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In a recent communication I posed two questions to the 
membership: 1. What does the American Nyckelharpa 
Association mean to you?, and, 2. Who made the nyckel-

harpa that you play? If you have a history of more than one 
instrument, what does the history look like and why? Here’s 
what folks wrote back. I got the sense that we are all very 
similar in our relationships with our instruments. 
 
                                         ■

My recent contact with ANA came about as a result of 
a trip my wife and I took to Sweden this summer. We loved 
the instrument and its sounds—in the hands of a skilled 
musician, of course. She’s Swedish and now I’m Swedish 
by marriage. So I followed up on the subject, made a few 
purchases, learned a few things, including a little about how 
to make an instrument. Since then I’ve been traveling and 
haven’t been able to do anything more yet. But I’m still 
very interested. So, my association is new and I hope to 
learn much more from the ANA, including if there is any-
one in Alaska who plays the instrument. I’m a violinist and 
don’t have a nyckelharpa yet. It has become obvious that 
I won’t be able to run down to Wal-Mart and pick up an 
instrument. 

—Clyde E. Pearce

To answer both questions in one fell swoop - I am a 
lurker / listener / scholar / supporter type member of the 
ANA. Although I have been known to play other instru-
ments, some involving bows, my time strapped to a nyckel-
harpa is quite limited. The music and the musicians are 
endlessly enjoyable, and the ANA helps to bring a little light 
to all this.

— Michael Boyd

Feedback from our Membership
I live in a very rural area. My husband and I figure we 

are the first and second best nyckelharpa players in the coun-
ty. Binghamton, NY, is an hour away, there are a few players 
there and Laurie Hart is in Ithaca. This year at Ashokan 
there were eight nyckelharpas, that was a thrill. So the 
ANA newsletter is a way for me to see who else is playing 
and how they came to it, which is always interesting. Right 
now the ANA is mainly a  library of tunes and a source of 
inspiration. My life is very busy with other than music stuff, 
so I don’t have time to travel to a lot of festivals and work-
shops, so I usually just read those announcements and sigh. 
Väsen will be staying with us this fall when they come here 
to do a concert and workshop. Yay! I wonder if our ceilings 
are high enough?

Harry Hedbom made my harpa. He was recommended 
to me by Matt Fichtenbaum. When I called him he said that 
he had just finished an instrument, and he had a friend who 
was flying to New York next week, and could I meet him 
there to get the harpa? I love this instument. It’s very plain 
decoration wise—no inlay or carving—but the action is very 
nice, and it sounds nice when I play well enough to do it 
justice.

— Deborah Blue
continued on next page ...
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Polonäs
from Andres Larsson's notebook, Sexdrega collection, Västergöttand. Taught by Anna-Kristina Widell at NFF 2005

Farmorspolska
Polska frånValö efter Ceylon Wallin. Taught by Anna-Kristina Widell at NFF 2005

I started out in about 2000 on a used nyckelharpa 
made by Åke Ahlstrand. This lasted me until last year, when 
I ordered a new one from Mikael Grafström after much 
deliberation and input from ANA members and people like 
Olov Johansson. I am very pleased with the quality and 
the sound. The hardest part was patiently waiting for its 
arrival, hoping that the mail service didn’t throw it around 
in transit. Mikael had orders booked, but the one I bought 
was one that he had just finished in traditional wood and no 
customizing, so I was thrilled to be able to make the trans-
action fairly quickly as other makers had quite a waiting list 
in many cases. On Olov’s recommendation I bought a bow 
from Jean Claude Condi in France—very nice action com-
pared to the stick that came with the instrument. I have had 
an interest in Swedish music since a holiday there in 1976.  
At the time, a group called Kebnekaise was big—playing trad 
rock.  My main background is Celtic—I play fiddle, banjo, 
mandolin, and guitar.

The ANA is a good resource for Q&A, music (printed 
& CD), which I find helpful since I am in Ottawa, Canada, 
and usually only have time to go to one Swedish event 
a year—Minneapolis every two years for example. I am 
going to catch Väsen in northern NY state at the end of 
September. It would be great to maybe solicit articles etc. 
from some of the other recording nyckelharpa players 
we all look up to these days—maybe you have tried ask-
ing this?  I am not critical of other’s contributions, but 
an occasional article would round things out nicely.  Also, 
maybe a good link to where one can get printed music of 
some of the songs on their albums. (I don’t get to many 
group sessions.) I know I appreciate the DVD’s you have 
done with Peter, and the inclusion of the music. The string 
resource is good for me as well—putting together one’s own 
set can be expensive.  I would say in general there are lots 
of ways I use the ANA, most recently selling my last nyckel-
harpa.

— Tim Cutts

The ANA is my only contact with other nyckelharpa 
players and this means a lot to me. It is good to know that 
you are out there, somewhere. There are a few more nyckel-
harpas in Australia, but no-one actively playing. Nyckel 
Notes gives me ideas and comments on tunes etc. The com-
ments are good because I don’t read music very well. I play 
what I have heard even if I look at the dots. This leads to 
interesting discussions with my lady friend who plays her 
accordion full speed off any sheet of music. We find that we 
play some bars of the tune differently. So we go back and 
check some recording. More often than not I play what I 
have heard on the recording and the written music is differ-
ent.

I built my Nyckelharpa 1981 in a “wood working 
course” just before leaving Sweden for Australia. It is built 
from the original drawings that were the only ones existing 
at that time. The only problem I have had with it was that 
the sound bar broke (that long piece of timber for sup-
port under the lid). I replaced it with a somewhat “higher” 
bar and this has done the job. Then I put it to the side for 

many years while the kids grew up. I started playing around 
1994, a bit late in life, so I will never be very good at it. 
Luckily, playing music is good at any level, so I enjoy it a 
lot. The highlight was when I played the wedding march 
at my daughter’s wedding on “Alvsborgs Fastning” outside 
Gothenburg. At the moment I am building a second nyckel-
harpa, this one for my lady friend, so that we can play in 
harmony.

—Lennart Lovdin
 
The ANA is a place where I can read about other 

people who play “my” instrument and continue to learn 
more about people I can bother when traveling! It is fun 
to relate to like-minded people when one is usually in the 
minority in the area and can’t play at the speed of a fiddle. 
I also love to browse the links and find out about possible 
classes or concerts.

My harpa was made by Tage Larsson in 1999. Leif 
Alpsjö brought it with him on his travels to the West Coast. 
I happened to have been persuaded to start playing a couple 
of months earlier and was renting a heavy harpa. I fell in 
love with it and to my surprise plunged in a little while 
after he insisted I try it out. I had my new harpa a few days 
before Puma taught here and did not know which end was 
up (sort of)!

