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Most adult practitioners of early
music have a sort of coming-out

story to tell about their discovery of
historical practice. The standard narra-
tive begins with mainstream training,
from childhood, that gives no hint of
the possibility of another approach.
Usually in college – or, more rarely,
during adolescence – by inklings or
epiphanies, early music captures the
imagination. There are wonderful
exceptions to this story, but it’s proba-
bly safe to say that historical practice
felt to most of us like a revelation of a
world whose existence had gone unsus-
pected for a very long time.

Some version of standard modern
technique is still the traditional ground-
ing for most young students. But to
many people on this side of the fence,
that this should be so seems like less
and less of a given. A father I know is
troubled by the modern fingerings and
bowings in the Baroque pieces his son
has studied over the years in the Suzuki

violin books. A professional harpsi-
chordist friend tells me how her daugh-
ter’s violin teacher keeps asking for
more vibrato. “These are concertos by
Vivaldi and Bach,” the mother says. “I
don’t mind if Emily learns them with
all the gushing, but I told her teacher,
‘You have to tell me exactly where you
want it, because I don’t hear this music
the way you do.’” Emily, for her own
part, piped up that she’d seen her
mother’s friends playing without contin-
uous vibrato, so she knew there wasn’t
one right way to play.

Now that early music is so much
more visible a part of the musical land-
scape, children increasingly have the

opportunity to try historical instru-
ments and techniques for themselves.
After hearing a program of Elizabethan
music in which I played with the violin
down on my arm, another friend’s 11-
year-old son decided to take lessons –
and startled his new teacher by insisting
on holding his violin off the shoulder.
She didn’t believe it was possible until
he brought photographs, but a year and
a half later, he’s still happily bridging
worlds, experiencing no division
between the modern instrument milieu
of his teacher and the historical per-
formance scene from which he’s taken
a fundamental part of his technique.

Other young people are becoming
early music specialists before high
school, learning to play historical instru-
ments directly from virtuoso profes-
sionals. In the Bay Area, I’m told,
Kathy Perl has a preteen prodigy harp-
sichord student. Several years ago I
heard of a girl who was learning natural
trumpet as a beginner from performer
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Barry Bauguess: “No one’s told her
about valves yet,” went the story.

Some of these kids are learning skills
that most mainstream students don’t get
taught. Bay Area recorder player Letitia
Berlin recalls teaching a promising nine-
year-old beginner who would later con-

tinue to study seriously. “After he’d
taken lessons for a year, I got him start-
ed very lightly with learning about
ground basses and making divisions. It
was just really cool to see his eyes light
up when he realized what he could do.
It was a great moment for both of us.”

Berlin is also serving as interim direc-
tor of the San Francisco Early Music
Society Music Discovery Workshop, a
summer course for seven- to 15-year-
olds where she’s taught for several years.
Students of violin, cello, recorder, and
piano come for what is often their first
experience of early music – although a
teenaged viol player once came to the
workshop from out of town. Along
with technique, ensemble, and theory
classes, the students work on period the-
ater and craft projects towards a final
performance such as commedia dell’arte or,
this year, an Elizabethan masque. Stu-
dents leave wanting to come back next
year. “We’ve had some kids who’ve
stayed a long time and got old enough
to become assistants. Three of them
who started with the camp between 11
and 13 have been going to the Amherst
workshop. One of them is applying to
college as a recorder and Baroque oboe
player.”

Mark Cudek teaches college students
at the Peabody Conservatory – for
which he’s received EMA’s Thomas
Binkley Award – but he says that work-
ing with pre-college musicians has been
even more intensely rewarding. Cudek,
lute and cittern player for the Baltimore
Consort and Hesperus, founded an early
music program at the renowned Inter-
lochen Arts Camp and taught there for
31 summers. “High school musicians are
more comfortable showing excitement
about their art – in some cases unbri-
dled excitement. I remember accompa-
nying the 15-year-old Joanna Blendulf
as she played a lute piece by Dalza on
the tenor viol. She whaled on it and
played the diminutions faster than most
professional lutenists. Another great
memory is a jam session with Annalisa
Pappano after classes were over for the
day. It started with just a few people, but
little by little more people joined in, and
we ended up with about a dozen players
doing 16th-century dance music.

