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Väsen in Concert in Corvallis, Oregon. 

August 30, 2011 - 7:30 p.m. 
 Just up the road, an hour  North of Eugene, 

Väsen played a concert in the Majestic Theater, a re-

furbished theater from the old part of Corvallis. 

 Opening the concert with ―En timme i Un-

garn‖ the group doesn‘t seem to miss Andre in 

drums.  Throughout the concert they filled the hall 

with their sound. 

 Second:  ―Rob’s Polska‖, then followed by 

―Skräplandschottis‖ written by Mikael Marin. 

 The fourth tune was the Carl Linnæus 
polones, found on their ―Linnæus Väsen‖ recording.  

Then they played, also from the same recording, the 

―Tiliandermenuetter‖ efter Sven och Niclas Tiliander, 

Pjätteryd.  Väsen explained about the melodies on the 

organ that Linæus had in his home and after it was 

restored these two minuets were two of the 22 tunes 

punched onto the paper rolls.  Tunes from a type of 

player organ from 1778. 

 After a long story about Bloomington, In-

dianna, the group of people called ―Team Väsen‖, and 

the street that would be named ―Väsen Street‖, the 

group played the song that was the name of their most 

recent CD:  ―Väsen Street‖. 

 To end the first half of the program, Väsen 

played Viksta Lasse‘s Eklundepolska Nr. 3.  The pol-

ska is their version of a traditional tune in our nyckel-

harpa literature.  Not only was this a very fast version 

of the polska, but they threw in some wild rhythmic 

parts to the beginning of the melody played  slower, 

then sped up the tempo later. They played the later 

part  the traditional way but still with their own Väsen 

touch. 

 During the second half of the concert, Väsen 

introduced a local fiddler, Tatiana Hargreaves, who 

first played a two tune set called:  ―Polly Put the Ket-

tle On‖ followed by ―Blackberry Blossom‖.  Väsen 

still added their unique touches to their accompani-

ment for part of the tunes and Olov paralleled the 

melody for part also.  ―Green Grows the Laurel‖ after 

the Bruce Molsky version came next and we heard 

Tatiana singing as well as fiddling. 

 Then one of Olov‘s tunes called:  

―Bromanders 100-År polska‖.  From an older re-

cording:  ―Väsen Keyed Up‖.  Another one from Olov 
followed along with their story of the wedding of Mi-

kael and Mia Marin in Värmland and the large gather-

ing of musicians.  According to Roger and Olov, 

there were no folk music concerts during the wedding 

because many of the folk musicians in Sweden were 

at the wedding.  These stories led up to the march that 

Olov wrote for the musicians to play for their wed-

ding:  ―Hagsätra brudmarsch‖. 
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When Mikael and Mia went on their honeymoon to 

Malaysia, Mia was (according to Mikael) looking for 

monkeys to photograph.  During their first stop there 

were no monkeys to be found, but on their second 

stop to Kula Lumpur, Mia found monkeys every-

where to photograph.  Mikael wandered around the 

city while Mia was photographing.  He described the 

way pedestrians there in the city looked during a red 

light and then during a green light.  A result of these 

observations was the tune:  ―Tunggus och Lintas‖ 

otherwise known as ―Red and Green‖ in the Malay-

sian language ( at least that was what Mikael said). 

 Olov then introduced the nyckelharpa.  Told 

about the stone tablet from Gotland from 1350, then 

about the painting on the ceilings of the churches 

from the 1400s.  He then started joking about how the 

angels were playing nyckelharpas and during that 

time the viola players and guitar players had cloven 

hoofs which they eventually lost over time and no 

longer show these in present day players.  (Someone 

in the audience asked Roger to take off his shoes and 

prove that he no longer had hooves for feet.  Every-

one had a laugh over that, including the trio.) 

 The Bysse-Kalle tune, ―Byggna’n‖ followed 

Olov‘s ―tongue in cheek‖ short history of the nyckel-

harpa. 

 Last on the program was their fast tune called 

―Captain Bottletop‖ complete with their improvisa-

tional section with harmonics on the viola, and bow 

slides, pizzicato, ponticello effects and general music 

fun.  The audience gave them a standing ovation and 

brought them back for one encore:  ―Josefins Dop-

vals‖ with Tatiana playing along. 

 A very enjoyable concert for all who attended 

and it was obvious that the trio enjoyed their own 

music and playing together.  Olov had his two harpas, 

a chromatic by Esbjörn and an older Contra-

bassharpa.  Mikael is now playing on a 5 string viola 

and Roger had a Martin 12 string with his unique 

string set-up and capo.  I must admit that I haven‘t 

heard the group live since I heard them last time in 

Portland, Oregon when they were touring with 

Annbjørg Lien and JPP.  The year was 2000, 11 years 

ago!  How time flies!  If you get a chance, and can 

make it to one of their concerts, it is well worth the 

effort. 

 

Livet består av øyeblikk.  Nyt dem!   

 

David Elliker-Vågsberg, Editor 

Dear Members of ANA, 

 
 Please note that the membership expiration 

dates have been converted to an end-of-calendar 

year model  (as opposed to the old system that was 

kept by quarter). All memberships that were valid 

through any part of a year have been extended to the 

end of that year. 

 Also, please note that with the new record 

keeping system, the setting of expiration dates has 

also changed. All new memberships will be to the 

end of the year in which they are received with the 

following exception: membership requests made in 

the fourth quarter of a year (October 1 or after) will 

be valid through the end of the following year. 

 
  

Going forward: 

1) Expired members will no longer be listed on the 

players page or the hire a player page on the ANA 

website. 

2) Groups must have at least one active member to 

be listed on the hire the player page. 

3) Expired members will no longer have access to 

the most recent four issues of NyckelNotes. 

 

 Our new membership coordinator, Lane  

Foster Harrell, will be contacting you in the next few 

months to review the information that you have on 

record. Please feel free to contact her at any time at: 

 

membership@nyckelharpa.org. 

 

Thank you!, 

 

Lane Foster Harrell 

NYCKELHARPA STAND 
 

ANA Treasurer John Wendell has made a 

stand to hold a nyckelharpa while playing. 

This allows the weight of the harpa to be 

born by the stand and not your back or lap. 

Pictures of the stand along with details on 

construction are available at 

 http://tinyurl.com/nyckelharpastand. 

http://tinyurl.com/nyckelharpastand
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This gives the pitch of the notes that are used by the 

player, which do not however constitute the instru-

ment's total tonal material. 

