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Dana Marsh, Artistic Director
Dana Marsh’s musical training began as a boy chorister at St. �omas Choir School in New York and 
at Salisbury Cathedral in England. He earned his undergraduate degree in organ performance from 
the Eastman School of Music, with later masters and doctoral degrees in historical musicology from 
the University of Oxford.

 
Acclaimed by the Los Angeles Times as “an energetic and persuasive conductor,” and by �e 
Washington Post as “a superb choral conductor, energetic and precise,” Marsh has enjoyed 
fruitful collaborations with the Studio de Musique Ancienne Montreal, Cappella Romana, 
Magni�cat (U.K.), the Choir of St. �omas Fi�h Avenue, Musica Angelica Baroque Orchestra, 
Portland Baroque Orchestra, the Indianapolis Baroque Orchestra, and the London Mozart 

Players, among others. While living and studying in the U.K., he founded the ensemble Musica Humana Oxford 
(2001-2008), which toured the U.S. to critical praise (“… pleasing to the ear and satisfying to the soul.”—LA Times). 
 
Cited by the New York Times as “a powerful and expressive countertenor,” Marsh’s Bach aria study was undertaken with 
Max Van Egmond in Amsterdam. He worked as a vocal soloist and consort singer in the U.S. and the U.K. (1992-2008), 
performing with the American Bach Soloists, Concert Royal, New York Collegium (under Gustav Leonhardt), Seattle 
Baroque Orchestra, Musica Angelica Baroque Orchestra, A Cappella Portuguesa, and the Brabant Ensemble. While 
completing his doctoral research at Oxford, Marsh sang regularly with the Choir of New College, performing in numerous 
collaborations with the Academy of Ancient Music, Orchestra of the Age of Enlightenment, and the European Union Baroque 
Orchestra, recording 15 discs with New College Choir, one of which won the Gramophone Award for Early Music in 2008. 
 
Marsh is Professor of Music and Director of the Historical Performance Institute at the Indiana University Jacobs School 
of Music. Previously, he taught early music history at both Oxford and Cambridge universities, additionally publishing 
original research and review articles through the scholarly presses of both institutions. He served as Assistant Director of 
Music and Director of Chapel Music at Girton College Cambridge, and more recently was Canon Organist and Director of 
Music at Christ Church Cathedral, Indianapolis.

 
Marsh has also prepared ensembles of young singers for concert and recording engagements with the Los Angeles 
Philharmonic under Esa-Pekka Salonen and Antonio Pappano. He has recorded in various capacities for Sony, Universal, 
Avie, Decca, Erato, Koch International Classics, Signum and Public Radio International.
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Text & Translations

Zion spricht: Der Herr hat mich verlassen, der Herr 
hat mein vergessen.

Kann auch ein leiblich Mutter ihres Kindeleins 
vergessen,

dass sie sich nicht erbarme über den Sohn ihres 
Leibes?

Und ob sie desselbigen vergesse, so will ich doch 
dein nicht vergessen.

Siehe, in die Hände hab ich dich gezeichnet. 

Veni de Libano, veni amica mea, columba mea, 
formosa mea.

O quam tu pulchra es. Veni, veni, coronaberis.

Surge, surge, propera, amica mea, soror mea, 
sponsa mea, immaculata mea et veni.

O quam tu pulchra es, amica mea, columba mea, 
formosa mea, immaculata mea.

Veni, dilecte mi, in hortum meum,
Ut comedas pretiosum fructum tuum.
Venio, soror mea sponsa, in hortum meum
Et messui myrrham meam cum aromatibus meis.

Veni, dilecte mi, in hortum meum,
Ut comedas pretiosum fructum tuum.
Venio, soror mea sponsa, in hortum meum
Comedi favum meum cum melle meo,
Cum lacte meo vinum meum bibi.
Comedite, dilecti, et bibite, amici,
Ut inebriamini, carissimi.

Zion said, “�e Lord has forsaken me, the Lord has 
forgotten me.

“Can a mother forget the baby at her breast, 

have no compassion for the child she has borne?

�ough she may forget, I will not forget you.

“See, I have engraved you on the palms of my 
hands.”

Come out of Lebanon, come, my love, my dove, my 
beautiful one.

Oh, how beautiful you are. Come, come to be 
crowned.

Arise, arise, make haste, my love, my sister, my 
spouse, my perfect one, and come away.

Oh, how beautiful you are, my love, my dove, my 
beautiful one, my perfect one.

Come, my beloved, into my garden,
So that you may eat your precious fruit.
I come, O my sister, my spouse, into my garden,
And I have gathered my myrrh with my spices.

Come, my beloved, into my garden,
So that you may eat your precious fruit.
I come, O my sister, my spouse, into my garden,
I have eaten my honeycomb with my honey,
I have drunk my wine with my milk.
Eat, O beloved, and drink, friends,
And be inebriated, my beloved.

Zion spricht, der Herr hat mich verlassen
Isaiah 49:14–16a    

Veni de Libano, veni, amica mea
Song of Songs 4:7-8; 2:10
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Veni, dilecte mi, in hortum meum
Song of Songs 5:1b (alt.)



Ach, mein Herre, mein Herre,
straf mich doch nicht in deinem Zorn,
und züchtige mich nicht in deinem Grimm,
Herr, sei mir gnädig, denn ich bin schwach,
heile mich, Herr, denn meine Gebeine sind 

erschrocken. 
Ach du Herr, wie so lange?
Wende dich, Herr, und errette meine Seele,
hilf mir, um deiner Güte willen,
denn im Tode gedenket man dein nicht,
wer will dir in der Höllen danken? 
Ich bin so müde von Seufzen,
ich schwemm mein Bette die ganze Nacht,
und netze mit meinenTränen mein Lager,
meine Gestalt ist verfallen vor Trauern
und ist alt worden,
denn ich allenthalben geängstiget werde. 
Weichet von mir, alle Übeltäter,
denn der Herr höret mein Weinen,
der Herr höret mein Flehen.
Mein Gebet nimmt der Herr an,
es müssen alle meine Feinde zuschanden 

werden, 
und sehr erschrecken,
sich zurücke kehren,
und zuschanden werden plötzlich.

Herr, wie lang willt du mein so gar vergessen?
Wie lang verbirgest du dein Antlitz für mir?

Wie lang soll ich sorgen in meiner Seele,
wie lang soll ich mich ängsten in meinem Herzen 

täglich?
Wie lange soll sich mein Feind über mich erheben?

