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ARTAmembes stayin touch online through @& e-
mail discussion I§t. To join the ARTAnauts online,
please contatsarf@concentric.net

I am looking for recorder teachers in Sweden. One
of my students, age 9, is moving back to Sweden
with her family in June after living in Shaker
Heights, Ohio for 3 years. She has studied recorder
using the Suzuki method, but would have no
problem switching to traditional music instruction
at this time. She will be living in Lomma which is
near Malmo. Names and email contacts would be
greatly appreciated. Nancy Kennard

Hello ARTAnauts. Good news. Recorde
Education Journal Vol. 7 is now being shipped
from Holland to the US. The shipment will take
approximately two weeks to arrive here. Then,
Catherine Hawkes will ship them out to the
membership right after she receves them. We
apologize for the loooong dday in REJ 7. We must
keep in mind that we are an all-volunteer work
force. Eva had tons of translating to do for this
issue. Then thee were the inevitable problems of
transferring files from computer to computer when
it came time to print. But, our REJ staff is learning
to solve those problems as they arise. The other
good news is that there was enough material
submitted for REJ 7 to fill two issues, so REJ 8
should come out fairly quickly in the fall.

At the end of the interview with Anthony Rowland-
Jones Part Ill, there is a brief note explaining that
Anthony has graciously offered to allow me to open
up Part IV to the entire ARTA membership. In
other words, you can create questions for Anthony.
Please read (perhaps reread the first two parts)
before sending in questions to make sure that your
guestion has not already been covered. Part | is in
the January, 2002 ARTAfacts Part Il is in the

March, 2002 ARTAacts. Send the questions to me

<Sue.Groskreutz@att.net> by July 30. | will

organize the questions into topic areas, and then

send them on to Anthony. This is a golden
opportunity! Don’'t missit! The best to all of you.

Sue

Susan P. Groskreutz, President,

American Recorder Teachers’ Association

The ARTA membership wishes to thank Maarten

Legéne for his rededgn of the ARTA website.

Meet the New ARTAweb Webmaster

Christophe Barry, who holds a B.M. from Berklee
Collegeof Musc in Boston, 199 (major in Music
Production ard Engineerirg) introduces himself.

My principal instrument [at Berklee] was guitar, but
| picked up trumpet about six years ago and
recorders three years ago. My musical interests
have developed from 70s progressive rok and jazz-
fusion ...to post-bebop improv ..to traditional
European orchestral and chamber music. For the
past couple years I’'m head-over-heels into Baroque
and Renaissance music, and I've been Newdetter
Editor for the Recorder Society of Connecticut for
two years.

In the 90s | worked in the film and video industry
in New York, then became a database software
engineer in Stamford, CT for afew years. This year
| started my own company (“Syzygy Music, Sound,
and Vision”). I'm doing educational multimedia
programming and sound editing, producing and
recording chamber music, ..and any recorder
teaching | can fit in!

My firgd recorder workshop is this summer at
“Camp Sunshine” in Maine - volunteering as part of



a retreat they offer for kids with cancer and their
families. [My] current music recording project is of
some original late Romantic German music. pipe
organ, grand piano, and voice compasitions.

I’'m glad to help ARTA with its website, and to be a
little close to recorder teachers and the early-music
community. It's very rewarding for me to
contribute technical skillsto creative people!

Email Christopher: empty @o ptonline.net
ARTAweb : http://www.mwemm.com/arta/

ERTA-UK Website

Evelyn Nallen, Charman, ERTA UK, says, “ Do
tell us your news and join any discussions,” at their
website. Itislocated at: www.erta.org.uk
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Suzuki Method Recorder Workshops
ARTA membertakes recorder workshops to East
Coastand to EuropeStucdents, parents, teachers,
others welcome.

Katherine White is offering an American Recorder
Society Workshop at the Unitarian Church School
in Somerville NJ on 27 July, 2002 from 11:00-3:00.
Demonstration lessons will be given and there will
be a variety of ensembles for all levels. We will
focus on tone production, breath, and movement.