—Jill Meyers

The ANA means two things to me: connection to 
others who play nyckelharpa and resources (music, strings, 
NyckelNotes and such). My harpa was built by Åke 
Ahlstrand in 1992. My bow was built by Esbjorn Hogmark.

— Dave Mullens

To me, the ANA means being able to connect with 
others who love and play the nyckleharpa. ... I also find the 
old Nyckel Notes articles and tunes a great resource—for 
example, how to clean your bow.

My harpa was built by a friend here in Skåne who used 
to live in Österbybruk. ... [I am] working on polska rhythm 
and bowing.

— Barbara Dobay Ljungstrom

The ANA is a resource I utilize occasionally. I like 
Nyckel Notes. ... Whenever someone wonders what the 
h*** I’m playing, ... I refer them to the ANA website. I plan 
to create some small cards with the web address on it.

Began playing on a loaner made by Lars Hallengren.
Not a bad harpa. First purchase was  a harpa made by 
Enar Magnusson of Umeå. Recommended by Torbjörn 
Näsbom, who plays one. Keys began swelling and sticking 
as soon as humid weather arrived. I also own another Lars 
Hallengren, which plays all right, but lacks some quality at 
the bottom. Currently play a Sören Åhker.  No problems 
whatsoever. Like it a lot! I’m currently spending this year in 
Sweden at the Eric Sahlström Institute. Having a great time 
so far! 

— John Hall

continued on next page ...
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I joined [the ANA] to attend the workshop last year 
.... I saw another nyckelharpa player [recently]—he had 
built his instrument with the plans in a video he had gotten 
from you. I told him he should join the ANA. Tage Larsson 
[made my harpa].

— Lenora Kandiner

Being members of the ANA is a way for us to support 
the interests and development of musicians who play music 
we love to dance to.  

— Joan Savitt

I sure appreciate [the ANA’s] existence! Ordering 
strings, of course. The articles on technique, tuning, etc. 
and music/dance history and interviews with famous players 
I like the best.  ...  I haven’t been able to attend any ANA 
stämmas because of prioritizing paying music work and 
parenting. I am teaching more nyckelharpa these days—just 
taught a week at Ashokan Northern Week.

I own three nyckelharpas, two of which I rent out. I 
alternate using my Mikael Grafström and my Sture Eriksson 
as my main harpa for performing, they each have pluses 
and minuses. ... here in central New York [state] there are 
two 3/4 size nyckelharpas, both owned by female students 
of mine with small hands. I don’t remember the maker’s 
name—they were ordered through Leif Alpsjö. I know of 
four other harpa players between Oneonta and Ithaca. We 
are going into the 4th quarter of biweekly classes for harpa 
and fiddle with me as teacher, focusing this quarter on play-
ing harmony.

— Laurie Hart

For me, the ANA is a connection to those who play 
and love nyckelharpas. It allows me contacts throughout the 
country and provides and promotes events for my interest 
and others. The web page allows me to share information 
with people who have never heard of the instrument.

I play a 1996 Harry Hedbom harpa. It is the only one I 
have had. Even though the tail-piece has broken twice I am 
happy with it. The second break was repaired in a hurry by 
[my husband] Stew and Dave Mullens just before a concert 
in Vancouver over three years ago. The repair doesn’t look 
beautiful, but my strap and elbow cover it when I play and 
my instrument stays in tune better than before, so I am still 
playing with that old repaired tail-piece!

— Virgina Thompson

[The ANA] means discounts on great nyckelharpa 
strings and CDs, but more important it’s the link that makes 
me feel like I’m not alone doing this, which is easy to feel 
for me since I’m not Swedish, have no Swedish relatives, 
don’t even know very many Swedes except for the wonder-
ful folks at Seattle’s Heritage Museum.

Esbjörn Hogmark made my truly amazing nyckelharpa. 
I can’t do it justice at all yet, but every time I look at it ... 
and smell it, I’m inspired. And if that wasn’t enough, he was 
one of the few makers willing to make it left-handed for me.

[editor’s note: If anyone has any knowledge of the follow-
ing, please let us know.] I’ve come across a set of four large 
volumes of Norwegian hardangar music in the Heritage 
Museum and an equally large volume looking like it was 
produced by the Swedish government. Any chance these 
have been or ever will be reissued? Any suggestions on large 
collections of nyckelharpa music. I mostly see smaller special-
ized (composer, region, etc.) collections, but I have so little 
music, I’d like a larger selection to get me used the variety of 
tune possibilities before specializing.

— Rich Ives

I am glad the ANA is there, but have not been able to 
participate very much yet. I enjoy getting music and reading 
about the instruments. I am still a hopeful. I don’t have an 
instrument yet.

— Sue Richards
 
The ANA is a community of friends I have but don’t 

know yet ... it’s a superb source of information on the 
instrument and playing. Martin Westermark—I ordered an 
instrument from Martin, but the first one arrived badly dam-
aged—the one I have now is the replacement for the original 
one.

— Rob Lindauer

The ANA is a wonderful way to stay connected to other 
nyckelharpa players and to know we have a common bond 
and support each other. Sture Eriksson made my nyckel-
harpa in 2003. We purchased it through Leif Alpsjö.

—Kristi Johnson 

It seems a long time ago, but I thank you again for 
hosting the stämma in 2005. It changed my life! Though 
I’ve not begun to scratch the surface of what nyckelharpa 
enthusiasts in America know and do, the association reminds 
me that the potential for learning and sharing with like-
minded enthusiasts is unlimited. I wish I [had entered] this 
world many years ago, but I’m thrilled to have the opportu-
nity now. Martin Westermark [made my nyckelharpa].

— Janet Jensen

The ANA provides a list of people who have interests 
similar to mine from whom I can get help when I need it.  
Also, Nyckel Notes is a wonderful resource for anyone aspir-
ing to learn to play a nyckelharpa.