Schau doch und erhöre mich, Herr, mein Gott!
Erleuchte meine Augen, dass ich nicht im Tod 

entschlafe,

O, my Lord, my Lord,
Rebuke me not in thine anger,
Neither chasten me in thy scorn.
Lord, Have mercy upon me, for or I am weak;
Heal me, Lord, for my bones are vexed. 

But thou, O Lord, how long?
Return, O Lord, deliver my soul:
Save me for thy mercies’ sake.
For in death there is no remembrance of thee:
In the grave who shall give thee thanks? 
I am weary with my groaning;
All the night I make my bed to swim;
I water my couch with my tears.
Mine countenance is consumed with grief, 
And has become aged.
For I am everywhere afraid. 
Depart from me, all ye evildoers;
For the Lord heard my weeping.
�e Lord heard my supplication;
�e Lord will receive my prayer.
Let all mine enemies be ashamed,

And be sorely vexed;
Let them return
And be suddenly ashamed. 

How long, Lord? Will you forget me forever?
How long will you hide your face from me?

How long must I wrestle with my thoughts
And day a�er day have sorrow in my heart?

How long will my enemy triumph over me?

Look on me and answer, Lord my God.
Give light to my eyes, or I will sleep in death,

Text and Translations (continued)
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Ach, mein Herr, straf mich doch nicht
Psalm 6

Herr, wie lang willt du mein so gar vergessen?
Psalm 13



Wachet auf, ru� uns die stimme
Philipp Nicolai (1599)
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Text and Translations (continued)

dass sich mein Feind nicht rühme, er sei mein 
mächtig worden,

und meine Widersacher sich nicht freuen, dass ich 
niederliege. 

 
Ich ho�e aber drauf, dass du so gnädig bist;
mein Herz freuet sich, dass du so gerne hilfst.

Ich will dem Herren singen, dass er so wohl an mir 
thut. 

Wachet auf, ru� uns die Stimme
der Wächter sehr hoch auf der Zinne,
wach auf, du Stadt Jerusalem.
Mitternacht heißt diese Stunde,
sie rufen uns mit hellem Munde,
wo seid ihr klugen Jungfrauen.
Wacht auf, der Bräutgam kömmt,
steht auf, die Lampen nehmt,
Halleluja,
macht euch bereit zu der Hochzeit,
ihr müsset ihm entgegen gehn. 

Zion hört die Wächter singen,
das Herz tut ihr vor Freuden springen,
sie wachet uns steht eilend auf.
Ihr Freund kommt vom Himmel prächtig,
von Gnaden stark, von Wahrheit mächtig,
ihr Licht wird hell, ihr Stern geht auf.
Nun komm, du werte Kron,
Herr Jesu, Gottes Sohn,
Hosianna,
wir folgen all zum Freudensaal,
und halten mit das Abendmahl. 

Gloria sei dir gesungen
mit Menschen und englischen Zungen,
mit Harfen und mit Zymbeln schon.
Von zwölf Perlen sind die Pforten
an deiner Stadt, und wir Konsorten
der Engel hoch in deinem �ron.
Kein Aug hat je gesehn, kein Ohr hat je gehört,
solche Freude,
des sind wir froh, I-o, I-o,
ewig in dulci jubilo. 

And my enemy will say, “I have overcome him,”

And my foes will rejoice when I fall.

But I trust in your unfailing love;
My heart rejoices in your salvation.

I will sing the Lord’s praise,
For he has been good to me.

Wake, awake, the night is �ying,
�e watch from on the heights is crying,
Awake, Jerusalem, at last!
Midnight hears the welcome voices,
And at the thrilling cry rejoices:
Come forth, ye virgins, night is past!
�e Bridegroom comes, awake,
Your lamps with gladness take,
Hallelujah!
And for His marriage-feast prepare,
For ye must go to meet Him there. 

Zion hears the watchmen singing,
And all her heart with joy is springing,
She wakes, she rises from her gloom;
For her Friend comes down in glorious,
So strong in grace, in truth victorious,
Her Star is risen, her Light is come!
O come, �ou worthy Crown,
Lord Jesus, God’s own Son,
Hosanna!
We follow till the halls we see,
Where �ou hast bid us sup with �ee! 
Gloria and praise be with you,

And men and angels sing before you
With harp and cymbals’ clearest tone.
Of twelve pearls are made the portals,
To where we join the choir immortal,
Of angels round your radiant throne.
No eye has ever seen, no ear has ever heard,
Such rejoicing;
�us we do sing jubilantly,
Our songs of joy eternally! 



Laudate Dominum omnes gentes;
Laudate eum omnes populi.

Quoniam con�rmata est super nos misericordia 
ejus,

Et veritas Domini manet in æternum.

Gloria Patri, et Filio, et Spiritui Sancto:

Sicut erat in principio, et nunc, et semper,
Et in sæcula sæculorum. Amen. 

Deus tuorum militum
Sors, et corona, præmium,
Laudes canentes martyris
Absolve nexu criminis.

Pœnas cucurrit fortiter,
Et sustulit viriliter,
Fundensque pro te sanguinem,
Æterna dona possidet.

Laus et perennis gloria
Patri sit, atque Filio,
Sancto simul Paraclito,
In sempiterna sæcula. Amen.

Ut queant laxis
Resonare �bris
Mira gestorum
Famuli tuorum,
Solve pollute
Labiis reatum,
Sancte Ioannes.

Praise the Lord, all nations;
Laud him, all peoples.

For his mercy is con�rmed upon us,

And the truth of the Lord endures forever.

Glory to the Father, and the Son, and the Holy 
Spirit:

As in the beginning, and now, and always,
And forever and ever. Amen.

O God, your soldiers’
Portion and crown, their prize.
Let us sing the praises of your martyr;
Absolve us from the chains of sin.

Bravely he ran toward torture
And su�ered courageously,
And in pouring out his blood for you,
Possesses eternal gi�s.

Praise and everlasting glory
Be to the Father and to the Son,
Together with the Holy Spirit,
In eternity forever. Amen.

Do let our voices
Resonate most purely,
Miracles telling,
Far greater than many;
So let our tongues be
Lavish in your praises,
Saint John the Baptist.