To register contact: Katherine White, M .A, Music
Ed. Suzuki Association of the Americas Registered
Teacher Trainer, ARS/ARTA Clinician, P.O. Box
233, Fairfax CA 94978-0233, email:
watertrees3 @att.net; VM: 415.339.8163. Pre-
Registration is required.

England: Ms. White will join Nancy Daly (UK)
and Jaap Delver (NL) at the International Suzuki
Recorder Teacher Training Course and Student
Workshop from 3-8 August at the Culford School
near Cambridge.

Registration: Suzanne Porter, General Secretary,
British Suzuki Institute, Recorder Summer School,
39 High Street, Wheathampstead, Hertfordshire,
AL4 8BB, email: bsi@suzukimusic.force9.co.uk;
www.britishsuzuki.com, Tel: +44 (0) 1582 83
2424; Fax: +44 (0) 1582 83 4488.

For inquiries other than payments contact: Nancy
Daly, Course Convenor, 7 Agincourt Rd, London



NW3 2PB, email: mail@intune.uk.com; Tel: +44
(0) 020 7284 3958

Netherlands: From 12-17 August Ms. White will
join faculty Alice van der Meer and Jaap Delver
(NL), at the International Suzuki Recorder Teache
Training Course and Student Workshop at
Aalsmeer Music School near Amsterdam, the
Netherlands.

Registration and lodging: Jos Koot, Workshop
Director, Burgemeester van Trichtlaan 136; 3648
VK Wilnis, Nethelands, Td: 0031 297 24 2444
email: jja.koot@wolmail.nl.

For specific questions regarding student workshops
or teacher courses, please contact Katherine White
(see above).

Teacher Training information: Teacher trainees are
required to send a videotape audition to Suzuki
Association of the Americas (SAA). See the
website, www.suzukiassociation.org. Teachers must
be SAA members before enrolling in any course
other than Unit 1A.

ANTHONY ROWLAND-JONES

INTERVIEW - PART 111
Sue Groskretr

Readersmay want ¢ referto Part | in the January,
2002 ARTAfacts, and Part Il in the March,2002

ARTAfacts. The January ®&sue is postk at

www.mwemm.com/artaThe March issuewill be

postedsoon. Many oftte quetions in this interview
werederived fom reading Arttony’s book entitled
Playing Recorder Sonatas.

At this point n the inteview, Anthony sends both
good news and badnews. The good ews: Oxfad
University Press has deded b keep Playing
Recorder Sonatas in print permanently.The bal
news:Recorder Technique is now out of print.

Sue: | was disappointed to read what you had to say
about Neumann's book [Ornamentation irBaroque
and PostBaroque Music] as | have purchased the
book and begun to read it.

Anthony: Neumann’'s book is stupendous as an
incredibly comprehensive work of scholaship,
especially in relation to Bach. He has firm ideas,
which were duly challenged by other scholars. |
prefer Donington’s amost egually massive tome,
though he is sometimes too dogmatic in his
approach to an elusive subject. These are works of
reference, not a way to learn how to ornament
recorder sonatas. In fact, it is your organization
[American Recorde Teachers' Association] that
has published what is now the best approach to
Barogque ornamentation in issues 5 and 6 (1999 and
2000) of the Recorder Hucation Journal David
Lasocki’s contributions to these two issues are, as
always, brilliant. When | read his writings | often
feel “I wish I'd written that myself” If you read,
mark, learn, inwardy digest and then APPLY
everything in those two issues, you'll get to the
point where reference to Neumann, Donington,
Dolmetsch and Dannreuther will become
meaningful and worthwhile.

(Edward Dannreuther was the author of Novello’'s
‘Music Primer’ on Musical Ornamentation,
published in 2 vdumes of about 200pp - price 6
shillings each! - in 1893-5, a superb compilation of
excerpts - some quite long- from the writings or
other indications by composers and others on
ornamentation, ranging from about 1600 to
Wagner, together with a scholarly commentary. It
is atremendous pioneering work.)

