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Message from the the Quarterly Editor

Good morning, afternoon or evening from your editor of
this issue. Time is a funny thing and here we celebrate the lifetimes
of two great people who have contributed immensely to our mod-
ern world of lute playing. There aren’t many teaching articles but
it is a chance to step back a bit and see how others with a certain
understanding of our music have helped shaped our world.

As many of you know who have ever been to an LSA
seminar, Pat O’Brien has been the major pivot where we have
changed our mode of playing. Whether it has been to open our
eyes to how our hands work or an off-hand comment on some
point in music history that changed how we see the context of our
instrument or even “I think it’s time you got a different lute,” Pat
has been consistant in his advice and words. He appreciated how
it worked in the past and had a pretty good vision of how it can
relive in our present and grow into a force to respect in the future.
He also had a prefty good sense of humor. My first meeting was
his opening recital at a seminar in Rhode Island in the late ‘70s.
Lutesongs that I had only heard in the city library collection were
suddenly sung in real life, and, ever the teacher, his admonition to
“now, watch the phrasing here...” helped from the very first to see
the music as teacher as well. His was a large lute at the time and
it balanced his voice. It was also the first time I’d seen someone
play while crinkling his nose on the body next to the 8th fret, eyes
closed and ears listening to the fingers doing their delicate phras-
ing.

There are many players—Ilutenists, guitarists and oth-
ers—who benefited from his specific understanding of how hands
work. Many who have been brought back from pain to playing
and many who simply became outstanding players with his help.
He was one of the first to understand what “thumb-under” was and
how to bring it back. In the US, he and Paul O’Dette “walked the
walk” and it quickly came to my small neck of the woods in Bal-
timore. Where would Ronn MacFarlane, Mark Cudek or, ahem,
me be without Roger Harmon’s trips to NY to get the style sorted
out? And here, I should point out, we should never lose sight of
great people who have been our teachers and inspirations—how-
ever they may slip away the years. Rogero is always more than a
harmonic progression.

And dear John Renbourn. I don’t know how much of our
constituency remembers the effect of hearing his steel-string ren-
ditions of Barley or Machaut but you know who you are. Though
this issue’s gestation was getting long in the tooth I felt compelled
to take an extra bit to remember him and not only because our next
younger editors might miss the opportunity. He spoke in the clean
and harmonically pure voice that understood the lute’s music from
his early years when buying a lute (or what was probably not a lute
at all) was folly—so he made it work as best he could. He played
with a clarity that still many only dream of, When I raid the early
viol literature for pieces I don’t have much to say about viol music.
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When Renbourn played Dowland it was important to show that
this was living history, this was a force for good and it is worth our
respect. This is what I want from a musician.

So have at it, folks. If you knew either of these people
well, I hope you see some little thing you didn’t know that makes
you nod and say, Yep, that’s him.

Sean Smith

Photo by Tina Guitierrez



“Plucked Notes” contains information about the different lute-related activities going on in the lute community: concerts, awards, lectures, CD and
book announcements or other activities involving lutes and/or LSA members. Intended to be part news reporting and part promotion, the editors invite
any LSA member to submit items they think will be interesting to our readers. We reserve the right to edit all content to fit the space requirements.
Deadline for the next issue is June 1, 2015; please send submissions to kbe.lute@gmail.com.

Musica E Arte In Umbria 2015
Reinassance Lute Course in
Spello May 11-16

Lute music and iconography in paint-
ings of the Italian Renaissance is the fo-
cus of an intimate one-week course in the
beautiful hilltop town of Spello, near As-
sisi, at the Centro Studi Europeo musica
medievale Adolfo Broegg. Daily private
lute lessons (all levels welcome), guided
trips to study music iconography in Assisi,
Perugia and Monte Oliveto (Siena), and a
recital by Crawford Young, are offered
within the setting of a virtual paradise of
medieval and Renaissance art, Italian cui-
sine and Umbrian landscape. Ensembles
are also welcome for coaching of 16th —
15th — 14th c. repertoire.

Plus, as an option for those who wish
to arrive two-to-three three days early: ex-
perience the magic of the world- renowned
Kalendimaggio festival of Assisi celebrat-
ing the local medieval heritage in an unfor-
gettable three-day competition of historical
music drama and pageant.

More information at http://www.cen-
trostudiadolfobroegg.it/archives/4024

New from Tree Edition

The Rostock Lute Manuscripts - Tab-
lature manuscripts from the Special Col-
lection of the Rostock University Library,
Rostock/Germany consist of about 1.540
pages of music, mainly for 11 course Ba-
roque Lute, with eleven ensemble pieces
for strings plus lute and one Suite for two
lutes. Among the composers are Daube,
Dubut, Dufaut, Gautier, Gumprecht,
Hirschtaller, Mercure, Melville, Pichler,
Pinelle, Spurny, Strobl, Tallmann, Vincent,
Weiss...

This music (which was compiled in
southern Germany) was brought to Schwer-
in, when Louise Friederike of Wiirttemberg
married Herzog Friedrich von Mecklen-
burg-Schwerin in 1746. After the death of
her husband Lousie went to Rostock. The
Mss are now kept in the Rostock Univer-
sity Library, Sondersammlung.

The hardbound books come with a
Read-Only M-Disc DVD ROM on which
has a pdf file the manuscripts in high reso-
lution and full color M-Disk DVD ROM,
a permanent storage solution. The M-Disk
(Millenniata Disk) reserves and protects
your files by engraving the information in
a patented rock-like layer, resistant to light,
temperature, humidity, designed to last up
to 1000 years. This M-Disk DVD ROM is
completely indexed. It is a Read Only disc.
Printing from this DVD is not possible..

Louys de Moy Airs de Cour a trois
parties Emden, 1632, edited by Joachim
Liidtke is a collection of songs for two
voices (soprano & bass) with lute accom-
paniment, published on the occasion of a
princely wedding. The edition includes a
printed score in modern notation with the
lute part in French lute tablature and (on
CD ROM) a digital facsimile of the unique
copy in the university library Rostock, with
an introduction and commentaries both in
German and English

The original notation of the lute part
(entitled Basse Generale), unique as the
source itself, combines a bass part in staff
notation with indication of the harmony by
means of a system based on lute tablature.
Different from de Moy’s earlier Petit Bouc-
quet, with its lute parts and solos in French
tablature for a ten-course lute, most of the
airs require only seven courses, with a few
pieces requiring further basses in E flat or
D.