 The sound sequences in keyed fiddle melo-

dies were analyzed with the melody writer 'Mona' by 

Mr. Krister Malm at the Institute for Musical Re-

search, Uppsala, in the spring of 1965.  (For details 

about this melody writer see Bengtsson 1966:  

338ff.)  An important finding was that a particular 

note may vary considerably in pitch depending upon 

its position in the melody.  This is probably due to 

variations in the player's touch:  a tone played to 

form an interval is often sharper than the same tone 

played in a scale. 

 The extent to which touch can effect pitch 

also depends upon the design of the key box and the 

material used for the strings.  In addition there are 

such factors as the construction of the bow and its 

pressure on the strings. 

 The keys of many chromatic keyed fiddles 

are designed so that they can be depressed only a 

short distance, whereas those of older instruments 

can be pushed much farther in.  Steel strings are less 

elastic than strings of silk or gut.  In the case of older 

instruments with silk strings and keys that can be 

depressed a considerable distance, even minor dif-

ferences in touch vary the pitch to such an extent 

that the player has to 'get the feel of the instrument' 

if the sounds produced are to be reasonably true.  

The older type of bow, curved towards the head and 

held with a 'fist grip' (cf Chapter 7), usually gives 

rise to a irregular bowing pressure, whereas a bow 

with a straight stick and tight hairs can be played 

more evenly and gently.  This too, will probably af-

fect the stability of pitch.  (cf however Bilaga 8).   

 The variations in pitch that arise from e.g. 

differences in touch are so large that there is no point 

in considering limiting values.  Even with the chro-

matic keyed fiddles, sounds that are more than a 

semitone sharper than those intended may be ob-

tained if the keys for the to notes are pushed in very 

hard. 

 Nevertheless, with the exception of the top 

notes, the scales played experimentally on renovated 

instruments and those produced by players on their 

own instruments should provide a basis for deter-

mining the distribution of the whole and half-tone 

intervals of the instrument in question. 

 JAN LINGS NYCKELHARPAN 

English pages translated by Patrick Hort . Originally 

published by  P.A. Norstedt & Söner, Stockholm, 1967 

 

Chapter 6 

Tonal resources and size of intervals 
 

The tonal material and size of intervals of extant 

keyed fiddles have been investigated in two ways:  by 

acoustic measurement of pitch and by linear measure-

ment of strings.  The results  in both cases must be 

evaluated in the light of the material investigated and 

the reliability of the measuring systems. 

 

Methodological considerations 
Acoustic measurement 

 

A  keyed fiddle that has lain idle for a consider-

able period of time is generally not in a fit state 

to be played:  the belly has usually fallen in and sev-

eral parts will be missing.  Even the few instruments 

that are well preserved have to be restrung before 

they can be played.  Let us however assume, for the 

sake of argument, that the tonal relationships of a 

well-preserved instrument are not altered by re-
stringing because the strings used are of the same ma-

terial as the original ones and the bridge is fitted in 

exactly the same place as before. Let us also assume 

that the tangents lie at exactly the same place as be-

fore.  Not even under these ideal conditions can one 

claim that acoustic measurements will determine the 

original pitch of the instrument to the nearest cent.  

This is because the design of the keyed fiddle permits 

a rather large variation in frequency depending upon 

how the instrument is played.  Acoustic measure-

ments of pitch thus provide information about the 

instrument's pitch as produced by a particular player. 

 The players visited in in the course of this 

study were asked to play the instrument's scale.  A 

chromatic scale was entirely alien to most of them 

and even a diatonic scale presented some difficulty, 

since many of the players were unfamiliar with the 

fingering.  When the players nevertheless complied 

with my request, the artificial situation may well have 

meant that the notes they played differed slightly in 

pitch from those produced when playing a tune. 

 Consequently, the only possible way of deter-

mining the pitch of the sounds produced when play-

ing the keyed fiddle is to study the actual sequence of 

the physical sounds produced when playing melodies.   
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 Practical experiments suggest that this toler-

ance is also sufficient in the case of instruments with 

only one side panel of the key-box extant. 

 One cannot measure string lengths without 

knowing the positions of the bridge and key-box nut.  

Even if the latter is not extant, its position on the 

keyed fiddle can be fixed without difficulty thanks to 

the groove on the neck.  One may have more trouble 

ascertaining where the bridge once stood, though in 

many cases the varnish on that part of the lid has 

changed color or been worn away.  Even so, the dis-

tance between the nut and bridge can be measured 

only approximately in many cases.  In all the cases in 

which measurement has been possible, this dimen-

sion has amounted to almost or exactly twice the dis-

tance between the nut and the octave stop.  Contem-

porary keyed fiddle makers are very particular about 

the ‗octave key‘ halving the string.  Although some 

of the older instrument makers may not have fully 

realized why this is so important, they were all aware 

that it would be ‗asking for trouble‘ to ignore the 

principle.  The keyed fiddle with resonance strings all 

appear to have been given a key mechanism designed 

to give a pure octave to the open string.  It is less 

likely that this principle was applied to the design of 

key mechanisms for the instruments without reso-

nance strings (see below). 

 

Interval diagram for surveying the position 

of tangents 
 The mensura of keyed fiddles vary between 

360 and 420 mm.  The interval diagrams [126] -[127] 

were constructed in order to compare the string 

lengths of all keyed fiddles and relate them to a scale 

in equal temperament in the following manner.  (In 

the diagrams the tones are named according to Ger-

man terminology.) [Ed note:  I am not going to re-

produce all of the four extensive diagrams in this 

newsletter, for they would take up two complete 

pages at a reduced size.  Ling’s description of his 

experimental process will have to suffice.] 
 Starting with the mensura of 360 and 420 

mm, string lengths were calculated for a chromatic 

scale covering two octaves in equal temperament.  

These lengths, representing the positions of hypo-

thetical tangents, were plotted along the top and bot-

tom of millimeter paper so that the octave ‗stops‘ lay 

on the mid-line. 

  

Linear measurement 

 It would assist in determining the pitch of 

sounds produced by a keyed fiddle if one could disre-

gard the performer's technique and the condition of 

the instrument.  This can in fact be done by measur-

ing the length of the open string (mensura) and the 

distances between stopping points and the bridge. 

 Such a situation is of course fictitious in the 

sense that one dispenses with sound events and estab-

lishes the instrument's intervals by measuring the po-

sition of the tangents.  In other words, one obtains the 

makers' measurement of intervals and not the players' 

realization of these in practice. 