Text and Translations (continued)
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Laudate Dominum omnes gentes

Deus tuorum militum

Ut queant laxis



Magni�cat
Luke 1:46–55
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Text and Translations (continued)

Magni�cat anima mea Dominum,
Et exultavit spiritus meus in Deo salutari meo,

Quia respexit humilitatem ancillæ suæ. Ecce enim 
ex hoc beatam me dicent omnes generationes,

Quia fecit mihi magna, qui potens est, et sanctum 
nomen eius,

Et misericordia eius in progenies et progenies 
timentibus eum.

Fecit potentiam in brachio suo, dispersit superbos 
mente cordis sui;

Deposuit potentes de sede et exaltavit humiles;

Esurientes implevit bonis et divites dimisit inanes.

Suscepit Isræl, puerum suum, recordatus miseri
cordiæ suæ,

Sicut locutus est ad patres nostros, Abraham et
semini ejus in sæcula.

Gloria Patri, et Filio, et Spiritui Sancto,

Sicut erat in principio, et nunc, et semper, et in 
sæcula sæculorum. Amen.

My soul magni�es the Lord,
And my spirit rejoices in God my Savior,

For he has looked with favor on the lowliness of 
his servant. From now on all generations will 
surely call me blessed,

For the Almighty has done great things for me, and 
holy is his name.

His mercy is for those who fear him from 
generation to generation.

He has shown strength with his arm, he has 
scattered the proud in the thoughts of their 
hearts;

He has brought down the powerful from their 
thrones and li�ed up the lowly;

He has �lled the hungry with good things and sent 
the rich away emptyhanded.

He has helped his servant Israel, in remembrance 
of his mercy,

According to the promise he made to our 
ancestors, to Abraham, and to his descendants 
forever.

Glory to the Father, and to the Son, and to the Holy 
Spirit,

As it was in the beginning, is now, and will be 
forever. Amen.



About the Program
Massimo Ossi

In the early seventeenth century, Venice was one 
of Europe’s most dynamic and cosmopolitan cities.  
Nestled in its lagoon at the top of the Adriatic, 
it commanded most of the coast of Dalmatia 
as far as Greece, and its ships sailed the entire 
Mediterranean. Its political and economic heyday 
was long past, but despite the gradual decline 
that had begun a century earlier, the city’s cultural 
brilliance remained undimmed.

 
�e jewel in the city’s crown was the ducal basilica 
of San Marco, nearly as old as Venice itself. With 
its �ve Bizanthyne domes, eclectic stonework, 
golden mosaics, and rich treasury, it was a reminder 
of the republic’s wealth. San Marco was the 
Doge’s church: in it, solemn celebrations marked 
civic and religious occasions, and from it radiated 
the many ducal andate, or processions, that 
crisscrossed the city throughout the year.  �ese 
ceremonies ensured that the past remained part 
of the present, cementing the cohesiveness and 
pride of its population. Venetians were conscious 
of the remarkable endurance of their republican 
government and of the uninterrupted freedom and 
continuity of the state, which by 1600 was nearly 
a millennium old, and had outlived all other Italian 
republics as well as those of Rome and Greece.  �is 
was the basis for what historians refer to as the 
“myth of Venice,” a construction of civic identity 
founded on the best values of Classical Antiquity, a 
paragon of justice, wisdom, and self-sacri�ce to the 
common good, all under the protection of the Virgin 
Mary and in alliance with the sea—a “marriage” 
celebrated in a yearly ceremony in which the Doge 
wed the Adriatic by tossing a ring into its waters. 
 
Not surprisingly, the arts were essential tools of 
the Venetian civic and political project, and thrived 
under both private and state sponsorship.  Since 
the �rst half of the sixteenth century, the Venetian 
government had sought to make the music of San 
Marco into a showpiece of the city’s opulence 
by hiring a succession of outstanding maestri di 
cappella (choirmasters) and organists.  Modern 
audiences are likely to be most familiar with the 
organist Giovanni Gabrieli and the maestro Claudio 
Monteverdi. Today, when we speak of the “Venetian 

school,” it is their music that comes to mind �rst.  
Although we think of the double-choir style as 
originating in the architecture of San Marco, with 
its opposing organ lo�s �anking the baldacchino, or 
main altar, the practice emerges from antiphonal 
choral singing already present in north-eastern 
Italy; once imported to Venice, it became the 
“signature” sound of San Marco. Gabrieli established 
the characteristic concertato (concerted) sonority 
that mixes instrumental and vocal ensembles in 
kaleidoscopically varied combinations of a cappella 
choral sections, instrumental passages sometimes 
treated as ritornellos, solo voices with continuo or 
with instrumental ensemble support, and massive 
tuttis. �is is also the palette of sounds and textures 
that characterizes Monteverdi’s famous 1610 
Marian Vespers—written not for Venice but for 
Mantua, they bear witness to the early spread of 
Gabrieli’s style outside Venice.  And not surprisingly 
Monteverdi may well have used movements from 
them as his audition pieces in San Marco a�er 
Giovanni Gabrieli’s death in 1612.

 
�e Gabrielis, Andrea and his nephew Giovanni, 
dominated the Venetian scene for much of the 
second half of the sixteenth century until Giovanni’s 
death.  As keyboard players and composers, they 
were at the center of Venetian musical life within 
and outside San Marco, and were particularly 
closely associated with the community of German 
merchants who had settled in the city and 
maintained close commercial ties to such banking 
powerhouses as the Fugger family, as well as to the 
ruling elites north of the Alps.  Music, musicians, and 
musical instruments were part of the �ow of goods 
between Venice and the German principalities.

 
It is possible that Heinrich Schütz’s apprenticeship 
with Giovanni (1609–1612), sponsored by his 
employer, Landgrave Moritz of Hessen-Kassel, may 
have been arranged through such intermediaries, 
and that he may have been included in their private 
musical gatherings together with his teacher; 
we know that he was integrated into the German 
community in Venice.  Giovanni seems to have held 
Schütz in high regard, so much so that the younger 
man was present at his teacher’s deathbed and was 
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About the Program (continued)

given a ring as a token of a�ection.  Under Gabrieli’s 
tutelage, Schütz produced a book of Italian 
madrigals (1611), works that attest to his complete 
absorption of both the language and the musical 
style of the most advanced madrigalists of the time, 
including Monteverdi. His successful encounter 
with Italian—and speci�cally Venetian—music 
is regarded as pivotal for German compositional 
style, opening the way for the new freedom of text-
setting and expressivity that characterizes much 
seventeenth-century German music.