The Augustinian Lute Book Ms CZ-
Bsa E4 1040, edited by Michael Treder

includes pieces for Baroque Lute by Losy,
Hoisler, Treyenfels Anthony, Ginter, Du-
faut, Hinterleithner, Emond and others

The ms has been completely typed new
in french tablature. 3 volumes/ 278 pages /
Introduction / Inzipits / Concardances

Lute at Oklahoma City
University

In the spring semester of 2015, Okla-
homa City University started a program
for lute study. Students at OCU are able to
sign up for weekly lute lessons, a course
in 16th/17th century improvisation, and
literature classes focusing on the available
repertoire for plucked stringed instruments.
The school currently owns an 8-course lute
built by Michael Schreiner, and is in the
process of expanding their collection of
early music instruments. Recently, some
of the schoo!’s lute students provided con-
tinuo for a production of Monteverdi’s
L’incoronazione di Poppea. Beginning in
the fall of 2016, students will be able to
participate in the school’s official early mu-
sic ensemble.

The program is taught by Kyle Pat-
terson, a former student of Paul O’Dette,
who graduated from the Eastman School
of Music with a degree in Early Music. In
2012, Kyle was a recipient of the Lute So-
ciety of America’s Student Scholarship.

New Rules for Instruments
on Airlines

The U.S. Department of Transporta-
tion last week officially adopted new rules
allowing for the safe transport of instru-
ments. Section 403 of the FAA Moderniza-
tion and Reform Act of 2012 requires that
U.S. airlines accept musical instruments
as carry-on or checked baggage on com-
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mercial passenger flights. While the FAA
Modernization and Reform Act of 2012
was passed nearly three years ago, it was
not until this summer that the U.S. DOT got
involved with musicians groups and airline
representatives to ensure it was carried out.
It was finally implemented last week. The
rule requires the airlines to allow smaller
instruments such as guitars and violins to
be treated as carry-on baggage, provided
space remains in the passenger cabin.
Some issues remain, including baggage in-
spection. And upright bass players and oth-
er musicians who travel with larger instru-
ments are not covered. They can purchase
a seat ticket for their instrument or it can go
into the baggage system. Last week’s DOT
ruling does recommend that airlines allow
for the storage of such instruments at a seat,
if one is available, so long as it is belted
into place like a passenger

A Message from the
Dutch Lute Society

The Dutch Lute society (Nederlandse
Luitvereniging), in cooperation with the
the Early Music Festival Utrecht, is hap-
py to announce the Utrecht Lute Festival
2015.

After the memberable International
Lute festival in August 2013 the Early
Music Festival agreed to join forces again.
The theme for the Festival 2015 is English
music. Still being planned, it will be two
or three days, with possible collaborations
with the viol consort The Spirit of Gambo.

The festival will include concerts, lec-
tures, presentations, master classes, and
speed lessons for people that would like to
try a lute. They hope to form a consort with
lutes, viols and singers for all interested
players.

As always at the Early Music Festival
this last weekend, there will be the three
day Early Music Sales Exhibition with lu-
thiers and publishers invited. There will be
a possibility to demonstrate instruments.

If there are programs and lute play-
ers that should be heard at the festival,
please contact Ciska Mertens at voorzit-
ter@nederlandseluitvereniging.nl. The or-
ganizers would also welcome suggestions
for researchers in the field of lute music
that should be invited. Lectures will not be
organized in a symposium as in 2013, but
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they will try to link them to concerts, or
demonstrations.

New Editions

Stephan Olbertz has published edi-
tions of Bach for lute and guitar. Arrange-
ments of BWV 1020 and 1031 are for
violin, baroque lute and cello. The edition
accompanies an Olbertz’ article, “Ver-
borgene Trios mit obligater Laute?—Zu
Fragen der Fassungsgeschichte und Au-
torschaft der Sonaten Es-Dur und g-Moll,
BWV 1031 und 1020,” Bach-Jahrbuch 99
(2013), pp. 261-277.

Scholars doubt that the versions for
flute and harpsichord were composed by
any member of the Bach family. It is quite
probable that they were arranged from
lute-trio versions, perhaps by Carl Heinrich
Graun as the original composer. More in-
formation at http://lute-and-guitar.com

Candace Magner and Richard Kolb
have published the second of their series
Barbara Strozzi: The Complete Works.
Opus 7—Diporti di Euterpe includes 70
pages of music, facsimile samples from the
original 1659 print, 10 pages of extensive
and detailed introductory notes on the work
and its place in Strozzi’s corpus of compo-
sitions, editorial procedures, original Ital-
ian texts with English translation, and all
15 pieces of Opus 7 in clear, historically
correct modern transcription. Attention has
been given to ease of page turns and clarity
of spacing. It is available for $60US from
CorDonatoEditions.com and individual
pieces can be downloaded.

Two New Rental Lutes
Available

The LSA has recently added 2 more
student renaissance lutes added to our rent-
al fleet. Joseph Mayes has donated one lute
and we have purchased another from him.
For more information on the availablity of
lutes or to donate a spare instrument con-
tact John Orluk Lacomb at john.orluk@
gmail.com.

New LSA Memebers

Matthew Maples - Hanover Park IL,
James Kerr - Armonk NY, Jerry Willard
New York NY, John Varner - New Milford

NJ, Corinne McKay - Boulder CO, Neal
Shipe - Kansas City MO, Lisa Kline - Ed-
monton AB Canada, John Merse - Payne
OH, Janice Mask - Columbia SC, Maya
Lewis - Notre Dame IN, Alvin Snider -
Iowa City 1A, Kevin Soto - Elko NV

Two new Life Members: Denys Ste-
phens - Commwall UK, Richard Stone -
Philadelpjia PA

International Early Music
Competition

The next International Competition
Maurizio Pratola will be on July 15-17 in
L’Aquila Italy. Promoted by the Conserva-
tory Alfredo Casella of I”Aquila, in col-
laboration with Grandezze & Meraviglie
Festival Musicale Estense, the competition
is open to soloists and ensembles. Paul
O’Dette will be one of the judges.