I have three completed instruments; two of which 
I made myself and another that I ordered from Tord 
Johansson in Sweden. My first harpa was completed in 
1989 from wood I had on hand; and the second was com-
pleted in 1992 from wood ordered from Sweden. Both 
started out as three-row instruments, which I enjoyed for 
many years. About 1997 or 1998 I bought a book and 
tape, The Nyckelharpa—Present and Past. The book cov-
ered the “evolution” of the many styles of nyckelharpas in 
use today, including a four-row harpa designed and built 
by Tord Johansson. I was so fascinated by the four-row 

continued on next page ...
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harpa that I converted both of my instruments to four-
row (which required constructing new [key mechanism] 
boxes). The 1989 instrument was converted to a 40-key 
instrument, using plans I purchased from Björn Björn, 
and the 1992 instrument was converted to a 50-key harpa 
using plans obtained from Tord Johansson. I later bought 
my third harpa from Tord Johansson. It was made by Ivar 
Johansson. I usually prefer to play the 40-key harpa when I 
am playing by myself because it has a more robust tone in 
the lower strings but I usually play the Johansson instrument 
with other musicians because its tone is more even and it 
seems to blend better with other instruments.

— Glenn Greene

The ANA is a great way for me to stay connected to 
nyckelharpa lore and culture. I especially appreciate the 
written music because I can’t play by ear and really enjoy 
learning a new tune once in a while. I can talk other family 
members into playing with me sometimes and that’s always 
easier with written music. Recently a friend asked us to play 
at a garden party here in Nova Scotia and people exclaimed, 
“What is that instrument? I’ve never seen one before!”  
Anyway, it’s nice to connect with other nyckelharpa players.

I heard nyckelharpas when I was about nineteen years 
old and dreamed of having one, but school, work, family, 
etc. prevented that until about ten years ago. Lucky for me, 
the ANA was just starting when I [was ready] to get one and 
Bart Brashers was most helpful in giving me advice. Even-
tually he suggested that I write to Åke Ahlstrand. Bart hap-
pened to be in Sweden for his grandmother’s birthday when 
my letter arrived. He tried out the nyckelharpas that Åke 
had [on hand] in my price range and picked one out for 
me. I couldn’t have asked for better help! I have never tried 
another nyckelharpa, but I have been very happy with the 
one I have.

— Jim Chandler 

■  ■  ■ 

Jamestown
by Martine Chiasson

 

Jamestown … Jamestown … Where is it? Gee … so far 
from Montréal … but then again … a Scandinavian 
Festival, I guess it’s worth the trip! Wouldn’t it be a 

perfect continuation to my trip to Ekebyholm one month 
before? Sweden seemed so far already … and to be sur-
rounded by Swedish music again … to be reunited with 
friends. Lets go! My good friend Corinne wishes to come 
with me! And halfway, we’ll sleep at her dad’s place. Great. 
Finally it would be such a great “escape”!

We were to leave Montreal Friday afternoon after my 
work. Since Corinne had some time left in the morning, she 
called me at work and asked: “Hey! Know what? I could buy 
a tent!” ... Why not? It could be useful in Jamestown, after 
all we didn’t have any particular plan, except that I was plan-
ning on jamming a bit and Corinne … well, to sleep a lot.

Five hundred miles later … here we are! What a charm-
ing place! Dala horses as far as eye can see … and it wasn’t 
long for me to find Rita, guided by the charming sound of 
her nyckelharpa. It wasn’t long, too, before I was squatting 
by her bench, tuning my own nyckelharpa. What fun it was 
to be hearing again all this repertoire and to be playing with 
Rita! What a treat. And then, of course, there was Peter 
Hedlund. I was totally thrilled. It was so nice to meet him 
again, after Ekebyholm and Bingsjö!

So this was our Saturday: playing a bit with friends, 
visiting exhibits, talking to craftsmen, trying the famous her-
ring pizza—I even have pictures to prove it—listening to 
Peter’s performances, and the non-stop music on the stage, 
laughing like crazy with Corinne (we always have so much 
fun together), hearing pittoresque music (it is a Scandinavian 
festival) and, of course, joining Rita on her bench. I have to 
admit I was glad I could come, because that made (only) 
three nyckelharpas on the Festival’s site.

At about nine thirty, we suddenly thought about the 
tent, that it would be a great idea to begin setting it up 
before total darkness, even if the sky was perfectly clear (this 
is when we discovered that neither Corinne nor I had set up 
a tent alone before—and this one was brand new, with the 
mention “You have to try it prior to going camping”). We 
got special permission to set up not too far from the back of 
the main stage. So here we are, proudly pitching our tent in 
just a couple of minutes (hurray for technology), and ready 
to attend our favorite activities: a jam was on its way, and 
Corinne was ready to sleep. The tent was a terrific idea!

I was so excited! There’s not a lot of opportunities for 
me to play Swedish music with nyckelharpists in Montréal! 
(Understand: nearly none) … and with such fine players too! 
Musicians tuning. Ah, delectation! I know this song, here 
I come! But Mother Nature apparently had other plans ... 
where did this incredible thunderstorm come from? There 
was no sign of it minutes before! I never saw musicians run photo by Rita Leydon
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continued on next page

so fast, especially accordionists! And then came a dilemma: 
should I accept the very kind offer of Rita and Peter to 
take me along to their hotel, or should I stay to test the 
impermeability of my clothes and shoes? Without forgetting 
Corinne, of course! For all I knew, she was happily sleeping 
in our little fortress, lulled by the gentle sound of cataracts 
of water furiously beating the tent (for I know her boyfriend 
and thirteen cats accustomed her to noise) … And there 
was absolutely no point for me to go check on her—the 
risk of drowning on the way, wetting the inside of the tent 
and probably awakening her … dilemma, yes … I chose to 
stay, in case she would wake up and worry (but thanks SO 
MUCH for the offer, guys!). But what was I to do, almost 
alone in the big tent? Well … perform, of course! For I had 
a nyckelharpa, Corinne’s fiddle, my voice … and I gave a 
hell of a “show” for a rather scarce audience. But a couple 
of craftsmen where staying in their booth for the night, so 
some came, so it was totally fun—me trying to compete 
with the thunder (I eventually lost). The main purpose of 
this “show” (except the fun to perform!) was to let Corinne 
know that I was there and that I was safe. I was using her 
fiddle and, of course, playing my repertoire, so if the sound 
could reach to the tent, she would have no doubts it was I.

Eventually, though, I had to stop. The big tent wasn’t 
THAT waterproof, and slaloming through the water falls 
was beginning to be tiring … and there was so much water 
on the ground we couldn’t see the grass anymore. So, I 
waited … I don’t know how many thunderstorms came and 
went, but it was unbelievable. At some point, I saw a white 
and very wet ghost appear. It was Corinne. The tent did 

well, but the water got inside on the floor—too much water 
on the ground there too. As usual, we laughed like crazy. 
She must have slept for two hours after my “show,” feeling 
reassured as she, effectively, received the message that I was 
there and happy. So we tried to rescue our sleeping bags and 
finally went to “bed” in the most adequate place: on the 
floor of the stage, which was less wet than the rest of the 
place. And, too, the spotlights, even if they attracted hordes 
of mosquitoes, were providing some warmth and making the 
place safe.

