
The name Fidelkråm is taken from a wedding poem from a parish in Selmsdorf, in which a 
musician is asked to bring along more instruments in addition to his ’gantzen 
Fidelkråm’ (his ‘entire fiddle junk’). The founders of the ensemble, fiddlers Antoinette 
Lohmann and Ro Krauss, found each other in their common interest in the oral musical 
traditions of both the past and the present. They are both fascinated by the endless 
creativity and inventiveness often displayed in folk music. There is an incredible variety of 
local styles and individual techniques  to be found in this area that can evoke a very wide 
spectrum of expression and emotions, and often in the most individual way.  

Any attempt to enter the world of the not officially trained musicians of the 17th and 18th 
centuries means we are entering an illiterate world and thus a world in which little or 
nothing was documented. Moreover, everything written about the not officially trained 
circles concerns filtered information: it always concerns descriptions through the coloured 
and critical glasses of people from outside these circles. This is partly due to the fact that 
music was seen as a craft in the 17th and 18th centuries: only through serving an official 
apprenticeship with a master one could become a respected, ’honest‘ craftsman. Thus, all 
17th  and 18th  century sources are referring  to the not officially trained musicians in a 
pejorative or mocking way, emphasising their humble background, their poor technique 
or their inferior instruments: Schergeiger (field violinist), Brättlgeiger (board violinist), 
Linksfäuster (referring to the left hand/fist that looks like a begging bowl), Saitenkratzer 
(string scratcher) etc. 

The circle of not officially trained musicians was probably much bigger than the circle of 
officially trained musicians. There was a much wider range of social classes among 
musicians than we seem to take into account nowadays in our attempts to reconstruct the 
musical past anyway. When we focus on the written sources of the past, we tend to forget 
that the information we find in these writings probably only applies to the circles in which 
the source in question was written or published, and this usually concerned the higher 
circles. We must realise that in the different social strata, musicians performed the music 
that was usually known and sought after within their own circle, for the  specific goals 
within that circle, and their own way. 

Polleke Saitenkratzer's discovery of Johann Fischer’s suite Unterschied zwischen einen 
rechten Violinisten und gemeinen Bauren-Fiedler (to be found on Furor Musicus’ CD 
der habile Violinist) was the historical sensation that led to the founding of Fidelkråm, 
because with this piece she suddenly got hold on something that was usually never 
written down. In this entertaining work, J. Fischer, whose father probably was a Spielmann 
(minstrel), places a ’real’ (that is, an officially trained violinist) and a simple, uneducated 
peasant fiddler side-by-side. The violinist plays noble French dances, the fiddler, on the 
other hand, plays more folk-like variants with many diminutions (variations), simple, 
sometimes dubious harmonies and not always very refined imitations, probably all realistic 
renderings of what Fischer might have heard some peasant fiddlers play. 



For the creation and development of our repertoire, we have chosen a fairly broad scope. 
Antoinette’s unique knowledge, partly rooted in her knowledge of 17th and 18th century 
music and partly rooted in her background in folk music, and Ro’s unique knowledge, 
deeply rooted in the musical traditions of Eastern-Europe, were our starting point for the 
reconstruction, or rather, the construction (as we know too little) of the oral (musical) 
traditions in 17th- and 18th-century Europe.  

In Eastern-European music, a lot of German melodies can be recognised, but all 
performed in their own musical style (different rhythms, different ways to accompany, 
different scales, etc.), but all of the performed differently in different cultures and 
communities. At the same time, a fairly large number of little music books  have been 
preserved (mostly from the 18th century), in which folk tunes were documented. In 
addition, many folk elements can be found in the works of a number of 17th -century 
(court) composers, such as J.H. Schmelzer, albeit through the aforementioned filter. Folk 
music and culture were popular at many courts, probably because they provided an 
excuse to ignore the strict protocols people were usually subject to in these circles. 
Telemann is an important source of inspiration for us as well, not only because many folk 
melodies can be found in his compositions, but also because he left behind an interesting 
collection of Polish melodies. He even wrote about the fact he got very inspired by a few 
Polish folk musicians, saying they had given him enough ideas to inspire him for the rest 
of his life. Actually, in most baroque dances we can recognise folk elements and it is not 
difficult to ’reconstruct’ these back to folk melodies. 

As nothing is written down, we are even more in the dark where it comes to the way the 
melodies were accompanied and embellished. Even though many of the 17th -century 
ornaments we know might seem to be quite folk-like, they might as well be rather 
cultivated already . We also have to take into account that there must have been an huge 
variety in the level of playing, even amongst the unofficially trained musicians. For our 
(re)constructions we have been inspired by our knowledge of the written repertoire and 
the aesthetic developments of the music of the 17th and 18th centuries, as well as by the 
folk traditions of today and the developments we know of throughout the 20th  and 21st  
century. By comparing, using and combining the examples mentioned above, and 
especially by treating them our own way, as every culture actually does, through our own 
musical knowledge and intuition, seeking the strongest and most individual way to 
express the emotions in the music, by letting go on the limitations of classical 
performance practice and education, Fidelkråm has already built up a unique repertoire 
and created its own ‘tradition’ and style. 

Fidelkråm’s musicians Polleke Saitenkratzer, Räuber Kneißl, sometimes supplemented by 
Grommer Imbergen on the bass, grew up together in Piła/Fűrész/Säge/Žaga/Fierăstrăul/
Píla, a Kashubian/Slowinian/Eastern Pomeranian/Romanian/Polabian/Sorbian/ Hungarian/
Transylvanian village, and learned everything necessary from the local steel bender, the 
cook of the inn, the beautiful wife of the knife grinder and the attractive son of the sheep 
shearer from a neighbouring village. An ideal situation, because the similarities in the way 
the tools are handled in the various crafts are striking, as adding spices is a necessity, in 



music, in life and in the kitchen. Caning, shaving, pepper punching, these are all 
techniques that can be widely used and that receive daily practice in Piła/Fűrész/Säge/
Žaga/Fierăstrăul/Píla. 