More information: Manuela Mar-
cone maurizio.pratola@gmail.com and
http://en.grandezzemeraviglie.it/index.
php/news-archive/31-4th-international-
competition-m-pratola.html

Three, Four & Twenty Lutes

This revival of the historic Boston Ear-
ly Music Festival 1989 concert, in memory
of the late Patrick O’Brien, features Paul
O’Dette, Stephen Stubbs, Grant Her-
reid, Charles Weaver, and sixteen other
lutenists: Lucas Harris, Cathy Liddell,
Douglas Freundlich, Gail Gillispie, Phil
Rukavina, Christopher Morrongiello,
Daniel Shoskes, Daniel Swenberg, Ken-
neth Bé, Paul Shipper, Kevin Payne,
Lyle Nordstrom, Deborah Fox, Ryaan
Ahmed, Andy Rutherford, Dieter Hen-
nings.

The concert takes place Thursday,
June 11, 2015 at Spm New England Con-
servatory’s Jordan Hall, Boston and in-
cludes music by Gabrieli, Piccinini, Terzi,
Pacoloni, Vallet, and others, including two
pieces arranged for twenty lutes: Robert
Johnson’s dances from Oberon and a suite
from Praetorius’s Terpsichore in Patrick
O’Brien’s own arrangement.

125,000 Views on YouTube

The LSA channel on YouTube recently
hit a cumulative total of 125,000 views a
couple of days ago.
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Ambherst Early Music Festival

Connecticut College, New London CT

Faculty: Eduardo Eguez, Nigel North,
Grant Herreid, and

Christopher Morrongiello.
Program Director Jason Priset

Courses Include: Beginning Lute -
* The Music of Franceso

da Milano - Renaissance &
Baroque Lute Masterclasses *
Mechanics of Playing the Lute *
The Art of Basso Continuo on the Lute -
italian and Spanish Grounds *

Grant Herried’s Lute Song Project

;ijfj

For more information contact Amherst Early Music
(781) 488-3337 - http://www.amherstearlymusic.org/

7,
), The Lute Society of America Summer Workshops

West 5

wd

July 26-31, 2015
Early Music Vancouver

Vancouver, BC, Canada

Faculty: Robert Barto, Paul Beier,
Ronn McFarlane, Ray Nurse,

and Travis Carey.
Program Director Michael Miranda

Courses include: Mechanics of
Renaissance Lute Playing *
Counterpoint on the Lute *
The Lute in the Time of
Caravaggio *Expressive
Playing * 1.S. Bach and the Lute -
Tuning and Temperaments

on the Lute Renaissance & Baroque Lute
Masterclasses ~Lute Building Course *
Lute Care and Maintenance * Lute Orchestra

For more information contact Early Music Vancouver:
{604) 732 1610 * http://www.earlymusic.bc.ca/

Music for the Lute in facsimile and modern editions

|

David [Titz atrick
| | utes and (yuitars |
| KcPairs |
| &

4247 Forty Acre Town Rd.
Tonia, MI 48846

| (616) 822-6907

davidefitzpatrick@yahoo.com
ll www.DavidEFitzpatrick.com

Richard Fletcher

Renaissance and Baroque Lutes,
Archlutes and Theorbos

i

797 Harer Road
Roaring Branch, PA 17765
(570)324-6447
palutes@gmail.com
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Pat O’Brien

1947-2014

Paul O’Dette:

I first met Pat in 1976. As a first-year faculty member of
the Eastman School of Music I was invited to play a New York
debut recital at Alice Tully Hall at Lincoln Center. A fter the recital,
1 was led to the greeting room where there was a line of audience
members waiting to speak with me. The first person in line was a
large, bearded man dressed in all in black, who extended his hand
and said, “Pat O’Brien, Secretary of the Lute Society of America.
That was one amazing concert you just played. Just incredible! But
I don’t know how you did it because your left hand is a mess!”

Being one who appreciates this kind of directness, and
recognizing that I had a lot of technical issues to sort out, I asked
him if he had any free time the next day, and we quickly agreed
on a breakfast appointment at a diner near Pat’s studio. Before
the menus arrived I was learning about abduction and adduction,
flexor digitorum superficialis and distal phalangeal joints. Pat ex-
plained why my little finger stuck out straight and was never in
position to play the next note, an issue I had raised with numerous
guitar teachers whose only answer was, “you have to keep your
little finger closer to the fingerboard!” But my little finger refused
to understand that command until Pat explained WHY my little
finger was perpetually out of position. As soon as he explained the
problem, I was able to fix it.

This was the first of many profound insights Pat provid-
ed. In this particular case, the problem was not inaction as I had
been led to believe: failing to move my little finger into the proper
position, but the wrong action: pulling on the extensor on the back
of the finger, which actually pulls the finger away from the string
rather than simply relaxing it, which automatically causes the fin-
ger to curl and remain close to the fingerboard. I thought I needed
to DO something, whereas, in fact, what I needed to do was NOT
to do something I had been doing.

That discussion began a deep and rewarding friendship
which lasted 38 years. Pat was both my closest friend and mentor.
His guidance helped me to understand technique and practicing
in an entirely new way, and was the reason I was able to signifi-
cantly improve my playing and deepen my understanding of the
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lute during the late 70s and early 80s. In 1979, we first discussed
the need for a lute method book in which our joint ideas could be
combined to present a systematic, technically-sound approach to
the instrument. In the early days of the thumb-under revival there
was a distinct lack of information about how to make it work, and
Pat had successfully figured out the mechanics, and was able to
clearly explain it. For several years we met regularly to work on
“the book” as it came to be known. Each time we seemed close to
finishing it, Pat would come up with new ways to present the ma-
terial, new, or improved exercises or additional pieces that would
make it more effective. At a certain point we both became too busy
to get back to it, but the exercises and pieces were frequently used
by both of us in our own teaching. I want to revise and finish the
book as a tribute to Pat’s 40 years of extraordinary teaching.