Couperin, Bach, Telemann and Handel tell us, in
different ways how they like ther music to be
ornamented, and so, later, does Quantz in his
invaluable book On Playing the Fluteand in his
Solfeggi.(See John Byrt's article in Leading Notes
viii/2 Autumn 1998, the journal of the UK National
Early Music Association, pp. 6-15. This journal
has been superceded by MMEMA’s current journal
Early Music Performe))

Sue: | really enjoyed reading the chapter on
tonguing in Playing FRcorder Sonatas(PRS-
chapter 5). Since | taught myself how to play the
recorder (and made just about every mistake
possible), my fingering abilities developed way
ahead of my tonguing abilities. Many students that |
have worked with mirror my own development.
They have quite good finger technique, but very
uninteresting articulation. Listening to students and



helping them to liven up the articulation has
probably helped me as much as it has them!
Chapter 5 should be considered required reading for
all emerging recorder players. Although | had
previously heard or read much of the information in
the chapter, the way you have organized the
tonguings into the quick-speaking to the slow-
speaking articulations makes it easier to organize
my thoughts and helps in decision making as to
where to use which articulations.

But the real highlight (for me) in this chapter was
your tonguing suggestions in the Furioso of the
Handel Sonata in D minor. Then, | came across the
footnote that reads: “Players trying out and
practicing different tonguings will find that wearing
ear-plugs emphasizes the sound effect of their
tonguings, and this may help them to make a more
informed choice of articulation and achieve
tonguing accuracy, neatness, and variety.” (p. 188)
| tried this, and | could not believe how much it
helped. So, thanks so much for this valuable
footnote. A particularly useful (and fun) articulation
pattern that you discuss is the “ticker tacker deree
digger do.” | also appreciated the discussion about
the differences that the vowel sounds make in
choosing articulations. Also, the “y” tonguing is
something that 1’ve never used, but | am beginning
to find it useful in difficult slurs. Do you have any
more words of wisdom regarding the elusive topic
of articulation?

Anthony: Now for your really difficult question -
articulation. Quantz wrote out pieces of music with
tonguing consonants marked above each note in his
Chapter VI ‘Of the use of the tongue,’ but his
meaning isn't always clear because of the vital
relationship between tonguing and inequality. |
don’t think it would be a good idea to publish a
whole set of pieces (sonata movements etc) as an
exercise book, as that would make the subject too
categorical and rigid. Like so much else in Barogue
music, articulatory interpretation is subjective,
depending on one’'s conception of the affect of the
music, and rhetorical considerations in its
communication. One cannot be prescriptive But a
few examples are needed to show the nature of the
guestions that need to be asked. There is a book of
mainly very difficult exercises called The Complete
Articulator [by Kees Boeke], but it was not my cup
of tea. | did like the section “Articulation in Early

Baroque’ which helps you understand the historic

sources of articulation precepts in Urike Engdke’s

Music and Langiage—Interpetation of Early

Baroque Music According to Traditional Rules
Zimmermann, Frankfurt (in German and English

parallel) pan 174, ZM 2814, (1990) pp. 54-60. And

anything written on French articulation by Patricia

Ranum (e.g. American RecorderJanuary, 2001) is

the summit of authority - never do differently from

what she says. Walte van Hauwe's The Modern
Recorder deals with articulation progressively in

each of its three volumes - all good stuff. He very

rightly suggests that each recorder playe needs to

develop his/her own style of articulation.

In these last two writer's paoints is the hub of the
problem. No two people enunciate the same thing
in exactly the same way, as profiles of tongue,
teeth, mouth and lips differ. And there are many
different languages and many different ways of
speaking them. ‘D’ is pronounced differently in
Spanish, Italian, French, German, English Engdish
and American English, and ‘r is even more
variable, especially between England and Scotland.
To teach tonguing you have to be a linguist,
phonetician, speech therapist, music historian,
musician - as well as a crazy recorde player. | had
to teach a Japanese pupil tonguing: it was grueling
(but she sdtill sends me a danty card every
Christmas). Added to this, you need to
accommodate tonguing to the voicings of each
individual recorder - Renaissance or Baroque style,
descant, tenor or bass, etc. And then imagine how
the composer would have articulated the music if he
had sung it in the language most familiar to him at
the time of composition. | said it was a difficult
subject.

Sue: Concerning my own personal difficulties with
the “r” tonguing, one instructor suggested that | say
“daddy” with the “r” sound supposedly coming on
the second syllable of “daddy.” Can you shed any
further light on this mysterious tonguing for me?