 
Shortly a�er his return to Kassel, in 1614/15, Schütz 
was invited to the Dresden court of Johann Georg 
I, Elector of Saxony, and there he remained until 
his death in 1672.  To Johann Georg he dedicated 
his earliest signi�cant publication a�er the Italian 
madrigals, Psalmen Davids, op. 2 (1618), a collection 
of twenty-seven polychoral motets and concertos 
that re�ect his studies with Gabrieli (and indeed the 
doxology of no. 13,  Ich danke dem Hernn, paraphrases 
a madrigal by his teacher).  Zion spricht (no. 26) for 
four choirs, displays the opulence of the Venetian 
concertato style with its kaleidoscopic succession 
of ripieno choirs, ensembles of soloists (favoriti), 
and wind instruments doubling and elaborating 
the vocal lines. �e �exible shi� between imitative 
counterpoint and homorhythmic passages, the 
rapid interplay between choirs, and the imposing 
tutti punctuating the smaller textures, all re�ect 
Gabrieli’s adaptation of mature sixteenth century 
contrapuntal style (exempli�ed by Palestrina’s 
sacred compositions) to the impressive sonic e�ects 
required by Venetian ceremony.  �e dazzling display 
of Zion spricht gives us a sense of the aspirations of 
Johann Georg’s for Dresden’s already considerable 
musical resources. Under Schüz, it became 
the musical center of north-central Germany. 
 
In 1629, Schütz returned to Venice to supervise 
the publication of his �rst volume of Symphoniae 
Sacrae (1629), so titled in homage to his teacher’s 
Sacrae Symphoniae (1597) and Symphoniae Sacrae 
(1615, op. posth.). During this visit he probably 
met Monteverdi, or at least heard performances 
of his music; he returned home with a number 
of manuscripts of his works (including some 
unpublished), and later used some of them as the 
basis for his own compositions. �e Symphoniae 
Sacrae comprises twenty-two small scale Latin 

motets in the newer style common to madrigals 
and sacred music: solos, duets, and trios with 
various instrumental combinations.  Veni de Libano 
SWV 266, the second part of “O, quam pulchra 
es” from the Song of Solomon, re�ects the Italian 
fashion of equal-voice, virtuosic duets (two tenors) 
with two obbligato violins, supported by a walking 
bass line for the continuo. In true concertato 
fashion, the violins, in addition to punctuating and 
clarifying the form with their sinfonie (instrumental 
sections between text stanzas), also participate in 
the vocal counterpoint and augment the overall 
sonority in the closing tutti passage; they function 
as equal participants rather than merely doubling 
the voices.  Veni dilected mi, SWV 274 (also from the 
Song of Solomon) o�ers a very di�erent concept 
of concertato composition: here the vocal trio is 
supported by obbligato trombones playing a mostly 
contrapuntal accompaniment. Both the texture 
and the sonority are typically German, attesting to 
Schütz’s versatility and stylistic range.

 
Herr wie lang willt du mein so gar vergessen?, SWV 
416 (Psalm 13), dates from about twenty to twenty-
�ve years later; it appeared in the third volume 
of Symphoniae Sacrae (1650). While the basic 
elements of concertato technique remain—an 
ensemble of solo voices plus four viols and two 
violins—and occasionally one still hears distant 
echoes of the earlier Gabriellian in�uence, overall 
this piece illustrates the degree to which Schütz 
had internalized and stretched the parameters of 
concertato composition beyond Italian models.  �e 
instrumental writing of the opening twenty-seven 
measures re�ects a truly German rhetorical style, 
consisting of well-delineated phrases of varying 
length separated by rests, a consistent overall e�ect 
that is established at the opening and elaborated 
throughout the subsequent sections.  �e extended 
cadence provides a clear sense of completion, 
making this a well-formed musical oration. �e 
soprano enters with a recitative indebted to 
operatic style, and this declamatory mode continues 
through the entrance of the alto and �rst tenor.  �e 
arrival of the second tenor mitigates the expressive 
severity, engaging with the �rst in a melodious duet; 
a�er this, the latter reiterates the Psalm’s opening 
question—“How long, God…”—with increasing 
emphasis.  �e second part of the piece turns to a 
lively madrigalian style characterized by a variety 

Massimo Ossi
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of ensembles, syllabic phrases, extensive text 
repetition, and the return of the instruments, which 
had remained silent throughout the �rst part, in true 
concertato style, exchanging melodic fragments 
with the voices.  �e intensity of the music re�ects 
that of the psalm, as the beseeching tone of the 
�rst two verses turns to rejoicing in the last pair. 
 
Monteverdi’s tenure as maestro di cappella at San 
Marco lasted for thirty years, during which he was 
responsible for working with the basilica’s liturgist 
to set the daily musical repertory.  It is surprising, 
then, that in those years he published relatively little 
sacred music, concentrating instead on madrigals 
and theatrical music. Selva morale e spirituale 
(“Moral and Spiritual Forest”—a reference to the 
dark forest of Dante’s Divina commedia—1640/41), 
his �rst sacred publication a�er the Vespers of 1610, 
presumably collects music written for San Marco, 
but almost none can be dated with any certainty.  
�is is an eclectic volume, including a four-voice 
a cappella mass, a number of psalms, a group of 
spiritual madrigals, assorted hymns, a Magni�cat, 
and a dramatic monologue, Il Pianto della Madonna, 
based on Montevedi’s famous lament of Arianna 
from his opera L’Arianna (1608).  Selva is dedicated 
to Eleonora Gonzaga, widow of the Holy Roman 
Emperor Ferdinand II of Austria, and presumably 
re�ects the fervent Viennese cult of the Virgin Mary. 
 