 String lengths were measured in the present 

study according to the principle used by the makers 

when producing a template  (cf p. 227 f.), since this 

proved to give the smallest margin of error.  Meas-

urements of this type can be made on all keyed fid-

dles provided one knows the position of the bridge 

and the key-box nut, and provided one of the side 

panels, preferably the left-hand one, of the key-box is 

preserved.  Instruments that simply comply with 

these minimum requirements give less reliable meas-

urements than keyed fiddles which are complete and 

'intoned'.  (A keyed fiddle is said to be 'intoned' when 

the player himself has adjusted the tangents so that 

their angle to the melody strings produces the inter-

vals that satisfy the player.)  Even in the latter case, 

however, measurements can only be made to the 

nearest millimeter, partly because the tangent has a 

relatively blunt point.  Consequently, even measure-

ments on such instruments are subject to a certain 

tolerance.  When establishing the point where the tan-

gent strikes the string, the margin of error should be 

taken as plus or minus 1 mm.  A larger tolerance 

must be admitted, of course, if there is reason to sus-

pect that the tangent has been disturbed so that the 

intonation is not the same as when the player used his 

instrument.  According to the present calculations, 

the point of impact of each tangent falls within 2 mm 

on either side of the perpendicular from the string to 

the tangent.  In the case of intoned instruments, the 

tangents are seldom turned so that their point of im-

pact is displaced by more than this.  In practice one 

cannot usually turn the tangent any further because 

its front edge must hit the string almost at right-

angles to avoid the tangent turning parallel to the 

string on impact.  When measuring string lengths on 

these instruments, one should therefore allow a toler-

ance of plus or minus 2mm 
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 Similar plots of the positions of tangents in 

the instruments examined were then tried out in vari-

ous positions on this diagram.  The string lengths of 

the keyed fiddles with resonance strings coincided or 

lay close to the lines on the diagram when their oc-

tave stop was placed on the mid-line.  This indicates 

that the makers of these instruments probably ar-

ranged the tangents with either just intonation or 

equal temperament as a pattern.  In the case of the 

three instruments without resonance strings, the plots 

of the tangents did not coincide in this way and these 

are therefore discussed in a separate section. 

 The position of the tangents were plotted on 

the diagram with the octave stop on the mid-line, in 

keeping with the conclusion that the instruments were 

designed so as to produce a pure octave with the open 

string.  The tolerances were indicated with a circle 

round each point, the radius being 2 or 1 mm accord-

ing to the tolerance in question.  It would unfortu-

nately have taken up too much space to publish the 

tangent positions of all the instruments investigated.  

Instead, a number of instruments have been selected 

to represent each type and these are shown on smaller 

interval diagrams.  Diagrams 1-3  [126 a-c] show the 

positions of the tangents on simple, contra-drone, sil-

ver-drone and contra-drone double-keyed fiddles re-

spectively.  Diagram 4  [127] does the same for in-

struments belonging to players who are still active.  

The instruments represented have different mensura, 

the manner of their construction varies and they come 

from different localities.  Even so, the position of the 

tangents is much the same in each case.  The series of 

intervals derived from the measurements of string 

length serve to establish the distribution of whole and 

half-tones according to the intentions of the man who 

built the instrument.  Some instruments even seem to 

have been consciously designed to play intervals out-

side just intonation or equal temperament.  (see be-

low). 

 

Comparison between acoustic and linear 

measurements on the same instrument 
 In order to compare the results of frequency 

measurements with the theoretical pitches calculated 

from measurements of string lengths, experiments 

were made with a chromatic keyed fiddle (6.5) 

played by its maker, who is an active player, and a 

keyed fiddle without resonance strings - the Vefsen 

instrument (1.4) - played by me.  The former instru-

ment was in excellent condition and the performer  

 

126 (c) Interval diagram no. 3.  Stopping points on silver-

drone keyed fiddles and contra-drone double keyed fiddles.  

The figures refer to the individual instruments listed in Bilaga 

I, with half the length of the open string given in brackets. 
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was ideally suited to play the pitches for which the instrument was designed.  In the latter case, on the other 

hand, conditions were the worst possible:  the key mechanism was in poor condition and the performer did 

not know for which pitches the instrument had been constructed.  In spite of this, both measurements gave 

similar results.  At low frequencies there was little difference between the results calculated from string meas-

urements and those obtained by acoustic measurement of scale notes played on the instruments, while there 

was a marked difference for the high frequencies in the case of the Vefsen instrument and to some extent for 

the chromatic keyed fiddle as well.  As already mentioned, these top tones vary considerably with the touch 

of the performer, who is thus able to control the pitch of notes in this register, which is also particularly sus-

ceptible to unintentional variation.  There was a marked difference between tones forming part of a scale and 

the same tones played as a leap. 

 The comparison suggest that the measurement of string lengths, making allowance for the reservations 

discussed above, is more reliable tor establishing an instrument‘s pitches.  The following account of tonal re-

sources and size of intervals is entirely based on this method. 

 

Tonal resources of the keyed fiddles with resonance strings (In the following the chromatic half 

tones are marked simply with a sharp sign.) 

 The tonal resources of most of the simple keyed fiddles investigated are the same as those of the in-

strument shown in the drawing [128] 

There are certain deviations, e.g. some instruments have chromatic stops corresponding to the stopping of the 

first melody string shown in the drawing of a contra-drone instrument.  [129] 

 Seven of the 17 simple keyed 

fiddles have a tone between f 3 and  

f 3#.  This appears to be intentional 

rather than the result of some random 

deviation. 

 The contra-drone keyed fid-

dles have the same grouping of tones 

on the first melody string as the sim-

ple keyed fiddles.  There is, however, 

a preponderance of instruments with 

the half tones d2#, g2# and a2#.  The 

intervals on the second melody-string 

are the same as on the first, pitched a 

fifth higher [129].  Some instruments 

appear to have 

string lengths 

that vary at ran-

dom (cf [126 b] 

diagram 2, 3.35 

and 3.53).  It is 

interested to 

compare these 

with 3.37 9cf. 

d i a gram 2 ) , 

w h i c h  w a s 

probably built by 

a professional 

instrument maker 

and lies close to 

the theoretical 

[128] 

[129] 

[128] simple harpa 

[129]  Contra-drone harpa 
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diagram for equal temperament. 

 The silver-drone keyed fiddle has the keys and tangents for the first melody string arranged in exactly 

the same way as the majority of contra-drone instruments [130], though curious intervals are sometimes found 

above c3  9cf  e.g [126 c] diagram 3, 4.43 and 4.2).  In these cases it seems that the instrument makers did not 

trouble to measure the position of these tangents particularly accurately.  According to one informant, this 

was because the top keys used to be included simply ‗for the look of the thing‘ and were never used by play-

ers.  In this context it is worth mentioning that, since the relative thickness of the two melody strings might be 

altered when one of both of them were renewed, the keys used to be fitted with three alternative holes for the 

tangents to the second melody string.  There are various types of coupling between the keys and the two mel-

ody strings  9cf. [114]).  [Ed note:  See page 6 of Nyckel Notes #47] 

 The contra-drone double-keyed fiddle has three melody strings, although the one in the middle is only 

used for double stops.  In other words, the middle string has one of the functions of the second melody string 

on the silver-drone keyed fiddle and it has the same arrangement of keys and tangents.  The first and third 

melody strings have keys and tangents arranged in exactly the same way as the contra-drone keyed fiddle 

[131]. 