Fidelkråm is playing on instruments that were used in the lesser educated circles of the 
17th and 18th centuries, some of which are still in use today, such as a clog violin, a 
farmer’s violin, a Sorbian Grobfidel and a Bass Ploschperment (portable bass), in our case 
a variation on the Bumbass. 

Antoinette Lohmann has always been active in a wide variety of musical areas. As a 

freelance player, she has performed and recorded with many orchestras and ensembles all 

over the world. Currently her repertoire extends from the early 17th to the 21st century, 

always performed from a historically informed perspective. She has a special interest in 

unusual instruments such as the viola d'amore, the violino piccolo and their repertoire. 

She is also fascinated by the differences in the way the violin was played by the various 

social classes in the 17th and 18th centuries. This is evidenced by Furor Musicus’ CD 

featuring works by Johann Fischer (released in September 2020), which includes musical 

comparisons of a peasant fiddler with an educated violinist, and, even more so, by 

establishing the beer fiddler ensemble Fidelkråm. 

Antoinette has recorded the complete sonatas for piano and 

violin by Joseph Martin Kraus and Margarethe Danzi, bassoon 

quartets by Franz Danzi and Krommer, chamber music works 

by Belle van Zuylen and 17th-century repertoire from the 

Netherlands. In recent years Antoinette has focussed 

primarily on 17th- and 18th-century chamber music, with 

special emphasis on unknown works and Dutch repertoire. 

Antoinette founded Furor Musicus in 2008. This ensemble is 

primarily devoted to performing and recording little-known 

17th- and 18th-century repertoire on period instruments and 

carrying out the necessary historical research. The group’s 

core members all fall into the category of the musicus 

curiosus, a term that in the 17th century referred to a musician who considered a thorough 

knowledge of the fundaments to be the basis of his craft.  

The name Furor Musicus derives from the term Furor Poeticus, a Latin expression often 

used to refer to poetic inspiration in ancient Greek and Roman literature. The word ‘furor’ 



refers to a state of intense excitement, sometimes bordering on madness. The term Furor 

Poeticus refers to the capacity to be inspired and to inspire others. Poetic inspiration is 

often described as a state in which the poet is the passive and unconscious mouthpiece 

of a higher power, but in fact, there was an equal emphasis on craft and inspiration 

throughout antiquity.  

Furor Musicus have released many more recordings; transcriptions of works by J.S. Bach, 

among them Antoinette's reconstruction of a Bach viola concerto. Their CD’s Phantasia 

Musica, Der habile Violinist and Thesauri inventio all feature previously unknown 17th-

century German and Austrian repertoire. These recordings were all received with critical 

acclaim. Dutch repertoire is represented by violin sonatas of Jacob Nozeman (1693-1745) 

and Pieter Hellendaal. 

Antoinette teaches principal study baroque violin and viola at the Conservatorium van 

Amsterdam and Utrechts Conservatorium. 

Ro Krauss (1970) started playing the violin & the viola at the age of 7 and studied at the 
conservatoires of Rotterdam, The Hague, Utrecht and Malmö (Sweden).  
In 1996, he graduated Cum Laude at the Utrecht School of the Arts (HKU). Ro has always 
been very interested in improvised music and folk music as well. He made many trips to 
the Balkan to master many different styles. He also took lessons with a wide variety of 
jazz- and pop-specialists. 

Ro is in great demand as a session player and performed 
with a many artists, such as Mathilde Santing, Carel 
Kraayenhof, Janine Jansen, Guus Meeuwis, Spinvis and Yo 
Yo Ma. From 2005 to 2007 he was member of the Wende 
Snijders Ensemble in the productions Au suivant and La fille 
noyée. Furthermore, he has been a member of the 
instrumental ensemble of the International Dance Theater, 
the jazz formation Big Bizar Habbit and the dance company 
Meekers. Ro Krauss has worked with theatrical heroes such 
as Karel de Rooij, Martin van Waardenberg, Titus Tiel 
Groenestege, Ed Wubbe, Stanley Burleson and Joost 
Spijkers (Ashton Brothers). 

Ro was the co-founder of the musical theatre group Släpstick (previously known as 
Wëreldband), a group that has no comparison: it operates on the cutting edge of physical 
comedy, choreography and music. The group was praised for its musical capacities in 
particular; the five members of the group master many different instruments at the 



highest level. Släpstick played a major role in productions such as Stormruiter (2018) and 
Weltweihnachtscircus in Stuttgart (2017), and collaborated with the Scapino Ballet, the 
Residentie Orkest and with artists such as Brigitte Kaandorp and Ellen ten Damme. 
Släpstick won the “Spirit of the Fringe Award” for the most convincing debut at the 
Edinburgh Fringe Festival in August 2017. Subsequently, the group played in the UK, 
Germany, Denmark, France and New Zealand. 

In addition to the artistic production, Ro has always been supervising the technical 
production of Släpstick. Within this company he dealt with (tour)management, business 
aspects, technical and artistic connections, P.R., social media/websites, sponsorships, 
grants, and more. 
 

Frans Grapperhaus is a Dutch/Belgium cellist, but doesn’t 
really like to talk about himself. He played with Wannes 
Capelle, Broeder DielemanThe Wallace Collection and many 
others. He is a sweatheart.