It would be impossible to summarize Pat’s extraordinary
depth and encyclopedic knowledge about the lute and its music
in one short article. It was not just that he seemed to know every-
thing about every aspect of the instrument and its repertoire, but it
was the curiosity that drove him to always search for the reasons
behind each practice. His passion to explore every detail and the
insights that exploration provided, were an inspiration to everyone
who met him. Nearly everyone in the lute community consulted
with Pat about various aspects of technique and performance and
Pat always made himself available to provide an answer, or at least
suggest a possible solution. In some instances, if I encountered a
problem of one sort or another, even in the middle of a recording
session, he was always ready and willing to offer assistance, even
in the middle of the night.

Pat once told me that he was compelled to teach lute and
guitar technique as a way of ensuring that no one else would have
to go through the acute pain and agony he experienced with severe
tendonitis in both hands. After spending thousands of dollars on
specialists who had no explanation for his condition, but who rec-
ommended resting his hands before resuming to play, he realized
he would have to find solutions on his own. He enrolled in night
classes in anatomy and physiology at a local college and soon real-
ized what, in the modern classical guitar pedagogy, had led to his



tendonitis. With tears rolling down his cheeks from the excruciat-
ing pain, he resolved to dedicate the rest of his life to making sure
no one else had to endure this. In the process, he developed a com-
prehensive knowledge of basing playing techniques on the physi-
ology of the human body. He eventually expanded his research
into the causes and remedies of carpal tunnel syndrome and focal
dystonia, the latter of which has had a debilitating effect on many
of the world’s most prominent plucked instrument players. Under
his patient and thorough guidance, Pat was able to rescue a number
of important careers, spending countless hours, often without ac-
cepting payment, until the problems had been solved.

Beyond Pat’s unparalleled expertise into so many aspects
of our instrument’s history, repertoire and playing technique, it
was his generosity and humanity that were his most remarkable
traits. Nothing he did was ever about Pat. It was always about his
friends, his beloved students, the music that he so loved and inhab-
ited. Pat was one of the most influential figures of the 20th-century
lute revival, but also one of its most beloved personalities. The
world is a much poorer place without Pat, but our lives were so
profoundly enriched for having known him.

Jacob Heringman:

The first thing is Pat’s generosity of spirit. During the
1990s, whenever I knew I was going to be in New York, I would let
Pat know, and he would set aside vast chunks of time in his busy
calendar, and we’d do a lesson which lasted a day—or sometimes
two days. Now, looking back, I realize and appreciate even more
than I did then, just how much this meant. Pat gave me his full
attention. Those who knew him will know what this means—Pat
didn’t miss much! The lute-work was punctuated, of course, by
long stories and seeming digressions. But they too were part of
the lesson, even if I didn’t always have the patience or wisdom
to see that it was so. He gave me plenty to work with—more than
plenty. If it hadn’t been for the (almost always instructive) “digres-
sions,” I probably would have imploded from too much intensive
hands-on learning in too short a space of time. Pat knew this and
gauged it just right. The second thing, then, was Pat’s keen insight,
psychological, musical, and technical/anatomical. He never ceased
to amaze me with his knowledge of the repertoire, with his use-
ful tricks and techniques for bringing out this or that polyphonic

Pat teaching Konstantin Bozhinov

voice, and with his profound understanding of how the hands and
fingers work and how these workings can be deployed efficiently
to create a solid and versatile technique. And at the end of one of
our marathons, I would always thank him profusely and ask how
much I owed him. “Oh, pay me what you can,” he would say, “but
XX. XX amount would be nice”. Needless to say, the amount was
always modest, and I’d always pay it, and I'd always tell him that
he was worth 100 times more than that. “It’s been a pleasure,”
he would say, “it’s been a greater pleasure than you can possibly
know....” Did I mention his generosity of spirit?

I feel that Pat’s large and generous spirit lives in me in
some small way when I perform, when I teach, and more generally,
when I go about the business of being human. I think he lives in all
of us, his many friends and students, in our work and in our play.
And in this way, the dead are not dead. Far from it. Not as long as
they are remembered. And how could anybody ever forget Pat?

Annalisa Ewald:
Sounds That Make Your Knees Weak

Many times I heard sounds coming out of Pat’s studio
that made my knees weak. The first was when Pat had his studio
on Broadway near Herald Square. [ was trudging up the long flight
of stairs for a lesson, when a cascade of sounds came tumbling
down the dim staircase like a bank of clouds. The higher I went,
the brighter the light and the louder the music got, like something
out of Dante’s ascent to heaven.

The sounds were crystalline and rich, nuanced and bold,
soft yet focused as an arrow in flight—yes, all this a once. They
gave me chills; all the hair on my body stood up and my knees got
wobbly.

At the studio door a pleasant man said “Hello,” as he
brushed by me on his way out. I was still in a fog when Pat greeted
me and said, “That was Drew Mintner.” Then he told me more:
that Drew grew up not far from me, in Virginia just across the
Potomac, the son of a true southern lady; how Drew discovered he
had a fine baritone, but a superb countertenor voice and how his
career had blossomed.

While I already knew Drew by his (stellar) reputation,
now not only did I know whose voice, together with Pat’s lute, had
just paralyzed me, I now decided I liked this person. This kind of

LSA Quarterly - Winter 2014



amiable introduction to all the strata of the early music world hap-
pened time and again over the years.

That was Pat, part Merlin and part Italian womo, forever
connecting people while making exquisite music. This gift for fra-
ternity and his profound musical gifts, combined to make him the
force he was in the world of early music. And he was wholly un-
pretentious.

Another time was years later at his Madison Avenue stu-
dio, the one “behind enemy lines,” as Pat put it, adding, “There are
no musicians over here!” Though my guitar degree was long since
done, 1 flatly refused to stop coming to our lessons. Navigating
musical galaxies with Pat was way too fascinating. He was alone
playing a baroque lute, which sounded like honey and wood and
smelled clean like the desert. It was glorious.

I threw open the studio door and gushed, “I want to play
that!”