 The chromatic keyed fiddle is equipped with the same grouping of keys for the first melody string as 

the majority of contra-drone and silver-drone instruments.  The second melody string has its own row of keys, 

as has the third melody strings, which corresponds to the first drone string of the silver-drone instrument.  The 

register is often entirely chromatic.  [132]. 

  
[130]  Silver-drone harpa 

[131] contra-drone double keyed  

[132] chromatic harpa   

Jan Ling’s 
 

Nyckelharpan 

 
Chapter 6, 
 

Tonal resources and 

size of intervals: 

 

continues in the next 

issue:  Issue Nr. 50. 
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among them Eric and Kalle Sahlström, Anton 
Jernberg and Sven Ahlbäck, Gert Ohlsson, Bo I 
Ransätt, and many others. In 1975 I led my first 
“folktour”. My current tours have taken place 
since 2004, and have proven to be unforgettable 
experiences. 
 The 2012 tour can be blended into a 
longer visit to Scandinavia. Since it begins and 
ends in Stockholm, you can extend your own trip 
on your own. Nordleik 2012 is held beginning 
July 10 in Steinkjer, Norway, and is just a half-
day train trip from Stockholm. I myself will be 
traveling to North Sweden the week before the 
tour and probably to Gotland the week after, and 
offer extensions of the Folktour to travel with me 
either or both of those weeks. 
 Considering that the tour includes 
meals, all travel, lodging, and entry to events, 
and the benefits of a guide fully fluent in Swed-
ish, it is cheaper than doing the same things on 
your own. 
 You can get more details and see dozens 
of pictures from previous tours at: 
 
http://www.folksweden.com/tourhome.html 
 
You can find all my contact information there, if 
you want to ask any questions about the tour. 
 

 There is a lot more to  
Swedish folkmusic than  

just the tunes! 
 

 The music came out of a culture of peas-
antry and bondfolk, connected to nobles and 
wealthy foreigners, in a society based on 
Church, family, and tradition. Sweden's history of 
migration, invasion, war, and peace has influ-
enced the shaping of the kind of music, the re-
gional dialects, and even the dance steps. 
 In the summer of 2012 I will again be tak-
ing a small group of interested people on an ex-
ploratory tour to experience the various aspects 
of Swedish folk culture that have contributed to 
the formation of its music. This will be the 4th trip 
since 2004, and will be covering some of the 
same ground that we went through before.    
 The Folk tour takes place from Wednes-
day, June 27, to Tuesday, July 10, and will take 
in at least 4 music festivals. It both begins and 
ends in the Stockholm area, for easy connec-
tions no matter where the participants come 
from. During the two weeks, we will travel by mi-
nivan to Northern Hälsingland, to the Siljan re-
gion of Dalarna, and to northern Uppland, ny-
ckelharpa country.  
 Not only will we take part in festivals in 
Norrbo, Delsbo, Bingsjö, and Uppland, we will 
also meet fiddlers and nyckelharpa players at 
their homes, seeing how they live and welcome 
visitors. There will be music virtually every day, 
playing with individuals, with local fiddlers’ 
teams, and playing in special localities.   
 Along the way we will explore the local 
areas where we are staying. We will stop at mu-
seums both large and small, some popular tour-
ist attractions, and some out-of-the-way places of 
great interest. We stop often, to admire the land-
scape, the religious art in the old churches, relics 
of the stone age and Viking age, and more.  We 
eat the food that local Swedes eat, sometimes 
getting treats that can be found nowhere else.   
 I have been sharing my love for the 
Swedish folk culture for almost 40 years. My first 
two trips in the 1970’s were my “learning trips”, 
where I was introduced to Swedish fiddle music, 
and got to play in private sessions and jam with 
some of the best-known fiddlers in the country:  

Cooking Kolbullar ("Swedish tacos") in Dalarna. 
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Pictures from Tim Rued’s 

previous tours to Sweden.  

Counterclockwise starting 

from right bottom picture:   

 

 

2. Musical angels on ceiling 

of Tegelsmora church in Up-

pland. 

 

3.  Nyckelharpa jam at Bings-
jöstämma, including Hasse 
Gille. 

 

4.  Thore Härdelin leading 

allspel at the Delsbostämma. 

 

5.  View of field at the Norr-

bostämma in Hälsingland. 

2. 

3. 

4. 

5. 
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The Jernbergs  -  A Family Tradition Spanning 

the Generations 

by Tim Rued 

 

    The mid-1970‘s were a high point for the folk 

scene in Sweden.   More young people were taking 

up traditional music than ever before.    Older musi-

cians who had been ignored by the public their whole 

lives became celebrities.   Fiddle music made it to the 

pop scene through people like Skäggmanslaget, Ran-

säterspojkarna, and Merit Hemmingson.   Fiddle fes-

tivals (Spelmansstämmor) were held everywhere dur-

ing the summer, and festivals such as Bingsjöstäm-

man and Delsbostämman attracted audiences by the 

tens of thousands. 

    One of the older fiddlers who came to the fore 

at this time was Anton Jernberg, newly retired metal-

worker in Österbybruk, Uppland.  A fiddler and vio-

list his whole life, he was the son, grandson, and 

great-grandson of fiddlers.   The repertoire of tunes 

he had within his family tradition was enough to fill a 

book (more about the book later).   Staunchly proud 

of his musical heritage, he taught these tunes to many 

other players, not least of all his own nyckelharpa-

playing son, Per. 

     The dynasty goes back to the early 1800‘s, 

with Anders Gustaf Jernberg, who lived in Sikvik, 

Gästrikland.   He was an extraordinary fiddler, and 

composer of many tunes as well.  He was one of the 

most sought-after fiddlers in the region, and had a 

tremendous repertoire.   Among the people he often 

played with were the great fiddlers of the day, includ-

ing several students of the great nyckelharpa player, 

Byss-Kalle.    

 Anders Gustaf had a son, Per Gustaf Jernberg, 

who also played.    But it was Per Gustaf‘s son, Karl 

Gustaf, born in 1881, who made the family tradition 

famous.    Karl Gustaf was an extraordinary talent on 

the fiddle, and learned many tunes from both his fa-

ther and grandfather.     Most of the repertoire con-

sisted of tunes from the eastern region of Gästrikland, 

where he lived.   His work took him to various places 

in Gästrikland, particularly Gävle.    In 1902 he went 

into the military service, as all young Swedish men 

did, and served his two years in Sollefteå, northern 

Sweden.   While there he met and learned tunes from 

many fiddlers, particularly from Norrbotten and 

Medelpad. 