Laudate Dominum, a setting of Psalm 117, is 
characteristic of Monteverdi’s free treatment of the 
scriptural text.  �e opening text, set to a triadic 
motive, returns throughout the piece—independent 
of its proper place in the text—as a kind of ritornello; 
such freedom in rearranging a canonical text is highly 
unusual, but characterizes all the psalm settings in 
the Selva morale.  Why Monteverdi departed from 
convention is still a matter of debate; perhaps he 
did so for purely musical considerations, creating 
a strophic repeating form that is superimposed on 
the text.  �is impression is supported throughout 
by the recurrence of short repeating bass patterns 
(ostinatos), which serve as musical organizing 
devices.  Two hymns, Deus tuorum militum and Ut 
queant laxis, o�er di�erent solutions for structuring 
relatively simple strophic concertato pieces.  �e 
�rst incorporates the obbligato instrumental parts 
within each strophe, and the music is identical 
for each new verse.  �e second incorporates an 

extended ritornello between the strophes, which 
are set to the same music.  �e formal predictability 
of this design is o�set by having di�erent singers 
for each strophe, while for the closing “Gloria 
Patri” the two voices are paired in parallel thirds; 
the violins join them only at the �nal “Amen.”  �e 
Magni�cat is a canticle based on Mary’s words to 
her cousin Elizabeth in the Gospel of St. Luke (1: 
46–55), “Magni�cat anima mea Dominum;” it closes 
all Vesper services.  Monteverdi composed at least 
four, two each for the Vespers of 1610 and the Selva 
morale. �e version heard this evening calls on a 
dazzling array of textures, ensemble combinations, 
and compositional techniques.  Madrigalisms, such 
as the virtuosic melisma for “dispersit” and the 
military music of “fecit potentiam,” remained part 
of Monteverdi’s vocabulary; in some cases, as with 
the rising chromatic line at “et misericordia,” an 
expressive gesture is integrated within a complex 
polyphonic texture that approaches fugal writing 
in its solemnity.  Monteverdi habitually divides 
long texts into extended, discrete, sections; 
eventually, by the eighteenth century, composers 
will separate them into individual movements. 
 
Schütz’s predecessor at Dresden, Michael 
Praetorius, is one of the more interesting �gures 
of the German seventeenth century.  He was a 
proli�c composer, theorist, and a kind of musical 
encyclopedist. His Syntagma Musicum (1619) 
documents exhaustively contemporary repertoires, 
instruments, and performance practices across 
Europe; the lists of composers he provides are 
exhaustive; his knowledge of musical genres and 
styles is thorough and far-reaching.  He was a 
product of his time. His need to gather, categorize, 
and systematize all aspects of musical knowledge 
re�ects similar tendencies among scientists and 
writers in the late sixteenth and seventeenth 
centuries.

 
Two compositions on this program represent his 
vast output: Ach mein Herre and Wachet auf, both 
from his late collection Polyhymnia Caduceatrix et 
Panegyrica (1619), which consists of forty chorale 
concertos (for from 2 to 21 voices) in Venetian 
style—for Praetorius, who had composed in largely 
conservative a cappella polyphony, this represented 
a major shi� in aesthetics. Ach mein Herre (no. 
37, Psalm 6), for �ve choruses, calls for three boy 

About the Program (continued) Massimo Ossi
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sopranos (who in some places, as at the opening, 
echo one another), three male soloists (favoriti: 
alto, tenor, bass), three unspeci�ed instruments, 
and two SATB choirs of ripienists—truly an 
example of monumental Baroque composition.  
�e lion’s share of virtuosic passagework goes to 
the boys accompanied by continuo and the three 
instruments: they are given the entire �rst half of 
the piece, consisting of the �rst three, plaintive, 
stanzas of text.  �e whole ensemble is then brought 
in for the last stanza, marking the change in mood 
as the Lord hears his supplicants’ prayer and their 
enemies are shamed.  Praetorius’s indebtedness to 
the Venetian polychoral style is evident, but rather 
than Gabrieli, it is the Monteverdi of the Vespers 
of 1610 who comes to mind most prominently.  
Wachet auf (no. 21) gathers similarly large forces: 
two soloist choirs, a chorus of ripienists, a four-
part instrumental ensemble plus an “extraordinary” 
choir of two cornettos in echo; and another SATB 
ripieno chorus plus basso continuo. In keeping with 
its text (“Sleepers, awake!”), this is a riotous, almost 
breathless piece (certainly for the wind players, 
with all those runs!) in three sections.  �e texture 
is layered—the instruments play virtuosic fast 
passages against the vocal parts in something of a 
competition for attention. Praetorius even takes the 
opportunity to have the violins mimic harp arpeggios 
in the third part, at “mit Harfen” (with harps).  
�ere is but one main e�ect, and it is not subtle. 
 
Instrumental ensemble music, such as the two 
canzonas included in this program, was a regular 
part of the liturgical music of any large religious 
institution. Canzonas and sonatas were heard 
during meditative parts of the mass (the elevation 
of the host, for example) and other services.  
Until late in the 1590s, the instrumentation for 
published ensemble instrumental music was le� 
unspeci�ed, leaving it to the performers to arrange 
pieces using whatever instrumental combinations 
were available. Instrumentalists were expected to 
provide ornamentation and divisions on the written 
parts—in essence, making them idiomatic for their 
instruments. Until the early 1600s, composers 
appear not to have focused on instrumental color 
as part of their compositional practice. �is changed 
with the growth of concertato composition and the 
rise of instrumental virtuosos.  Like vocal music, 
instrumental canzonas could employ more than 

one “chorus” and exploit the same kinds of spatial 
e�ects; like their vocal counterparts they are 
sectional, interspersing imitative polyphony with 
short motivic �gures that are o�en treated in duets, 
and feature imposing homorhythmic passages.  
Both Giovanni Battista Grillo’s and Gabrieli’s are 
polychoral, projecting the opulent sound of the 
vocal concertos heard in other sections of liturgy.  
 
Ascanio Trombetti was a virtuoso cornettist living 
in Bologna; his Emendemus in melius is based on 
a Lenten Matins responsory, and is the kind of 
instrumental variation piece that could have been 
used within the liturgy.  Although not explicitly 
intended for church use, Francesco Rognoni’s 
variations on the famous madrigal Vestiva i colli by 
Giovanni Pierluigi da Palestrina might have been 
used in a sacred context—the dividing line between 
sacred and secular was quite blurry when it came 
to music.  Rognoni intended this set of variations 
as a didactic exercise for his students (he was a 
virtuoso violinist), a demonstration of how one 
might improvise on given melodies and a skill that 
was expected of any professional instrumentalist.

About the Program (continued) Massimo Ossi
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Massimo Ossi
Massimo Ossi teaches at Indiana University 
in the Department of Musicology, focusing 

on the History of Music �eory and 
Literature as well as Renaissance Studies.



January 1, 2020—February 22, 2022

�e Washington Bach Consort honors the members of the 

1685 Society
Members of the 1685 Society have made a planned gi�—

a gi� through a will, revocable trust, retirement plan, or life insurance policy.