Pat looked up from his lute, assessed my condition at a
glance and said “Yes, but you won’t work on one.” Too late I saw
the smoke curling ‘round his head, too late saw the cloven hoof
concealed in his black sneakers, recognized Mephistopheles too
late. He had me.

“What must I do?”

Then he said, in the most normal tone of voice, “Get a ba-
roque guitar and then a theorbo and join the Continuo Collective.”

So I did it all. In the end I studied with Pat for nearly
twenty years, all the way from my undergrad days to just before
his collapse.

Of all the human beings I have ever met, Pat was the em-
bodiment of philia, brotherly love. And a great soul.

The kind of sound that floats in the air on visible ribbons
of refracted light, that floats into your nostrils like lilacs and burn-
ing leaves. That penetrates your spinal column, that zings through
all your chakras and out the top. That connects you with every-
thing. Those are the sounds that make your knees weak.

Thank you, Pat.

Ronn McFarlane:

Every two or three weeks in the 1980’s I would ride the
train to New York City for a lesson with Pat O’Brien. Ifirstwent to
Pat because, on the lute, I was blocked and couldn’t manage to get
out of my own way. Pat patiently guided me past those physical-
technical issues of lute playing. His “Quick Release” idea freed
my playing tremendously and showed how it is possible to practice
long hours without hurting oneself. He also educated me about
the variety of musical styles in the Renaissance and Baroque, lute
fingering strategy, use of time/space in music, and specific ap-
proaches to various repertory & composers. Pat showed me the
big picture: He talked about every aspect of life you could imag-
ine, and somehow it all related to the music. He was the embodi-
ment of generosity—freely giving his time, insights and opinions
about everything: history, politics, education, art, nature, spiritual-
ity, language, dance, movies, plays, all genres of music, people,
ideas, love, relationships, psychology, humor, health, books, food
and travel. He found the right lutes for me to purchase, gave three
hour lessons, lent books and music, and played CDs in his studio
that “you absolutely must hear.” Those lessons were breathtaking
and unforgettable. He demonstrated how to be a loving, generous
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human being. Pat changed my life, just as he touched and changed
the lives of so many who crossed his path. I am blessed to be able
to call him my teacher.

Leah Baranov:
OB1 Caneli

A lute lesson with Pat O’Brien was a priceless package:
by turns a therapy session, sociology discussion, physical therapy
visit and music history lecture. Among the file cabinets in his stu-
dio Pat must have heard just about everything...I know he certainly
got an earful from me! If one arrived for a lesson after a stressful
day or had other distractions on the mind he knew just how to re-
direct your focus. The expert observer, Pat always zeroed in on the
technical stumbling block of the moment and made the solution
seem head-smackingly obvious. Stressful moments were diffused
with humor or redirected to approach that day’s lute problem in a
new way.

As one of our directors of the New York Continuo Col-
lective Pat’s preferred place was in the back of the room where he
could hover over whoever most needed snippets of help and guid-
ance at the moment. Often he would ask leading questions about
a figure or phrase in the music to get more individuals to speak up
and [again] Pat was the one to shepherd us back on track when
we’d get lost on a tangent of minutiae. He was known to give a
gold star for a particularly clever answer or if someone clearly
ventured beyond their comfort zone and survived...but he was



ALSO known to raise that famous eyebrow and mock- threaten
bodily harm “if you make that sound again!’

A teaching opportunity could present itself anywhere and
at any time. After our NYCC rehearsals we would navigate the
theater crowds of Times Square (no easy task) on our way to the
subway. Boarding the Q train to Brooklyn, our odd variety of in-
strument cases invariably garnered quizzical looks, particularly if
Pat was schlepping a theorbo that evening. If anyone asked—or
even looked as if they wanted to ask—Pat was ready with a patient
explanation. On one occasion the train was not too crowded and
the vibe [being] right and Pat, in addition to answering the ques-
tion, opened a case (this time a baroque guitar) for an impromptu,
if brief, show-and-tell. I think Tina Gutierrez captured the quint-
essential Pat—in-NYC moment in her photo of Pat walking past
Chipotle in Times Square to the obvious delight of the young din-
ers within.

Pat and Mary Lou were very much the New York city
“foodies.” During the many “restaurant weeks” here tales of their
culinary explorations (orchestrated by Mary Lou) made for inter-
esting conversation and a wonderful source of dining advice. That
the depth of Pat’s knowledge and appreciation of food and food
culture and his ability to talk about it with such enthusiasm was
impressive goes without saying ... and this included discussing
great recipes for home cooking. The most upscale of restaurants
and the best of the local delis and ethnic places delighted Pat. He
loved to take out-of-town students and colleagues to the 2nd Ave
Deli for that classic New York pastrami-on-rye and matzah ball
soup experience.

Pat’s love of NYC also embraced attending film and
theater and planning these outings was also Mary Lou’s domain.
Often after Thursday afternoon lessons he would comment on his
need to rest up because he knew Mary Lou had an itinerary lined
up for them that weekend. He loved New York history and seemed
to know something or someone relevant to any topic one could
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bring up and was filled with insightful and humorous opinions and
anecdotes.

Over the 34 years I have been blessed to know him Pat
has kept his studio in several locations around Manhattan but the
indelible mark he left on those of us here in New York City will
always be the stronger reference point. He was the kindest, most
gentle soul anyone could have the privilege to know. I am honored
and humbled and forever grateful for my share of Pat O’Brien.
And so, to use Pat’s words, “there we are.”

Judith Malafronte with
an Appreciative Nod to Tony Elitcher:
Pat O’Brien and the New York Continuo Collective

“Pat O’Brien was never one to shy away from a chal-
lenge,” notes Tony Elitcher, former saxophone player and law-
yer and currently the theorbo-playing manager of the New York
Continuo Collective. In 1997, at O’Brien’s urging, Elitcher and
his wife Andie Taras, a jazz singer who had just taken up the harp,
joined the Mannes Collegium Musicum, along with oboist Christa
Patton who at that time was also new to the harp.