“I love playing with my students,”
Cudek continues, “not so much to
demonstrate for them as to share my
energy about the music. I strive for a
nurturing, open atmosphere that
encourages experimentation. I almost
never criticize or correct someone who’s
learning to ornament or improvise –
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She Wants “Packington’s Pound”

When she was six and wanted to be like Maria in The Sound of Music, Dylan Kinard started classi-
cal guitar lessons. But as time went by, her favorite pieces in the Suzuki guitar books often turned
out to be English country dance tunes, and her teacher would mention that the arrangements
came from lute pieces. She also found a new inspiration in a CD from the Canadian music educa-
tion series Classical Kids. Song of the Unicorn invokes the Middle Ages with stories about Merlin
and King Arthur, along with, Dylan’s mother Jennifer says, “a lot of haunting music. We had
checked all the CDs in that series out of the library, but this is the one that she just totally zeroed
in on.” Dylan had also been interested in the early instruments she’d seen at historical fairs, where
the once-upon-a-time atmosphere captured her imagination.

Jennifer called the Early Music Guild of Seattle and asked if there was anyone Dylan, now nine,
could go to for lute lessons. They were put in touch with local lute and early guitar specialist Eliz-
abeth Brown. “We lucked out. I guess there’s not a lot of material out there for teaching lute to
children, so Elizabeth does her own arrangements and skill progressions.” Dylan takes out her lute
in our interview and plays an evocative minor-mode tune from the French Renaissance publisher
Le Roy. “Elizabeth has given me ‘Greensleeves’ and ‘Nonesuch’ so far,” Dylan says, recalling her
old guitar favorites. “I still want ‘Packington’s Pound.’”

During lessons, Jennifer keeps her younger child busy in the hallway. “Whenever I get to
scootch a little bit closer to the doorway, it’s so beautiful to hear. I really like Elizabeth’s style of
teaching because it seems more collaborative than an authoritarian teacher/student relationship.
She sits next to Dylan, like two musicians talking about their craft together.”

As a homeschooler, Dylan has an easier time than many children fitting music into her day.
She spends time most days practicing piano – “that’s good for jazz and other stuff” – as well as
lute, and she has a lively range of academic and social pursuits. “When I was growing up and tak-
ing piano lessons,” Jennifer recalls by way of comparison, “I’d go to school all day and then I’d
come home and I’d still have to practice. It was easy to resent not being able to just go outside
and hang out with my friends.” Dylan is also able to explore areas of related interest, as when her
fascination with classical mythology and Medieval history led her to study Latin for a while.

When she was playing guitar, she would set up to play in the busking free-for-all at Seattle’s
Northwest Folklife Festival, Jennifer backing her up on a guitar of her own with the beginning
skills that Suzuki parents often pick up. Dylan enjoyed it because “everyone’s not staring at you;
it’s not like a concert.” Jennifer recalls that the instrument’s sound got lost in the busy outdoor
setting, but that people stopped to ask the young lead player about her music. “The lute isn’t
going to be any louder,” Dylan muses, “but….”

“You want to try busking with lute?” Her mother is surprised.
“Yes! But the instrument is more unusual, so hopefully more people will listen.”
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‘rules’ come later. My teaching philoso-
phy is pretty simple: Renaissance music
is the greatest music ever and I want to
turn as many people on to it as possi-
ble!”

Here are a few more of the people
who are turning young people on to
early music, reinventing historical per-
formance as an all-ages enterprise. In
the process, like all good teachers, they
are reinventing music instruction itself.

Grace Feldman
“The youngest person I’ve taught

viola da gamba to was five,” recalls
Grace Feldman. “She’s in her last year of
high school – playing recorder now. You
never know where it’s going to lead.”
During her 40 years so far teaching at
the Neighborhood Music School in
New Haven, CT, Feldman has been
introducing generations of children to
early music, along with teaching adults,
some of them amateurs and others pre-
professional. She also teaches modern
violin and viola right alongside the earli-
er instruments, with no sense of divi-
sion between modern and historical
practice. The modern string students
enjoy Baroque and Renaissance reper-
toire as much as the students of more
specialized instruments, and Feldman
puts the music in context for all of
them. Her students play for English
country dances twice a month, and in
the spring the school was expecting to
draw 50-75 student and alumni musi-
cians to a family country dance.