Boy, were we aching in the morning! I wouldn’t have 
thought that two, three hours on a wet and hard floor could 
be so hard on us! (Especially as we were gently awaked by 
the humming of the machines emptying the Portolets—a bit 
of a crescendo compared to the sound of the rain. We were 
still laughing, joking and taking silly pictures, though … but 
I have to confess I learned that morning the true meaning 
of the word “aquavit.” I felt a bit like a Nouvelle-France sol-
dier, drinking a shot in the morning … but it totally revived 
me. We were ready for another fun day in Jamestown!

Nice little town, by the way. There’s even a lovely 
Laundromat, with very big dryers that we were so pleased 
to use! To summarize, I truly enjoyed the Jamestown 
Scandinavian Festival. Very interesting exhibits, historical 
information, nice crafts and a lot of very nice people too. 
Indeed! Good music, and I guess I could only encourage all 
nyckelharpa players to go there. It was SO cool to play with 
Rita and Peter, but we definitely could have used some rein-
forcements. So thanks to everybody—especially folks of the 
ANA, of course, for telling me about this festival!  ■

photo by Corinne Tastayre

Martine, Peter 
and Rita at the 
Jamestown Festival 
in Jamestown, NY. 
Partially hidden in 
the back is “Rita’s 
bench” referred to in 
the article and one of 
the many Dala horses 
roaming the festival 
grounds.
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by Benjamin Teitelbaum

During this past year in Sweden I came into con-
tact with a growing trend in tune transcription. 
While typical notation of Swedish folk tunes leaves 

out or abbreviates ornamentation, asymmetrical rhythms, 
and microintervals (blue notes), a new trend seeks to illus-
trate every musical element of a performance in notation. 
The emergence of this practice coincides with a separate 
modern movement: the growth of folk music education in 
Sweden’s state music conservatories. Folk music’s acceptance 
and incorporation into such classically oriented institu-
tions reflects a major shift in perceptions of high and low 
art among Swedish musicians. This review examines the 
new notational trend’s role in the promotion of “high art 
Swedish folk music” and folk music’s push for inclusion in 
Swedish higher-level education. The new practice allowed 
for better communication between folk and classical music 
communities. Because folk musicians in the United States 
often encounter similar issues of status and communication, 
I see this study as relevant for our purposes. 

The meaning of the phrases “high art” and “low art” is 
a subject of debate. There are those (including myself) who 
feel that most distinctions of high art are built on arbitrary 
foundations, and therefore the concept as a whole is flawed. 
Still others may observe a distinction, broadly defining high 
art as dynamic traditions which take extended training to 
master, and sophistication to fully appreciate. Regardless 
of individual stances, Western society commonly differenti-
ates between high and low art for us. In both America and 
Sweden, a music’s status in society dictates its educational 
and performance opportunities. For example, art music has 
traditionally held the keys to upper-level music education in 
the West, as well as performance in many of our city’s most 
beautiful and cherished concert venues. Were another music 
to try and obtain the same privileges as art music in our 
society, it would need to possess the necessary status.  

In the Swedish folk music genre, this tension surfaced in 

the 1960s and 70s. During that time in Sweden, upper-level 
music education existed almost exclusively in the country’s 
Musikhögskolor (music conservatories). Feeling that their 
music was worthy of in-depth study, young folk fiddlers like 
Mats Edén and Sven Ahlbäck sought to study Swedish folk 
music in Musikhögskolor. However the only music studied in 
the conservatories was “serious music”—that is to say classi-
cal, or art music. In order to share in the same educational 
opportunities as their classical musician peers, the folk musi-
cians needed to prove to the conservatories that their music 
was also “serious.” 

The promotional endeavor followed two distinct paths. 
One sought to illustrate similarities between Swedish folk 
music and other high arts. The other aimed at exposing 
differences in the music when compared to the classical 
genre. The first approach portrayed folk music as exhibiting 
the characteristics of serious music, suggesting that, with 
nothing substantial to separate folk music from art music, 
it deserved a place in conservatories. The second approach 
argued that the classical community had failed to fully 
understand folk music in the past. Accordingly, any judg-
ment of status based on such misunderstanding would be 
highly suspect.

Both approaches required folk musicians to commu-
nicate the complexities of their art with the reigning music 
academics in Sweden. Folk musicians faced a significant 
problem in terms of communication: how to express the 
complexities of an aurally based tradition to proponents of a 
notational based tradition? 

Typical tune notation, like that of most Svenska Låtar 
transcriptions (shown in figure 1), provides an outline, but 
not an exact representation, of how tunes are commonly 
performed. Were Swedish folk tunes to be performed exactly 
how they were written in such notations, the music might 
loose the very qualities that make the art form unique and 
significant to its practitioners. Similarly, those looking to 
understand the music based solely on such notations receive 
an impression of a genre far less complex and distinct than it 

Status through detail: 
Music Notation and High Art  

in the Swedish Folk Genre
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truly is. To a classical musician, these notations may be indic-
ative of technical and musical complexity similar to beginner 
violin pieces in their own genre—a body of works unlikely 
to be given solitary performance attention in conservatory 
programs. This association is illustrated by common use of 
“folk tunes” in children’s beginning music books. Based on 
its basic notation Swedish folk music would have little ability 
to argue for its status as a sophisticated and complex art.

  Figure 1. From Svenska Låtar, Dalsland. Reprinted 
with permission from Svenskt Visarkiv. 

The new notational practice emerged in the 1970s 
through the 1980s among the same folk musicians who 
led the charge into Swedish music academia. More detailed 
notations of Swedish folk music performances expose an 
entirely different music to the reader. Contrasting the typi-
cal cursory notations, transcriptions such as those by Sven 
Ahlbäck (in figure 2) might challenge the sight reading 
skills of even the most advanced classical performers, and 
the analytical skills of the most capable music theoreticians. 
The same music that was formerly perceived as undemand-
ing now stretches most peoples’ capacities in rhythm com-
prehension, intonation, psychical technique, and structural 
understanding. 

Figure 2. From Tonspråket i den Äldre Svensk Folkmusik, 
Sven Ahlbäck. The unconventional markings (the arrows and 
pointed sharp symbols) indicate microintervals. Reprinted 
with permission from Sven Ahlbäck. 