Anthony: One American writer did suggest the
second consonant of ‘daddy’ as a way of getting ‘r’
articulation, but this would bamboozZe English
readers who would produce two ‘d's, the second
lighter by virtue both of the strong-weak
accentuation and the tongue-raising effedt of the
following vowel. The speech therapists’ trick is to



make the patient (he/she needs to be) say ‘a rat a
rat’ over and over again. This worked well with my
Japanese student, whose patience was phenomenal.

There's another more amusing way and that is to
“sing” tongue tunes. This is best done by placing
the tongue, centrally in the mouth (i.e. vowel “err”),
just grazing on to the teeth-ridge with the sides of
the tongue only gently against the back upper
molars. If a very ft ar-stream - the merest
whisper of air - is then activated, you (but no one
else) will hear a note of a recognizable pitch created
by the tiny vibration between the end of the tongue
and the teeth-ridge. It takes a bit of getting, but
comes in the end. When you can hear it, move the
cheeks in and the pitch will fall about an octave,
with intermediate cheek positions giving
intermediate notes - so you can play tunes! This
will soon accustom you to getting the tongue
straight to an “r” position which will be about right
for Handel, Bach (or Quantz), even Ganassi, but not
for French music. Patricia Ranum says that the
French “r" is forward of the teeth ridge, where it
won't play tunes. If you press the tongue forward
and upward - firmly upward so that it bears on to
the back upper molars, you will be in the “y”
position at an “ee” breath-delivery. This is a
positive stricture in air-flow. Using this “y” very
sharply with a simultaneous drop in breath-pressure
time at lightning speed to synchronize with finger-
movement you will eliminate most register-break
clicks in slurring, even upward ones. The ultimate
exerdsein the E-flat F G slur in “Sheep may safely
graze” when it repeas as an echo effect. Even
professionals dunk this, thereby missing out on the
echo. | admit to touching it up with “r” to help me
over the high register break A low breath-pressure
as “y” doesn’t seem quite sufficient. But it depends
very much on the voicing of the instrument and its
bore. Bach used rather narrower bore recorders than
Handel, made to play cleanly in the higher register,
but weaker on lower notes.

I’'m putting with this some of my teaching notes for
tonguing, but of course used Ganassi and Quantz
for their respective periods, and two American
Recorderarticles not updated in your journal issues,
one from 34 years ago! [Sue's note: Unfortunately,
these teaching notes could not be included in
ARTAfacts as they would have made the file
impossibly huge. Howeve, | have scanned these

notes, and if you would like a copy over the email,
please contact me at Sue.Groskreutz@att.net.] This
is “Tonguing and Rhythmic Patterns in Early
Music” by George Houle in AR, VI/2 (Spring,
1965), and the other is “ Articulation: The Key to
Expressive Playing”’ by Scott Reiss in AR,
November, 1986, pp. 144-9. Both are very
important articles.

Sue: While reading Chapter 6 concerning
ornamentation, | came upon the following
statement regarding some lower notes in Fontana's
Sonata Terza: “ The suggestion here, as these low
notes are particularly rich in tone-quality on many
Renaissance descant recorders, is to generate huge
sonority, using breath-, finger-, and possibly also
tongue-vibrato all at once.” (p.111) While | have
used all of these types of vibraos individualy, |
have never used them in combination. | tried using
breath and finger vibrato together, and my finger
tends to want to move at the same speed as my
breath. | wonder if you could elabor ate on this.

Anthony: Early 17th-century music was performed
with passion (“affect”) to the point of excess - a
quality found in the architecture and drama (e.g.
lavish masques) of that period. So my suggestion
of playing three types of vibrato at once is derived
from this idea. You will find just attempting to do
it will achieve the right effed (affect) because of
the “over the top” concentration it requires. It
doesn’t matter if some wavelengths synchronize. If
you actually notice that, you haven’t got it right - it
should be an uncortrolled outburst!