The Washington Bach Consort wishes 
to thank its generous donors:  

David P. & Margaret Condit
Shannon & Jim Davis

Susan Dillon
Marilyn Wong Gleysteen

Neil Graham
Jill E. Kent & Mark E. Solomons

Dr.† & Mrs. J. Reilly Lewis
Mary Elizabeth Lewis

Tamera Luzzatto 
Dr. Brian R. McNeill & Kathryn McKenzie

Julia O’Brien
Michael Ochs

Bradley & Martha Olson
Laura E. Phillips†

Charles Reifel & Janie Kinney
James E. Rich, Jr.

Cecil “Cy” & Pearl Richardson†
William T. & Sally Semple

Margaret Shannon
Bernice & Reynold Stelloh†

Lynn Trundle
Pierre & Claire Wagner

Isabel T. Wallop
Margaret W. Webb

Dr. Elizabeth Weisburger† 
Sally Wells

John C. Wiecking
Stephen C. Wright & 

�omas Woodru�
Colonel Ronald Villafranco †

† In memoriam
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A�er your lifetime, your gi� will continue to support a cause that has been important to 
you and will extend the legacy of your interest and values. Contact us to learn more. 

Angels: $25,000+
Anonmyous 
Robert Beizer & Janet Risseeuw
DC Commission on the Arts and 

Humanities
Glen S. & Sakie T. Fukushima 
Mary Ann Gardner 
Heinz und Liselotte Nehring Sti�ung/

Foundation 
LEDC Entertainment Bridge Fund
National Endowment for the 

Humanities
National Capital Arts and Cultural 

A�airs Program
�e Millstream Fund 
�e Honorable & Mrs. John D. 

Rockefeller IV 

Trustees: $15,000+
Paul M. Angell Family Foundation
Shannon & Jim Davis
Hope P. McGowan
Mid Atlantic Arts Foundation
�e Morris and Gwendolyn Cafritz 

Foundation
National Endowment for the Arts
Charles Reifel & Janie Kinney
Sally L. Wells*

Conductors: $10,000+
Richard & Beth Ayres
Jill Kent & Mark Solomons
Tamera Luzzatto*
Suzanne R. & Robert L. McDowell, Jr.
Dorothy B. Wexler 
Stephen C. Wright & �omas 

Woodru� 

Directors: $5,000+
Barbara Banko� & Robert Crandall
Margarita (Ari) Brose*
Reverend Elizabeth L. Carl & Ms. 

Victoria Hill 
Capitol Hill Community Foundation
Dimick Foundation 
Anna Karavangelos 
Norris & Miriam Keeler 
Nancy Peery Marriott Foundation
J. McKim & Susan Symington*
James E. Rich, Jr.*
Ingrid Rose
Ilse M. Stau�er 
Catherine Ann Stevens 
Mr. Hans N. Tuch
John Christopher Wiecking 
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Artists: $2,500+ 
Admiral & Mrs. Charles Abbot* 
Toni Codinas 
Neil E. Graham*
�omas & Erna Kerst
Dr.† & Mrs. J. Reilly Lewis*
Alexandra & �omas MacCracken*
Rosemary Monagan
William B. Munier, MD
Bradley J. Olson, K.N.O. & Martha 

A. Olson*
Lilian M. Penna* 
Mark & Jean† Raabe 
Peter D. & Connie Robinson 
Arina van Breda
Katherine Williams 

Patrons: $1,000+ 
Anonymous (2)
Irene L. Berns
Kate Blackwell
Caroline Brethauer
Kathleen A. Brion 
C. John & Janet C. Buresh 
Mr. David A. Churchill
Mary Martha Churchman*
Alan F. Co�ey & Janet S. Potts
Ellen & Michael Cronin 
Maygene & Steve Daniels 
Hampton DeJarnette 
Susan Dillon*
Linda Fienberg & Je�rey Bauman
Ms. Joan Filson*
David & Katherine Flaxman
Greg & Susan Foster 
Stephenie Foster
Major Joseph J. Francis 
Marilyn Wong Gleysteen

in honor of Dr. Michael Marissen
Martha Harris
Edward & Evamaria Hawkins
Michael Horowitz & Devra Marcus
Steve Jackson & Cynthia Wayne* 
Charles L. Kinney 
David A. Klaus

in honor of Dana Marsh
Christopher Koontz
Alan Kriegel 
David & Becky Legge
Emmy Lewis 
Ms. Priscilla Little

Walter & Lisa Maher
�omas Manteu�el
Hanna H. Marks
Dana Marsh*
Dr. Brian R. McNeill & Kathryn 

McKenzie 
Barbara Meeker
E. Wayne Merry 
Nancy & Herb Milstein
Laurel Montgomery
Paul Murray
Julia O’Brien
Michael J. Ochs*
Elizabeth A. Peterson 
David G. Post & Nancy Birdsall

in memory of J. Reilly Lewis
Bill & Annette Reilly 
Fred Schirrmacher
Irene M. Solet & Adam C. Powell III
Mrs. Heike Terrell 
Lynn Trundle
Gretchen Van Pool
Carmela Veneroso & John 

Odling-Smee 
Barbara Piquet Villafranco

in memory of Ronald Villafranco
Pierre & Claire Wagner 
Drs. Richard & Elizabeth M. 

Waugaman
Dr. Elizabeth Weisburger
Anita L. Woehler
Mr. & Mrs. Roy Woodall 

 
Benefactors: $500+
David & Nancy Barbour 
Catherine H. Beauchamp
�omas Bleha 
Miss Maureen R. Bozell 
James & Judith Bromley 
Howard M. Brown
Dr. O. Robert Brown, Jr. 
Kay Chernush
Nancie S. Coan 
Clark Conkling* 
Marcia P. Crandall 
Sharrill Dittmann
Mark Duer

in memory of Scott Auby
Phyllis & Murray Eisenberg 
Ms. Laura Feller 
Mr. Philip R. Frowery
Signe Gates

Richard E. Hardy
Pat Henkel 
Stephen Higley 
Frederick S. Hird
�eodore Hirt 
Paul Isenman 
Je�rey Johnson 
Robert H. Kessler & Swanee Busic
Cathy & Mark Knepper 
Richard & Jeanne Lambert 
Reverend & Mrs. Wayne J. Lehrer 
Mr. & Mrs. Terry Lenzer
Ellen Loughran Lynch 
Kenneth Lowenberg 
Susan McCloskey 
Dr. Helen H. McConnell 
Dan & Pat Moore
Mr. Je�rey Mora & Ms. Wendy 