Communicating through notation now becomes an 
effective tool for promoting a high art Swedish folk music. 
The more detailed notation is equally useful to the two pro-
motional approaches described earlier (the portrayal of folk 
music as either similar to or different than art music). The 
technical demands of performance and attention to specific-
ity shown in the notations resemble much classical repertory. 
At the same time, notation of microintervals, ornamenta-
tion, and asymmetrical rhythms could be largely unfamiliar 
to classical musicians. What is displayed in the notation is a 
complex music requiring a sophisticated level of technical 
skill and understanding to master. 

With a notational practice more compatible with and 
comparable to that of art music (especially in 1800s-pres-
ent art music), scholars in musicians working in both tradi-
tions could now engage in a more encompassing, specific, 
and sophisticated dialog. It may be hard to asses the extent 
of the new notational practice’s influence on Swedish folk 
music’s status. The notation would do little to change the 
minds of those who define high art music simply as classi-
cal music. A number of cultural factors contributed to folk 
music’s status in Sweden. The path towards higher status 
was by no means a one way street—Swedish music academia 
had to have been independently receptive towards folk music 
on some level. Nonetheless, the ability of folk musicians in 
Sweden to adapt in order to achieve certain goals can pro-
vide an example and inspiration to us in America. We may 
in our hometowns encounter educational and performance 
opportunities off limits to our music. In such cases our 
restriction may be due to misinformed preconceptions of 
folk music and folk musicians. Perhaps our ability to grow 
as musicians and bring Swedish folk music to new audiences 
depends on our success in helping others understand more 
precisely and comprehensively what the music truly is. 

I will end with some questions for further thought. 
Given that our primary method for learning tunes is aural 
transmission, should our own use of notation seek to imitate 
that process, and if so, what type of notation would best fit 
this purpose? Were the detailed notations to be used as a 
learning tool, one might also ask if by outlining every aspect 
of a performance, we strip the player of their ability to exe-
cute perhaps the most sophisticated aspect of Swedish folk 
music: personal interpretation?  ■
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by Matt Fichtenbaum

This episode of Spela Bättre offers two good tunes, 
one from each of the CDs that I review in this issue. 
They’re good tunes in their own right; further-

more, having them available on recordings lets you hear 
them played well and gives you an idea on how they can be 
formed into music. Each offers its share of technical chal-
lenge.

Bohlins brudpolska
(Bohlin’s bridal polska)
This tune appears on Peter Hedlund’s new CD, 

Resonans. It also appears on Olov Johansson’s solo CD, 
Storsvarten, as Erik Bohlins brudpolska. Olov’s notes say 
that Eric Bohlin was August Bohlin’s grandfather. The tran-
scription is a fairly accurate representation of Peter’s version.

Play this tune smoothly and evenly, so as to let the 
bride dance without upsetting her crown. The tune is fairly 
straightforward, with the one significant fingering challenge 
appearing measures 12 and 13. I show one possible solu-
tion, which involves moving or rolling the second finger 
from D to C# on successive notes. Experiment with finger-
ings for this, and for the other phrases, until you find ones 
that work for you.

Polska efter Ludvig Olsson
Enshult, Småland
(“Barockfavoriten”)
I first learned this tune from a recording of Magnus 

Holmström’s teaching at Scandia Mendocino, and then 
worked on it more with Magnus at Ekebyholm. Magnus 
learned it from Johan Hedin, whose roots are in Småland, 
and Johan has recorded it on Låtar, his CD with Gunnar 
Idenstam. On that CD it appears, after a free-form organ 
improvisation, as Barockfavoriten (the baroque favorite). It 

SPELA BÄTTRE!
Improve Your Playing!

Two Polskas

is indeed very baroque in nature, and can refute any asser-
tions that folk music isn’t very deep.

Magnus plays it flowingly, with each beat lightly accent-
ed. The string of sixteenth-notes in measure 3, for example, 
sound like one continuous phrase. If you play the ornament 
in measure 4, take the G with the third finger and use the 
fourth finger for the A rather than changing strings.

In the second part, while all the notes in measure 14 
can be found on the A string, Magnus played the B and the 
A on the C string, taking both B and high G at the same 
time with the fourth finger and playing the run B-A-G on 
the C string. Measures 16 and 17 are another long string of 
sixteenth-notes which are played as one integrated phrase.

On the CD, Johan’s playing is very long-phrased and 
free, probably with more notes on a single bow than the 
transcription shows. Listen to the recording and experiment, 
both to find a realization that pleases you and to expand 
your arsenal of playing technique.  ■
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Polska efter Ludvig Olsson
Enshult, Småland.

 As taught by Magnus Holmström

Bohlins brudpolska
after August Bohlin, Harbro, Uppland.

As played by Peter Puma Hedlund on “Resonans”
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Styrbjörn Bergelt
Swedish Folk Music Treasures #4

An appreciation
by Matt Fichtenbaum

I first heard Styrbjörn Bergelt at a spelmansstämma in the 
early 1980s. He and Anders Eklundh, on two  
silverbasharpas, played some of the most compelling, 

rhythmic, impossible-to-sit-still music that I’d heard. He was 
also renowned as a musicologist with an interest in esoteric 
Nordic instruments.

This most recent in Rita Leydon’s series of Swedish 
musician videos is a profile of Styrbjörn and his music. It is, 
sadly, timely—Styrbjörn Bergelt passed away in early 2006. 
But such an artist lives on, and this film is one way the rest 
of us can meet him and learn from him.

Don’t think of this article as a review. Styrbjörn was 
not “performing,” but rather being himself and sharing his 
music. And he was one of a 
kind, so there’s no point in 
drawing comparisons. Instead, 
let me touch on why I like 
this film, and what you might 
find in it to stir your interest.

We see and hear 
Styrbjörn play spilopipa, 
videflöjt (an end-blown wil-
low pipe like the Norwegian 
seljeflöyte), and tagelharpa 
(a bowed lyre like the Welsh 
crwth), but mostly silverbas-
harpa. And while the film is a 
presentation of the man and 
his music, not an instructional 
video, there’s much to learn 
from his harpa playing.

Let me elaborate. In 
Styrbjörn’s silverbasharpa 
playing one hears the drone 
strings providing a solid, but 
light, rhythm, not “droning 

continuously” but played spaciously and with exquisite shap-
ing. Over them is the melody, characteristic quick strokes, 
neither abrupt nor scratchy. There are seventeen tunes for 
silverbasharpa, from traditional players such as Joel Jansson, 
Byss-Calle, Mats Wesslén among others. Some of the tunes 
are familiar to players of the modern harpa; all would be fine 
on that instrument, even if some might make the transition 
better after a change of key.