Sue: OK. Let’s hear it for uncontrolled outbursts!
Just wait until my next lesson with Eval A nother
guestion/comment. | came to this quote on page
140 of PRS: “Mattheson asserted that the recorder
was the ‘only woodwind instrument on which one
could play perfectly in tune in al twenty-four
keys.’ [In Critica Musica (1722) quoted by Walter
Bergman, “Henry Purcell’s Use of the Recorder,”
RMM 1 (November, 1965), pp. 333-5.] Then you
stated: “Gratifying though this statement may be,
the emphads has to be on ‘could” Remembering
that original Baroque recorders were often less
well-behaved intonationally than modern recordes,
the statement ought perhaps to read ‘...on which it
is just about possible, with a critical ear and
considerable application, to play perfectly in tune in



al twenty-four keys. In my recorder youth, |
purchased all four volumes of these sonatas, and |
worked my way through them all. While my
intonation in some of the heavier keys left
something to be desired, the technical gains that |
experienced astounded me. | discovered all kinds of
useful alternate fingerings and trill fingerings that |
would never have found atherwise, and my sight
reading ability jumped by eons. (Of ocourse, | also
practice scales and arpeggios in all keys as well as
chromatic scales beginning on every note.) While |
wholeheartedly agree with you that “... the quality
of the music would not always justify the effort and
nervous tension that would be expended in
performing them..,” (PRS p. 139) | would go
through this “Schickhardt torture” again, and |
would recommend it to others. Am | giving out
good advice here?

Anthony: The answer is “yes within limits.” It is
clear from this question and some of your earlier
ones that you are a person of considerable
determination and perseverance - almost a glutton
for punishment! Practicing dl the scales throughout
their range, and playing sonatas written in keys
with scary key-signatures only to demonstrate the
versatility of the recorder (i.e. Schickhardt’s), is an
excellent way of getting to know your instrument,
its strengths and weaknesses, and how by skillful
fingering and breath and articulation cortrol, to
remedy weaknesses. But not all people thrive on
hard work, and | would hate to put a less
determined pupil off Baroque sonatas generally by
forcing some rather uninspired music in six flats
upon him/ her.

Scale practice is of course essential but one has to
judge for each pupil how best to inveigle him into
the hard work side of recorder playing. My book, A
Practice Book for the Treble Recordedesigned to
accompany Recorder Tehnique (both, alas, out of
print), uses part of a very beautiful piece by
Edmund Rubbra to exercise both C-sharp major and
F minor in close juxtaposition, and an exciting
piece by Gordon Jacob marked “Presto con fuoco”
exercises chromaic scales in both directions.
Vivaldi provides plenty of arpeggio exercises.
Similaly my “Three Blind Mice” exercise at the
back of PRSis a superb way of learning a whole
range of fingerings as well as how to play a well-
turned trill, but needs, in teaching, constantly to be

related to actual trills found in rea and enjoyable
music. Systematized practice nesds to be seen as a
means toward enjoying the recorder and its music
more, by playing with greater skill and confidence.
Music will never sound right if the player loses
his/her enjoyment and zest.

Sue: Now on to your current love - your recorder
iconography project. | have not even begun to study
this, but | suppose the best place to start is to read
through the massive amount of Recorder
Iconography information on the Recorder Home
Page at http://members.iinet.net.au/~nickl/art.html,
Nicholas Lander states that you are “...the real
genius behind this catdogue. His [Your] unstinting
support and ongoing corrections, additions and
comments have been invaluable.” Where
(geographically speaking) do you expect your
iconography project will takeyou inthe future?

Anthony: You stated: “l suppose the best place to
start is to read through the massive amount of
Recorder Iconogrgphy information on the Recorder
Home Page?’ To this the answer is “no”! Simply
because it is a massive amount. Although it is fun
browsing it, it is really intended as a catalogue for
reference. Iconographic evidence has its uses in
telling us about the history and development of the
recorder, about who played it, its symbolism, and -
to some extent - performance practice. All these
aspects are touched upon in the captions to many of
the fifty or so illustrations in The Cambridge
Companion to the Reeorder (ed. Thomson,
Cambridge University Press, 1995) so this makes
quite a good start on the subjed. On symbolism |
have just done a “Concise Guide” which will
appear in the Summer issue of The Recorder
Magazine and symbolism is the theme of an article
on “Titian and the Recorder” in the next issue of
American Recorder [March, 2002]. An article on
the early history of the recorder, mainly based on
iconographic evidence, appeared in the November,
1999 issue of American Recorder