From children to retirees, the stu-
dents enjoy playing and dancing togeth-
er. “The school has always been interest-
ed in building a sense of community.

I’ve had students grow up and bring
their own kids back later.”

Feldman helped to establish and con-
tinues to head the school’s ensemble
program. The first-level children’s
ensemble, which starts with students as
young as five who may have only been
taking lessons for a year, focuses on
Baroque music. “It starts out in a chaot-
ic way; it’s like taking a piece of clay and
starting to mold it. The first week is
amazing. I invite the parents in because
I think it’s important for them to see
how hard it is for the kids to start learn-
ing how to sight-read in ensembles.
There are about 15 kids, so the room is
really full of people, and after the sec-
ond note everyone is playing at a differ-
ent rate. I’ll say, ‘That’s great; now let’s
go back and get some more notes.’ The
first day we might get through eight
measures, just all playing the melody.”
By January, last year’s class was able to
perform an imitative three-part gavotte.

Feldman uses a series of books she
created herself – five graded volumes of
repertoire drawn from sources such as
Handel operas, Marais chamber music,
English country dances in three-part
arrangements, and tunes by Telemann,
Mouret, and Boismortier. By the fourth
volume, the kids play movements of
Corelli, Handel, and Loeillet trio
sonatas, dances from the American Rev-
olutionary period, and movements from
Telemann suites. “I feel like I’ve been
able to cull really good pieces that the
kids really like. It’s music that will
engross them musically and intellectually
at every level as they progress. I’ll have
parents saying their kids don’t love prac-
ticing for their lessons, but they’re wild
about playing these pieces.”

Feldman isn’t necessarily trying to
teach Baroque technique; some of the

Mark Cudek coaches his youngest student.

Grace Feldman
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students in the ensemble classes have
teachers who are using the Suzuki
books, which are also heavy on Baroque
repertoire but use it to teach mid-20th-
century technique. “I’m not worried if
they learn it with ‘wrong’ fingerings or
bowings,” Feldman declares. “I’m most
interested in their getting a good solid
basic string technique. More sophisticat-
ed techniques can be introduced later.
On the other hand, the Suzuki books
give the trills coming from the note,
rather than the note above. If I’m going
to teach somebody a Baroque trill, I’m
going to do it the right way from the
beginning. Some things bother me and
some things don’t. In all my teaching,
what I go after is quality of sound. I
want it to sound good no matter what.
At the Viola da Gamba Conclave, peo-
ple tell me they can pick out my stu-
dents by their sound.”

Rather than dictating historical prac-
tices from without, Feldman sets out to
spark children’s curiosity. She brings
Medieval music on parchment and lets
them touch it. When she accompanies
soprano recorder students on the treble
viol and they ask about the instrument,
she invites them to have a go. “For the
string students, I’ll bring in a bunch of
Baroque bows and say, ‘I want to you to
try these and see how different they
are.’ The kids get excited about it – and
that’s enough for me.” Feldman recalls
her own first encounter with early
instruments when the New York Pro
Musica, then in its first days, visited the
High School for Music and Art when
she was a student. “These little things
that you remember add up.”

David Morris
As kids get older and more musically

sophisticated, how should teachers han-
dle the variety of performance styles
available to their students? “As soon as
they have any kind of style firmly
embedded, musically speaking, I think
they’re ready to learn a new approach,”
says Bay Area cellist David Morris.
Now a full-time freelancer, Morris
knows about the invigorating effect of
crossing between styles. Along with
period instrument groups such as Musi-
ca Pacifica and The King’s Noyse, he
plays in a tango band (“tons of fun”).

Gamba Boys

Several years ago I became acquainted with an
anonymous 17th-century painting portraying a
row of choirboys playing viols. They are sitting
outdoors with their director, entertaining a vis-
iting celebrity, a man dressed in red. The paint-
ing is called “The Singing School,” and the
royal guest is Louis XIII.