For silverbasharpa players, there are closeups enough of 
Styrbjörn’s hands and bow to make this a fine instructional 
video. For all of us players, both silverbas and chromatic, his 
driving and energetic but at the same time understated play-
ing is inspiration for our own efforts. Styrbjörn plays solo, so 
there’s no other player to distract attention, no other instru-
ment to obscure the sound.

The viewer has a choice of the Swedish soundtrack or 
an overdubbed track in English, mostly in Styrbjörn’s own 
voice. Besides over two hours of video, there are computer-
readable files with a list of the tunes, several articles on 
Styrbjörn and his music, and an audio file with a Swedish 
Radio program from 1983 (in Swedish) about him.

One quirk for me was that, alone among the DVDs I’ve 
tried, this one played fine on 
my DVD player but would 
not play at all on my IBM-
compatible computer, despite 
trying three different DVD 
drives and two different soft-
ware video player programs. 
I was able to read the supple-
mental files with no problem.

Consider this film, 
then, as a lesson in playing 
and interpreting traditional 
Swedish harpa music and 
another in playing silver-
basharpa. Watch this master in 
action, appreciate the connec-
tion to tradition that his play-
ing represents, and in this way 
get to know someone whose 
contact with the music left it, 
and us, richer.  ■
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by Tim Rued

I confess! There is one tune that I hate so much that I 
have refused to play it when asked—even when asked by 
someone who really loves it. I am a tune elitist!
I try not to be. It is only one tune, after all. But it 

makes me feel guilty, nonetheless. Why do I hate it? It is a 
very short, very simple piece—basically four measures, with 
a few repeating variations—but it just bothers me to play it! 
People in jam sessions used to get my goat by requesting 
it, just to see me squirm. I would usually play it, but often 
would get up for a kitchen break too. I guess that trying 
to play it the way it should be 
played just made me feel—well, 
embarrassed! There is no other 
way to put it. Sometimes there 
are tunes that make one feel 
that way.

I learned to play by play-
ing with everyone—old, young, 
expert, beginner, extrovert, shy, 
traditionalist, omni-style. I had 
such a great joy of playing, and 
learning new tunes, that I played 
everything that anyone would 
join me with. Oh, how I remem-
ber those days of sheer ecstasy in just being able to play!

Now, of course, after forty years of playing the fiddle, 
and thirty-two on the nyckelharpa, I have “discernment.” I 
recognize classes of tunes, styles of playing, and where vari-
ous tunes fall into tradition. I am glad to know these facts, 
and I use them in teaching, writing, and choosing tunes for 
concerts, dances, and jamming. But I don’t want to forget 
the young innocent I once was, and put a damper on the joy 
that another musician might have.

Why is it that so many musicians, after a while, eventu-
ally become elitists? I was jamming with several fiddlers in 
Sweden a few years ago, and someone suggested “Fiolen 
Min.” There was general laughter—the tune is one that has 
become a classic of accordion repertoire in Sweden, and it 
is one of the few “fiddle” tunes that is well-recognized by 
most Swedes who don’t know anything about fiddling. On 
this occasion, most of the fiddlers played it good-naturedly, 
and we all had a good time playing it—all but one of the 
best fiddlers in the whole group. World-renowned for his 
skill and his knowledge of the music, he put his fiddle down, 
and politely sat out this tune.

Why did he hate it so much? Fiolen Min (My Fiddle) 
was composed by Jon-Erik Öst, one of Hälsingland’s great-
est fiddlers. Yes, it is schmaltzy, and very “non fiddley” in the 
opinion of many, but it is loved in the region Öst came from. 
I believe that the fiddler who sat out just felt embarrassed 
about playing such a “non-fiddle” tune in a group of fiddlers. 
I’m absolutely sure that if he were jamming with a number of 
accordions, he would have had no qualms at all about playing 
it with gusto, with all the ornamentation at his disposal!

When the folk music revival was at its peak in the 
1970s, the set dances of costumed folkdance clubs were very 

popular. These dances were choreo-
graphed for audiences, so the musi-
cians were very restricted in what 
tunes they could play for a dance, 
and were limited to a certain pat-
tern of repetitions to make sure the 
tune fit the dance. There was (and 
still is) the famous “Green Book” 
of tunes that had music for all the 
dances, along with an instruction 
for each tune, of how many times 
to play each reprise to get through 
the dance properly. The Green 
Book was expanded a little with 

the “Blue Book,” which covered many non-choreographed 
dances, as well.

The folkdance clubs that used the Green Book were 
really responsible for keeping many fiddlers in action playing 
for dancing before the revival. In the 1950s and 1960s most 
public performance of fiddle music in Sweden was in con-
nection with these groups. Thanks to the their encourage-
ment, many young people started up playing just because of 
the fun of participating with the clubs.

But to what end when the revival did come? In the 
1970s when there were scores of fiddle festivals all through 
the summer, the Green Book tunes, and those who played 
them, became outcasts. There became a difference between 
“folkdance” fiddlers and “traditional” fiddlers. It did not 
matter much that most of the folkdance fiddlers were also 
traditional players. They had to hide that fact and stop play-
ing the Green Book tunes except when they were with the 
folkdancers.

There are also the “beginner” tunes. Every Swedish 

Tune Elitism

photo by Doug Oines

continued on next page ...
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fiddler can play Gärdebylåten, Gånglåt från Äppelbo, and Å 
Jänta och Jag. Every Swedish fiddler grew up with the song 
dances, Små Grodorna, Karusellen, Tre Små Gummor, ad 
infinitum. But there are those who will politely find some-
thing else to do when one of the “low class” tunes is played, 
or who will refuse a chance to play for a dance at the mid-
summer pole.

Tune elitism doesn’t end there—it may have to do with 
instruments, as well. Traditional fiddlers can be justly proud 
of the subtleties of style that give their music such depth. It 
is a sad truth that the development of the accordion helped 
end the fiddler’s importance in popular culture. It was an 
easier instrument to learn, and was loud, and acceptable to 
dance to for most dances. The number of available dance 
musicians increased, and most would play very cheaply or 
even for free. Most dancers were satisfied with accordion 
music if it was danceable, so the need for the individual fid-
dler was lessened. Eventually, people stopped dancing the 
dances that required the subtle rhythms that can only be 
produced with a bow, and fiddling faded out.