Fuller-Mora 
Barbara Negri Opper
Mark & Martha Orling
William F. Pedersen & Ellen L. Frost
B. Dwight & Suzanne Perry
�omas Pierce & Lu Ann Dillon 
Judy Pomeranz 
James Quinn
Mary D. Reed 
Linda & Richard Roeckelein
Kathryn Seddon 
John & Linda Sibert 
Simmons/ Du�n Charitable Fund 

in honor of Dr. Dana Marsh 
�omas M. Sneeringer
Harvey Sohnen & Kathleen Meagher 

in honor of Marc Eisenberg 
Keiko Stusnick 
Mrs. Heike Terrell 
Mr. Frederik van Bolhuis
Jon Wakelyn & Joyce B Walker
Herbert & Judith Weintraub
Kathleen Wells
John & Joan Westley
Dr. Katherine Williams
Elsa B. Williams
J. Victoria Williamson
Mr. & Mrs. Roy Woodall
Jack & Susan Yanovski 
Gretchen Young 
Margot Young* 

in honor of John D. Van Wagoner & 
Beth A.V. Lewis 

Leonard & Karen Zuza
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Friends: $100+
Anonymous (3)
�omas & Margaret M. Adams
Ross & Judy Ain
Anne Alexander
Mr. Leigh Alexander
Michael W. Ambrose
Eric P. Anderson & W. David Young II 
Sue Anderson

in memory of Larry D. Anderson
Kathleen Bacskay
Ms. Pamela Baldwin
Laurie Barthold 
David Basset
Trey Bayne
Jean P. Bedenbaugh
Carol Beebe
Amy Berger
Reverend Dr. Bernard & Mrs. Nass 
Janet Bickel 
Michael O. Billington
David Bindley-Taylor
Marcia Blisard
N. Prentice Bowsher & Sally 

Steenland
Andrew Brethauer
Nancy Brose 
Esther Brown
Philip C. Brown
Dorothea Brueckner
Bill & Michele Bukowski
Geo�rey L. Burkhart
Dr. Gail Burnaford
Michael F. Butler 
Mr. Richard Byess
Heidi Byrnes
Michael Calingaert 
Michael Canning 
Barbara Carboni
Vickie Carlson
Mr. Bruce Carrie 
Ms. Merrill Carrington
Oriana Casadei
Dr. Eve Chauchard
Carol Clausen 
Sarah Coakley
Douglas Cochrane
Karen C. Coe
Charles Collins 
John Curley 
Albert & Nancy Currier 
Michael Cushner 
Lynne & Paul d’Eustachio 

Katherine Davenny 
Paul Decker
Josephine F. de Give
Stanley & Ann Degler
John H. Doles III
Alison Drucker & Tom Holzman
James C. Easterly 
Nicholas & Mary Eberstadt 
David & Elizabeth Edminster
Dr. & Mrs. Barry Eisenstein 
Frank Eliot
Daniel Elmer & Christopher J. Hoh
Ms. Marietta Ethier 
Barbara Fairchild & George Newman
Joan & Richard Fidler
Jane Finn
Mr. & Mrs. Karl Flicker
Bitsey Folger*
Jeanne Folstrom
Mary D. Foster 
Richard Fouts
Elisabeth French
Howard E. Frost 
Nadine Gabai-Botero*
Emily Gammon
Edward Gardner
Nancy Garrison
Amula Gobah 
Margaret Gonglewski & John Heins
Tom & Margaret Greene
Dr. Elizabeth Gri�th
Susan Grosser
Frank Guzzetta
Eric Hager
Hanna M. Hall
Mary Hamilton
Sally Hargus
Robert Harlow & Caroline Wolf

Harlow
Dr. Judith M. Harper
Sheridan Harvey
Caroline Hayes
Scott Hempling
Hal Herzog 
Patricia Hevner
�e Honorable Eric L. Hirschhorn
Rebecca Hoecker
Gretchen Horlacher
John Howe
Joseph & Embry Howell
Joyce E. Howland Charitable Fund
Mark Huebsch
Michelle Humphreys
�omas Hunt

Patricia Ìngle Meyer 
Mr. Robert Jamroz & Mr. Jordan 

Morgenstern 
Mr. & Mrs. Nameer Jawdat
Parker Jayne
Rev. Madeline Jervis
Gabe Johnson
Nancy E. Johnson
Ms. Grace E. Jones
Doris Ka�a
Robert Kargo
Roxane Kaufman & Neal Fitzpatrick
Mary Keller 
Francesca Kelly 
David Keto & Beth Tomasello
Pamela King
Richard Kuisel
Dominique Lallement*
Christian Lane 
David W. Lankford 
Camille Larson & George Ruttinger 
Mr. Bill Leahy

in honor of Tamera Luzzatto
Steve & Rosalie Learned*
Sonya Levine
Jennifer Lewis 
Ms. Allison Lewis
Felice Susan Li
Ms. Frances Li
Ms. Nina Liakos
Dr. Elizabeth Lloyd
Jan & Elizabeth Vickery Lodal 
Margaret Colgate Love
Chip & Laurie Lubsen
Dr. Frances M. Lussier
Sean Lynch
�omas D. Lynch
Mr. Richard Magraw
Mr. Mark W. Mahnke
Lynne Marsh
Mary Lynne Martin
Susan Martin
Lee & Lindsay Mataya

in honor of Chuck Reifel
Mark Mattucci & Judith Furash
Dr. Elizabeth H. Maury 
Donald H. May
Mary McCutcheon
Robert McDonald
Elaine McHugh
Margaret McKay
�e Honorable Elizabeth McKune 
Jane Meditz
Eric Midelfort & Anne McKeithen
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Honorable Johnathan S. Miller 
Mr. & Mrs. Kenneth J. Mitchell 
Lee Monsein
Karel Morales
Mr. & Mrs. Charles C. Moran 
Mr. John Moran 
Tom Morante & Marianne Splitter
Mrs. Michele R. Morris
Sheila A. Murphy
Cathy Muse

in honor of Howard Brown
Father Gabriel Myers 
Carolyn Nagler
William & Vivian Ne�
Madeline Nelson
Dr. Frank Notha� 
Michael Nunn
Gerald Oberst 
Mark W. Olson
Barbara Negri Opper 
Prof. Julianne Owens
Mark & Dawn O’Brien*
Mr. Mark O’Donoghue
Mr. & Mrs. John J. Parisi
Ms. Susannah Patton
Laurence Pearl 
Sophia Perry
Marianne Pfei�er*
Ellen Phillips
Mrs. Patricia Pickard
Dean Pineles
Ms. Jessica Powell Eig 
David Pozorski & Anna Romanski
Mr. John A Purnell* 
Paul Rabin
Elizabeth W. Ratigan 
Kent Ravenscro�
Dr. Ivan Rebustini
Mary Reichhardt
Danna M. Reynolds
Fred & Linda Richards
Eleanor Roberts
�e Rev. Dr. William B. Roberts 