Last year, when the New York Consort of
Viols began its residency at New York’s “Little
Church Around the Corner” (the Church of the
Transfiguration), I found myself thinking about that painting. We were planning an all-Byrd
program, which would include the Transfiguration Choir of Men and Boys. I showed the choir
director, Claudia Dumschat, a reproduction of the painting and suggested we offer the boys a
chance to emulate their 17th-century counterparts. Claudia chose three choirboys for what
began as an experiment. Would they be interested in learning to play the viol? Could they be
ready to perform in March if we began lessons in January? What repertoire could we 
realistically tackle?

William Monical prepared three of our viols (two trebles and a pardessus strung as a treble)
and joined me on January 18 for our first meeting with the boys. He explained the workings 
of the viol and bow, their proper care, and where to find that “sweet spot” for the best sound.
Our first lesson was devoted to tuning and to holding the viol and the bow comfortably. 
Since two of the boys have perfect pitch—one studies the violin, another the guitar—they
learned fast. 

Like many boys their age (12  to 14), the choirboys enjoyed playing video games in their
free moments. But once our lessons began, the games stopped and the boys were attentive and
patient. We had chosen a Byrd “in nomine” cantus part for their debut piece. When they were
confronted with a page full of breves, they discovered, as Thelonious Monk famously said, that
“simple ain’t easy.” They were accustomed to memorizng their music and had to keep careful
track of those notes to avoid losing their place. At the same time, they had to keep their bows
straight and away from their knees. They were beginning to produce a clear, well-blended
sound, not unlike their own vocal sound.

The March 12 concert was approaching. We had two full rehearsals and the boys’ playing
was flawless except for one broken top string. The performance went without a hitch. Several 
of us were moved to tears. The three boys glowed as they acknowledged the applause of an
audience dotted with viol players.

It had been arranged that the borrowed viols would be collected at the end of the concert.
Much to our surprise, the boys wanted to continue studying. We are now planning for next sea-
son. We hope to expand the trio to a quartet, which will be comprised of two trebles, a tenor,
and a bass. Tentative repertoire: Bach and Buxtehude. What did we learn from this experiment?
Once you find that sweet spot, don’t let it go!
—Judith Davidoff

From left, choirboys Raymundo Olivo, 
Adam Ali,  Julian MacPherson



For 12 years he was a chamber and
orchestral coach at The Crowden
School in Berkeley, a full academic and
performance program for string players
in fourth through eighth grades. Most
of his teaching work has involved
coaching students who have private
teachers and are not studying historical
technique per se.

“I sometimes talk about ‘keeping
things in separate boxes,’ since I don’t
want to antagonize any teachers – but
that’s never really been an issue,” he
writes. “I figure we’re all working
towards the same goals: to foster musi-
cal and technical growth and fluency. At
The Crowden School I learned how to
get the musical results I wanted without
asking the kids to change their modern
technique. After a few years, the
younger ones heard how the older ones
did all those ‘tricks,’ and I no longer
had to work so hard with each new
batch of students. It was lovely.

“At one particular performance, I
was conducting a Crowden orchestra
who were playing a Handel concerto
grosso. They were a particularly talent-
ed bunch, one of the sharpest I’d ever
worked with, and I had fed them lots of
ideas that they’d taken to heart and
made their own. When I conducted
them, all I had to do was dance and
wink and smile, and they’d remember
every twist and turn and inside joke
we’d made during our rehearsals. It was
just a big party.

“Right after we’d finished taking our
bows, an energetic fellow with a British
accent and a big head of curly hair cor-
nered me, pumping my hand and smil-
ing. He told me how impressed he was
with our work, and said, ‘If you can get
kids to play that way, there’s no reason
modern professionals shouldn’t be able
to do it.’ It was Simon Rattle – he had
been brought by [composer] John
Adams, whose two children had both
been Crowden students. Such vindica-
tion!”

Elisabeth Reed
Fellow Bay Area freelancer Elisabeth

Reed teaches modern and Baroque
cello and, more remarkably, coaches a
gamba consort of teenaged girls. When
she lived in Seattle, she had been asked

to start a consort from scratch with a
group of young Shakespeare students,
between the ages of eight and 17, who
were going to go visit the reconstructed
Globe theater in London. The kids
were supported by the Pacific North-
west Viol Society and the Early Music
Guild and went on to perform at the
National Viola da Gamba Society Con-
clave in Portland. When Reed moved to
Oakland, CA, several years ago, the
local Gamba Society chapter offered to
recruit some new beginners and subsi-
dize their lessons and instrument
rentals if she would start a similar pro-
gram. Today she has a four-part con-
sort of girls who began playing a cou-
ple of years ago, when they were in
their early teens. “They’re really sweet
because they’re open to everything,”
Reed reports. “They really like impro-
vising on the Passamezzo ground.”