Some fiddlers still carry a grudge to this very day! 
Today’s accordions are much better instruments than those 
of the 19th century, and many players have broad repertoires 
of traditional fiddle tunes. But there are fiddlers who refuse 
to play with an accordionist under any circumstance. It is 
true that the fiddle’s nuances get drowned out by the oom-
pah of the bellows, but it can be a lot of fun to play with an 
accordion in the right spirit. There are quite a few songs and 
even traditional fiddle tunes that have found their way into 
the standard Swedish accordion repertoire. The fiddle tune 
elitists tend to ignore those tunes, even when played by fid-
dlers.

Are you a tune elitist? Try not to be. There is much joy 
in playing with others, whatever the tune being played. I 
have wonderful memories of a time when I was an absolute 
newcomer to Swedish music, and was invited to play every-
thing with everybody. Yes, I have a recording of my first 
meeting with Eric Sahlström. Besides the traditional tunes 
(Iskällarbacken, Långbacka-Jans Polska, etc.) and Sahlström’s 
own gems (Hardrevet, Akademipolskan, etc.), are tunes such 
as Gärdebylåten, Orevalsen, and yes, even Fiolen Min.

To be the best musicians we can be, we must set our 
sights on the advanced and more artistic tunes. But don’t, in 
so doing, forget the joy of playing just anything that comes 
up. Music, after all, is not worth playing if it does not bring 
pleasure. 

... of course, there is still that one tune that I just despise!

■  ■  ■

by Matt Fichtenbaum

It can’t be easy to be a master. You put your best effort 
into a project that emerges polished and gleaming, and 
folks, accustomed to the astounding work you do, give it 

a hearty “meets expectations.”  What to do?
Peter Hedlund rises to the challenge with Resonans, a 

new CD of deeply traditional tunes. Tunes that, had you 
been listening forty or more years ago, you might have 
heard from the great harpa players of the day. Tunes played 
traditionally and straightforwardly, unencumbered by mod-
ern arrangements and world-music instrumentation. Tunes 
free to put forth their inherent brilliant energy. I can men-
tion some names to pique your interest—Pintorpafrun, 
Hellstedts brudmarsch, G-dur polska efter Byss-Calle—but all 
the tunes are good ones.

Peter’s playing is clean and crisp, with a spare, sweet 
tone, and his notes fall into place lightly and easily. It’s 
not too farfetched to hear the echo of role model Eric 
Sahlström, nor would it be at all out of place to let this 
recording inspire one’s own playing and tune repertoire.

On this recording Peter is joined by bass player Bo 
Nordenfelt. I have mixed reactions to the bass. Sometimes 
I think it creates a full, more interesting sound. Sometimes 
I tune it out and just don’t notice its presence. And some-
times it completely overpowers the rhythmic subtlety and 

Resonans
Peter Puma Hedlund, nyckelharpa
Bo Nordenfelt, contrabass
RPMCD-004
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by Matt Fichtenbaum

I like this recording very much. It’s by no means a con-
ventional nyckelharpa CD; instead, it has a mix of tradi-
tional folk tunes, baroque and pre-baroque music, and 

a few original pieces, played on somewhat unconventional 
instrumentation by two very skillful, very free musicians.

Gunnar Idenstam is an organist who plays both clas-
sical and traditional music. He moves easily between the 
two, bringing folk music’s free interpretation to the classical 
genre, baroque realizations and voicings to traditional tunes.  
Johan Hedin is a deep, boundless player for whom the nyck-
elharpa pours out its heart with feeling. And the combina-
tion is outstanding.

The CD starts with a saltarello, a dance tune from 
fifteenth-century Italy that is right at home on harpa. Next 
is Långdans från Sollerön, slow and majestic on organ, and 
then a slow triplet polska in Jämtland style composed by 
Gunnar. That’s the first of six “suites” that together amount 
to the twenty tracks on this CD. In the other five, we 
encounter traditional polskas from Småland and Sörmland 
that could pass for baroque works, Orsa polskas and other 
Dalarna tunes, modern tunes by both Johan and Gunnar, 
traditional Uppland and Hälsingland music, and more.

This CD works for a whole bunch of reasons. It pres-
ents tunes you already know in ways that show how limitless 

Låtar: Swedish Folk Tunes
Gunnar Idenstam, organ
Johan Hedin, nyckelharpa
CAP-21733

the possibilities are. It offers tunes you haven’t heard, that 
are of the “gotta learn that one now!” variety. Perhaps most 
importantly, it exposes you to playing so free and expressive 
that it inspires your own music and widens your horizon.

Don’t buy this CD for “standard nyckelharpa music,” 
because it isn’t that. Don’t buy it as the one model for your 
own playing, because (1) Johan Hedin is one of a kind and 
an astoundingly good player, (2) you probably don’t have 
an organist friend handy who plays folk music, and (3) you 
won’t find too many others who play the repertoire. Buy 
it for the joy of listening to it, the wonder of hearing what 
Gunnar and Johan make of the tunes, and the glorious 
ensemble playing. And, maybe, to learn some of those deli-
cious, elegant baroque Småland polskas.  ■

ambiguity that make polska rhythm so appealing. It’s most 
successful on the tunes in 2/4 time where it establishes a 
steady rhythm that Peter can push or pull against for some 
delightful interplay.

The liner notes are pretty sparse. Peter notes that 
“... this is first and foremost a recording for all you folks 
who already have an understanding of Swedish folk music.” 
But even these fine traditional tunes will be new to some 
listeners, and one could wish for more text with some back-
ground information—place and time of origin, whether 
there is an associated story, even how Peter learned them. 
Peter does give us the name of the player from whose tra-

dition they come, so that’s a start for one’s own further 
research.

The CD’s name Resonans—resonance—suggests the 
nyckelharpa’s sympathetic strings and his own instrument’s 
fine voice. But in the selection of traditional tunes and 
Peter’s elegant playing, one hears the echoes of earlier times 
and players, of Eric Sahlström and August Bohlin and Byss-
Calle. That’s the true resonance.

Buy this CD and learn the tunes. It will expose and 
connect you to nyckelharpa playing in its timeless, traditional 
form. And you’ll have a peerless collection of new tunes to 
play.  ■
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by John Wendell

When tuning the nyckelharpa 
it is sometimes difficult for 
an electronic tuner to distin-

guish between the resonance strings and 
the bowed strings. It is possible to use 
your hand to damp the string you are 
not tuning at the moment, but I find 
that awkward. It is particularly a prob-
lem when adjusting the tangents. My 
solution was to make a string damper.  
Here is how I did it:

Materials:
Elastic Band, 12.5” x .75”
Ribbon, 8” x .25”
Thread
Button

Tools:
Needle
Scissors

Assembly:
Sew the ribbon on one end of the elastic 

starting about half an inch from the end. Sew 
the button on the other end about half and inch 
from the end. Sew a one inch loop at the end of 
the ribbon. See fig 1.