    

 After his return home, he moved to Lingbo, 

close to Hälsingland.   There his repertoire was fur-

ther enriched by fiddlers who used the driving 16th-

note polska from that region.   There he started rais-

ing his family, notably his two sons, Anton and Her-

bert. 

    Both boys learned fiddle at an early age, and 

played often with their father.  In 1919 they moved to 

Österbybruk in Uppland, where Anders Gustaf got 

work at the foundry.  As night watchman, he had 

much  time to practice his fiddling while on duty.   

Three of his better-known tunes he composed in the 

Vaktstuga, or watch-house.   He also became friends 

with the prominent Uppland fiddlers of the day, in-

cluding August Bohlin, the inventor of the modern 

chromatic nyckelharpa. 

    Anton and Herbert both played at dances and 

concerts.   There was much music in Österby at the 

time, and they participated in just about everything. 

   In the 1920‘s, Olof Andersson visited Uppland col-

lecting tunes for the great work, Svenska Låtar.   In-

cluded in the Uppland volume are 7 tunes played by 

Karl Gustaf Jernberg, one of them composed by Her-

bert. 

    The Jernberg trio of Karl Gustaf, Anton, and 

Herbert were   widely recognized in Northern Up-

pland in folk music circles.    Father Karl Gustaf died 

in 1964, and Herbert soon moved away, though he 

continued his playing, composing, and arranging of 

fiddle music until his death in 1975. 

    Anton continued living in Österbybruk, where 

he continued playing till the end of his days.   He was 

friends with all the fiddlers of the time, and made 

several recordings, including some with Eric Sahl-

ström.  His son, Per Gustaf (born in 1949) took up the 

nyckelharpa, the Österbybruk specialty.   In the early 

1970‘s a new Jernberg trio was formed, consisting of 

Anton, son Per, and up-and-coming fiddle prodigy 

Sven Ahlbäck.   Sven was the youngest fiddler ever 

to get the silver Zorn medal on his first try, when just 

15.    

    Just as certain other fiddlers have a repertoire 

named after them – Lapp-Nils, Timas Hans, Lom-

jansgutten, to name a few  -  there is a repertoire of 

tunes called Jernbergslåtar, all connected with the 

Jernberg family tradition.  In 1986, Sven Ahlbäck 

wrote a comprehensive book outlining the history of 

the family, and including 239 tunes extensively re-

searched, and notated exactly according to the play-

ing of members of the Jernberg family 
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 Anton, of course, was the major contributor of tunes and background, and considered it one of the 

most important things he ever took part in.    He was justly proud to have his heritage preserved and docu-

mented in this work.   He passed away in 1990. 

    Per Jernberg still lives in Österbybruk, and carries on the family tradition.   He leads a fiddlers‘ team 

called Jernbergsgruppen, who specialize in fiddle tunes of the Jernberg tradition, and nyckelharpa in the Cey-

lon Wallin tradition.   There are new generations of Jernbergs coming along, too, and the hope is that the fam-

ily will continue carrying the tradition for many years to come. 

 

Tim Rued - November 2011 
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 And then I found out there were two instru-

ments in Lawrence, KS, where I live, both owned by 

a friend of mine (why didn‘t she say something 

sooner!), and since she didn‘t play them at all, she 

ever so kindly let me borrow one of them.  So I have 

in my possession a real live nyckelharpa, made by 

Enar Magnussen, and it truly is a joy.  Yet because 

I‘m the only nyckelharpa player in Lawrence, KS 

(I‘m pretty sure of that.  After all, how many closet 

nyckelharpa players can one Midwestern city have?), 

I don‘t play it nearly as much as I should.  It seems to 

me that a person can only seriously work on one and 

a half instruments at a time, and unfortunately, the 

nyckelharpa is my half instrument.  I play fiddle in 

our Scandinavian dance band, Ingevalds Spelmän, 

which takes most of my musical energy, and I‘m just 

not that good on nyckelharpa.  I‘ve had it for about 

two and a half years, and without regular, daily, prac-

tice, you just don‘t improve that much.  But I‘m try-

ing.  I can play maybe half a dozen tunes with the rest 

of the group (and perhaps a couple dozen more that 

they don‘t play), and I try to play it at least a little 

while in every rehearsal.  I bring it to events, like 

Lawrence‘s Nordicfest, where people flock to it, be-

cause they‘ve never seen the likes of it before.  I 

think that Saturday last fall I played the same two 

tunes many dozens of times.  And best of all, now I 

don‘t have to wait for those wonderful weekend 

workshops, or even better, week-long camps; all I 

have to do is slide the case out from under my bed 

and pull it out, and it‘s all there—that beautiful rich 

sound—and I can imagine that when I do start work-

ing on it seriously (making it 3/4 of an instrument 

instead of only 

1/2), that I‘ll be 

able to play 

with other peo-

ple, and make 

the kind of mu-

sic I fell in love 

with. 

 

 

Falling in Love with the Nyckelharpa 
by Teresa Martin 

 

I  wasn‘t going to write anything about playing ny-

ckelharpa, because I‘m not really a nyckelharpa 

player.  Or rather, I am a closet nyckelharpa player.  

I‘ve never played it for a dance, or in a concert, 

though I would like to someday be good enough to do 

so.  But this is how my journey from being com-

pletely ignorant to at least being on my way:  

 I first fell in love with the instrument not long 

after I fell in love with a Swedish fiddler.  Under his 

influence, I started playing fiddle (I had been playing 

cello for about a year before then, and guitar for many 

dozens of years, and piano for even longer).  We lis-

tened to countless CDs of Scandinavian music, and 

my absolutely favorite was Till Eric.  I didn‘t know 

who Eric Sahlström was then, but I sure did love his 

music.  Then I finally got to meet a nyckelharpa in 

real life for the first time at a Scandinavian dance and 

music weekend at Folklore Village in Wisconsin.  

There they were, the nyckelharpa players, holed up in 

the basement, playing the most amazing music.   I got 

to put my hands on one (on several actually), and try 

it for myself. 

 I immediately thought, ―I have GOT to have 

one of these for myself.‖ 

 Unfortunately, the realities of being a single 

mom and public school teacher (they don‘t really 

make all that much money, despite how they are por-

trayed in the media) made it impossible for me to buy 

one.  Then, the longer I‘d be away from it, I would 

slowly lose that burning desire for a nyckelharpa and 

be content playing fiddle.  After all, I was playing 

regularly, daily even, with other people, and having a 

blast.  What did I need another instrument for?   