& David Hoover*
�omas J. Roberts
Donald A. Roellke
Ms. Dottie Roemer
Carole Evelyn Rogentine
Robert Rood
Ms. Suzanne Rooney
Jo Ellen & Mark Roseman 
Helen Rothman
Mr. & Mrs. Douglas Rumble
Mr. & Mrs. Charles C Russell 

Dr. Michael Sabatino
Dr. Linda Salamon
Doug Saunders 
Mary Lou Savage
Robert L. Savage
Ms. Leslie Sawin 
Patricia R. Schettino
Ann Imhah Schneider
Renee Schoof
Ellen F. Schou
Norman Schou
Philip Schuler
Peter Schulz

in honor of Gayle and Ken Schulz
Cate & Alan Schwartz
David Seidman & Ruth Greenstein
Mark & �eresa Shaltanis
Donald C. Shapero
Marlene S. Shaul 
Carolyn Sherman
James E Shirey
William Sittig
Ms. Marilyn W. Slatnick 
Margaret F. Smith 
Susan Smith
Donald Snyder
Gwendolyn Sommer
Dr. Marsha Spieth
William Spitzig
Milford Sprecher 
�omas & Diane Stanley 
Lina Steele
Dr. Nicole Stout
Dr. Jason Strudler
Douglas & Carol Stuart
Rosmarie L. Stucki
Bridgette Stumpf 
Sue Swisher 
Mr. John Teasdale
Mr. & Mrs. Viguen Terminassian 
Lawrence �ompson
Judith Tickner
Dr. Richard P. Tollo & Stacie J. 

Kreitman-Tollo
Carol & Jerry Trautschold 
Elizabeth Tutmarc
Jane T. Udelson
Hans Vent † 
George Vercessi & Barbara Preston
Robert G. & Constanze C. Wales
Isabel T. Wallop
Dr. Norma Wegner
Paul Weislogel 
Dr. Margaret Whitehead

George Whitley & Candace Ballard
�eolyn G. Wilson 
Gerda Wolf
Edith C. Wol�
Bruce Wolpe
Jacqueline Woody 
Linda & George Woolley 
Stephen W. & Patricia A. Worrel
Mary Wyrsch 
Georgia Yuan
Debra Zanewich
Mr. & Mrs. Michael M. Zazanis

*Contributed to the J. Reilly Lewis 
Legacy Fund

† In memoriam



�e Director’s Series

2021–2022 Season at a Glance

Concerti Virtuosi  
Bach’s Brandenburg Concerti

Sunday, April 24, 2022 4:00 p.m. 
St. Paul’s Lutheran Church (DC) 

�e Pinacle of Passion  
Bach’s St. Matthew Passion

Sunday, May 21, 2022 7:00 p.m. 
St. Mark’s Capitol Hill (DC)

Sunday, May 22, 2022 4:00 p.m. 
St. Paul’s Lutheran Church (DC)

Conceptio Gloriosae 
Music of the Colonial Mexican & Bolivian Baroque 

 
Friday, April 1, 2022 7:00 p.m. 

Live! at 10th & G (DC) 
 

Saturday, April 2, 2022 7:00 p.m. 
St. Paul’s Episcopal Church (Alexandria, VA)

�e Chamber Series

�e Noontime Cantata Series

Mondays at St. Mark’s Church on Capitol Hill (DC) at 12:10PM
Tuesdays at Church of the Epiphany (DC) at 12:10PM

Cantata: Erfreut euch, ihr Herzen, BWV 66
Organ Prelude: J.S. Bach, Fantasia and Fugue in C Minor, BWV 537 

& Chorale Prelude on An wasser�üßen Babylon, BWV 635b
Marvin Mills, organist 

Monday, April 4 & Tuesday, April 5, 2022

Cantata: Herr Gott, dich loben alle wir, BWV 130
Organ Prelude: N. Bruhns, Praeludium in G Major

John Walthausen, organist 
Monday, May 2 & Tuesday, May 3, 2022
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Washington Bach Consort Mission

Founded in 1977 by Dr. J. Reilly Lewis, now led by Artistic Director, Dr. Dana Marsh, the 
Washington Bach Consort shares the transformative power of music, with the works of J.S. 
Bach and other Baroque composers at the core. Our professional artists inspire audiences with 
the highest levels of artistic excellence, enrich the cultural life through historically-informed 
performances, and provide educational programs in the Washington, DC community and beyond.

Marc Eisenberg, Executive Director
Tim Laughlin, Artistic Administrator
Janey Moskowitz, Director of External A�airs
Jessica Perez, Patron Services Associate
Taylor Tobak, Development Manager

Richard Ayres, President 
Margarita Brose, Vice President

Donald Baker, Secretary

Charles Reifel, Interim Treasurer

Robert Beizer
Toni Codinas

Shannon Davis
Tamera Luzzatto
Robert L. McDowell
John D. Rockefeller IV
Catherine Ann Stevens
Stephen C. Wright

Sta�

Board of Directors

Join the many patrons whose generous annual gi�s support 
the artistic and educational programs of the Washington 

Bach Consort. 

Ticket revenue accounts for less than 25% of our annual operating budget, so 
we rely on donations from you to perform the music that you love at the quality 

you have come to expect, and to o�er unique music education programs to 
young people throughout the city. 

Visit our website by scanning the QR code 
or at www.bachconsort.org/ways-to-donate, for more details.

A special thank you to our 2021–2022 season volunteers, including our volunteer coordinator, 
Oriana Casadei.

19



Washington Bach Consort
1310 G Street NW, Suite 740

Washington, DC 20005
contact@bachconsort.org

202.429.2121 | bachconsort.org