Along with playing in numerous
Baroque orchestras, the Novello Quar-
tet, and the consort Wildcat Viols, Reed
is a certified Feldenkrais practitioner.
She went for training in the Feldenkrais
“Awareness Through Movement” mode
of body work – in which people use
their breath and awareness of sensation
to discover freer ways of moving –

after an experience with tendonitis
brought her a heightened awareness of
the physical processes of playing. “I
was drawn to Feldenkrais for some of
the same reasons that I was drawn to
early music: because the rhetoric is so
physical and based in dance, and the
breathing is so clearly emphasized.”
This combination of interests has been
particularly relevant in the class she co-
teaches with Professor Kate van Orden
at UC Berkeley called “Amateur Music
Making in the Renaissance: Music, Soci-
ety and the Body.” The students in the
class, all undergraduate music majors,
learn Baroque dance, gesture, and rhet-
oric while learning to play the gamba
from historical sources.

Such a holistic perspective on music
and the body makes it impossible to
compartmentalize historical and mod-
ern technique. “I’m not going to leave
any of this out when I teach modern
cello.” For her beginning modern cello
students, Reed uses the Suzuki books,
appreciating their ordering of technical
material. “I generally don’t have the stu-
dents listen to the recordings, though,
because I don’t always love the interpre-
tations. In the lessons, I’ll often play the
bass line, and I’ll talk about, or demon-
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Left, Jaron Raspe, a student of Grace Feldman’s at the Neighborhood Music School in New
Haven, Connecticut, at age 7. Right, Jaron Raspe in his senior year of high school, having
been accepted to both Oberlin College’s early music department and McGill University.
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strate, the dance form.”
Reed’s focus on the physical experi-

ence of playing shapes her teaching
method. “I’m really interested in people
being connected to their bodies and
being able to, as we say in Feldenkrais,
translate their intention into action: to
imagine the kind of sound they want to
make and figure out how to make it. It
all feels like an awareness practice to
me. When I’m with my students I hope
that we’re creating a quality of attention
together. I’m interested in helping them
pay attention to themselves.”

Nina Stern
Most teachers of early music – as

with the teaching and performing of
classical music in general – are working
within a socially and financially privi-
leged demographic. Nina Stern, educa-
tion director for the New York Col-
legium, set out to create a music out-
reach program for inner city kids, but
not one in which they’d merely be, as in
more surface-level outreach projects,
“exposed” to music. She takes her
recorder into classrooms at the Ella
Baker School every week to teach entire
classrooms of children to become
musicians themselves. Mauricio Molino
teaches percussion. The program began
in a few classrooms and now involves
almost the entire 285-student K-8
school, which draws many of its chil-
dren from east Harlem and the Bronx.

Since part of the program’s goal is
to introduce music of the world, Stern
and Molino use traditional music from
the Middle East, eastern Europe, Asia,
Africa, and the Caribbean, plus Ameri-
can spirituals. “Traditional tunes work
perfectly for these kids, especially since
we’re trying to incorporate percussion.
The beautiful melodies really speak to
the children, as do the lively and inter-
esting rhythms. When I bring in a new
tune, I’ll talk about where it’s from –
the continent, the people. Very often a
kid will say, ‘That’s where my family’s
from.’”

Early repertoire also has a place in
the mix. “I find that the early tunes that
the children respond to the most are
Medieval – cantigas or bits of estamp-
ies.” She also uses Renaissance music in
an after-school elective enrichment pro-
gram at the school. “I wouldn’t say that
I set out consciously to teach them his-
torical practice, but it’s so much a part
of my training that I must do it natural-
ly. A lot of the teaching I do is by rote,
and the phrasings I play in the class-
room will come out of what I learned
in my own studies.” Stern has a soloist’s
degree from the Schola Cantorum in
Basel and has performed extensively on
both sides of the Atlantic.