 Yet, every time I‘d be around people playing 

nyckelharpa again, there would be that urge.  More 

than an urge, it was more like possession.  There were 

always nyckelharpa players at the Scandinavian 

weekends at Folklore Village, including Peter Hed-

lund one October (2007, maybe?), there were amazing 

nyckelharpa players at the Nisswa Stämma, and there 

was even a nyckelharpa player at the Hyllningsfest in 

Lindsborg, Kansas, and I wanted to do it too I even 

tried to avoid nyckelharpa players altogether, because 

each encounter made me more impatient, and it was 

all completely impossible. 
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Playing in a Relaxed Way to Avoid Tendonitis 

By Didier François 
  

Abstract: 

 My Article is about how to avoid tendon injuries by playing in a 

relaxed way. It is not an attack to other techniques,  neither a "better" way 

to play. Its my personal experience that I like to share with everybody who 

wants to hear about it. 

 Today, tendonitis is a well known phenomenon. I have struggled 

for many years with this problem. The technique of the world famous vio-

linist  

 Arthur Grumiaux saved me. I discovered that a relaxed way of 

playing is the only way to get rid of the pain. I have created my own posi-

tion (holding the instrument) for the bow technique and have also fine 

tuned the left hand position). 

 In this essay I would like to reach out a hand to all players who 

may also face the same problem. I will attempt to do this by combining technical explanations with examples 

of movements we use in everyday life. 

 

[Ed note:  To view the entire articles please go to:] 

 

http://www.cadence.nyckelharpa.eu/home/articles/didier-francois 

 

 

CADENCE PUBLISHES ARTICLES ABOUT THE NYCKELHARPA 
 

CADENCE - Cultural ADult Education and Nyckelharpa Cooperation in Europe -  

Teaching music to adults with special emphasis on the nyckelharpa (key fiddle) 

See:    http://www.cadence.nyckelharpa.eu/home/publications 

 
[Ed note: CADENCE has published an extensive booklet and e-book on the web-site with many of the articles in 
English.  However be forewarned that not all the articles are in English.  You might want to practise up on your 
French, German, Italian and Swedish to get the gist of all the articles.  I’m sure that some of the information can 
be gleaned even if you don’t have a working knowledge of these languages.  I think that this is a great project 
and well worth the time to read or download and read at your leisure. 
 For those reader who cannot get access to a computer or a computer and printer, CADENCE has made 
available some printed copies which can be ordered from:] 
 

To get the printed version of the brochure and the CD please contact: 
 

Verlag der Spielleute   OR 

 Hofmann & Co. KG 

 Langlosenweg 14 

 D-64385 Reichelsheim 

www.spielleute.de 

 

  

 

  

Förlaget Tongång 

 Per-Ulf Allmo 

 Tullingebergsvägen 15 

 SE-14645 Tullinge 

www.tongang.se 

Coming soon:  

 

"Beginners Handbook" – by Jule Bauer 

"Daily Exercises" – by Marco Ambrosini 

"Care and Maintenance of a Nyckelharpa" 

– by Annette Osann 
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for Karl Ersson Bössa (Byss-Kalle) (1783-1847) 

August 26, 2009 by Timothy Thorton 
 I genuinely can‘t remember the first time I heard a nyckelharpa. They‘re a Swedish folk instrument, 

somewhere between a fiddle, a hurdy-gurdy, and a Norwegian Hardanger fiddle. Four strings can be reached 

with the bow, and twelve more resonate sympathetically (as on a Hardanger or a viola d‘amore); the nyckel of 

the name (‗keyed‘) indicates a few rows of wooden keys along the neck which when depressed act in the man-

ner of frets. It‘s a beautiful object, and it makes a sound like nothing else I‘ve ever heard. There‘s a fuller arti-

cle on Wikipedia. 

 The mythology which surrounds the instrument and its masters is wondrous, and has as much violence 

as it has magic. Every great tunesmith seems to have a story, and many of the traditional melodies do too; the 

most famous tune by Rickombergen tinsmith H. L. Erlandsson quickly became known as Pennknivsmördaren 

after he savagely killed someone with a penknife. He served ten years. Ockelbogubbarnasfavoritpolska is what 

it says, ‗the codgers from Ockelbo‘s favourite polska‘. Erik Sählstrom, who wrote and forgot tunes at the drop 

of a hat, composed his beautiful Stormyren (which unbeautifully translates as ‗The Big Bog‘) while wandering 

in a bog looking for dry spruce to build a new nyckelharpa — ‖it was impossible to walk fast, so I wrote a piece 

that went a little slowly‖. Olov Johansson‘s Fullträffen, ‗direct hit‘, was written for his teacher Curt Tallroth‘s 

75th birthday; the title commemorates Tallroth‘s being pictured in the papers just days before for having 

decked a burglar in his music room. My favourite title is probably Skållat Troll, ‗scalded troll‘ — I‘m almost 

glad I can‘t find anything out about it. 

 Storsvarten (‗the big black one‘, bizarrely), probably by Per Hellstedt, has dozens of stories attached to 

it. One goes like this: a smallholder, fisherman, and barge oarsman from Älvkarleby in Uppland, Karl Ersson 

Bössa, fixed a wager. It was dark. A cart loaded with iron ore was stuck. The horse simply couldn‘t drag it any 

further up the hill. Bössa, also a nyckelharpa player, went into a nearby inn — at this time, Älvkarleby, popula-

tion 2000, had at least thirty pubs — and bet the landlord a cask of spirits that his playing alone could move the 

cart; the entire pub took him on, including the cart‘s drivers. Six of Bössa‘s biggest mates had by now tied a 

rope to the cart and attached it to a hand-winch they knew to be up the hill. In the pitch black, he sat on the cart, 

and played this tune, steering with his feet, as it slowly moved up the hill. (In a similarly unfair bet, Bössa bet 

the carpenter working on the bell tower that he could compose a waltz and a polska before the repairs were 

done. He wrote Klockstapelvalsen and Byggnan, and won money and whisky.) 

 The story, though, of the terrified cart drivers, eager to give winnings to the warlock, makes some sense: 

this time it may have been just cunning, but nyckelharpa players had supernatural powers; they could do magic. 

They had particular dealings with the capricious water-sprite Näcken, said to live in Älvkarleby Falls. The 

spiritual significance of the instruments and the players was a very real influence, and some parts of the tradi-

tion linger; nyckelharpas are living, are female, given female names, and hung with ‗eyes‘ (f-holes) upwards. A 

bag containing significant objects was tied to the pegboard or placed inside the body; hair of loved ones, spider 

webs, perch heads, asafoetida, soil, and, sometimes, the ground knucklebones of previous virtuosi, were all 

considered effective and protective. 