Elitcher goes on. “We three were really jonesing for an
entrée into the seductive world of 17th century music and were
willing to take Pat’s advice: he was never known to steer anyone
wrong.” Meanwhile the collegium director, Tom Zajac, would turn
to them in rehearsals and say, “In this spot I need some continuo.”
The three would nod their heads, mumble something about work-
ing it out, and then scurry back to Pat in desperation. Pat would
dutifully show them what to do for that particular spot, and send
them back into battle.

This went on for several semesters: the recurring requests
for continuo, the concomitant guidance from Pat. After the trio
took part in Grant Herreid’s Amherst Early Music Festival pas-
tiche production of Il Pastor Fido with its ravishing and difficult

LSA Quarterly - Winter 2014



monody by Monteverdi, d’India, and others, the pluckers returned
to New York and set about forming what Patton calls “a continuo
club” with O’Brien somewhat reluctantly at the helm. Pat had
other students interested in the same exploration and one of them,
Reg Moncrieff, volunteered to have the first continuo club session
in his living room.

Pat had set them up with a few chord patterns and
grounds, urged them to find some simple tunes, enlist a singer and
try to work things out based on what they had learned so far. At the
first meeting nine players attempted to accompany Marcia Young
singing a Merula song. Because the transcriber had not noticed the
large initial woodblock “F” to the left of the music this piece is
still affectionately known as “Olle Ben” to all New York Continuo
Collective alums.

The second meeting had a dozen participants and when
the third attracted 18 people it was clear that something was go-
ing on and a larger space would be needed. So back to Pat, whose
studio at the time was on Broadway and 31st Street, large enough
to accommodate a large assembly of people and instruments. He
invited the group to use the studio on Tuesday nights, an evening
when he did not teach, yet still declined to take on the teaching
role. He suggested Herreid for that job, leaving Pat free to lead a
separate class on grounds and dance forms. Here one of Pat’s spe-
cial gifts—helping the players establish proper playing technique
and fluency while absorbing the principles of continuo realiza-
tion—was on full display.
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Pat in Vancouver 2009

Pat in Cleveland 2010 with Gail Gillispie & Steven Winiarski

The New York Continuo Collective still meets on Tues-
day nights. But now there is a void in the back row where Pat pre-
sided ever so wisely and gently, speaking rarely but eloquently and
always to the point, whether drawing on his immense knowledge
of jazz, blues, folk music, and rock-and-roll history or referencing
the culinary arts, politics, Italian culture and other areas that often
surprised even those who knew him well. Patton recalls the subtle
force of his leadership. “Pat quietly reigned over all and served as
the parasol of knowledge in whose comforting shade we all hap-
pily plucked away.” Herreid, Elitcher, and Charlie Weaver keep
the Continuo Collective flame alive, but the spirit of Pat O’Brien
is powerfully present in the group’s camaraderie, humor, affection
and passion for learning.

Caroline Usher:

I met Pat at the LSA Seminar of 1978, 1 believe, in Bar-
rington RI. That was the week that faculty introduced the “new,
old” thumb-under technique for the right hand to the participants.
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All except me already had a light-weight HIP instrument, and my
East German lute attracted a few curled lips. It was beautifully
made of gorgeous flamed maple, but had many guitar features, and
it was heavy. The large pegs were immoveable in the Rhode Island
humidity until the weather finally broke on Friday, when I had a
private lesson with Pat. I sat quite dejected as Pat re-tuned this
instrument I had treasured and showed off for ten years. Pat said,
“You know, you’re a better musician than you think you are. This
instrument has been holding you back.”

I perked right up. Really? All those years I had had an
on-and-off relationship with playing, when I thought that I loved
music but just wasn’t very talented, it was really the instrument?
My self-esteem shot up. The next day I asked Pat if I could take
lessons with him, and we discovered that we were living less than
a mile apart in Park Slope.

I’ve told this story often to illustrate how important it is to
have a good instrument, but what strikes me more is how typical of
Pat it is. He sensed my mood right away, he didn’t comment on it
directly, but found a way that was affirming rather than hurtful to
tell me the truth.

I dragged that lute around for years because I couldn’t
sell it in good conscience, until a young guitarist who was fasci-
nated by the lute came to me for lessons. I finally said he could buy
it for $50 in installments, but he and the lute drifted away after a
few months. I ran across him some time later, and he told me that
he had pawned the lute for rent money.

Such things never happened in my world before I met Pat,
but they did after.

Leonard Wllliams:

It’s been a long time since I’ve seen Pat, but he was the
first lute player I had the opportunity to speak to back in the mid-
70s (here in Lancaster, PA, there was only one lute: mine). Aftera
lengthy conversation with him by phone, I apologized for having
taken so much of his time; he replied that the only thing he enjoyed
more than talking about the lute was playing it! I recall that he
was somewhat of a physical therapist for plucked string players,
inventing musical finger exercises to help overcome all sorts of
problems. Good insight into the mechanics of playing.

Stephen Barber & Sandi Harris:

We first met Pat at the Bremen Lute & Harp seminars
which used to be run at the Bremen Musik Hochschule from 1989
onwards by Stephen Stubbs—who was professor of lute there at
the time, and Andrew Lawrence-King, the harpist who also taught
in Bremen, and within a year or two of its inception, Paul O’Dette
and Pat O’Brien became involved and taught at the event too. We
knew who Pat was, having been told in glowing terms about him
by American players such as Bill Carter and Andrew Maginley,
who’d come over to London to establish themselves here; but it
was the first time we actually met him in person. We got on with
Pat extremely well from our first meeting; we were involved, at
the invitation of Stephen Stubbs, from the very beginning of the
Bremen courses, being present to do any maintenance and simple
repairs (new frets etc) for the lutenists on the course, having been
initially invited to exhibit during the event. One of the first stories
we heard about Pat was that he was probably the only modem lu-
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tenist who had also once been on the road with Elvis as a thythm
guitarist; we asked him if what happens in The Blues Brothers,
where the band at one point plays from behind a metal mesh screen
to protect them from flying bottles and glasses, really did happen?
He said that oh yes, it did, and told us that back in the day, he
had to stuff his hair into his hat to avoid having the audiences in
redneck bars screaming “longhair” abuse at him in some states, or
attacking. Thankfully most lute audiences are usually a little more
receptive.