| have tried to interest publishers in a book on
recorder iconography but two publishers whom |
would have thought likely to be interested have said
“no.” They felt the subject was too narrow and
esoteric, and undoubtedly such a book would be
expensive to produce because of the high fees
charged by art galleries for reproducing their



pictures. For articles in specialist journals with a
limited readership (and often a shoe-string budget),
galeries normally waive reproduction fees. | have
several articles in the pipe-line, but when these are
done there will be a corpus of materia which could
be published as series of reprints of articles in one
book. A U.K. publisher, Ashgate, is already about
to publish a long chapter I've written with Eva
Legéne’'s cooperation on changes to the recorder
and its use in the 17th century (in the proceedings
of a conference). They are also about to publish a
collection of Professor Colin Slim's articles on
music iconography - he has a special interest in
identifying and commenting on pieces of music
which appear in works of art. | hope Ashgate will
do the same sort of thing for me. It would be a nice
80th birthday present! Nicholas is very generous in
what he says about my contribution to the Internet
Recorder Iconography catalogue. He is the
instigator and drive. Of about 3000 entries, perhaps
half have come via me simply because | have easier
access to European collections, and people like Dr.
Moeck in Celle and Professor Angelo Zaniol in
Venice have very kindly given me open access to
their private collections. And in searching out
previously unrecorded representations of recorders,
| couldn't have managed without the hdp of my
wife Christina. One person, on his’her own, would
have a job picking out every detail from all the
painting, sculptures, and decorations - and ceiling
frescos! - in a vast Baroque cathedral such as that in
Parma, but if | “do” one side and Christina the
other, and then confer, it becomes manageable and
much more fun. We have spent a lot of time in
Italy, where documentation is less thorough than in
Germany or France, but I’'m sure there are recorders
still lurking there.

We suspect there may be some good finds in
North/Central Spain, Southwest Germany and
Northern Switzerland, the Czech Republic and
Slovenia, and at the Hermitage Museum in St.
Petersburg, but where there are linguistic problems,
it is difficult to get out of well-defined tourist trails.
| can do a lot more with my access to iconographic
libraries in London and The Hague - and there is a
repository of theses on music iconography at
Cremona - but it is very time-taking, and my
writing articles takes precedence.

Nicholas is brilliant at tracking down relevant and

remote sources on the Internet, and I'm a computer
duffer. He has picked up numerous items from all
over the world this way, and covers the growing
number of computerized iconographic catalogues
being produced by American galleries, especially in
California. So we complement each other.

Sue: Within the three parts of this interview, | have
asked many questions, and you have supplied many
insightful, remarkable answers. | thank you so
much for your thoroughness and your patience!

Noteto ARTA members: WitAnttony’s kind
permisson, | would now like to offer the
opportunityfor the ARTA memberghito send

in questions to Anthony. Please send your

questionsto me atSue.Groskreutz@att.nély
July 30, 2002. | will organize thguestionsand
sendthem to Anthony. Fahose wthout email,
youmay phone me atl8-937-9936, or fax me
at 815-9379858. If you fax,|pase phne first.

From the Editor

| would like to thank eveyone who has made
contributions of money, ideas, coooperation or
communication to ARTA this year. Our teaching
work can be isolating, and ARTA’s mission is to
support recorder teachers and foster connections
within our field. The website is the repository of
information about our organization, often the first
contact that prospective new members have. The
ARTAnaut online discussion group conveniently
and immediately reaches a large segment of the
membership.

For members without access to these tools,
ARTAfactshas functioned as the primary mode of
communication. | would like to offer special thanks
to Bill Benrmann for production assistance and to
Sue Groskreutz for initiating an interesting series of
interviews. In my two years as editor, | have tried to
provide stimulating information on a quarterly
basis. | apologize for the delay of the current issue.
After the September 1 issue, | will be retiring as
editor. If you are interested in taking on this
rewarding role, please contact me. Have a happy,
healthy, safe summer. Patrick O’Malley