 Karl Ersson Bössa — ‗Byss-Calle‘ — was probably the greatest master of the instrument; certainly he‘s 

the most mythologized, and his tunes are canonical. The Boussards were from the Belgian Walloon family, but 

the name gradually became more Swedish. He acquired the nickname ‗Byss-Calle‘ as his reputation spread, his 

tunes played all over Uppland. Byss-Calle learnt to play from Näcken; he and his nyckelharpa, Kesa, played by 

Näcken‘s rules. He was powerful, and dangerous, particularly to the disrespectful, and most particularly to dis-

respectful musicians. A player called Gulamåviten tried to sabotage Byss-Calle at a wedding; he left in a rage, 

his nyckelharpa in a thousand pieces, and vanished. 

 Apart from the stories attached, which are great fun and sometimes very spooky, I really love Byss-

Calle for his tunes. They have an incredible rhythmic drive, particularly his polskas — a complicated dance-

step which divides up (I think) multiples of three beats in a variety of complex ways — and his tunes took in 

influences from classical music while retaining a really special folk sensibility. I don‘t know what it is about 

them. They sound ancient. Yet there are harmonic manoeuvres which could come out of late, weird Rameau, 

and the frond and the filigree of his inflected, ornamented melodies often sounds like Bach. 
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 The major iron ore discoveries in the Dannemora 

area attracted hundreds of ironworkers from Belgium 

(Walloons), some of the most common surnames in the 

district are Walloon names:  Gauffin, Gille. 

 The Walloons were acclaimed as the best nyckel-

harpa players in the world, and they established a strong  

tradition of nyckelharpa playing in the province. 

 In the 1700s a key-fiddler by the name of Erik 

Jansson Bössa was living just outside the village of 

Älvkarleby.  He was a descendant of the Walloons; Bössa 

is a Swedish corruption of the French Bousard.  On the 

26th of April, 1783, he had a son whom he named Karl 

Ersson Bössa --later known as Byss-Kalle. 

 Byss-Kalle‘s first work was with his father, fish-

ing for herring in the Baltic Sea.  When he was older, he 

took a job as an aorsman on barges bringing copper from 

Falun down the big river, Dalälven. 

 With help from his father and others, Byss-Kalle 

taught himself to play the nyckelharpa and while still a 

very young man could outplay anyone he met.  He soon 

knew all of the standard key-fiddle tunes, and began com-

posing his own. 

 One of his most well-known pieces is called 

―Isbrytaren‖ (The Icebreaker). [Ed. see NN #47] It was 

inspired by the sounds of the cracking ice on the river dur-

ing the spring thaw. 

 Many of his tunes were inspired by nature.  He 

composed a whole series of bird tunes:  Lärkan, (the Lark), 

Tranan, (the Crane), Sparven, (the Sparrow), Grönsiskan 

(the Siskin). 

 Byss-Kalle became well-known throughout Up-

pland and the neighboring provinces.  He was a popular 

musician at all kinds of parties, but especially at weddings.  

A wedding party was a guaranteed success with Byss-

Kalle providing the music.  He would often compose a 

wedding march as his gift to the bride and groom. 

 His favorite kind of piece was the 16th-note pol-

ska.  (Besides having more notes than an 8th-note polska, 

the 16th-note type is usually more elaborate, has a more 

subtle beat, and is not as musically predictable.)  When 

Byss-Kalle was born, the 16th-note polska form was re-

stricted to the music of some of the southern provinces, but 

his compositions established it in Uppland and influenced 

its popularity in Gästrikland and Hälsingland as well. 

 Superstition and old folk beliefs were very real to 

the people in the Swedish countryside at that time, so it‘s 

only to be expected that many legends connected with a 

marvelous musician would spring up. 

 It was generally believed that Byss-Kalle had re-

ceived the gift of music from the Näcken, the fiddling wa-

ter spirit of Sweden.  [Ed note:  The Näcken is also 

called the Fossegrimen in Norway.  Sometimes the 

word: näcken is also used in Norway.  These are types 

of “gremlin” fiddlers who live in the waterfalls or  

rivers 

If he‘s like Bach in any respect, though, it‘s the sheer 

inexorable movement. Byss-Calle is always dancing 

in his tunes, mournfully as can be, or utterly joyous.  

 

Posted by Timothy Thornton 

Filed in Music ·Tags: Byss-Calle, folk music, mythol-

ogy, nyckelharpa. 

 

[Ed. note:  this article came from Timothy’s blog 

at:  http://thecadfaelforecast.wordpress.com/etc/ 

 

Many of Byss-Calle’s tunes can be found at: 

 

http://www.folkwiki.se/

Notböcker/57LåtarEfterByss-Kalle 

 

http://www.folkwiki.se/Personer/Byss-Kalle 

 

 

BYSS-KALLE 

by Tim Rued, March 1979 
 

 It‘s a shame that so many of the world‘s geniuses 

have gone virtually unnoticed by history.  Some people 

never stop to consider that men 10,000 years ago were 

fully as intelligent as 20th century man.  There were DaV-

incis and Einsteins among the cavemen, but they lacked 

the education and resources of later years.   Their genius 

helped them survive in a primitive society, and probably 

brought their society a little closer to what we call civi-

lized. 

 There have been many unrecognized musical gen-

iuses, too -- unrecognized because the resources for devel-

oping their talents were not available to them.  Or perhaps 

they were so isolated that the world never got a chance to 

notice them. 

 Byss-Kalle, a true musical genius, was bord under 

the wrong circumstances to reach world-wide fame.  His 

low station in society, the rural nature of his environment, 

and his choice of a relatively crude folk instrument to play, 

insured that he would never be celebrated outside of his 

home area. 

 The key-fiddle (Swedish nyckelharpa) was Byss-

Kalle‘s instrument.   In the early 19th century, when he 

lived, it was a simple folk instrument virtually unknown 

outside of Sweden.  His was the immediate predecessor of 

the silverbass nyckelharpa.  It  was a fiddle, but it must 

have had good tonal quality for his music to affect people 

the way it did. 

 The nyckelharpa had been played in Sweden since 

the late middle ages, but it reached its glory years in the 

1500s when the Walloons came to Uppland. 
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and will teach fiddlers to play their instrument as long 

as the fiddler brings them an appropriate gift.  One of 

the best gifts to bring them was thought to be freshly 

slaughtered goat.  If the fiddler did not bring a suffi-

ciently good gift, they might only learn to tune the fid-

dle or learn nothing at all and become musically dumb 

the rest of their life.  According to old traditions it was 

not wise to try to trick any of these types of creatures 

with improper gifts or attitudes.  An older friend of 

mine from Norway, Kaare Bang, once told me of a 

story of a man he knew from his boyhood who showed 

his contempt to a huldra by laughing at her and be-

came crippled for the rest of his life as the result.] 