The Bremen courses were usually held in the autumn, and
one of the years we were there stands out as a classic Pat story: it
followed his heart bypass surgery which had taken place since we
were last all in Bremen, and we tentatively asked Pat how he was,
was his strength returning, was he convalescing and healing well?
His response was to pick both of us up, one grabbed in each arm,
and lift us both right off of the ground; whilst not huge people, we
aren’t exactly stick insects either, both being what is often referred
to as average-to-well-built. He followed this with a darkly hilari-
ous account of what happened, following his having been taken
ill whilst swimming off Cape Cod, and being told by a local doc-
tor to see his own physician as soon as he returned to NYC for
checks, only to be whizzed straight into hospital back in NYC,
where he was told he would be operated on straight away, there
was no time to waste. He soon found himself lying on a hospital
trolley, a pre-operative sedative having been administered; he was
suddenly aroused by a rabbi animatedly entreating him in Yiddish,
only for Pat to try to sit up and tell the guy to get lost, as he was
named O’Brien, and a Catholic! Pat commented that his Biblical
beard and flowing locks must have given the hapless rabbi the idea
he had a new customer who might require absolution.

During the Bremen courses, where Pat was able to help
many lutenists and guitarists to develop ergonomic and stress-free
left and right hand positions, he also helped jazz guitarists, bass
players and keyboard players with fingering and plucking tech-
niques. It wasn’t only musicians who benefitted from Pat’s wis-
dom and insights: watching Sandi cutting a lute rosette one day
in our workshop, he was able to suggest another way she might
hold the knife, concentrating on helping her find a technique that
permitted strength and agility combined with the ability to work
for long periods of time without muscle or tendon problems. She
follows Pat’s advice to this day.

One time when he was staying with us in London, we took
him to ENO (English National Opera) at the Colloseum, where a
very post-modern and rather avant-garde performance of Cavalli’s
La Calisto was being staged; it involved, inter alia, topless female
singers and roller skating; Pat cracked us up by commenting that
back home, this sort of thing would probably be reviewed as hav-
ing “socially redeeming value.”

Sadly when failing health prevented Pat from travelling
to Europe, and the ending of the Bremen courses (subsequently re-
located to Seattle, following Stephen Stubbs having returned to his
home city in the US) we didn’t see him in person again, although
we kept in touch. Pat helped an enormous number of players over
the years, and his keen musical insights helped many makers too,
we included.

A much-loved and sorely-missed friend.
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Hector Sequera:

1 started learning the lute on my own prompted by an
invitation from an early music group in my native Venezuela. 1
then got a scholarship to attend the Amherst Early Music Festival,
which was not only my first real contact with early music butalsoa
life-changing experience. There I met Pat O’Brien and many of the
other leading early musicians in the US and beyond. At the end of
the festival Pat offered me an invitation to come to NY to visit him.
I went there and Pat’s generosity was out of this world! I left New
York with the best lute lessons I ever had (all free), a small suitcase
full of photocopies including articles, tutors, manuscripts, etc and
Pat’s instructions: “Go home and once you have gone through all
of this and feel ready, come back.” So I did, and to cut a long story
short...  am a lecturer in music performance at Durham University
in the UK working on early music performance and research, and
I truly believe that I would not be here without Pat’s generosity,
enthusiasm, and vote of confidence. I shall miss him immensely.’

Paul O’Dette & Pat O’Brien with squirt guns

Faculty from the 1986 Seminar in Oakland, Michigan: Front left to
right—XKaren Meyers, Doug Freundlich, Paul O’Dette, Pat O’Brien
(and friend), and Jakob Lindberg. Rear Left to Right—Guy March-
and, Sylvain Bergeron, Lyle Nordstrom, Robert Barto, Ray Nurse and
Kevin Mason.
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Pat O’Brien inntreducing Ray Nurse - Pat O’Brien Lecturerer at the
LSA Lute Seminar in Cleveland

Pat O’Brien & Ellen Hargis

Photo Credits:

Tina Gutierrez: pages 7-8, 10, 12 top and 13 lower right
Laura Marchi: page 9

Carolin Usher: page 11, 12 and page 13 lower left
Daniel Shoskes: page 13 top
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Celebrating the Life of Pat O'Brien 1947-2014

Memovrial Service

St. Luke’s Lutheran Church

Saturday, 13 September 2014

By Jocelyn Nelson

Edie Almelch, Ronn McFarlane, Danny & Ruth Shoskes

Pat was our guide—not only for our tone production or
our phrasing, but also for our artistic approaches and for our re-
lationships with each other and the world. In the course of a con-
versation or lesson with such a presence, it would not occur to
most of us that we could ever lose him. As his daughter Elanor
wondered out loud during the service, “...how it’s even possible to
lose someone like Pat? How can we lose anything so dam useful,
or beautiful?”

I travelled from North Carolina with Caroline Usher, a
former LSA president, to attend Pat’s Memorial. We stayed with
LSA Treasurer and Good Pennyworth’s leader, Garald Famham.
The hospitality of Garald and his family provided a gentle echo
of Pat’s generous spirit. Both Caroline and Garald, who have been
students and friends of Pat’s since the 1970s, had many stories
to share with me (I had only known Pat for mere 14 years). At
the church on Saturday we gathered with a large group of Pat’s
friends and students, and I was reminded that there is no difference
between “friend” and “student” for many of us. The fact that we
needed to be with each other was commonly understood, and the
reason so many of us travelled to be there. Pat’s wife Mary Lou
and daughter Elanor maintained a welcoming presence throughout
the service and reception.