Variations:
In the folk tradition, I used the materials I 

had lying around. Obviously other size elastic 
bands and ribbon will work. The key parameters 
are that the ribbon is thin enough to fit over the 
resonance strings and under the playing strings 
and that the loop is large enough to easily get 
the button through.

Instructions for use:
When tuning the open playing strings or 

tangents thread the ribbon under the playing 
strings and over the resonate strings. See fig 2. 
On some nyckelharpas you might discover that 
one or more strings are still undamped. This 
occurs on my nyckelharpa where the strings 
change from wound to unwound. In this case 
thread the ribbon under the undamped string 
and over the next string. Remember, you may 
also need use your hand to damp one or more 
of the other playing strings to prevent them 
from resonating. When tuning the resonate 
strings you can apply the string damper to the 
playing strings to keep them from resonating. 

■  ■  ■

Make a
String

Damper
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Order Form
Prices listed are for ANA members/non-members.  

Price includes shipping to a US address.  

String Set Qty Price Cost

Prim Playing Strings  $53/$60 $

6+6 Resonance Strings  $20/$25 $

4+4+4 Resonance Strings  $20/$25 $

12-step Resonance Strings  $20/$25 $

   Total:  $

Name  

Street   

City   

State     Zip  

Phone   

E-mail  
 

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
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 manufactur-
ing company. Their fiddle strings are popular among 
folk musicians, and are available widely in the US. 
Their nyckelharpa 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, 4+4+4, and 
12-step. There’s actually some logic here:

6+6 is 
• 6 wound strings .021” (0.53 mm) in diameter 
• 6 plain strings .014” (0.36 mm) in diameter
 
4+4+4 is 
• 4 wound strings 0.24” (0.61 mm) in diameter 
• 4 wound strings .021” (0.53 mm) in diameter 
• 4 plain strings .014” (0.36 mm) in diameter 

12-step is 
• 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.

Nyckelharpa Strings for Sale
The American Nyckelharpa Association is pleased to offer 

nyckelharpa strings for sale! 
We have playing strings and three versions of understring sets.

Broken Hartz  by Matt Fichtenbaum

There was this gorgeous fiddler ... played 
beautifully. But she had the unkind habit 
of trampling on other fiddlers’ rosin. She’d 
move through the festivals, leaving a trail 
of broken hartz.

(”Hartz“ is the Swedish word for rosin.)
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The American Nyckelharpa Association
The ANA is a non-profit organization dedicated to fos-
tering the nyckelharpa, its music and its dance in North 
America. We sponsor and produce music and dance 
workshops across the country featuring the  
traditions of the nyckelharpa.

ANA Membership dues are $10 per year, which 
includes a subscription to this newsletter. Send to the 
address below, and please indicate if you play the nyck-
elharpa and if we can publish your name in our roster.

www.nyckelharpa.org
Source of information about the nyckelharpa,  
nyckelharpa players, a history of the instrument,  
nyckelharpa events and more!

Nyckel Notes
Published quarterly. Send submissions to Nyckel Notes at 
the address below, or to: nyckelnotes@nyckelharpa.org

The American Nyckelharpa Association
c/o John Wendell, 1486 Ulupuni Street

Kailua, Hawaii 96734

I’d like to thank everyone who 
responded to my two recent questions. 
It was really interesting to “hear” the 
comments that came back. I’ve assem-
bled some of the replies so our ANA 
family can enjoy getting to know each 
other a bit more. 

It is the second of October 
(already!) as I write this. I am freshly 
back from a three day biking trip 
among the turning leaves of Vermont. 
Verrrrry invigorating. No, I didn’t take 
my nyckelharpa along ... yes, I should have ... the  
getting-to-know-you aspect of such an adventure let me 
know loud and clear that the nyckelharpa should have been 
there too. Next time.

I was thrilled to discover that everyone who promised 
to send me content for this issue of Nyckel Notes actually 
made good on their promise and although I have never put 
together an issue of Nyckel Notes I will give it my best shot 
trusting that you all will forgive me if it isn’t as excellent as 
when Tim Newcomb handled the task. Thankfully, I have 
Tim’s template to work with. So here goes!

And lastly: Keep in mind, please, that we are sorely 
in need of a volunteer to rise to the surface, arms awav-
ing overhead, offering to handle the assembling of Nyckel 
Notes. In an ideal world, the task might be split by several 
people, i.e. editor and graphic layout artist, but if we could 
have just one offer from a capable person, we’d be pleased as 
punch. The current template is in Adobe InDesign format. 
Meanwhile I'll do my best.

—Rita Leydon, President

Rita’s Notes

You recognize guy on the left, right? That’s 
Peter Puma Hedlund. But who’s the guy in blue? 
It’s one of our newest ANA members, John 
McCutcheon. John is a long time professional 
performer in the folk music world and I suspect 
many of you are familiar with his work. He spent 
a couple of intense days with us in Lahaska while 
Peter was here this past summer. We’ve supplied 
him with a loaner harpa to tide him over until his 
very own arrives.

[editor’s note: below is a further elaboration to Glenn’s 
reply to my querries.]
Comparing three and four row harpas
by Glenn Greene

I think it might be helpful to compare the three-row 
and four-row harpas for the benefit of players who are not 
familiar with both styles of harpas. Following is a brief 
description of the differences:

 Three-row harpa: Tuned C, G, C, A from low to high. 
The three-row harpa has a C drone which adds depth to the 
music. The three-row has a “sixth” interval between the C 
and A strings which makes some tunes written for the three-
row easier to play. (Note that the D string on the four-row 
could be tuned down to C for these tunes.)

 Four-row harpa: Tuned G, D, A, E from low to high. 
The four-row harpa has an E string which permits most of 
the harpa tunes to be played using lower left hand posi-
tions on the keys. I think many tunes written for a fiddle are 
easier to play on the four-row harpa. Another difference is 
that the order of the strings is “inverted,” i.e., the three-row 
harpa has the largest string, the C drone, uppermost  in the 
playing position, while the four-row harpa has the smallest 
string, the E string, uppermost.

When going from one instrument to the other, it’s very 
easy to “zig” when you should “zag.”  ■