 Bysse-Kalle is said to have owned three nyckel-

harpas, the best of which was known as ―the French 

Harp‖.  He had the three hanging on the wall of his house 

near the door, and when he was going to leave he would 

ask, ―Which of you wants to go out today?‖  The one that 

would respond by sounding all of it‘s strings was the one 

he‘d take with him. 

 One day, Byss-Kalle was walking along, and saw 

a man trying to get a loaded wagon up a steep hill.  The 

load was just too much for the big black horse to pull up 

the slope, and it looked like a hopeless task.  Byss-Kalle 

offered to help - - but instead of pushing, he sat on the 

wagon and started to play a tune.  The music gave strength 

and vigor to the horse, and it pulled the wagon to the top 

with no further difficulty.  The tune he played is still 

popular, and is called “Storsvarten” (the big black). 

 The old stories say that Byss-Kalle hated to share 

the limelight with any other musician.  One time he was 

hired to play at a wedding.  He was surprised to learn, on 

arriving at the church, that another fiddler had been hired 

to play, also.  Byss-Kalle didn‘t say anything but just 

waited until the bridal party came within sight.  He started 

to play a tune, and all of a sudden the buttons came pop-

ping off the pants of the other fiddler.  Needless to say, 

Byss-Kalle got to play alone for the rest of the wedding. 

 Byss-Kalle‘s only real rival was another nyckel-

harpa player named Gulamåla-Viten.  He was 16 years 

younger than Byss-Kalle and was a powerfully good mu-

sician.  There is no stranger fiddling story told than the 

one concerning the famous confrontation between the two 

players: 

 A mutual friend of theirs was getting married, and 

they both showed up to provide the music.  When they 

started to play the wedding march, the hair began falling 

out of Byss-Kalle‘s bow.  Soon he had nothing left but a 

bare stick and Gulamåla-Viten was wearing a big gloating 

grin.  Byss-Kalle was suspicious, but he didn‘t do any-

thing.  He had brought a spare bow with him in his boot, 

so he could continue playing. 

 After the wedding itself, a dance started up at the 

reception.  The two adversaries were both playing, when 

Bysse-Kalle‘s main drone string snapped.  Byss-Kalle was 

then very suspicious, since he had recently put on new 

strings and that one usually would last about ten years.  

But he didn‘t say anything again.  He put on a new string 

and was soon playing again. 

 Now the tables were turned!  All at once, Gu-

lamåla-Viten‘s instrument broke and fell to the ground in 

splinters.  He was shocked at first, but then he lost his 

temper.  He ran over to Bysse-Kalle and clapped his hands 

in his face.  Immediately Bysse-Kalle stopped playing and 

became frozen to the spot, so stiff that he couldn‘t move 

even a finger. 

 He was able, though, to ask someone to give him 

a drop of liquid out of a bottle he had in his pocket.  As 

soon as he had it in his mouth he began to recover and 

soon the dance was underway again.  Gulamåa-Viten 

couldn‘t do anything more, and lacked an instrument to 

continue playing, so he left and did not return. 

 There are fewer than 100 tunes played today that 

can be definitely ascribed to Byss-Kalle.  Most of them 

are 16th note polskas. 

 Some of the more notable are: 

 ―Åkerbystålet‖ (Åkerby steel), inspired by the 

sound of the hammer ―clang‖ at the Åkerby foundry. 

 ―Fingertarmen‖ (Finger Sinews), a very intricate 

piece.  Byss-Kalle used to say of this tune, ―You‘d best 

not be tired, if you want to play it.‖ 

 ―Byggna‘n‖ (the Building), his greatest composi-

tion.  Byss-Kalle was helping the local carpenter in 

Älvkarleby to build an addition on the church steeple.  

Work was going slow and it seemed that they would never 

finish.  At last Byss-Kalle got a brainstorm and said to the 

carpenter:  ―I‘ll bet you a keg of ale that I can compose a 

new polska before you can finish the construction.‖  They 

both set out to do their respective tasks, and the steeple 

was finished in record time.  Byggna‘n‖ was the musical 

result.  [Ed note:  See page 19 in the previous issue of 

Nyckel Notes, Issue #48.  Byss-Kalle also wrote the fa-

mous tune:  Klockstapelvalsen.  Byggna’n can be 

found in Nyckel Notes Issue #15, ] 

 Byss-Kalle died on the 9th of January, 1847.  Sto-

ries of this supernatural powers continued even after his 

death.  Some say that the horses pulling the hearse refused 

to bring it past the gate of the graveyard.  The belief was 

that he had sold his soul to the Näcken for his musical 

abilities, and now must pay after his death. 

 His beloved ―French Harp‖ was evidently inher-

ited by his son, but later found its way to the auction 

block.  It has never been seen since.  Supposedly, some 

members of the Erik Jansonites, a religious cult, bought it 

a auction and then smashed and burned it as a tool of the 

devil. 
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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, 

 At least for me, the holiday season is wind-

ing down and I have a little time to finish this issue 

which I started in September.  Little by little some 

of the articles trickled in and we finally have an-

other issue.   

 Fossegrimen had another busy holiday sea-

son with two weekend events in the Portland area:  

Scan Fair the first weekend in December and Sno-

Ball the second weekend.  Government Camp was 

just right this year with a couple of feet of snow on 

the ground and none on the roads.  The temps 

were just around freezing and we got a dusting of 

new snow for the night of the dance.  I didn’t even 

have to get out my down mountain jacket this year 

because the temperatures were so warm. 

 I am looking forward to 2012 being the year 

of contributions by members writing about their 

nyckelharpa experiences.  As a member of an ac-

tive dance band containing up to 3 nyckelharpas 

we frequently have dancers or listening audience 

coming up to us to take pictures of “that instru-

ment”.  We continually hear: “What is that?”.  

This must be a common occurrence anywhere in 

the USA! 

 I  think that the growth of CADENCE and 

the publications coming out of that group signify 

that the interest in the nyckelharpa is Europe is 

growing exponentially.  Great work from some 

really dedicated enthusiasts! 

 

Ha ei godt nyttår, 

lykke 

til, 

ha det. 

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 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 50: 

 Winter 2011-2012 

1.  Continuation of Jan Ling’s Nyckelharpor,  

     English pages. 

2.  Articles submitted by the membership. 

3.  Review of “Swedish Folk Music Treasures -  

     Nisse Nordström with Peter Puma Hedlund”. 

4.  More Byss-Kalle tunes. 

 

UPCOMING EVENTS: 

Please consult the ANA website for up-to-date  

information. 