Where most elementary school
recorder programs offer little more
than a rudimentary exposure to musical
mechanics, the Ella Baker students are
put in contact with living, breathing,
life-size artistic traditions – and the chil-
dren respond in kind. “Once they’ve
learned a tune, they never tire of it.
They play their recorders while waiting
for the bus. We’ll see big kids teaching
little kids a tune. We’ve even heard of
them pulling out their recorders on
public buses and serenading the unwit-
ting public. The kids are really develop-
ing the program themselves. It has
become part of the school’s identity.”

It also gives the students a basis of
connection to a professional, adult
musical culture that would otherwise
seem foreign. The children visit Col-
legium rehearsals; next year some of
them will perform with Collegium
musicians in a program of early and
world music. Stern tells of a third grade
class listening to a dress rehearsal of
Bach’s Cantata 106, “which is one of
the most gorgeous pieces, but not
exactly an easy tune – and yet the kids
were mesmerized. One of the children
came up to me saying, ‘Nina, can you
teach us that tune?’ People talk about
classical music in general as not being
very accessible, and I think that’s not
true. The kids play these instruments
themselves, and they work with us in
person, and so the music all of a sud-
den has a context for them.

“The results are so tangibly reward-
ing if they put in the effort with their
instruments. If it’s fun, they don’t real-

Elisabeth Reed

Students of Elisabeth Reed who call themselves the Oakland Youth Viols.
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ize the difficulty. For kids who don’t
excel in academics, this ability to focus
can carry over into other subjects, or it
can give them the self-confidence of
knowing that they’re good at this other
thing, that if they work on something,
they can succeed at it.

“I used to tell them to stand still –
like we were told when we were chil-
dren, right? But I’ve changed, partly
from traveling to Brazil and partly from
listening to world music traditions where
you’re supposed to move – where you
can’t help but move. Now I encourage
the kids to move when they’re playing.
We really want music to become another
way for them to express themselves.”
She describes inclusive jam sessions in
which she uses a fragment of a tune –
sometimes an estampie or a cantiga – as
a refrain that the whole class plays, with
each child getting a turn to improvise in
between. “The kids are unbelievably
good at it.”

Her favorite story is one she told
when she accepted EMA’s Early Music
Brings History Alive Award last year.
She was making her last visit to a class

before summer vacation and wanted to
offer the students something fun to cel-
ebrate the end of the year. All they real-
ly wanted to do was play their new
favorite tune, a cantiga that Stern
accompanied with a drum while some
of the students took the tune and others
participated with rhythmic drones. “Sud-
denly some of the kids started break
dancing to the music, calling to each
other to come into the circle. It was
such an extraordinary moment. They’re
fantastic dancers. This is music I’ve spe-
cialized in for years, and they made it
more alive than it had ever felt before.
They brought it into the 21st century
for me.”

In concert
These days, when there is so much

concern floating around about the cul-
tural and financial viability of early
music, these teachers have an invigorat-
ing optimism about their daily work.
They seem not merely hopeful about
the future of the musical tradition they
pass on, but certain of its meaning to
their students, young and old. “People

are afraid early music is going to die
out,” says Grace Feldman. “I don’t see
that. There are always going to be peo-
ple who find that this is what they love
doing. I’ve gone to the Viol Conclave
and looked around the room and real-
ized that three quarters of the faculty
have been my students. And a lot of
them have felt that what I taught them
is something they’ll carry forward into
the next generation.”

“The students are coming to us as
they always have,” David Morris reflects,
“in limited numbers, but with a real love
for this music and our approach to play-
ing it. The early music scene was already
available enough for me to find what I
needed back in the 70s, when I was an
adolescent. Since now every early music
group I know of is doing outreach, the
problem for the kids becomes one of
limited time, rather than limited interest
or access.” The only worry he voices is
about the students’ tightly scheduled
lives.