The service consisted of comments by Pat’s daughter Ela-
nor followed by musical performances, testimonials, and a grand
Monteverdi “sing-along” ending for everyone in the church, which
was packed to capacity. Every moment was special, and the begin-
ning was the most poignant. We all felt orphaned by Pat’s death,
but here was his real-life daughter standing before us, poised and
eloquent. She began with a slide show of photos accompanied by
a 1989 recording of Pat’s arrangement of “The Red Pepper Rag”
from the Boston Early Music Festival concert 3, 4, and 20 Lutes.
After this, she showed us some of his most prized possessions,
including his painted Danelectro guitar, the high top sneakers he
wore on gigs, and his water pistol from past epic battles with Paul
O’Dette and some other feisty lutenists. LSA had sent two wreaths
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Grant Herreid & the New York Continuo Collective

with a letter to Pat’s family. Elanor shared that they kept one of
them at home, and offered the other to the beautiful Camperdown
Elm in Brooklyn’s Prospect Park. Of her many remarks, here are
the most memorable to me:

“He was not afraid to be bewildered. ..actually, I think he
kinda liked it.” “Growing up with mom and dad was like living
with the world’s greatest jukebox. It took me many years to realize
that not everyone had one of these.” “He taught me to love what I
do, he taught me to work hard for that, he taught me to persist cre-
atively when that work is difficult, which is most of the time.” “I
can’t really say there’s anything missing in my life, because mom
and dad have given me everything I need.”

Music at the service included performances by Paula
Chateauneuf, Emma Curtis, Ellen Hargis, Lucas Harris, Andrew
Maginley, Paul O’Dette, Kevin Payne, Daniel Swenberg, My Lord
Chamberlain’s Consort, and the New York Continuo Collective di-
rected by Grant Herreid. The soloists each shared a story about Pat,
and every performance was outstanding.

Paul O’Dette began his comments with the remark that
he was not the one who started the epic water pistol fight. In fact,
he said, he was “ambushed by Cathy Liddell, with a water pistol
in both hands.” He went on to tell about his first meeting with Pat
after one of his concerts: “Hello, my name is Pat O’Brien. I’m the
secretary of the Lute Society of America. That was one helluva
concert that you gave. It was really amazing. But I don’t know
how you did it, because your left hand is a mess.” They arranged
to meet for breakfast the next day, and thus began their lifelong
friendship and collaboration.

Paul brilliantly performed Dowland’s Farewell, and then
Ellen Hargis joined Paul with Pat’s arrangement of a song. Most
of Ellen and Paul’s fans have heard Pat’s wonderful jazz arrange-
ments of old standards at the ends of their sets together. Ellen
pointed out to us that Paul’s outcry about an awkward spot in his
part was inevitable during the first rehearsal of each arrangement.
Then she chose this moment for what became the Big Reveal of
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the memorial: Pat secretly arranged an impossible chord for Paul
to play in every piece, and would tell Ellen something like, “Watch
O’Dette. I’'m going to get him in bar 16.”

Through all the laughter there were many tears as well.
Ellen’s flawless and soulful rendering of Bernstein’s Some Other
Time to Paul’s accompaniment was, in fact, especially magical
even for her, because she had been unable to hide her own tears in
the moments leading up to her performance. Performing through
such emotion is impossible for most singers.

After the performances visitors were invited to share
something about their experiences with Pat. Jason Priset provided
a tribute to Pat on behalf of LSA. He detailed Pat’s time and efforts
with the LSA as a secretary for nine years, and then as a guiding
spirit, who earned the admiration and respect from LSA members
ever since. Jason emphasized Pat’s humility and kindness to ev-
eryone. His comments were followed by stories from Garald about
musicians through Burmese eyes and then from Caroline about
Bird of Paradise bras...yes, bras, not bars (members can ask Ga-
rald and Caroline about these stories at the next seminar). Others
shared their stories, including a surprising contribution from Alice
Artzt about Pat’s brief foray into the field of album cover photog-
raphy for two of her albums. When she called him one day about

New York Continuo Collective

an idea for an album cover location, he took it upon himself'to find
the location, tell her where to sit, carefully arrange the pleats in her
dress, and take the photos himself.

We finished with Grant Herreid’s consummate direction
of Monteverdi’s Ave Maris Stella with the last stanza as a sing-
along for all, a warm invitation to the reception by Pat’s wife Mary
Lou, and then a reception upstairs.

The service, organized by Tony Elitcher, Grant Herreid,
and Andy Taras, included the help of many others: audio-visual
presentation by Robert Clair, program by Elizabeth DiGuglielmo
with Tina Gutierrez photography, and flowers by Rob Moss. The
fact that every detail was lovingly created from the heart—many
hearts—made this memorial a perfect combination of music and
words, tears and laughter. We all moved on afterward, determined
to continue our own lives with Pat’s spirit of dedication to music
and compassion toward each other.

(Readers are encouraged to access an audio recording of the memorial at
the New York Continuo Collective website: http:/continuony.org/PatO-
BrienMemorial/tabid/112/Default.aspx )

Caroline Usher, Garald Farnham, Michael Stover,
Cathy Liddell & Ann Stover

A Proposal to LSA Members and Others Who Miss Pat
From Tony Elitcher

“In a traditional New Orleans jazz funeral, a brass band, play-
ing hymns and dirges with stately solemnity, accompanies a
horse-drawn hearse and slow-stepping mourners to the cem-
etery. After the body is interred, the procession leaves the
cemetery as the band swings into high-spirited traditional jazz
tunes while the mourners strut, dance, and sway along behind.
The now joyful parade is both a celebration in honor of the
deceased, and an affirmation of the life left to be lived by the
survivors. The dancers who follow the band, as well as the
rhythm of the tunes they play, are referred to as The Second
Line.

With the Memorial held for Pat O’Brien held in New
York City on September 13, 2014, there seems to be a consen-
sus that a fine, stately tribute was given, in the fitting musical
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performances and eloquent reminiscences. But the mood of
that tribute was leavened by the laughter and joy necessar-
ily engendered by any discussion or remembrance of Pat, no
matter the solemnity of the occasion. It is in that spirit that I
propose that a concert be held in celebration of Pat’s life, and
that it be called A Second Line for Pat O’Brien. This concert
should be organized cooperatively by all of Pat’s constitu-
ents, the LSA, the New York Continuo Collective, as well as
the ensembles and individuals whose lives he touched, and
whose performances he improved. We need to honor Pat, and
express our love for him, with joy.”

Tony Elitcher, one of Pat’s dearest friends and a co-founder of the
New York Continuo Collective.
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TOMBEAU SUR LA MORT DE MON MAITRE

Pour Patrick O'Brien

Roman Turovsky-Savchuk
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