon miners and their families had settled in Swe-

den.[35] 

 A large and important group of Walloons were brought to Sweden to make iron for their Dutch masters, 

and they did so by using their familiar iron making technologies. From the second quarter of the century the 

Walloon forging method was spread in Sweden as a complement to the already familiar German method. The 

Dutch and Walloon influences were concentrated to the iron making region of Uppland, around the very rich 

mine of Dannemora, north of Stockholm. There, Dutch entrepreneurs owned ironworks populated with skilled 

Walloon ironworkers making iron with the Walloon method. The iron that was made, named Öregrund iron 

after an exporting port, made up about 15 percent of the total Swedish iron production, with the remaining vol-

umes made according to the German method.[36] 

 They were originally led by the entrepreneur Louis de Geer who commissioned them to work in the 

iron mines of Uppland and Östergötland. The wave of migration continued substantially into 18th century. 

Walloons became gradually integrated into Swedish society. However, Walloon ancestry is still traceable 

through Walloon surnames and people of Walloon descent are organized in Sällskapet Vallonättlingar 

(Society of Walloon Descendants).[37] 

 

[35]    Luc Courtois,De fer et de feu l'émigration wallonne vers la Suède (Ouvrage publié avec l'aide du Fonds 

national de la recherche scientifique), Fondation wallonne, Louvain-la-neuve, 2003 ISBN 2-9600072-8-X 

]36]   Göran Rydén, "Swedish Economic History and the ‟New Atlantic Economy‟", Paper, presented at the 

"Economic History Society Annual Conference", University of Reading, 31 March – 2 April 2006 

[37]   Huguenots-Walloons-Europe Archives", Archiver.rootsweb.ancestry.com 

 

Sällskapet Vallonättlingar (from their website: see below) 

 The Society of Swedish Walloon Descendants was formed in 1938 and has its seat in Stockholm. Its 

primary purposes are to spread knowledge about the contributions of Walloon immigrants to Sweden‟s eco-

nomic and cultural history and to support research in that field. The society also arranges various kinds of 

events for its members, participates in the preservation of remnants of Walloon culture in Sweden and devel-

ops and maintains genealogical contacts with individuals, organisations and institutions in Sweden and Wal-

loonia.  

 Membership is open not only to Walloon descendants but to anyone who has an interest in Walloon 

heritage and culture or wishes to support the society. Our steadily growing membership, which currently num-

bers 1,200, comes from all parts of Sweden and, to a minor extent, also from other countries.  

 Among the activities the society arranges for its members might be mentioned excursions to places of 

historical or cultural interest, lectures and seminars on Walloon history and a late-autumn membership party.  

Genealogical research is another important area of activity and regular meetings are held for both for research-

ers specialising in specific Walloon families and those focusing on more general aspects of Walloon history. 

The society has published a number of genealogical reports and arranged several journeys to Belgium and 

Walloonia, most recently in 1997 and 2003.  

 The society also publishes „Vallonättlingen‟, a quadrennial journal containing articles on Walloon his-

tory, culture and genealogy and reports from the society‟s events.  

 Several books and articles have been published on the Walloon immigration into Sweden, the best-

known of which is probably „Vallonerna‟ by Karl Kilbom. Other important contributions to our knowledge of 

the early immigrant families are books by Erik Appelgren and Kjell Lindblom and a doctoral thesis by Berndt 

Douhan. In addition, many research papers have been published over the years on Walloons in Sweden.  

 A few films with a Walloon theme have also been produced and Swedish artist Sixten Haage has de-

picted the work and life of the Walloons in his famous paintings. 

[Ed note:  all this information about the organization comes from:   http://www.vallon.se/     ] 
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[Ed. note:  In anticipation of the article to come out in the next issue about Karl Ersson Bössa, also 

known as Byss-Kalle or Byss-Calle, here is one of his tunes taken down a bit from the original key of G.] 

  

 Klockstapelvalsen was one of two compositions written by Byss-Kalle when he became involved in 

the repair of the church steeple in Älvkarleby.  He was helping the local carpenter to build an addition to the 

steeple.  Work was going slow because of the summer heat.  Byss-Kalle got talking to the master-builder and 

they ended up taking a wager.  Who would finish first:  The master-builder with the repairs, or Calle with two 

new tunes?  Calle won the bet: a jug of brännvin and a sum of money.  The tunes are still played today.  The 

other tune can be found in Nyckel Notes Number 15, May 1999 and on many recording by well known ny-

ckelharpa players.  The other tune, the “building tune” he named “Byggna‟n”. 
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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  
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Dear Nyckel Notes Readers, 

 I can’t believe that it is almost 6 months af-

ter the previous newsletter, Issue #47, came out.  

This new issue, #48, will be slightly smaller than 

previous newsletters since I have received zero 

submissions from the ANA membership.  As far as 

I know, I and the other members of my band, 

Fossegrimen, are the only nyckelharpa players in 

America who are performing AND writing about 

their playing in Nyckel Notes. 

 Can this be?   Are there no other nyckel-

harpa players here in America who are still play-

ing their instruments for dancing or concerts and 

would take a few minutes to write about their ex-

periences?  About workshops? 

 Fossegrimen is headed this month for As-

toria, Oregon, 18 June and Portland, Oregon, 25 

June to play for Midsommar celebrations in both 

places.   For some of our tunes our instrumenta-

tion features 3 harpa players, 1 fiddler,  & 1 dou-

ble bass. 

 As some of you may know by now, one of 

my other hobbies is woodcarving in the Scandina-

vian tradition.  I made a very exciting discovery a 

week ago:  Two carved figures which I inherited 

from my Swedish/Norwegian mother-in-law had 

been sitting in front of me at my desk for quite a 

few years now and the carver remained unknown.  

On the bottom of the carvings are the initials G.B. 

and the date 1948.  In 2005 I took the carvings to 

Vesterheim and asked Harley Refsal if he knew 

who the carver could be.  He didn’t know at the 

time.  Five days ago I was looking at Harley’s new 

carving book, called “Whittling Little Folk” and 

realized that the two carvings sitting in front of me 

[Ed:  pictured on the right column on this page.] 

were from the same carver that inspired Harley to 

write his new book.  The carver was named Georg 

Brask and he lived in Ekenäs, Blomskogs socken, 

Nordmarks härad, Värmland, Sverige.  His farm is 

named Kalvlund and his son Lars still lives there 

and has a web-site with information about his fa-

ther.  This carver lived less than 90 km from the 

place that my wife’s mormor grew up:  Brunskog/

Arvika, Värmland. 

For more information about Georg Brask see:             

http://www.kalvlund.se/index.html 

 

David Elliker-Vågsberg, Editor,  June 2011 

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 in-

cluded a digital subscription to this newsletter.  $30 

per year for a snail mail membership.  Sign up on the 

web-site below. www.nyckelharpa.org 

 

Send article submissions to NyckelNotes at:  

nyckelnotes@nyckelharpa.org  

 

or to 

David Elliker-Vågsberg 

84890 S. Willamette Street 

 Eugene, OR  97405-9500 

COMING UP -  ISSUE 49: 

 Summer 2011 

1.  Continuation of Jan Ling’s Nyckelharpor,  

     English pages. 

2.  Articles about Byss-Calle, more about the    

      Waloons 

3.  Other articles to be submitted by members? 

UPCOMING EVENTS: 

Please consult the ANA website for up-to-date  

information. 