Nina Stern’s program is growing. In
the planning stages are ideas about tak-

Continued on page 40
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Music from Handel House

D e l a w a r e ’ s  p r e m i e r e  c h a m b e r  e n s e m b l e

B r a n d y w i n e  B a r o q u e
2 0 0 5  -  2 0 0 6  S e a s o n

Karen FFlint, hharpsichord
Laura HHeimes, ssoprano
Eileen GGrycky, fflute
Elizabeth FField, vviolin
Douglas MMcNames, ccello

Guests iinclude:
John HHolloway, vviolin
Julianne BBaird, ssoprano
Tony BBoutté, ttenor
Drew MMinter, ccountertenor
Fuma SSacra

Andrew MMegill, DDirector
Choir iin RResidence aat 
Westminster CChoir CCollege
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ing it to other schools and possibly
other settings, such as correctional facili-
ties. In the meantime, she and Mauricio
Molino are offering a seminar at the
Amherst Early Music Workshop this
summer called “Flutes and Drums
Around the World.” Their hope is to
train more teachers to do the sort of
work they do.

Among the kids lucky enough to
have rewarding musical experiences in
childhood and adolescence, many of
them are enjoying a much more pluralis-
tic field than their parents’ generation.
Early music “is wide open,” says Feld-
man, “and people are floating in and out
of it. Some of the kids are doing early
music one week and jazz the next, and
that’s wonderful.”

When I spoke with Elisabeth Reed,
she had just played a set of concerts in
which the modern instrument Camerata
Pacifica had shared a program with its
original instrument partner, Camerata
Pacifica Baroque, based in Santa Bar-
bara. “It was so nice to be on the same
program, to be backstage together, to
hear each other play, and just hang out. I
realized how rare that is; we really move
in our different worlds. But the profes-
sional early musicians in that set all had
modern conservatory degrees and simi-
lar educational experiences to the mod-
ern players, and there’s no reason we
should be segregated.” She speculates
that this sort of division will be less like-
ly to occur when students have experi-
enced both approaches as students. She
notes that two of her teenaged viol play-
ers also study modern violin and cello.
“I think it’s really good that they show
the viols to their friends. As an under-
graduate I went to Oberlin, where there
were a lot of people taking both mod-
ern and Baroque lessons, so it wasn’t
ghettoized. I feel like the younger this
happens, the better. It can happen
before there are any preconceived ideas
to unlearn.”

Kids who don’t have the old precon-
ceived ideas – especially the aesthetic
ideals of the more-vibrato school –

Getting an Early Start
Continued from page 27



Early Music America Summer 2006   41

probably won’t grow up to find in early
music the invigorating newness that
made it a kind of musical coming-of-
age catalyst for many of today’s per-
formers. And they aren’t coming to it
with the full-fledged critical sensibilities
of adults to weigh the historical infor-
mation behind the practices. But we
shouldn’t take original instrument prac-
tice to be so complex that only adults
should reckon with it. That makes sense
only as long as historical performance is
an academic matter, studied in the uni-
versity and exercised in the relative con-
tainment of the concert hall. What if
the historical performance tradition is
more like a language?  

We might think of those of us who
learn historical techniques in adulthood,
from treatises and workshops, as being
akin to people learning lost languages
from textbooks and classes, or cobbling
a pidgin from a Babel of tongues. The
collection of words and grammars
doesn’t coalesce into living language
until a generation of children grow up
speaking it as their own, letting its pat-
terns take new shape within their daily
lives. It won’t precisely re-create any of
the languages from which it springs, but
it will be coherent and meaningful with-
in its own cultural context. In 10 years I
want to listen to the children who today
are learning to improvise divisions as
part of their basic training. In the
meantime, where will the kids on the
bus in the Bronx take those estampies? 

And will a few of the adolescents
and pre-adolescents who study early
instruments now perhaps go on to
reverse the old story, discovering as
young adults the unexpected thrill of
valves, metal strings, and gushing
romanticism? If they do, with the open-
eyed curiosity of new initiates, there’s
no telling what they might find there, or
how their responses might reinvigorate
the entire classical music scene. After
listening to the stories their teachers
have to tell, I’m hopeful that whatever
happens will be even more interesting
than any of us grownups can suspect.
Shulamit Kleinerman performs as a Renaissance
violinist and dancer, writes about music history,
and teaches preschool. This season she has been
the pre-concert lecturer in residence for the Seattle
Baroque Orchestra.
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